
 

 

Streaming the culture industries: Analyzing the technologies, 
practices and value networks of streaming media services (STREAM) 

1. Relevance relative to the call for proposals 
What is the impact and nature of new media technologies? To assess this has been a recurring 
ambition in media and communications studies (cf. Gillespie, Boczkowski & Foot, 2014). 
Digitalization has brought a range of new technologies and services, streaming media being the 
most recent to take hold. Since the introductions of YouTube (2005), Netflix (streaming since 2007) 
and Spotify (2008), streaming has become central to a number of media and culture industries, but 
still remains under-explored in academic research. 

Streaming, understood here as on-demand access to vast digital catalogues of works, combines 
technologies and business models in a manner that has the potential to change cultural practice. 
Spotify and Wimp (now Tidal) have already changed how we find and consume music; Netflix, 
HBO, YouTube and domestic based online broadcasters are changing our television and video 
habits; and streaming services for literature are lining up to alter the way we read. As streaming 
media services tempt users with an offer of access to almost anything anytime, these new practices 
challenge the culture industries and usher in a new way of relating to end-products as ubiquitous 
and intangible services rather than scarce, material objects. 

As the design of the STREAM project (see section 3) reveals, we take a multi-faceted view, 
looking at 1) the design, technology and repertoire, 2) the usage and practice, and 3) the business 
models and value networks of streaming media services. This research design enables a cross-
disciplinary advancement of theories and methods, which will aid us in capturing the complex 
actor-networks involving technology, end-users and private and public stakeholders.  

We hold that, despite variations of streaming services across and within the culture industries, 
the technologies, practices, and value networks of streaming constitute a distinct, recognizable and 
analyzable “socio-technical assemblage” (Latour, 2005). Drawing on recent research currents 
within media and communications studies influenced by Actor-Network Theory and Social 
construction of technology (Gillespie, Boczkowski & Foot, 2014; Oudshoorn & Pinch, 2005; 
Boczkowski & Lievrouw, 2008), we analyze streaming at the intersection of technology, economics 
and the agency of users.  

The project will examine these intersections in four sections of the culture industries. Music, 
television, film and book publishing are all currently seeing developments towards streaming as a 
dominant or emergent distribution and business model. We maintain a Norwegian national outlook 
on matters of impact and usage, but the topic calls for attention to the global media companies 
currently leading the trend towards streaming. “Streaming media services” will be the preferred 
term for referring to the services in question.  

While some studies within the area of media and communications have analyzed streaming in 
isolated sectors, none have so far examined streaming across the culture industries, taking heed of 
variances with the streaming media services. Such a broad cross-industrial approach limits our 
ability to capture every nuance of the industries in question, but allows for comparisons and for 
highlighting differences and distinctions that are currently missing from the literature. By producing 
empirical studies and theoretical concepts of new media technological practices, STREAM aims at 
genuinely new contributions to the media and communications studies of culture and technology. 

As will be elaborated below, a project of this kind requires an approach which takes into 
account the relative novelty of streaming as a practice, the specifics of the technology, and the 
media industrial contexts from which streaming arises. STREAM combines two large survey 
studies with qualitative interviews with both users and media managers across the cultural sectors, 
and innovative software studies and digital methods.  



 

 

2. Aspects relating to the research project  
Background and status of knowledge  

Presently there exists no common definition of streaming media services. As a starting point, and 
drawing on Hagen (2015) and Colbjørnsen (2016), we propose to understand “streaming media 
services” as the synchronized and simultaneous on-demand provision of an abundant collection of 
culture products through a central server-based online service to an audience, for a fixed fee, for 
exposure to advertising, or as part of a publicly funded offering.  

Technologically, streaming is both a way of distributing media files over the internet, and an 
interface to a database of such files. It follows from the definition that STREAM is focused on on-
demand streaming rather than non-interactive (or ‘radio-type’) streaming, rental services or live 
streaming (for instance of sports events). The project is specifically concerned with legitimate 
business models. Streaming services such as Spotify Premium and Netflix rely on subscriptions for 
generating revenue, while YouTube and Spotify Free are ad-financed. Both models represent a shift 
from ownership of content to a licensing of content. For the distributors, that means a shift from 
single unit purchases with payment after the fact, to an all-you-can-eat service with up-front 
payments. While having precedents in non-digital media models based on subscription, streaming 
nonetheless represents a unique and innovative business model, or more precisely, a set of business 
models based on the distribution model of on-demand access to online databases (Thomes, 2013). 

