
15 July 2026

Alma Mater Studiorum Università di Bologna
Archivio istituzionale della ricerca

Radermecker, A.V., Angelini, F. (2025). On the role of “tactile value” in cultural consumption: an empirical
research in the live music industry. CULTURAL TRENDS, 34(4), 549-573
[10.1080/09548963.2024.2387024].

Published Version:

On the role of “tactile value” in cultural consumption: an empirical research in the live music industry

Published:
DOI: http://doi.org/10.1080/09548963.2024.2387024

Terms of use:

(Article begins on next page)

Some rights reserved. The terms and conditions for the reuse of this version of the manuscript are
specified in the publishing policy. For all terms of use and more information see the publisher's website.

Availability:
This version is available at: https://hdl.handle.net/11585/979915 since: 2024-08-30

This is the final peer-reviewed author’s accepted manuscript (postprint) of the following publication:

This item was downloaded from IRIS Università di Bologna (https://cris.unibo.it/).
When citing, please refer to the published version.

http://doi.org/10.1080/09548963.2024.2387024
https://hdl.handle.net/11585/979915


 1 

        On the Role of “Tactile Value” in Cultural Consumption:  

      An Empirical Research in the Live Music Industry 

 
                     Anne-Sophie V. Radermecker (Anne-Sophie.Radermecker@ulb.be) 

 (Free University of Brussels, Department of History, Arts, Archaeology - 

                                              Cultural Management, BE) 

 

Francesco Angelini (francesco.angelini7@unibo.it) 

                  (University of Bologna, Dipartimento di Scienze Statistiche Paolo Fortunati, IT) 

 
 

 

   Abstract 
 

To what extent does the sense of touch matter in cultural consumption? After an 

extended period of limited social gathering due to COVID-19, it is vital to assess 

the importance of physical contacts in cultural events. Focused on the live music 

industry, our paper addresses the following question: How important is the 

perception and experience of tactile value amongst festival- and concertgoers? 

For this purpose, we conducted a survey between September and November 

2021 and collected 142 exploitable questionnaires. Our goal was to detect 

structural relationships between latent variables related to touch through a 

Structural Equation Model. The latter reveals the relative pleasantness of tactile 

value experienced by our respondents, with effects on their live music 

experience. In view of the importance of tactile value in live music events, we 

formulate several recommendations to practitioners and cultural policy in order 

to further take into account this variable in decision making.  
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Introduction 

 
The coronavirus pandemic has deeply affected social and physical interactions, known to play 

a decisive role in well-being (Gotthardt et al. 2023; Meijer et al. 2022; Long et al. 2022; 

Jakubiak and Feeney 2017; Elbrecht and Antcliff 2014). By depriving individuals of 

interpersonal proximity and tactual moments, the crisis has contributed to stressing their 

importance in our daily life (Morgan 2021). Whilst, at first glance, the sense of touch may not 

be as prominent in the cultural and creative sectors (CCS), we argue that this sense explains 

why some sub-sectors have been more affected by the pandemic and slower to recover than 

others.  
 

As places of socialization where audiences meet to share common cultural experiences, 

the CCS were, with the food industry, among the most affected by the mandatory shutting down 

of on-site activities (Salvador et al. 2022; Radermecker 2021). The situation was all the more 

critical for mass cultural events whose core business relies on the gathering of hundreds or even 

thousands of people. In essence, concert venues, live music festivals, and clubs are places that 

offer close-proximity experiences. Strongly affected by governments’ ever-changing decisions, 

most of these organizations had to cancel their agenda between 2020 and 2022 or to offer 

alternative events. The pandemic has therefore had unequal consequences on the CCS, whose 

vertical and horizontal segmentation has determined the organizations’ ability to stay in 

business (Jeannotte 2021). While certain sectors could rapidly return to normal operation 

(museums, art galleries, theaters, cinema) – still under binding measures such as showing a 

valid sanitary pass or a negative PCR test, pre-booking, mask wearing – not all cultural 

organizations could resume equally and simultaneously (Comunian and England 2020). These 

differentiated treatments have generated new forms of inequalities within the cultural 

ecosystem, the live music industry being particularly hit by social distancing measures 

(Salvador et al. 2022, Biondo et al. 2022; Vandenberg et al. 2021). 
 

Paradoxically, academic research has long neglected the sense of touch; a sense that 

people constantly experience without always noticing it (Fulkerson 2013). This observation 

also applies within the CCS, where consumers are rarely encouraged to interact physically with 

cultural goods. Touching a masterpiece hanging on a museum wall or disturbing a performer 

on stage can indeed lead to serious conservation, ethical, or even legal issues, while the content 

of many information goods (such as music, movies, and video games) is inherently intangible, 

contrasting with their physical packaging. Unlike commodities that can be manipulated 

(Schifferstein and Spence 2008), cultural goods and services are experience goods that prevent 

buyers from assessing quality upstream and from experiencing culture physically (Nelson 

1970). The sense of touch is, however, a crucial component of the creative process, especially 

in the visual arts and crafts (e.g., sculptors, ceramists), music (direct hand contacts with the 

instrument), or dance (Heredia-Carroza et al. 2021). Cultural experiences are also inherently 

multisensory for they mobilize, at varying degrees, human beings’ five senses. The prominence 

of sight (e.g., visual arts, reading, heritage, movies) and hearing (e.g., music, performing arts, 

movies) should not reduce the importance of touch since consumers, through their 

somatosensory system, permanently interact with their surroundings.1 The few cultural studies 

that have considered the sense of touch chiefly focus on museums and mediation activities 

aimed to improve consumers’ multisensory experience, through immersive exhibitions or the 

reproduction of tactile artefacts for blind visitors (Andrade 2020; Chatterjee 2020; Gallace and 

Spence 2014; Classen 2005; Diaconu, 2006; Candlin 2004). If a few cultural venues such as 

museums or immersive and participatory theater performances encourage tactual experience 

 
1 Smell and taste relate more to culinary experience, which can be viewed as a cultural experience per se (Waldfogel 2020). 
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(Candlin 2004; Biggin 2017; Frieze 2017)., coming into physical contact with cultural goods 

remain a marginal practice for consumers.2  
 

In this paper, we argue that the sense of touch is an under-researched factor that explains 

the unequal treatment and recovery of the CCS during the pandemic. Building upon 

Radermecker (2021b), we introduce the notion of “tactile value,” a term originally proposed by 

Italian expert Bernard Berenson to designate the “the illusion of tangibility in a painting” that 

stimulates the sense of touch (Brown 2014). More specifically, we propose a definition and a 

first quantitative exploration of this notion through the lens of the live music industry. Although 

any kind of cultural event may lead to intentional or unintentional haptic experiences, mass live 

events constitute an appropriate setting to explore the role of tactile value in the CCS as they 

gather hundreds to thousands of people in a delineated spatio-temporal area. Music is also an 

integral component of cultural events, known to amplify emotions and communication among 

people (Brown and Theorell 2005) but also to foster a sense of social integration (Packer and 

Ballantyne 2011). It allows attendees to engage with like-minded people and to experience 

pleasant affective interactions (Jaeger and Mykletun 2013; Zhao 2022), with positive effects on 

mental health (Gustavson et al. 2021; Shuai-Ting et al. 2011). The relevant economic impact 

of live music events on society further justifies our choice of focusing on this type of events 

(Gibson and Connell, 2016; Anderson et al. 2012; Rowley and Williams 2008). More 

specifically, we investigate this notion by addressing the following question: How important is 

the perception and experience of tactile value amongst concert- and festivalgoers? Our main 

assumption is that tactile value makes live music events unique and hardly substitutable to 

digital experience. As a result, they are less predisposed to operate under strict social distancing 

measures (e.g., unsustainable limited gauge), with therefore greater economic consequences for 

stakeholders. To test this hypothesis, we carried out a survey (closed-ended questionnaires also 

using Likert scales) among concert- and festivalgoers between September and November 2021. 

