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170 FROM THEORY TC PRACTICE

wider processes of globalization in their various cultural, social, political and
economic manifestations. World music is emblematic of the current global
condition as it is quite ‘as complicated as the rest of contemporary cultural
life’, it not more so (Lipsitz, 1994: 16). The world music phenomenon is
indicative of both cultural homogenisation (Nettl, 1945: 85, 164-65) and
heterogenisation {Robinson etal., 1991: 4, 227, 237, 248). As Robinson etal.
(1991: 276} phrase it, one of the central paradoxes of this thoroughly
paradoxical realm is that in the present day, *‘music has become increasingly
experimental and fragmented while at the same time its once diverse and
exotic elements are becoming more widely familiar, more accepted and more
predictable’. If sociology is not to betray the empirical phenomena character-
istic of a globalizing world condition, it must seek to be as alive and as
sensitive as possible to the ambiguities and ambivalences that are at the core
of that state of affairs,

NOTE

I. Beyond the realms of ‘popular music’, Western ‘art music’ alse has a ‘global
history’. As Ling (2003: 236) argues, Western classical music was a sort of 'world
music for Europeans in the eighteanth century, as the same operas and concertos
were performed all across the continent’. Western classical forms spread all across
the world, either directly through imperial expansion or by more indirect means,
taking especially strong root in countries such as China and Japan (Kraus, |989).

‘High Arts’ and
the Market:
An Uneasy
Partnership in

the Transnational
World of Ballet

Helena Wulff

When 1 first got into the company, people said:
*Oh, its Friday! Payday!!’

It used to shock me -

[ just didn’t connect art with money!

Introduction

In the ballet world, the market tends to be regarded with ambivalence. Ballet
people are disturbed by the belict that the market wants to buy .c_“wﬁ.
‘commodities’ than they are prepared to sell, that is, unforgerrable experiences
of ballet art. For the audience, on the other hand, the milicux of m.:&na opera
fovers and the opportunity to rub shoulders with famous people in the inter-
mission may be what matters. .

This chapter discusses the market in the ballet ,ﬁ.:.E by applying a trans-
national perspective which uncovers both TcacmnENEm and rcﬁE...omS:E:.m
cultural processes produced by similarities in work pracrices and differences in
funding systems. One centre and periphery structure in the ballet ém:._a
follows transnational economic domination patterns n?.cz.mr American
cotrporate sponsoring, but there is also a separate J.m.cr,m.cnn@; old p:ﬁ new
ballet centres, which negates much rhetoric abour globalization, especially in
terms of an American domination of culrural life. | )

This chapter is based on material from an ;,:a:.cuuc_,cwﬁﬁ_. study of career
and culture of the rransnational world of ballet (see Wultf, 1998). It was

i7i
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conducted by way of participant chservation and interviews over almost two
years berween 1993 and 1996 mainly with three national classical ballet
companies: the Royal Swedish Ballet in Stockholm, the Royval Ballet in
London, the American Baller Theatre in New York, and also the contem-
porary company Balert Frankfarc in Franfurt-am-Main, For discussion of the
inethodological issues that arose in this study (see Wulff, 2000).

The emergence of the transnational ballet world — politics,
mentors, patrons'

