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DEDICATION 
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community dreamers who connect the bottom of the pyramid, facing first each other, then the top, while 
standing up to injustice, oppression, domination and exploitation. To all my friends who continuously 
teach me how to think and act inside 'institutions' or out on the streets. To my family, the Guzzo's (also 
known as 'Trapos') for having "hearts as airports that enable such crazy flights". To my dear mother, 
Raquel, who loves and cares for me on a daily basis and made me understand the criticality of everyday 
life. Last but not least, this thesis is dedicated to the Third World Manager who I got almost everything I 
know about timing and bringing people together; How to 'sleep a night over it' to make better decisions; 
When to call, instead of text; How to make relationships based on affection and trust, instead of utility. 
This thesis is dedicated to my father, Thomaz Guzzo Junior, also known as 'Papa Noodle', and his 
incredible ability to manage. 
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EPIGRAPH 

“In reality, there is no difference between form and content, and what Marx said about form is valid here 

too: it is good only in so far it is the form of the content.” 

–– BERTOLD BRECHT, 1932 
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Figure 1: Screenshot of Google’s definition of the word ‘Speculative’. 
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“A gente num é empreendedor, a gente é força de trabalho.”  1

–– PAULO LIMA ‘GALO’, ENTREGADORES ANTIFASCISTAS, 2020 

"Quem sou eu? Decretado hoje estado de sítio no país. O dispositivo policial reforça todo o seu raio de 

segurança. Qualquer semelhança com fatos reais ou irreais, pessoas vivas, mortas ou imaginárias é mera 

coincidência. Trata-se de um faroeste sobre o terceiro mundo."  2

–– BANDIDO DA LUZ VERMELHA, 1968 

.

 We are no entrepreneurs, we are labor force. My translation.1

 Who am I? A state of emergency was declared today in the country. The police apparatus strengthens its security 2

radius. Any similitude with real or unreal facts, dead, living, or imaginary persons is a mere coincidence. It's a Third 

World western. My translation. 
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Figure 2: Angelo Madson in Fordlândia, Pará, North of Brazil. Picture taken by me in 2017. 
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PREFACE 

I arrived for the first time in the Amazonian territory and immediately thought that the climate 

wasn’t that bad. The conditioned air of the airport smelled nice and just before getting on the Uber, the 

10am equatorial sun greeted me with the familiar strength I was used to as a tropical Brazilian. I was 

scheduled for a talk in three days at a local innovation and co-working space, and was aiming to schedule 

some sparse expert meetings with the local community in between. My dream was finally becoming a 

reality: to get paid to go to speak at different cities about something that somebody had invented 

somewhere to make money. The only difference is that I wasn’t making any money. All the costs of the 

trip were being payed by my own savings, or better said, by my the savings of my recently deceased 

father, who worked all his life as a project manager at a big computer company. I was there in Belém to 

discover something.

 At the time, I was in the middle of the Master that I was doing in California and I diverted my 

vacation trip from Europe — where I spend 50 days friend-hopping — to São Paulo in order to stop in 

two Brazilians cities that could work as a potential base after San Diego. Recife was at the time — and 

still is, I’m sure — the capital of Brazilian Cinema. The city had developed beyond its neglect by the 

Federal government and had established itself as progressive pole for arts and culture. Plus, it was the 

most economic route to my primary curiosity: Belém do Pará. Belém was the port of the Amazonian 

jungle and the former capital of the Province of Grão-Pará, an administrative amalgamation important 

capitanias hereditárias — huge amounts of land given to important royals of Portugal in the 1610’s in 

order to prevent the colony to revolt or be stolen by the Spanish. Belém was the city that would hide the 

mysteries and secrets from when the first colonizer settlers were met by the violent Icamiabas. The name 

Amazon was actually born out of that interaction. The Icamiabas were miss-identified as Amazons, a 

European vision of the female legendary worriers. Any way, just curiosity at this point. My real focus was 
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the innovation that Belém was allegedly doing in the tech business and its strategic positioning in the 

region. Maybe that city would be my next step. 

 I got in touch with a recently founded place that was offering co-working spaces and, by that, 

attracting many young start-ups and ‘fintecs’, as they say, acronym for financial technology companies. 

The connection was made by one of the best friends of my brother that owns an enterprise that offers 

leadership training for companies and business groups. He put in me touch with a very friendly 

'sustainable business consultant' that was super interested on Speculative Design and, therefore, was 

willing to show me around in the Belém innovation scene. She connected me with the coworking space 

manager who was open for partnerships and we got a long very well. So it goes that every Thursday one 

of the guests at the co-working place would give a short talk about some trendy subject to whoever 

wanted to join — outside community included — for free. On the Thursday of that week they had a recent 

cancelation and I pitched a talk about Speculative Design from my hotel room in Recife, just before 

boarding for Belém the following day. 

 The talk went well, although while giving it I was feeling as if I was selling American utopian 

ideology to a pragmatic Brazilian crowd. “How do we please the clients?” You don’t, you teach them 

what it is important and systemically disruptive. “But then how do you sell that?” I didn’t came here to 

offer solutions but rather questions of how we can go forward. “What about if in our analysis we only see 

loss?” A community radio activist asked me how scenario thinking could be applied on the everyday 

difficulties of the radio. That question and his personality sparked my attention. It was on that moment 

that I realized how design tools could actually be used inside the environments that were allergic to them. 

To make these spaces efficient and to help them achieve their mission. But also, how these alternative 

spaces could test the very efficiency of those tools beyond the safety of business environments in 

developed countries. Angelo asked if I wanted to visit the radio and If I could help him with my 

consulting service. I felt that my time had come to give back what I have learned my entire life. 
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 I didn’t know bananas about consulting. I had behaved as a consultant all my life, but I was more  

of an executive producer — a hands-on guy rather than a theory wonk. I could get things done, but in this 

particular case I didn’t have enough time. I only had the time to understand what Angelo was doing, teach 

him everything I knew about digital marketing and inspire him by thinking in both systemic and 

consumer levels. The way this transformed into a movie about this situation was: I had been doing visual 

shenanigans for a while now. It was always a solution. If you are unsure what are you doing, make a film 

about it. We can fix it in post. I wouldn’t never identify myself as a film director but more as a visual 

solutions provider. It had worked so far. As I was still building my portfolio, I decided to document the 

case by following him with the camera. But how could I do all of this and document myself doing it at the 

same time? How could I keep my head on my performance while still getting all the little improvisations 

in? The solution came by messaging a friend that, as I noticed in Instagram, was also in Belém, 

photographing the port. He accepted to join promptly and took control of the camera a few days after our 

first scenes. 

 I hope the film gets to the screens and show the people the truth about the Amazon. I hope Angelo 

can develop his business beyond the activist scene of Belém. I hope that people get that there’s always 

something to learn, everywhere. I definitely learned a lot. I learned that there are certain ways of doing 

things, and by changing the ways, the end results change too. I hope that this film is seen for what it is: a 

tale of the Third World Manager, trying to survive in the jungle, against the odds and the world. 

Mateus Guzzo,  ‘Consultant' in Third World Manager. 
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ABSTRACT OF THE THESIS 

Third World Manager 

by 

Mateus Souza Lobo Guzzo 

Master of Fine Arts in Visual Arts 

University of California San Diego, 2020 

Professor Ricardo Dominguez, Chair 

Professor Mariana Wardwell, Co-Chair 

Third World Manager is a documentary fiction film about the impact of entrepreneurial culture on social 

activism in Brazil structured around the story of Angelo Madson, an independent radio host and media 

democracy activist from Belém do Pará, in the Amazonian territory. The film combines observational and 

counterfactual narrative strategies anchored in a metafictional structure informed by Epic Theater of 

Bertold Brecht. In this text, I investigate the term Third World Manager as a performative category of 

platform labor and as a situated interchangeable expression for producer-artist (the author as producer, 

xx



Benjamin, 2014) or the organic intellectual (Gramsci, 2009), in the Global South. Hypothesizing a 

slippage between the figure of the media activist and the entrepreneurial subject, I consider how artists 

and producers can challenge the practice of managers as technocratically neutral, in the light of the new 

morphology of the info-proletariat (Antunes, 2019), as a way to inhabit management and resist the 

accelerated corrosion of working conditions, particularly in the Global South. By using the film as a case 

study and analyzing my work as a no-budget activist filmmaker, I argue for a genre (or design) of 

planning that incorporates a mix of collective improvisation, playfulness and commonality as potent tools 

for avant-garde forms of organized collaboration. 
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INTRODUCTION 

 Third World Manager is a creative nonfiction film that considers the emerging entrepreneurial 

culture in Brazil through the story of Angelo Madson, a community organizer in Belém do Pará who 

coordinates a web-based radio station called Idade Mídia - Comunicação para Cidadania . In the film, 3

Angelo and I first meet at a talk that I'm giving about Speculative Design at an innovation hub in Belém. I 

decide to help him market his activist radio initiative by offering him my consulting services, which 

would involve utilizing filming as a research tool. Navigating through Angelo's biography and media 

activism practice, the storyline combines interviews, observations, staged scenes and making of material 

from the lens of my 'consulting team', which ultimately is curious about Angelo as an agent of innovation. 

Contemporary debates on the rise of fake news, the role of entrepreneurialism in the Global South, the 

movement for the democratization of communication in Brazil and broader discussions about alterity in 

the depiction of subaltern subjects pervade the film in a non-chronological montage that positions Angelo 

as the main character. The film was conceptualized in 2018, shot during 13 days between July and August 

of the same year and post-produced from September 2018 to April 2020.  

 This project is the result of years of active participation in social movements and trade unions in 

Brazil and abroad, focusing on the role that communication (whether for internal or external agitation and 

propaganda) has in the development of these organizations and their immediate causes. My inquiry while 

participating in and observing these movements and organizations focused on the extent of their capacity 

to model their own communication according to their politics and to take on a projective stance towards 

media systems. These range from social causes like the Homeless Workers Movement (MTST), different 

workers union like the University of Campinas Workers Union (STU) or Petrobrás Workers Union 

(SINDIPETRO-SP), international trade unions like the International Workers League (LIT-QI) or 

Committee for Workers International (CWI), political parties such as Partido Socialismo e Liberdade 

(PSOL), anarchist zines, groups and collectives and, most importantly, media activists sprinkled 

 Freely translated to 'The Age of Media - Communication for Citizenship'. The pronunciation of the name reminds 3

the term ‘Middle Ages', referred to in Portuguese as 'Idade Média'.
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throughout these branches, located either within these organizations (in ‘Communication Secretariats’) or 

in the organic surroundings, but rarely  collectively and intersectionally organized in a city, state or 4

nation-wide scale. The ‘Communication Secretariats’ operate more as service providers for the head of the  

organizations, dwelling on the translation of political slogans instead of the technical and aesthetic 

formulation and experimentation. Meanwhile, the independent working groups that due have the freedom 

to experiment, lack the organizational structure that can help create anything larger than local meeting  

sessions that lasts no more than a few years. It was through this critical inquietude that I sought to study 

media activism as a question in itself rather than a side topic of the everyday operation of radical politics. 

