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Útdráttur 

Í þessu lokaverkefni er fjallað um „do it yourself” (enska fyrir „gerðu það sjálfur,” stutt: DIY) 

tónlistarsenuna í Reykjavík sem er búin að vera vaxandi í gegnum seinustu árin. Lokaverkefnið 

er tvískipt í fjölmiðlaafurð og ritgerð. 

Fjölmiðlaafurðin eru fjórir hlaðvarpsþættir þar sem talað er við virkt fólk í DIY senunni í 

Reykjavík. Farið er yfir af hverju senan skilur góðum árangri og hvað einkenni senunnar eru. 

Ennfremur er spilað tónlist sem kemur úr senunni og er að hluta til tekið upp „live.” 

Í ritgerðinni er gert grein fyrir menningarblaðamennsku, og mikilvægi og stöðu hennar í 

norrænu fjölmiðlakerfunum. Útskýrt er eðli DIY menningunnar og farið er djúpt í senunni í 

Reykjavík, byggt á viðtölum sem tekin voru fyrir hlaðvarpsþættina. 

Á endanum verður skýrt að „do it yourself” er verið að breytast yfir í „do it together” 

(„gerum það saman”) sem sýnir að það er hægt að ná hverju sem er ef fólk vinnur saman bara 

til þess að skapa list. Þessi aðferð vekur mikla athygli í samfélagi sem er næstum því einungis 

með hagnaði í huga. 
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Abstract 

This master’s thesis examines the “do it yourself” (DIY) music scene in Reykjavík that in recent 

years has seen an unusual growth in activity and success. The thesis consists of a media 

product and a report.  

The media product consists of four podcast episodes that feature music and interviews 

with people that are active in the DIY scene. It serves the purpose of introducing the ethics 

behind the DIY approach, who the people behind it are, and why it has been successful.  

The report, which you are currently reading, takes a look at the importance of cultural 

journalism as a whole and its place within the Nordic media model. It examines the media of 

radio/podcast while also outlining the process of making the podcast episodes. Furthermore, 

Reykjavik’s DIY scene will be profoundly explored through the interviews that were taken for 

the podcast episodes. 

In the end, we will learn that the most essential factor in the success of the present DIY 

scene is the transformation from “do it yourself” to “do it together” - the idea that anything 

is possible if people work together, with the sole purpose of giving the cultural its right space 

in society, and with a never-ending passion for creating art. Any kind of profit making or 

consumerism are excluded from that philosophy, making it a refreshing and triumphant 

approach in our capitalist society. 
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 Introduction 

1.1 Personal matters 

This project owes its origins to the subjective, personal experience of the author. Being a 

musician myself, I had been investigating and experiencing the music scene in Reykjavík ever 

since my first stay in Iceland, back in 2010. Through the host family I was living with at that 

time I got to dive into the then very active underground heavy metal scene. 

After leaving Iceland in 2011 and then eventually moving back in 2013, I took an active 

part in going to concerts and I even became the co-founder of Sofar Sounds: Reykjavik, a non-

profit organization that organizes semi-secret living room concerts. 

During the years leading up to my master’s studies, Reykjavík’s music scene was diverse 

and active, of course, but something seemed to be lacking. Something that was like the metal 

scene I had experienced in 2010. I did not realize what it was until I started becoming aware 

of a movement that was so different and so energetic that it was impossible to ignore it. 

All of a sudden (it seemed to me) there was a crowd at concerts that was much younger 

than previously, a crowd that actively took part in concerts by not only organizing them but 

also dancing along and showing a passion and never-ending surge of energy that was new to 

the Icelandic music scene. 

What started in the past five years or so has since developed into a rich and diverse 

underground music scene that consists of a supportive environment and friendly competition, 

and a non-profit approach. This approach is commonly known as “do it yourself,” abbreviated 

as DIY. From these roots a new venue has sprung up, several festivals, an immense array of 

new bands, new labels and last but not least, a young music and arts collective. As the title of 

this thesis suggests, “do it yourself” is now being transformed into “do it together”, effectively 

carrying the idea that anything is possible, if only people work together and share their skills. 

I must emphasize the immense value of this approach for culture in today’s capitalist society. 

It is inspiring through its purity and sheer joy of creating art while being fundamentally 

inclusive and social. 

In April 2018 I started working for The Reykjavik Grapevine, a biweekly/monthly free 

paper that is published in English all over Iceland. What started as an internship forming part 

of my master’s degree developed into a passionate freelancing job which gave me a lot of 
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practical experience in working as a journalist. While the paper also publishes news articles, it 

has a strong focus on culture. I have mostly been interviewing musicians, artists, directors and 

other people that are contributing to the thriving cultural scene here in Reykjavik. I started 

noticing how important these articles are to both the people that form a part of the scene but 

also to others who are not directly part of it. 

My master’s studies, this freelancing job and my witnessing the surge of the DIY music 

scene coincided in forming a common goal: to use this opportunity to portray a very alive and 

present cultural community that I see as very important for Reykjavík’s status as a cultural hub 

in today’s times. 

This master’s thesis thus grasps the opportunity to develop a profile of this scene while it 

is happening and on the rise. Nobody can say where it will go, when or whether the wave will 

break, or if we are actually experiencing the renewal of Iceland’s music scene as a whole. One 

of journalism’s main task has always been to give voice to the voiceless, and to be a (neutral) 

spectator of the happenings in society, and this is what I intend to do with this final project. 

1.2 Structure 

In chapter two, I begin by taking a look at what culture is and what role cultural journalism 

plays within the Nordic media model, and where its importance lies. The Nordic media model 

has traditionally relied on a strong public service ethos that gives great significance to culture. 

There are new challenges that have to be faced in times of digitalization and 

commercialization. I will examine these challenges and their effects on cultural journalism. 

Chapter three will focus on the media of radio and podcasts. I will give a brief account of 

their history and argue for their importance for the media product of this thesis, and for 

cultural journalism in general. 

In chapter four I dive into DIY culture, its history and its ethics.  

Chapter five will then give a detailed account on how I made the podcast episodes which 

constitute the media portion of this thesis. 

The last chapter of this thesis will give an intimate portrait of Reykjavik’s scene based on 

the interviews I carried out for the media portion of this thesis. 
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The scene being portrayed in this thesis is still developing and on the rise and thus this 

thesis is in no way intended to be a complete nor finished portrait of it. However, we get a 

significant glimpse into what it is, what it stands for, and where it is at the time of writing. 
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2 Culture and Cultural Journalism in the Nordic Countries 

2.1 What is culture? 

There is absolutely no doubt that culture is an essential part of what makes us human. 

Merriam Webster (2019) defines culture as “the customary beliefs, social forms, and material 

traits of a racial, religious, or social group” or “the characteristic features of everyday existence 

(such as diversions or a way of life) shared by people in a place or time.” Culture is thus a 

collective term for both a huge variety of human artefacts and social features - from the values 

we are taught as children to the books that influenced our lives, to which beverage we drink 

after we wake up. Just try to imagine what life would be like without art or music, for example. 

What would be left of human society as we know it? 

The Government of Ontario has published a coherent summary of the roles culture plays 

in our lives, and its benefits. For the sake of my argument, I will now present the essentials. 

Culture is the lifeblood of a vibrant society, expressed in the many ways we tell our stories, 
celebrate, remember the past, entertain ourselves, and imagine the future. Our creative 
expression helps define who we are, and helps us see the world through the eyes of 
others. (Government of Ontario, 2016) 

Hence it is not only part of our lives but culture also shapes our identity, and helps understand 

the identity of others - making us able to successfully live in bigger societies. But there is more. 

In addition to its intrinsic value, culture provides important social and economic benefits. 
With improved learning and health, increased tolerance, and opportunities to come 
together with others, culture enhances our quality of life and increases overall well-being 
for both individuals and communities. (ibid) 

The point here is clear - culture is an essential part of every human’s life. It is not only a main 

ingredient in our perception of who we are but also makes us connect with other humans, is 

a means of expressing creativity, enhances individual and collective well-being, and “helps 

support the economy through direct and indirect job creation” (ibid). 