Ballet came about in the fourteenth century ac Italian courts, as a pastime for
¢ untertainment of noble families. They rook pact in a dance form which
combined peasant folk dancing and court processions. In rhe sixteenth
century, the Florentine Carherine de Modici was married to the French Crown
Prince Henry. Because of de Medici’s interest in lavish enterrainment. and her
position at the court in Paris, she invited and supported Iralian musicians and
dance teachers, among them Balthasar de Bea ujoyeux, who created whar has
ome to be regarded as the first baller production, Ballet Comigue de 14 Reine.
Bur st was King Louis XV, an ardent bailet fover and dancer who began a
professionalization of ballet by organizing training academics and commercial
thearres, The cighreenth century saw baller companies in other European coun-
tries as well, Yet it was in Paris in the carly nineteenth century that classical ballet
was set into the particular form of echerealness by which it is sll often character-
iced. This happened when Swedish-lralian Marie Tagliont danced L. Sylphide
on pointe in 1832 to grear acclaim, dressed in a delicate be -shaped tutu,
Taglioni had a Danish partner, August Bournonville, who was 1o develop a
particular baller stvle in Copenhagen. Meanwhile in St Petersburg, the French
dancer Marius Petipa choreographed classics such as The Sleeping Beauty,
Swan Lake tin collaboration with Lev Ivanovi, and some of The Nutcracker.
In the beginning of the twentieth century, Russian culture did not attract
any particular interest in Europe, but French art and lifestyle were greatly
admired in Russia. As France and Russia were becoming political allies
against Germany, artistic exchange between the two countries was encour-
aged and funded by both governments. It was during this time thar Sergei
Diaghilev set up the Ballets Russes, which gave annual scasons in Paris and
want on tours mosrly to Londen aud New York. Because of the revelution in
1917, Diaghilev never went back to Russia. George Balanchine, who worked
as 3 choreographer with Ballets Russes. was approached by Lincoln Kirstein,
an American writer from a wealthy family, about setting up the School of
American Ballet in New York, which they did together, as well as the New York
City Ballet in the 1940s. By then the American Baller Theatre had already
been operating in New York for about a decade. One of the Ballots Russes
dancers, Anglo-Irish Ninette de Valois, was to found a national hallet
company in Britain, which became the Roval Ballet in London in the 19505,
Thereby the five old ballet contres — Paris. Copenhagen, St Petersbure,
New York, and London — were established., They all acquired transnational
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reputations based on their different schools, which _S,.\m been conceptualized
in terms of ‘national ballet styles’ seemingly expressing the essence of the
national characters, as it were. There are thus the ‘chic’ French, the “cute’
Danish, the ‘dramatic’ Russian, the “athletic’ American, and the ,_‘mmmw.edn_u
British ballet stvles. There was also an Italian ballet stvle coming out of Milan,
buc it has never been identified as a national ballet stvle, possibly because Iraly
is still not really united as nation, . o

World pelitics, financial patrons and impressarios such as Diaghilev and
Kirstein who were driven by a passion for ballet, and artistic mentors who
tend to be tforceful individuals and chorcographers, have thus buitt and strue-
tured ballet since its inception. Many of the influental hgures in the haller
world have been foreigners working abroad, sometimes in tc::.nmﬁ exile,
a circumstance which secems to have rveleased a creative energy Er.:ur Er_v\
probably would not have had the opportunity to culrivare mn their native
countries. This also applies to those contemporary choreographers who _E.‘e.c
come to cstablish new centres for baller and dance, There are thus, for
cxample, Americans John Neumeicr in Hamburg and William Forsythe in
Frankfurt-am-Main, the Czech Jirt Kylidn in the Hague, as well as French
Maurice Béjart who has worked in Brussels and Lausanne. .

The historical association of ballet with court life and the upper classes is
still being nurtured in the world of national classical ballet s‘vﬂ: the
companies have patrons and trustees, often &,n.:,.m r..oE._”c.ﬁ: *.:E___n_m ..:..a
the nobility. There are also ballet socictics and :.E:r.rr.ﬁ n:.n_n.v, with a base o
the upper classes that have been impertant tor building audiences, and seill
often contribute financial suppoert, as well.

Marlket, ballet and distrust

Dancers are hardly unigue among artists for regarding the market with unease
and distrust, In the art world, the market is often regarded as a threat to genuine
artistic quality, since artists who are aiming towards getting a reputation feel
that they have to make accommodations to the market, which thev would

rather not do. Bensman (1983: 27) traces “the familiar devils of a&.S:B._cm, in
the arts back to the church, the aristocracy, the dynastic and national states
and their religious, political and national .r:,:_igcs# The development of &.o
performing arts in the nineteenth century can be .ﬁ::.:#:mr.m, both to mass audi-
ences and national and municipal governments states. During the latter half ot
the twentieth century. the performing ares have become %ﬁn:@.csﬂ on the
welfare state, which, however, as Bensman says. may produce crises if such
support is discontinued. Bourdieu (199 3a] notes that with ﬂ:m.n:# raence of an
art market, artists did get rid of the demands of patrons, bur found themselves
having to negotinre wirh commercial interests. Ballet art” versus the marker
Wi ;, common topic of conversation in the ballet world during my fieldwork,
s of an opposition: baller against marker.

usually in e . st ma - L
\ part of the dancers” distrust of the market included their own markering
often than pot criticized the

and press deparements. The dancers mo
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marketing of their company for being inefficient. At one point in Stockholm,
the dancers asked the head of the marketing department at the Opera House
to come to a meeting and explain why she did not market them more. She had
then defended herself by saying that ‘ballet doesn’t need any marketing, It sells
itself’. This obviously angered the dancers who then formed their own press
group aiming to give advice to the marketing department about how to
marker ballet. But the tension remained. To me, the marketing lady confessed
m private that ‘ballet is difficult to sell” referring to the shortage of money and
staff, and that only a fraction of all the press releases that arc sent out are
published.