Our sample accounted for 142 respondents, with responses analyzed through a Structural 

Equation Model (SEM) aimed to highlight the structural relationships between a set of latent 

variables related to tactile value. Our current findings reveal the relative pleasantness of tactile 

value experienced by our respondents, with effects on their live music experience. 
 

The contributions of this paper are multifold, with potential impact for scholars, 

practitioners, and policy decision-makers. From an academic perspective, we introduce the 

notion of tactile value and emphasize the multisensory dimensions of the CCS. This research 

aims to compel scholars to further consider the five senses as part of the cultural experience, 

especially as immersive cultural experiences are becoming increasingly popular. The 

theorization process of tactile value also contributes to the complex notion of cultural value, by 

adding an extra constituent to its definition (Throsby 2001; Angelini and Castellani 2019). 

Extending this notion to other – less obvious – cultural sectors may also open groundbreaking 

research paths. Tactile value also contributes to the debate about the role of the arts and culture 

in people’s well-being, a recent priority at the European level as physical contacts have proven 

crucial when dealing with mental health issues (Meijer et al. 2022; Elbrecht and Antcliff 2014).3 
 

From the viewpoint of practitioners, our research sheds light on a key feature of live 

music events that were particularly affected by the pandemic, with some organizers still 

struggling to re-engage with their audiences (e.g., Spiro et al. 2021; Crosby and McKenzie 

2022; Brooks 2022). Further emphasizing this feature in music events’ promotional discourse 

 
2 See, for example, the initiative proposed by the Uffizi in Florence or the Omero tactile museum in Ancona. 
3 See the publication of the recent report by the European Union: https://op.europa.eu/en/publication-detail/-

/publication/2ac1c129-5e57-11ed-92ed-01aa75ed71a1/language-en. See also the recent Voices of Culture’s report on Youth, 

Mental Health and Culture https://voicesofculture.eu/2022/06/17/the-role-of-cultural-and-creactive-sectors-in-improving-

mental-health-of-the-youth/  

https://op.europa.eu/en/publication-detail/-/publication/2ac1c129-5e57-11ed-92ed-01aa75ed71a1/language-en
https://op.europa.eu/en/publication-detail/-/publication/2ac1c129-5e57-11ed-92ed-01aa75ed71a1/language-en
https://voicesofculture.eu/2022/06/17/the-role-of-cultural-and-creactive-sectors-in-improving-mental-health-of-the-youth/
https://voicesofculture.eu/2022/06/17/the-role-of-cultural-and-creactive-sectors-in-improving-mental-health-of-the-youth/
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may help revive the sector. Our finding indeed suggests that tactile value can have dramatic 

consequences on concerts and festival organizers’ business model since the absence of physical 

contacts during a live event – where such contacts are expected to happen – may affect their 

perceived and hedonic value. As tactual interactions appear to influence the enjoyment of these 

events, organizers could exploit tactile value as an argument to reinforce their unique selling 

proposition and develop sensory marketing strategies (Hultén et al. 2009). Promotion based on 

the benefits of tactile value may increase the perceived value of mass cultural events in a post-

pandemic where consumers are experiencing again alternative leisure activities and opportunity 

costs, including digital services and travelling.  
 

Finally, this study may also compel policy decision-makers to rethink the traditional 

framework of the CCS – not only based on artistic genres but on format and type of sensory 

experience – and to provide adjusted solutions depending upon each sectors’ specificities. Since 

tactile value can be viewed as a factor explaining the slowest recovery of some cultural sectors, 

new forms of governmental support are needed to help live music organizations to stay in 

business. 
 

The rest of the paper is organized around four main sections. Section 1 develops the 

theoretical framework of this research, by referring to general cognitive theory to understand 

the cultural importance of touch in society and its role in the social development of human 

beings. We then delve deeper into literature dedicated to haptic experiences in the CCS, with a 

particular focus on theater literature documenting immersive experiences and participatory 

audience behaviors. We also frame the notion of tactile value within cultural value theory, using 

Throsby’s typology (2001). The section concludes by providing the reader with a suggestion of 

definition applied to the CCS. Section 2 describes our methodology, and the questionnaire that 

we developed based on the theoretical framework. We then discuss our data set and empirical 

findings in Section 3. Based on this output, Section 4 provides some recommendations 

regarding the potential of sensory marketing for live music event organizers in an attempt to re-

dynamize the demand for music concerts. We also formulate several recommendations to 

cultural policy decision-makers who are encouraged to consider this unique feature shared by 

many cultural organizations when developing financial aids or future funding opportunities.  

 

 

1. Defining “Tactile Value” in the Cultural and Creative Sectors. 

 
In this section, we first provide a general overview of the literature on the sense of touch, before 

reviewing a couple of examples of tactual momentums that attendees and participants are likely 

to experience, consciously or not, during a cultural event or a visit. We then propose a definition 

of tactile value that we connect with the polysemic notion of cultural value.  

 

1.1. The Sense of Touch 

 

Unlike the other senses (olfaction, hearing, taste, sight), scientists have long overlooked the role 

of touch in people’s daily live and across cultures (Montagu 1971). This scientific gap has 

progressively been offset since the 1980s and accelerated with the COVID-19 pandemic.4  
  

 According to Linden (2015) the term “touch” refers to the stimulation of the skin by 

thermal, mechanical, chemical, or electrical stimuli. According to the APA Dictionary of 

 
4 As evidenced by the Nobel prize awarded to neuroscientist Ardem Patapoutian, specialist of tactuality and the molecular basis 

of mechanoreception. See https://www.scientificamerican.com/article/2021-medicine-nobel-prize-winner-explains-the-

importance-of-sensing-touch/. 

https://www.scientificamerican.com/article/2021-medicine-nobel-prize-winner-explains-the-importance-of-sensing-touch/
https://www.scientificamerican.com/article/2021-medicine-nobel-prize-winner-explains-the-importance-of-sensing-touch/
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Psychology, the touch sense, also known as tactile sense, is defined as “the ability to perceive 

an object or other stimulus that come into contact with the surface of the skin (e.g., by pressure, 

stroking).”5 The expression “haptic perception” describes, on the other hand, human beings’ 

ability to actively and intentionally explore objects and surfaces, and the creation of bridges 

between extra-personal stimulations and intra-personal worlds (Cascio et al. 2019). The 

sensatory system, which involves conscious perception of touch, pressure, pain, temperature, 

position, movements, and vibrations, mostly depends on muscles, skins, and fascia (Lederman 

and Klatzky 2009). Human beings constantly interact with their immediate surroundings, and 

this on-going process – that develops throughout all life-stages (from childhood to puberty, 

from adulthood to seniority) – enable individuals to survive their environment (Cascio et al. 