Why is this important for this thesis? Journalism is often seen as something entirely 

factual, being attributed with the role of the “the fourth estate” or the “detached watchdog,” 

“dedicated to objectivity, neutrality, fairness, and impartiality” (Hanitzsch, 2011, p. 481). This 

thesis, however, is supposed to shed light on a realm within journalism that has almost always 

been there, yet one that has been neglected in research - and has lacked validation.  
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In the following, I shall examine the history, role and value of cultural journalism with the 

help of the book by Nete Nørgaard Kristensen & Kristina Riegert Cultural Journalism in the 

Nordic Countries (2017). The book is a collection of essays on the field of cultural journalism 

with a focus on the Nordic countries. Iceland is not included since the book is the result of a 

series of workshops involving Denmark, Sweden, Norway and Finland. This, however, is 

sufficient for this essay, as it attempts to shed light on cultural journalism in general (with an 

emphasis on the Nordic context), and not specifically on Iceland. 

2.2 What is cultural journalism? 

Cultural journalism is a subfield of journalism that encompasses what is known as arts 
journalism. While arts journalism is characterized by reviews, critique, news, and essays 
about the arts and popular culture, cultural journalism has a broader take on culture, 
including lifestyle issues, societal debate, and reflective ethical discussion by cultural 
personas or expressed in a literary style. Both arts and cultural journalists see their work 
as ‘journalism with a difference,’ evoking different perspectives and worldviews from 
those dominating mainstream news reporting. (Riegert, Roosvall & Widholm, 2018) 

“Cultural journalism” is a term accepted by scholars in the Nordic countries and it is the one 

that will be used in this thesis.  It refers to the media’s coverage of art, lifestyle and culture 

(Kristensen & Riegert, 2017, p. 9). “Arts journalism” is another term used more international, 

but “culture” gives a wider meaning and more recognition to the broad spectrum of the field 

- which leads us to the root of the issue.  

Research in cultural journalism has been sparse, and one of the main reasons is the 

difficulty of definition due to the shifting boundaries of its practice, differences among 

different media organizations or nationals, and the globalizing media landscape (ibid, p. 17). 

The sheer diversity of its subject matter is another reason why it is difficult to put clear 

boundaries on the term. The variety of its practices in this thesis will be the same as defined 

by Kristensen and Riegert, and includes feature writing, debate, literary essays, columns and 

reportage, and last but not least, arts criticism. Culture here is defined both in its societal 

character (beliefs, norms) and society’s artefacts. 

Culture journalism has changed fundamentally in the last century. Whereas in the late 

19th century cultural journalism characterized a small number of newspapers read by the 

bourgeois elite, from the second half of the 20th century on it has developed into serving a 

mass audience through the broadcasting media (Hovden, Larsen & Nygaard, p. 69). Whereas 
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the “old” cultural journalism was mainly written by poets and art critics “engaged in the 

cultural and political struggles of the time, the cultural journalism of today is to a large extent 

done by professional journalists sharing the norms and values of the journalistic profession” 

(ibid, p. 70). 

Cultural journalists have become less specialized and have assimilated more of the 

characteristics and values of news journalism (Kristensen & Riegert, p. 9). The culture section 

of the media had long been associated with a more opinionated approach, that is to say, a 

more subjective voice and writing. At the same time, these cultural journalistic features have 

become more common in mainstream journalism, which has led scholars to call this the 

“interpretive turn” in journalism - with a rise in commentary and opinion (ibid). 

This could be seen as a lowering of standards, which has long been an issue with cultural 

journalism. It has been commonly seen as lower down the ladder of the “journalistic 

hierarchy,” dealing with “soft news” and topics connected to leisure. Also, art critics were 

customarily not seen as “real journalists” even though they often were academics and 

specialists in their field (ibid). After we have examined the importance of culture this seems 

hard to believe, especially in today’s times.  

2.3 The importance of cultural journalism 

According to Jürgen Habermas, a cultural public sphere preceded the political one. It served 

as a platform for public discussion on literature and other arts and was, contrary to the latter 

political public sphere, also partly open to women and the non-bourgeois population 

(Gripsrud, 2017, p. 183). In his article “The Cultural, the Political and the Functions of Cultural 

Journalism in Digital Times” (2017) Jostein Gripsrud writes that the cultural public sphere is 

still today 

central to the development of subjectivity and self-understanding, in several ways. It is a 
space for reflection and discussion on a number of issues that are important to the 
formation of a self and the subject’s own understanding of it – issues relating to human 
relations of all sorts, to ethics, about love, hate and other basic as well as more 
complicated emotions, about more or less philosophical perspectives on human existence 
and so on. (p. 183) 

The starting point for such a debate could be a piece of art, or even the coverage of a certain 

art-related event. Such experiences are critical for the identification with (imagined) 

communities as they provide a vast set of cultural references of different communities, and 
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humanity in general (ibid). Cultural journalism thus gains its importance through contributing 

to these discourses and feelings of belonging (and possibly tolerance of other communities) 

by covering art and anything culture-related. 

As mentioned before, cultural journalism (and thus the cultural public sphere) has 

developed from a form of journalism belonging only to the very elite of society in the 20th 

century to appealing to a mass audience through new types of media such as radio, television, 

and most recently, the internet. Serving as an important public sphere for the discussion on 

culture in the mid-20th century, cultural journalism it was closely related to political and social 

issues of the time through criticism, commentary and debate (Hovden et al., 2017, p. 83). 

It is questionable in today’s times whether cultural journalism has decreased in quality or 

just increased in quantity. Hovden et al. (2017) write that  

whereas cultural coverage in 1964 was characterised by some balance between popular 
and traditional cultural genres, this balance was later clearly eschewed in favour of 
popular music, television and film. However, as the overall number of pages and items 
which can be classified as cultural journalism also increased a great deal (almost four 
times in total volume, and from nine to 15 per cent of the relative volume of the papers 
in the period), the impression is one of expanding coverage of popular culture rather than 
a declining coverage of serious culture (p. 73) 

As we will see in section 2.6. the cultural journalist has moved from the “professional scholar 

to the professional journalist, from the expert of literature and visual arts educating the 

audience through lecturing or knowledgeable debate to the journalist who is foremost a 

specialist on the medium he/she works in” (ibid, p. 83). In the age of digitalization and 

commercialization, doubts have been raised as to the future of cultural journalism as a 

platform for debate as “entertainment journalism” takes hold (Riegert & Roosvall, 2017, p. 

105) and media giants are increasingly dominating the media landscape while traditional 

media goes bankrupt (Gripsrud, 2017, p. 192). 

Nete Nørgaard Kristensen & Kristina Riegert (2017) write that in the Nordic countries, 

“cultural journalism retains its importance to the democratic debate, humanistic self-

reflection, and as a guide to everyday life – and thus to the Nordic media model” (p. 21). What 

is the place of cultural journalism in the Nordic media model and why might it be given more 

importance than in other media systems? 
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2.4 The Nordic media model 

Several studies have been trying group media systems from different countries, to compare 

them and to categorize them. Most recently, the Nordic countries have been defined as the 

“Democratic-Corporatist model” (Hallin & Mancini, 2004), “The Media Welfare State” 

(Syvertsen, Mjøs, Enli & Moe, 2014) or “The Nordic Media Market” (Ohlsson, 2015).  

In their book Comparing Media Systems: Three Models of Media and Politics (2004) by 

Daniel C. Hallin and Paolo Mancini they analysed the media systems of 18 countries of 

Western Europe and North America. The authors established three different types of systems, 

these being the “Mediterranean or Polarized Pluralist model” (e.g. France, Greece, Italy), the 

“Northern European or Democratic Corporatist model” (e.g. Denmark, Germany, Belgium) and 

the “North Atlantic or Liberal model” (e.g. Britain, the USA, Canada) (p. 107). The authors used 

four variables to differentiate between the systems: newspaper industry, political parallelism, 

professionalization and role of the state. Iceland is not within the examined 18 countries but 

all the other Nordic countries, Sweden, Finland, Norway and Denmark, fall under the 

Democratic Corporatist model.  

This system is characterized by a high newspaper circulation and a strong press, both 

commercial and political. The representation of relevant social groups and other political 

guidelines in public service broadcasting is another important factor (p. 113). Even though the 

Nordic countries have a history of a firm party press, there is a high degree of journalistic 

professionalization with leading ethics of autonomy and a strong public service ethos. Hallin 

and Mancini write that “many of the Democratic Corporatist countries have laws intended to 

protect the autonomy of journalists against intervention by media owners, and protections 

for journalists in public broadcasting are also strong” (p. 114). The state’s responsibility for 

developing media as a social institution is seen as positive, resulting in well-funded public 

broadcasting systems and press subsidy. Kristensen and Riegert state that “the Nordic 

mainstream media appears to have secured a special place for cultural journalism, also to a 

larger extent than other media systems and other countries’ interpretation of the Democratic-

Corporatist model” (2017, p. 11). 

