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INTRODUCTION

Dance ontology (eg Pakes 2020; Pouillaude
2017; McFee 2018; Davies 2011, 2024; Van Camp
2019; Carroll 2019; Conroy 2013, 2019; Meskin
1999)

Ownership: copyright and social norms

Dance ontology and copyright law (Conroy
2013: 112-119, Kraut 2016:12 and 228-23,
Pakes 2020: 179- 182, Van Camp 2019, 2006,
Biagioli-Ravetto and Ravetto-Biagioli 2022,
Aldape Munoz 2024)

The ‘work’ (Pakes 2020)



* Akin to oral traditions (see Pouillaude 2017, Pakes
2020).

* ‘Free’ circulation online (eg. ‘commons’, see. eg.
Bench 202; Burt 2017; Ravetto-Biagioli 2021;
Kraut 2016; Ellis 2022; Blades 2022) and the ‘gift’,
see Franko 2004; Bench 2020; Ravetto-Biagioli
2021; Leach 2014; Kraut 2016; Foster 2019;
Blades 2022).

* Ownership governed by social norms (see Bench
2020, Blades 2022)

* Dance in digital creative industries challenge
ownership frameworks (see Wood and Pavis
2020).




ONLINE
OWNERSHIP

CHALLENGES

Legal cases brought against Epic games forthe
alleged use of people’s dances for their Fortnite
emotes (see Ravetto-Biagioli 2021, Gover 2023,
Kansal and Boruah 2024).

Uncredited copying on social media. Eg. Charli
D’Amelio’s initially uncredited use of Renegade by
Jalaiah Harmon (see Boffone 2022, Lorenz 2020,
Davis 2022, Aldape Munoz 2023).

Importance of credit (Lorenz 2020, Boffone 2022,
Bench 2020, Harlig et al 2021)

“Black artists create structures of joy but have
little access to the market share in any realm
related to that creativity” (De Frantz 2022: 254).



* Marginalisation through distinction between woks and
‘social dances’ and ‘routines’ (Kraut 2016. See also
Pakes 2020: 181, Johnson 2021).

WORKS AND
SOCIAL * The notion of the ‘work’ in philosophy is complex and
DANCES contested (see Pakes 2020, Pouillaude 2017).

* Distinction between social dance contexts which
assume a “dancing populace already in motion” and
theatre dance audiences (De Frantz 2019: 90)




* “dance comesto be understood as generating
authored, repeatable, persistent and autonomous
works that function both as guiding structures for
performers and as a focus of appreciation for

SOCIAL (MEDIA) audiences” (Pakes 2020: 69).

DANCES

* Social dances collectively authored (see DeFrantz
2022)

* Single person attribution of works (see Pakes
2020 and Pavis and Wood 2020)




* Dance challenges (eg. Harlig et al 2021, Boffone
2021, Davis 2022, Aldape Munoz 2023, Griffiths
2023).

DANCE

CHALLENGES




* On TikTok, remix cultures are built into the
platform norm’ (Abidin in Harlig et al., 2021: 192).

SOCIAL (MEDIA) « “circumscribed creativity”, Kaye et al. (2022)
DANCE

AUTHORSHIP * Hip Hop “began with the construction of an
aesthetically enveloping environment within
which creative feats of skills were performed to
gain honor, respect, and thus community
standing” (Vernon, 2021:15).




« Kaye et al.’s (2022) four types of creativity on TikTok:

‘vernacular, social, distributed, and circumscribed
creativity.... [where vernacular] creativity refers to TikTokers’
affective and platform-specific communication style; social
creativity means the involvement of a mutually shaped
creative process; distributed creativity describes TikTokers’
participatory production among community members; and
circumscribed creativity refers to both the affordance of
TikTok platform and its boundary limit of TikTokers’
autonomous productions. (Kuo 2023: 6877 ).

* ‘de-authoring’ (Laermans 2015: 298)



In legal contexts, the authoris generally understood as
the owner of the dance (see Pavis and Wood 2020: 8)

Distinction between works and social dances not
necessary or helpful in the online context, and does not
reflect the way that dances circulate online.

Need to strengthen and develop socialand ethical
ownership practices, so that they can withhold and
support dance’s transmission into the digital creative
industries and technological change
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