Therefore, media activism (or media democracy movement ) is understood here as both (1) a movement in 5

itself that demands a more democratic configuration and regulation of communication technologies and 

(2) a practice within several movements and organizations to make known their causes and mobilize 

audiences around their demands. Dunbar-Hester (2014) points out to the contemporary academic debate 

surrounding the construction of a collective identity to media activism as a movement, in that, 

(…) there are some key differences between “conventional activism” and media activism, because 
conventional movements seek to use the media instrumentality in pursuit of their agendas, 
whereas media activists view media as an end in itself. The media democracy movement is this an 
“umbrella” movement:  people working around other issues often come to media activism after 
identifying media as a linchpin that will constrain or enable their organizing around their original 
topic (…) or perhaps a meta-movement (19, italics not original). 

My hypothesis is that the current state of media activism requires collective investigation, awareness and 

transparency of the sociotechnical systems that govern the life of these organizations (e.g. internal 

communication protocols, platforms and softwares used for dissemination of propaganda, decision-

making mechanisms) beyond the interfacing already done with political parties, social movements, trade 

unions and collectives. In other words, the contemporary practice of media activism, particularly in 

Brazil, signals the need for comprehensive frameworks to analyze communication systems as the arena of 

politics. 

 One interesting example that I came across while editing this paper: Agência Mandinga de Favela 4

(@AMFComunica) — a city-scale forum of communicators. 

 View Christina Dunbar-Hester’s book Low Power to the People (2014 18). Important also the notice her point that 5

media democracy is not a single movement.
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 This personal inquiry became vividly present during the mass protests in Brazil in 2013 , when 6

numerous alternative media democracy groups quickly acquired the capacity to mobilize and educate 

large audiences through social media platforms, the most notorious example being the collective Mídia 

NINJA . This event, alongside the several mass movements around the world such as in Tunisia and the 7

Occupy Wall Street in the United States, was met with enthusiasm by the academia  that saw potential in 8

the application of communication technologies for political mobilization and social change. A few years 

later, however, the same tools were accounted to be the source of mass disinformation and rigging of 

democratic processes, one of the most recent cases being the spread of fake news about the Novel 

Coronavirus in online forums . Dunbar-Hester (2014) addresses this problem from the perspective of the 9

inequality of technical expertise distribution that risks “fetishizing technology as a platform for egalitarian 

politics” (17). Academia and international specialist teams , for example, have regarded the problem of 10

fake news and disinformation under the paradigm of trustworthiness, focusing on a potentially objective 

differentiation between lies and ideological self-expression. Nevertheless, the analysis of the 

infrastructure through which communication processes are actualized can provide a more interface-

centered discussion to understand the current state of information distribution and the role of nation-states 

in relation to the design of the media landscape. 

 An important point here needs to be made regarding the particularities of radio activism and its 

connection with a larger ‘media democracy moment’ before the Brazilian historical context. In 1930, a 

 Protests demanded, among other things, the revocation of a bus tariff hike and investments in education and health.6

 In the particular case of Brazil, the long lineage of these groups are strongly interconnected with the history of 7

film, the formation of the national student union, the demonstrations against the WTO meeting in Seattle in 1999 

and the first World Social Forum in Porto Alegre in 2003.

 Jurgenson, 2012; Tufekci, 2011; Zuckerman, 2011; Breuer & Farroq, 2012.8

 Facebook group ‘Aliança pelo Brasil'. March 24th, 2020.9

 Among the most important in Brazil is the series of seminars and conferences organized by the Comitê Gestor da 10

Internet (cgi.br). Some of the contents were compiled in visual guide for users available online (CGI.BR 2018)
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rebellion took place by the workers from the company town Fordlandia in the middle of the Amazonian 

jungle. Known as the revolt of the ‘bate-panelas’ , the workers took control of all factories and the local 11

radio station, broadcasting a call for an insurrection in the region (Grandin 2010). In 1969, in the midst of 

the Brazilian dictatorship, politician and guerrilla fighter Carlos Mariguella disrupted the communications 

of the National Radio, transmitting their manifesto for the freedom of the Brazilian press, against the right 

of large land property and against the imperialism of United States, among other demands (Mariguella 

1969) . The long lineage of pirate radios in Brazil has on the 1999 WTO protests in Seattle an 12

organizational marker with the foundation of the Independent Media Center (indymedia.org) worldwide, 

together with the Brazilian chapter , CMI-Brasil, including activist and professor Pablo Ortellado as a 13

prominent member. The National Movement of Community Radios (MNRC) is also of equal importance, 

although aligned with a different political group (PT). The prevalence of radio activism in the the political  

struggle landscape of continental countries as Brazil and the United States, goes beyond technical 

availability, as again denoted by Dunbar-Hester (2014): 

Radio activism in this era must be understood as issuing from distinct yet interwoven social, 
cultural, technical, and political strands including: embedded practices of community media 
production and pirate radio; “Indymedia” and the transnational anticorporate globalization 
movement; the emergence of “new media” including the Internet; and regulatory environment 
favoring national broadcasting networks and corporate media consolidation that was opposed by a 
growing movement for media democracy (15). 

In my own words, it is in the process of understanding the technical apparatus, experimenting with it, 

producing something in a collective setting frequently towards emancipation, that media activism is 

enabled, particularly radio activism, to flourish alternative visions of a media systems totality. This is 

maybe what Bertolt Brecht meant when he described radio not merely for broadcasting and receiving, but 

as an “artifact for transciving” (Dunbar-Hester 2014 7). Today, more than ever, media activism becomes 

not merely the interaction with hardware, but the creation of social relations, interestingly defined by 

 Pan Knockers. My translation. This name comes to the fact that Ford was changing the nutritious regime of the 11

workers. 

 For a revolutionary government of workers; Suppression of the military regime; Reestablishment of relations with 12

socialist countries like Cuba; End censorship; 

 If I can call it that way. I have no evidence that CMI Brasil has consistent political ties with indymedia, or with 13

CMI São Paulo (a visibly more active “chapter” focused on the state of São Paulo).

4

http://indymedia.org


Dunbar-Hester (2014) as an act of propagation, as in, “the reproduction or replication and also its sense of 

creating an effect at a distance” (12).  

 The goal of this research is to reframe the problem-space of media activism in connection with 

two other important fields simultaneously: First, to understand the problematics of moving image and its 

social conditions of production and consumption, namely the configurations of (in this particular case) 

film sets, and the perspective of the camera seen here as rhetorical-political; and secondly, the problem of 

scaling production that can guarantee the independence and subsistence of an alternative project, 

evaluated from the critique of contemporary labor allocation done by platforms. It is far from attainable to 

exhaust this question which is still in its early research phase, but I hope that this work can concentrate on 

the short elaboration and interconnection of the following types of questions: What is Media Activism (or 

Media Democracy Activism) and why is it so important today? How can the life and work of activist be 

seen and studied from the perspective of platform labor (Grohmann; Qiu 2020) — i.e. digital and creative 

labor allocated largely by the interaction with platforms and algorithms — entrepreneurial citizenship 

(Irani 2019) and the corrosion of work (Antunes 2018)? How does this analysis provide insights to the 

understanding of these platforms as ‘images' (from the Graphical User Interface to computational sensing, 

to cinema and theater) — forms of organization of the productive force that incapsulate their own 

conceptions of society, value, etc? What does radio as a technical and social apparatus have to do with it? 

What can also the history of Brazilian cinema teach us in this sense? Finally, what is the task of producers 

in the face of these questions?  

A note about my methods

In almost 10 years working with science, I noticed how the question of methods is very costly 

maybe because of the need to particularize "the sciences" (what’s right) in the face of other forms of 

knowledge (what’s probably wrong). Through my passionate eye for process, I always saw in 

methodology (the study of methods) a critical site of intervention for clairvoyance, that is, the moment 

5



when the show is done, the actors are reunited on stage and, almost in an act of community service to give 

life back to reality, one of them speak through their own voice wishing all a good night and safe return 

home. Science can not do what magic does, because for magic there is no return home. The study of 

methods for me is not a question of how, but a question of how deep, understanding that in every science 

there is magic. The untold. The unjustified. The “common practice".  The “apolitical”. Maybe the magic 

of science, the hidden trick behind the curtains, something that no “hard-scientist" will tell you, is 

ideology.

Reflecting on my practice as a multimodal researcher, I observed that I was following a few tenets 

that tried to account for the agency of ideology in science. These tenets functioned as a methodological 

starting point for the design of my own inquiry to pursue the making of this present thesis.  These tenets 

(or methodological principles I should call them) are part of Karl Marx’s proposition of what science 

should be, as explained by Brazilian emeritus professor in sociology José Paulo Netto in his text 

Introdução ao método da teoria social. More specifically: That I (1), as a scientist of the social (view 

Latour 2005), aim to offer an ideal reproduction of the real movement of my object of study, in this case, a 

description of reality with the available knowledge at my time –– considering the limitations and 

constraints of the timeline of this research. Not forgetting that descriptions are not simply impartial or 

objective but rather rely deeply on a social and political engagement with the world. The object of study 

of this research is the process of depiction (or the depiction of the process) of entrepreneurialization of 

social activism in Brazil. To study this process, I take as qualitative cases (a) Angelo Madson and his 

internet radio organization for media democracy, but also (b) myself as the activist filmmaker that seeks to 

produce a no-budget film about Angelo and his mission; Secondly, that I (2), as a scientist of the social 

and as an artist, can not remove myself from reality in order to describe it, or can not freeze the real 

movement of my object of study in order to study it (not even photographers can do that). The relationship 

between my object of study and myself is not a relationship of externality as some many scientists seem 
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to insist. Rather, as described again by Christina Dunbar (2014), "I am aware that my presence in research 

settings had the potential to actively change what I was studying" and, therefore, what I can try to present 

is situated knowledge, or a true fiction, if you will. But that does not exempts me from writing the truth, 

on the opposite, that only denotes the caution and humility necessary given the current state of knowledge 

production, its deployment and distribution today; Finally, that I (3), as a scientist of the social, artist and 

educator, can only critically depart from the existing knowledge today, instead of making tabula rasa of 

it, again given again the conditions, limitations and scope of this research. This is, in summary, the vision 

of science that I will subscribe to. 

I made a film, then, so I could also translate and encapsulate the knowledge hence produced in 

order to make it inhabit different contexts (some of which are situated at a long distance from academia). 

I made a film because making films are hard and, therefore, they require a particular vision of process, a 

methodology, if you will, in order to get them done. But I also made a film because I believe that a 

translation was necessary and, due to my unique position of speech, I could enact knowledge from this 

place. My friend and black historian Abner Sótenos reminded me of that through the words of Brazilian 

historian Djamilla Ribeiro, that a position of speech does not interdict, ban or render as taboo what I’m 

saying. The location of my words is the ethos from where I can speak and be heard — not due to my lived 

experience — but always in relation to a structure of power.