In relation to legitimate business models, STREAM will address the challenges raised by 
illegitimate ‘pirate’ services such as Popcorntime and the roles of free services based on publically 
financed (such as PSB) and non-copyrighted material (such as user-generated content in YouTube 
or Soundcloud).  

Streaming may be the most noticeable and perhaps the most central single line of development 
within the culture industries; however, streaming services have not taken an equally strong hold 
across all branches of culture and media, and there exist huge variances from country to country. 
Norway stands out as one of the countries where the population has most eagerly adopted streaming 
as a way of accessing media. Music is a case in point: Statistics from IFPI Norway indicate that the 
streaming share of total music sales increased from 65 % in 2013 to 75 % in 2014. Streaming is also 
becoming prominent for television and film. In 2015, the television streaming service of NRK, 
Norway’s national public service broadcaster, had 1.5 million unique visitors weekly, a 23 % 
increase from 2014 (NRK Analyse 2016). They also found that young people prefer watching 
streaming television to broadcast, and that YouTube is (along with Facebook) the service people in 
their twenties would miss the most if it disappeared (NRK Analyse 2016). TNS Gallup reports that 
41 % of Norwegians subscribe to at least one of the commercial television streaming services (TNS 
Gallup 2016). The Norwegian Media Authority has estimated that global streaming services such as 
Netflix and HBO collected NOK 704 million in operating revenues from Norway in 2014 
(Medietilsynet, 2015). Streaming in the book industry is still a marginal phenomenon, but a wide 
array of actors is positioning for streaming success in the ebook and audiobook markets as well, 
with global giant Amazon looming large, flanked by Danish Mofibo, Norwegian Ereadz, and 
Swedish Storytel (in partnership with Cappelen Damm). Storytel has registered 20.000 users 
(approx. 6000 paid) for their ebook and audiobook streaming service.  

The digitalization of the culture industries has been widely discussed and analyzed (cf. Allan-
Robertsen, 2013; Hesmondhalgh, 2013; Küng, Picard & Towse, 2008; Bolin, 2011; Beer, 2013), 
but with little attention to streaming, which has so far not been subject to any general and 
overarching analysis that cuts across sectors of the culture industries. However, studies pertaining to 
singular industries have looked at aspects of streaming, particularly for music (e.g. Wikstrøm 2013; 
Hagen 2015; Lüders, 2015; Kjus, 2016; Spilker, 2017 forthcoming). Up-to-date studies on film and 
television tend to devote parts to a discussion of streaming, but without making a significant point 
of it (cf. Holt & Sanson 2013; Lotz, 2014; Balio, 2013). There is an extensive research on YouTube, 
most of it focusing on how it allows non-professionals to distribute video, and on the social 
networking aspects of the service (Burgess & Green 2009; Fagerjord 2010). Digitalization of the 



 

 

book industry has been extensively analyzed (Thompson, 2005; 2010; Colbjørnsen, 2015a; 
Hjarvard & Helles, 2015), but studies on streaming services for books are lacking (Colbjørnsen, 
2015b providing an exception). 

Much as the case is with Internet-enabled technologies in general (cf. Küng, Picard & Towse, 
2008), streaming represents a new form of technology, new forms of content, new roles of users, as 
well as opportunities and challenges for incumbents and insurgents in the culture industries and 
challenges to existing media and cultural policy. A major objective of STREAM is to see across 
sectors and technical solutions, and study how these developments pose challenges and possibilities 
to cultural production and practice as a whole. The culture industries have shaped and partly defined 
modern societies, yet the impact of streaming services for the production, circulation, curation and 
experience of symbolic forms are unknown. The cultural transformation which streaming implies 
can only be properly understood by examining the networks of the human and non-human entities 
involved. STREAM is consequently motivated by the following three interrelated challenges: 

(1) While the concept of streaming is frequently evoked to make sense of current digital media 
practices and to propose new and allegedly more sustainable business models, the technology and 
practice of streaming is not clearly understood or defined. Significant differences between 
streaming services are typically blurred in an all-encompassing notion (“A Spotify for…”), and 
traditional terms such as ‘medium,’ ‘channel,’ or ‘platform’ are difficult to apply with any 
precision. Most studies to date are of isolated services or industries. The field is in need of a 
comprehensive research endeavor to create useful definitions and typologies and to analyze the 
services in question more in depth. The specific “affordances” (Gibson, 1977; Hutchby, 2001) of 
streaming technologies need to be examined, as well as content profiles and repertoire.  