In his book The Nordic Media Market (2015), Jonas Ohlsson states that Hallin and 

Mancini’s categorization of the Nordic countries as the Democratic Corporatist model was 

outdated as soon as it was published (p. 11). Instead, it became characterized by 
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commercialization and deregulation. According to Ohlsson, a shift towards the Liberal model 

became apparent, identified by the strong presence of commercial media, less funding for 

PSBs and a weaker authority of the state. He comes to the conclusion that the Nordic media 

model is waning and increasingly characterized by differences among the Nordic countries 

(ibid, p. 62). 

According to Syvertsen et al. (2014), however, there is still a sense of continuity which can 

be found in what they call the four pillars of the Media Welfare State, and that are inherent in 

all Nordic countries: 

1. Universally available communication systems 

2. Institutionalized editorial freedom 

3. The presence of an extensive cultural policy for the media 

4. Consensual policy making and compromises between key-

stakeholders 

(Chapter 1, The Media Welfare State section) 

The traditionally strong public service broadcasters in the Nordic countries are still obliged to 

ensure diversity and quality in their media output (ibid, Chapter four, para. 1) and this, in 

combination with the four pillars of the Media Welfare State, already makes clear the 

importance given to culture and its significance for society. There are several points that 

emphasize this even further: 

Firstly, newspaper circulation has always been strong in the Nordic countries, which made 

them significant in the development of cultural journalism, and they continue to be important 

for agenda-setting in the cultural sector. “The world’s oldest constitutional provision of 

freedom of expression” can be dated back to 1766 in Sweden, which was 20 years before the 

French Declaration of Rights and its famous ascription of press freedom (ibid, Chapter 1, The 

Media Welfare State section, para. 6). 

Secondly, the significance of the public service ethos is “echoed in the public service 

obligations across the Nordic countries to support and promote national cultural institutions” 

(Kristensen & Riegert, 2017, p. 14). Policies on media content and support schemes that strive 

for diversity and quality in content have been strong in the Nordic countries. Intended to 
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counter the “strong influx of standardized and global mass culture in the 20th century,” a 

cultural policy for media was originally developed for public service radio in the interwar 

period (Syvertsen et al., 2014, Chapter 1, The Media Welfare State section, para. 7). 

Last but not least, the high professionalization of journalists in the Nordic countries seems 

to be of further importance for cultural journalism. Since the beginning of the 20th century, 

the two paradigms of aesthetics and journalistic logics have been progressing hand in hand, 

with a tendency to a shift towards the journalistic paradigm - implying a strong identification 

with the ideal of “the detached watchdog,” and a strong professional autonomy (Kristensen 

& Riegert, 2017, p. 15). This points to the assumption that even though there is a stronger 

presence of commercial media, both the PSBs and cultural journalists are ensuring the 

diversity and quality of their output through a strong cultural policy and high 

professionalization and editorial autonomy. 

2.5 Iceland 

Iceland was neither included in Hallin & Mancini’s model nor in Nete Nørgaard Kristensen & 

Kristina Riegert’s book Cultural Journalism in the Nordic Countries. What can be said about the 

Icelandic media system? 

Valgerður Anna Jóhannsdóttir and Jón Gunnar Ólafsson (2018) write that Iceland’s media 

environment could traditionally be placed within the Democratic Corporatist model but has 

since developed a new media system in the 21st century which has more in common with a 

liberal system (pp. 197-198). In contrast to the other Nordic countries, the Icelandic “private 

media has not been subject to regulation or requirements aimed at ensuring media pluralism 

and public service journalism” (ibid, p. 198). Jóhannsdóttir and Ólafsson continue to write that 

“a committee established in December 2016 to examine the economic situation of private 

media in Iceland concluded that it was worrying in light of the media’s important role in 

democratic societies” (ibid). Recent developments in the Icelandic media system have given 

strong reason for a change in policy. Commercialization in news media has increased, 

journalism as a profession is increasingly under pressure, and traditional media, especially 

newspapers, are diminishing in the age of digitalization (ibid, p. 205).  

However, a recent bill from the Icelandic Ministry of Education, Science and Culture (2018) 

has proposed changes to this media environment. Among the proposals are refunds for 
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editorial costs of the press and broadcasting media, support for subtitling and dubbing of 

visual media content, and restrictions to Ríkisútvarpið’s (Iceland’s public service broadcaster) 

role in the advertising market so that private media have more room to develop and expand. 

The bill furthermore emphasizes the role of the media as a platform for discussion. It says: 

Fjölmiðlar hafa mikilvægu hlutverki að gegna í lýðræðissamfélagi við miðlun upplýsinga 
og sem vettvangur umræðu og skoðanaskipta. Þeirra menningarlega hlutverk er brýnt, 
þeir spegla sögu okkar og sjálfsmynd og viðhalda íslenskri tungu. Íslenskt efni í fjölmiðlum, 
hvort heldur frumgert, þýtt, textað, táknmálstúlkað eða talsett, skiptir lykilmáli fyrir 
íslenska tungu og þróun hennar. (para. 3) 

The media play an important role in a democratic society for the dissemination of 
information and as a forum for discussion and dialogue. Their cultural role is urgent, they 
reflect our history and identity and maintain the Icelandic language. Icelandic material in 
the media, whether original, translated, written, symbolic or spoken, plays a key role for 
the Icelandic language and its development. (the author’s translation) 

This bill is hopefully only the first of many for the start of a new cultural policy for Iceland’s 

media system, and one that could bring it closer to the one of its Nordic neighbours. It seems 

that the Icelandic government at last realizes the importance of culture and diversity in media 

content. 

2.6 Cultural journalism in the Nordic countries 

The Worlds of Journalism Study (2012-2015) collected data on cultural journalists for the first 

time in history. What are the differences between cultural journalists and other types of 

journalists - or are there any? 

There is an increase in the number of female journalists and a higher share of those 

contributing to “soft news” (Kristensen & Riegert, 2017, p. 15). This is especially true for the 

cultural sector in Denmark and Sweden. 

Cultural journalists are well educated and usually hold at least a bachelor degree or an 

equivalent. They seem to have a longer period of education than other journalists, with a 

greater share of them holding a master’s degree. This education is more often than not within 

the journalism area of studies, which explains the tendency to increased professionalization. 

Compared to other journalists, cultural journalists are more involved in freelancing and 

part-time jobs, and often have another source of income as well. Even though cultural 

freelance critics has been a long tradition, this job instability and insecurity has been 
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increasing because of recent developments such as short-term contracts and cutbacks (ibid, 

p. 16). 

Unsurprisingly, the ideal of the “detached watchdog” or “the fourth estate” has been 

found less frequently among cultural journalists, with them seeing their role more as a service 

associated with soft news, “such as providing relaxation and entertainment, or ‘providing 

advice, orientation and direction for daily life’” (ibid). 

Last but not least, cultural journalists perceive themselves as having more editorial 

freedom than other journalists and “experience being less driven by fixed news values, 

agendas and framings than other journalists” (ibid). This seems especially important when one 

thinks about the diversities of culture - and cultural journalism should be able to reflect those. 

2.7 Conclusion 

In this section, we have learned that culture is a foundation of society and immensely 

important for the wellbeing of the people living in that society. It provides not only social but 

also psychological and economic benefits.  

Cultural Journalism has since the 19th century served as a cultural public sphere, hence 

as a platform for cultural debate, often interwoven with contemporary political and social 

issues. With the advent of the mass media, its focus has somewhat shifted from the fine arts 

to the coverage of popular culture. It is questionable whether the quality of cultural debate 

can be maintained in the age of digitalization, entertainment journalism and media 

conglomerates. 

The Nordic countries have traditionally emphasized the cultural role of the media, 

securing it with state involvement, a clear cultural policy, high professionalization, editorial 

freedom and a strong public service ethos. Even though the Nordic media model is faced with 

challenges such as the stronger presence of the commercial media, these pillars of the Media 

Welfare System show continuity. 

Iceland has moved towards a more commercialized and liberal system in the 21st century 

and has traditionally left private media to the influences of the market. Most recently, a bill 

proposed by the Ministry of Education, Science and Culture seeks to involve the state in the 

cultural policy of media, with financial support and restrictions to the role of Ríkisútvarpið, the 

Icelandic public service broadcaster, in the advertising market. 
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Cultural journalists in the Nordic countries are well educated with an often-longer period 

of education than other journalists, this education being within the journalism area of studies. 

