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Abstract 

 

The thesis focuses on the important component of music industry: music journalism. 

Based on academic literature, the work analyses and discusses economic and technological 

changes observed in music journalism during last 30 years, namely neoliberalization of the 

economy and its impact on creative workers’ employment conditions, as well as digitalization 

and its influence on music journalism. The case study is focused on Prague’s music journalists 

and based on the data collected from the interviews with them. The thesis demonstrates how 

global tendencies in the Western music journalism influence local music journalism and what 

is distinct about the local case. The research also studies the different types of music media 

and journalism in Czech Republic and their influence on the degree of autonomy of music 

journalists and their working conditions, resulting in different writing styles.  
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Introduction 
	

Throughout the history of popular music journalism there were a lot of studies dedicated 

to its role and functions in music industry. There were also a lot of examples of music journal-

ism taking an active role in emerging and popularization of music genres culture or individual 

bands. Moreover, there are a lot of studies on different and important factors that influence the 

music press which has also an impact on the music industry or vice versa. Most of the studies 

consider the Anglo-Saxon music and music media. United Kingdom and United States are the 

origin countries of music journalism and are still the major centers with biggest press corpora-

tions (McChesney 2001; Hracs 2012). In my research I will focus on Czech music press in 

terms of the Western music media perspective. I will also examine and analyze the major 

changes of the music industry such as globalization, liberalization, development of new tech-

nologies, some economical changes and mainly its impact on the music press in Czech Repub-

lic.  

The last decade was the time of big and important changes in the world, music and me-

dia. Starting from the 1990s culture and creative industries were supported with subsidies on 

the national level (Hesmondhalgh 2008). However, cultural industry including music industry 

is mostly regulated by the corporate production and obey the capitalism market’s laws. Keith 

Negus uses the term saying that industry produces culture and culture produces industry, 

where the last term stresses that “production does not take place simply ‘within’ a corporate 

environment structured according to the requirements of capitalist production or organization-

al formulae, but in relation to broader culture formations and practices that are within neither 

the control nor the understanding of the company” (Negus 1999: 19).  

Neoliberalization in global economy in the 1990s influenced the culture industries and 

inherent for them creative class. Creative workers are usually employed on unstable irregular 

conditions, which on one hand gives them more autonomy, but on other hand deprives them a 

social security. However, these types of employment are typical and represent creative class’s 

worldview (Lloyd, 2002).  

Globalization changed the role of the global and local media and music scenes; technol-

ogies made the music accessible for the wider audience, which was reflected on the means of 

production and functions of the different actors within the sphere. Globalization was possible 

thanks to the development of new technologies which in its turn also had a major straight im-
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pact on music industry and media (McChesney 2001). According to Fornas, technology is one 

of the crucial factors for music, this includes technology of instruments, studios, recording, 

distribution and media (Fornas 1995). Throughout the years new technologies developed, and 

nowadays we are living in a digital world, which indeed has a great impact on all units of mu-

sic field. Physical carriers of music recording like CDs are not popular anymore, all recordings 

are now accessible in the cloud. In the same way printed press is being replaced by online edi-

tions, in March 2018 British NME printed the last issue and continued publishing in online 

only format. Social media has enabled communication between different actors within music 

scene including audience and also communication between music performers and audience 

without any mediator. These changes are obvious and visible for every individual audience 

member.  

At the same time there are more major changes that are not so obvious. Regarding the 

world media globalization and development of the technologies led to the creation of the oli-

gopoly of the media. Major companies which are mostly centered in US, UK and few in Eu-

rope are now global and international instead of national (McChesney 2001).  

As one of the results of globalization is formation of media oligopoly, a lot of smaller 

media have been swallowed by big media conglomerates (McChesney 2001). “New, large 

media conglomerates operate in new form of symbiosis with small, sectoralised units. This 

makes it hard to revitalize the clear polarity between dominating mainstream and subversive 

alternatives/indies” (Fornas 1995). Music press focused on popular music or individual genres 

usually fall into the category of independent niche media, which in its turn mostly belong to 

some bigger media conglomerates or in case with small local media like Czech media to some 

bigger publishing houses. Except entering of different ways of music media production, new 

methods of music journalism has an impact on the interpretations and conceptualization of 

music texts and practices. The New Journalism influenced the music journalism with new 

styles of writings in the 1970s (Forde 2001). 

Major mainstream media and independent alternative ones are in strong interdependence 

not only economically, but also informationally. Sarah Thornton shows this interrelation and 

functions of each category of media on example of “moral panic” around British club scene. 

We can differentiate types of media, each having its own function. Micromedia like flyers, 

listings and fanzines are for people who are already familiar with some particular culture. Fan-

zines are considered to be the active voice of the consumer and the mean of the subcultural 
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communication, but they are slower than professional media. According to Thornton, amateur 

fan media can only pick up after the professional media (Thornton 1994). 

In current decade any kind of information became accessible for the wide audience and 

in case with music press this can threaten the essence of media, which was usually the selec-

tion of music and being the mediator between music performers and audience. Especially it 

can be evident on small local scenes as one in Czech Republic. Yet different forms of music 

media are still relevant and preserve some of their key functions adjusting their features to the 

current need and demand.  

In my research paper I will explore local Czech independent music scene and focus on 

independent media accordingly. My interest and aim of this paper are to analyze and describe 

the impact of the major changes of neoliberal economy and globalized music industry and me-

dia on local independent media and to investigate relevant approached of local media that 

helped them to adjust to current environment and to be relevant in circumstances of digitaliza-

tion of music production, distribution and mediating. The findings of this paper can be used 

for local music journalists and media agents, as it will provide information about functioning 

of the local music press and serve for better understanding of the interconnection wit the local 

scene.  

The study focuses only on current Prague-based music and cultural media and it is a qualita-

tive research. For the theoretical basis of my work I will use ethnomusicology and popular 

music studies literature that focuses on global and media (McChesney 2001; Thornton 1995; 

Hracs 2012; Forde 2001; Fürsich and Avant-Mier 2012; Hesmondhalgh 2006; Baym and Bur-

nett 2009; Hellman and Jaakkola 2011; Atton 2009; Negus 1999) and popular music (Fonarow 

2006; Fornas 1995; Holt 2007; Connell and Gibson 2003). My ethnographic data is based on 

the interviews with Prague music journalists and some statistic data about employment of cre-

ative workers. In my opinion, the interviews with experts of the field is the most efficient 

source of ethnographic data and will provide us with the journalists’ perspective on the music 

industry and music media environment in Czech Republic. In addition, I will look at online 

issues, social media, music press’ web pages in order to describe and analyze them. 

 

1. Culture And Music Industries 
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Music journalism is a branch of the broader field of cultural journalism, which, in its 

turn, is an indispensable part of the culture and music industries. In order to understand music 

media and music journalism from a broader perspective, it is important to consider the broader 

field of cultural production. In this chapter, I therefore introduce main characteristics of cul-

ture and music industries and related theories about their development. The main goal of this 

part of the study is to give an overview of the music industry and music journalism and how 

they are involved in cultural production. I also discuss the most influential historical, econom-

ic and technological changes in the culture and music industry. I will discuss the main theories 

about culture and music industry in terms of Bourdieu’s fields and provide some information 

about its history and important approaches. 	

The aspects covered by this chapter are: an overview of culture and music industries 

from a historical point of view; a discussion of the impact the global economy and technologi-

cal changes has on these industries. The last section is about the independent music industry, 

technology and economy in independent music. This theoretical introduction will provide the 

history and main theories of cultural and music production and serve as a background for fur-

ther analysis of local music media today in the following chapters. 	

 

1.1 Culture Industry 
 

The term ‘culture industry’ was popularized by Keith Negus and is still commonly used 

by scholars. Negus suggested that “cultural items were being produced in a way that had be-

come analogous to how other industries were involved in manufacturing vast quantities of 

consumer goods” (Negus 1999). In other words, cultural products that are usually perceived as 

works of creativity necessarily involve the structure of capitalist production and distribution 

which can be compared to the manufacturing of consumer goods. Cultural products, such as 

journalistic texts and music itselfinvolve different aspects and features and should be consid-

ered with all their complexity. Negus assumed that ‘industry produces culture and culture pro-

duces industry’. In the first case, by using the term ‘industry produces culture’ Negus is refer-

ring to “how entertainment corporations set up structures of organization and institute distinct 

working practices to produce identifiable products, commodities and ‘intellectual properties’” 

(Negus 1999: 15-16). That is to say that cultural products are generated for the sake of enter-

tainment or simple consumption and are organized in order to get commodified the most effec-
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tively. Such perspective allows us to see cultural production as a way of manufacturing of cul-

tural products which obey the business rules of any industry. In the second case, where ‘cul-

ture produces industry’, the cultural field should be seen as a structured institutional produc-

tion organized in most sufficient way in order to achieve the most effective form of produc-

tion. Nevertheless, the culture industry is dependent on different social, economical and politi-

cal forces that should be considered for a better understanding of the demands of the industry. 	

The idea of the culture industry implies two processes inherent for industrial production. 

Firstly, it suggests application of industrial manufacture means of production to a field which 

was earlier seen as an independent and separate from business and commercial interest; cul-

tural products need classification and the structure of distribution as any other consumer 

goods. Secondly, it assumes the standardization of form and content of cultural products ac-

cording to the needs of industry, which means adjusting to economic, social and political con-

ditions of the corporate world. Hence, production of culture involves many aspects and differ-

ent processes that determine the culture industry.  

For better understanding of the segregation and organization of the culture industry, it is 

useful to look at it from the perspective of Bourdieu’s fields theory. “By ‘cultural production’ 

Bourdieu intends a very broad understanding of culture, in line with the tradition of classical 

sociology, including science (which in turn includes social science), law and religion, as well 

as expressive-aesthetic activities such as art, literature and music” (Hesmondhalgh 2006). Da-

vid Hesmondhalgh adopts Thompson’s definition of field as ‘a structured space of positions in 

which the positions and their interrelations are determined by the distribution of different 

kinds of resources or ‘capital’. By identifying key fields within a particular social space, 

Bourdieu is able to theorize interconnections between different areas of endeavourand the de-

gree to which they are autonomous of each other (Hesmondhalgh 2006). 	

The key notions adopted by Bourdieu are cultural, economical and symbolic capital, 

which are crucial for different fields. Cultural capital can be though of as mainly a possessed 

knowledge, behavior path or skill-set of a person or a group of individuals (usually gained 

through education). Symbolic capital can be referred to honor, prestige or recognition availa-

ble for an individual within one’s field. In case of music industry it can be referred to music 

rewards and recognition among other actors in the field.  Each of the field has also sub-fields. 

In the following sections I will use the notion of different kinds of capital inherent to different 

poles of fields and subfields. 	
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According to Bourdieu, “[cultural] field is more or less constituted by the relationship 

between two sub-fields: the sub-field of small-scale production (or ‘restricted production’) and 

the sub-field of large-scale production (grande production or mass production)”. These are 

primarily distinguished from each other by the degree to which they are autonomous of the 

field of power. Small-scale, or restricted, production is described as having a relatively high 

degree of autonomy, but never full autonomy; mass production is mostly ‘heteronomous’ 

(Hesmondhalgh 2006). The small-scale production usually involves less economic capital than 

mass production, but it requires more of the cultural capital and obtains more field-specific 

symbolic capital, “a consecrated avant-garde have especially high levels of symbolic capital, 

in the shape of various forms of recognition, honour and acclaim (prizes, membership of acad-

emies)” (Hesmondhalgh 2006). In my research I will focus on the sub-field of small-scale 

production and will incorporate independent music industry with this notion later in this chap-

ter. 

According to Negus, “any attempt to study the ‘production of culture’ needs to do more 

than understand culture as a ‘product’ that is created through technical and routine process and 

institutionalized practices. We need to do more than simply read off or assume the characteris-

tics of sound and images from patterns of ownership or the way commodity production is or-

ganized. We need to understand the meanings that are given to both the ‘product’ and the 

practices through which the product is made” (Negus 1999: 20). In this view the culture indus-

try is different from other industries, as cultural products have more complex aspects; under-

standing the cultural product involves understanding the processes and conditions under which 

it was produced. Unlike other types of production of any industrial goods, where the social 

and political contexts are not important, the culture industry produces different type of goods 

which consist of intellectual or creative human labor. Cultural products should be seen from 

broader social perspective, where producing the goods also involves putting a meaning in the 

product which is influenced by external social, political or economical aspects of society.  

“Culture, thought of more broadly as a way of life and as the actions through which people 

create meaningful worlds in which to live, needs to be understood as the constitutive context 

within and out of which the sound, words and images of popular music are made and given 

meaning” (Negus 1999: 20). Culture and cultural products are often the representation or re-

flection of people’s lives and are open to interpretation. 	



7 | Page 
 

	

Cultural goods, like movies, books and music recordings usually have high production 

cost. Such products require a relatively large amount of time and financial recourses. Howev-

er, lack of finances is a typical weakness of culture industry, which is also associated with un-

deremployment, temporary and short-term contracts, prevalence of freelance work, low earn-

ings, a lack of social security, etc (Lee 2017). Poor consumer-based income in the industry 

does not cover the investment of resources, which led to a concept that Hesmondhalgh called 

‘the blockbuster syndrome’, when massive amounts of money are spent on making a big hit 

which would cover the inevitable misses (Hesmondhalgh 2008: 554). This is an example of 

industry focusing mainly on mass production.	

The culture industry has been recently expanded and a new term ‘creative industry’ 

emerged and has been commonly used since the late 1990s due to socio-economic and politi-

cal changes that established new conditions in the cultural industry field. Hesmondhalgh 

writes that both culture and creative industries refer to a complex domain of cultural studies 

which focuses on analysis of how cultural goods are produced and disseminated in modern 

economies and societies (Hesmondhalgh 2008: 552). Creativity is seen here as a human input 

in the production process and can be viewed as a form of capital. From the point of view of 

capital, creativity can be understood as intellectual property and a form of labor that gives 

meaning and reflection of social and historical aspects of individual people’s lives into the cul-

tural goods (Lee 2017). Hesmondhalgh points out that the term ‘creative industry’ was applied 

in order to expand the culture industry with activities that also maintain some creative or intel-

lectual labor but are not directly associated with culture. Thus, creative industry includes arts 

like visual art and dance, more craft-based labors like fashion and furniture design and even 

software production. This way of labeling enabled the expansion of the range of production 

that would be supported by governments with subsidies and creative industries helped to link 

‘the arts’ to the commercial cultural industries, so that even the most subtle activities that con-

sisted of intellectual property or creative labor were made a part of economic development  

(Hesmondhalgh 2008: 559). Creative industries can be seen as a transition of culture industries 

to post-Fordism, when cultural production became more sectionalized and the emergence of 

creative industries enabled the collaboration of big cultural conglomerates or, for example 

software producers, with small businesses and cultural workers. Moreover, the protection of 

intellectual property was strengthened and strongly associated with the ‘creative artist’ 

(Hesmondhalgh 2008: 559).	