What I account for in this work is that there are things that can only be made in a certain way. In 

the case of the film —  but also the theory that informs it — its multimodality is not only its theme, but 

also its very condition of existence, the way it could be made. I can expect that this does not follow the 

rigor of specific academic disciplines (such as Communications, Ethnography and Sociology), but rather 

gains from an anti-disciplinarian approach to these disciplines as sites of action, housed in the faculty of 

Performance Art.
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 The following pages are divided into three parts based on these sites of action. In no particular 

order, the Programmatic underlines a possible intersection between entrepreneurialism, media activism 

and platform labor, navigating through the new morphologies of working class and contextualizing the 

term "Third World" through perspective. In Cinematic, I write about my aesthetic stance in the making of 

Third World Manager in dialogue with a brief contextualization of Brazilian documentary cinema and 

Brecht’s Epic Theater. Finally, Performatic describes the task of producers as creators of cultural 

infrastructure (Turner 2019) and the challenges that platforms as images entail. 
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PROGRAMMATIC / PLATFORM LABOR,  

ENTREPRENEURIALISM & MEDIA DEMOCRACY ACTIVISM 

As awareness of how the media environment we occupy affects and 

directs our inner life grows, some resist. The skillfully reworked 

billboard . . . directs the public viewer to a consideration of the original 

corporate strategy. The studio for the cultural jammer is the world at 

large. 

–– Negativland, JAMCOM’84. 

 The existing movements for the democratization of communication in Brazil today account for 

the difficulty of reorganizing the media landscape towards an inclusive, progressive and democratic 

agenda. Yet, particularly after the advent of social media, the demands of these movements suffer from 

both too much abstraction and lack of projective quality, limiting their impact and capacity for action. 

Among other factors, while these movements acquired the easiness of speed and efficiency through online 

information sharing platforms, questions regarding their autonomy were never as central as today. Their 

juncture analysis is based on the “compreensão da mídia como espaço público fundamental de formação 

de imaginários, representações, hierarquias e identidades”  (Intervozes 2015) while focusing on the 14

question of media ownership as the main point of contention in their demands. A large part of the 

movement also accounts as an example the lei de medios from Argentina, that attempted to break the 

concentration of ownership of mainstream media. As noted by Hallin (2018),  

In Brazil, like in all Latin America really, the media are very closely tight to political and 
economical elites. The Brazilian media is big and complex and takes different forms, but just to 
give a couple of examples, much of the local broadcasting is controlled by local politicians and 
political bosses. There was a period in the 90’s when a lot of new broadcast licenses were created 
and given out to politicians as a way to buy votes. This is referred to in Brazil as the phenomenon 
‘Coronelismo Eletrônico’, coronelismo being the Brazilian term for clientelism. And in this sense, 
media is an integral part of this system of corruption, endemic in the way Brazilian politics work 
(108). 

 Comprehension of media as public space fundamental to the formation of imaginaries, representations, hierarchies 14

and identities. My translation.
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The problem is reiterated by Angelo in the film when he explains how mainstream media works in the 

state of Pará, North of Brazil: “...In the information market, there are the big groups of mainstream media. 

The base of this media, here, are two families. On one side, the Maiorana family and, on the other side, 

there's the Barbalho family, that commands RBA, which is the Brazilian Amazonian Network".  

 It remains unclear how the transference of media ownership to the public sphere — "a network of 

communicating information and points of view reproduced through communicative action” (Habermas  

1962) –– or the State (like in the Argentinian case already mentioned) can mitigate the problem of media 

accountability, democracy and transparency. The lineage that points to media ownership as the main 

problem of communication has in the Communist Manifesto of 1848 its historical launch. The solution 

presented here defines the “centralization of the means of communication and transportation in the hands 

of the State” (Marx; Engels 1848). Conversely, the 1970' project Cybersyn  for Chile's national decision 15

making system offered a kind of distributed worker-centered informational outreach platform that 

computed polls in a control room to guide the national decisions of the country. In 2014, an assemblage of 

progressive political groups founded the platform Jornalistas Livres, that was supposed to be an ‘online 

arena’ for emancipatory discussions only to adopt an editorial board that avoids news pieces that criticizes 

Lula, former president of Brazil . There would be so many other cases to discuss to think about the 16

relationship between the media and democracy, but in summary I believe it can be stated that there's a 

trend of convergence between the control of communication systems and institutional politics that leads to 

the effect of ‘Coronelismo Eletrônico’, which spreads far beyond the local elites. Therefore, the 

imagination and conceptualization of the State as an entity that governs the regulatory measurements of 

media must be pari passu with the movements and organizations that consider the democratization of the 

media. In short, the democratization of the State and the democratization of the media are intrinsically 

interconnected.  

 The project could never be executed due to the infrastructural limitations of the country and was eventually 15

decommissioned after the United States sponsored coup in Chile, on September 11th, 1973.

 Based on private conversation with 3 active members of the network.16
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 The problem assumes a different dimension when seen coupled with the process of media 

convergence (Jenkins 2008) and within the frameworks of Surveillance Capitalism (Zuboff 2019).  

Digital platforms (such as Facebook) concentrate all information from professional journalism, 

professionally produced content and ‘user-generated' data, which includes interactions (likes, reactions), 

comments, forwarding (shares) and direct upload. Platforms rely on the attention economy for the 

circulation of news, transforming behavioral prediction models into the commodity that powers the 

Internet marketplace. According to Zuboff, this underlines the emergence of a new form of instrumental 

power — a political configuration that treats "individuals as informational machines” (Evangelista 2020). 

The complexity of this problem that ‘is too big to be localized’ has inspired a field of authors  to call for 17

the ‘aid and broadening’ of activist practices that can properly characterize this new landscape and 

account for the totality of the current planetary sociotechnical systems in order to effectively understand 

their contingencies and produce relevant strategies that focus on their weak spots. This struggle grounds 

itself not only creating and modeling alternative discourses but also mapping them in what Keller 

Easterling calls infrastructural space (2016). 

 Is another media activism possible? 

 According to Easterling (2016), most struggles today are happening at “the barricade, the border 

crossing or the battleground with familiar political scripts sometimes [only to] find that the real fight is 

happening somewhere else” (301). What is conceived here as ‘auxiliary activism’ pertains to  

techniques that are less heroic, less automatically oppositional, more effective and sneakier [my 
highlight] – techniques like gossip, rumor, gift-giving, compliance, mimicry, comedy, remote 
control meaninglessness, misdirection, distraction, hacking, or entrepreneurialism [my highlight] 
(...) To hack the operating system by, for instance, breaking up monopolies, increasing access to 
broadband, or exposing enclaves to richer forms of urbanity is to engage the political power of 
disposition in infrastructure space (301-302). 

Entrepreneurialism, as constructively pointed out by Easterling, has been recently registered as an 

attractive form of social activism. It was very so in Belém, while hosting a talk about Speculative Design, 

 Some among the ones that worth mentioning are: Phillips & Rozworski, 2019; Srnicek & Williams, 2016; Bratton, 17

2016; Dunne & Raby, 2013.
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I was able to communicate directly to an audience of young political agents that I could never have 

accessed using the ‘accepted techniques’ that I was used to. The possibility of project-based activity and 

the constant learning to solve problems presented itself radically different than inviting to a presentation 

of a party, a discussion of a text or even to watch a film about a particularly sensitive social question. 

These folks weren't high class conservatives but mostly young, participative, progressives that were in 

direct connection with social movements of the city, informed about art and politics, involved with public 

administration forums, some radically ‘left-leaning'. It was possible to feel the excitement around 

questions that required a ‘disruptive’', ‘informal’ and even ‘revolutionary’  attitude.  18

 This contemporary form of political engagement is regarded by Lilly Irani as Entrepreneurial 

Citizenship (Irani 2019). The individual subject becomes the main actor of social change through 

innovative and efficient practices through the management of others, and relies on ‘innovation spaces’ 

that operate as private commons. Curiously, as a by-product of the liberalization of the State  – 

particularly Third World States like in the case of India, but also Brazil (Cooke 2004) – 

entrepreneurialism was transformed into the interface by which social change is rendered valuable, is 

strategically allocated, and becomes commodified according to the agenda of business elite, national 

industrial bourgeoisie, media figures and international financial capital (Irani 2019 24; Cooke 2004 612).  

My rendering of the audiences in this innovation hub in Belém as ‘young political agents sensitive to 

social questions and left-leaning’ has been the product of a long lasting intervention by international 

development administration management agencies – particularly the World Bank, in the case of Brazil 

(Cooke 2015) – “in a neoliberalizing global modernization project” (Cooke 2004). According to Irani, 

 Examples of the usage of these words are in a scene of the film where the manager of the innovation hub renders 18

the activity there as revolutionary and calls for disruptive innovation. “So I always tell everyone that If you come 

here, you are investing in the right spot to make your business grow. And it's really poetic to think about this, almost 

revolutionary. I'm at a place where I have to do it myself and make the innovation and renovation of the city happen, 

which is something that I believe in a lot. For me, it is symbolic of this whole thing. (...) Belém needs bold people, 

people that do it themselves, not only Belém, the whole Brazil. Allowing also to be a bit disruptive. This is the word: 

Disruptive”.
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“the figure of the entrepreneur has been a dynamic tool used by policy and industry elites to legitimize 

liberalization and explain how development ought to proceed in shifting political economies” (24). Just as 

like other Managerialisms, Entrepreneurialism makes use of “political interventions in the status quo” to 

ensure that Third World States are cooperative as a “vehicle of development". According to Cooke (2004), 

development administration management transforms the State into a subject by which modernization 

techniques are exchanged in a form of a fetish of ownership:  

In ‘management’, the ideas of participation and empowerment are associated with the notion of 
collective psychological ownership by employees of the policies, process and activities to which 
an organization is committed. (...) Psychological ownership does not translate into literal 
ownership however, or control beyond the most micro levels of organizational processes; broader 
managerial goals are always taken as a given and immutable, and, moreover, the desire and 
strategies of achievement of such ‘ownership’ are always externally, i.e. managerially, impelled. 
(Cooke 2004, 612) 

 This psychological ownership, particularly in Entrepreneurial Citizenship, does not only affect 

the collective organization of workers as an engagement incentive in the production process. By the 

promise of ‘added value’ and the sense of mission through innovation (Irani 2019, 107) – it also affects 

the worker's relationship with others and with themselves. The sense of 'free will’ and their turn towards 

value, as described by Irani, contributes to their reconfiguration in the production process. They become 

an empresário de si mesmo  as formulated by both Ricardo Antunes (2018) and Byung-Chul Han (2015), 19

in which the personal desire to maximize production inhabits the social unconsciousness (25). As Han 

explains, the excess of positivity and external stimulus shifts their attention, while the pressure for 

performance transforms them into their own overman – someone who doesn't submit themselves to any 

compulsory work (as also noted by Antunes and Irani), but is driven with good will towards self-

exploitation (101).  

 On the opposite of Han's way out as the festivity – as ‘rituals that gets us closer to gods and away 

of our total-producing lives’ – Antunes (2019) situates human labor in its most dialectic sense:  

Ao contrário da unilateralização presente tanto nas teses que procuraram desconstruir o trabalho 
quanto naquelas que fazem seu culto acrítico, sabemos que, na longa história da atividade humana, 
em sua incessante luta pela sobrevivência e felicidade social (presente já na reivindicação do 
cartismo, na Inglaterra do século XIX), o trabalho é também uma atividade vital e omnilateral. 