They work more as freelancers and at part-time jobs than their colleagues, and are thus facing 

even more job instability than other members of their wider profession. Cultural journalists 

seem to experience more editorial freedom, and there is a tendency to an increase in female 

journalists in the profession. This is in tune with at least two of the four pillars of the “Media 

Welfare State” as described by Syvertsen et al., with those being institutionalized editorial 

freedom and the presence of an extensive cultural policy for the media. 

This overview of cultural journalism in the Nordic countries places my work in a theoretical 

framework. My media product for this master’s thesis is a cultural podcast, and thus belongs 

to the realm of new-school broadcasting media. It intends to increase visibility and invoke 

discussion of a scene and its ethics that subjectively is very important for the culture and music 

scene in Reykjavik. This is especially significant in times of big media conglomerates and the 

rise of entertainment journalism. In the following, I will situate the media of radio and 

podcasts within the general media environment and their importance for cultural journalism. 
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3  Radio and Podcasts  

3.1 Cultural journalism in broadcasting media  

As a result of their respective histories and media specificities, the press, radio and 
television developed complimentary cultural journalisms: the press expressing grand 
ideas and opinion and dispensing criticism, and the PSB broadcasters more monitoring, 
arraying and expressing them. Radio has a stronger tradition of cultural criticism than 
television and provides more debate fodder, but it cannot, according to regulation, push 
ideological agendas. (Riegert & Roosvall, 2017, p. 105) 

The media product of this thesis is a podcast and therefore it seems obvious to situate this 

type of media within the wider realm of broadcasting media. Whereas cultural journalism was 

mainly limited to a small number of the bourgeoisie population in the 19th century, today it 

has developed into mass journalism through the help of broadcasting media such as radio, 

television and film. 

As explained in chapter two, the Nordic media model has traditionally emphasized public 

broadcasting and media as a cultural good for the whole population which can be seen, among 

others, in an extensive and important cultural policy. The public service broadcasters first 

developed as state-owned radio-monopolies during the interwar period, and from the 1950s 

onwards television was implemented into that existing structure (Syvertsen et al., 2014, 

Chapter 1, The Nordic Model—A Media-Free Society? Section, para. 4). Radio itself was 

invented to be able to communicate over longer distances, originally one-on-one (Berry, 2016, 

p. 147). With the advent of broadcast organizations such as the BBC (or comparable public 

broadcasters in the Nordic countries) radio slowly developed into a mass medium, with 

carefully constructed programmes and content. As Syvertsen et al. write, “during the ‘golden 

age’ of the welfare state, the early post-war years, people in each Nordic country watched and 

listened to much the same content on very few (state-owned) channels, a feature that 

contributed to the homogeneity of culture and perspectives” (Syvertsen et al., 2014, Chapter 

1, The Nordic Model—A Media-Free Society? Section, para. 4). Due to their status as 

monopolies the broadcasters assumed authority as “the voice of the nation” (ibid, Chapter 4, 

para. 5) - and yet, the strong pillars of the Media Welfare State, universalism and a strong 

cultural policy, made them accountable to society from the very start with the goal to educate 

and promote culture rather than to kowtow to the market (ibid). Even with the end of 
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monopolies in the 1980s and 1990s, the obligation for universal services remained and was 

applied to commercial broadcasters as well as digital terrestrial television networks. 

3.1.1 Example: The Swedish Sveriges Radio 

Taking the example of the Swedish public service broadcaster Sveriges Radio (SR), Riegert and 

Roosvall (2017) describe the history of cultural journalism in public broadcasting radio. 

Founded as a cultural institution in 1925, SR educated their listeners in the fine arts and was 

“equipped with the knowledge necessary for democratic life...SR’s role was to serve a nation-

building, educative and ‘recreative’ function, and to leave controversial political subjects to 

the party press” (pp. 99-100).  

The early radio content therefore consisted of educational fine arts programming, with 

divisions into theatre, music and fine arts departments.  

After World War II, the concept of culture began to broaden and by the mid-50s SR 

transmitted programmes on science, religion, family, current affairs and contemporary 

debates (ibid, p. 101). This broadening of the definition of culture became more radical in the 

1960s and 1970s, “blurring the boundaries between culture and current affairs” (ibid). 

Besides, the number of radio and television channels increased, a greater number of younger 

people got hired as journalists and cultural producers, journalism saw a rise in professionalism 

and its scrutiny of powerful institutions (ibid, p. 102). It was also around this time that cultural 

content became more popularized, giving popular music more playtime while also 

strengthening news and current affairs. Riegert and Roosvall write that this “led to the 

introduction of cultural news, more profiled programmes with clearer target audiences, and 

stable broadcasting times” (ibid).  

Cultural journalism quickly became under fire by walking a fine line between the high 

standard of cultural debate cultural journalism should offer, while bringing more popular 

culture into the content and appealing to a mass audience. However, as we will see in the next 

example, the audience requested this shift towards a stronger focus on popular culture. 

3.1.2 Example: The Icelandic Ríkisútvarpið 

The Icelandic national public service broadcaster Ríkisútvarpið (RÚV) was founded in 1930 and 

maintained its radio monopoly until 1986 (Ohlsson, 2015, p. 27). According to its website 

(ruv.is), today RÚV broadcasts over three radio channels - Rás 1, Rás 2, and Rondó.  
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The national public broadcaster has a clear cultural policy that is grounded in law. The 

third article of the law about RÚV enacted by the Parliament of Iceland (2013) says that it 

should fulfil its task as a cultural mediator by supporting the Icelandic language, present and 

educate about Icelandic history, its cultural heritage, and its nature. It should provide diverse 

and high-quality cultural content (arts, sports) and also be a platform for discussion. It should 

itself produce cultural content and mirror the present culture of society. Furthermore, it 

should create diverse content for children, provide content for all age groups, and the foreign 

content should be from different cultures, with a focus on Nordic and European content. 

Research on RÚV’s present schedule and the fulfilment of these laws is sparse. In her 

master’s thesis, Elín Lilja Jónasdóttir (2010) examined RÚV’s programme for its first 10 years. 

She comes to the conclusion that RÚV had fulfilled its tasks as a public national broadcaster in 

all spheres, including its tasks of educating and providing entertainment. The playtime of 

music was almost equal to the playtime of the spoken word (p. 59). Similar to the Swedish SR, 

RÚV was characterized by a certain amount of paternalism, trying to teach the public to 

appreciate the “high culture,” which in this case meant classical music (ibid). The public, 

however, wished to hear more popular music and by the end of the 1930s this wish was 

granted with a well-received programme by Páll Ísólfsson (ibid). The cultural diversity for all 

age groups was upheld with plays, children’s content, evening programmes, and radio plays 

(ibid, p. 60). 

Due to the sparse research on the present programme, I will refer here to the bachelor’s 

thesis by Hjalti Þór Hreinsson and Reynir Albert Þórólfsson (2009) who examined Rás 2’s music 

programme. Their conclusions are that the radio station has a strong focus on Icelandic music, 

accounting for up to 40% of the music played (p. 30). According to the authors, before 1983 

the percentage of Icelandic music was much smaller but after the founding of the second radio 

channel, Rás 2, it increased notably (ibid). Whereas Icelandic music on Rás 2 made up 20% of 

the music played, in 2009 it had increased to 40% (ibid). RÚV’s contract with the Icelandic 

Ministry of Education, Science and Culture (2016) requires that there should be a focus on 

Icelandic music on its radio stations. Hreinsson’s and Þórolfsson’s (2009) research comes to 

the conclusions that Rás 2 is fulfilling that task, especially compared to its privately-owned 

competitor Bylgan (ibid, pp. 30-31). 
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Therefore, it seems that RÚV is fulfilling its cultural policy by giving a lot of playtime to 

Icelandic music and, similar to SR, it has also shifted from a focus on “high culture” to more 

popular culture. However, Rondó, one of RÚV’s three radio stations, plays only classical music 

and thus also high culture, at least in music, is still covered as well. Another thing worth 

mentioning is that RÚV has its own web platform for children, called “KrakkaRÚV.” 

Furthermore, it also provides the platform called “´RÚV Núll” where young people produce 

content for similar age groups (Beck, 2018). Entertainment-related content on RÚV’s radio 

channel Rás 1 has decreased from 2002 to 2010, in favour of more culture-related content 

(Hagstofa Íslands, 2011). This all speaks for RÚV fulfilling its cultural tasks as a public 

broadcasting service and, together with the recent bill from the Icelandic Ministry of 

Education, Science and Culture (2018) proposing changes to the media environment as 

mentioned in section 2.5., it could finally move Iceland to its rightful place among its 

neighbours in the Nordic media model. 