8 | Page 
 

	

Neoliberalism and democratization of late 20th century changed the perception of culture 

industry and drew more interest to it. On global and national levels culture and creative indus-

tries became supported by political institutions with subsidies. “Its first major policy use ap-

pears to have been by the British Labour government elected in 1997, though there were im-

portant precedents in other countries, notably the Australian Labor government’s Creative Na-

tion initiative of 1994” (Hesmondhalgh 2008: 559). Furthermore, seeing the creative industries 

as a way of future prosperity pushed governments to support the education of cultural sector 

workers with trained skills. The shift to creative industries can be described as a democratiza-

tion among cultural industries, when even non-commercial cultural creative production re-

ceived the support of the governments. However, proponents of neoliberalism of 21st century 

argued against financing of national cultural products based on the argument that cultural trade 

regulations can harm consumers and that subsidies inhibit the ability of nations to develop 

their own competitive cultural institutions (McChesney 2001).  

 

1.2 Employment in Creative Industries 
 
For better understanding of the economic model commonly used in popular music in-

dustry it is necessary to look closer on the economic changes that occurred in creative indus-

tries and represented a neoliberal economic model. As I mentioned earlier, starting from the 

1990s creative industries were subsidized by the governments and supported on the national 

level. Creative industries were seen as an important and potentially lucrative part of the eco-

nomic life. According to Hesmondhalgh, people involved in creative industries possess a great 

value of knowledge and information in order to produce culture or symbols therefore can be 

called ‘symbol creators’. These symbol creators have influence on our understanding and 

knowledge of the world. Cultural production is centered on symbol making; but this also in-

volves the complex division of labor and administration provided by different kinds of work-

ers in the creative industries (Hesmondhalgh, 2018 p. 9). 

The transition from Fordism to post-Fordism and to neoliberalization of the economic 

life brought new ways and forms of employment. “The 1990s notion of the ‘boundaryless ca-

reer’ referred to a range of supposedly newer forms of employment, which involved moving 

between various employers to work on different projects, and drawing validation from net-

works outside the organisation in which people work” (Hesmondhalgh, 2018 p. 350). This 
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boundaryless self-employment is common among creative workers, as it creates flexible con-

ditions for both employees and employers. Work in creative industries often lacks the central-

ized structure and regulations which is inherent for neoliberal economic model. Creative 

workers often have multiple jobs and work as self-employed freelancers; the work is frequent-

ly irregular and short-term contracts are predominant impacting the uncertainty of career pro-

spects (Hesmondhalgh, 2018 p. 351). This flexibility of neoliberal economy can be beneficial 

for both sides, as employers do not have to sign long-term contracts with fixed salaries and 

further additional provisions such as medical insurances, paid vacations, sick days and mater-

nity leave.  

On the other hand the employees can have more freedom from the compulsory obliga-

tions of ordinary corporate type of employment which affects the autonomy of creativity and 

image of the authentic lifestyle of creative class characterized by non-materialistic interests 

and often voluntary adoption or relative poverty for colorful personas of artists which signifies 

their autonomy (Lloyd, 2002). However, these kinds of irregular unstable form of employment 

often create poor working conditions for the creative workers. The average annual income of 

those involved in cultural industries is often lesser that the cost of living. For example, accord-

ing to Hesmondhalgh’s representation of 2009 UK’s Creative and Cultural Skills Council fig-

ure of creative workers’ income, 62 percent of people earned less than £20,000 per year, and 

31 per cent earned less than £10,000 per year which is very little for the UK, considering the 

costs of living there (Hesmondhalgh, 2018 p. 353).  

Another problem of the creative industry is that jobs are often underpaid comparing to 

other industries. As Hesmondhalgh argues “…Creative labour within the cultural industries is 

underpaid because of a permanent oversupply of artistic labour, which takes the form of ‘vast 

reservoirs’ of non-professional cultural workers and the mobility of creative professionals be-

tween different fields”. The semi-skilled or unskilled creative workers who often make up the 

‘vast reservoirs’ are usually overseen comparing to professionals who can be demanded in few 

cultural fields at the same time. Cultural industries tend to draw mostly upon graduates, as 

they often require high-level information, knowledge and trained aesthetic skills 

(Hesmondhalgh, 2018 pp. 351-352). Workers of the creative industries are compiled to subsi-

dize their income from multiple jobs from different fields, not necessary cultural. It is com-

mon, for instance, that musicians also work as graphic designers or even as bartenders to make 

enough profit (Lloyd, 2002). Furthermore some of the graduates are supported by family 
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members, as another common form of the employment in culture field is the internship. “The 

reliance on internships to gain entry to highly competitive sectors such as the cultural indus-

tries greatly disadvantages young people from less privileged backgrounds, and is likely to 

reinforce the domination of symbol making by graduates” (Hesmondhalgh, 2018 pp. 353-354). 

People from less privileged background simply lack the finances that would provide them for 

the studying and during the studying with further struggles of paid employment. This leads to 

another problem, namely class inequality, as people involved in cultural industries tend to be 

born into high-income, high-education families, while those from less privileged background 

cannot afford the investments to enter the industry (Hesmondhalgh, 2018 p. 353). 

Nevertheless, cultural industry still attracts a lot of young people, and there are some 

reasons and explanations of such appeal. Some of the most important reasons are: a lot of the 

symbol makers see their jobs as ‘labour-of-love’ and seek the fulfillment of their potential; 

another explanation is that these people are not completely aware of the risk of failure; one 

more reason is that cultural work simply gives the non-monetary psychological rewards, such 

as satisfaction from self-realization and possible recognition in the community or globally 

(Hesmondhalgh, 2018 p. 352). Despite the great risk of the failure and financial struggles, the 

cultural industries still attract a lot of ambitious young people who are willing to contribute 

their knowledge, skills and work to the culture.  

Common for culture industry fields of study like performing arts, fine arts, film and 

television are often called ‘bohemian’ fields. Besides studies directly associated with arts and 

creativity, cultural industries need workers competent for administration and organization, 

therefore there is also a demand for the graduates of the management studies (Hesmondhalgh, 

2018 pp. 350-353). As I mentioned earlier, these representatives of graduates of mostly bohe-

mian studies and potential workers in the cultural industries are aware of and often attracted 

by the image of the rebellious bohemian lifestyle and typically poor conditions seen as authen-

ticity which is a representation provided by film and television (Hesmondhalgh, 2018 p. 352).  

Richard Lloyd in his study about gentrification of urban spaces describes the working 

conditions and lifestyle of young people whose work often involves aesthetic, cultural or tech-

nological innovation. In his writings Lloyd shows on Chicago example how creative classes 

usually prefer postindustrial urban places and neighborhoods which then transform as a re-

sponse to these population’s cultural and artistic dispositions. According to Lloyd, former in-

dustrial parts of the city, like Wicker Park in Chicago, are redeveloped and gentrificated by the 
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members of the creative class, who contribute to the cultural production of these parts of the 

city and at the same time draw the capitalist interest and investments to the neighborhood. 

Primarily affordable parts of a city become cultural centres with large amount of symbolic 

capital with its “diversity of artistic offering from popular music to galleries to poetry read-

ings” (Lloyd, 2002). Those employed in the creative industries are usually aware of their own 

financial disadvantages and lack of stability. A young creative worker can rarely have satisfac-

tory income, but they can toil as a bartender in popular nightclub or a barista in hip restaurant 

and at the same time contribute to the local scene. Some of the young people also work as 

graphic designers or media agents mostly on freelance basis. “Work in these flexible contexts 

becomes characterized by mutual non-obligation between employer and employee” (Lloyd, 

2002). These non-obligation relationships often mean the lack of upwards trajectories and 

fundamental instability for the employee, which is seen as ‘autonomy’ and reflects the post-

Fordist postindustrial social organization and economy characterized by deregulation and ne-

oliberalization. Nevertheless, the creative class accepts these poor working conditions and a 

need in additional non-artistic toil as a part of the bohemian lifestyle they chose, which is an 

advantage for the postindustrial flexible society and media economy. Lloyd suggests that so-

cio-cultural pattern inherent for independent cultural production that usually resisted the 

standard roles of parts of economical capital has now become part of the new more flexible 

regime of labor incorporation (Lloyd, 2002). 

Thus, flexible employment in cultural industries has its advantages and downsides which 

I will explore on the example of Czech media. I will show how the flexibility in jobs arrange-

ments of post-industrial economy of the latest dercades influence the terms of journalists’ em-

ployment and what is the advantage and disadvantage of such arrangements for them. 

 

1.3 Music Industry  
 

The music industry, like the culture industry in general, has its own structure and institu-

tions that are organized to provide the most efficient production of consumer goods. Music 

production involves a lot of different processes, from the creativity of composing through to 

the cooperative labor of a variety of people in different institutional settings, in order to effi-

ciently produce a successful product. A variety of workers and actors involved within the mu-
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sic field maintain knowledge about the structure and organization of the music field to be able 

to function properly. For instance, media agents and promoters need to obtain some general 

knowledge for better understanding of the classification of music texts in order to come up 

with the most effective way of distribution. According to Negus, the issue here is “to stress 

how staff within the music industry seek to understand the world of musical production and 

consumption by constructing knowledge about it (through various forms of research and in-

formation-gathering), and then by deploying this knowledge as a ‘reality’ that guides the activ-

ities of corporate personnel. In economic terms this refers to the production, circulation and 

use of various forms of market data or ‘consumer intelligence’” (Negus 1999: 19). In the mu-

sic industry, the actors and mediators involved in the sphere need not only data regarding the 

classification and structure of production of music texts, but also the marketing data and un-

derstanding of the needs and demands of the audience.	

In Bourdieu’s terms, the popular music field also has two major sub-fields of large- and 

small-scale production. It is usually differentiated as mainstream music that utilizes the meth-

ods of large-scale mass production, and independent music as a small-scale autonomous sub-

field accordingly. Negus argues that music production in general terms involves musicians and 

other actors working within ‘genre worlds’ (Negus 1999: 25). Genre classification is necessary 

for culture industries as a tool for regulation of the circulation of vast musical practices and 

goods. Genre can also be seen as a set of codes, conventions and rules that can label the music 

and bring it to a proper field. “The apparatus of the corporate music industry is thoroughly or-

ganized in generic and market categories” (Holt 2007). When a musician starts working with 

any label, their music is being assigned to a particular category and then marketed and sold as 

a product registered with a particular generic code. 	

Such categories as mainstream popular music and other more individual genres were al-

so important when the music industry was restructured in order to achieve product differentia-

tion during the industrial shift from Fordism to post-Fordism during late 20th century. Mass 

production itself could not satisfy the whole market, so capitalist conglomerates were looking 

for creativity and innovations among a small specialized production line. Hesmondhalgh 

(1996) writes about ‘flexible specialization’ as a strategy of restructuring of the industry, when 

mass production methods were displaced by smaller forms of production specialized on mar-

ket niches. In the music industry this flexibility was evident in partnerships and collaborations 

of major records label and small independent ones. In order to achieve the product differentia-
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tion, the majors were searching for refreshment among independent productions, because in-

dependents were able to fill the areas of markets where the large major productions could not 

reach (Hesmondhalgh 1996). Niche markets were different from the mass market with differ-

ent preferences and demand of specialized music products – in this case particular genres of 

music. Post-Fordism suggested the horizontally integrated form of production and symbiosis 

of large conglomerates with small forms of production. In other words, in the music industry, 

major labels would collaborate with smaller labels or individual producers on a temporary ba-

sis for the production of differentiated products instead of restructuring their own production 

or losing the niche market.	

Another important issue is an impact of the technology in music industry. One of the 

most valuable conclusions made by Fornas is that “musics depend on technology, including 

technology of instruments, studios, recording, distribution and media” (Fornas 1995). Starting 

from the end of the last century, technologies have been developing fast and as a result today 

we do not have so many physical carriers of the music recording anymore, recordings are 

available in digital formats on electronic devices like laptops and mobile phones. According to 

Fornas, technology is one of the ‘external’ conditions of the music. For example, in the past 

decades technological advancements profoundly changed music recordings and audio carriers. 

In 1970s magnetic audiotapes or compact cassettes substituted the vinyl records and in 1980s 

compact discs started gradually substituting cassettes. However, these replacements were 

mostly evident in mainstream music, all formats ever created still exist on some level in niche 

areas, for example, music cultures like indie rock still value the physical artifacts like vinyl 

today. Eventually, starting from 2000s new technologies enabled the storage of big amounts of 

music digitally in MP3 format, which also changed the methods of distribution of music. 	

In 1999 Shaun Fanning founded Napster, the file sharing service, which distributed cop-

yrighted music illegally and free of charge for consumers. It changed the Western music in-

dustry fundamentally. Internet and services like Napster enabled the development of a concept 

of ‘gift economies’, a practice of exchange of digital commodities, including image, movie, 

and sound files across the Internet. Peer-to-peer networks enabled the exchange of files be-

tween users without any mediation. At that time the music industry lacked a technological 

foresight that would prevent the distribution of copyrighted music, which immersed the music 

industry into an economic crisis (Hracs 2012). The music industry had to adjust to the new 

conditions in order to be still function. Firstly major labels focused and applied some legal ac-
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tions on services like Napster, but then they expanded their focus also on individual consum-

ers for stealing copyrighted music illegally. By prosecution of people stealing the music ma-

jors pushed away the markets. In order to bring them back they introduced online models of 

digital music distribution. At first, online music stores with subscription models failed, as peo-

ple wanted to keep the music they have purchased. Among many online music distribution 

channels and business models that have emerged throughout the 2000s, Apple’s iTunes online 

music store and its ‘pay-per-song’ model have become the leader of the market in Western 

countries. One of the advantages of such a model is that listeners can buy only the songs they 

like and are not forced to pay for the rest of the record. However, at this point major labels had 

lost a big part of their dominance and power in the industry. They could no longer dictate the 

terms of the content, pricing, and distribution, but rather had to take “direction from the new 

and more dominant players on the distribution side” (Hracs 2012). Now the most popular form 

of music recording distribution is a subscription model of streaming services, where consum-

ers pay for the time of subscription and get access to music storage. On streaming services like 

Spotify or Apple Music, that became the most popular and successful form of distribution in 

last ten years, listeners can have access to both: they can have the whole records or choose the 

individual songs to add them to their digital library. 	

These streaming services helped solve the problem of ‘piracy’ in the music industry and 

helped major labels to recover. However, revenues now come not from selling tangible music 

products like singles or albums, but from subscription and advertising. Although artists are 

also getting royalties from the streaming depending on how many people listen to their music, 

consumer-oriented music platforms do not give musicians complete freedom, as in most cases 

uploading of their music on the service requires cooperation with labels (Hesmondhalgh, 

Jones and Rauh 2019). In general terms, this alteration had important consequences for the 

pricing structure as well as the style of music that is being produced and marketed. Flexibility 

and product differentiation became necessary to keep the market occupied. At the same time, 

online stores and services give a privilege to hit singles over entire albums, which promotes 

the popularity of a narrow range of the most commercially successful songs. This has shifted 

the mainstream music production, distribution and reception to focus on a narrow range of 

commercially viable ‘top 40’ music. Thus, in order to prevail in the ‘MP3-crisis’, major labels 

used the approach what Hesmondhalgh called ‘the blockbuster syndrome’, or in case of the 

music industry ‘hit-makers’. In other words, in order to reduce the risk of losses, the majors 
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terminated many existing record contracts and focused their resources on a narrow range of 

established and commercially successful music products. Previously musicians would send 

demos to a major label hoping they would be able to sign on the major, now musicians often 

have to release one or even several albums independently before majors decide whether to 

sign the contract or not depending on the commercial potential (Hracs 2012). 	