 Entrepreneur of oneself. My translation.19
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Mas, quando a vida humana se resume exclusivamente ao trabalho – como muitas vezes ocorre no 
mundo capitalista e em sua sociedade do trabalho abstrato –, ela se converte em um mundo 
penoso, alienante, aprisionado e unilateralizado. É aqui que emerge uma constatação central: se 
por um lado necessitamos do trabalho humano e de seu potencial emancipador e transformador, 
por outro devemos recusar o trabalho que explora, aliena e infelicita o ser social, tal como o 
conhecemos sob a vigência e o comando do trabalho abstrato (36).  20

More than ever, according to Antunes, the law of value  is demonstrated by the material dimension of 21

human labor, despite the continuous shift towards a more informational and intellectual quality of work. 

Antunes reminds us of the ‘submerse worlds’  over which the whole informational and service economy 22

stand on: the extremely strenuous mining and material extraction operation scattered across the globe. 

Also the work of transportation of goods, where Antunes reminds us of Marx's self-valorization logic of 

the capital through the lowering of contingencies in supply chains. Ricardo uses this to understand the 

new morphology of work around the world under the classification of infoploretariat.  

 The infoproletariat, again reminded by Antunes (2018), is a worker that interacts with a machine 

as part of the complexification of the international division of labor. The infoproletariat still relies on a 

transnational infrastructure of production – that also renders geographies and political borders. The 

infoproletariat is not a class in itself, but a new morphology of the working class that adapts to the 

 Opposite to the unilateral stance present both on the thesis that seek to deconstruct labor as in the ones that praise 20

work uncritically, we know that, in the long history of human activity, in its incessant drive for survival and social 

happiness (already present in the Chartism claims in the nineteenth century England), work is also a vital and 

omnilateral activity. But, when human life summarizes itself exclusively to work – as it frequently occurs in 

capitalism and in its abstract labor society – it converts itself into an alienating, imprisoned, painful and unilateral 

world. It is here that emerges a central finding: if, on one side, we require human labor and its emancipatory and 

transformational potential, on the other side, we must refuse the work that exploits, alienates and troubles the social 

being, as known under the command and validity of abstract labor. My translation.

 The law of value here can be loosely understood as the tracking of the origin of all wealth out of human labor. 21

Marx elaborated on this theory in dialogue with Adam Smith’s and David Ricardo's economic principles.

 An expression used by Antunes but also see Nakamura (2015), on how the Internet is powered by female manual 22

labor.
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productive forces of late capitalism. Reminded of Marx, Antunes separates an important analysis for the 

author in what he prematurely analyses the role of the capitalist production in the allocation of labor: 

A produção capitalista não é apenas produção de mercadorias, mas essencialmente produção de 
mais-valor [...]. Só é produtivo o trabalhador que produz mais-valor para o capitalista ou serve à 
autovalorização do capital. (...) O conceito de trabalhador produtivo não implica de modo nenhum 
apenas uma relação entre atividade e efeito útil, entre trabalhador e produto do trabalho, mas 
também uma relação de produção especificamente social, surgida historicamente e que cola no 
trabalhador o rótulo de meio direto de valorização do capital. Ser trabalhador produtivo não é, 
portanto, uma sorte, mas um azar (Marx qtd. in Antunes 2019).  23

Antunes expands this idea on what he calls the corrosion of work, here regarded as a technology of 

surplus extraction. The corrosion of work represents the new landscape by which activism, also as labor 

and practice, has to perfuse itself in it in order to create a system that overcomes the new constraints 

interconnected with the development of the productive forces of capitalism. 

 In this context, entrepreneurialism is also part of this new morphology of the working class. 

Considering the critiques of entrepreneurialism as a potential new space of action and criticism, the 

recuperation of the figure of the entrepreneur for its social function – to manage – points to the 

“existentially painful process of confronting and overcoming socially and psychology unnecessary 

restrictions” (Alvesson; Willmott qtd. in Cooke 2004). This applies not only to individuals but also to 

groups, situated structurally and historically as the collective creation of an emancipated and ecologically 

sustainable society. The strategy of solving complex problems as technocratic neutrality is commonplace 

in management and administration (also as a point of contention, as pointed by Cooke). My understanding 

of management inverts this logic: It is exactly by problematizing the role and the practice of managers as 

 Production under capitalism is not only the production of commodities, but essentially the production of surplus 23

value. [...] Only is productive the worker that produces surplus value to the capitalist or seves to the auto-

valorization of capital. (...) The concept of productive worker does not imply in any way only a relation between 

activity and effect, between worker and labor product, but also a relationship of production specifically social, that 

emerged historically and that labels the worker as the direct means of capital valorization. Being a productive 

worker is not, therefore, good luck, but bad fortune. Freely translated by me.
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a technocratically neutral, in the light of the new morphology of the infoproletariat, that management 

becomes the field of action by which we should rethink production, activism and imagination.  

 Just as any class formation produces its own organic intellectual (Gramsci 1982), this new 

morphology of the working class would produce Third World Managers as a specialization of the 

intellectual activities central to its reorganization. Gramsci reminds us that every human is an intellectual 

being and performs, on different levels, some form intellectual labor – though not all of them develop the 

function of intellectuals in society (7). The origins of this function was the ecclesiastical which interfaced, 

in the early states, the connection to God. The problem of the creation of the function of intellectual, still 

according to Gramsci, “consiste em elaborar criticamente a atividade intelectual que existe em cada um 

em determinado grau de desenvolvimento [my highlight] (...) no sentido de um novo equilíbrio, (...) que 

inova continuamente o mundo físico e social, torna[ndo]-se o fundamento de uma nova e integral 

concepção de mundo”  (8) where schooling becomes the instrument by which the several scaffolding of 24

the intellectuals are formed. While Gramsci also reminds us of the organizational and connective 

functions of intellectuals as “stewards from the ruling class for the execution of the subaltern functions of 

social hegemony and political government” – just like Martin Parker states how “the market is now king 

and management its representative on earth” (qtd. in Cooke 2004) – the working class can only change 

the conditions of subalternity by creating their own organic intellectuals.  

 Conversely, given the current conditions of precarity that cultural producers in Brazil face in the 

light of divestment of public culture and the rise of platform labor (Grohmann, Qiu 2020), Walter 

Benjamin’s suggestion of author as producer (artist-producer), come in handy to explore a kind of 

modeling done by writers or authors (here I consider filmmakers as an author too, given that Benjamin 

uses Brecht as an example). The connection with the precarity of conditions in this case pervades to the 

fact that it only by establishing a model of how to create expression (be it improvisational, collaborative 

 consists in critically elaborating the intellectual activity that exists in a determined degree of development [my 24

highlight] (...) towards a new balance, (...) that continuously innovates the physical and social world, becoming the 

foundation of a new and integral world conception. My translation.
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or in direct communication with its working class audience); Benjamin reminds us that "the determinant 

factor is the exemplary character of a production that enables it, first, to lead other producers to this 

production, and secondly to present them with an improved apparatus for their use. And this apparatus is 

better to the degree that it leads consumers to production, in short that it is capable of making co-workers 

out of readers or spectators” (Benjamin 1970 — my highlight).   25

 Third World Manager is a first attempt to historically situate the potential of activists – in 

relationship to the creation of interfaces of emancipatory governance, particularly when faced by the 

precarious conditions of production in the Global South The reclaiming of the term Third World expresses 

this contradiction created by the new international division of labor. Following Paulina Aroch Fugellie 

(2015), the term, in comparison to ‘postcolonial’:  

lo hace en el lenguaje de la supremacía primermundista; el término “poscolonial” no resuelve esa 
tensión. Borra la división internacional del trabajo como categoría analítica e introduce al poder 
colonial como referente central. Respecto a la cuestión temporal, no se distancia de la teleología, 
sino que la modifica convirtiendo con su prefijo las aspiraciones implícitas en “tercer mundo” a 
asuntos del pasado. Por lo tanto, no sorprende que la mayor atención en discusiones del término se 
le haya dado al hecho de que el prefijo “pos” relega al “colonialismo” a un tiempo pasado y así, se 
esconde la persistencia del neocolonialismo, o del imperialismo económico en tiempo presente. 
(18)  26

 The film was produced in collaboration with Angelo Madson as a process of long conversations 

about the intended result, with the idea of creating a fictional layer on top of a documentary approach and 

the strategy of using the film as a bridge for a wider range of audiences to access the debates regarding 

 Another portuguese translation that I have access to uses the word 'collaboration' for ‘co-workers' and ‘readers' for 25

‘consumers’. 

 Enunciates itself from a formulation of the first world supremacy; the term ‘postcolonial’ does not resolve this 26

tension. It blurs the international division of labor as an analytical category and introduces the colonial power as the 

central referent. In respect to the temporal question, it doesn't distance itself from teleology, but modifies it, 

converting with its prefix the implicit aspirations in the “third world” to matters of the past. Therefore, it doesn’t 

surprise that the biggest attention in the discussions from the period are considered as done through the relegation to 

“colonialism” to a “post?”, to a past time and, so, it encloses the persistence of neocolonialism, or of the economical 

imperialism in the present times.  My translation.
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the democratization of communication in Brazil. The process of filming in Belém was assisted and 

supported by Ruli Moretti, who housed us for the entirety of the project. The long process of editing 

received input from several collaborators, already mentioned in the acknowledgements and the credits of 

the film. The work also describes a larger practice and gesture in which I galvanize my own experience as 

a producer – inserted into this new morphology of work and working conditions – from where I see the 

site of my action as an artist. 

 The Programmatic looks at the economy of Third World and state why there’s a need of 

reclaiming that term in this project. It points out to the existence of a program, in this case, the platforms 

that operate the allocation of labor (and therefore of value). It looks at the new morphologies of labor 

activities, particularly the info-proletariat, and how this characterization inserts itself in the landscape of 

platform labor. It questions whether entrepreneurialism can be a site of intervention or cooption for media 

democracy activism. It establishes communication with the organic intellectual by Gramsci and the 

author-producer by Benjamin, offering the theoretical background for Third World Manager. 
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CINEMATIC / GONZO METAFICTION 

Without misery there's no folklore and without folklore, what are we 

going to show the tourists? When there's nothing we can do, we 

stagger, we stagger and get skunked. 

–– Rogério Sganzela. Bandido da Luz Vermelha.  

For the europeans, it is a strange surrealism from the tropics. For the 

Brazilians, it is a source of national shame. 

–– Glauber Rocha. Eztetyka da Fome. 

