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Unravelling the tensions in liquid cultural consumption 

 

Abstract 

Drawing on Bauman’s (2000) liquid modernity and Bardhi and Eckhardt’s (2017) concept of 

liquid consumption, this research attempts to frame liquid cultural consumption through six 

tensions, namely [De|Re]materialization, [Over]Abundance, [Auto|Hetero]nomy, 

[Con|Pro]sumption, Access vs Possession, Commodification vs Sacralization. We conclude 

proposing pathways for future research. 
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Introduction 

“Culture is now able to focus on fulfilling individual needs, solving individual problems 

and struggles with the challenges and troubles of personal lives. It can be said that in 

liquid modern times, culture (and most particularly, though not exclusively, its artistic 

sphere) is fashioned to fit individual freedom of choice and individual responsibility for 

that choice; and that its function is to ensure that the choice should be and will always 

remain a necessity and unavoidable duty of life, while the responsibility for the choice 

and its consequences remains where it has been placed by the liquid modern human 

condition – on the shoulders of the individual, now appointed to the position of chief 

manager of ‘life politics’ and its sole executive.” – (Bauman, 2011, p. 14) 

Liquid modernity is a place of tensions, instability and constant changes. The concept was first 

framed by Polish philosopher Zygmunt Bauman in his essay Liquid Modernity (2000) to 

account for the characteristics of our society, notably (1) an emancipation from the social 

norms, (2) the exacerbation of consumer’s individuality (3) the melting relationship between 

time and space, (4) a shift in the perception, stability and purpose of work and (5) an implosion 

of communities. Bardhi and Eckhardt (2017) drew on Bauman’s seminal work to coin liquid 

consumption and its opposite concept of solid consumption through 4 dimensions, respectively 

liquid and solid: (1) access vs possession, (2) ephemeral consumption vs long-lasting 

consumption, (3) immaterial vs material and (4) low vs high relevance to identity. Consumers 

oscillate between solid and liquid consumption (Rosenberg et al., 2023) and can even attempt 

to solidify their consumption to “manage liquid modernity” (Eckhardt and Bardhi, 2020). As 

Bauman (Bauman and Haugaard, 2008) and Eckhardt and Bardhi (2020) state, liquidity should 

not be taken literally, but is a metaphor to think of, respectively, the tensions within modern 

condition and consumption.  
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Bauman (2011) drew upon his concept of liquid modernity to envision how culture permeates 

in our liquid modern world. In parallel to Bardhi and Eckhardt’s (2017) extension of Bauman’s 

liquid modernity, we will rely on the metaphor of liquidity and an interdisciplinary corpus to 

attempt to frame liquid cultural consumption through six tensions. We will explain how they 

can enable us to better understand nowadays’ cultural consumption, and, from each of them, 

we’ll derive questions for further research. 

[De|Re]materialisation 

Our first tension, [De|Re]materialization, directly stems from the rapid technological changes 

that have changed the rapport between time and space (Bauman, 2000) and from the idea that 

liquid consumption is principally immaterial (Bardhi and Eckhardt, 2017). Jones et al. (2015) 

conceptualize creative products along two dimensions: their “semiotic codes” and their 

“material base”. One could understand the digitalisation of culture – streaming services and the 

Internet – as an evaporation of such material base. However, as Belk (2013) artfully points out, 

what happened was in fact a rematerialisation. Although our CDs, DVDs and books are now 

reduced to lines of code, they still needs a material base – iPhones, TVs, computers, tablets, 

eReaders – to be consumed (Caliandro et al., 2024; Sinclair and Tinson, 2017). Further, the 

way our digital devices display our collections of digital cultural goods bears material 

characteristics – we see and touch them – and could therefore be considered as “digitally 

material” (Pink et al., 2016). Besides this new materiality of cultural goods, we can observe 

among consumers a desire to return to ancient forms of materiality, as highlighted as a biting 

back effect in Magaudda’s (2011) research on analogic music consumption in the age of 

dematerialization, or expressed as a new form of distinction through resistance against music 

platforms (Webster, 2020).  
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[Over]Abundance 