(2) The extent, nature and consequences of streaming usage are not known. This challenge calls 
for a mapping of patterns of use, and examining how users navigate, read and decode streaming 
content; acknowledging both human and machine agency. That is, we need to examine how people 
actively make sense of streaming services, and how experiences are shaped by the materiality of 
streaming services. The abundance of streaming content has instigated efforts to help content find 
users, for example through recommender systems, based on collaborative filtering algorithms. 
These are not un-biased, but always designed by humans (Bozdag, 2013), with filtering-
mechanisms being influenced by market interests (Parks, 2004). Sunstein’s (2007) and Pariser’s 
(2011) dystopian warnings about the negative implications of personalized and filtered media 
content seem increasingly relevant, yet such warnings must be examined empirically. 

(3) Streaming presents challenges for the culture industries in Norway to create sustainable 
business models in a situation of fierce international competition, while also safeguarding digital 
access to Norwegian culture. Digital business models tend to be less profitable for copyright holders 
and traditional intermediaries, and streaming revenue sharing models have been found to favor 
certain modes of usage and certain types of artists over others (cf. Maasø, 2014). Little is known of 
how streaming is calculated in relation to sales, as the services keep a lid on usage statistics and 
avoid contributing to shared industry-wide “market information regimes” (Anand & Peterson, 
2000). Uncovering how streaming revenue is calculated, distributed and shared is crucial. 

Approaches, research questions and choice of method  

STREAM aims to examine how streaming media services impact Norwegian culture industries and 
cultural consumption. To address this, we will analyze streaming media along three dimensions, 
each corresponding to a research question and a work package: 1) Streaming as technology, design 
and repertoire, 2) Streaming as new modes and practices of media usage, and 3) Streaming as 
business models and value networks. Three overarching research questions will guide the project:  

 
RQ1: How can different streaming media services be defined and categorized in terms of 
technology, design and repertoire? 
RQ2: How do people make sense of streaming media services, and how are streaming 
experiences shaped by machine agency? 



 

 

RQ3: How can the business models of streaming media be conceptualized and characterized in 
terms of value creation, value distribution and strategy? 
 

As briefly mentioned above, the theoretical base of STREAM relates to the network approach to 
media technologies found in recent work within Science and Technology Studies (STS). We also 
draw on other, related approaches, starting from the relationship between technology and society.  

The discussion of technologies’ impact on the media and society is one of the oldest and most 
central within the field of media studies, at least since the Toronto School (e.g., Innis, 1950/2007; 
McLuhan 1962; 1964), and the following debate about technological determinism (Williams, 1975) 
and the growth of medium theory (Meyrowitz, 1985; Kittler, 1986). These often polemic and 
polarized debates on the role of technology have in the last decades been nuanced by insights from 
Science and Technology Studies (STS), with important contributions such as Social Construction of 
Technology (SCOT, cf. Pinch & Bijker, 1987; Grint & Woolgar, 1997) and Actor-Network Theory 
(ANT, for a comprehensive overview, see Latour, 2005). ANT is, despite the name, not a theory 
proper, but rather a perspective where technologies and humans are both considered as actors that 
form networks of mutual influence (Latour, 1999). In recent years, the network metaphor has been 
supplemented by other concepts trying to capture the diverse connections between humans and 
technologies – such as “assemblages” (Latour, 2005) and “rhizomes” (Law, 2009). The STREAM 
studies will contribute to these developments of the ANT framework by exploring and 
conceptualizing the relationships between users, producers, technologies and cultural content. 

Streaming technologies, like most modern technologies, rely on software, both for the 
streaming to work, and for users to explore the collections. As software permeates culture, 
humanists and social scientists have recognized the need to form a cultural understanding of 
software, what has been termed software studies (Manovich, 2013; Fuller, 2008; Berry, 2011; 
Chung, 2011). Software studies aims to describe how software works, what the consequences are 
for digital culture, and the social circumstances surrounding the creation of software. The software 
studies approach lends itself well to be combined with an ANT approach, as demonstrated by 
Bucher (2012), a combination that will be developed further in STREAM. 