 Glauber Rocha wrote his thesis-manifesto Eztetyka da Fome  in 1965 underlying the politics of 27

the Cinema Novo movement, one that would embrace the hardship of the conditions of production in 

Latin America to debunk the alienating commercial film aesthetics of Hollywood. Rocha argued that the 

Cinema Novo was not only the product of violence (a structural violence, produced by the everlasting 

colonial relations that also inhabited the spectrum of cultural circulation) but also aimed towards and 

about violence: "Sabemos nós – que fizemos estes filmes feios e tristes, estes filmes gritados e 

desesperados onde nem sempre a razão falou mais alto – que a fome não será curada pelos planejamentos 

de gabinete e que os remendos do technicolor não escondem, mas agravam seus tumores. Assim, somente 

uma cultura da fome, minando sua próprias estruturas, pode superar-se qualitativamente: e a mais nobre 

manifestação cultural da fome é a violência.” (Rocha 1965).  28

 Aesthetics of Hunger.27

 We – the ones who made these sad and ugly movies, these screamed and desperate films where not always reason 28

spoke loudly – know that hunger will not be cured by cabinet planning and that the technicolor corrections can’t 

hide, but only worsen its tumors. This way, only a culture of hunger, destroying its own structures, can supersede 

itself qualitatively: and the most noble cultural manifestation of hunger is violence. My translation.
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 Glauber draws from the Brazilian modern art lineage of the Antropophagic Manifesto , the art of 29

'eating' (and not absorbing, being inspired by) the other in order to renounce from its dominated past and 

achieve, finally, independence. Just like at the time of organization of the Semana de Arte Moderna de 

1922, like in 1965, or like in 2020, Brazil suffers dramatically from its dependent capitalism, it’s colonial 

domination, and the misery and hunger that structures its everyday political development. As I recuperate 

this text to inform my thesis, I’m astonished of its precision to describe the aspirations of many cultural 

producers (some of which I know personally) that take the technicality of images for granted and seek to 

partake on a Hollywood delusion — to make films and to be Brazilian at the same time.  

 More than that — and far from just being a national question — cinematic arts are (as never 

before) the mechanism by which technologies render the world (in all its political complexity). I’m not 

talking solely here about the narrative form, but of the prevalence of the camera apparatus (and the 

industry that surrounds it) in everyday life: From youtube videos, to social media, to the graphical user 

interface, to long distance calls (or to short distance as well), to the planetary-scale sensing mechanisms 

that rely heavily (as Glauber already predicted) on a “condicionamento econômico e político [que] nos 

levou ao raquitismo filosófico e à impotência, que, às vezes inconsciente, às vezes não, geram no primeiro 

caso a esterialidade e no segundo a histeria” . It would be possible to translate this economical and 30

political condition to the current state of technological development and datafication that flatten and 

squashes all complex subjectivity into datapoints — topics that are costly and would require more time to 

develop and are sprinkled in the form of potency in the performatic section of this thesis. But what I want 

to point out is that Glauber is not only talking about Brazil, much less only about culture — and he is not 

the only one. Imperfect cinema (in Argentina) also calls for the independence of its cinematic process, 

together with Third Cinema (Cuba), to what film schools characterize and New Wave. The prominence of 

the manifesto of Glauber Rocha, however, lies in its proclamation of freedom, not through the access to a 

better instrumentália, but by facing the hardest of its particular conditions, which in this case is hunger: 

 Manifesto written by Osward de Andrade in the height of the first Brazilian modernist movement wave, in 1928.29

 On an economic and political conditioning that has brought us weakened philosophy and the lack of power that, 30

on the first case, bring about sterility, and on the later,  the hysteria, be it conscious or not. 
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O Cinema Novo não pode desenvolver-se efetivamente enquanto permanecer marginal ao 
processo econômico e cultural do continente latino-americano (…) onde houver um cineasta 
disposto a filmar a verdade, e a enfrentar os padrões hipócritas e policialescos da censura 
intelectual, aí haverá o germe vivo do Cinema Novo. Onde houver um cineasta disposto a 
enfrentar o comercialismo, a exploração, a pornografia, o tecnicismo, aí haverá um germe de 
Cinema Novo. Onde houver um cineasta, de qualquer idade e qualquer procedência, pronto a por 
seu cinema e sua profissão a serviço das causas importantes de seu tempo, aí haverá um germe do 
Cinema Novo. A definição é esta e por esta definição o Cinema Novo se marginaliza da indústria 
porque o compromisso do Cinema Industrial é com a mentira e a exploração. (…) Não é um filme 
mas um conjunto de filmes em evolução que dará, por fim, ao público a consciência de sua 
própria miséria (1965, highlight not original).  31

I regard this mission –– to give the audience the awareness of its own misery –– as a driving factor of my 

work as a filmmaker and cultural producer, attained by a series of strategies to be described in this 

chapter. I believe that this effect is attained  in Third World Manager by creating a ligature between form 32

and content by tearing the externality between audience and image, reality and plot. My suspicion — that 

also won’t be able to be fully developed in this text with care — is that this technique is present in the 

theater of Bertolt Brecht in what he called a “causal connection made by spectators” (Silberman 2000, 

171). But before that, I need to do a brief parallel between the history of Brazilian cinema and Media 

Activism. 

 In Cabra Marcado Para Morrer (1984), this connection couldn’t be more obvious. It is a 

documentary about a film with the same name that was interrupted by the Brazilian civil military coup of 

 The Cinema Novo can’t fully develop itself if it remains marginal to the cultural and economical processes of the 31

Latin American continent (…) Where there is a filmmaker willing to film the truth, and the confront the 

pornography and policialesque established standards of intellectual censorship, there will be the active germ of 

Cinema Novo. Where there is a filmmaker willing to fight commercialism, exploitation, pornography, technical 

fetishism, there will be a germ of Cinema Novo. Where there is a filmmaker, of any age or origin, ready to make 

their cinema and profession on service to the important causes of their time, in that place there will be a germ of 

Cinema Novo. This is the definition, and by this definition Cinema Novo marginalizes itself from the industry, 

because the commitment of the Industrial Cinema is with lies and exploitation (…) It’s not a single film, but an array 

of films that will give to the audience the consciousness/awareness about their own misery. My highlight and 

translation. 

 Also in previous works such as Evento do Facebook (2014) and O Vídeo (2013).32
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1964 : its materials apprehended and part of the crew arrested. The film that was being done at the time 33

was about the story of a peasant that by advocating against the exploitation of workers by land owners, 

became the leader and founder of the peasant workers league. João Pedro Teixeira was killed by the local 

elite in 1962, which made the project move to another location in order to record the history. The film was 

only partly shot when on March 31, 1964, the shooting was interrupted by the coup. The director, 

Eduardo Coutinho, who was also shooting the film in 1962, was doing it as part of the CPC, the Popular 

Cultural Center of the National Students Union (UNE). The CPC was also the environment that promoted 

the making of 5 vezes favela, another radically socially-engaged film production that had the objective of 

denouncing the historical social sores of the country. The CPC is another instance of the connection 

between media and politics of Brazil, building instruments of production and distribution that made sense 

in the agrarian and urban contexts of the country. Eduardo Coutinho, together with part of the team and 

the wife of João Pedro Teixeira, fled the location on the day of the coup only to come back years later to 

shoot the documentary, around 1980. An important thread is drawn between the role of CPC-UNE as a 

commons of creation, the formation of several filmmakers like Eduardo Coutinho or Leon Hirszman and 

a national documentary narrative film production that was deeply engaged with the reality of social 

hardships of Brazil. 

 Beyond this engagement — or perhaps due to it — this lineage of films presented a unique 

relationship with their own subjects. This is especially true in the case of Coutinho, that through longer 

takes allowed the characters and their stories to take over the presence of the filmmaking apparatus and 

director to be present. Paradoxically, it was the very presence of Coutinho that allowed that to happen, 

making characters dive in themselves. It is possible to see this clearly with older films of Coutinho, such 

as Jogo de Cena, but this strategy was at full growth by Cabra Marcado para Morrer. It is in this specific 

relationship of non-externality (from both characters that present themselves as sovereign in relation to 

the camera and the director that is present in shot through this achievement) that I have sought to 

 The civil military coup d’état of April 1964 overthrow President João Goulart who was advocating for agrarian 33

reform. The coup was led by member of the army with support of the civil society and by the United States 

government.
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experiment with documentary filmmaking. Unlike Coutinho, however, that creates non-externality in the 

set, in my films this relationship is situated between the camera perspective and the audience at the 

moment of the screening.  

 This is grounded in how Brecht regarded film needing “external action and not introspective 

psychology”(Silberman 2000). In Epic Theater, as denoted by Walter Benjamin, the medium by which the 

narrative is developed is reality itself, not given the audience, but stolen from it it: 

He [Brecht] contended himself, by and large, with a podium. He dispensed with wide-ranging 
plots. He thus succeeded in changing the functional connection between stage and public, text and 
performance, director and actor. (…) For such illusion [counteracted on the part of the audience] is 
a hindrance to a theater that proposes to make use of elements of reality in experimental 
rearrangements. But it is at the end, not the beginning, of the experiment that the situation appears 
— a situation that, in this or that form, is always ours. It is not brought home to the spectator but 
distanced from him. (…) Epic Theater, therefore, does not reproduce situations; rather, it discovers 
them. (Benjamin 2005 778) 

In the process of making the film, my focus shifted towards investigating and revealing the backstage as 

an operative tool to demystify the social conditions of production of images – through images. This need 

for metareferencing is in dialogue with a theory of cinema that accounts for the medium as a perennial 

translation of itself. To hint at how images are made instead of what images in themselves represent is the 

core strategy used for Third World Manager in the way it is conceptualized, scripted, shot and edited. 

However, there are modalities of metareferencing in to regards to the place to which it happens: In the 

case of this film, the idea is that the poor image blurs the wall between the reality of the movie and the 

lived reality by audiences – presented by the dichotomy between factual and counterfactual gestures. This 

is epitomized through the last scene where Angelo asks to see the contract in relation to the idea of 

making a movie about the whole consultancy process.  

 A film as its own making of 

 The screenplay in Third World Manager is harbored in chronological time. The weaving of the 

story, however, takes a different sequence than that of the plot (and of the shooting). In fact, most of the 

end of the movie was shot first during the recordings, due to production opportunities that appeared as I 

23



was doing location scouting on site. The workshop scene (where me and Angelo supposedly met), the 

interview with big shot Romulo Maiorana Jr. and much of the radio programming was all done in the first 

week of production. This fragmented disconnection between the sequence of recordings and the story that 

emerged during the montage of the movie was anchored by a strong belief, following the Brazilian 

documentary tradition, that after a poor preparation, caught off guard production and improvisational  on-

the-go on spot organization, the film would be 'solved' in post.   

 The combination of chronological time and rudimentary impromptu production settings 

conditioned important films that seeked to document the reality of Brazil. One of them is ABC da Greve, 

shot and directed by Leon Hirszman and edited posthumously by a team that included most of his family. 