The second tension is inspired by the metaphorical character of liquidity in studying liquid 

modernity and consumption (Bauman and Haugaard, 2008; Eckhardt and Bardhi, 2020): the 

cultural marketplace currently hosts unprecedented liquidities of cultural offers. We live in an 

era of cultural abundance (Glévarec, 2021; Jansson and Hracs, 2018) characterized by an 

ubiquity, a prosperity and a greater access to cultural offers, which is arguably the result of the 

dematerialisation of cultural goods. Despite such abundance of cultural goods on the market, 

there is a lack of diversity consumed, both on the digital1 & 2 and on the physical markets 

(Donnat, 2018a, 2018b). The profusion of offers on cultural platforms is one of their key factors 

of success, but can also have detrimental effects since it can lead to choice overload situations 

(Bollen et al., 2010; Ferwerda et al., 2019; Gomez-Uribe and Hunt, 2016), situations in which 

“the complexity of the decision problem faced by an individual exceeds the individual’s 

cognitive resources” (Chernev et al., 2015). It can lead to greater indecision (Besedeš et al., 

2015), greater regrets (Gourville and Soman, 2005), a reduction of the quantity and the 

diversity consumed (Bollen et al., 2010; Haynes, 2009; Scheibehenne et al., 2010) and even to 

consumers being paralyzed and unable to decide (Sela et al., 2009). A study based on 2,000 

American respondents found that the average Netflix user spends 18 minutes choosing what 

content to watch3. Netflix users in the UK spend 187 hours per year simply browsing on the 

 

 

1  Data Shows 90 Percent of Streams Go to the Top 1 Percent of Artists. Emily Blake for Rolling Stone (2020). 
Accessed from: https://www.rollingstone.com/pro/news/top-1-percent-streaming-1055005/ 
2 Does Netflix have a ‘long tail’?. VODClickstream.com (2019). Accessed from: 
https://vodclickstream.com/does-netflix-have-a-long-tail/  
3 “Netflix Users Spend 18 Minutes Picking Something to Watch, Study Finds”. Maglio, T. for The Wrap (2016). 
Retrieved from: https://www.thewrap.com/netflix-users-browse-for-programming-twice-as-long-as-cable-
viewers-study-says/  

https://www.rollingstone.com/pro/news/top-1-percent-streaming-1055005/
https://vodclickstream.com/does-netflix-have-a-long-tail/
https://www.thewrap.com/netflix-users-browse-for-programming-twice-as-long-as-cable-viewers-study-says/
https://www.thewrap.com/netflix-users-browse-for-programming-twice-as-long-as-cable-viewers-study-says/
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platform4. However, consumers still prefer to choose by themselves even if this implies 

increased cognitive efforts on their part (Botti and lyengar, 2004). 

[Auto|Hetero]nomy 

This next tension reflects the weight of choice in cultural consumption that is nowadays,  

according to Bauman (2011), incumbent on the individual rather than on social entities. There 

is more freedom to choose since social norms are waning, but at the same time, more 

responsibility in choosing. The advent of cultural platforms aggregating humongous amounts 

of cultural goods and mediating the relationships between producers, artists and consumers 

(Nieborg and Poell, 2018) has paradoxical effects on how consumers choose cultural goods. 

On the one hand, consumers have access to unprecedented amounts of cultural offers and are 

free of choosing whatever they like to watch, listen to or read, as compared to traditional 

vertical media. On the other hand, their consumption is increasingly reliant on these platforms’ 

algorithms (Airoldi and Rokka, 2022; Beuscart et al., 2019; Shapiro, 2020; Varela and Kaun, 

2019; Weingartner, 2020; Wilson-Barnao, 2017). 