The dancers wanted to open up the company and back-stage life to the
world outside the theatre, so as to attract a wider audience. Other strategies in
this vein included the broadcasting of trailers of upcoming performances on
television, the selling of cheap tickets at hotels, and giving performances in
schools, Most of the companies in my study had done parts or all of this at
some point. In order to reach new audiences, it also happened that the
marketing departments wanted dancers to perform in shopping malls, depare-
ment stores, on cruises, as well as outdoors on open air stages in parks in the
summer. During my tieldwork, the English Royal Ballet and Covent Garden
got a lot of bad press. This was before the renovation of the opera house had
began, and the battles over power and funding were intense, as was the criti-
cism of Covent Garden as ‘elitist’. As a way to mellow the criticism, a BBC
ream was allowed to make a backstage television documentary, The House,
which revealed mismanagement and animosities between people in key
posirions at the opera house. Such embarrassing revelations did, however, [ was
told by one of the ballet producers, only increase the ticket sales.

Although dancers have a basic distrust of marketing, they understand that it
is unavoidable, They do need to be prepared, however, especially when there
is media involved. This is not always the case such as one grey Janunary
morning when a television crew, with their huge bags and bulky equipment
stumbled into the class of the American Baller Theatre. If the dancers had been
informed in advance they would had the time to put on nicer practice clothes
and perhaps some make up, some of them would probably even have staved
away since they were out of shape after the Christmas holiday. Now they were
moaning quictly, trying not to show their discomfort with the strong spot-
lights and the camera men zooming in on one dancer at a time who in turn
struggled ro look good.

One important explanation as to why dancers have a problem with
marketing is thus that it is more often than not done through the media which
rarely convey pictures, video or text about hallet or ballet culture in ways that

dancers recognize: *Watching themselves on video, dancers note that the
dancing does not look from the outside like it feels from the inside while doing
(" (Waltf, 1998: 9). They rarcly rhink that they are at their best on pictures or
on rilm. Many times, dancers pointed out to me that something gets lost in
mediated bailer. Even though photography, film, video, text and lnternet
materials on dance may be imaginative and interesting picces of art in them-
selves, they cannot represent or create the vibrating closeness including a
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certain amount of unpredicrability of a live performance. So much can happen
in a live pertormance, not only can things go wrong and mistakes be made,
but inspired by the presence of a receptive audience, unimaginable ballet art
might be born on stage. .

The marketing department at the American Ballet Theatre claims to be the
first company to have been doing “aggressive m H._Ama:m,.,r:sm Bn_‘:n_n& both
illustrated newspaper articles and advertisements, posters in town, features on
television and radio at the beginning of a new season, or a tour and gimmicks
like famous dancers dancing on paint on a canvas which was then mc_a.pw a
picce of art. On a tour to Chicago, dancers were dancing a section from Swan
Lake ar 8 a.m. at the zoo with real swans in the background, which was
filmed and broadeast on local television. The alleged “appressiveness’ of the
American Ballet Theatre was to a great deal a product of the competition and
conflict with the other major New York company, the New York Ciry m&,:mn.
[his tension runs especially high once a year, in the spring when the American
Batler Theatre has its cight weeks *Met Season” at the Metropolitan Qpera
House next door to the State Theatre of the New York Ciry Baller at :znc_m.
Center. There was, however, a certain regret ar the marketing department of
the American Ballet Theatre, over the good times during the 1970s. This was
during the height of the *dance boom” and ﬁwGEc who did not have a special
interest in dance or baller went to baller performances. New York was called
‘the Mecea of dance’, attracting dance and ballet people from all over the
world. Some of these people, such as Mikhail Baryshnikov came from the
Soviet Union and defected, which meant a huge media coverage and %n.:..g
publicity for baller. This also happened, although to a lesser extent, m Paris
and London. The most famous ballet defector to Paris is undoubtedly Rudolt
Nureyev who became a permanent guest artist with the Royal Ballet and
ncn,:m._p:% artistic director of the Paris Opéra Baller.