By the time the movie was shot, 1977, Leon was running another film in São Paulo when the largest 

social movement of the decade in South America broke out just a few miles away, in the peripheries cities 

of Santo André, São Bernardo do Campo and São Caetano –– the auto industrial pole of the ABC 

Paulista. The region, house of many factories such as of the companies Mercedes Benz, Volkswagen, Ford 

and others, was the stage of one of the most important political movements and strikes nearing the end of 

the Brazilian dictatorship. The film, only edited in 1991, shows the assembly of workers by the thousands 

and the rise of Brazilian charismatic political figure, Luís Inácio "Lula" da Silva. During 60 days, the 

crew documented the workers in the factories, the stopped assembly line, the pickets, the political 

persecution, the repression by the police, the negotiations and the victory of the workers through a 

collective agreement that would reinstate the unions –– all in the midst of Brazilian dictatorship. The 

chronological aspect of the film not only allows for a reporting effect –– to tell the story as it developed 

–– but also produces a commentary on the labor on the tropics: a critical inventory of the housing and 

sanitary conditions, micro-historical accounts, social inequality, the negotiation of the bosses amidst the 

suffering of the people. All is embodied by the curious viewpoint of the camera crew that seems to be 

shown around by the two sides (employers and employees) in a veiled dispute of opposite world views of 

the same land.  
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 While a reflexive dimension of ABC da Greve lies in the revealing of the difficulties of 

production, like in the scene in the middle of the movie when the crew members ask if one of the human 

resources person wants to give an account about the situation and, therefore, by denying, produces a 

meta-account about the film, Third World Manager operates in a different layer. It’s reflexive dimension is 

the film itself, produced by its characters, that are fictionalizing their own life in order to depict their 

reality. This movement is crowned by the end scene at the boat, where Angelo thanks the audience for 

watching the film but also through several cues of the visual narrative during the film that enables this 

'invisible wall' that separates story from reality to be questioned or dissolved.  

 In the cinematography, this plays out in much more subtle and indirect ways, mainly through the 

technical operation and handling of the camera. It is through the intentional section of the elements in the 

frame that the photographer (or in the case of a film, the director) decides how the image will look (or 

how the scene will be staged). This includes, for instance, how actors or subjects will be portrayed, what 

they are doing, the lighting of a scene, the location and surrounding objects. Along with these decisions, 

the inner workings of the camera software, the development of the digital files, the projector's 

configuration and color management of a screen are a few among many other technical aspects that 

influence how images are perceived by audiences. Through intention, a modality of 'Breaking the Fourth 

Wall' can be done if one of these elements start to draw attention to the nature of the medium, the 

circumstances of the performance or the conditions of production of the very piece that tells the 

story. This aesthetic positioning is not isolatedly produced only by the singled-out immediate choices of 

the cinematographer, but is conditioned by the very environment by which the producer negotiates for the 

team. The choices of making a film in a shorter amount of time and with limited budget is designed to 

reflect the social conditions of the production of images onto the film, not to hide them. It is here that lies 

the most important aspect of the creative role of the producer in the filmmaking process.  

 In order to point to this illusion of objectivity, the filmmaking process must abolish objectivity 

itself. This is attempted in Third World Manager by the destabilization of the in and out action points, by 

the impossibility of a stable and perfect shot, by the nonlinearity produced by a ‘not believable’ fiction 
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layered on top of an incredible reality. The acknowledgement of ‘non-believability’ of the film during the 

development of its narrative is provided by the access to the reality of the making of the film itself: in this 

case, film and image become an extension of reality rather than a mere projection. Ironically put by 

Angelo at the end of the movie, “this is a normal film, about normal people that need to do things outside 

of normality in order to live in this not world”. 

 The cinematic reflects on what could be an interfacial image. In my filmmaking process, I 

account that the moment of previewing a film will be the final output, and the that viewer is externally 

located, gazing at a screen. In this system, the content becomes the activator of how the plot is in dialogue 

with reality (at the moment of the screening). The goal of this intentionality is to break up this 

relationship of externality — or, in my own words, alienation. The viewer is alienated from the 

production process of the image. Including the viewer in it would mean to make it participate on a 

different level of meaning. But rather, it connects to the viewer in a deeper level, a level that becomes a 

mirror of the films own making condition. A level that says: You are now watching a film. This film was 

made. This film is part of reality. You are part of the same reality.  
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PERFORMATIC / THE TASK OF THE PRODUCER 

Originally, the word production did not mean manufacturing and 

making, but to put forward, to make visible. In french is still possible to 

see this signifying level active. Se produire means to enter the scene, 

appear. Also in the vernacular, we can still feel this meaning in its 

pejorative use of ‘producing oneself’, meaning to behave braggadocio, 

pretending to be important.  

–– Byung-Chul Han. The Burnout Society. 

 I saw Angelo holding a business briefcase while wearing sports sunglasses, jeans and flip-flops, 

and had to joke about his precarious businessman fashion. We were leaving the lodge in Fordlandia  to 34

give a workshop on how to organize a radio show and I insisted that he pose for a portrait. The joke 

wasn't only on the dichotomy between the briefcase and the flip-flops, but also as an articulation of 

Angelo’s busy persona - always on the phone dealing with several institutions and stakeholders - and his 

actual precarious working conditions. He stood-up straight and proudly said: "Just another day in the life 

of a Third World Manager". 

 This strange term pointed to the multiplicity of roles Angelo was performing not only in 

Fordlandia, where we were working with seven other artists to make a multilingual radio broadcast, but 

also in his everyday life as an activist in Belém do Pará, north of Brazil. He works as a communicator and 

content creator to educate various audiences about the role and importance of grass-roots communication 

as a human right. He is also an organizer, connecting several social movements around the issues of 

media accountability, democratization and representation. In order to do that, Angelo often plays the roles 

of audio technician, sound editor, radio programmer and coordinator for his web radio project called 

'Idade Mídia - Comunicação para cidadania'. As the web radio's studio and equipment is hosted at the 

 Company town built in the north of Brazil by Ford to boost the rubber production during the 1930's.34
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headquarters of a trade union , he is also responsible for keeping a good relationship with the 35

organization, doing a few public relations side gigs, acting as a cultural mediator and giving 

communication workshops at their local branches in exchange for a small fee and a free rental agreement. 

He would frequently perform as DJ and host the live shows of his radio station while also working as a 

journalist and interviewer when the broadcast was conducted outside the studio. As an invited artist for 

the project in Fordlandia, Angelo was asked to carry out a similar diversity of tasks.  

 The image of the briefcase with the flip-flops articulated Angelo's busy schedule and financial 

predicament. He had spent his entire artist fee from that project getting important audio equipment fixed, 

just before boarding to Fordlandia. His online radio channel - which was key for the replication of the 

international broadcast that we were preparing for - was about to go offline due to non-payment. He is 

also the father of three children and, with no steady income apart from sporadic freelancing jobs, the 

financial burden of his household is put for the most part on his second wife. Owner of his own 

organization, he is his own boss, his one and only employee, his main investor and in debt: an 

empreendedor de si mesmo . Surely, at a first glance, Angelo is at the furthest distance of the image of a 36

successful businessman.  

 We walked down the dirt road of a five-thousand-person village in the deep confines of the 

Amazonian jungle –long deserted by colonial occupation – talking about what it means to be a Third 

World Manager. In Brazil, 'Third World' is commonly referred to as a term that describes economic 

underdevelopment and political and cultural savagery. It listed the skillset one had to have in order to 

survive below the equator line: improvisational swing, fast living and petty criminality. The term was 

deemed politically incorrect after the fall of the Berlin wall and the creation of the label 'developing 

countries' by the World Bank, yet ‘Third World’ somehow described our professional activity in a way 

that 'Global South' couldn't. Third World Manager encompassed more than the precarious worker 

 CUT - Central Única dos Trabalhadores is a national trade union center with several branches all over the country. 35

 Antunes (2018)36
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venturing into organizational thinking and institution creation – it was an allegory of the twenty-first-

century proletariat.  

 Angelo's political views also estranged the one's expected from a businessman. He would 

constantly speak out about the end of private property, of the means of communication, the necessary 

unity of all social movements against State oppression and the democratization of the city under a new 

political order. He was actively engaged into Brazilian institutional left wing politics, bridging different 

nuclei in Belém to oppose party bureaucracy and vertical authority. Angelo also showed me a video of 

himself screaming "long live non-hegemonic communication!" in front of two of the biggest newspaper 

companies of the state of Pará to a marching crowd against the media-backed Coup D’État that removed 

the president of Brazil from office in 2016, Dilma Rousseff. While it was hard to look at Angelo as 

businessman or a company owner, his briefcase sparked a vision of what it meant to be an entrepreneur 

with no capital, in the peripheries of capital, in the Third World. 

 I was aware at the time about a handful of Internet celebrities that advocated for a prosperous 

lifestyle. One sold a foolproof formula, that when applied correctly, would guarantee 6-digit returns in 

seven days. This marketing specialist was also suggesting meditating twice a day and smiling more as a 

way to cope with the life that ‘success’ had given him. He went offline for three months during the 

Brazilian presidential elections in 2018. The other one was about incorporating the flow state into 

business, naming it 'high stakes'. He got rich playing poker and sold an online workshop, "together with a 

team of  players", on how to ascend socially and conciliate professional, social and personal life. It was no 

coincidence that in these visions, professional development was compared to gambling, designating all 

risk to the ruled out individual workshop attendee. It was this the references of Brazillian 

entrepreneurship that we had at the time. 

 We found this term to validate our adventure into business. It articulated our own national version 

of the American dream, suited for the labor conditions that we were constantly engaging with. The 

intermittency of paid work, its non existent separation from leisure, the fusion of social and professional 
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profiles, the lack of tool options, the uncomfortable deadlines, the perennial juggling between equipment 

maintenance cost and living expenses. It always seemed like too much calculation, planning and risk 

analysis in a practice focused on performative pedagogy and critical thinking. Still in shock by Angelo’s 

formula and pose, I preemptively announced: “Third World Manager is going to be the name of my next 

movie”. 

 We were there working on the project 'Transmissão Fordlandia', a 36-hour long radio broadcast 

organized by the Miami-and-London-based nomadic radio station RadioEE that had hired me to be their 

local producer almost six months earlier. I was prompted to scout for 'local artists' as a way to respond to 

the insistent inquiries of the organization that was sponsoring the project – apexart in New York City – 

and help out with the complicated logistics of going into the Amazonian rainforest on a low-budget. 

Through my network of contacts I found Ruli Moretti, an artist and curator born in São Paulo that was 

based in Belém and was, by coincidence, in my hometown on a given weekend. Ruli and I laughed when 

I invited her to be in the project with the expression 'join us in this venture' . She was sure I was one of 37

the corporate freeloaders that wanted valuable curatorial consultancy at zero cost in exchange of 

'partnership'. We went to the same university and had several friends in common (most of which were part 

of the same art scene) which gave me a somewhat  higher clearance. Knowing the existence of a small fee 

and acknowledging the consistency of the proposal, Ruli eventually agreed to join the project and took the 

role of curating a small group of artists to participate in the project. Angelo Madson, activist and 

sociologist born and based in Belém do Pará, was one of them. 

 The day that we met, Angelo and I bonded around the issues of activism and independent media 

in Brazil. We discussed in depth the role of the media in the maintenance of hegemonic power and how 

the now scattered term 'Brazilian left' was incompetent in acknowledging and fighting for the creation of 

autonomous communication systems. Between political and philosophical discussions, we would share 

anecdotes of how we actually got to that point. How he almost missed the plane because he couldn't leave 

 The original message in Portuguese: "estamos procurando artistas e produtores parceiros pra entrar com a gente 37

nessa.”
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his children unaccompanied and had to literally run to the airport carrying a huge metal suitcase. How he 

wasn't sure if his sound mixer got fixed for the project. I could relate to his experience of the practice of 

perennial juggling under the most unexpected objective and subjective conditions.   