3.2 Digital media 

The advent of the internet, social media and new technological devices has challenged 

traditional media and public service broadcasters internationally. However, the Nordic 

countries have embraced these changes; “by the turn of the first decade of the 21st century, 

three global surveys declared the Nordic populations as world leading in terms of broadband, 

Internet, and technological competence, as well as in investments and the use of 

communication technology” (Syvertsen et al., 2014, Chapter 2, Digital Infrastructure: Internet 

and Broadband section, para. 4). 

The number of television channels has increased, the number of newspapers has been 

decreasing, traditional media have moved to new platforms, media outlets have been 

fragmented, and the public has access to a wide new array of digital services. 

Syvertsen et al. (2014) raise two questions: 

1. Will the fragmentation of media enable consumers to only consume 

the news and information they agree with? 

2. Will the digital divide increase, or will technology diminish class 

differences? 
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(Chapter 2, Future Prospects for Media Use in the Nordic Countries, 

section, para. 2) 

These are questions that have to be answered in the future. Syvertsen et al. argue that the 

adoption of new platforms and a digital media environment have actually been able to 

strengthen public service broadcasters, and universal service obligations have been going 

strong. PSBs have developed a cross-media profile, with making content accessible through 

apps and various platforms on the web (e.g. RÚV’s KrakkaRÚV and RÚV Núll). Podcasts form 

a part of the offer of new technologies since the mid-1990s (ibid, Chapter 4, Online Activities 

section, para. 1-2), and in the following I will describe what they are and why they exist. 

3.3 Podcasts 

As of 2019, 51% of the American population has listened to a podcast, 70% of the US 

population is familiar with podcasts, and an estimated 92 million Americans have listened to 

a podcast during the last month (Edison Research & Triton Digital, 2019, slides 47-49). These 

numbers become even more impressive when one considers that the concept of podcasting 

only dates back to 2004. Back then, introducing the term “podcast,” Guardian journalist Ben 

Hammersley wrote:  

With the benefit of hindsight, it all seems quite obvious. MP3 players, like Apple’s iPod in 
many pockets, audio production software cheap or free, and weblogging an established 
part of the internet; all the ingredients are there for a new boom in amateur radio. But 
what to call it? Audio blogging? Podcasting? Guerilla Media? (2004, para. 1-2) 

Hammersley commented on the increasing number of audio productions in the mp3 format 

that could be played by an increasing number of portable audio players. A year later the term 

“podcast” was initiated into the Oxford English American Dictionary (Berry, 2006, p. 144). Even 

though Apple Inc.’s iPod had an essential influence in the name making, today, smartphones 

have long outperformed any other device (The Nielsen Company (US), 2018, p. 3). 

“Podcast” refers to free audio-content - even though there are signs that this is changing 

(What’s New in Publishing, 2019) - that can be downloaded onto a device either manually or 

automatically. In fact, the client application software that automatically downloads new 

episodes from subscribed RSS feeds is one of the main features of podcasting (Þorsteinsson, 

2014, p. 14). The audio file will then be available offline for the consumer. And here we have 

another major feature of the podcast: the audience can choose what they want to listen to, 
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when, where and for how long, as the content can be stopped, rewound, or forwarded (Berry, 

2006, p. 143). 

The podcast thus brings together different technologies that already existed and creates 

a new medium - audio, the internet, and portable media devices. This medium was not 

planned nor marketed but had a major influence on established practices and habits in the 

audio sector, especially in the area of consumption and audience (ibid, p. 144). 

It is argued that by providing a virtually infinite amount of content to choose from, for the 

first time it is possible to really see what the audience wants. Chris Anderson is quoted in Berry 

(2004, p. 156) with saying: 

unlimited selection is revealing truths about what consumers want and how they want to 
get it . . .As they wander further from the beaten path, they discover their taste is not as 
mainstream as they thought (or as they had been led to believe by marketing). 

The main challenge therefore for traditional radio is to find out what the audience really 

wants. One possible explanation for the decreasing young radio audiences is the predictability 

and fixed nature of its programming. Young audiences strive for control over what they listen 

to and when (ibid, p. 149). 

Just like the radio, the podcast is an intimate medium, and statistics show that people 

usually listen to podcasts at home (Winn, 2019). The major differences between these two 

media are that the podcast can be downloaded and listened to wherever and whenever, plus 

the costs of creating a podcast are virtually none and anyone can be a producer. The content 

can live without having to pass through a gatekeeper, and this intimacy and authenticity is 

arguably a reason for the success of podcasting (Berry, 2006, p. 151).  

Berry writes that no single person owns the technology, it’s free to listen to and create 

content, and there are no gatekeepers for the media nor the production tools (ibid, pp. 145-

146). And here lies the biggest point of interest for the author of this thesis: podcasts are 

essentially a grassroots medium, producers are consumers and the other way around - which 

makes it the perfect medium for niche cultural journalism and a refreshing asset in the age of 

commercialization, the dominion of big media conglomerates and homogenized media 

content. With podcasts, there is no hierarchical structure “because the means to create are 

as accessible as the means to consume” (ibid, p. 146). This shares its foundations with the “do 

it yourself” culture which is a big part of the underground music scene in Reykjavik, Iceland. It 
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suggests that anybody can learn the skills and have the means to perform a certain task. This 

is especially true with the podcast. And the strong positive relationship between the medium, 

the DIY ethics, and the Nordic countries’ public service ethos is what made me make podcast 

episodes as the media product for this master’s thesis. In the following section, I will examine 

DIY culture in detail. 

3.4 Conclusion 

As we have seen, the exclusive approach to cultural journalism to the fine arts from the late 

19th century has developed into mass journalism in the 21st century. Popular culture has been 

given more time and the definition of “culture” itself has become more inclusive and broader. 

The public broadcasters of the Nordic countries developed as radio monopolies during World 

War II and thus it is no surprise that radio has the strongest tradition of cultural journalism. 

In the era of digitalization public broadcasting services has to look for a way to maintain 

their principles of universalism and quality of content and Syvertsen et al. have argued that 

they have successfully accepted the challenge. The Nordic PSBs have adopted a cross-media 

profile, effectively incorporating electronic media such as apps and podcasts. 

Podcasts date back to 2004 and define free audio content that can be downloaded onto 

portable media devices, either manually, or more characteristically, automatically through RSS 

feed subscriptions. This medium, which is essentially a combination of pre-existing 

technologies, has revolutionized the realm of audio-based media with giving more power to 

the consumer. The audience can choose what to listen to, when and where to listen to it, and 

can even pause, forward and rewind. 

The most important strength of podcasts for this thesis lies in its accessibility and 

community - virtually anyone can create it with a very low cost and a low amount of effort. 

Consumers become producers, and the other way around. This makes it a perfect and 

authentic device for niche cultural journalism and thus helps to counteract the homogenized 

media content in the age of huge media conglomerates. 
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4 DIY Culture 

4.1 A short history 

DIY is an abbreviation for “do it yourself,” which stands for the idea that everybody can learn 

and perform a certain skill that is needed. It suggests self-sufficiency and non-dependence on 

experts and professionals. (Osikowicz, 2014, p. 4; Mumford, 2014; Moran, 2010, p. 64). This 

can refer simply to repairing something at home with your own hands. 

More recently, however, the DIY approach has become very popular in local culture, with 

its roots going back to the punk movement in the mid-1970s. The point was to find a way to 

release and play music without having to take part in the mainstream which had neglected 

them and which they did not want to be a part of (Mumford, 2014). Moreover, “the extreme 

hands-on nature of D.I.Y. ethics gives a person a feeling of establishment, and producing a 

sacred product such as a record can give a person a sense of accomplishment” (Moran, 2010, 

p. 64). 

People involved in the scene started organizing their own concerts, started their own 

labels, released and recorded their own records and promoted them (ibid, p. 62). Quite 

literally, they did it all themselves. During the first years of 2000, the DIY approach became 

noticed and picked up also by the mainstream music industry because of the rock band Arctic 

Monkeys’ promotional success - fostering a “DIY explosion” (Strachan, 2007, p. 259). 

Today’s technological environment is obviously very different from the 1970s punk scene. 

With sophisticated laptop and smartphone technology being widely available, it allows 

“musicians to record professional-standard multi-track audio in any location” (Chilton, 2018). 