[Con|Pro]sumption 

Once again, relying metaphorically on the image of liquidity and on the blurring social 

structures and norms, we posit that the status of consumers is in tension within liquid cultural 

consumption. Firat and Venkatesh (Firat et al., 1995; Firat and Venkatesh, 1993) showed that 

the postmodern era is characterized by an overlapping of production and consumption: the 

 

 

4 “Brits spend 187 hours browsing Netflix in a year, study claims”. Chilton, L. for The Independent (2020). 
Retrieved from: https://www.independent.co.uk/arts-entertainment/tv/news/netflix-browsing-how-much-time-
odeon-fact-cinemas-study-a9682011.html  

https://www.independent.co.uk/arts-entertainment/tv/news/netflix-browsing-how-much-time-odeon-fact-cinemas-study-a9682011.html
https://www.independent.co.uk/arts-entertainment/tv/news/netflix-browsing-how-much-time-odeon-fact-cinemas-study-a9682011.html
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product is the actual producer in that it reveals the consumer’s identity.  Such blurring goes 

further since a shift in the status of the consumer was witnessed, most dramatically so in the 

age of the Web 2.0. Increasingly, with the help of new media and decreasing production costs, 

consumers are put to contribution by firms and become prosumers (Ritzer, 2014; Ritzer et al., 

2012; Ritzer and Jurgenson, 2010). Prosumers can have a direct and active impact on the 

cultural marketplace – i.e., uploading YouTube videos, hacking the platform’s algorithms to 

promote their favourite artists – or a more passive one – i.e., simply wearing a fashion item or 

being counted as a viewer on media platforms – (Derbaix et al., 2023; Duncum, 2011; 

Scaraboto and Fischer, 2023; Tse and Tsang, 2021; Vizcaíno-Verdú et al., 2023). 

Access vs Possession 

In today’s cultural marketplace as well as today’s consumption environment more broadly, 

access has supplanted possession (Belk, 2014). One of the specificities of the new business 

models of cultural platforms is that they provide either for free – against watching advertising 

– or for a small monthly subscription fee access to a virtually unlimited amount of cultural 

offers (Arditi, 2018). This tension between consuming goods simply through accessing them 

as opposed to possessing them is one constituent of the liquid vs solid consumption spectrum 

(Bardhi & Eckhardt, 2017). However, this does not tell the full story. We can distinguish legal 

ownership – a form of ownership recognized by society, framed by law and to which are 

associated an array of obligations and rights – and psychological ownership – “the state in 

which individuals feel as though the target of ownership or a piece of that target is ‘theirs’ (i.e., 

‘It is mine!’)” (Pierce et al., 2003, p. 86). The datafication of cultural platforms could lead to 

personalized individual experiences (Caliandro et al., 2024) that would give their users feelings 

of ownership – “my recommendations”, “my watchlist”… Further, NFT represents a new form 
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of ownership - that is to be ontologically and legally distinguished from traditional ownership 

(Belk et al., 2022). 

Commodification vs Sacralisation 

This last tension derives from the extreme liquidity of cultural goods on the marketplace and 

the thought that their purpose in the liquid modern world is to satisfy consumers’ needs 

(Bauman, 2011). Literature on cultural consumption and marketing applied to arts and culture 

has oftentimes relied on Adorno’s (Adorno and Bernstein, 2005), Baudrillard (1970) and 

Benjamin’s (Benjamin and Jennings, 2010) works on the standardisation and the 

commodification of the work of art. Cultural goods are nowadays blended with other 

commodities on the over-abundant marketplace, simply serve to “satisfy individual needs” 

(Bauman, 2011) and have lost their aura. On the one hand, Haddad’s works through the lens of 

categorization (Haddad-Bacry, 2022; Haddad-Bacry and Michel, 2023) challenge the 

experiential view (Bourgeon-Renault, 2000; Holbrook and Hirschman, 1982) and put an 

emphasis on the utilitarian aspects of cultural consumption. Cultural goods, just like any other 

goods, are chosen for their anticipated value. On the other hand, stardom and celebrity “have 

become a defining characteristics of our mediatized societies” (Driessens, 2013). We are 

perhaps witnessing the paroxysm of Adorno’s view that in the Cultural Industries, consumers’ 

tastes and preferences have less to do with the artworks than with the personalities of the artists 