2019). Objects can be manipulated to better assess their material qualities and purpose, just as 

physical (skin-to-skin) contacts with other people can materialize in various ways, with hand 

shaking, hugs, and rushes being the most frequent in human beings’ social activities (Gallace 

and Spence 2014). The touch sense entails, however, complex, and multidimensional 

experiences, with different levels of perception and appreciation. Based on several propositions 

found in the literature, Table 1 synthetizes some of its most fundamental features.  

 

Table 1. Main Factual Characteristics of the Sense of Touch.6 

 
 

Physical interactions can be differently perceived and experienced, from very pleasant to 

extremely unpleasant, or even harassing depending on the issuer, their recurrence, or the 

intensity (Ellingsen et al. 2016; Björnsdotter et al. 2010). The cutaneous zones also differ from 

one part of the body to another and can generate antinomic reactions, depending on who 

engages in the physical contact (relatives or strangers) (Gazzola et al. 2012).7 The context in 

which physical contacts occur is also of utmost importance with some studies showing that 

some physical actions and gestures are particularly appropriate in certain contexts, but not in 

others, with direct effects on the subject’s perception of the haptic experience. In situation of 

consumption, being actively but unconsciously touched by someone (e.g., waitress, librarian) 

can positively impact the overall experience (Hultén et al. 2009). In collective sports, the more 

the physical contacts with teammates during the efforts, the higher the performance (Linden 

2015).  
 

 From a biological perspective, the positive feeling generated by the sense of touch 

derives from the secretion of oxytocin, known as the “love hormone” (Chen et al. 2020; Pawling 

et al. 2017; Linden 2015; Gentsch et al 2015). This hormone activates specific zones of the 

frontal cortex that are responsible for the feeling of pleasure and well-being. Prior research has 

demonstrated the benefits of oxytocin on health, with hugging and stroking reducing blood 

 
5 See https://dictionary.apa.org/touch-sense. 
6 Sources: Gentsch et al. (2015); Nordvall et al. (2014); Fulkerson (2013); Gallace and Spence (2014); Loomis and Lederman 

(1986). 
7 Fingers tips and lips are notably the most sensitive zones given the high concentration of nerves and sensorial captors 

(Gallace and Spence 2014). 

Main Factual Characteristics of the Sense of Touch

Pleasant Unpleasant

Intentional Unintentional

Conscious Unconscious

Active Passive

Object-oriented Human-being-oriented

Emitted by or towards relatives (known-group socialization) Emitted by or towards strangers (unknown-group socialization)

 

https://dictionary.apa.org/touch-sense
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pressure, limiting stress, and increasing feelings of security and self-esteem (Grewen et al. 

2003). Conversely, a lack of regular physical contacts at an early stage or with a significant-

other in adulthood may have damaging psychological consequences, including depression or 

violent behaviours (Fulkerson 2013; Linden 2015). In this respect, childhood and adolescence 

are crucial life stages in human being’s self-development during which sensory experiences can 

affect future human relationships (Cascio et al. 2019; Linden 2015; Gallace and Spence 2010; 

2014). The reason is that physical contacts are, by definition, social, and their frequency is 

revealing of individuals’ belonging to a group or a community. Cutaneous contacts are part of 

the communication process between individuals. As cultural constructs, they also convey 

different meanings from one culture to another (Suvilehto et al. 2015). For instance, 

Mediterranean populations value tactile gestures, even with unknown groups, while 

spontaneous tactual behaviours are less encountered in northern European societies (Linden 

2015). Ultimately, the sense of touch is differently perceived depending on each individual’s 

culture, gender, sex, and personality, leading to different experiences in similar contexts.  
 

An unprecedented consequence of the Covid-19 crisis was the “touch starvation” or “touch 

hunger” experienced by social individuals suddenly deprived from vital – conscious and 

unconscious – cutaneous contacts (Wilson 2021). Strict lockdown periods have had dramatic 

and long-lasting consequences on people’s well-being, with increased levels of stress, strong 

feelings of loneliness, higher blood pressures, and depression.8 The incapacity for consumers 

to physically attend cultural events – which can play a relevant role in individual and 

community well-being (Clift 2020; Weathley and Bickerton 2017; Thomson and Chatterjee 

2014), although current evidence regarding its impact on health are contrasted (Clift et al. 2021) 

– put individuals in a critical situation of social and cultural isolation. While many cultural 

organisations developed digital alternatives to maintain remote relationships with their 

audiences, online services can hardly substitute to on-site cultural participation through which 

real-life socialization mechanisms are at play (Salvador et al. 2022; De la Vega et al. 2020; 

Zhao 2022). In light of this, it is relevant to assess the extent to which the sense of touch 

contributes to the hedonic value of cultural experience. 

 
1.2.Tactile Value as a Component of Cultural Value? 

 

The notion of cultural value has been extensively researched in sociology (Heinich 2017; 

Boltanski and Esquerre 2017) and cultural economics (Klamer 2017, 1996; Snowball 2007; 

Throsby 2001). To capture the complexity of this notion, Throsby (2001) proposed a typology 

aimed to single out six subordinate components9: the aesthetic value (the beauty and harmony 

that emanate from a particular art form), the spiritual value (the ability of a cultural good or 

service to stimulate transcendent thoughts and considerations), the social value (the ability of a 

cultural good or service to create a sense of identity and belonging to a community), the 

historical value (the ability of a cultural good or service to give a sense of the past and create a 

continuity across time), the symbolic value (the ability of a cultural good or service to convey 

meaning), and the authenticity value (the ability of a cultural good or service to offer a high 

level of creativity and to reflect the author’s personality).  
 

 
8 Chandola et al. (2022) found that around 29% of UK adults not presenting any common mental disorder before COVID-19 

outbreak had a disorder in April 2020. Rossi et al. (2020) found negative outcomes (such as post-traumatic stress symptoms, 

depression, anxiety, insomnia, and others) in the Italian population already 3 weeks into the lockdown measures. 
9 Note that this reference typology has been subjected to revisions. See, for example, Hernando and Campo (2017), Throsby 

and Zednik (2014), and Hutter and Shuster (2006). 
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In a context of pandemic, the social dimension of cultural value has arguably been the 

most affected by limited access to on-site events.10 Social value is all the more important for it 

is embedded in people’s everyday life, materializing in conversations with other people and 

relationships building (Klamer 2017). Angelini and Castellani (2019) further specify that the 

social value of culture needs time and interactions between individuals to be appreciated as 

such. Social interactions are, in essence, plural for they relate to how individuals communicate 

and react to each other, both orally and physically. During these socialization moments, 

physical interactions are more likely to occur, especially kisses, hugs, and handshakes. Despite 

their importance, how cultural event goers perceive and experience these tactual moments, and 

to what extent tactility is part of the social value of culture, remain pending questions. 

 

1.3.Experiencing Interpersonal Physical Contact in the Cultural Sector. 