Whereas MySpace was revolutionary for the DIY scene, musicians have now moved on to 

platforms such as Bandcamp, SoundCloud or fan communities to build a grassroots following, 

release their own music, distribute and sell it themselves, and promote it (ibid). Not only that, 

but also crowdfunding through platforms such as Kickstarter and PledgeMusic has made it 

easier for musicians to release their music in physical form with a minimal or no financial 

investment from their side whatsoever. Furthermore, gigs have never been easier to put on 

(Mumford, 2014). In a scene where art comes first and commerce second (or even later), 

networking and social relationships are essential. In a study carried out by Ian P. Moran (2010), 

all the participants mutually agreed that the internet has strengthened this social connection 
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by giving access to communication with international DIY communities (p. 63). The DIY music 

scene, originating from punk music in the second half of the 20th century, is built on very 

strong values that its members agree on. 

4.2 Values and ethics 

As described before, the “do it yourself” approach in music stands for creating music without 

the interference of major corporations, giving a sense of artistic control and creative freedom 

(Moran, 2010, p. 64; Mumford, 2014; Chilton, 2018). Robert Strachan (2007) carried out  

research on micro-independent music labels. Those labels are often run by one or two persons 

who make sure that a record is commercially released - taking all the necessary tasks into their 

own hands. These labels are closely linked to the wider DIY network. As Strachan writes, 

“micro-labels are not integrated within the structure of the media and music industries, yet 

they are engaged with a similar set of practices: the sale, promotion, and distribution of 

recordings” (Strachan, 2007, p. 247). These independent labels grew during the 1970s punk 

movement, and from the 1980s on “indie” also referred to its own genre, and music produced 

in the isolation of commercial music corporations, deeply rooted in the “do it yourself” 

approach (ibid). 

What Strachan found in his research is how owners of micro-independent labels have a 

common view on the reasons and ideals behind what they are doing. As we will see later, 

these are very similar to the ones found in Reykjavik’s scene. 

The DIY approach is seen as a “symbolic resistance to the totalizing discourse of 

capitalism” (Strachan, 2007, p. 248). The owners of micro-independent labels see the 

organizational structures of the commercial music industry damaging to creativity, restrictive 

of its freedom, with profit being the most dominant motivation in the industry (ibid, p. 249). 

Accepting the limited reach of their small-scale production, they search for rewards and 

legitimizing theories elsewhere. Strachan describes three main theories: 

Firstly, their existence is legitimized by politically/ideologically positioning themselves 

against the greedy and corrupt commercial music industry. This also involves revealing the 

misleading idea that large media corporations speak “for us all.” Instead, they highlight this 

polarization of taste by successfully promoting “symbolic goods which fall outside the tastes 

and economic imperatives of the established or mainstream media industry” (ibid, p. 254). 
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Secondly, their small-scale music production is being seen as a collective project, willingly 

avoiding practices and primary aims of the corporate music industry. Instead of seeing 

themselves as separate independent labels, it is viewed as a collective network that can grow 

strong enough to compete with major labels (ibid, p. 250). 

Thirdly, they see themselves primarily as fans who take their reward from putting out 

cultural artefacts that other people enjoy, and from receiving positive feedback from people 

involved with similar ethics or communities (ibid, pp. 250, 255). 

Whereas it is clear that these micro-independent labels might never reach the economic 

reality of being able to compete with major players in the industry, the idea of democratization 

of the process and separation from the established music industry is being supported by the 

possibilities of the internet. Through its distributional and promotional freedoms, it is seen as 

helpful to break the dominance of major commercial players with a direct link to the audience 

(ibid, p. 258). 

In summary, the DIY culture’s lack of great monetary funds is compensated for by deep 

conviction and passion for its goals. The reward of doing something for yourself creates a 

strong sense of belonging and purpose based on community, and not on profit. And that might 

be the DIY approach’s biggest asset and “secret” for success - collaboration and creating art 

solely for the purpose of creating art. In chapter six, I will examine how these values are also 

fundamental for Reykjavik’s DIY music scene. 
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5 Making of The DIT Podcast 

5.1 Preparation 

During the autumn semester of 2018 I had already started to think about the media product 

for my master’s thesis in Journalism and Mass Communication. I also had regular meetings at 

the university with my supervisors, Valgerður Anna Jónsdóttir and Arnar Eggert Thoroddsen, 

who educated me about how to write a master’s thesis and how exactly it should be organized. 

It was clear that the thesis would consist of a theoretical part and a media product. 

Through my work as a cultural journalist, being a musician myself and being very active in 

the underground music scene, I watched the DIY scene grow and became especially impressed 

by the Post-Dreifing collective (explained in depth in chapter six). An idea formed in my head 

- how could I combine cultural journalism and music? How could I shed light on a scene that 

is gaining more and more momentum in the present moment while giving it justice? Several 

different ideas went through my head. Should I make a website with interviews, videos and 

music? Should I make one long radio episode? Should I make a documentary? 

With the advice of my supervisors, I decided that I would choose a medium that appeals 

to the sense of hearing as the subject of the media product would be a music scene. Podcasts 

are gaining popularity worldwide and its DIY characteristics made it the perfect fit for what I 

was about to do. All you need is a microphone, a quiet place to record, a computer, (free) 

audio and editing software, and the internet to upload the final product. As I wanted to 

examine the DIY underground scene in Reykjavik and give it (quite literally) a voice, being able 

to “do it myself” without the aid of professionals just made perfect sense. From the beginning, 

I wanted it to have a raw DIY flavour, while giving respect and paying ode to the quality of the 

music coming from that scene. A big part of the DIY culture, as we have seen in chapter four, 

is the rejection of consumerism and the commercial music industry. I wanted to take this idea 

and use it also as a protest against the dominion of big media conglomerates and the 

commercialization of media content in today’s terms. By making my own podcast without the 

help of established institutions and shedding light on a niche subject, I wanted to pay respect 

to cultural journalism, the immense significance of its existence as argued in section 2.3, and 

music culture in general. 
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As we will see in chapter six, one of the main reasons behind the DIY festival 

Norðanpaunk’s existence is that the creators of the DIY festival wanted to give space to music 

that was “too difficult for bars.” I wanted to assimilate this idea by not only showcasing the 

people of the scene, but also their music. This is where the idea for the structure of the podcast 

came from - I wanted to take interviews with people involved in the scene, and in between 

play songs that are made by artists from the Reykjavik DIY underground scene. Another idea 

developed in my head. It would be great to include live recordings, to give it the raw and live 

feeling that you get at concerts - this certain energy you only get at live performances. 

Thus, my preparations started already in autumn 2018. In October, the DIY band BSÍ 

played a concert at the radical social space Andrými and I recorded their whole set there. I 

would say that that was the first action I took for the media product for this thesis. After 

further meetings with Arnar Eggert Thoroddsen, I developed a schedule for writing the thesis 

for the semester that was to start in January of 2019, and in which I would concentrate mainly 

on the thesis. The schedule was as detailed as it could be (looking five months into the future) 

and was mainly divided into weeks. In the end, I was able to mainly stay on schedule. In the 

first weeks of January, I prepared the interviews I would take. This included choosing people 

to talk with, developing questions, and booking appointments with the interviewees. I also 

scheduled further live recordings. 

From the very beginning, I decided to do everything in English so that the content could 

be understood not only by Icelanders but also by everybody who speaks English and who is 

interested in this particular scene here in Reykjavik. As Iceland is becoming more and more 

popular internationally (also due to the great amount of fantastic music coming from here), I 

reckoned that the content of this media product and thesis might be interesting to foreigners, 

too. Plus, it adheres to the pillar of “universalism” of the public service broadcasters, who, as 

I have argued in chapter 2, have traditionally been very supportive of cultural journalism. 

How did I choose whom to talk to? There were some obvious choices. Ægir Bjarnason is 

one of the most active people in the scene, having his own DIY micro label and venue. He is 

also involved in the organization of Norðanpaunk, in the Post-Dreifing collective and in a 

number of his own bands. 

I also wanted to talk to somebody who was part of the founding of the annual gathering 

of the punk and underground community, Norðanpaunk. Árni Thorlákur Guðnason, again, was 
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an obvious choice. Not only has he been a big part of the DIY community in both Akureyri and 

Reykjavik, but he is also an active musician in several bands and the co-founder of 

Norðanpaunk. 

My next thought was that I wanted to include a band that sees itself as DIY. This band was 

BSÍ, whose set I had recorded the previous October. 