(Moore, 2012). Tribes of consumers can gather around the worshipping of a particular product 

– sometimes being some of the devices on which cultural consumption occurs such as the 



8 

 

 

iPhone – or idols (Cova et al., 2011). One of the most probing examples today is that of “clans” 

of K-Pop fans such as the “BTS Army”5. 

Conclusion and directions for future research 

The changes that the cultural marketplace has undergone over the last two decades have 

profoundly changed the way we consume cultural goods, the way we consider them as well as 

the way we choose and experience them. Bauman (2011, 2000) depicts a world of perpetual 

instability, in which nothing remains solid anymore. Such instability let Bardhi and Eckhardt 

(2017) to conceptualise liquid and solid consumption. Consumer’s oscillations between liquid 

and solid ways to consume goods, services and experiences could then be envisioned as a 

refusal of the perpetual changes in which our society is entangled. Drawing on their work 

enabled us to propose six tensions that we believe are key to understand how consumers 

consume cultural goods nowadays ant the tensions they experience. We summarise them in the 

following table and juxtapose them to research questions that may be addressed to further 

comprehend them. We call for further research to attempt to better understand liquid cultural 

consumption and (1) how consumers deal with the burring of materiality, (2) the desire for 

choice and abundance and the potential overwhelming feeling that might stem from it, (3) the 

oscillation between choosing for themselves what to consume and let the algorithms guide 

them, (4) their blurred status, in-between consumers and producers, (5) when they choose 

possession over access and how new forms of possession are negotiated, and ultimately, (6) 

how they treat cultural goods through the commodity-sacrality opposition. 

 

 

5 https://kpop-fanon-fandom.fandom.com/wiki/List_of_Fan_Club_Names_and_Colors  

https://kpop-fanon-fandom.fandom.com/wiki/List_of_Fan_Club_Names_and_Colors
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Tension Description Corresponding literature Research questions 

[De|Re]materialization Cultural goods have 
emancipated from their 
material constraints and 
are embracing new forms 
of materiality. 

Bardhi and Eckhardt, 2017; 
Bauman, 2000; Belk, 2013; 
Caliandro et al., 2024; Jones et 
al., 2015; Magaudda, 2011; 
Pink et al., 2016; Sinclair and 
Tinson, 2017; Webster, 2020 

- How to envision the new 
configurations of materiality in cultural 
consumption?  
- If material consumption is more 
identity-defining, then to what extent 
are media devices perceived by 
consumers as their new identity-kits 
(Belk, 2013)? 

- What about the digital material 
items/goods conveyed through them? 

[Over]Abundance Partly due to their 
emancipation from 
material constraints, 
cultural goods are overly 
abundant. Their 
abundance can 
overwhelm consumers.  

Bauman and Haugaard, 2008; 
Besedeš et al., 2015; Bollen et 
al., 2010; Botti and lyengar, 
2004; Chernev et al., 2015; 
Donnat, 2018a, 2018b; 
Eckhardt and Bardhi, 2020; 
Ferwerda et al., 2019; 
Glévarec, 2021; Gomez-Uribe 
and Hunt, 2016; Gourville and 
Soman, 2005; Haynes, 2009; 
Jansson and Hracs, 2018; 
Scheibehenne et al., 2010; 
Sela et al., 2009 

- How can we understand the choice of 
cultural products in an era of cultural 
abundance?  
- Are social norms and structures really 
waning or are they still operating at the 
individual level? 

[Auto|Hetero]nomy Consumers experience 
more freedom from social 
norms and can choose 
what to consume on 
social platforms, but their 
choices are influenced by 
algorithms. 