 

While cultural activities are often considered multisensory, not all of them provide equal 

opportunities for experiencing the sense of touch. Object-oriented interactions are relatively 

limited in the CCS, although certain museums incorporate tactile experiences into their visit 

experiences, particularly for disabled audiences. For example, Candlin (2004; 2017) 

extensively explores the haptic dimension of museum visits, arguing that touch serves as a 

means of engagement. Museums are increasingly recognizing visitors’ desires to touch objects 

and are providing opportunities for haptic experiences. Handling sessions and touch galleries 

are becoming more prevalent, aligning with educational theories that emphasize sensory 

engagement as integral to learning. Moreover, touch is intertwined with accessibility, as 

museums are increasingly mindful of inclusivity, partly driven by legal mandates like those 

outlined in the Disability Discrimination Act 1995. This heightened awareness has prompted 

museums to explore how touch can facilitate access, particularly for individuals who are blind 

or visually impaired. However, Candlin’s research also highlights the paradox of touch in the 

museum context: while museums offer select objects for handling to satisfy visitors’ tactile 

curiosity, they also aim to mitigate potential damage from excessive touching. This dynamic 

represents a compromise between the educational benefits of tactile interaction and the 

imperative for conservation. Additionally, haptic practices challenge established expertise by 

recognizing and incorporating haptic knowledge, thereby contesting traditional ocular-centric 

approaches. Embracing touch as a legitimate form of knowledge alongside scholarly expertise 

is essential for fostering a more inclusive and sensory-engaged museum experience. Building 

upon embodiment theorists’ perspectives, which posit that knowledge is embodied and that the 

body serves as the foundation of culture, the author advocates for a museum experience that 

validates touch as a vital channel for learning and interaction. 
 

In the visual arts market, physical contact is more likely to occur during exhibition 

openings, where prospective buyers engage in interpersonal interactions with gallerists, often 

involving intimate negotiations (Buchholtz et al., 2020). Unlike museums, private operators 

such as art gallerists, dealers, and auction houses are not compelled to prioritize educational 

initiatives. Consequently, haptic experiences are less emphasized, particularly in the realm of 

fine arts. However, it is noteworthy that marketplaces like flea markets and local antique stores 

allow customers to touch and manipulate cultural goods they intend to purchase, as these items 

typically hold lower economic value and cultural significance, thereby allowing for such tactile 

manipulations.  

The integration of haptic feedback and touch technology in gaming has emerged as a 

critical area of research within human-computer interaction (HCI) and game design. Haptic 

 
10 Note that this limited access generated interestingly critical views on the first attempts of restarting the music events, such 

in the case of Sam Fender’s show in Newcastle in August 2020. See https://www.dazeddigital.com/music/article/50099/1/the-

uk-s-first-socially-distanced-gig-looks-absolutely-awful 
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technology, which employs tactile feedback to simulate touch sensations, enhances the 

immersive gaming experience by providing physical responses to virtual interactions. 

Specifically, haptic feedback significantly enhances the sense of immersion and presence in 

virtual environments. Research by McMahan et al. (2011) suggests that haptic feedback 

heightens users’ perception of physical presence within the game world, thereby enhancing 

overall engagement and enjoyment. Supporting this, Hoffman et al. (1996) demonstrate that 

users experience heightened levels of presence with the incorporation of haptic feedback, 

compared to sole reliance on visual and auditory stimuli. Moreover, haptic feedback influences 

emotional and cognitive responses during gameplay. Bianchi-Berthouze (2013) found that 

haptic feedback evokes stronger emotional reactions and improves memory retention of game 

events due to its multisensory engagement. Additionally, Jones and Sarter (2008) emphasize 

that haptic feedback reduces cognitive load by providing intuitive physical cues, allowing 

players to focus more on strategic gameplay rather than on learning and interpreting controls. 

The development of advanced haptic devices, such as gloves, vests, and controllers, has also 

been instrumental. For instance, Minamizawa et al. (2008) explore the concept of “haptic 

telexistence,” using wearable devices to provide detailed touch sensations, thereby enhancing 

the realism of virtual interactions. Furthermore, advancements in force feedback and 

vibrotactile technologies, as reviewed by Culbertson, Schorr, and Okamura (2018), have 

enabled more nuanced and precise haptic responses, contributing to sophisticated and varied 

gaming experiences. The integration of haptic technology with virtual reality (VR) and 

augmented reality (AR) platforms represents another significant development. He et al. (2019) 

demonstrate how integrating haptic feedback in VR environments enhances spatial awareness 

and user interaction, resulting in a more comprehensive gaming experience. Similarly, Martinez 

et al. (2020) discuss the potential of haptic feedback in AR gaming, particularly in enhancing 

the realism of augmented elements and improving user engagement and satisfaction. 
 

The performing arts sector is another area that has garnered scholarly attention, 

particularly in the realms of theater and dramaturgy, focusing on immersive and participatory 

experiences. Just as visiting a museum conventionally entails a solitary and silent experience, 

governed by behavioral norms that typically discourage physical contact among visitors (e.g., 

slow walking, silence), attending a theater performance, opera, or classical music concert has 

long been associated with similar stringent conventions. Traditionally, haptic interactions occur 

at distinct moments, with a higher likelihood before and after the performance, such as during 

queuing, socializing with friends, or enjoying refreshments. During the performance itself, 

direct interpersonal contact is limited and often discouraged, especially in a seated 

configuration.11 These strict conventions are rooted in the history of spectatorship, which has 

undergone significant evolution over time, influenced by cultural theories and innovative 

practices. Central to understanding this evolution are Matthew Arnold’s cultural and 

civilization theory and the immersive theater company Punchdrunk. As a prominent 19th-

century cultural critic, Arnold posited that culture plays a crucial role in the development of 

civilization. His seminal work, Culture and Anarchy emphasizes the importance of culture in 

cultivating a well-rounded and morally sound society. Arnold believed that exposure to high 

culture could elevate the masses and mitigate social unrest (Arnold, 1869). Arnold’s views on 

spectatorship are also rooted in the idea that the role of theater is not merely to entertain but to 

uplift and instruct the audience, fostering a deeper appreciation for artistic and literary 

excellence (Arnold 1869). He considered spectatorship a means of moral and intellectual 

improvement, aligning with his broader vision of culture as a vehicle for societal progress 

(Collini 1994). In this context, theater spectatorship was thus characterized by a passive mode 

 
11 When seated, the haptic cultural experience is limited to feeling the comfy and soft nature of the seat, and potentially, to 

deliberate or undeliberate contacts with the right or left seatmate. Fortuitous elbowing or kneeing in the seat back can alter the 

cultural experience at various degrees, as do undesirable noise or smell for the other senses. 
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of engagement, with audiences observing performances from a fixed position, plunged into 

darkness meant to create a symbolic barrier between theatergoers and the stage. According to 

Sedgman (2018), these normative codes of conduct in theater derive from classist and racist 

behaviors entrenched in society, perpetuating social inequalities and excluding certain social 

groups. Disruptive behaviors towards performers or audience members are, however, 

increasingly challenging these conventions in specific stage performance settings; such 

behaviors being even sometimes encouraged (Frieze 2017). The 20th century indeed witnessed 

a shift towards more immersive, interactive and participatory forms of theater, breaking down 

traditional barriers between performers and spectators (Machon 2013; Bennett 1997). Avant-

garde movements, such as the Living Theatre and the works of Bertolt Brecht, challenged 

conventional modes of spectatorship (Brecht 1964). Founded by Felix Barrett in 2000, 

Punchdrunk is viewed as a pioneering company in immersive theater, promoting a fully 

immersive environment where audiences are free to explore and interact with the performance 

space (Machon 2013). Punchdrunk’s approach challenges traditional modes of spectatorship, 

aiming to create a more visceral and participatory form of theater (Biggin 2017). In Sleep No 

More, audiences wander through a multi-roomed set, experiencing the narrative at their own 

pace and from their own perspective, contrasting with traditional linear and collective narrative 

theater (Alston 2016). Studies on audience reception of Punchdrunk’s work indicate that 

immersive theater fosters deeper emotional and cognitive engagement (White 2013). In this 

setting, touch and haptic experience play a significant role, as demonstrated by Esling (2021), 

who explores tactile attention in one-to-one performances and the effects of touch on participant 

experience. Using an experimental setting, the author shows that sustained physical contact 

appears to shift focus and affect the synthesis of information in one-to-one performances, 

impacting participants’ retention of narrative detail and enhancing the physical and emotional 

elements of the experience. 
 