Studies of how media technologies become embedded in social spaces, for example as depicted 
in the domestication thesis (Silverstone, 1994), are closely related to STS and ANT, yet media 
theorists have not utilized the potential of ANT to examine the roles of media technologies in 
contemporary societies (Couldry, 2008). ANT presents an opportunity to avoid functionalist 
approaches: by considering and tracking the interrelations between media technologies and human 
agents, the roles of media technologies can be studied without self-effacing and naturalizing the 
power of media (Couldry, 2008), or the power of media infrastructure and software. Identifying and 
including the traces and impact of the streaming machine agents when studying usage patterns and 
implications become even more important and difficult as the machine agents in streaming 
software, or algorithms as human-machine agents, are typically black-boxed and opaque to end-
users. A machine-agency sensitive approach to studying user-practices should however be 
combined with a human-agency approach; building on the active, interpretative and sometimes 
resistant practices of audiences typically emphasized in cultural studies (Hall, 1973/1999), and the 
active role of users in shaping technologies (Pinch & Bijker, 1987).  

We see streaming services as based on a set of business models. A business model can be 
defined as “the relationship between the processes by which products are produced and distributed 
to consumers, and the way in which financial returns are generated and distributed between 
participants in the sector” (Küng, 2008, p. 25). Streaming media networks contain multiple actors 
and nodes and may include or exclude both new and old intermediaries in media and technology, 
pointing to the need for an understanding of the processes of “disintermediation” and 
“reintermediation” (Martin & Tian, 2010) of the value chain/value network, and how the streaming 
economy differs from previous regimes of media distribution. STREAM will analyze how value is 
created and distributed in the specific dynamic networks that streaming services comprise. To this 
end, the network perspective from ANT (Latour, 2005) will be combined and contrasted with 



 

 

standard definitions of networks from media management and media economics (Küng, 2008; 
Küng, Picard & Towse, 2008; Doyle, 2012), notions of value networks and fluid organizational 
models (Stabell & Fjeldstad, 1998; Küng, 2008) and the concept of “network power” (Castells, 
2013). Bolin (2011) takes a multi-faceted view on value in media and culture industries, expanding 
the focus to include also non-economic forms of value creation. In this perspective, streaming 
music, films, television and books is also a public good. The notions of “strategic intent” (Hamel & 
Prahalad, 1989), and “deliberate and emergent strategy” (Mintzberg & Waters, 1985) provide 
analytical entry points for understanding streaming as a strategy of companies. Streaming also 
represents a form of organizational “sensemaking” (Weick, 1995) in a changing media landscape.  

STREAM will employ a mix of methods, including 1) qualitative interviews and experience 
sampling with streaming users, 2) surveys, 3) qualitative interviews with culture industry 
informants, analysis, 4) analyses of secondary data from industry reports, and 5) software analysis. 
The resulting data from the different methods will be a shared resource for all three work packages 
(see section 3). 

1) A qualitative approach will be applied to explore typical user-patterns and experiences of 
media streaming services. About 20 participants will be recruited and interviewed in-depth about 
their use of media streaming services, enquiring also about changes from the pre-digital era. This 
approach will ensure rich, thick, and contextual narratives for understanding the consequences of 
streaming services for individual user-patterns. The qualitative interviews are also necessary for 
developing a research model with construct and items to be tested in the subsequent survey. 
Participants will be asked to take part in follow-up study, using experience sampling method 
(ESM). ESM is a means for collecting experiential data about the context and content of the daily 
life of individuals, and is as such a systematic phenomenology about lived experience (Hektner, 
Schmidt & Csikszentmihalyi, 2007). The method captures the immediacy of experiences by 
prompting study participants to reply to open- and closed-ended questions at random points 
throughout the study period. Because of the richness of the data, capturing numerous everyday 
episodes, the method is viable with a limited number of participants (Hektner et al., 2007; Sloboda 
et al., 2001). In the ESM study, participants will be signaled via their phones twice a day over a 
two-week period; each time with a link to a brief questionnaire about types of streamed media 
content they have used as primary and secondary activities, what spurred the content consumption, 
emotions before and after, and social context of media usage. The ESM data will be gathered with a 
unique, de-identified participant-ID in order to allow for comparisons with the interview-data.  