Airoldi and Rokka, 2022; 
Bauman, 2011; Beuscart et al., 
2019; Nieborg and Poell, 
2018; Shapiro, 2020; Varela 
and Kaun, 2019; Weingartner, 
2020; Wilson-Barnao, 2017 

- Are consumers feeling autonomous in 
choosing? 

- What is the impact of their level of 
autonomy on their cultural 
consumption? 

- Are there situations when 
autonomy/heteronomy is experienced 
differently? 

 

[Con|Pro]sumption The status of consumers 
is liquefying, and they are 
increasingly put to 
contribution, passively or 
actively, by the cultural 
marketplace as procucers. 

Derbaix et al., 2023; Duncum, 
2011; Firat and Venkatesh, 
1993; Firat et al., 1995; Ritzer, 
2014; Ritzer and Jurgenson, 
2010; Ritzer et al., 2012; 
Scaraboto and Fischer, 2023; 
Tse and Tsang, 2021; 
Vizcaíno-Verdú et al., 2023 

-How is that tension articulated in the 
consumer’s mind and to what extent are 
they aware of their blurry status? 

- How are prosumers’ productions 
consumed as compared to regular 
producers’? 

Access vs Possession Nowadays, consumers 
rather pay to access 
cultural goods rather than 
to own them. However, 
the notion of 
psychological ownership, 

Arditi, 2018; Bardhi & 
Eckhardt, 2017; Belk, 2014; 
Belk et al., 2022; Caliandro et 
al., 2024; Pierce et al., 2003 

- How is that tension between access 
and possession articulated in the 
consumer’s mind when experiencing 
access-based offers?  
- How are the new forms of possession 
– feelings of ownership on access-based 
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Appendix 

Here are a few questions to consider: 

1. Are there other tensions framing liquid cultural consumption? 

2. What are the underlying questions regarding each tension (e.g., Ethics for 

[Auto|Hetero]nomy)? 

3. Do these apply to all consumers? Are some consumers more or less sensitive to them? 

4. What pushes towards one or the other end of the tensions? When do we value 

abundance/feel overwhelmed by it? When do we sacralise or commodify cultural goods 

and why? 

 

 

 

 

 

new forms of digital 
possessions and solid 
consumption patterns can 
challenge that view. 

platforms, NFTs – negotiated by 
consumers in their identity-seeking 
endeavours? 

Commodification vs 
Sacralization 

Cultural goods are 
increasingly apprehended 
through utilitarian modes, 
while cultural icons are 
sacralised. 

Adorno and Bernstein, 2005; 
Baudrillard, 1970; Bauman, 
2011; Benjamin and Jennings, 
2010; Bourgeon-Renault, 
2000; Cova et al., 2011; 
Driessens, 2013; Haddad-
Bacry, 2022; Haddad-Bacry 
and Michel, 2023; Holbrook 
and Hirschman, 1982; Moore, 
2012 

- How do consumers perceive the status 
of cultural goods? What factors 
determine such perception? 

- Are cultural icons or their cultural 
productions the main point of focus? 



11 

 

 

References 

Adorno, T.W., Bernstein, J.M., 2005. The Culture Industry: Selected Essays on Mass Culture. 
Taylor and Francis, Florence. 

Airoldi, M., Rokka, J., 2022. Algorithmic consumer culture. Consum. Mark. Cult. 25, 411–
428. https://doi.org/10.1080/10253866.2022.2084726 

Arditi, D., 2018. Digital Subscriptions: The Unending Consumption of Music in the Digital 
Era. Pop. Music Soc. 41, 302–318. https://doi.org/10.1080/03007766.2016.1264101 

Bardhi, F., Eckhardt, G.M., 2017. Liquid Consumption. J. Consum. Res. 44, 582–597. 
https://doi.org/10.1093/jcr/ucx050 

Baudrillard, J., 1970. La Société de consommation. Denoël, Paris. 

Bauman, Z., 2011. Culture in a Liquid Modern World. Polity Press, Cambridge, UK. 