Since DIY is not all about music, I furthermore wanted to include an artist. The choice fell 

on Ólöf Benediktsdóttr, who is a visual artist but also, as a happy coincidence, has been part 

of the Norðanpaunk organization for a few years now. This only shows the deep network of 

connection in the DIY culture scene in Reykjavik. 

What was missing in the spectrum was, though I am in danger of repeating myself, very 

obvious - the Post-Dreifing collective. A large number of great bands, records and a high 

number of cultural events have been sprouting from the collective and thus it only made sense 

to record the live sets of some of the bands associated with them. Therefore, on January 18th, 

I recorded the sets of Spaðabani, Skoffín, and GRÓA at Húrra, a music venue in downtown 

Reykjavík. Again, this was done totally DIY. I had only a faint idea how a live recording straight 

from the mixer would work and went there with a 50/50 chance of succeeding in what I had 

planned on doing. I proposed my idea to the sound engineer and he was very helpful. My idea 

worked. Of course, not everything went perfectly - I forgot to press the record button properly 

during the set of Stormy Daniels, thus losing the chance to record them. All of the recordings 

were done with the previous agreement with Post-Dreifing. For them, there was absolutely 

no question about whether I was allowed to record or not. It was perfectly normal for them 

to share their music without any boundaries. 

The title of the podcast quickly became clear after taking the interviews. I wanted to focus 

on the feeling of community and helping each other out that, as we will see in chapter six, is 

very present in Reykjavik‘s DIY scene. DIT stands for “do it together.” 

5.2 The interviews and recording process 

The questions I had prepared for the interview were more or less the same. The experience 

from many interviews I had taken as a journalist for The Reykjavik Grapevine provided me 

with the knowledge of which questions usually work the best. 
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1. Who are you and what do you do? 

2. What does DIY culture mean to you? 

3. Would you say it is on the rise? And why do you think it is? 

4. When did it become established in Iceland/Reykjavik? 

5. Who, apart from you, would you say are very important for the scene? 

6. Do you use social media to connect with other people of the scene? 

These questions were then adapted to the person I talked to. For example, for Ægir I had 

specific questions related to his label and venue, and for Árni specific questions about 

Norðanpaunk. 

Scheduling the interviews took longer than expected because people were busy and it was 

sometimes hard to make an appointment. However, the last interview was taken by February 

2nd. I recorded all the interviews with two different devices just to be safe. I ended up using 

the recordings from the Yellowtec iXm Recording Microfon provided by the University of 

Iceland to record the audio straight onto the SD card. It self-regulated the strength of the 

input. Despite these advantages, the microphone is very heavy and I had to point it in the 

direction of the speaker. When the interview lasted more than 30 minutes my arm got very 

tired.  

Learning from previous mistakes, I also recorded everything on a stationary Zoom 

recorder, and just to make sure in case if any of these two devices failed, I had another 

recording. Luckily, none of the devices failed. 

All the interviews were done in the natural environment of the interviewees and not in a 

podcast/radio studio. There were several reasons for this. Firstly, people tend to be more open 

if they feel safe within their own space. Secondly, I wanted to give the listener a different 

“feel” for all of the interviews. Thus, the audio sounds a bit different for all the interviews. 

Lastly, just like the live music recordings, I wanted the interviews to have a rough edge and 

not professional studio-like quality as I felt this would take away the natural, intimate 

characteristic of the DIY approach.  The length of the interviews ranged from 20 minutes to 

an hour. 
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One exception from the interview technique is Árni’s interview, as it was done through 

Skype. I used the recording feature of the program itself to record it, and the audio quality 

came out better than expected. Of course, you can hear  the difference from the other 

interviews and the interferences when the internet connection suffered, but all in all I am 

satisfied with how that turned out. 

The next step was to transcribe the interviews. I did that to have a script with time stamps 

so I would know when the interviewees said what and when. That would be useful when 

cutting the interviews for the podcast. It turned out that the transcriptions were mainly useful 

for writing this thesis as I ended up cutting the interviews while listening to them repeatedly. 

The transcriptions took many, many hours but I was very glad to have them in the end. Some 

of them were written out completely, some only with keywords. 

5.3 Editing 

After taking all the interviews and transcribing them, I decided to make four episodes. I 

downloaded a 30-day trial version of an editing program that I had previously used at the 

university, called “Hindenburg.” It is very easy to use and designed for making radio content. 

As previously stated, the format of a podcast was chosen because of its DIY characteristics 

and rather cheap and easy way of making it, apart from other reasons. I decided it would be 

most comfortable to record speech in my own room so I would be able to record it as often 

as I needed to without having external pressures. I borrowed a microphone from my flatmate 

and set it up in my room. 

The first thing I did for every episode was to cut the interviews. I had to cut out 

unnecessary silences, unnecessary content, and any other things that would make listening 

easier. This provided me with a good overview on what the content of the interviews was each 

time and, accordingly, I was able to write my monologues. I imagined the structure to be more 

or less like this every time: 

1. Introduction (monologue) 

2. Song 

3. Interview (if too long, have a musical interlude) 
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4. Finishing monologue 

5. Song 

The first difficulty I encountered was the problem of a popping microphone. This happens 

especially when saying consonants like “p” and “b” that release an extensive amount of air 

from your mouth and thus makes a “pop sound” on the recording. After googling and looking 

at several types of solutions, I decided to go with a very DIY solution: I hung a scarf a few 

centimetres from the microphone that would catch the overflux of air. This worked. I also 

combined this with the action of moving my mouth a few centimetres to either side when 

there was an especially strong “p” sound. This trick I had learned through singing in a band. 

The second difficulty was the one of the spoken word. I had virtually no prior experience 

in recording the spoken word and it was fairly difficult to articulate my voice, to remember 

the things I wanted to say and to sound natural while doing it. In the end, the way it worked 

best was that I learned the text more or less by heart and then spoke freely into the 

microphone. It was strange to hear my accent in English, and also my voice kept cracking. 

Therefore, I got used to doing vocal warm-ups before recording my voice, and that worked 

fine. I decided to cut out any awkward silences but to keep my recordings as natural and 

unedited as possible. 

I had to treat both the interviews and my monologues with both a noise reducer and 

equalizer, sometimes also compressing the tracks so as to balance the volume. 

After finishing the second episode of the podcast, I ran into another problem. The trial 

version of Hindenburg. I had planned to buy the program as it was only 80 USD. After checking 

again, however, I discovered that the standard version of the program would not provide the 

effects that I needed (e.g. the noise reducer); for that I would have to buy the pro-version for 

300 USD. Since I did not have the necessary funds for that, I decided to use the program at the 

University of Iceland where I could use the computers and the program for free. This created 

the disadvantage of having to go there every time I needed to work on the podcasts. I tried to 

record my speech there because there are microphones and even a pop filter there. 

Unfortunately, the environment is very noisy and thus I again recorded my voice at home, and 

then just use the university recordings when editing the episodes. 
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After meeting and speaking with my supervisors, we set the deadline for the second 

podcast episode for the beginning of March and the first draft of my thesis for the middle of 

March. I managed to finish the second podcast episode in time but travels and then sickness 

made me late for the first draft of the thesis. I started writing on March 18th. After another 

meeting with Valgerður, we decided that the first full draft of the thesis should be finished on 

April 15th. I decided that I would thus focus on finalizing the text and then finish the other 

podcast episodes while my thesis was being read by my supervisors. 

5.4 Outline of the podcast episodes 

5.4.1 Episode One 

The first episode consists of an introduction to what DIY means and how it is expressed in the 

scene here in Reykjavik. It features three songs by the band BSÍ (that I recorded live last 

autumn) and an interview with the band.  

5.4.2 Episode Two 

The beginning is similar to Episode One, only the DIY part is shorter and I focus more on the 

introduction of the interviewee which in this episode is Árni Thorlákur Guðnason. The episode 

features three songs by his bands Norn, Grafir and Cold Cell. 

5.4.3 Episode Three 

This episode concentrates on the DIY music festival Norðanpaunk. It features two interviews 

with Árni Thorlákur Guðnason and Ólöf Rút Benediktsson. I play songs by bands who have 

performed at Norðanpaunk, including Dead Herring, IDK IDA and Roht. 

5.4.4 Episode Four 

This episode features Ægir Sindri Bjarnason and the Post-Dreifing collective. I play songs by 

bands that are associated with the collective, such as GRÓA, K.óla and Skoffín. 