In the field of live music performances, it is necessary to distinguish between classical 

music concerts, historically regarded as highbrow culture where normative codes of conduct 

still prevail, and more contemporary genres such as rock, pop, electronic, and rap music, long 

viewed as lower-brow culture. The concert settings of the latter are particularly conducive to 

physical contact.12 This sector chiefly encompasses outdoor and indoor music festivals (all 

music genres included), concert venues, and night clubs.13 Participating in an outdoor music 

festival is a compelling example of multisensory experience, during which the five senses are 

stimulated, through colorful visuals (banners, stands, screens, light shows), sounds (musicians 

playing, people chatting), smells (food, nature, human odor, smoke), taste (drinks and foods) 

and touch. The tactile stimuli experienced during a concert take many forms such as music 

frequencies and vibrations that increase dancing (Cameron et al. 2022), intentional body-to-

body contacts, unintentional contacts with the crowd (e.g., dancing, pogo, crowd rush or 

scramble), and contacts with natural elements (e.g., sitting on the grass, torrential rain and the 

contact of drops of water on the skin, sun heath). Social interactions experienced in live music 

events are based on the desire to spend time with friends and to socialize with like-minded 

strangers (Marques et al. 2021; Kulczynski et al., 2016; Zhao 2022). Belonging to a community 

and being physically connected to a crowd also increase the probability of intentional and 

unintentional contacts between participants. Music festivals’ large areas where mobility versus 

stopovers encourage people to circulate foster this process. According to Collins’s (2014) 

 
12 Note that recent innovation in the recorded music industry aims to allow disabled people, and deaf people in particular, to 

listen to music via audio-tactile algorithms creating “tactile illusions.” See https://neurosciencenews.com/tactile-music-21692/. 
13 While the debate about the cultural or entertainment nature of these events is out of the scope of this paper, it is worth 

stressing that the clubbing industry have been the most impacted during the pandemic. They are however worth considering 

for they belong to that category of music events, where live or recorded music is played by DJs in front of a significant number 

of partygoers gathered in a clearly delineated and confined space. 

https://neurosciencenews.com/tactile-music-21692/
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theory, interaction chains fundamentally rely on bodily co-presence. Alcohol and drugs are also 

often associated to night-life events (Muhs et al. 2020; Picard and Robinson 2006). In this 

context, disinhibition can exacerbate physical contacts (Linden 2015), just as the lighter festival 

outfits wore by participants (e.g., shorts, t-shirt, etc.) also expose skin surface and increase the 

probability of physical touch. For all these reasons, the live music industry appears as a relevant 

research field to explore the notion of tactile value in the CCS.  

 

 
1.4.Defining Tactile Value: A Proposition. 

 

Building upon the above, we argue that “tactile value” can be viewed as a subordinate 

constituent part of the “social value” of culture. More specifically, this derivative value would 

reflect the subjective worth that an individual places on experiencing – intentional or 

unintentional, conscious or unconscious, active or passive – tactual contacts with (or directed 

to) other individuals who participate in a same cultural activity, delineated in space and time. 

Experiencing tactile value can lead to a large spectrum of differential feelings, ranging from 

enjoyment to repulsion, depending upon the agent’s own subjectivity and life experience, the 

parties involved in the tactile momentum, the purpose of the physical act and the environment. 

When experienced positively, tactile value can arguably contribute to the hedonic dimension of 

any cultural experience. 

 

2. Method and Analysis. 
 

In order to better understand how tactile value is experienced in the CCS, we designed and 

conducted a survey among a specific target group particularly familiar with live music events 

– young concertgoers and festivalgoers. This research draws from Throsby (2001)’s 

recommendation to use attitudinal analysis to measure attitudes and patterns of responses at 

either an individual or group level when assessing cultural value. We elaborated the quantitative 

questionnaire based on the theoretical framework above and the inherent properties of live 

music events (See Appendix 1). The questionnaire was available in English, French, and Italian 

and structured in three main parts.14 The first part allowed us to control for respondents’ cultural 

practices (e.g., frequency of participation in live music events before and after-Covid19 

outbreak, type of music events, format of the events). The second part focused on the sense of 

touch in live music events. Participants were asked to assess their level of awareness regarding 

different tactual situations (using 5-point Likert scales), and what they would consider pleasant, 

unpleasant, conscious, or unconscious when experiencing haptic contacts. The third section 

controlled for traditional socio-demographic information. The questionnaire was disseminated 

from mid-September to mid-November 2021 to students enrolled in a university bachelor’s 

degree offering a Tourism economics course (Italy) and in a Master’s degree in Cultural 

management (Belgium).15 The Facebook page of a Belgium-based hip hop music festival was 

also exploited for dissemination, with reposts every two weeks. We acknowledge that this 

methodological choice has its own limitations. By chiefly targeting concerts- and festivalgoers, 

who are more inclined to enjoy mass live music events, our findings do not pretend to represent 

the CCS as a whole, nor the entire population of music event goers.16 In total, we obtained 142 

 
14 Note that a fourth part dedicated to physical vs digital live music experience was also included in the questionnaire but will 

not be discussed in the scope of this paper. 
15 Before disseminating the questionnaire, we tested a first version of it with a test group of 10 persons, collecting feedbacks 

on the clarity and on the complexity of questions, and improving some of the questions according to these feedbacks. 
16 The situation is expected to differ for people consuming classical music in seated format, which are not represented in this 

study. 
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exploitable questionnaires with summary statistics provided in Appendix 2. Women account 

for 62% of the sample, against 35% for males, with 90% of the respondents being under the age 

of 45. Most of them belong to Generation Y, born between 1981 and 1996. When asked if they 

had any idea of what tactile value could be, 25.87% of the participants affirmed that yes (n=37), 

25.86 affirmed that no (n=37) and 48.25% were not sure (n=69). Yet, when asked if they were 

aware of haptic experiences in cultural events, 60.14% confirmed (n=86), 13.29% refuted it 

(n=19), and 26.57% were uncertain (n=38). 
 

Based on this data, we tested four hypotheses deriving from our theoretical framework, 

using a set of variables suspected to determine tactile value.17 Because of a limited sample, not 

all variables collected throughout the survey could be used, just as no comparative approach is 

provided at this stage of the research, although differences in gender or marital status are likely 

to affect cultural experiences (Mauri and Wolf 2021; Bihagen and Katz-Gerro 2000; Katz-Gerro 

and Jæger 2015). Figure 1 represents the relationships that we have identified in our hypotheses. 
 