 

1.4 Independent Music Industry 
 

The central interest of my paper lies in practices integrated within the pole of small-scale 

production. Indie is a popular music genre mostly defined by the means of its production. In-

dependent music is often associated with ‘authenticity’ and avant-garde and is usually a prod-

uct of small record companies with sophisticated cultural capital and low level of economic 

capital. However, Hesmondhalgh points out that although “many small record companies were 

committed to aesthetic and political challenge and innovation, many were not” 

(Hesmondhalgh 1996). Not all independent companies are driven by a certain ideology, some 

are focused on profit making. Independent music was differentiated and defined by its means 

of independent or autonomous production. Indie is usually considered to be outside of main-

stream and driven by certain inherent values, such as ‘creative freedom’ and freedom from the 

commerce-driven production. Punk activists in the 1970s took the idea of working inde-

pendently from the industry due to it being too restraining in their view, a position which was 

then continued by post-punk. Independent music and the notion of creative autonomy have 

been romanticized, but it requires more complex approach for accurate discourse. As 

Hesmondhalgh argues, a lot of small independent record companies were often even more ex-

ploitative of their musicians than corporate majors (Hesmondhalgh 1996). In other words, in-

dependent music industry shares some common features and characteristics with major music 

production which it was trying to avoid in the first place. 	

Besides the autonomy of production, indie’s ideology encourages the autonomy of indi-

vidual musicians (Hesmondhalgh 1999). According to Hesmondhalgh, it was at first a British 

phenomenon; term ‘indie’ was adopted in 1980s, at that time analogous music genres in US 

were labeled as ‘alternative’. Indie is rooted in punk culture and anarchistic politics that was 

continued by post-punk musicians and record labels, such as Rough Trade started by the own-

er of a shop of the same name Geoff Travis in 1976, or Factory Records founded by Tony 
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Wilson and Alan Erasmus in 1978. “Creative autonomy from commercial restraint is a theme 

which has often been used to mystify artistic production by making the isolated genius the he-

ro of cultural myth” (Hesmondhalgh 1999). However, indie emerged form the networks of 

post-punk companies who set up the chains of distribution in order to organize an easier way 

for indie musicians to reach a wider audience across the country. 	

“From its very inception, indie music was considered to have an antithetical approach to 

the mainstream production of music” (Fonarow 2006). In other words, indie will reject any 

attributes of mainstream, such as popularity and commercialization. Indie opposes mainstream 

by resisting ‘selling-out’, which is seen as abandoning previously held political and aesthetic 

views for commercial success (Hesmondhalgh 1999). Indie avoids appearances on television 

and participating in popular charts in order not to be seen as ‘sold-out’ among its audience. 

Small independent record labels often balance on the edge of bankruptcy resisting being ‘sold-

out’. However, in order to maintain the niche market, independent music industry was forced 

to give up some of its DIY aesthetic concerns and collaborate with corporates.  

As the independent music sub-field is a part of a broader music industry field, it is inevi-

tably connected to and influenced by the major production. The interconnection between the 

two sub-fields is complex, and relations of different forms of capitals or autonomy and heter-

onomy of content and product types can be fluid. One example of fluidness of the fields re-

garding small- and large-scale productions poles is that the production of a large amount of 

any culture is achieved through the creation, collaboration or cooperation of partially autono-

mous fields. For instance, major record companies sign distribution or licensing deals with 

independent record companies (Hesmondhalgh 2006). There are advantages of such collabora-

tions for both. For majors, such partnership is a way to flexibility and product differentiation 

in order to reach a wider audience and therefore larger revenue streams. For the independents, 

international licensing through majors makes it easier to trade and export the deals across the 

Europe and US. And perhaps most simply funding or distribution deals with majors provides 

independents with financing (Hesmondhalgh 1996). This flexibility helped the indies to estab-

lish also as a genre on one hand and to decrease the crisis on the other hand. Partnership and 

collaboration with major labels like Universal, Sony or Warner, established networks of distri-

bution accessible for wide range of music practices. However, majors’ financial investments 

into independent music industries reduced its autonomy from the corporates, as investment 

entails potential control over production (Hesmondhalgh 1999). Hesmondhalgh writes that 
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when in the 1990s indie experienced a decline and economic crisis, by 1995 a new version of 

indie which was partly a result of indie labels’ partnership with corporate majors occupied a 

British scene and was called ‘Britpop’. As other indie genres, Britpop has its roots in post-

punk rock tradition (Hesmondhalgh 1999).	

Another example of the fluidness of the independent and mainstream fields is the possi-

bility of ‘crossovers’. In popular music this term supports the fact of interconnection between 

small specialized niche markets and mass pop music products. It refers to an ability of musi-

cians, labels and sometimes whole genres to travel through the field from small-scale produc-

tion to mainstream (Hesmondhalgh 1996).	

With transition to digital file exchange and distribution, independent artists received 

even more freedom from labels and possibilities for self-promotion. Social media enable 

communication of artists and audiences without mediators, music platforms offer an easy and 

efficient way of sharing music files. One of the first and most important social media that was 

widely used by independent musicians was MySpace. Established in 2003, it enabled musi-

cians to find their audiences through labeling music and communicating with other music pro-

ducers without necessary cooperation of the labels. However, consumer-oriented music ser-

vices, like Spotify, still require musicians to work with the labels to upload and receive royal-

ties for their music. After 2008 MySpace started to decline and was finally displaced by other 

social media like Facebook. Currently there are still some music platforms commonly used by 

independent musicians, such as Bandcamp and SoundCloud.	

The current definition of indie as a genre is associated with particular sound of music 

and stylistic conventions. Indie was often considered to be a genre that contrasted mainstream 

and some other genres, like electronic dance music. Indie is usually characterized as punk-

related, but artsy and melodic, with electric guitar combined with some sensibility in lyrics 

(Fonarow 2006). There are more specialized genres that aesthetically and ideologically fall 

under indie category, among them alternative, grunge and shoegaze.	

One of the most important ideological characteristics of indie is simplicity. Indie values 

simplicity in everything; it values little elaboration in technology in music practices; for ex-

ample, for indie genre low fidelity of production is inherent. The simplicity is also evident in 

styles and images of musicians and audience; basic outfits usually composed of T-shirts and 

jeans are common appearance of indie bands on stage (Fonarow 2006). Another manifestation 

of simplicity is the fact that independents set themselves against the focus on ‘image’ unlike 
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mainstream pop music. For example, some of the most important indie bands like The Smiths 

refused to put their photo on the covers of albums; many indie bands valued designs on covers 

more than images of themselves. There was also a resistance against using the promotion by 

music videos which is common for mainstream music (Hesmondhalgh 1999). Even the ‘indie’ 

is the simplification of ‘independent’ and is usually written with a small ‘i’ in the beginning to 

stress the modesty as part of the identity (Fonarow 2006).  

According to Hesmondhalgh, inception of indie represents a decline of post-punk which 

came up in early 1990s with bankruptcy of the iconic post-punk labels Factory Records and 

Rough Trade. Post-punk failed to completely transform and restructure the independent music 

industry, which proved that it is impossible to reconcile ideology of being outside the main-

stream and punk’s bias against elaborate production with making popular music. The new 

conditions of capitalist economies make the majors corporate methodology maintain its domi-

nance. 	

 

This chapter gives an overview of the structure and organization of the culture and mu-

sic industries with a range of approaches and reflections on different discourses about the eco-

nomical, political and technological impact on those industries. The major influences on music 

industry were due to liberalization and digitalization of music production and distribution. The 

development of the technologies as external condition led to restructuring music and inde-

pendent music industries. While the independent music industry was always seeking autono-

my from the limitations of commercial mass production and in doing so preserved some of the 

aesthetical and ideological concepts of ‘creative freedom’, it remained in many ways inferior 

in relation to the productions and success of the dominant commercial music industry. At the 

same time, there are evident cases of fluidness and interdependence of both major and small 

independent music productions, where under some economical conditions the symbiosis of 

two proved to be the most efficient way of the production. 	

 

 

2. Music Journalism And Its Role In Music Industry 
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The study of music journalism requires several perspectives. Music media are catego-

rized and classified according to their functions and characteristics. Like the whole music in-

dustry, music media are also influenced by social, political and economical changes such as 

globalization, development of new technologies and other economic changes. In this chapter I 

provide an overview of music media and a brief history of music journalism while focusing on 

important historical changes that influenced the ideology of music writers and affected music 

criticism. I also describe the main functions and methods of music journalism. In the last sec-

tion I proceed with the discussion of independent music journalism and its characteristics in 

relation to the new economic system. 	

 This chapter serves as a broader theoretical context for the ethnographical and analytical 

third chapter in which I will continue examining the topic of music journalism with ethno-

graphical and analytical case studies of Czech independent music journalism. 	

 

2.1 Music Media  
 

Starting from the previous century, sociologists and musicologists have been studying 

the influence of the media on popular music and individual music genres and cultures. There 

are differing perspectives from which genres, cultures and music ideologies are influenced by 

different types of music press. In the same way as the music industry is being produced in the 

most sufficient way for profit making and music is identified and classified in order to fulfill 

market needs, music media are also classified and organized according to demands of different 

markets. Different types of music media have various functions and audiences, as they also 

cover different genres of music. Some of them concentrate on mainstream music and have a 

way of production inherent for corporate mass production; their main goals are to financially 

prosper and reach the broadest audience possible. Other media are directed towards niche 

markets and are more genre-oriented. Moreover, some media are differentiated according to 

their work organization and production as independent or autonomous media.	

Fabian Holt suggests that music media are relevant for setting up genre networks. “The 

mass media have been necessary for establishing broad genre networks” (Holt 2007). Constant 

production of certain music practices depends on the spread and circulation of information 

about it in the form of texts, images and ideologies. Many local and translocal scenes and 

communities are gathered by the media which shape the scene and make interconnections. 
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Music texts are interpreted and gathered into cultural knowledge by media. “Media are crucial 

to the creation, classification and distribution of cultural knowledge” (Thornton 1994). In this 

sense, the core function of media is to shape the cultures and operate with cultural knowledge. 

At the same time, music press is dependent on music cultures, as the key reason for the maga-

zines’ interest in music cultures is their need to target and maintain the readership. Monitoring 

and analyzing the music and especially youth music cultures has become a financial necessity 

for music media for attraction of audiences (Thornton 1994).  

According to the genre classification, music press is aimed at certain target audiences. 

For example, mass media and tabloids are oriented on mainstream popular music and have the 

largest audience, which is usually heterogenous. Respectively, mass media workers do not 

have a lot of autonomy, as mass publications are consumer-oriented. This orientation affects 

not only content but also methods of writing: for mass media, house style of writing is inher-

ent. In terms of content, mass media are usually influenced by niche music press (Thornton 

1994). As representatives of music press of a smaller-scale production have more cultural cap-

ital and therefore cultural knowledge, they often operate within the subcultures or youth music 

cultures. To a great extent, media construct and shape these subcultures. Consumer-oriented 

music media therefore categorize social groups and arrange sounds along with aesthetic pro-

duction and interpreting of music texts (Thornton 1994). 	

As I have already mentioned earlier, niche music press in usually genre-oriented. One of 

the examples of niche music press is New Musical Express (NME), the most influential British 

publication among independent rock communities, which gained its popularity during 1970s 

when it mainly covered punk and post-punk genres. Another niche media is i-D magazine, 

which arose on underground dance music like techno and acid house in late 1980s. Here are 

some other important music and cultural media: Melody Maker, which was similar but consid-

ered to be rival with NME, a lot of journalists worked for both of them (for example, Everett 

True); Rolling Stone was devoted to mostly mainstream music cultures; Wire and The Quietus 

are mostly music media but cover other cultural topics also. Other small media like fanzines 

are community-based and are focused around certain subcultures or particular marginal or 

niche interests (Atton 2009). 	

Except describing music sounds and explaining music genres, music press mainly em-

phasizes the social perspectives, subcultures and the meaning of the music for its audience 

(Atton 2009). By defining and stressing the cultural and subcultural characteristics it shapes 
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the genre and designates the target audience for both music and writing about music. In to-

day’s globalized world music media are among those factors that create and connect commu-

nities and audiences of one particular genre despite geographical separation. For example, 

punk preserves its authentic subculture throughout time and across continents with help of 

mediation and communication. 	

Media often cooperate with other players of music industry, such as producers and rec-

ord labels, in order to achieve the most effective form of production and shape the scene or 

sometimes a whole genre. A good example of such cooperation of media with label in the pro-

cess of creation and shaping of a genre is grunge and Nirvana from Sub Pop Records. Nirvana 

is mostly associated as a breakout from Seattle grunge scene. However, music similar to 

grunge, incorporating a mix of punk and metal has existed in Seattle long time before anyone 

had heard of grunge and Nirvana. Sub Pop record label was established by Bruce Pavitt and 

Jonathan Poneman in 1986. It grew up on Pavitt’s zine where he would print reviews and dis-

tribute compilation tapes of underground rock bands. Significantly, Pavitt and Poneman creat-

ed an identity for the record label itself from its very beginnings. They created the Sub Pop 

Singles Club, in which subscribers were sent a new record every month. Hip consumers very 

much liked to believe they were privy to a secret unavailable to the mainstream. Photographer 

Charles Peterson would go to the shows and take pictures not only of bands, but also of audi-

ences, which helped Sup Pop to create a particular scene or closed community. The label 

would also fly the British music journalist Everett True, who was working in Melody Maker at 

that moment, to Seattle and in 1989 give him a guided tour of the scene showing other bands 

of the same genre (Moore 2009). At that time, British media like NME and Melody Maker 

were the most influential publications for new rock genres even in the US. British music jour-

nalists often explored US punk and avant-garde scenes searching for new material. By doing 

thoughtful promotion and with cooperation with media sources Sub Pop created and defined 

Seattle grunge scene. Mediation in form of local small-scale music press helped to define a 

genre and gather the audience into a community of a scene; promoting the local scene in glob-

al media with manifestation of its features helped grunge to become a prominent genre world-

wide. Music mediation as a separate section of music industry is relevant not only for display-

ing the discourse about music genres and cultures, but also for elaborating, connecting and dis-

tributing of musical and cultural knowledge. 	
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Media themselves are influenced by some external conditions. New technologies and 

new economic arrangements of the last two decades had a significant impact not only on mu-

sic industry (see Chapter 1), but also on music media. According to McChesney, communica-

tion technology and globalization make global media empires (mostly US, UK or Western Eu-

ropean based) feasible and lucrative. Before 1990s, national media systems consisted mostly 

of domestically owned radio, television and newspaper industries, centered on national con-

cerns. National deregulation of media during democratization enabled big media firms to cre-

ate global oligopoly in late 1990s, when the firms were moving internationally and consolidat-

ing fast. “Get very big very quickly or get swallowed up by someone else” (McChesney 

2001). Without cultural trade barriers, global media firms like Disney, AOL-Time Warner or 

Sony, spread across the world absorbing local and independent small media and creating me-

dia oligopoly.	