Bauman, Z., 2000. Liquid modernity. Polity Press, Cambridge. 

Bauman, Z., Haugaard, M., 2008. Liquid modernity and power: A dialogue with Zygmunt 
Bauman 1. J. Power 1, 111–130. https://doi.org/10.1080/17540290802227536 

Belk, R.W., 2013. Extended Self in a Digital World. J. Consum. Res. 40, 477–500. 
https://doi.org/10.1086/671052 

Belk, R.W., Humayun, M., Brouard, M., 2022. Money, possessions, and ownership in the 
Metaverse: NFTs, cryptocurrencies, Web3 and Wild Markets. J. Bus. Res. 153, 198–205. 
https://doi.org/10.1016/j.jbusres.2022.08.031 

Benjamin, W., Jennings, M.W., 2010. The Work of Art in the Age of Its Technological 
Reproducibility [First Version]. Grey Room 39, 12–38. 
https://doi.org/10.1162/grey.2010.1.39.11 

Besedeš, T., Deck, C., Sarangi, S., Shor, M., 2015. Reducing choice overload without reducing 
choices. Rev. Econ. Stat. 97, 793–802. 

Beuscart, J.-S., Coavoux, S., Maillard, S., 2019. Les algorithmes de recommandation musicale 
et l’autonomie de l’auditeur: Analyse des écoutes d’un panel d’utilisateurs de streaming. 
Réseaux 213, 17–47. https://doi.org/10.3917/res.213.0017 

Bollen, D., Knijnenburg, B.P., Willemsen, M.C., Graus, M., 2010. Understanding choice 
overload in recommender systems, in: Proceedings of the Fourth ACM Conference on 
Recommender Systems - RecSys ’10. Presented at the the fourth ACM conference, ACM Press, 
Barcelona, Spain, p. 63. https://doi.org/10.1145/1864708.1864724 

Botti, S., lyengar, S.S., 2004. The Psychological Pleasure and Pain of Choosing: When People 
Prefer Choosing at the Cost of Subsequent Outcome Satisfaction. J. Pers. Soc. Psychol. 87, 
312–326. https://doi.org/10.1037/0022-3514.87.3.312 

Bourgeon-Renault, D., 2000. Evaluating Consumer Behaviour in the Field of Arts and Culture 
Marketing. Int. J. Arts Manag. 3, 4–18. 



12 

 

 

Caliandro, A., Gandini, A., Bainotti, L., Anselmi, G., 2024. The platformization of consumer 
culture: A theoretical framework. Mark. Theory 14705931231225537. 
https://doi.org/10.1177/14705931231225537 

Chernev, A., Böckenholt, U., Goodman, J., 2015. Choice overload: A conceptual review and 
meta-analysis. J. Consum. Psychol. 25, 333–358. https://doi.org/10.1016/j.jcps.2014.08.002 

Cova, B., Kozinets, R., Shankar, A. (Eds.), 2011. Consumer tribes. Routledge, London. 

Derbaix, M., Korchia, M., Matis, P., 2023. Fans as Prosumers: Labour of Love. Int. J. Arts 
Manag. 25, 5–15. 

Donnat, O., 2018a. Évolution de la diversité consommée sur le marché de la musique 
enregistrée, 2007-2016. Cult. Etudes 4, 1. https://doi.org/10.3917/cule.184.0001 

Donnat, O., 2018b. Évolution de la diversité consommée sur le marché du livre, 2007-2016. 
Cult. Etudes 3, 1. https://doi.org/10.3917/cule.183.0001 

Driessens, O., 2013. The celebritization of society and culture: Understanding the structural 
dynamics of celebrity culture. Int. J. Cult. Stud. 16, 641–657. 
https://doi.org/10.1177/1367877912459140 

Duncum, P., 2011. Youth on YouTube: Prosumers in a Peer-to-Peer Participatory Culture. Int. 
J. Arts Educ. 9, 24–39. 