It was Nureyev who discovered Sylvie Guillem when she was a young corps
de ballet dancer, gave her the upportunity to do solo parts and made 7&. an
‘étoile’ at age nineteen, Now a principal guest artist with the Royal mm:ﬂ for a
long time, Svlvie Guillem has cerrainly mmﬂm_u:m_una. A name for herself, quite
independently of the companies she has worked with, mbm 15 a good example
of individual marketing by contrast with markering of the whole company,
which are different and often conflicting endeavours, In a é_.anmw‘_.cmﬂ.ugcnw‘
tisernent for Rolex watches, Guillem does her celebrated routine of raising her
leg straighr up almost above her head, illustrating “six o’clock’. Famous
dancers have agents who arrange guest performances for Em:ﬁ often :w:u;mr
given that they are skilled enough at :.a.mwcmm:.:w ..,,_.._.CE time off from ﬁrm:.
company schedule. Agents also ook for openings in other companies for
dancers, which can be used in negotiations for higher salary or more pertorm-
ances in the company a dancer is in. This primarily applies ro those who _E,\n
transnational fame, some of whom develop quire ,fonw?nwﬁmm. E,E._Anwm:m
strategies by nurturing the media tincluding crities; through free rickets, invi-
tations to dress rehearsals, parties, even weddings and other more private
functions. Some dancers would not mind Jaunching themselves on this kind of
celebrity’ market, but thev prefer to keep a low profile because they do not
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feel particularly comfortable at rock concerts ot fashion shows. They may also
be reluctant to announce that they are gay, which is a circumstance which is
likely to be revealed were they to join the glitterati circuit.

There are slightly different markets for ballet dancers depending on whether
they have an intellectual inclination such as Sylvie Guillem and Deborah Bull,
or celebrity capital such as Darcey Busscll, all acclaimed ballerinas with the
Royal Bailet, Sylvie Guillem has arranged her own video titled evidentia,
which was originally made for television. In this video she introduces five new
dance pieces, some of them bv major contemporary choreographers, by
dancing a shore section of alternative choreography and talking ahout life and
dance. Borh Deborah Bult (19991 and Darcey Bussell (1998) have published
autobiographivs, although the one by Bussell is said to be “wich Judith
Mackrell’, a London dance critic. Bussell's book is a rather conventional
ballet autobiography about the ups and downs of a prominent ballet career
neluding an account of when she had a wax model made of her at Madame
l'ussauds and her subsequent shock when she learnt that the model (hersclf, in
a4 sense) would only be kept in case her career was going well. If not, it would
be melted down! Bull’s (1999} autobiography is a more outspoken diary of
one of the recent turbulent vears at Covent Garden, from which she also read
some extracts on BBC radio.

Otherwise the marketing of ballet companies is predictably done according
to casting. Dancers the management want to promote or keep on top, get to
do leading roles and are then offered to journalists for interviews for advance
teatures in the press (daily newspapers, dance magazines) and on chat shows
on televiston and radio. It is likely that chis focussing on one dancer at a time
and his or her personal biography, just like the marketing done by famous
individual dancers outside the company, is more efficient when it comes to
ateracting a new audience to ballet than when companies are presented as one
collective, but more anonymous, entity. One way to cultivate a sense of
community in the ballet companies is the policy to post positive reviews and
feature articles about the company on noticeboards backstage, but not articles
about one dancer only.

When Darcey Bussell appeared in a headshot with 2 diamond in her mouth
in The Tatler, she was doing it in her capacity as a celebrity promoting herself
primarily and ballet in general secondarily, but not really her company. It is
not unusual that dancers, both men and women do modelling, but often they
do it anonymously. Occasionally, dancers are asked to take part in regular
advertisements promoting all kind of products from mineral water to credit
cards and airlines, as well as sports wear often displaving a characreristic
bailet step which most peaple cannor perform, or just jumping upwards like
Swedish dancer Anneli Alhanko did in an advertisement saying ‘milk makes
your legs strong’. In the 1970s, Anneli Alhanko and her partner Per Arthur
Segerstrom had their picture on a Swedish stamp, since Alhanko especially
was hailed as an outstanding ballerina. To some extent Alhanko’s recognition
should be seen in the context of the new transnational awareness of baller and
dance which the dance boom in London and New York at the rime had
creared.
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Besides the crucial ballet performance, there are a number of smaller
commodities, or cultural artefacts, that circulate in the ballet Eu_.wnnﬁ_u.nn, and
contribute to “selling’ ballet in general, a particular company, a certain tour,
or a star dancer. These are commercial videos, CD records, chrm., postcards,
t-shirts, cups, umbrellas, posrers, even jewellery and other souvenirs ﬂrﬂ are
for sale at box offices, stalls in the theatres, and _,Ja._nﬁ wear and book shops.
They also display point shoes, an object of great ?.:m_:fd in the ballet world,
worn and signed by famous dancers tef. Wulff, 2002}, :E? are T::n,e and
dance CD-ROMs such as William Forsythe's ::t::.ﬁi:i Technologies or
Self Meant to Govern, an “installation” trom 1994, which is borh an art work
and an incroduction to Forsvehe's c?.:.cc.ﬁ.,_.ﬁ_:n. T.u:oﬂwﬂ;o. ,,,“ﬁ the same time
as it promotes Forsythe as a chorcographer (of. Wultt, 2003 on dance and