Another consequence of the development of technology on media is related to the global 

digitalization. According to Paula Hearsum, in 1970s NME was selling 300,000 copies (Hear-

sum 2013: 107). In March 2018 the publisher announced the last NME printed issue, and the 

magazine became an online-only publication accessible for free. Some media organizations 

were founded as online-based from the very beginning; for instance, music magazine Pitch-

fork was established as digital publication in 1995 and remains so until today. 	

Other phenomena that influence music media starting from the 2000s are social media 

and music platforms. By means of social media musicians can communicate with their audi-

ences directly; therefore the distributing role of mediation partly lost its function, because mu-

sic recordings can be distributed to the media at the same time as to the rest of the audience. 

Besides, now, when music is accessible for all in one click, classical descriptive music reviews 

lost their relevance. Moreover, social media like MySpace, Facebook provided new ways of 

promotion and distribution for musicians. Independent musicians can spread their music freely 

and come up with their own strategies for release and promotion (Suhr 2012). Digital music 

platforms with subscription models like Apple Music and Spotify provide unlimited and easy-

to-use access to huge music libraries. “The use of music streaming services by consumers has 

grown rapidly in recent years, and all serious analysts now see them as central to the econom-

ics of the recorded music industry over the coming years” (Hesmondhalgh, Jones and Rauh 

2019). Moreover, streaming platforms also provide access to many playlists based on genres, 
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moods or artists; some of playlists are made by professional editors and some are generated by 

algorithms. 	

However, labels are still involved in processes of music distribution. Most mainstream 

consumer-oriented music services like Spotify are based on corporate means of production and 

often require musicians who want to upload their music there to cooperate with labels. There 

is also another set of music platforms that differentiate themselves from consumer-oriented 

ones. Hesmondhalgh, Jones and Rauh called these platforms ‘producer-oriented’ to refer to the 

fact that they provide means by which musicians can upload their music without necessarily 

working with majors and independent record labels. Services like Bandcamp and SoundCloud 

encourage producers to upload their music on the platform where it will be accessible to both 

people who are not musicians but are interested in music and other music producers 

(Hesmondhalgh, Jones and Rauh 2019). 	

 

2.2 Music Journalism  
 

Pierre Bourdieu has adopted the concept of the ‘cultural intermediary’ to refer to those 

occupations engaged in ‘presentation and representation… providing symbolic goods and ser-

vices’. Negus has argued for the term ‘cultural intermediaries’ on the grounds that it directs 

our attention to questions of how production and consumption are mediated. He also suggested 

that further categories of workers, who are important in such mediation, but who have been 

relatively neglected, should be included, such as accountants. Hesmondhalgh suggests that we 

need a better specification of the division of labour involved in mediating production and con-

sumption in culture-making organizations. Negus said that Bourdieu’s intention was “to argue 

that recording industry personnel contribute to the ‘words, sounds and images of pop’ and he 

seemed to be using the term ‘intermediary’ to refer to this added contribution, which takes 

place between musician and audience. But in Bourdieu’s sense of the term, it is critics that act 

as cultural intermediaries in the recording industry”, as they gives meaning and interpretations 

of music texts (Hesmondhalgh 2006; Negus 1999).  

A lot of writers on music media suggest that music journalism was started by music fans 

(Frith 1983; Forde 2001; Atton 2009); the roots of rock journalism lie in the 1960s in the spe-

cialised music magazines of the US and in the underground press of the UK, where writers 

began (and many remain) as amateurs and non-professionals (Atton 2009). At the same time, 
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music critics often seek to be respected and valued by other music experts. “As Bourdieu ar-

gues, cultural critics are often the ideal-typical readers of their own titles and present a point of 

cultural identification/ empathy for the average reader. In interviews with journalists, a com-

mon theme raised was that their attraction to the career arose because they were dedicated and 

discriminating readers of particular titles and identified with particular writers’ critical styles 

and viewpoints” (Forde 2001). Thus, music journalism arose among rock fans who were con-

sidered to be experts in the sphere. According to Forde, a music writer was hip and valued for 

their knowledge. 	

Music journalists are considered to be ‘gatekeepers’ and ‘tastemakers’ who inform the 

audience and stratify listening habits (Atton 2009; Hearsum 2013). Music journalism is in-

volved in two fields: cultural and journalistic. It is in the cultural field, because writing about 

music requires creative writing and some cultural knowledge; a lot of writers claim that writ-

ing about music involves interdisciplinary knowledge about other cultural fields, in particular 

literature, for better interpretation of music texts and musical works. The journalistic field is 

also present, because in essence music journalism is newswriting. For cultural journalism and 

music journalism in particular certain duality is inherent; it mainly concerns the common jour-

nalistic newswriting work and leaning towards the aesthetic paradigm of cultural field, in other 

words, music journalism is balancing between news and commentary (Hellman and Jaakkola 

2011). The common neutrality of the journalist cannot be fully applicable to music journalists, 

as their participatory observation and reflection in writings are necessary. Steve Jones men-

tions a statement that there are only two camps in rock music journalism: journalists and intel-

lectuals. First category is consumer-guided and treats rock’n’roll like entertainment; and the 

representatives of the second one are “academics who drain it of all the joy and fury”. Writers 

often have one foot in each camp or migrate between them (Jones 2002). According to Hell-

man and Jaakkola, there are two main paradigms of cultural journalism: aesthetic and journal-

istic . The aesthetic paradigm is characterized by an evaluative, opinion-based and educational 

approach, while the journalistic paradigm is supposed to be an informative, fact-based com-

munication about the cultural subject (Hellman and Jaakkola 2011).	

New Journalism (NJ) influenced music writers in 1970s and 1980s. The characteristics 

of NJ are usage of literary techniques in journalistic texts and a subjective perspective of the 

author. The major difference was the transition to polyglottism and signification of the person-

ality of writer from stylistically homogeneous and standardized writing about culture; the mu-
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sic press no longer had a monopoly on the subject. Starting from 1970s, music journalism en-

couraged and valued the concept of personality of the writer being the participant, observer 

and initiator of the communication with the audience who immersed themselves into their re-

porting stories. “Often photographs of the writers would accompany features and their names 

would appear on the front cover, thereby creating a situation where headlines and bylines 

fused” (Forde 2001). Journalists would operate with conceptual, social and historical context 

of music texts rather than just simply identify and reflect the personality of the musician, 

which made their work as relevant as creating music itself. New form of music journalism 

most evident in UK rock press embraced literary technics of hip writers, analytic approach of 

rock journalism and seeing writers as ‘provocateurs’. “Features evolved into sprawling essays 

where musical textures and musicians were decoded, deciphered and deconstructed” (Forde 

2001). The writers’ concern was how music practices were communicated, circulated and per-

ceived, which opened many new perspectives of music texts. Present-day journalists concep-

tualize music rather than describe it. Chris Atton sees this form of writing as music criticism 

with subcultural approach, where rock was given signification (Atton 2009). 	

Both Forde and Atton admitted that in 1990s music journalism struggled with a ‘con-

formism of journalistic style’ as a consequence of industrial rationalization, employment con-

ditions and competition among writers and magazines (Atton 2009; Forde 2001). First, the 

work of journalists was organized and structured by the industry and by corporate means and 

interests. Second, most of the journalists, even those who were earlier encouraged to write in 

individual style, were obliged to write in a house-style which often made the writing homoge-

neous to a great degree. The fragmentation and over-saturation of consumer market in 1990s 

led to bureaucratization of music magazines and resulted in brand-centric music journalism. 

Each title was trying to brand and distinguish itself from other rival titles to attract the reader 

(Forde 2001). Atton claims that rock journalist was associated with “a particular ideology of 

universal critical values”, however, it was challenged by alternative press which was more in-

tegrated in ‘cultural studies’ with cultural knowledge of writers who could apply it to avant-

garde and experimental music discussions (Atton 2009). Starting from the 2000s, with the rise 

of online media, the readership of printed media was decreased, competition between the me-

dia and fragmentation of the audience led to the fact that media institutions have become more 

business-oriented (Hellman and Jaakkola 2011).	
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Hellman and Jaakkola suggest that currently profession of cultural journalist can be di-

vided into three sub-professions: editor, reporter and freelance critic. In case of music journal-

ism sub-division of freelance critics is the most important and common. However, these free 

critics are fully dependent on the commissions of editors, at the same time their work is not 

structured into a common routine (Hellman and Jaakkola 2011). The most common forms of 

journalistic texts are reviews of music artists, individual recordings and interviews with musi-

cians or sometimes other actors involved in cultural field. “The function of a review is to pro-

vide an account and an evaluation of the recording” (Atton 2009). The review is a form of 

journalism which is leaned and tied to aesthetic approach. Hearsum described a common 

structure of this form of writing, thus the review is supposed to 1) distinguish musical form; 2) 

give an explanation of production style 3) explore emotions and 4) contextualize (Hearsum 

2013: 112). Contextualization requires possession of cultural capital, knowledge of social and 

historical aspects and the critic’s ability to comprehend and interpret cultural themes. Inter-

views are still a very common form of text as they provide the subjective perspective of the 

artists themselves.	

 

2.3 Independent Music Journalism  
 

As  mentioned before, independent music journalism is located on the autonomous pole 

of the journalistic field and is usually associated with alternative journalism; and therefore 

they usually have the same ideology as music practices of autonomous pole of the field char-

acterized as avant-garde and experimental popular music . Alternative journalism is character-

ized with privileged amateur and autodidactic manners of production (music fans becoming 

critics), however it doesn’t exclude professional approach (Atton 2009). Moreover, because 

professional training is not required for this type of music journalism , a lot of journalists used 

independent music journalist career as a bridge to later work in mainstream media. They 

would use independent music journalism to gain journalistic experience and gain the attention 

of mass media employers (Forde 2001). Atton notes that in alternative or independent music 

journalism categories of cultural agency are blurred across the field. In other words, readers or 

consumers can become writers or writers can become musicians, musicians often start writing 

about music or can be both, musicians and writers at the same time. Another characteristic of 

independent music publishing is that, as a consequence of the fluidness of roles of cultural 
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agents within the field, they are usually interdependent and in close, often friendly, relation-

ships (Atton 2009). There is a feature common for independent music journalism and repre-

sents a certain ‘cultural elitism’, as independent music is associated with high art and authen-

ticity. 	

According to Brennan, independent music press has two audiences: the industry audi-

ence and the consumer audience. In terms of these two audiences, the industry one is more 

important in long term perspective and the consumers one is less significant. In the case of the 

consumer audience, coverage in media does not directly encourage readers to buy the music 

product they have read about – in most cases there is no straight dependence between press 

coverage and music sales. But in the case of the industry, except for discovering and highlight-

ing of new music, music press can label new music and create a ‘buzz’ around the cultural 

product, which will help to be noticed by the industry on the one hand, and to aim at the ap-

propriate audience within the genre classification on the other hand. During the 1990s and be-

ginning of 2000s musicians depended on music distributors, who would decide what exactly 

would get to the market (Brennan 2006). Independent musicians would promote their music 

and try to be noticed and appreciated by music distributors. Indie artists were highly competi-

tive and would have to come up with better ways of promotion in order to get the retail packs 

in the store. “[Buyers are] looking for a picture of critical press coverage that’s going to drive 

sales, and if they don’t see that predicted, then they won’t stock the album” (Brennan 2006). 

In other words, buyers and distributors were more likely to pick music they have read about or 

seen in media.	

One more function of independent music journalism is being useful for musicians them-

selves. According to Matt Brennan, music journalism is important for musicians as a feedback 

to their music. A lot of musicians claimed they would accept even negative reviews on their 

music, because in this case they would understand what did not work out. For independent art-

ists, these reviews are important for another reason. The matter is they often lack the money 

for promotion, and music press is essential for them, as distribution of their music is in direct 

dependence from good reviews on their albums (Brennan 2006). Good music reviews and 

even the mentions in music press itself influence also audience’s preferences in case of inde-

pendent music audience, as fans of indie are very influenced by indie music press. For exam-

ple, NME was one of the most influential tastemakers among the indie rock and punk audience 

(Fonarow 2006). Young readers would rather buy something they have read about in the 
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weekly press. “Critical acclaim can serve as a platform for low-profile and independent musi-

cians to boost their audience” (Brennan 2006).  

Even though in the current digitalized era all independent musicians have a possibility to 

do the promotion on their own through social media and other online music platforms like 

SoundCloud and Bandcamp, still many music producers lack some skill of ‘self-branding’, 

especially taking into consideration the fact that the new possibilities of social media increased 

rivalry of independent musiciansas there is a huge flow of different content in the internet 

(Suhr 2012). “In this barrage of information, getting attention and getting the music heard is of 

paramount importance to musicians and labels, especially small ones” (Baym and Burnett 

2009). There are some examples when musicians or bands were seen as completely independ-

ent and went from being obscure to world famous on their own. Although Radiohead decided 

to become independent and use social media as MySpace for promoting and distribution of 

their music, the band was signed to the EMI, a major label, before and it helped them to start 

their music career (Suhr 2012). Using label’s channels, their single “Creep” with following 

first record received a lot of attention in British music press like NME. Another example was 

given by Hesmondhalgh, Jones and Rauh: independent artist Lorde, who was unknown when 

she posted her track “Royals” on SoundCloud in 2012, which was noticed and highlighted in 

NME and in other British music press, and led to her becoming an international superstar a 

year later. However, she was signed with the biggest record label Universal three years before 

that. Later similar stories surrounded Billie Eilish, who is now the global star and is favoured 

by music press and even mass media (Hesmondhalgh, Jones and Rauh 2019). In all these ex-

amples, careers of the artists most probably would not be so successful without cooperation 

with labels and media, if press had not have created and spread the buzz. 	

Another common form of independent music criticism is online blogs. Similar to music 

journalists, music bloggers are also fans who possess some extra knowledge and are seen like 

experts. Online forms of communication, for instance, social media like Facebook, sites like 

Last.fm, YouTube, Rate Your Music, or articles on Bandcamp, forums or individual bloggers’ 

pages serve as platforms for music bloggers. According to Baym and Burnett, bloggers do a 

big part of the promotion of particular scenes and act like mediation for distributing independ-

ent music on a free of charge basis. “Together, these fans serve as expert filters as they sift, 

sort, label, translate, rate and annotate a large, disorganized, and geographically remote set of 

cultural materials for international consumption” (Baym and Burnett 2009). Baym and Burnett 
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focused their research on Swedish independent music and fans community, but these practices 

of fans voluntary labor are evident in all parts of the world. This phenomenon allows musi-

cians, producers and labels spread the music with little or no investment in promotion and dis-

tribution. Moreover, when fans contribute words about music they like on the sites like 

Last.fm, tag their favourite bands in social media or give ‘likes’ on the platforms like 

Bandcamp, these data are used for algorithms of online music platforms and other social me-

dia. Algorithms then spread and recommend the popular music to other listeners, which is es-

pecially useful for independent musicians who lack coverage in music press.  