Eckhardt, G.M., Bardhi, F., 2020. The value in de-emphasizing structure in liquidity. Mark. 
Theory 20, 573–580. https://doi.org/10.1177/1470593120941038 

Ferwerda, B., Yang, E., Schedl, M., Tkalcic, M., 2019. Personality and taxonomy preferences, 
and the influence of category choice on the user experience for music streaming services. 
Multimed. Tools Appl. 78, 20157–20190. https://doi.org/10.1007/s11042-019-7336-7 

Firat, A.F., Dholakia, N., Venkatesh, A., 1995. Marketing in a postmodern world. Eur. J. Mark. 
29, 40–56. https://doi.org/10.1108/03090569510075334 

Firat, A.F., Venkatesh, A., 1993. Postmodernity: The age of marketing. Int. J. Res. Mark. 10, 
227–249. https://doi.org/10.1016/0167-8116(93)90009-N 

Glévarec, H., 2021. L’expérience culturelle ; catégories, caractéristiques et conditions des 
pratiques en régime d’abondance culturelle. Bord de l’eau, Paris. 

Gomez-Uribe, C.A., Hunt, N., 2016. The Netflix Recommender System: Algorithms, Business 
Value, and Innovation. ACM Trans. Manag. Inf. Syst. 6, 1–19. https://doi.org/10.1145/2843948 

Gourville, J.T., Soman, D., 2005. Overchoice and Assortment Type: When and Why Variety 
Backfires. Mark. Sci. 24, 382–395. https://doi.org/10.1287/mksc.1040.0109 

Haddad-Bacry, S., 2022. L’offre et le choix de consommation culturelle : de la catégorisation à 
l’accessibilité des offres. IAE Paris - Sorbonne Business School, Université Paris 1 Panthéon-
Sorbonne, Paris, France. 

Haddad-Bacry, S., Michel, G., 2023. Rethinking cultural consumption through the lens of 
categorization. Carnets Consomm. 10. https://doi.org/10.48748/1YNV-7S39 



13 

 

 

Haynes, G.A., 2009. Testing the boundaries of the choice overload phenomenon: The effect of 
number of options and time pressure on decision difficulty and satisfaction. Psychol. Mark. 26, 
204–212. https://doi.org/10.1002/mar.20269 

Holbrook, M.B., Hirschman, E.C., 1982. The Experiential Aspects of Consumption: Consumer 
Fantasies, Feelings, and Fun. J. Consum. Res. 9, 132–140. https://doi.org/10.1086/208906 

Jansson, J., Hracs, B.J., 2018. Conceptualizing curation in the age of abundance: The case of 
recorded music. Environ. Plan. Econ. Space 50, 1602–1625. 
https://doi.org/10.1177/0308518X18777497 

Jones, C., Lorenzen, M., Sapsed, J. (Eds.), 2015. Creative Industries: A Typology of Change, 
in: The Oxford Handbook of Creative Industries, Oxford Handbooks. Oxford University Press, 
Oxford, pp. 3–30. 

Magaudda, P., 2011. When materiality ‘bites back’: Digital music consumption practices in the 
age of dematerialization. J. Consum. Cult. 11, 15–36. 
https://doi.org/10.1177/1469540510390499 

Moore, R., 2012. Digital Reproducibility and the Culture Industry: Popular Music and the 
Adorno-Benjamin Debate. Fast Capital. 9. https://doi.org/10.32855/fcapital.201201.010 

Nieborg, D.B., Poell, T., 2018. The platformization of cultural production: Theorizing the 
contingent cultural commodity. New Media Soc. 20, 4275–4292. 
https://doi.org/10.1177/1461444818769694 

Pierce, J.L., Kostova, T., Dirks, K.T., 2003. The State of Psychological Ownership: Integrating 
and Extending a Century of Research. Rev. Gen. Psychol. 7, 84–107. 
https://doi.org/10.1037/1089-2680.7.1.84 

Pink, S., Ardèvol, E., Lanzeni, D. (Eds.), 2016. Digital materiality, in: Digital Materialities. 
Routledge, pp. 1–26. 