2) A national representative web-survey with 2000 respondents will be conducted at two 
different points in time. The survey will test research models developed from the literature with 
constructs and items refined also through the qualitative interviews. Survey questions will include 
what streaming services are used, general user habits, willingness to pay, how streaming use relates 
to other media usage, people’s motivations to use streaming media services and their attitudes 
towards the services. It is of particular interest to examine if and how streaming affects diversity in 
media consumption. The two-survey set enables comparisons, reliability checks and the ability to 
observe and document changes across what we expect to be a period with changes in how citizens 
use media. The two surveys will inform all three work packages (see below). The survey data will 
be analyzed using simple descriptive statistics, factor analysis, regression analysis and possibly 
structural equation modelling. The latter is a theory-testing approach, and requires research models 
to be thoroughly developed from previous studies and research. 

3) The industry interview studies will investigate cases from the four culture industries: 
Television, film, music, and book publishing, mixing Norwegian cases such as NRK, Tidal (now 
US-owned), and Storytel with international cases such as YouTube, Netflix, Spotify, Apple, and 
Amazon. Based on a selection of cases, executives and managers involved with streaming of 
cultural products will be asked to partake in two rounds of in-depth qualitative interviews. 
Interviews will focus on evaluations and sentiments about streaming as a phenomenon, strategies 
and intentions with services that are launched, and to gather information on streaming economics, 
business models and digital strategy.   



 

 

4) Further, to complement the interview studies, the business aspects of streaming will be 
informed by available statistics on users, usage and revenues. Individual organizations and trade 
associations across the culture industries (e.g. Publishers Associations, IFPI, Statistics Norway, 
NRK, Film & Kino) compile such statistics yearly, both nationally and internationally. Rambøll 
consulting, in conjunction with Arts Council Norway, compile annual reports on the music and 
book industries, including figures on streaming usage (“Musikk i tall”, “Litteratur i tall”). As 
comprehensive insight into sales numbers from streaming companies is unlikely to be obtained, 
these kinds of statistics remain important entry points.  

5) The same cases as in 3) will also be analyzed from a software studies approach, using a 
range of software analysis methods to understand how software performs in streaming services. At 
the core is textual analysis, with a focus on the “ergodic”, how the text changes with the users’ 
actions (Aarseth, 1997). By creating fresh user accounts and systematically study how different use 
patterns result in recommendations from the system, we can reverse engineer some of the more 
basic aspects of the recommendation algorithms, and compare these with published algorithms such 
as eigenvector centrality calculations and collaborative filtering algorithms. These analyses will be 
combined with HCI methods such as user observation, verbal protocol, and usability inspection to 
analyze how user interfaces yield certain affordances, for example prioritizing watching complete 
series, creating individual playlists or sharing recommendations with friends. While the literature on 
software studies is growing, the methods used are still underdeveloped. STREAM will contribute to 
the field by advancing new approaches for analysis. 

3.  The project plan, project management, organisation and cooperation  
STREAM is owned and coordinated by the Department of Media and Communication (IMK), 
University of Oslo. Associate professor Anders Fagerjord is project manager. Fagerjord has long 
experience as a researcher in digital media. He has experience as a leader from being deputy head of 
department and head of teaching at IMK, and leads the Centre for Research on Media Innovations 
(CeRMI). He has taken the course in “Project management for researchers,” and is currently 
enrolled in UiO’s Research leadership program.  

Besides Fagerjord, the research team consists of Associate professors Arnt Maasø (IMK), 
Marika Lüders (IMK), and Hendrik Storstein Spilker (NTNU) and a postdoctoral research fellow to 
be recruited in 2016/17. Maasø was part of the NFR financed research project “Clouds and 
Concerts” in 2011-16, where he worked with user statistics from the music streaming service 
WIMP, making him a pioneer in music streaming research. Lüders has extensive experience as a 
project manager and is an expert in using qualitative and quantitative methods for analyzing user-
patterns and experiences (e.g. Lüders and Brandtzæg, 2014; Lüders et al., 2014). She also 
contributed to the “Clouds and Concerts” project. Spilker brings in expertise on ‘piracy’ cultures 
and digital music (Spilker, forthcoming 2017; Spilker, 2012; Spilker & Høier, 2013).  