 ‘Third World Manager’, after the photo, became an internal joke that spread to the team of nine, 

connecting the profile of the persons that had to deal with long working shifts, impromptu tasks and 

improbable solutions to complex and unexpected problems. The region had intermittent access to energy 

and we were planning an internet-based streaming. We were looking for generators in case of an 

emergency, but those previously  available in the village had been transported to a city nearby. Between 

recording stories and motivating people to participate, working days in the hot and dry climate were 

exhaustive and inspiring. Third World Manager became the tropical response to the myth of the self-made 

worker that would not get rich out of strategic ingenuity. Instead, the Third World Manager was the 

staggered performance of the impossible labor allocation. Speculative social capital. Swing of conditions 

instead of skilful practice. Survival.  

 The first tests for the movie started the following day, while still in Fordlandia, when I would 

play Arcade Fire's new record in a portable speaker for Angelo to dance to and perform the newly born 

Third World Manager. In his improvisation, he would celebrate his fortune on the phone and would ask if 

there were girls and drugs waiting for him – news to which he would dance enthusiastically to, raising 

Amazonian desert dust into the air with his feet. Angelo was ambiguously making fun of the myth of the 

self-made worker and embracing its meta-practices – the need for an alternate conception of management 

to exist. It was through dancing that the Third World Manager gave me a few tips of what it could look 

like. 

 Just like many of the key finance protocols are based on risk, we were both also speculators of 

sorts. We were betting our life and our time, the only valuable resources that we had, in the promise of 

self realization. We knew that we couldn't do it alone, so that's why we needed to build solidarity 

networks. These were our factories, the invisible cables that held us together, the collective machine that 
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set our pace, always faced by an ongoing internal strike that we had to mediate. Instead of the State, the 

market, the boss or the union, we had each other. 

 The only lead that we had in Fordlandia before my work started was a guy named Beto. He used 

to own a local radio there, but I couldn't find his contact information and he would not reply through 

facebook. As Fordlandia was a small village, I imagined that anyone in the city knew someone who had 

Beto's information. I tried google first and found the single place registered on the map that had a 

landline: a pharmacy. I called and it worked. Not only did I get Beto's contact, but also I uncovered a 

major scandal with the local radio station. A few years ago, Beto's cousin was assassinated while being on 

air. I asked if it was political: "Alcohol" they said. They also gave me a name of another local radio 

person, this time an evangelical pastor. He also had facebook and was common friends with Beto. After 

long chats, I entered into the primary communication system of most Fordlandians: WhatsApp. One could 

have thought that landlines or analog radio was the most important means of communication there, but it 

was actually a combination of wi-fi networks and WhatsApp that connected Fordlandia to the world. 

Radio internet through intermittent energy. 

 Angelo used this infrastructure, alongside working on the project, to coordinate his 250 member 

WhatsApp group whenever he connected to the wifi, either at the lodge, the harbor or at one of the houses 

that offered their wifi password to help the project. The amount of data that he drained through his phone 

when connected to the poor broadband radio-based Internet in Fordlandia was at such intensity that I had 

to change the wifi password of most routers everyday. I would then exchange the new password with 

Angelo for favours, in order to follow the planning of the day. His phone also seemed to be in bad 

technical condition due to his heavy usage – frequently being out of battery or freezing due to download 

overflow. The Third World Manager was in his binge news sharing — mostly from independent sources 

— redirecting, forwarding, replicating and commenting, alongside the fabrication of press releases for all 

sorts of events including a daily news-ad-story report on the broadcast we were working for, Transmissão 

Fordlandia.  
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 From the first portrait came a series of images of Angelo dancing with his briefcase, celebrating 

his status as an international artist awarded by his participation in the project. He bragged constantly 

about it, just like many other moments when his work and persona were put in the spotlight or written 

about. His performance as a Third World Manager adhered to his own practice, almost as if he were his 

own institution. He actually advertised that not only him, but Idade Mídia went to Fordlandia – which 

incentivized his daily ‘news pills’ as WhatsApp text messages about the history of the place and his role 

on the project. His excitement and energy were constantly overlaid on top of the project’s fabric, 

transforming an art piece into a transregional mission.  

 The project in Fordlandia ended three days before the first day of instruction at UC San Diego 

academic year. I arrived in California on a Monday, week zero of Fall quarter of 2017 and remained in 

contact with Angelo to shoot the film one year later. 

 Producer as a creator of cultural infrastructure 

 For the creator settling into a new context such as a foreign land, or a new phase of one’s career 

where a biography is required, a question regularly emerges. How to describe my work, and as a function 

of it, my identity? Upon befriending a studio-mate in Southern California, this question of definitions 

came up. I explained that I was a producer. Of what, he said? Movies mostly, I said, long and short. 

Producer? He said. I wouldn't use that. I would call you a filmmaker. 

 My friend explained how the word producer had a completely different effect than the one 

expected in Latin America. "Here,” he explained, “producer means to be rich, to be the owner of a big 

cultural enterprise, the person who pays for the films. And you're not rich or famous, right? So it seems 

like you are a wannabe producer. You should use filmmaker." I suddenly recalled how in film theory 

classes the idea of a producer was always a matter of dispute. Professors had a hard time explaining the 

differences between Brazilian executive producers and North-American producers, or production 

directors versus average floor producers. In the end, there was a lot to account for when thinking about 
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the 'making' or 'doing' within a big project like a feature film. But the question lingered: could I, working 

with a friend of similar hybrid practice – define this kind of producer and this kind of practice? Would a 

new language of production help navigate the nebulous movements of an administrator, director, curator, 

organizer, designer, activist, artist etc? 

 There’s been two recent trends in the professional art world that echo this terminological lineage. 

First, the "artist-producer": the independent artist that would manage all aspects of his or her own projects 

and career. Then, the "cultural producer": an alien form of the culture worker that adapted as creative 

freelancers became subjected to a growing and ongoing neoliberal uberization process. This cultural 

producer operates over a more fluid formation of the artistic medium, understanding  “culture” as an 

arena to work in and having to deal with popular media as an available outlet for projects that frequently 

result in a saleable object with very few room for institutional or social critique. So the idea of a producer, 

take it or leave it, would have to dialogue with these usages, but also propose new kinds of interfaces that 

communicate with different systems rather than only the art world in the adjectorial addition of “culture” 

to a simple filmic term.  

 In Latin America, especially in the film-pole city of São Paulo, the producer is known as the one 

of the worst jobs in the film industry. Producers typically centralize all the heavy duty work, from 

bureaucratic jugglery (both for public and private sectors), distributed orchestration of all team members 

(that, not rarely, have difficulties following through), crisis assessment and hard problem solving (which 

in the brazilian film industry happens more as rule than as an eventuality), to physical labour-intensive 

activities such as (but not limited to) holding lights in a set, stepping in for a missing stuntman and 

relocating heavy freight. For this reason I believe that producers are known in Brazil as the personnel who 

turns the lights on and off, meaning the first to arrive and the last to leave.   

 Is easy to understand the film producer as the one who is in charge of the production, as in, holds 

together the deepest theoretical or ideological concept of the production as it manifests in its logistics, on 

which point any actualization hinges. In the era of fake news, unprecedented realities, and post-truth, the 
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producer takes on an even broader suggestion of one who constructs, as in invents, or manifests potential 

reality, whether on screen or in real time and space is evermore relevant.  Barry Levinson's 1997 political 

satire Wag the Dog epitomizes not only the constructedness and manufacture of a popular fiction 

especially salient today, but a continued subtext that the producer is the misunderstood hingepoint that 

obscures its continuous function and possible disputes between idea and reality. The work of the producer 

is particularly connected to space in regards to designing the film set.  

  

 By participating on a few film sets, I noticed how slow and inefficient the whole process of 

shooting a film was. A group of 30 people would sit around for hours waiting for a specific team (say, the 

art direction team) to deal with an unexpected problem, to only then encounter new unexpected problems 

from a different team (this time, the audio recording unit). The make-up of one character that started late 

was the bottleneck for one of the most important scenes of that day that required daylight, silence in 

public space and complex camera movements. The interesting thing about movie sets, just like an 

assembly line, is that practices are interlinked and codependent: Audio team would only notice a strange 

humming sound after the after the shoot had started; Camera operator would start to get tired by the 10th 

take of practice; Director could only know the best gesture of the actors by improvising last minute, as the 

sun was almost setting down. I observed the film sets as I worked inside them (in various positions, from 

third assistant to director) and asked if a more efficient way of organizing this production process was 

possible.  

  

 I had participated in labour movements and strikes for too many hours to know that beneath the 

discourse of efficiency lies the precarization of working conditions, the segregation of the workforce and 

dismantling of workers organizations that strived to protect the worker’s life. At the same time, I could 

see how independent, small scale, mobile and temporary workplaces (such as film sets) could only exist 

by adopting, and constantly developing, an organic allocation of tasks that could muster a group of people 

around a common goal (in this case, to make a film with no-budget).  
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 This quest for a more efficient filmmaking process was based on two conclusions. The first is 

drawn from the history of Brazilian cinema and the second from the associated and dependent conditions 

of production in Brazil. The first, that the Brazilian filmmaking processes lack resources (like other 

cinemas from Latin-America), was actually a founding characteristic of its avant-garde aesthetics. From 

Limite (1930), passing through the new-wave cinema of the 60's and 70's, to more contemporary 

examples such as City of God or Tropa de Elite, most of the (few) historical accounts describe the "strong 

unpredictabilities''  that rendered the task of making the film almost impossible, a factor that required 38

radical organizational technologies to improvise and invent alternatives in moments of conflict. As a 

practicing artist and educator, I was (and still am) aligned with the theory that constraints were actually 

the propelling force of creativity, not the contrary. Artists are free when they are aware of the limits and 

constraints of their work and actively engage with them. The second conclusion, that the precarious 

conditions of work in Brazil weren't understood in opposition to the developed and consolidated capitalist 

practices but as part of the post-colonial logic of an associated and dependent capitalism, a logic by which 

the conditions of work in the Global south can only be understood as codependent to the center, but never 

in competition. In short, challenging the settled ways by which films were planned and executed was not 

only a quest for efficiency, but mostly a quest for autonomy.  

 I first started to incorporate economical constraints as a creative device of my practice by cutting 

down the amount of days that a film would need to be shot. If the planning seemed reasonable for a 

month, I would try to do it in ten days. This wasn't only out of a conscious choice, but mostly out of 

necessity: With almost no money (budgets would be close to 100 dollars) and no time (most of us would 

work elsewhere to sustain our lives),  it would be either a joyful experiment or it wouldn't happen. A sense 

of emergency combined with improvisational playfulness created a structured space for experimentation, 

 The nature of the activity itself holds strong unpredictabilities: weather conditions instabilities, sickness of actors, 38

difficulties in collaboration between the team and other factors happen more frequently than we can imagine. 