Ritzer, G., 2014. Prosumption: Evolution, revolution, or eternal return of the same? J. Consum. 
Cult. 14, 3–24. https://doi.org/10.1177/1469540513509641 

Ritzer, G., Dean, P., Jurgenson, N., 2012. The Coming of Age of the Prosumer. Am. Behav. Sci. 
56, 379–398. https://doi.org/10.1177/0002764211429368 

Ritzer, G., Jurgenson, N., 2010. Production, Consumption, Prosumption: The nature of 
capitalism in the age of the digital ‘prosumer.’ J. Consum. Cult. 10, 13–36. 
https://doi.org/10.1177/1469540509354673 

Rosenberg, L.M., Weijo, H.A., Kerkelä, I., 2023. Consumer Desires and the Fluctuating 
Balance between Liquid and Solid Consumption: The Case of Finnish Clothing Libraries. J. 
Consum. Res. ucad021. https://doi.org/10.1093/jcr/ucad021 

Scaraboto, D., Fischer, E., 2023. Restless platformance: How prosumer practices change 
platform markets. Mark. Theory 14705931231195188. 
https://doi.org/10.1177/14705931231195188 



14 

 

 

Scheibehenne, B., Greifeneder, R., Todd, P.M., 2010. Can There Ever Be Too Many Options? 
A Meta-Analytic Review of Choice Overload. J. Consum. Res. 37, 409–425. 
https://doi.org/10.1086/651235 

Sela, A., Berger, J., Liu, W., 2009. Variety, Vice, and Virtue: How Assortment Size Influences 
Option Choice. J. Consum. Res. 35, 941–951. https://doi.org/10.1086/593692 

Shapiro, S., 2020. Algorithmic Television in the Age of Large-scale Customization. Telev. New 
Media 21, 658–663. https://doi.org/10.1177/1527476420919691 

Sinclair, G., Tinson, J., 2017. Psychological ownership and music streaming consumption. J. 
Bus. Res. 71, 1–9. https://doi.org/10.1016/j.jbusres.2016.10.002 

Tse, T., Tsang, L.T., 2021. Reconceptualising prosumption beyond the ‘cultural turn’: Passive 
fashion prosumption in Korea and China. J. Consum. Cult. 21, 703–723. 
https://doi.org/10.1177/1469540518804300 

Varela, D., Kaun, A., 2019. A User-focused Approach to the Netflix Recommendation 
Algorithm, in: Netflix at the Nexus: Content, Practice, and Production in the Age of Streaming 
Television. Peter Lang Publishing Froup, New York, pp. 197–211. 

Vizcaíno-Verdú, A., De-Casas-Moreno, P., Tirocchi, S., 2023. Online prosumer convergence: 
Listening, creating and sharing music on YouTube and TikTok. Commun. Soc. 36, 151–166. 
https://doi.org/10.15581/003.36.1.151-166 

Webster, J., 2020. Taste in the platform age: music streaming services and new forms of class 
distinction. Inf. Commun. Soc. 23, 1909–1924. 
https://doi.org/10.1080/1369118X.2019.1622763 

Weingartner, S., 2020. Digital omnivores? How digital media reinforce social inequalities in 
cultural consumption. New Media Soc. 146144482095763. 
https://doi.org/10.1177/1461444820957635 

Wilson-Barnao, C., 2017. How algorithmic cultural recommendation influence the marketing 
of cultural collections. Consum. Mark. Cult. 20, 559–574. 
https://doi.org/10.1080/10253866.2017.1331910 

 


	Abstract
	Introduction
	[De|Re]materialisation
	[Over]Abundance
	[Auto|Hetero]nomy
	[Con|Pro]sumption
	Access vs Possession
	Commodification vs Sacralisation
	Conclusion and directions for future research
	Appendix
	References