 

Throughout the history of music industry, we can observe how music journalism is 

closely integrated with the industry, in that it strongly related to and shapes cultural 

knowledge. New conditions of today’s digitalized world significantly influence music journal-

ism. Even though it seems like social media and music platforms can take away the functions 

of music media, music journalism is still relevant today. In the over-saturated music market 

music press and individual writers are still experts and ‘gatekeepers’ who select from the great 

amount of material. Independent music journalism opposes the mass media and its homoge-

nous approach to writing and interpreting the cultural material; it is mostly not consumer-

oriented but rather leans towards the aesthetic paradigm and ‘cultural elitism’. From the dis-

cussion of this chapter the conclusion can be made is that music critics who are fans dedicated 

to music practices are the main contributors to independent or alternative music journalism, 

and are as important as musicians themselves because they provide a reflection and conceptu-

alization of music texts. 

 

 

3. Czech Music Media And Independent Journalism		
 
In the previous two chapters I provided an overview on the Western music media and 

journalism, mainstream and independent. I also discussed the major changes in the music in-

dustry, such as new economical environment, new technologies of music production and dis-

tribution and their influence on the music industry, music media and music journalism. In this 

chapter I will focus on Czech music journalism and independent music journalism in relation 
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to global music media system. I will base my analysis in this chapter on particular case study 

of music journalism in Czech Republic from the point of view of different types of media and 

journalists.  

I did in this part of my paper qualitative research based on the data collected from the in-

terviews with Prague music journalists and content analysis of the studied media with some 

statistics about journalists’ employment. My research includes ethnographic method of data 

collection and analysis of statistical data. The goal of the case study based on Czech music 

media is to show and explain the journalists’ perspective on the role and functions of music 

media in the current time, especially in relation to economical and technological changes of 

music industry. In this chapter I will analyze three Czech media: two are primarily focused on 

music (Radio Wave and Full Moon) and one is mainstream public media with a broader cul-

tural section often publishing music reviews (Respekt). 

 

3.1 Recent History of Czech Music Media  
 

In the last three decades plenty of cultural and particularly music media emerged in 

Czech Republic. In my research paper I focus only on three Czech media sources for their 

more detailed discussion. My main ethnographic data are interviews with experts from Czech 

music media field, among them are journalists, independent writers, editor-in-chief, and editor 

of the local magazines. Before I proceed with introducing the selected case studies from the 

current Czech music media sphere, I would like to give a general overview of the Czech music 

media.  

While on the global scale the last three decades the most important changes were transi-

tion from Fordism to post-Fordism, neoliberalization in economy and globalization provided 

by the internet, Czech Republic was influenced by these changes on a higher degree. Before 

1989 Czech Republic was under communist economy and political system and Iron Curtain 

that blocked the cultural influence from the Western countries (Bednařík, Jirák, Barbara Kö-

pplová 2011). In 1989 the fall of the communist regime in Czechoslovakia affected the eco-

nomic organization and liberalized the media from the censorship of the Communist Party 

(Kettle 1996). There was an opposition between Western and Eastern countries, particularly 

USA and Soviet Union in political influence. After Soviet Union lost its influence on Czech 

Republic, neoliberalism and ideology of economic globalization consolidated in Czech Repub-
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lic, but unlike other Western countries, where neoliberal economy was developing gradually, 

these political and economic conditions were new to Czech Republic (Bednařík, Jirák, Barbara 

Köpplová 2011). Compared to Western European countries, Czech Republic went through 

primary economization and marketization of the all social and cultural spheres of life. The 

shift from socialism to capitalism and neoliberalism in Czech Republic led to an enhancement 

of a commercialization of products of popular culture like television and media aimed at mass 

consumption (Bednařík, Jirák, Barbara Köpplová 2011).  

Development of technologies affected the news reports. Growing influence of social 

media and Twitter in particular in the first decade of 21th century brought a tendency of 

deprofessionalization of new reporting, as commercialized competitive media institutions were 

often picking up after social media. Mass media used social media posts as a legitimate source 

of information and photographs (Bednařík, Jirák, Barbara Köpplová 2011). The transfor-

mation of Czech media led to a new system that was established on liberal democratic legisla-

tion and was based on economic interests of the owners of the media, especially foreign own-

ers and investors, who played a role in stabilizing the whole system (Bednařík, Jirák, Barbara 

Köpplová 2011). In other words, earlier closed and nationalized media institutions were then 

restructured and commercialized as well as globalized and became available for foreign inves-

tors. Under the pressure of the market demands the media suffered trivialization and tabloidi-

zation, the common consequences of the media commercialization. The new political system 

based on liberal democracy also had an impact on media, as the state and the media were sepa-

rated, which practically meant establishment of the independence of media from the influence 

of state’s and party’s apparatus  (Bednařík, Jirák, Barbara Köpplová 2011).   

 At that time, a lot of cultural media, including music ones, emerged. Starting from the 

1989, new media were established on liberal conservative or only conservative legislation, and 

inception of the left-wing magazines were seen as socially inappropriate (Bednařík, Jirák, 

Barbara Köpplová 2011). Respekt was established in 1989 and is still considered to be the 

conservative liberal magazine, which I will review in more detail in the following sections. 

One of the first music media which appeared then and exists till today was Rock&Pop maga-

zine started in 1990. Another still existing music media about hard rock and metal called 

Spark was established in 1991.  

While internet was growing in importance, the readership of the printed media, as well 

as interest in classic TV and radio transmission, gradually decreased. Media reacted to the 
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changes with increasing their presence on the internet and, if possible, with expansion of the 

offering and spreading of the magazines. The development of the internet also affected the es-

tablished model of financing the media via advertising business. One of the consequences of 

digitalization was destabilization of usual income from advertising which was not so exclusive 

anymore as well as the decrease in the interest of foreign owners and investors in Czech local 

media. In its turn, this was an advantage for the local entrepreneurs, who had other than com-

mercial interest in owning a local media source in their property (Bednařík, Jirák, Barbara Kö-

pplová 2011).  

While culture industries globally experienced marketization and commercialization in-

fluenced by neoliberal economy, Czech Republic as a post-communist state experienced these 

processes to a greater extend as opposed to other European countries and developed neoliberal 

capitalist economy opposed to preceding communist politics and economics. Commercializa-

tion of the media institutions let to trivialization and tabloidization of the content and devel-

opment of internet affected the professionalism of the media. At the same time, growing im-

portance of the internet let to expansion of the media and development of new adjusted for-

mats.  

Before I proceed with detailed introduction of the media sources of my choice, I would 

like to have the general overview of Czech media. The mass media in Czech Republic are 

mostly private and are published by big media groups (for example, MARFA media group 

owned by Andrej Babiš, which publishes daily news magazines Mladá fronta DNES 

and Lidové noviny). There are also public media represented by Česká televize (Czech televi-

sion), Český rozhlas (Czech radio broadcasting that includes Radio Wave) and Česká tisková 

kancelář (Czech printed media agency). In the following sections I proceed with an overview 

of the media I selected for my analysis, namely Full Moon, Respekt, and Radio Wave, among 

which first two belong to private publishing houses and one is a part of public broadcasting. 

The interviewees are Michal Pařízek (chief- editor of Full Moon magazine), Kristýna Troch-

tová (contributor to Full Moon magazine), Pavel Turek (editor of a cultural section of Re-

spekt), Miloš Hroch (moderator on Radio Wave, ex-contributor to Full Moon), Hana Řičicová 

(moderator on Radio Wave, non-cultural editor in Respekt), Jarda Petřík (moderator on Radio 

Wave). Base on the collected data I will analyze the influence of neoliberal economy and tech-

nological changes on Czech Media. In further sections I will introduce and give an overview 
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on all three studied media and then proceed with more detailed analysis and comparison of the 

media.  

 

3.2 Full Moon  
 

Full Moon, established in 2010, is a small independent and music-focused magazine 

based in Prague. It is published by the publishing house “Smile Music” which hosts  two more 

music media: Spark (metal-oriented) and Fakker (metal and hardcore punk-oriented). Full 

Moon is multi-genre magazine which often covers other cultural topics like literature, films, 

art, or photography. Chief editor of Full Moon Michal Pařízek describes the focus of the mag-

azine as following: “We are primarily aimed at music, but, as you can see, music is not only 

what we are interested in. We try to look at it from different perspectives and to have an over-

view on fine arts, on literature… These things are connected, but a lot of people perceive them 

separately, so we try to combine it a little bit” (Michal Pařízek, interview with author, 2020). 

According to Michal Pařízek, the main audience of Full Moon is represented by people 

mostly from 25 to 30 years old, but 15-20% of audience consists of people over 35 years old 

(Michal Pařízek, interview with author, 2020). Michal describes readers of the magazine as 

those who are not adsorbed by “mainstream machine”, but “people who are profound and in-

terested in culture” (Michal Pařízek, interview with author, 2020). 

Full Moon is published monthly, each issue having a particular main topic. The design is 

made by graphic studio Carton Clan (Full Moon Website, “O Full Moonu”, 

https://www.fullmoonzine.cz/stranka/ofullmoonu). Readers also can find information about 

where to buy a printed issue of the magazine. Despite the fact that Full Moon is based primari-

ly as a printed magazine, there is also an e-shop where consumers can order a printed copy or 

buy a digital version of each monthly issue readable on Apple and Android. The subscription 

is available for two years, one year and half a year, the price of the subscription of the printed 

and digital version of the magazine is different: one year subscription for printed version is 

699 CZK, while one year subscription for digital copy is 469 CZK (Full Moon Website, “O 

Full Moonu”, https://www.fullmoonzine.cz/stranka/ofullmoonu). This difference in price is 

caused by the cost of the publishing: “Printing is expensive and complicated in logistic means, 

when you are not part of a big publishing house which has its own instruments for distribution 

or advertising of those things” (Michal Pařízek, interview with author, 2020). Being a part of a 
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smaller private publishing house, publishing of a printed magazine is disadvantageous for Full 

Moon; therefore, digital version was introduced not only in response of recent digitalization, 

but also as a cheaper production. Full Moon can be still found in a printed form as well as 

digital copy. Editor-in-chief of the magazine notes that printed magazine has some symbolic 

meaning nowadays. Michal Pařízek explains the advantages of printed magazine:  

There are some worldwide primarily internet media that started printing, like Pitchfork 
releases a printed magazine two times in a year, Louder Than War releases a magazine 
once in a quarter. Among the audience who read these web pages one can find plenty 
of people who would like to have it in their library, or toilet, or I don’t know, those 
who just want to hold it in their hands. Who would predict that vinyl becomes popular 
again like for last 10-15 years? People still feel the need to be able to touch stuff. Also, 
from a practical point of view it is good to have it printed for all these advertisement or 
festivals… it is important for them to see it printed and they are willing to somehow 
increase the commercial support if it is printed. 
(Michal Pařízek, interview with author, 2020) 
 

Being a small magazine, Full Moon is dependent on the overall economic situation. Ac-

cording to chief editor, the magazine was going to expand the staff and pay more to contribu-

tors, but the pandemic in spring of 2020 followed by the global crisis changed the plans and 

influenced economical situation of the media. In spring of 2020 the magazine had a small cir-

cle of editors of six people who were working full-time, also two people on part-time. There 

are some people involved and paid for non-editorial part of work (accounting, production, and 

advertising). Around 100 people are non-paid contributors and do not work on regular basis, 

approximately 30 of them regularly contribute texts. There are also around 30-40 photogra-

phers who work for Full Moon and other media. The magazine is mainly established on a fan 

base (Michal Pařízek, interview with author, 2020).  

…it is difficult to determine it so simply, the situation is changing, someone can be in-
volved mostly in [writing about] concerts, there are people who don’t have time to do 
it on a regular basis but are interested in some particular concerts and would write a re-
port for us or make some photos… We are primarily established on a fan base, other-
wise we wouldn’t be able to manage it financially. 
(Michal Pařízek, interview with author, 2020) 
 

A lot of independent music journalists work as freelancers, which I discussed earlier 

from the theoretical point of view. In case of Full Moon, which is not supported by any na-

tional subsidies or sponsorship, such freelancers who are willing to contribute texts on non-

paid basis are important for the magazine, as they complement it with different content and 

lower their costs.  This type of non-paid external contributions to the media is an example of 
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the neoliberal policies of flexibilization (and deregulation of working arrangements), as dis-

cussed in previous chapters. This is also an example of amateur music critics writing for media 

with non-commercial interest.  

The content of the magazine can be described as heterogeneous, the whole magazine is 

usually dedicated to different independent and alternative music genres. There are circa 14 

sections in an issue, where eight or nine sections are about music and five are devoted to other 

cultural topics, such as movies, theater and art exhibitions. Each issue has a word from a chief-

editor and a main topic of the month with an article dedicated to it. The advertisement of the 

magazine is usually connected to the music and music events, there are announcements of up-

coming festivals and concerts by alternative pro agencies like D Smack U promotion and 

Heartnoize promotion. Examples of other advertised subjects are the digital version of the Full 

Moon itself, Radio Wave, Divadlo Archa and Colours of Ostrava.  

Despite the magazine’s focus on traditional printed form, Full Moon also pays a lot of 

attention to making good online content on their website and social media like Facebook and 

Instagram, as this is inevitable form of distribution and communication with consumers in 

globalized digital space. The magazine avoids repeating itself in different forms of communi-

cation; in other words, the content in social media, web and printed issues is connected and 

parallel, but different.  

We are really doing our best to make a good magazine and to encourage people to buy 
it, but at the same time we also appeal to those who read us only on the web. The con-
tent on our web pages appears parallel to what we have in the magazine, sometimes 
what is in the magazine doesn’t even get on our web, sometimes, when we want to 
support a band, we put half of the interview on the web to encourage people to finish 
reading it in the magazine. But we don’t pair it, these are two different things. Also, we 
try to do something like that on our social media, we don’t just use text from web, but 
we try to find something that people haven’t noticed earlier… 
(Michal Pařízek, interview with author, 2020) 
 

 As the magazine belongs to the private publishing house it is important for it to main-

tain readership and attract as many readers as possible, which is the common functioning on 

the free market. From the other point of view, presence on social media and internet can serve 

as promotional strategies for the magazine as the form of parallel and complementary content 

in online and printed versions of the magazine can encourage people to buy or subscribe to 

both versions. Most importantly, Michal Pařízek describes the magazine as one which opposes 

the current trends of digitalization and standardization by means of printed publication and by 
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publishing non-standardized, sophisticated content discussing alternative and generally un-

popular topics in the Czech Republic in the form of long texts. 

…it is not so simple to be Full Moon’s fan. Sometimes people write to us and say that 
they have the issue but they didn’t have time to read it, and I understand that. We are 
going against the time a little bit, not many media issue 100 pages magazine each 
month about unpopular bands, but at the same time this is one of the reasons why Full 
Moon is still good. 
(Michal Pařízek, interview with author, 2020) 
 

The chief editor notes that today people do not have enough time and/or do not want to 

dedicate a lot of time to reading long journalistic texts; therefore, editors of Full Moon try to 

reduce length of texts, but the interviews are usually still long. Most importantly, the magazine 

stands for sophisticated texts about topics not covered by other media, as well as opposes the 

technological changes keeping the magazine in a printed version; however, it was adjusted to 

digitalized world with the digital format and presence on social media (Michal Pařízek, inter-

view with author, 2020). Digital format of the magazine gives consumers an alternative to the 

traditional version of the magazine, while magazine’s website and social media keep readers 

in touch with the magazine without necessary buying it.  