 

Figure 1. Graphical representation of hypotheses 1-4 

 

 
 

Hypothesis 1: the importance attached by someone to the sense of touch positively influences 

how the sense of touch is perceived as a positive feature of live music events. 
 

Hypothesis 2: the extent to which touch is perceived as a positive feature of live music events 

has a positive relationship with the pleasantness that someone attaches to the sense of touch in 

live music events. 
 

Hypothesis 3: the importance attached by someone to the sense of touch positively influences 

the pleasantness that he/she attaches to the sense of touch in live music events. 
 

Hypothesis 4: the pleasantness attached by someone to the sense of touch in live music events 

is positively related to the tactile value he/she attaches to an in-person live music event. 

 

Our four hypotheses suggest a relationship between a series of latent variables. The central one 

is “tactile value,” a variable that measures how much people value a live music event experience 

where the tactile sense can be experienced. This variable, further described below, translates 

how much a subject is willing to pay for this type of events, as compared to events with limited 

or absent haptic experiences, such as events with compulsory social distance, seated events, and 

digital events. In other words, if a person values tactual contacts and the possibility to 

experience those contacts during live music events, he/she should be willing to spend more 

money on this type of events with respect to other similar events where tactual contacts cannot 

be enjoyed. 
 

Our setting is also characterized by three other latent variables, deriving from prior 

research and representing key features of haptic experiences in live music events. The first is 

 
17 Note that we are focusing on the impact on tactile value in live music event for concert- and festivalgoers, without the 

claim to extend what we find to the evaluation of the whole physical event with respect to the digital counterpart. The value 

of a physical event may be influenced by the quest for distraction, the disconnection from work, and other social or personal 

reasons (Shipman and Vogel 2024; Zhao 2023). 
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“pleasantness” which relates to the enjoyment the sense of touch can offer to attendees in live 

music events. This complex notion is, however, likely to be influenced by several other 

variables. In fact, different types of tactual experiences can happen during a live music event, 

most of which were included in our questionnaire. Individual predispositions, personal history 

and life trajectory may lead to unequal experiences, some being more pleasant than others. For 

example, two persons can react differently to an accidental touch by a stranger during a concert, 

and the reaction can also depend on other characteristics such as how big is the crowd, how 

large is the venue, what type of music is being played, etc. This variable, therefore, aims to 

represent how pleasant is each haptic experience related to live music events. We expect it to 

measure how enjoyable is a live music event from the attendee’s viewpoint: the higher the 

variable’s value, the more enjoyable the event, with direct effects on people’s consumption 

choices. 
 

A second latent variable is “importance,” namely the perceived importance of the sense 

of touch in live music events. As for “pleasantness,” this variable is likely to depend on the 

characteristics of both the subject and the music event. Here, our goal is to represent the 

personal valuation of tactile value related to its importance (not how much it is pleasurable). 

Put differently, a person may find important to share the same space with other people during 

a live music event but could also find it unpleasant in certain situations. We expect the former 

to be a predominant case. This variable is also likely to influence consumption choices, but in 

a different way than “pleasantness” as it mostly deals with choosing between live music events 

or other alternative cultural goods or services. 
 

Finally, our third latent variable is “positivity,” namely the perception of the sense of 

touch as a positive feature of live music events. This variable represents the positive (or 

negative) attitude a person may have towards music events’ features that relate to touch. With 

“positive attitude,” we refer to the way one feels toward a certain experience related to the sense 

of touch that can characterize the participation in a live music event. Examples are a meeting 

or an accident, that could be perceived and experienced more or less positively by the 

participant. This variable influences the consumption choices of agents and is expected to be 

strongly linked to “pleasantness,” as a predetermining factor. 
 

In Table 1 we describe our sample by reporting a series of descriptive statistics of the 

measures related to our latent variables. We selected these variables after conducting an 

explorative factor analysis to identify which ones were more likely to measure the same latent 

variable. 

 

 

 

 

 

 

 

 

Table 1 – Descriptive statistics of measures for latent variables  
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As shown in Table 1, “tactile value” is assessed by means of three measures, “wtp_1.5,” 

“wtp_seat,” and “wtp_online.” All three variables consider the willingness to pay for events 

where tactile value is more likely to be experienced.18 

“Pleasantness” is measured by the variables “hugs_strangers” and 

“crowd_compression,” two 5-point Likert scale variables.19 According to Hertenstein et al. 

(2009), touch is indeed a communication mean able to create a vast range of emotions between 

people from unrelated groups. We chose two characteristics that are likely to make people feel 

themselves comfortable or uncomfortable when experiencing these two situations. The variable 

“importance” is based on “touch_in_lme” and “social_value.”20 We expect those variables to 

be related to the importance of the sense of touch in live music events since being part of a 

social group increases the probability of experiencing physical contacts between group 

members. Finally, “positivity” is measured through four distinct variables, 

“connection,” “shared_experience,” “energy_crowd,” and “hand_touch.”21 

 
18 The three variables are built using answers to the question “Based on a ticket set at 100€ (full regular standing up experience), 

how much to you pay for:”, respectively for “The same concert, standing up but with 1.5 meter between concert goers”, “The 

same concert but seated”, and “The same concert but fully online”. The answers range from “0-25 €” (1) to “More than 100€” 

(6). Since the answers to this question are not directly measuring the willingness to pay for an event with more likely touch 

experiences but the willingness to pay for an event with a limited haptic experience, we used the inverse of the value of each 

answer (i.e., 1/x where x is the answer) and multiplied it by 6, so to have a set of relative measures of willingness to pay 

compared to an event with at least 1.5 meters of social distance, a seated event, or a digital event, respectively. 
19 These variables are built using the answer to the question “How do you experience each of these types of physical contacts 

in live music events?” respectively related to “Hugs and hand-shakes by strangers” and “Feeling of being compressed in a mass 

of people”, with a Likert scale going from “Mostly unpleasant” to “Mostly pleasant”. 
20 The former is a 5-level Likert scale variable, obtained from the question “How much each of our 5 senses is important in a 

live music event?” related to the touch sense, with the scale going from “Not important” (1) to “Very important” (5). “Social 

value” is a 0-1 answer to the question “According to you, what are the most important values of art and culture?” where 

respondents could choose up to 3 values among aesthetic value, historical value, social value, educational value, authenticity 

value, spiritual value, or a customized value that they had to type. When respondent chose “social value” (by itself or with 

other answers), the variable “social value” is equal to 1, or 0 otherwise. The choice of values listed in this question is based on 

Throsby (2001). 
21 The first three – which are relevant variables recalled in other papers on the impact of lockdowns on music lovers (Zhao 

2022) – come. from a 5-level Likert scale question “How positive/negative are the following experiences linked to live music 

events?” respectively related to the points “Feeling physically connected with people (human interactions)”, “Sharing the 

cultural experience”, and “Experiencing the energy that emanates from a compact crowd”, with a scale going from “Mostly 

negative” (1) to “Mostly positive” (5). “Hand touch” is the answer to the 5-level Likert scale question “How positively or 

Variable n mean sd min max

TACTILE_VALUE

WTP_1.5 142 2.75 1.89 1 6

WTP_SEAT 142 2.62 1.74 1 6

WTP_ONLINE 142 5.42 1.28 1.5 6

PLEASANTNESS

HUGS_STRANGERS 142 3.00 1.14 1 5

CROWD_COMPRESSION 142 2.00 1.07 1 5

IMPORTANCE

TOUCH_IN_LME 142 2.92 1.09 1 5

SOCIAL_VALUE 143 0.66 0.47 0 1

POSITIVITY

CONNECTION 142 4.54 0.69 2 5

SHARED_EXPERIENCE 142 4.49 0.68 3 5

ENERGY_CROWD 142 4.12 0.93 1 5

HANDS_TOUCH 142 4.00 1.01 1 5



 14 

 

To test our hypotheses 1-4, we used the equations set displayed in Table 2, with 

equations 1 to 4 representing the structural part of the SEM. The measurement part of the model 

consists in equations from 5 to 15. 