STREAM will run from 2 January 2017 to 31 December 2020. The project consists of three 
work packages, thematically organized according to research questions and study objects.  

Work Package 1: The technology, design and repertoire of streaming media services 

WP1 addresses RQ1 and will be led by Fagerjord. Maasø, Lüders and post.doc will act as co-
researchers. 

Streaming services are fundamentally different from broadcast or print media, as the users 
initiate access according to their own wishes and schedule. While the editorial function found in 
earlier media is weakened in streaming services, users are still led in their selection processes by the 
user interface, algorithmic recommendations, curated collections, and promoted material. By 
combining an ANT approach with insights from software studies, WP1 will map how usage is 
influenced by server and platform design, network characteristics, user interface, and editorial 
practices. 



 

 

Software studies is an umbrella term for a variety of approaches. We will study user interfaces 
using a combination of semiotic analysis, ergodic textual analysis, and usability inspection, all 
desktop research methods, with user observation and verbal protocol methods. While informants 
from media organizations are unlikely to reveal much detail on recommendation algorithms, the 
basic principles of such systems are known, and much may be inferred by using reverse engineering 
logics. Most of these services are available through several different platforms, such as Android, 
iOS, AppleTV, Kindle, or Sonos. These systems have design manuals and developer systems that 
are documented; their possibilities and limitations can thus be studied. The map of the technological 
restraints will be triangulated with the results from the user interviews and the surveys, providing a 
unique foundation for conclusions on how technological solutions influence usage.  

Repertoire and user interfaces of the cases will be studied in Q1 through Q4 2017, and updated 
in Q1 2019 and Q2 2020. The software analysis study is carried out in 2018 and 2019, using the 
user interviews, the first survey, and the business interviews as background materials. Results will 
be compared with the results from the second survey, and followed up with a series of user 
interviews and observations in Q1 through Q2, 2020. 

Work package 2: The modes and practices of streaming media usage 

WP2 addresses RQ2 and will be led by Lüders. Spilker and post.doc will act as co-researchers.  
The objective of WP2 is to uncover how audiences make sense of streaming media, 

acknowledging the agency of humans, and how experiences are shaped by the streaming 
technology. The tasks of this WP reflect the mixed-method approach required for answering RQ2. 
These tasks include preparing, conducting and analyzing the qualitative interviews with end-users, 
the Experience Sampling Method (ESM) study, and the surveys. Participants to the qualitative 
interviews (data set 1) will be recruited and interviewed from Q2 to Q3 2017. The coding and 
analysis of the qualitative interview data will be done consecutively and throughout the project 
period. The interview data will increase our knowledge of how people use and make sense of 
streaming media, and additionally inform the design of the subsequent surveys and help interpret 
the results of the surveys. The ESM study (data set 2) will be conducted and analyzed in Q4 2017. 
The ESM data enable us to capture on the spot thoughts and experiences related to the use of 
streaming media content close to when content is actually experienced. Patterns and findings from 
the ESM study will be analyzed and compared with the interview data. The surveys (data sets 3 and 
4) require significant efforts if to result in sound research models with construct, items and 
hypotheses. Preparatory work needs to start in Q1 2017 with a literature review for developing 
research models and hypotheses, and adapting the findings from the qualitative study to relevant 
constructs and hypotheses. A pilot of the survey will be conducted in Q4 2017. The final survey 
will be conducted in Q1 2018 (data set 3), and repeated in Q4 2019 (data set 4).  

Work Package 3: The business models and value networks of streaming media services 

WP3 addresses RQ3 and will be led by post.doc. Co-researchers will be Fagerjord and Maasø.  
The main task of WP3 is to examine the business models of streaming media and the actor-

networks forming around these services. WP3 will employ the business model innovation canvas 
(Osterwalder & Pigneur, 2010) to map out and compare select streaming business models for music, 
ebooks/audiobooks, television and film. Central to this task is to identify logics of revenue 
generation and distribution with specific views to the sustainability of streaming models for various 
media. WP3 is further concerned with describing and analyzing select streaming services as 
instances of networks forming around technological innovations. By comparing multiple streaming 
models across four different culture sectors, WP3 will map out the streaming business models in 
their multiplicity, rather than reducing them to a one-size-fits-all model.  