3,

rechnoelo

The greatest dancer: Nureyev and his market

Fven after their death dancers can he major agents on the ballet E.,:.r.r_.q. Those
who have really made it as choreographers have their ballets held in trusts
such as the Balanchine Trust, although the leading gu:ﬂﬁ.m on E_:wd w_.aro?o-
rraphy was first made, may inherit the performance _H_m__:m (see W EF wa.
When Rudolf Nureyev died in 1993 a number of Furopean and %5.&._85
foundations were established from his enormous fortune, also aiming to
provide funding for young dancers, a museum in Paris, and to support z::wﬁ.m
with AIDS. Born a poor Tarrar boy in Stalinist Russia, Nurevev had, against
all possible odds, not only a brillant career in }m. /x\r.,wﬁ. but he also amassed a
vast amount of wealth, At a Christie’s auction in New York, art works and
furnishings from his New York flat, as well as jewellery and costumes he had
worn were sold ar $7,945,910, which was regarded as rux.z.m:a_::ﬁ by &._.a
chairman of Christie’s America. The record sale was cy‘_u_..:nma m% ‘Nureyev's
personal magnetism and with Christie’s ability to market him .Aﬂ_mmmﬁoan.
1995: 217, This rransnational event took place in Park Avenue in two halls
where art collectors, dancers and fans had mm%ﬁ.&. A jacket from the ballet
Dan Onixote was sold for $32.000. One pair of pink worn out ballet shoes
was sold for $8000. ‘Amazing — for sombody else’s’, i.e. used ballet shoes, the
ladv next to me, an ex-dancer, commented. . .

Much has been wricten in the press and in popular _J._cmﬂ_.%w_om .,:,ocn
Nureves, his life and his torrune, Dance and theatre (.S,,;m_. C.:m Stuart C.oc,mv
devotes 2 chapter to *The Nureyev Industry’, mentioning the fact that M/_:?v.ﬁma
had seven homes including an island. Nurevev was cx,nc:m:ﬂ at H.:p,—_._.nfn_:.m
himself both in the baller world, and ourside, s._:.l._ :Euc?m:ﬁ:\ _.ri.cnﬁna
back on his position in the ballet world, increasing r_w. prestige ,%Q.n. wzw:.ﬂ
points at the impact of Nurevev’'s two advisors: one impressario on carcer
marters and one financial advisor on business matters, Dance mﬂﬁ_:,.cU:_:m_ﬂm
such as Judith Lynne Hanna i 1988: 143} have commented _55. the mm:.&o..:ﬁ
Rudolf Nurevev captured ballet audiences and ._.jmn_n. *big bucks %n.ﬂg
earning respect, as well as improving the status of the male dancer. Writing
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about another Soviet defector who also has made a lot of money, Mikhail
Baryshnikov, dance historian Joan Cass (1993) describes how Baryshnikov
came to New York in the mid-1970s, and [ would add was to acquire celebrity
capital, not least by acting in films and on Broadway, and even promoting a
line of perfume and cosmetics.

Marketing is one area of heterogeneity in the transnational ballet world,
The Royal Swedish Balier at the Opera House in Stockholm had been
instructed to democratize the audience as a part of a governmental agenda to
‘make culrure accessible for all citizens irrespective of age, home locality,
income or social position’. Written in 1974, during the aftermath of the 1960s
radical political ideology, but before the commercial boom of the 1980s and
subsequent conservative turn, this resolution of the Swedish Parliament scated
that *commercial considerations were not to control what was being offered’
tSandstrom, 1993: 2). This was before corporate sponsoring was accepted at
the Stockholm Opera.