 

Table 2. Equations of the Model 

 

 
 

Each of our 4 hypotheses can be tested checking if the coefficients α11, α21, α31, and α41 (that 

we expect to be all positive) are statistically different from 0. By estimating the SEM, we 

obtained both direct effects (i.e., the impact that a variable has on another variable in the system 

while keeping all the other variables of the system), and indirect effects (i.e., the effect of a 

variable to another through the mediation of a third variable).  

Figure 1 reports the estimated direct effects of the structural part of the model. Straight lines 

represent statistically significant impact, while dashed lines are for coefficients which are not 

statistically significant.  
 

Figure 1. Standardized Direct Effects. 

 
 

The paths, representing the direct effect with the number representing their magnitude, going 

from “importance” and “positivity” to “pleasantness” are not significant, suggesting that they 

are not statistically different from 0. However, since we are estimating a multivariate system of 

equations, analyzing the total effects is preferable, namely the direct effect plus the indirect 

 
negatively do you experience physical contacts on the different parts of your body during a live-music event?” related to 

“Hands”, with a scale going from “Mostly negative” (1) to “Mostly positive” (5) 
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effects. In fact, some variables in our model have possible indirect paths reaching other 

variables. For example, in our case “importance” has a direct link with “pleasantness” (from 

“importance” to “pleasantness”), but also an indirect one (from “importance” to “positivity” 

and from “positivity” to “pleasantness”). At the same time, all variables but “pleasantness” have 

an indirect link with “tactile value”. In Table 3, we report the total effects of our SEM, which 

account for both direct and indirect effects. The coefficients must be read as a relationship going 

from the variables from the columns to those in the rows.22  

 

Table 3 – Estimated Standardized Total Effects in the Structural Part of the Model. 

 
The coefficients displayed in Table 3 reveal two different parts within the system: one starting 

from “importance” and reaching “tactile value” through “pleasantness,” and the other going 

from “importance” to “positivity.” Table 3 reveals that “importance” has a relevant impact on 

“pleasantness”, on “positivity”, and, indirectly, on “tactile value”; all three effects are 

statistically significant, which means that “importance” is a key variable in our analysis. On the 

other hand, “positivity” does not seem to have any relevance in impacting the two variables it 

is linked with directly (pleasantness) or indirectly (tactile value, through pleasantness), since 

none of the coefficients are statistically significant. Not only the direct effect and the indirect 

effect from “positivity” to “pleasantness” are not significant, but there is also no effect from 

“positivity” to “tactile value”. Finally, “pleasantness” has a positive and statistically significant 

total effect on “tactile value”, as evidenced by the coefficient observed in Figure 2, with only a 

direct link between these two variables (without any mediators). The value attached to the sense 

of touch in live music events seems therefore to be due to the “importance” given by 

respondents to that sense – with respect to the other senses – and to the “pleasantness” generated 

by this sense. The latter is, in turn, linked with the importance given to the sense of touch. 
 

These results indicate that the perception of the relevance of touch in live music event – as 

measured by the declared importance of touch in such events and by the significance of their 

social value – plays a substantial role in influencing how much young concert- and festivalgoers 

economically evaluate tactile value. This relevance does not pass through the perceived 

positivity of the touch sense – measured by the perception of how much positive are the 

connection with other people taking part in the event, the shared cultural experience, the energy 

that emanates from the crowd and the experience of hands being touched during the event –, 

but through how much it is perceived as pleasant – related to the pleasantness the respondents 

declare concerning the experience of being immersed in a crowd and of receiving handshakes 

and hugs from strangers. 

 

 

3. Tactile Value as an Argument for Practitioners and Cultural Policies. 

 
22 For example, the coefficient reported in the cell crossing the row for “pleasantness” and the column for “importance” must 

be read as the total effect of “importance” on “pleasantness.” 

å PLEASANTNESS IMPORTANCE POSITIVITY

PLEASANTNESS 0.652* 0.616

POSITIVITY 0.593**

TACTILE_VALUE 0.542** 0.353** 0.334
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Although additional research is needed to better assess the role of tactile value in the CCS, our 

model already suggests that this derivative of social value plays a non-negligible role in live 

music events. The next sections discuss how stakeholders involved in the organization of music 

concerts and festivals could take advantage of TV to encourage people to re-engage in mass 

events again.  

 

3.1.Tactile value as a Post-Covid Marketing Strategy. 
 

Our finding suggests that TV is an integral part of live music events’ unique selling proposition. 

As a result, concert and music festival organizers could further exploit this notion in their 

marketing and communication plan. Hultén et al. (2009) has introduced and highlighted the 

potential of sensory marketing as a powerful tool for strategic differentiation and brand value 

building. Still marginally encountered in other sectors,23 the CCS have not yet exploited the 

potential of this marketing strategy. However, as pointed out earlier, music festival and concerts 

are, in essence, multisensory events during which attendees’ five senses are stimulated at 

varying degrees. As the sense of touch appears to be of importance in these events, further 

insisting on this aspect in marketing campaigns – through posters including visuals that 

emphasize the possibility for festivalgoers to commune physically or through teasers and after-

movies made up of subliminal sequences shots that emphasize haptic contacts linked to feelings 

of happiness24 – may have an impact on prospective consumers. This differentiation strategy, 

with which digital alternatives cannot compete,25 requires further research to assess its 

effectiveness on attendees’ perception and experience of live music events. If effective, it may 

encourage a new generation of attendees belonging to Gen Z and Alpha – who transitioned 

from childhood to adolescence during lockdowns – to discover the world of live music and the 

benefits of experiencing physical contacts through a shared cultural experience. This strategy 

may foster demand renewal for mass events whose idiosyncrasy (i.e., being crowded) may not 

be viewed as a competitive advantage after two years of limited physical interactions. Similarly, 

the benefits of attending music concerts on the health of attendees in specific contexts, 

acknowledged in scientific literature (Gustavson et al. 2021; Shuai-Ting et al. 2011), could be 

further emphasized to re-attract old and new audiences. 

 

3.2.Tactile Value as an Argument for Post-Covid Cultural Policies. 

 

Whilst museums and galleries were allowed to re-open quite quickly, the impossibility for 

music festivals and concerts organizers to comply with social-distancing measures prevented 

them from resuming to normal activities. The close proximity and direct or indirect physical 

contacts that participants are likely to experience in these events explain why this sector was 

more affected than others during the crisis. As viruses are expected to continue to circulate in 

the long run, preventive measures need to be taken to avoid further dramatic economic 

consequences for live music event organizations. 
 