WP3 is primarily based on interviews with informants in the media industries and data from the 
surveys. Two sets of interviews in the four media sectors will be conducted in 2018 (Q1-Q3) and 
2019 (Q2-Q4). Additionally, available statistics will be collected to supplement the above sources. 
A detailed plan of progress for WP3 will be sketched out in cooperation with the post.doc. 



 

 

Advisory Board 

The research team will meet with an international advisory board in a seminar every year to 
evaluate the activities and results from the project. Members of the advisory board are:  

Nancy Baym, principal researcher with Microsoft Research and member of its Social Media 
Collective, is an internationally recognized expert on social media and a pioneer in internet research 
with her early work on fandom online and on music sharing sites.  

Lucy Küng, visiting fellow at the Reuters Institute, University of Oxford, and visiting professor 
of media innovation at the University of Oslo. Küng is an expert on media innovation and media 
management.  

Göran Bolin, professor in media & communication studies at Södertörn University. Bolin has 
for years studied cultural production and consumption in the culture industries, and how 
relationships between production and consumption are altered by digitization and marketization 
processes.  

David Hesmondhalgh, professor of media, music, and culture, University of Leeds. A noted 
scholar of the culture industries, Hesmondhalgh has published extensively on popular culture, 
music, digital labor, and social theory.  

Charles M. Ess, professor of media and communication, University of Oslo. Ess works at the 
intersections of philosophy, computational technologies, applied ethics, comparative philosophy 
and religion, and media studies, with particular focus on research ethics. 

STREAM will also draw and the entire expertise in the Centre of Research in Media 
Innovations (CeRMI) at IMK, in which this project is situated. Key researchers and practitioners of 
the culture industries will be invited to seminars. 

Budget 

Please see grant application form for details.  

4.  Key perspectives and compliance with strategic documents  
Relevance and benefit to society  

The results of the STREAM studies are likely to be of importance to a variety of actors and 
stakeholders, both within the culture industries and in public policy. STREAM has the potential to 
generate knowledge directly applicable to media innovations in streaming and other digital media.  

Environmental impact  

The project is not likely to have any significant environmental impact. 

Ethical perspectives  

Studying users and informants in the culture industries requires the collecting and archiving of 
personal data. STREAM will comply with research ethics requirements: participation will be 
voluntary and based on informed consent; personal data will be processed legally and fairly; data 
will be relevant and not excessive in relation to the research purposes; participants can withdraw 
from the studies at any time; data that identifies individuals will not be kept any longer than 
necessary; and protection measures will ensure a level of protection appropriate to the data. All 
parts of the STREAM-studies that involve gathering of directly or indirectly identifiable data will 
be notified to the Data Protection Official for Research at the Social Science Data Services (NSD). 
STREAM will also work closely with the Norwegian National Research Ethics Committee for the 
Social Sciences and the Humanities (NESH) and Advisory Board member Charles M. Ess, an 
internationally recognized expert on internet research ethics. The core research team has extensive 
experience with such considerations, and with the kind of data STREAM will collect (Lüders, 
2014a; 2014b) 



 

 

Gender issues 

The STREAM team counts one female and three male researchers. The advisory board counts two 
women and three men. The University of Oslo practices moderate affirmative action. We know 
women who are well qualified for the post.doc. position to be advertised, and will encourage them 
to apply.  

Gender perspectives are key when studying socio-cultural variations in citizens’ use of their 
freedom of information in the quantitative and qualitative studies. 

5. Dissemination and communication of results   
Dissemination plan  

See the grant application form for details on STREAM’s dissemination plan.  

Communication with users  

We intend to keep a close and open dialogue with key players in the culture industries by a series of 
yearly seminars. A first, open seminar will mark the start of the project, and will be a place for users 
to communicate expectations, and to discuss issues and possible collaborations. In subsequent 
years, seminars will combine communication of results and feedback from invited stakeholders. A 
final, open seminar will conclude the project. Corresponding with each seminar, we will also 
publish an op-ed piece in a national newspaper to further communicate the state of the knowledge. 
A project research web page, and designated Twitter and Facebook accounts will be maintained for 
the purpose of disseminating results widely and discussing streaming media with a wider audience. 
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