In hine with Bourdicw’s {1993a) reasoning, the marketing departments at the
Royal Swedish Ballet, as well as at the American Ballet Theatre, were working
to remove baller from its field of ‘restricted production’, which is that of the
cultural elite, and towards a field of large-scale production. The latter is less
prestigious and succumbs to market forces, but such commercial art can, as
Becker (1984} has pointed out in fact foster a versatile craftmanship in order
ro meet all kinds of demands. The field of restricted production is also
connected to a market, but of a different, smaller kind. So is the experimental
alternative contemporary work of William Forsythe, taking place wichin yet
another field of restricred production although at the same time linked to
the exclusivity of classical ballet, since Forsythe's pieces are danced by
classical dancers at many opera houses, among them Covent Garden and the
Stockholm Opera.

The exchange: Ballet and business

Private, corporate and foundation sponsorship of ballet is well established in
New York and London where it follows the pattern in other arc forms, It is
not at all as prominent in Frankfurt, and rather marginal in Stockholm at least
compared to the hundreds of sponsors and donors in New York and Leadon,
Tours, guest performances, new productions and revivals, awards including
scholarships for young dancers to train and work with renowned teachers and
choreographers abroad, are taking place because of sponsormg mostly from
business corporations. They produce various commodities such as clgarettes,
ligueur and matches, automobiles, but also cosmetics, designer fashion and
cven pharmaceutical appliances. Breweries and banks have moreover provided
tax-reducible support. Some of these corporations, an American cigarette
corporation, for exampie, operate transnationally both in their business and
i iheir baller sponsoring. Importantly, this means chat representatives of an
American cigarette corporation have an impact on the social organization of
the transnational ballet world in terms of the distribution of awards and
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scholarships, as well as what companies will come on tour to the United Stares
and their choice of reperrory. By sponsoring hallet, this clgarrerte corporation
can also be said to try to compensate, gain morally as it were, for the fact that
it is making a product that is dangerous to people’s health,

As a part of the exchange between sponsors ::n_. ﬂ:a ballet world, sponsors
also appropriate some cultural capital, m_uo_:mo_.mc:u is one way to _wmz:ﬂmﬂ
wealth, A circumstance thar tends to be left out in social anaysis ﬁvﬂvﬁ:.nﬂ is
the paradox thar many dancers do not possess very _::n:.n:‘_ﬁcﬁ_ capital f1 c_um
their upbringings, and that _anmgmn Hr.rv ballet world is far trom an ,E%Q
class institution. In fact, dancers often feel trapped between cultural capital
and the market, out of place in both of them. _

Omne clement in the exchange between spensors and the baller world, is that
corporations and private donors are invited to rw_,.c,f.m Err.,:.m.;r.ﬁ ?%d_r“_.c.m,,
receptions and dinners where they get the opportunity o meet the ppz.rr_w_._
The lacter, on the other hand, tend to be rather uncomtorrahbie about rhuse
encounters. Post-performance banquets take place when .1?. ‘Lm:aﬁ.m are
exhausted from dancing and acting for three hours. They ::c_.g *.nc_ that they
put on an act when they have to answer well-meaning but uninformed ques-
tions about their dancing, dice and carcer, especially why %3.. started 1o
dance, over and over again, Expensively dressed donors and their guests make
conversations to the dancers, who often find themselves n::.um::,;m?_ by the
fact that they do not remember these people who behave as P._‘ :#.M g,ﬁ. met
before which they most likely have, at a previous banquet. This vc_:n acting
of the dancers at markering occasions like this, is E:ﬁ.a about in the ballet
world in terms of “spiclen” or 'it’s all theatre, ;3;.25;. Private donors who the
dancers and the management get acquainted :”:r are otten Hcmnnnﬁi., n,/,n:\
liked, but this is not necessarily the case when it comes o _.ngdwn:ﬁ.ﬁ,__a es ,3»
corporations who can be the rarger of :%Q.:F especially E..Ap e_;:n..wm,. a Sﬂmcc-
grapher or even a ballet director who has just inade an effore to ¢ Eﬂ: them.
As Ostrower (1995: 135) points out, wealthy ac:n? tend to have a rcmE,A:T
ment to the organizations they give large sums ot money, but that ﬂ_.ﬁ. &m
keep their distance, and remain apart’, S.E.nr confirms my observations o
dancers’ experience of mecting those kinds of people. A -