 

3.3 Radio Wave 
 

Radio Wave is an online radio with 24/7 live programs and podcasts, which was estab-

lished in 2006. It also creates text content on their webpage primarily about music and other 

cultural topics. Radio Wave is a part of national and public Czech radio broadcaster Český 

rozhlas. According to its description on the official site, Radio Wave is aimed at young people 

and covers all music genres, from mainstream pop to hard metal scenes, locally and interna-

tionally (Radio Wave Website, “O Stanici”, https://wave.rozhlas.cz/o-stanici-5675004). From 

2006 to 2008 Radio Wave was broadcasted both digitally and through analog transmitter for 

Prague, but in 2008 the analog broadcasting was canceled, and it has been an only online radio 

since then. As discussed in previous section, some of the media institutions decreased in popu-

larity with growing importance of internet and, as Radio Wave was a station of Český rozhlas 

aimed at young people, online broadcasting was more suitable (Jarda Petřík, interview with 

author, 2021).  
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According to Miloš Hroch, music journalist who works for several media sources and a 

former moderator and supervisor of programs on Radio Wave, the main audience of the radio 

are university students from 20 to 30 years old, who have “active cultural life” (Miloš Hroch, 

interview with author, 2018).  

‘Active cultural life’ can be understood here as life of people interested in different as-

pects of culture, typically alternative non-mainstream culture. These people are usually con-

siderate about culture and interested in new things. Michal Pařízek from Full Moon also noted 

that people who are interested in alternative culture often visit concerts and cultural events, or 

even travel for culture to different countries, for example, to festivals (Michal Pařízek, inter-

view with author, 2020).  

Journalists working for the radio have freedom in choosing the topics, genres and musi-

cians they want to discuss with listeners and readers. This approach also provides autonomy 

and independence of the journalists as well as diversity of content which is generated by indi-

vidual journalists based on their preferences. Miloš explained that he had full freedom writing 

about genres or individual artists he liked:  

Radio Wave is good for the content, which you wouldn’t be able to find on some pub-
lic media, Radio 1 is kind of similar in this way, sometimes they play some interesting 
stuff we used to play, but they don’t have it classified so specifically… Speaking from 
the position of a writer, what I liked about Radio Wave is that there was no “not rele-
vant enough topic” to write about, I could write about whatever I wanted. 
(Miloš Hroch, interview with author, 2018) 
 

On Radio Wave’s website, listeners and readers can find programs in audio archive or 

broadcasted live. There is little to no advertisement on the website as Radio Wave being a part 

of national broadcasting is mainly subsidized by the state. There are 47 different recorded pro-

grams, among which most are broadcasted weekly. There are 14 music programs and 33 non-

music ones, the percentage ratio is 30% to 70% accordingly. The music programs are about 

rap/hip hop (two programs), metal, punk and hardcore punk, electronic club music, funk, soul 

and jazz, pop music, etc. The non-music programs are dedicated to movies, video games, ar-

chitecture, urbanism, feminism, sport, mental health, etc. On the website there is a section with 

programs each with its author’s name and archive of episodes, for example, Miloš Hroch was 

a moderator of program “Špina” [Dirt] primarily about DIY punk scene; Hana Řičicová mod-

erates a program called “Volej” [Call] where people can call and order a song, each episode is 

dedicated to a particular subject and songs about it; Jarda Petřík moderated an “Echo” with 

mainly electronic music, where he often discussed new releases. There are also written music 
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reviews, interviews and other articles on the radio’s webpage, where you can also find a daily 

playlist. Importantly, the topics are classified and categorized, each category is supervised by 

people specialized on particular genre or theme. Radio Wave is a good example of polyglot-

tism, characterized by the diversity of the journalistic stylistic approaches and topics (Forde 

2001), provided by the autonomy of the journalists. 

…there is a big range of genres in radio’s portfolio, this means that there are some 
programs that address the dub scene and other genres, there is a program about techno 
scene or some EBM stuff and darkwave. Also there is a section, which is in a close 
contact with DIY guitar scene, or DIY synthesizer scene, it is very broad. Also there is 
a program that addresses metal scene and so on. There is even a section focused on so-
called post-club scene. 
(Miloš Hroch, interview with author, 2018) 
 

Although Radio Wave is autonomous media source, it is still a part of a big public media 

broadcaster, which makes it different from independent small magazines like Full Moon sup-

ported mostly by fan base. This reflects the professional conditions of employers. Radio Wave 

has around 90 employers engaged with different activities, such as editorship, programming, 

moderation, marketing, administration and other writing and non-editorial functions (Radio 

Wave Website, “Lidé”, https://wave.rozhlas.cz/lide).  

But from another point of view, there is Full Moon, for example, and you can also 
write about things you like there, but it would be more something like fan article, they 
would print it, but you wouldn’t have any money for it. In our case, we could write 
about stuff we wanted and we were paid for that. 
(Miloš Hroch, interview with author, 2018) 
 

Opposed to Full Moon, Radio Wave as a part of a national broadcasting does not depend 

on external sources like advertising and sponsorships, in other words, national radio was less 

influenced by the neoliberal economy and less commercialized. Radio Wave is a fully digital 

media with wide range of covered genres. Journalists are usually employed on external basis 

and have a lot of autonomy.  

 

3.4 Respekt 
 

Respekt is mainstream private weekly media writing mainly about politics, economy and 

society, focused both on local Czech news and worldwide international events. It was estab-

lished in 1989 and is published by media house Economia. It is often described as one of the 

most influential political media sources in Czech Republic. On the website the magazine is 



39 | Page 
 

	

described as “liberal critical media which believes in freedom of human’s spirit and which re-

quires doubt for its everyday fulfillment” [liberální, kritické médium, které věří ve svobodu 

lidského ducha a nutnost pochybovat při jejím každodenním naplňování] (Respekt Website, 

“Kontakty”, https://www.respekt.cz/kontakty). As it is a mainstream magazine, the audience 

of Respekt is represented by people of all ages, from teenagers to retired people. It is popular 

among male and female genders in almost equal shares. However, according to one of the edi-

tors, it is most popular among people of middle age from 40 to 60 years old (Pavel Turek, in-

terview with author, 2019).  

Like Full Moon, Respekt was established primary as a printed magazine and stands for 

its traditions. New issue of the magazine can be found in every newspaper kiosk every week. 

Furthermore, as a response to digitalization, since 2011 Respekt is available in digital form 

suitable for smartphones and tablets in its own application for IOS, Google Play and Amazon. 

Respekt also has a subscription system: subscription for a year for digital version costs 129 

CZK per month and monthly subscription costs 149 CZK; printed version of the magazine can 

be sent by post for additional 42 CZK per month (Respekt Website, 

https://www.respekt.cz/predplatne). Seniors, students and teachers have a discount for sub-

scription. 

Except magazine, Respekt has various articles from the magazine on their website (all 

articles can be unlocked with subscription), it is kept strictly limited to titles of the articles 

with cover photos. On the right column there is advertising which can be blocked with sub-

scription. In the magazine the cultural section is divided into subsections: fashion, memorials, 

literature and mix. In the mix you can find reviews of music albums, movies, exhibitions, 

theater, etc. There is no division into subsections of culture on website, most of the articles are 

locked without payment, which is inherent for commercial media.  

Among my interviewees there are two journalists from Respekt: Pavel Turek is one of 

the editors of the cultural section, Hana Řičicová makes podcasts about different social aspects 

of life. There are three superior editors of cultural section, and all of them work as self-

employed (OSVČ) workers, who pay taxes and medical insurance on their own (Hana Řičico-

vá, interview with author, 2021). Respekt is a part of a private publishing house, so such type 

of employment is enabled by and common practice in the neoliberal economy and can be ben-

eficial financially for the owners of the magazine.  
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Despite the fact that Respekt is a mainstream media with certain agenda and heterogene-

ous audience, Pavel Turek claims he has a lot of autonomy to express himself. Like above-

mentioned journalists, Turek does not follow any strict guidance or order regarding subjects of 

his writings and has freedom in choosing topics.  

I can write about anything I want, if we agree on that with our cultural section [cultural 
section editors]. We have a conference every week, for example we had it today [Mon-
day]. It is attended not only by writers from cultural section, chief-redactor’s assistant 
and some editors of magazine also come, so we talk to each other and have to decide 
what will be in this issue. Everybody has some ideas, what they want to write, or 
sometimes we can inspire each other, that’s how texts in cultural heading emerge. It’s 
always a common decision what to write about. 
(Pavel Turek, interview with author, 2019) 
 

Even thought the writer’s ideas are always considered and discussed, they have to match 

the magazine’s agenda and particular issue agenda, so Turek has to agree on his subjects with 

other editors of the magazine. The organization of each issue of the magazine is a collabora-

tion of all employees.  The organization of the commercial mainstream magazine has an im-

pact on the content, which has a goal to maintain the readership and to be topical for everyone.  

Respekt is a traditional printed media with liberal political views and mainstream agen-

da. Although the magazine is mainly a printed one, it has adjusted to the new digital means of 

production with electronic version of the magazine and subscription payment system. The pri-

vate nature of publishing house can be evident as opposed to Radio Wave: online content of 

Respekt can be only unlocked after purchase, the magazine is also sponsored by advertisement 

which you can find in the magazine and online.  

Thus, all three studied media adjusted to digitalization: Radio Wave broadcasts and pub-

lishes articles only online, where you can also find archives of programs; Respekt and Full 

Moon preserved their tradition of printing magazines but also offer online content and digital 

versions of the magazine. Respekt and Full Moon are media published by private media hous-

es and have common features like advertising on the pages of the magazines and subscription 

payment model. Full Moon and Radio Wave employ independent journalist on the external 

basis (also volunteer contributions are common for Full Moon), which creates a multi genre 

diversity in subjects, topics and writing styles inherent for polyglottism in media. At the same 

time, Respekt has smaller amount of cultural section editors comparing to the other two stud-

ied media, and a limited agenda, and all issues are supposed to be agreed on with editorial 
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staff of the magazine, while in other two media, where the vast majority of the employees are 

external contributors or volunteers, writers have more autonomy.  

 

3.5 Employment in music media 
 

The global economic changes that affected culture industry discussed in previous chap-

ters have profoundly changed the work and employment organization in music media. In this 

section I will discuss and analyze the impact of new neoliberal economy on music journalists 

in Prague. It is important to identify the types of the of media sources in order to understand 

their structure and characteristics of the local media. The type and organization of the media 

often determines its features and approach, but there are also some general tendencies com-

mon for media of 21st century. As discussed in previous chapters, the neoliberalization, mar-

ketization and standardization of the media promoted new approaches and organization of em-

ployment, such as flexibility of employment (Hesmondhalgh 1996; 2008). In this section I aim 

to discuss the differences and similarities of the working conditions and organization of em-

ployment in different types of media and music journalist in Prague. According to Lloyd, cul-

tural workers, among whom are music journalists, usually have flexible free lance or part-time 

types of employment (Lloyd, 2002). On one hand, other types of employment than regular 

full-time contracts are more beneficial for employers, as they release employers from usual 

obligations as paying employees medical insurance and often taxes. On the other hand, it gives 

more autonomy to employees, however they often have precarious, or in other words unsecure 

or unstable work conditions with non-standard employment often poorly paid and insecure 

which force cultural workers to have multiple jobs (Lloyd, 2002). In Czech Republic there are 

several different types of employment except full-time: employment agreement [dohoda o 

provedení práce (DPP)], when employee cannot work more than 300 hours per year and nei-

ther employee nor employer have to pay state taxes and health and social insurance when em-

ployee’s income is less than 10000 CZK per month. Another common employment agreement 

[dohoda o pracovní činnosti (DPČ)] allows employee to work more then 300 hours per year 

but maximum 20 hours per week; only when employee’s income exceeds 3500 per month 

CZK, employer is obliged to pay the state taxes and health and social insurances for the em-

ployee. When the income from DPP and DPČ does not exceed the limit, the state covers the 

expenses for the health and social insurance of the employee. Another very common form of 
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employment is freelance or self-employed workers [osoba samostatně výdělečně činná 

(OSVČ)], where a working person has unregulated work arrangement and has to pay taxes, 

health and social insurances themselves. In case of DPP and DPČ, when the worker is not 

obliged to pay taxes or insurances, these forms of employment are often seen as temporary or 

part-time employment which does not include maternity leave or pension. When OSVČ is the 

main source of income of the person, there is a maternity leave for 28 weeks that can be also 

paid by the state depending on individual situation up to four years depending on the total 

payment per month. The pension of the employee depends on their social insurance total paid 

during working time. These types of employment are common for the neoliberal model of 

economy. The first two types of employment are less secure for the employee and are more 

beneficial for the employer as they do not have to pay the taxes for the employees. The em-

ployee can have several employers on DPP and DPČ and still not pay obligations if their in-

come does not exceed the limit in one employer. The last type of employment can be benefi-

cial for both; employee can be flexible and self-dependent, the employer can also use the flex-

ibility and is non-obliged to pay the taxes and insurances for the employees and the state can 

secure the employee in cases such as parental leave or retirement. All of the mentioned types 

of employment are accommodation of the neoliberal policies and are more common for cul-

ture journalism in Czech Republic than the regular full-time employment. 

Full Moon and Respekt, being aimed at different types of audience, are private maga-

zines published by private publishing houses, while Radio Wave is independent representative 

of nation public broadcasting. Different types of ownership determine the sources of the media 

institution income and working conditions. While Full Moon mostly profits from advertising, 

Radio Wave is subsidized by the state. Respekt is also a private media, it is mainstream and 

well established with income from the sales and advertising.   

I think the main difference [between different types of media] is that the public media 
gives base for some kind of longstanding tradition; in short, it is secure, it is not driven 
by the fear that the owner or investor would bankrupt; you serve the public and you are 
paid by the state and it gives more confidence, at least it feels like this. At the same 
time, in short, it doesn’t have to be your prime indicator of success if a lot of people 
listen to you or not, but commercial radios on the contrary must be played. Also you 
don’t have to put so much advertising into broadcasting, which is more pleasant for lis-
teners. At the same time you have some quotas what you have to broadcast, for exam-
ple, for minorities…  
(Hana Řičicová, interview with author, 2021) 
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According to Hana Řičicová, national public media feel more secure to be employed in, 

as they do not depend on the commercial success; however, the conditions of the employment 

are often similar for the cultural journalists. According to the media representatives, there is a 

particular form of employment inherent for all three media sources, despite the fact that they 

are different types of media. The neoliberal flexible type of employment is common among 

cultural media and music media, such as freelance and self-employment (Lloyd, 2002). In all 

three media sources the vast majority of the writers are employed as external contributors 

without fixed contracts and salaries. The vast majority of the 86 employees of Radio Wave are 

external workers who have DPP contracts (https://wave.rozhlas.cz/lide; Hana Řičicová, inter-

view with author, 2021). Full Moon has more than 100 contributors and most of them are vol-

untary writers (Michal Pařízek, interview with author, 2020). Respekt has three editors of cul-

tural section who are self-employed (OSVČ) (https://www.respekt.cz/kontakty; Hana Řičico-

vá, interview with author, 2021). External workers are usually paid for their regular or irregu-

lar contributions. For example, among Radio Wave workers the main type of employment is 

the employment agreement (DPP), and the vast majority of the employees and contributors is 

not signed to job contract typical for other economic spheres, even though Radio Wave is a 

segment of a national broadcasting. 

