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(ABSTRACT)

Copyright Issues and Arts Entrepreneurship
in the Digital Age: Anne Teresa’s {(Re: Rosas!)
Pushes Back on Beyonce’s {Countdown)

Song, Nam Eun - Chang, Woong Jo

In the digital media environment, dance copyright issues have recently
provoked arduous philosophical debates over genre in the arts, the
complicated social relationships between artists, and the economics of the
arts sector. In this study we examine the instability and limitations of dance
copyrights in the Internet age by examining the choreography plagiarism
controversy between pop star Beyoncé and contemporary dance artist Anne
Teresa De Keersmaeker. We analyze this issue using the integrated lenses of
sociocultural, managerial, and legal perspectives. By exploring the practice
of Anne Teresa, who alleged that Beyoncé's choreography of music video
<Countdown> appropriated her work and responded with an online project
called <Re: Rosas!>, we suggest that an artist’s strategic attitude of
entrepreneurship is an effective way to respond to intellectual property
infringements. Thus, we argue that, in the digital media environment, arts
entrepreneurship is an innovative asset for individual artists in an unstable

cultural ecology with poorly defined copyright laws.
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