 A review of government aids issued during the pandemic in different European 

countries reveals that the haptic nature of culture was not explicitly included in the reflection 

(Betzler et al. 2021). That is all the more paradoxical that the relationships between culture and 

 
23 E.g., olfactory marketing with fragrance developed by luxury hotel brands. 
24 A relevant example of such a practice can be found in the trance music world, with the live events “Group Therapy” by the 

trance/dance group Above and Beyond. See https://www.youtube.com/watch?v=XyQru6UQZbc 
25 The pandemic has triggered the development of several digital alternatives, such as live streamed performances, virtual 

concerts festivals (with pioneering example of Travis Scott on Fortnite) and online music festivals (Tomorrowland around the 

World). 
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well-being are thought to be impactful and have become a priority of research agenda (Daykin 

2019; Clift 2020; Hand 2018; Wheatley and Bickerton 2017),26 even though this relationship 

should be considered with caution, as suggested by several recent studies (Clift et al. 2020, 

2022, 2024; Grebosz-Haring et al. 2023). It is therefore necessary to further investigate the 

under-studied role of the sense of touch in this sector, to extend the exploratory analysis we 

propose in this paper. 
  

 Including the notion of the tactile value in the cultural-policy debate about arts, culture 

and public health may support these sectors. For example, acknowledging the importance of 

the five senses, and touch in particular, in the CCS may help governments better understand the 

specificities of the live music industry and to provide adjusted supports. More broadly, the 

importance of the sense of touch could compel cultural policy-decision makers to assess the 

CCS based on their dependance on physical interactions. This innovative way of approaching 

the CCS could lead to more transversal funding allocations that overcome traditional sectorial 

segmentations (e.g., heritage versus performing arts). The pandemic has indeed shown the 

limitations of using art genres or public-private status as segmentation criteria. Tactile value 

can also lead to better adjusted supports such as extended financial aids for sectors that involve 

haptic experience, lump-sum fundings for offering specific hygiene devices or free testing for 

cultural activities directly concerned with physical contacts, additional structural and technical 

support to encourage outdoor events where viruses are less likely to circulate, or ad-valorem 

subsidies to compensate potential cancellations due to Covid-19 (as private insurances rarely 

bear such costs). As the live music industry is mostly governed by private organizations, these 

funding opportunities should not be limited to non-profit organizations (NPO) but to all firms 

engaged in such events and likely to face new challenges should the infection rate rise again. 

By extension, such initiatives may apply to the event sectors as a whole as these events (e.g., 

sports events, wedding or automobile salons) also gather a large number of participants, offer 

food and drinks, and inevitably foster physical contacts.  

 

Conclusion 
 

In this paper, we introduced and defined the notion of tactile value, before embarking on a first 

quantitative exploration of its perception and impact within the cultural and creative sectors. 

Using a quantitative survey, we obtained 142 questionnaires aimed to further understand how 

haptic moments are experienced in the live music industry. Based on this data, we built a 

Structural Equation Model and detected structural relationships between a set of latent variables 

(importance attached to tactual experiences, how positively bodily contacts are perceived, and 

how pleasantly they are experienced). Our main goal was to understand their effects on 

attendees’ willingness to pay for in person events. According to our current findings, tactile 

value is experienced with a relative degree of pleasantness which affect participants’ live music 

experience. Recommendations to music event organizers and policy decision makers were 

suggested to encourage stakeholders to consider the tactual components of culture in their 

marketing strategies and decision-making process. 
 

Future research is needed to further investigate this notion and expand the analysis on 

larger samples to support our preliminary findings. More specifically, the study needs to be 

reiterated on other profiles of participants, less incline to attend mass live events and to listen 

to contemporary music. We also encourage researchers to reflect on other situations in which 

the five senses, and the sense of touch in particular, can be experienced, either positively or 

 
26See https://apps.who.int/iris/bitstream/handle/10665/329834/9789289054553-
eng.pdf?sequence=1&isAllowed=y (Accessed on 29 November 2022). 

https://apps.who.int/iris/bitstream/handle/10665/329834/9789289054553-eng.pdf?sequence=1&isAllowed=y
https://apps.who.int/iris/bitstream/handle/10665/329834/9789289054553-eng.pdf?sequence=1&isAllowed=y
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negatively, by consumers in the CCS. In this respect, research collaboration with cognitive 

scientists could lead to promising research avenues.  

 

 

 

   *** 

Appendices 
 

Appendix 127 

 

 
27 The detailed questions of the survey are available on demand. 
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Question number Information we obtained from the questions

1 Average attendance pre covid

2 Average attendance post covid

3 Favourite cultural events

4 Concertgoer/festivalgoer or not

5 Most frequent music event type

6 Seated vs standing

7 Why standing is important

8 Values of events

9 Tactile value

10 Definition of tactile value

11 Awareness of touch experiences during events

12 Awareness of senses in cultural events

13 Most multi-sensorial event

14 Most touch-sense intensive event

15 Materialization of tactile value in cultural events

16 Conscious contacts

17 Unconscious contacts

18 Pleasant contacts

19 Unpleasant contacts

20
Link density – pleasantness, indoor vs outdoor – 

pleasantness, small spaces vs big spaces – pleasantness

21 Negative externalities of T.V.

22 Positive externalities of T.V.

23 Value of contacts on cult events

24 Are there more positive or negative effects?

25 Substitution streamed/digital events – in person events

26
Tactile value absence as reason of non-substitutability of 

streamed and in person events

27 New technologies for haptic experience

28 WTP for different levels of social distancing

29 Conscious about the T.V. before covid?

30 Conscious about the T.V. after covid?

31 Appreciation of physical contacts after social distancing

32 Fear of physical contacts after social distancing

33 If reattended events, conscious of missing physical contacts?

34 Tactile value outside cultural events?

0 General information



 20 

Appendix 2 

 

 
 

Socio-demographics Freq. Percent Cum.

Age 15-30 78 54.93 54.93

31-45 50 35.21 90.14

45 13 9.15 99.30

Prefer not to say 1 0.70 100.00

Gender Male 50 35.21 35.21

Female 88 61.97 97.18

Non-binary 2 1.41 98.59

Prefer not to say 2 1.41 100.00

Education High school 25 17.61 17.61

Bachelor 25 17.61 35.21

Master 79 55.63 90.85

Ph.D. 11 7.75 98.59

Prefer not to say 2 1.41 100.00

Professional status Employed 71 50.00 50.00

Freelancer 22 15.49 65.49

Job seeker 10 7.04 72.54

Student 36 25.35 97.89

Prefer not to say 3 2.11 100.00

Civil status Divorced 5 3.52 3.52

Engaged 19 13.38 16.90

Married 23 16.20 33.10

Single 90 63.38 96.48

Prefer not to say 5 3.52 100.00

Ethnics African 3 2.11 2.11

Asian 8 5.63 7.75

Causasian 119 83.80 91.55

Latino/Hispanic 3 2.11 93.66

Prefer not to say 9 6.34 100.00

Country of residency Australia 2 1.43 1.43

Austria 1 0.71 2.14

Belgium 96 68.57 70.71

Croatia 1 0.71 71.43

France 5 3.57 75

Germany 1 0.71 75.71

Italy 26 18.57 94.29

Netherlands 5 3.57 97.86

Poland 1 0.71 98.57

Spain 1 0.71 99.29

Switzerland 1 0.71 100.00
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