The moderators are external workers, they are not employed, it works this way almost 
in all media. Those who are the hard core of the team and work full time are around 10 
people. The other 50 people are external employees. These people work on terms of 
employment agreement [dohoda o provedení práce] and are paid per hour… 
(Hana Řičicová, interview with author, 2021) 
 

This type of employment can be beneficial for both sides: employees and employers. 

While some people value social security, medical insurance and release from the state obliga-

tions like paying taxes provided by the employer, cultural workers often value their freedom 

from the employer and flexibility.  

From the beginning and till now I am an external worker and I consider this to be an 
advantage. I was offered the part-time and full-time contracts but I didn’t want them, 
because for me it is more important to keep my freedom. I will rather do everything on 
my own concerning the checks etc. than be employed and have to be physically present 
in some office for eight hours a day and create some kind of product there. I prefer to 
make any kind of products when I have time and when it is more suitable for me. 
(Jarda Petřík, interview with author, 2021) 
 

Full-time contracts usually have their obligations and limitations concerning working 

hours and taxes, while some of the types of contracts described earlier release both sides from 
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any obligations. According to Lloyd (2002) the cultural workers with a certain worldview of-

ten value freedom from the obligations and flexibility more than security from the state. In Re-

spekt more than a half of the writers are on freelance and are self-employed as own-account 

workers (OSVČ) who pay their own insurance and taxes.  

I think in Respekt it is about 50/50 or 2/3 are employees and the third or the half of the 
people are freelancers. They are not on agreement for work, but are self-employed 
[OSVČ]. 
(Hana Řičicová, interview with author, 2021) 
 

While Radio Wave and Respekt employ workers on external basis, Full Moon is often 

filled with voluntary contributors. In Full Moon most of the writers contribute for free and on-

ly several editors are employed full-time, as well as some non-editorial jobs, like accounting 

or marketing are also full-time. According to Michal Pařízek, less than ten people are em-

ployed on full-time basis and more than 100 people work on external basis and voluntary con-

tribute texts to the magazine. There are also from 30 to 40 photographers who provide photos 

from various events.  

We are primarily established on a fan base, otherwise we wouldn’t be able to manage it 
financially… But considering payment in Full Moon, people are usually paid for non-
editorial job, for example, for production stuff, advertisement, administrative work. 
Some editors also get paid because we put stress on texts mostly, and it is important 
what we offer to these external authors who write for us, or they can learn something 
from us. 
(Michal Pařízek, interview with author, 2020)  
 

As mentioned earlier in chapter 1, creative workers often seek other types of rewards in-

stead of material compensation. This can be the psychological satisfaction of fulfillment of 

their potential (Hesmondhalgh, 2018 p. 352) or, for instance, Full Moon gives ambitious 

young writers a possibility to study and grow in journalistic direction, which then can help 

them find a paid writing job (Hana Řičicová, interview with author, 2021). Although the con-

ditions of employment, comparing to other economic spheres, are less lucrative, music jour-

nalism still attracts young workers and especially university students and graduates. However, 

terms of entering the cultural field are not easy. It is very difficult to get an offer for a paid job 

in established media without direct media experience even for the university graduates. Ac-

cording to Hana Řičicová, Full Moon is an appropriate start for music journalist career in Pra-

gue, as it is more accessible and has a “friendly environment”. Some people start with the paid 

and unpaid internships in music media sources during their studies, which is also a common 

type of employment in music any cultural media in neoliberal arrangements (Hesmondhalgh, 
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2018 pp. 353-354), and then get the job offer if the editors like their writings. For example, in 

Radio Wave “you can start as an external worker who records the surveys, then you can some-

times do a contribution to broadcasting, then you work yourself up to some agreement on, for 

example, four contributions in a month for 10000 CZK [gross] or something like that” (Hana 

Řičicová, interview with author, 2021). But these earnings are not enough to pay for a living 

for a person doing studies and working on internship in a magazine. As mentioned earlier, this 

can be only possible with an income from some other job or with help of someone’s provision, 

thus music journalism is more approachable for people with privileged background 

(Hesmondhalgh, 2018 pp. 353-354). Hana Řičicová also pointed out the importance of the 

background: 

In places like that [Radio Wave and Respekt] you don’t really get paid enough for a 
living, but it is not the magazine’s fault, it’s the system’s fault. I am thinking now, who 
can actually be the intern in media nowadays, it is usually a question of status, the per-
son has to have some background with financial support from parents or something, so 
the person can get the editor amount of job but for 0 CZK. So it is bad, but if you are 
lucky enough to get some job after school or get the own account and get a job for 
35000 CZK this is really super, but I think, usually before that you have to be intro-
duced to the job and write a little bit somewhere, because otherwise you can’t really 
get to these places just like that. Or you can write some articles at night and work in a 
bar during daytime… 
(Hana Řičicová, interview with author, 2021) 
 

Thus, workers of the entry level in music media often need supplement sponsorship or 

several source of income. According to Hana Řičicová, media are influenced by the global 

economic system and neoliberalization, so precarious job conditions are an impact of the glob-

al economy, where single media institutions cannot change the situation. Such precarious job 

arrangements often push people involved in cultural field to have multiple jobs or be partially 

employed in more than one media institution in order to be able to pay for a living. A lot of 

music journalists are freelancers and contribute to more than one media source. For example, 

two of my respondents are partially employed in several media: Hana Řičicová works for Ra-

dio Wave and Respekt, Miloš Hroch – for Radio Wave, Respekt, Alarm, A2 and Hospodařské 

Noviny. Absence of attachment to one employer without full-time contract makes journalists 

flexible and suitable for multiple employments. Such involvement of music journalists in dif-

ferent media sources provides the mobility of creative professionals, while neoliberal econom-

ic arrangements provide flexible employment of creative industries, as discussed by 

Hesmondhalgh (2018). Creative workers usually possess a lot of cultural knowledge which 



46 | Page 
 

	

makes them mobile and demanded in the industry. Also local characteristics of a smaller city 

with a more narrow range of creative workers can lead to greater interconnection of people 

involved in one field. 

Also there won’t be such a distinction between different kinds of media here in Prague, 
all people involved in this sphere know each other, I would describe it like me writing 
for some independent but public media source, my friend from Respekt, which is pub-
lic media source and our colleague, who writes about hardcore for some fanzines, we 
all sit at the same desk and talk to each other, so it is very interconnected. 
(Miloš Hroch, interview with author, 2018) 
 

The flexibility of employment, often precarious conditions and mobility of journalists 

employed in different media make stronger interconnection between actors of the field on lo-

cal scale. Journalists can also be often involved in different activities within the music sphere. 

For example, Jarda Petřík, in addition to being a moderator on Radio Wave, also does DJing, 

collaborates with music labels and helps with their events, as well as provides music accom-

paniment on cultural events (Jarda Petřík, interview with author, 2021). Petřík has been work-

ing in a music industry for more than 15 years and notes that a lot of music journalists can 

start their career with writing about music and proceed to do other jobs within music industry: 

“When I look at people from my surrounding that used to write about music 15 years ago, now 

they are managing music labels, or organize concerts, or are connected to the music in some 

other way different from the music journalism” (Jarda Petřík, interview with author, 2021).  

I therefore shall conclude that my research on local media has shown a common tenden-

cy of precarization of creative workers as a consequence of world’s neoliberalisation and de-

regulation of culture industries. These conditions are relatively the same for different types of 

media organizations. The nature of the media source, state or private does not determine the 

employment types, as majority of employees from national broadcasting Radio Wave are 

signed on temporary or part-time types of contracts as opposed to private media Respekt where 

employees are self-employed but have more stable and long-term conditions and social securi-

ty. Furthermore, the terms of entering and succeeding in music media in Prague are the matter 

of class status and ability to be sponsored and secured during studies, internships or short part-

time employment. In many cases creative workers are often forced to have multiple jobs that 

condition the flexibility and mobility of the creative workers in neoliberal model of economy. 

Most of the journalists are employed on external basis and are independent professionals who 

write for more than one media source.  
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3.6 Journalists’ approaches to writing  
 

As discussed in chapter II, New Journalism which started in 1970s is the most common 

journalistic approach in cultural including music media (Forde 2001). At the same time, the 

individuality of authors’ voices suffered homogenization in early 20th century because of new 

business-oriented strategies of music media. While the majority of mainstream music media 

were restructured and commercialized and became highly competitive with other peers, inde-

pendent music journalism preserved its autonomy (Atton 2009). Independent cultural journal-

ism opposed the commercialized homogeneous media and shifted to the aesthetic paradigm 

(Hellman and Jaakkola 2011). Based on the interviews with Czech music journalists, we can 

see the main tendencies of local music journalism.  

The type of the media naturally determines the audience, which is the main factor for the 

journalistic approaches. For example, working in mainstream media with the widest range of 

readers, Pavel Turek has to take into account the uninformed average readers of the magazine.  

Considering the fact I work in mainstream media, I have to be aware that people most-
ly don’t know what I am writing about, I have to keep it in mind all the time. In inde-
pendent magazines or fanzines people don’t have to think about it, because they know 
that they write for some particular community, which have some knowledge, which are 
familiar with this scene, they go to concerts, so in those magazines publicists can speak 
to those people. Just when I write about some Czech band, which would play in small-
er clubs, I’m aware of the fact that people won’t go to their concert, but I have to find a 
motif for them to read this article. 
(Pavel Turek, interview with author, 2019) 
 

When writing for uninformed audience, Turek’s main target is to write an interesting 

text that would keep the reader’s attention, at the same time showing his author’s voice. Ac-

cording to Turek, he does not have a power to directly promote a music performer, but he tries 

to find an interesting topic to encourage people to read about it. As most of the cultural jour-

nalists, Pavel seeks the recognition of his individual voice.  

I try to come up with some context to place it in the text, context can be horizontal, like 
some chronology, development of music in time, or it can be in a cut of what it is go-
ing on now, for example, themes that are relevant, like some anxiety, things consider-
ing climate changes, the music can be about these things. I try to find this weighty top-
ic, but not forcibly, it must be truth, it must make sense in the context of that piece… I 
consider writing about music to be an author’s creative work. 
(Pavel Turek, interview with author, 2019) 
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As discussed earlier, cultural journalists are still leaning to the aesthetic paradigm to a 

great extend (Hellman and Jaakkola 2011) and often see cultural texts as creative pieces on its 

own. For example, Turek is often trying to appeal to the majority of the readers with socially 

relevant topics and concepts written throughout music. According to Turek, the social context 

tied to the music is what makes a text about music interesting for a wider range of readers, re-

gardless of their familiarity with music performer’s name or history. For instance, concepts 

like solitude reflected in a song are far more important and interesting than formal genre anal-

ysis.  

 To my mind, it is better to talk about music itself rather than defining a genre, also ac-
cording to my own experience in this magazine it is better to look for some contexts 
relevant for the society, rather than musicological contexts. Life experiences increase 
the attractiveness of the article more than development of electronic music over the last 
30 years. Also personally I like it more, not because I want only to flatter the maga-
zine, I want to have my own voice as an author, and I think about things I want to say. 
(Pavel Turek, interview with author, 2019) 
 

Narrative writing technics in music journalism are also evident in other media in Prague. 

Interviewed journalists see their job as narrators of a story behind the music and usually pur-

sue the explanation of concepts and meanings, rather than informing about music. Some of the 

old practices on which music journalism was based gained more attention and importance for 

journalists. As a response to standardized and homogeneous mass media of the 2000s, music 

journalism shifted back to aesthetic paradigm (Hellman and Jaakkola 2011) with intensified 

and consolidated approaches of NJ. Interviewed journalists claimed they like using different 

writing technics in their articles, which is common for NJ, where the journalist is a narrator of 

the story. The revival of NJ can be seen as a consequence of the opposition to homogeneous 

writing and shift to the aesthetic paradigm. At the same time the structure of the texts has be-

come less descriptive and more conceptual. Journalists look for a meaning of music practices 

and at the same time express their own point of view and individual voice as writers. 

Recently I found out I’m really interested in the style of writing like New Yorker’s, 
that is to seek understanding of some social context of music, what means precisely, 
why particularly this band is playing these things in this particular time. 
(Miloš Hroch, interview with author, 2018) 
 

Journalists look for the context that would be relevant for the audience besides music 

and often make meaning of the music in the social context. Another reason for intensified 

meaning making and contextualization of music by writers is the availability of the music pro-

vided by internet and streaming services in particular. With unlimited access to music readers 
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do not need a formal music critic to describe the music sound. It is often easier to listen to the 

music itself than read about it. Text about music become less connected to the music itself, but 

rather to the contexts behind the music, therefore the journalist is the one who finds and ex-

plores these contexts and connections.  

This means that classic descriptive reviews lost their relevance, I mean, how some al-
bum sounds or who collaborated on it and so on. Far more it is connected to the con-
text in order for people to come back to it and read it, for people to see the connection 
with, I don’t know, relevant problems and current society. Plenty of music is becoming 
more connected to what is happening around us. 
(Jarda Petřík, interview with author, 2021) 
 

There are often social subtexts coded in the music, and journalists seek to understand 

them, as well as raise readers’ interest. While some are interested in contextualization, other 

journalists value the expressions of one’s own emotions in the writings, something that would 

add some personal experience or reflection on the subject, which is also a common element for 

New Journalism (Forde 2001).  

I think it is all about the person being interested. I would read or listen to something 
what could be somehow badly written or made if I see that the person is interested in 
what they got to say, that the person is passionate about it. It is better than the academ-
ic text… 
(Hana Řičicová, interview with author, 2021) 
 

According to Hana Řičicová, basic writing skills are useless if the person does not put 

any emotion or passion in the text. Furthermore, the reporter’s function of the journalism was 

taken over by social media and musicians themselves, who can share their releases and news 

without mediation. Social media enabled musicians to share information directly to the audi-

ence and media at the same time, which deprives media precedence benefit. 