In general, established dancers or those who were on their way upwards in
their carcer were more favourably inclined to marketing than &omﬁ who felt
that thev were in a bad patch, or even realized that they /.adc_g not get any
further than they were now, which usually meant Lcs._.grp: to EE,O,H .wcﬁm.
corps work for soloists, and so-called *walking .ﬂ,omcv. Le. kings Eu@, gﬁnnﬂﬁ ._c
hardly dance ar all. George Balanchine, the xsmwﬁ: choreographer in ”/.ns , o__m
expressed his sense that marketing E:Q, was important, wcw,fw E:H:gmaq.. uw_
saving: ‘you have to go everywhere, give interviews, ,umﬁﬁi ?rr‘_uzosw. ,J_w
cerrible and riring. And then vou think: afrer all, it's for the theater, that
means it’s importans, it's good’ (Volkov, 1986: 59 .

Ir is significant that the very apex of the denors are on rcu_..rf_.ﬁ.: c,p., mw
companies and opera houses, and HTE. havea say &55 ballet wc::u_rv in .nn. E.M
of repertory, casting, tours and appelniments. Ie is coniingn :Zn.r onois an
corporations that have given large sums of money to a hallet company, in
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some cases over the course of many years, have certain seats and boxes
reserved for them at every pertormance. There are special lists and advertis-
ments of names of private, corporate and foundation sponsors in the ballet
programmes, including the piece of information that a certain number ‘wish
o remain anonymous’. Those who have donated most substantially get their
names engraved on brass plates that are exhibited in the tovers of theatres and
opera houses. Ballet sponsoring also involves anecdotes like the one about the
wealthy Chicago lady, Mrs Becky D’Angelo who commissioned the Joffrey
hallet to do the ballet titled Birthday Variations as a birthday present for her
husband (Drell, 1993).

Baller needs marketing structures to survive and develop, and there s,
«ain, no doubt that the imporrance of marketing is recognized in the ballet
world. Nevertheless the unease with ballet on the market remains. Stuart
Plattner (1996: 197} has suggested with reference to painters: ‘high-art
producers live in a value system that is conflicted, not to sav schizophrenic,
about the importance of selling work’. This was most pronounced in $weden
with its traditionally large public sector spending on education, health care
and mdeed the arts. The Roval Swedish Ballet is primarily state-subsidized. It
happened that the unease with ballet on the market came up at the contempo-
rary Ballert Frankfure which also relies mostly on state-subsidy, but almost
never at the Roval Ballet where sponsorship is much more developed, and
hardly ever at the American Ballet Theatre, the only company which was
funded by sponsorship except for a very small percentage. Although dancers
are anxtous ro widen the audience and include all classes, thev are reluctant to
become a part of the artistic field of large-scale production i Bourdicu, 1993a)
because of the alleged impact of commercial forces there. Baller companies are
sometimes concerned that they are linked to business corporations that are
accused of ‘polluting the environment, making unhealthy products or
explotting their emplovees’ (Wulff, 1998: 54). The crux of the matter for
ballet companies is that they would not be able to survive withour sponsoring.
This 15 so even for those companies that are mostly state-subsidized, since that
funding is not enough.

Conclusion: Ballet in the global marketplace

Although the ballet world has been transnational since Catherine de Medici
invited Iralian musicians and dance teachers to Paris, the amount and density
ot communication between ballet centres such as London, New York and
Frankfurt-am-Main and peripherics such as Stockholm, have escalated through
intensified touring and guest performances, but also through ballet competi-
rions, festivals, and the fact that dancers go abroad to train and work for a few
vears with other companies. Ballet in media such as video, photography. elevi-
sion, the Internet, CD-ROMS, as well as international press and dance magazines
are important for transnational connectivity in the haller world (Wulff, 1998).
This article has discussed ballet in the global marketplace, boch baller and
its market being Western systems rthat operate globally even ourside the scope

THE TRANSNATIONAL WORLD OF BALLET igl

of Euro-America. Although I have used the concepr ‘the market” in singular
here in order to signify a transnational entity, it is moored to certain places:
old national and new choreographic ballet centres and peripheries. The ballet
world is generically transnational with ‘a consciousness of the world as a
whole’ (Robertson, 1992: 8) coming up on a daily basis backstage. Yet my
research goes against the tdea that globalization and transnationality neces-
sarily necessarily imply total dererritorialization. It is noteworthy that the
rransnational ballet marker in fact consists of multiple interrelated markets,
that are distinguished in the first place by different national funding systems.
and national ballet cultures, that in their tuen are composed of a vast number
of other markets. Those individual actors, famous dancers such as Rudolf
Nureyey and Sylvie Guillem, who learn how to create their own markets, do
in fact also increase the demand for ballet in the global markerplace,