Adding to that our eternal financial problems and the lack of documentation of prior experiences (...) There are so 

many aspects to be considered, chosen and balanced within predetermined parameters of time and available 

resources that, sometimes, the task seems to be impossible. (Marques 2007 17-19).
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one that embraced the visualization of actions in parallel and a rigid allocation of tasks worked as an 

interface to the given conditions: openness towards no-budget and no-time. In opposition to the limiting 

and opaque view of planning that stated that everything is a trade-off, the elasticity of all decisions, 

including aesthetic ones, made me see the managing of conditions no longer as a zero-sum equation, but 

as process of staggering, prioritizing, choreographing and performing. It was by engaging with these 

conditions of production first that I could then make realistic decisions about aesthetic choices.  

 The sharp focus on production bottlenecks or contingency might have been the primacy by which 

the assembly line, namely the platform, was created. The assembly line incorporated two important 

premises: first, that any task (independent of its complexity) can always be broken down into smaller 

aggregates of action; and second, that organizing these smaller aggregates in parallel operating units 

(operating at the same time) could not only make the task or the outcome easier to achieve, but would 

require less energy from a system overall.  

 I translated this thinking into the experience of working as an assistant cook for a coffee shop. 

Struggling with the amount of operations required to provide the single cook the necessary means to 

produce the increasing orders that come through the screen on a busy Saturday afternoon, I needed to 

judge and assess in a coherent order some tasks including the following: cut the tomatoes, prepare the 

plates, fill up the dishwasher with dishes, slice the mushrooms. The chef knew that the dishwasher is not 

the fastest nor the newest model and its capacity is low and it takes time to finish a batch of plates. As the 

small coffee shop is also not that abundant on plates and cutlery, it is quite common to encounter the 

scarcity event of these items during extended busy times like Saturdays afternoons or Sunday mornings. 

There's only one rule, said the chef: The dishwasher must never stop working. 

  

 The hierarchy of processes within this small business gives evidence of a certain programmability 

of operations that can be flexible and demand-driven, but grounded in contingency in order for all other 

actions to strive. The machine finishes another batch. In the midst of cutting mushrooms, 6 custom made 

english breakfast requests pop up on the screen. I immediately stop what I'm doing, open the dishwasher, 
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remove the clean hot plates, fill up the dishwasher with dirty ones, close the door and reset the machine to 

start. Done. Mushroom cutting can be once again resumed. 

 I had set the dishwasher 28 minutes ago and now many more requests are coming through the 

screen. Mushrooms are not yet cut and the stock prepared this morning is ending rapidly. The dishwasher 

has finished. What should I do? If following the demand and structuring the tasks is done by order of 

appearance, I assess the situation simply by the urgency of cutting the mushrooms first and then move 

back to the dishwasher. However, linear programming (i.e. the guideline of having the washing machine 

running all the time) should not only underline the specific time windows of every task, but serve to 

highlight general constraints that this task might offer in the future. For instance, I did not know how the 

following requests would affect the short stocks of clean dishes and, by understanding that a plate or 

cutlery scarcity would dramatically affect the whole operation of the coffee shop leading to severe delays 

and a crisis in the kitchen, I incorporate the small delay of not having mushrooms ready as a decisive 

action in the process. 

 A linear programming vision in producing a film can offer a framework that enables different 

layers of processes to work simultaneously. It can also define the windows in which every process must 

be addressed in order to keep the whole of the operation in motion and avoid infrastructural delays and 

crashes. The opposite of this idea would be chronological rigidity in the sequencing of actions according 

to the forespoken plan, without interruption and constant reevaluation of the situation. Instead, a real-time 

series of quick decisions is layered on top of a constant operation that provides an overall flow and keeps 

steady time. 

 It was by identifying the bottlenecks of film production and the idleness on the set that I could see 

how these premises permeated my quest for efficiency. I viewed this interest less as a productivity 

outbreak but more as an intentional investigation on how to uncage the full creative capacity of bringing 

people together through group organization. It is because I'm aware of the role that idling in the film set 

has as an important social and aesthetic feature of movie production, that my goal here is not to promote a 
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extinction of all forms of idling, but on the opposite, understand idling as a core activity of bonding, 

communal understanding and planning, facilitated by the role of the producer. 

 While the idea of  an ‘intentional idling’ can be troublesome, especially considering that social 

alignment is not a product of group disciplining, the role of the producer is still to account for the 

manipulation of conditions that contribute to the development of tasks within the project, including idling 

as one them. Considered here as an aesthetic practice – and projectual discourse – producing is the gesture 

of establishing connections for the independent social machine to work better. Viewed as an 

organizational technology, connecting and timing are the malleable variables that producers must actively 

strategize for in order to achieve – or even collectively define – a common goal. 

 Under the circumstances faced by media activists in relation to the hardship of organizing, and 

aware of the critique toward entrepreneurship as a managerial practice that often uncritically reiterates the 

goals of the State, it might be time for producers to reflexively account for the conditions of making and 

sharing beyond the current systems of resource allocation. 

 The history of resource allocation technology actually is found in the attempts of a planned 

economy in the soviet union. Linear programming, that arose from input-output analysis, was an 

invention of the soviet labs, not of American enterprise. The Mathematical Methods of Organizing and 

Planning Production, from Kantorovich (1939), dives on the input and output of mostly calculation tasks 

to “explore methods to find the best outcome given a series of constraints” (Phillips; Rozworski, 2019 

194). The development of this technique of ‘optimal resource allocation’ was one of the main drivers of 

the aggressive economic growth of Soviet Union in the 1950’s, while sustaining social rights such as 

women’s rights, universal healthcare and public education. As Kantorovich himself explains:  

"There are two ways of increasing the efficiency of the work of a shop, an enterprise, or a whole 
branlch of industry. One way is by various improvemients in technology; that is, new attachments 
for individual machines, changes in technological processes, and the discovery of new, better 
kinds of raw materials. The other way-thus far much less used-is improvement in the organization 
of planning and production. Here are included, for instance, such questions as the distribution of 
work among individual machines of the enterprise or among mechanisms, the correct distribution 
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of orders among enterprises, the correct distribution of different kinds of raw materials, fuel, and 
other factors. (Kantorovich 367) 

While these methods are ubiquitous today to any mathematics superior course in western world, its 

fostering towards socialization of resources has been restricted to the profit of private firms and 

competition. As explained in the book-argument People’s Republic of Walmart, the  

“difference lies in their objective function (the goal) and how it is determined. In the capitalist 
firm, the technique is put in the service of maximizing profit for the gain of the owners, and 
indeed, most linear programming textbooks and software manuals assume profit as the objective. 
In the socialist society, the objective function may still be an increase in wealth, but that of the 
society as a whole; that is, mathematically akin to profit-maximization, but socially determined.” 

 Third World Manager observes a contemporary, current model by which the labor of resource 

management and allocation is planned to happen largely at the edges (by individualized workers, mostly 

under Third World conditions) instead of a centralized, democratic system of planning. In other words, 

considering the act of management as part of every industry, field or activity (management of resources in 

a factory, management of supplies in a restaurant or time management by undergraduate student during an 

exam), this current model assigns different levels of planning tasks, except one: the actual decision-

making over these very structures — in this case, system-wide planning with democratic control. As for 

the contemporary emergence of forms of organization that challenges the traditional vertical hierarchies 

of firms while still maintaining its overall alienating character that obsfucates the material conditions for 

the production of value, Fred Turner introduces the concept of cultural infrastructure — a new media 

manufacturing response to "psychological, social and material resources for the workers of a new, 

supremely fluid world of post-industrial information work” (Turner 2009 76). 

 The performatic presents the tasks of producers (or creators) to act as connectors of nodes to 

optimize the operation of a given system. At the same time, it presents the contradiction faced by the 

different rhythms that cultural workers are engaged in — the rhythm of economics, budgets, programs,  

and machines; and the rhythm produced by situations, actors, relations, and feelings. It reflects on the 

need of introducing systems thinking into the everyday life for different reasons — a quest between 

autonomy and independence, which embraces the contradiction of being and existing as a Third World 
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Manager. More than a title, a figure, an allegory or a term, it becomes a performative category for the 

future elaborations of the programs to come. It underlines a vision of bottlenecks, not to simply increase 

efficiency, but to produce alignment and a synchronicity of conditions.  
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CONCLUSION 

 This thesis was written at least two times. The first, finished just as the COVID-19 pandemic 

lockdown started in California in March 2020, and the second, developed and expanded during quarantine 

in Berlin, with a virtual defense in the middle. I now look at the first version as a schematic map of 

second, that contained the main argument and structure, but lacked important content that was gained 

through the fruitful process of defense. By finishing this second version, I still see it as a map for future 

investigations, research, and experimentation. I write in this conclusion a few of this lines of inquiry that 

should deserve more time for exploration.  

 The first is this 'Brechtian effect' that I believe can be further articulated in both practical and 

theoretical ventures. Only now, by finishing this work, that I can understand what sorts of inquiries were 

at stake when producing O Video (2012) and Evento do Facebook (2014), my first short and feature-

length film experiments. It was present then, like now, the rupture of the externality between audience and  

characters, story and reality. I’m certain that this work can be develop in equal capacity in future research 

opportunities and visual arts projects. 

 Secondly, I can see how the term cultural infrastructure — first mentioned at the end of 

performatic — can be better grasped and understood in relation to a managerial dimension of 

contemporary arts, concocting media activism, film set design and platform labor studies. I have used it  

in such rushed, ending quality because I believe that Third World Manager ends at cultural infrastructures,  

leaving space of a new line of inquiry to develop. I’m curious of how there’s an intersection between 

Benjamin’s concept of author as producer, Brecht’s Epic Theater, Glauber Rocha Eztetyka da Pobreza and 

Gene Youngblood’s Expanded Cinema — using cultural infrastructure as a universal connector: the 

conception of a radical innovative version of management that can produce emancipation, rather than 

alienation.  
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 Third, the creative dimension of producing (which ties in the first two — and was actually the 

main goal of this work) that should be further developed considering Action-Network Theory, History of 

Management, and, of course, the idea of Cultural Infrastructure.  

  

 Finally, I am interest in pursuing the contents of this research in a different academic 

environment, focused in its developments under the context of particular disciplines such as 

communication, sociology or management studies. 
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APPENDIX 1 - CODA 

 I could try to describe a world to you. An alternative continent. A possible Brazil. But, God, it's so 

hard to do it in English. Let alone to describe it using words, or to give myself the authority to do so. This 

world would have to be sung and danced by many in the streets in hot humid weather, or through a series 

of memes and screenshots about the failure of representative politics. This world would be a feast of small 

portions, cooked throughout a lazy day; or it would be in the sweat of the sun-to-sun work shift, the tired 

legs, the worried heart. This world is made of sounds and smiles and looks and cries and laughs and, 

unfortunately, still, screams of despair, of blood, of disappearing bodies, of invisible bodies, of 

performative bodies, of bodies that don't sleep, fearful of the bodies that don’t have what to eat. I could 

again describe a world to you but I would rather make this world with you, invite you to come into this 

world, to the worlds that I come from. 
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