But it is true, that a big part, what used to be disseminated by media, now goes directly 
to people, directly from people media write about. These can be some surprise releases, 
which are usually announced only on social media, media can just get it from the In-
stagram, for example, Rosalia would post a new video and media would write about it 
on the basis that they reached it at the same moment as fans. Media used to negotiate 
with this and influence people, but this role was taken from the media by pop stars 
themselves. They don’t need a mediator anymore, which is caused, of course, by de-
velopment of technologies. 
(Michal Pařízek, interview with author, 2020) 
 

With no precedence regarding information about new music the journalistic paradigm in 

music journalism is decreasing in its importance. Hana Řičicová also addressed the issue re-

garding no precedence and noted that music journalists are no longer the ones who inform 
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people about music: “It is just not enough to be the carrier of the information, because you are 

not the first one, so you have to do something additional” (Hana Řičicová, interview with au-

thor, 2021). Also the fact that listeners and journalists have the same access to music changes 

the relation between readers and writers. According to Pavel Turek, it is completely useless to 

apply descriptive technics to something that people can experience themselves, but the text 

should possess other elements that would make it relevant itself.  

Also they [readers] can check if I write about the sound well or not. In this sense the 
relationship between author and reader is different, people can hear the same thing as 
me. Thus, the writing has to respond to it somehow, there is no more point in describ-
ing the sound, also you are not the first to hear it, so it is important how to describe 
something you heard. You have to come up with how to be smart, if you want to be 
smart, or funny, or different from others. I think you have to come up with what can be 
said about this thing, considering the fact everybody can play it and everybody have 
some thoughts about it. 
(Pavel Turek, interview with author, 2019) 
 

Readers can actually listen to more music than journalists and become music experts as 

well, but journalists’ ambition is to write about it in distinct way and be able to come up with 

uncommon angles of view and provide a deeper analysis than an average music listener would 

do. The expression of an individuality along with the deeper understanding of music practices 

and ability to write about them differentiate music journalist from the average listener. At the 

same time the neoliberal free market of the 21st century determine the competitiveness of the 

media and journalists. From one point of view, journalists do not mention the competitiveness 

among them, but the fact that they realize that it is important for them to differentiate from 

other journalists with outstanding texts in a distinguish way indicates the rivalry between 

them. Hana Řičicová suggests that in the era of unlimited accessible and unclassified content 

the most important thing for the music critic is to give more personal feelings and attitude to 

the music than information about it along with analysis of the context, therefore interest the 

reader with writer’s own subjective perspective and reflection.  

Maybe some analysis is the one thing that can differentiate the average listener from 
the music critic or publicist who I would like to read… Probably to offer some point of 
view and some context which you wouldn’t figure out on your own, but what I have 
said right now is extremely ambitious. So this somehow and the strong oneself who 
has some attitude to what one’s writing about, in order for them to share the emotion 
and not only information. I think this is somehow the role of music media. I think the 
further the more fragmented and shattered it is, so the thing I’m looking for is the per-
sonal feeling, the emotion rather than pure information. 
(Hana Řičicová, interview with author, 2021) 
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Thus, journalists value not only a contextual analysis of the texts, but also emotional at-

titude to the subject of the text. Based on interviews with journalists, I can suggest that writers 

seek not only the status of a music expert who can introduce new interesting music, but also 

subjective vision and attitude to the music supported by personal emotion and reflection. 

Marketization of the media institutions and oversaturation of the music market of the last 

three decades of the neoliberal economy led to homogenization of the music media. However, 

this was challenged by independent music journalists who preserved their autonomy and op-

posed the homogeneous writing common for commercialized mass media (Atton 2009). In 

Czech Republic music journalists are leaning on the aesthetic paradigm and often use writing 

techniques common for NJ of the 1970s and polyglottism regarding personal voice writing 

styles, expression and individual reflection in their texts. The importance to outstand and be 

recognized as an individual writer probably tell about the competitiveness between media and 

individual journalists. Narrative writing is more valued than descriptive writing, as new tech-

nologies and internet in particular made music available for almost everyone in one click, 

which in its turn affected the functions of the music journalism. Social media and music 

streaming platforms took over the reporting function of the journalists and left them with no 

precedence comparing to an average listener. Nevertheless, music journalists adjusted to the 

new conditions by reducing the descriptive and reporting techniques and focusing on contex-

tualization of music and adding reflection to the texts about music. 

 

3.7 Relevant forms of music texts 
 

As discussed in previous chapter, music review is the most relevant form of the text in-

herent not only for music journalism, but for the cultural journalism in general. Review as a 

form of text about music is considered to be the basis and most common form of music criti-

cism by scholars (Atton 2009; Hearsum 2013: 112; Hellman and Jaakkola 2011) and other 

journalists. As mentioned in previous chapter the classic form of music review lost its rele-

vance due to technological changes that deprived music journalists any precedence comparing 

to an average listener. However, Czech journalists still see music review as one of the most 

important form of the music text. The editor-in-chief of Full Moon also looks up to the world-

famous and established Western media and notes that music review did not lost its relevance 

nor on the global scale, nor in Czech music journalism.  
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For example, if we look closer on some basis of popular music journalism, it would be 
Great Britain and United States, if you look at magazines that are published in these 
countries, you will see that these reviews are still totally key thing there… In Full 
Moon there are approximately 15 [reviews per issue], for instance. And I can’t say that 
this is a trend or something, the thing is that it is rooted in the media so deeply, that it 
is not so easy to pull it off. If you look at daily media or some news servers, which 
gradually cut off the culture, you will find there only two types of the text about cul-
ture – interview and review. And it’s not only about Czech media. The form is differ-
ent, but it is still a review. 
(Michal Pařízek, interview with author, 2020) 
 

According to Pařízek, review is the core form of the text in cultural journalism and will 

not lose its relevance even under new conditions. Classic review that is usually aimed at dis-

tinguishing musical form and giving an explanation of production style, as well as exploring 

emotions and contextualizing music (Hearsum 2013: 112), has decreased the importance of 

description of music styles and became more personalized and reflective. As journalists noted, 

they often try to differentiate their texts from others as an expression of their individual voice; 

at the same time, they focus on finding uncommon angles and concepts hidden in music in or-

der to write relevant music reviews along with their personal emotions and insights. In other 

words, even though the music is accessible to everyone in one click, reviews of music are still 

the core form of music texts, but with main focus on deep analysis which encourages to think 

about music, rather than informs listeners about potentially interesting purchases.  

However, Jarda Petřík notes that review form and content was changed a lot and hesi-

tates to define it as a review.  

The reviews are reflecting this, and it means that you actually don’t even read a music 
review, I wouldn’t even call it a review… I don’t even know what I would call this 
genre, but it is connected to the information about the artist; in particular, how they re-
fer to the world, for example, through the album, or what they do in public space or so-
cial media. 
(Jarda Petřík, interview with author, 2021) 
 

Instead of describing music sound in a review, journalists also try to introduce and un-

derstand the point of view of the musicians, and often these connections are made by the jour-

nalists themselves. Another relevant form of the text in not only music but also cultural jour-

nalism in general is an interview. According to Michal Pařízek, interviews are always unique 

and therefore will be topical in different circumstances.  

In my opinion, the interviews are very important, you can find a great amount of inter-
esting things on internet now, different types and different quality, people who know 
more languages can find almost everything, but interview is the thing which is actually 
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unique, you can find other interviews, but you can’t find this exact interview. This is 
the reason why most of the long texts in Full Moon are interviews. There are the texts 
we try to emphasize, then there are also some contextual things there, some ways to 
see the music from the social perspective, or some other angles. But the interview is 
the basis of the whole thing, I think. 
(Michal Pařízek, interview with author, 2020) 
 

Interview is another type of the text which can differentiate and be always unique. Jour-

nalists often seek the recognition by being different from others and, as review can be written 

in many different ways and contain many different points of view, interview in its turn is 

unique itself, thus, valued type of the text by journalists. As mentioned in previous section, the 

neoliberal economy determined the competitive market, where the uniqueness of the product 

is one of the most important factors for the media to be lucrative on the business-oriented 

market. Except conducting interview in unique ways, it can be also interpreted from different 

point of view. Hana Řičicová mentioned interviews in the first place when reviewing texts 

about music as also a way of contextualization of the music. 

I think a good interview with a performer will always be interesting, if the interview is 
well conducted, it can show you, I don’t know, it can put you in your place in the 
world and explain why you want to listen to this particular performer, or on the contra-
ry you will find out that they are moron. 
(Hana Řičicová, interview with author, 2021) 
 

On one hand, interview can reflect the journalist’s perception and stress the elements 

they find relevant, and on the other hand, it can help contextualization of the music from the 

musician’s point of view. Thus, both of the most common music texts - review and interview – 

are focused on the unique analysis and contextualization of the music practices, where the 

concept behind the music is often more important than the music itself. 

Emergence of music platforms brought new type of subject being reviewed. While tradi-

tional music reviews were made on album releases of the particular artist, Spotify spread the 

popularity and importance of music playlists. Some are generated automatically and individu-

ally for people based on their preferences, some are made by people and often are unified by 

some theme. Michal Pařízek agreed that Spotify playlists are important agents for music pro-

motion and should be studied closely. Furthermore, he looked up the origins of person-

generated playlists and found out that a lot of popular playlists are made by famous music 

journalists.  

Lately I got a database about Spotify playlists with the list of people who work on 
those playlists. There are a lot of people from media there. I am not sure how it works 
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exactly, if they only give the names and the computer then creates the playlists, or they 
pick up particular tracks, but really there are a lot of names from different media in that 
list. 
(Michal Pařízek, interview with author, 2020) 
 

Importantly, Michal Pařízek sees Spotify playlists as an aspect worth attention of the 

magazine. Full Moon not only makes its own playlists dedicated to each issue, but also con-

siders writing about the playlists. 

It is true that we think now in Full Moon that we would like to work more on playlists 
in printed or online format, I don’t know yet. Not necessarily reviews on them, but, for 
example, create a section where one person will receive the task to find some Spotify 
playlists that they like and write about it. 
(Michal Pařízek, interview with author, 2020) 
 

Thus, new subject for reviewing by music journalists was brought primarily by Spotify 

that enhanced the importance of the playlists. Before music platforms provided the access to 

the music and enabled creation of new form of music compilations, reviews were mostly fo-

cused on new releases. With gaining popularity of Spotify playlists there is a need for discov-

eries not only of new record releases, but also potentially interesting playlists. Full Moon takes 

this function of finding and reviewing interesting playlists. Another important function of the 

playlists is the promotion of the music by the journalists. Playlists often serve as a surplus to 

the articles and reviews, where a reader and listener can easily find the highlights of the re-

viewed subjects. Except reviewing existing playlists, Full Moon attaches its own playlists to 

each issue with the music mentioned in magazine. Radio Wave has a daily playlist section on 

their website (Radio Wave website, https://wave.rozhlas.cz/playlisty).  

To conclude, music texts like reviews and interviews are still relevant today; however, 

modern review has been modified and adjusted to new conditions in order to remain relevant. 

Music reviews and interviews that used to be more informative pieces of the text introducing 

new records are now focused on meaning-making and contextualization of the music. As men-

tioned in previous section, the shift to the aesthetic paradigm in music journalism enhanced 

the NJ techniques among independent journalists, therefore the structure and the style of writ-

ing was revised in old forms of the texts like review and interview. These forms of the text 

became except guidance to the new music release, also a suitable form of self-expression of 

individual journalists who seek recognition. The importance of recognition is linked to the ne-

oliberal worldview where on the business-oriented oversaturated market the uniqueness of the 

product is valued. According to journalists with accessibility of the music thanks to music new 
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technologies like music streaming platforms, music review lost its describing function and is 

rather read after listening to certain release by readers who look for deeper understanding of 

the music they have listened to (Jarda Petřík, interview with author, 2021). Music platform 

Spotify also made music playlists popular form of promotion of the music and in some cases 

easier way to introduce new music to the listeners and readers; as a result, music media started 

including music playlists for reviewing and making their own playlists.  

  

Thus, mainstream music media in Czech Republic do not have a direct impact on musi-

cian’s success but can be beneficial for creating a buzz drawing attention to the band. Niche 

music media take considerable part in discovering and promoting new alternative music. 

While internet enables musicians to perform promoting function on their own, they still often 

lack the networks, skills and connections to do it (Suhr 2012). Media like Full Moon, which is 

a fan-based magazine, play a part in discovering and spreading new music. They give space 

for young artists and help with recording as well as finding the audience, considering the fact 

that Full Moon has a particular segment of audience that is interested in alternative music 

(Michal Pařízek, interview with author, 2020).  Czech music media are crucial for local music 

scene, because they play a main role in discovering, supporting, organizing and distributing 

local music. 

 

Conclusion 
 

Music journalism is an important component of the music industry. There are different 

types of music media which serve different purposes, have different audiences and certain 

methods. Mainstream media have the biggest heterogeneous audiences and more standardized 

methods and styles of writing. Journalists in mainstream media often have less freedom for 

personal expression in their writings. Specialized music press is aimed at niche markets and 

operates with cultural knowledge; its audience is more familiar with the cultural and subcul-

tural material, thus the journalists representing the music press usually are deeper involved in 

the issues they write about. 

Neoliberalization of the economy that started in 1990s influenced culture industries, 

including music industry. Neoliberal model of economy brought new types of employment, 
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which became most common for creative workers. Creative workers often have unstable and 

unsecured conditions of employment; however, they can be beneficial for both employee and 

employer. Based on my case study of music journalism in Prague, music journalists are usual-

ly employed on temporary, freelance or self-employed basis and have unsecure conditions. 

However, they possess a lot of autonomy and are flexible and mobile, which makes them suit-

able for multiple employments. Also, such employers are free from obligations such as taxes, 

health and social insurance. Culture and music journalism usually attracts university students 

and graduates, and it is the matter of the social class and background that would allow young 

creative workers to start their career in music journalism without stable income. 

The autonomy of independent journalists is evident in their approaches to writing. As a 

consequence of the neoliberal model of economy, marketization and commercialization of the 

media industry led to homogenization of writing styles. Independent cultural journalists chal-

lenged the standardized writing, which led to the shift to the aesthetic paradigm. Another rea-

son for such shift was the digitalization of the music industry, which made music accessible 

for everybody through music streaming platforms. These technologies deprived music journal-

ists any precedence comparing to the average listener and forced them to adjust to new condi-

tions and do something extraordinary.  

According to interviewed Prague journalists, music critic’s functions do not include 

classic informative reporting function, as music media are no longer mediators between musi-

cians and listeners, as social media took this part. Prague music journalists still see music crit-

ics as music experts who can provide deeper and more sophisticated analysis of music practic-

es that the average listener. According to journalists, when the music is accessible for every-

one, it is useless to write in descriptive techniques. Instead, it is important to provide analysis 

of the context of the music, as it is always linked to different social occasions happening 

around us. Music journalist is often seen as a narrator of the story behind the music, which is a 

common technique for NJ. Challenged marketization and competitiveness of the music media 

led to consolidation of NJ and polyglottism among music journalists. The individuality and 

uniqueness of the writing styles and points of view, as well as possessed cultural knowledge, 

are now most valued skills of music journalists. As informative and descriptive functions be-

came useless, music journalists are valued for their cultural knowledge and ability to link and 

the concepts and make meaning of the social context of the music. Another important skill of 
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writing about music is the capacity to put one’s emotions and self-reflection into the written 

text.  

Music media lost some of their functions to the internet and social media, however pre-

served their importance in music industry. Classic music reviews were adjusted to the new 

styles of writing with signified meaning making and contextualization of the music, as well as 

individual expression of the writer.   
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