Contrary to much rhetoric about globalization, the ballet world is not
controlled from America. Ballet came about in Furope, and Paris and Londen
are still influential ballet centres, as s Frankfurt-am-Main, Yet, as [ have
argued, when it comes to the market, the American ballet companies are the
most “aggressive’. While the European companices in this study are more or less
state-subsidized, the American Baller Theatre gets almost all its funding from
corporate and private sponsors. This does not enly mean that business repre-
sentatives and private donors have an impact on repertory, appointments, and
tours ar the American Ballet Theatre, but since American corporations also
contribute to Furopean baller in the form of awards and support of tours,
there is a certain American iflience on European ballet but not outright
domination.

Despite the uncase with ballet in the markerplace, from the baller world’s
point of view, ballet people develop strategics to relate to the market, to
perform promotion, somerimes with regret, sometimes with trinmph, feeling
that they can manage the market for their purposes, rather than having
passively to submit to its demands. Dancers distrust the market primarily
because there is a disagreement over the definition of how the commodiry,
such as a single performance, should be defined. For the dancers it is the
quality of the performance that matters, they want the audience to be
‘mesmerized” and ‘ro go home and really remember’, while the andience may
well appreciate the performance, but it may be in the theatre for additional
reasons other than watching ballet. A great part of the audience, including
private and corporate sponsors and donors, buy ballet in order ro legizimate
ceonomic capital with cultural capital, In her study of the special case of clite
philanthropy in the United States, Ostrower 11995: 12} found that such
Jdonors explain their giving in rerms of ‘an obligation that is part of their
privileged position’, but that they engage in it mindful of the prestige it can
win them m the eves of their peers.

At the heart of this situation is the fundamental difference which dancers
perceive berween an cxperience of ballet ‘art’ and the mechanisms of the
marker. Dangers realize that an experience of ballet art will not happen to the
audicnee, nor the dancers, withour the marker, neither will it happen duaring
every performance or throughout one performance. Since such exceptional
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moments cannot be ordered - they happen unexpectedly and irregularly it is
impossible to huy them in advance. Finally, it is interesting to note, in view of
dancers’ unease with the market, that Jacques Magquet (1979: 9) in his discussion
of when an object becomes an art object, concludes that: *In our society a first
criterion, crude but fairlv accurate, of art is access to the art market. Objects
belonging to that nerwork are art objects’. This is o say that ballet companies,
stars, and performances, that are in demand in the global marketplace do have
capacities to move and to touch audiences, but these capacities are to a large
Jdegree mediated through, and made possible by, market mechanisms.

NOTE

|. See mostly Wulff (1998), but also Cass (1993), and in a few instances Robertson
and Hutera (1990), as well as Sorell ([981).

Reconstructing

the Centre:

Sociological
Approaches to

the Rebuilding of Berlin

Janet Stewart

Introduction

Throughout the 1990s, Berlin has been a city obsessed with architectural and
planning issues. There has been a myriad of publications, exhibitions, radio
broadeasts, television programmes and films on the ‘New Berlin', many of
which focus on the reconstruction of the area around the renovated Reichstag
and of Porsdamer Platz. Architects, architectural historians, urban planners,
cultural historians, sociologists and others have been drawn to Berlin,
fascinated by the chance to experience at first hand the massive reconstruction
of a Furopean capital city for the twenty-first century, itself a consequence of
the dramatic events of 1989, which were signified most poignantly by the fall
of the Berlin wall. Although the symbolic re-ordering of space taking place in
Rerlin is still an ‘unfinished project’, the architecture of "New Berlin® has come
to be seen as a test case for the role and nature of architecture ar the millen-
nium and bevond. As Davey (1999a: 28) puts it:

For all its problems, Berlin is the world’s most potent crucible of thought
about the nature of cities. With vast expenditure of wealth, the richest
nation in Europe has generated projects designed to knit the fractured
metropolis together [...]). They have much to teach,

The caution expressed in this passage, however, rurns into pessimism at the
hand of Andreas Huyssen {1997 39), who suggests that:

Berlin may be the place to study how this new emphasis on the city as
cultural sign, combined with its role as capital and the pressures of
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