5.5 Publishing 

The Reykjavik Grapevine has expressed interest in publishing my podcast episodes on their 

YouTube channel and also on their website through SoundCloud, which is an online 

distribution platform that offers free uploads for up to 180 minutes. This would provide the 

podcast episodes with an interested audience as all of The Reykjavik Grapevine’s content is in 
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English and the paper is read by both Icelanders and foreigners (79080 likes on Facebook as 

of April 11th 2019).  

I would thus upload the files on SoundCloud where I would also be able to connect the 

podcast episodes to an RSS feed, making it possible for people to get notified about new 

episodes.  

At the time of writing, it has not been decided whether all episodes will be published 

simultaneously or whether they will be published one after the other, with a certain amount 

of time in between. 
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6 Reykjavik’s present DIY Music Scene: Conclusions and Discussion 

The idea behind the subject of this master’s thesis came from my own observation of the 

music scene in Reykjavik. I had been taking an active part in the scene mainly as a concertgoer 

since 2010 but also organizing concerts within the Sofar Sounds: Reykjavik franchise. Iceland’s 

music scene has always been strong, producing giants such as Björk, or more recently, Of 

Monsters and Men, Sólstafir and Ólafur Arnalds. However, during the past 3 years or so, 

something has been shifting, especially in the underground music scene. We have the tangible 

changes such as new independent labels (most notably “Why Not? Plötur”), a strong DIY 

festival (“Norðanpaunk”), a young artist collective/label (“Post-Dreifing”), a new concert 

venue (“R6013”) and a huge number of new bands. As if this wouldn’t be impressive enough 

for a city of merely 120,000 inhabitants, there has been a change in energy at concerts as well. 

I started noticing a younger crowd, and an active crowd that moved, danced and started mosh-

pits. This had been traditionally very rare (as far as I can say) even at metal concerts.  

I started reporting on these changes as a journalist for the free biweekly/monthly paper 

The Reykjavik Grapevine and I got even more involved in the scene and started noticing what 

a deeply intertwined network it is. As I see myself as a cultural journalist, there had been no 

question for me as to whether the media product of this thesis should be about a cultural 

topic. Matching with the perspectives with other colleagues of my profession, I see it as my 

task to shed light on a cultural phenomenon that has not received international attention, and 

could definitely be seen as a niche. As I have argued before, culture is a basic necessity of 

society and I see this project as adding diversity to its coverage. 

Therefore, I decided to interview people who are engaged in this present and incredibly 

strong DIY scene and thus raise awareness, give voice, and at the same time give respect and 

credit to what these people are doing. The interviews are preserved in the four podcast 

episodes that are a part of this thesis. Of course, the small number of people I interviewed are 

nowhere supposed to be an accurate and full presentation of the scene but their responses 

and opinions are strikingly coherent. Using quotes from the interviews, I would now like to 

examine the motivations and characteristics of Reykjavik’s DIY underground music scene, 

compared to the ones that Robert Strachan observed among micro-independent label owners 

in the UK. 



42 

 

6.1 The value of isolation 

Iceland’s sparse population with around 340,000 inhabitants (Worldometers, 2019) has 

apparently played an essential role in the development of a strong DIY culture. The long 

distances between urban areas and the isolation passively supported a “do it yourself”-

approach in life. Árni Thorlákur Guðnason is an Icelandic youth worker/teacher based in 

Germany. More importantly, he has been part of many bands in the underground music scene 

(e.g. Norn, Cold Cell) and he is the co-founder of the DIY punk gathering Norðanpaunk. When 

asked whether DIY ethics have been with him from an early stage in life, he replies, 

It’s really rural where I grew up. The next neighbour is like two or three kilometres away 
so you can basically just do what you want. You can dam the creek, you can build a fort in 
the barn. There was so much freedom because it was so sparsely populated...This was 
shaping the first one and a half decades of my life - just having an idea and trying it out. 
(Á.T. Guðnason, personal communication, January 16, 2019) 

He goes on to define this as crucial to the Icelandic music scene. 

I think the strength of the Icelandic music scene and why there are so many quality music 
bands coming out of Iceland - I don’t think it’s because the Icelandic scene is somehow 
better but because of the isolation you cannot wait for somebody to book a jazz show, 
you just have to do it yourself. This mentality of ‘nothing happens unless you make it 
happen’ is not a choice to think that way if you’re a musician in Iceland...you just have to, 
otherwise you’ll never have any shows. (ibid) 

Ægir Sindri Bjarnason, owner and founder of the Why Not? Plötur micro-independent label 

and the all-ages DIY concert venue R6013 argues in a similar way. 

I also think that the kind of underground scene here is pretty much by necessity, but also 
by choice, mostly DIY. Because it's small and if you want to do anything, most of the time 
you're better off doing it on your own terms rather than relying on other people and 
waiting for things to happen. (Æ. S. Bjarnason, personal communication, January 25, 2019) 

Ólöf Rún Benediksdóttir, an independent artist and also part of the organization behind 

Norðanpaunk, agrees with these statements. Her definition of what DIY means to her makes 

it clear that in contrast to Strachan’s findings in the UK, for these people the political 

standpoint against the commercial music industry is of less importance. Rather, they have the 

societal need to do it themselves if they want something to happen. 

To me personally it's just something that really helped me realize that if you want 
something done you have to do it yourself. You don’t have to wait for anybody's approval 
or for the space to open up for you. If you have something you want to put forth you just 
make the space for it. That's what DIY means to me and that's why I think it's very 
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important for every grassroots scene to have strong DIY ethics. (Ó.R. Benediktsdóttir, 
personal communication, January 29, 2019) 

6.2 Creative freedom 

In Ólöf’s statement we already find the notion that doing something for yourself gives you a 

certain type of freedom from authoritative decision making. Ægir confirms this by saying that 

running things himself relieves him of the burden to justify his doings to some kind of 

authority. 

I feel more connected to what I am doing if I feel in control in some way. I found that 
expecting others to do the work for you tends to be more tiring than it is rewarding. If I 
do things myself, or we do things together and on our own, we don’t really have to get 
anyone's else's approval. You can do things your own way, in your own time. (Æ.S. 
Bjarnason, personal communication, January 25, 2019) 

One of the reasons why the political standpoint seems less important than in Strachan’s (2007) 

findings might also be explained by the weaker presence of major labels in Iceland. Instead, it 

seems more important to give space to art and music that seems to be neglected otherwise. 

However, the notion of gaining more creative freedom by doing it yourself is also a big part of 

Strachan’s (2007) findings. Regarding the founding of Norðanpaunk, Árni explains that one of 

the main motivations was that underground bands had no place to play because they would 

not bring the bars any commercial success. The festival was thus created to give “bands that 

are too difficult for the bars” (Á.T. Guðnason, personal communication, January 16, 2019) a 

chance to play in front of an interested audience. It will be held for the 6th time this year and 

the bands range from black metal, to noise, to punk, to electronic and art performances. 

6.3 From “doing it yourself” to “doing it together” 

The mutual consensus that I can find in all my interviewees’ answers, and which is also part of 

Robert Strachan’s (2007) conclusions, is the fact that all of this would be worth nothing 

without the strength of the community - it has to be done together. Árni explains that the 

success of Norðanpaunk stems from the people collectively working towards a common goal 

without having to deal with power structures within the organization. 

It is important to have the investment of a lot of people to make something like this work 
where you have close to 60 bands playing in three days and you need a lot of commitment 
from a lot of people. When people are organized and they get the credit, that's where you 
have most of the power. Once you introduce hierarchies and people say “I was just told 
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to do this” that’s where you lose quality. (Á.T. Guðnason, personal communication, 
January 16, 2019). 

Ólöf argues similarly. 

DIY to me is a way of involving your community in what you're doing. You're not just a 
band doing some concert so you can get some money to publish your album or something. 
You are a community getting together trying to make a venue for yourself, what you've 
been working on and you want the people around you…[it’s] more a way of connecting 
and sharing what you're doing. (Ó.R. Benediktsdóttir, personal communication, January 
29, 2019) 

Robert Strachan (2007) writes that: 

This ethic of collectivism was a central defining feature of identity for DIY independent 
practitioners and the attempt to create a support network among labels is clearly defined 
in opposition to a perceived hegemonic mainstream. (p. 252) 

With Reykjavik only having around 120,000 inhabitants, one could say that the music scene is 

rather small, and the underground music scene even smaller. There is a common saying in 

Iceland that everybody here knows everybody, and it is true that you often meet at least one 

or two people you know wherever you go. Thus, it can be said that the cluster of people 

participating actively in the DIY scene is rather accessible, and that that contributes to its 

strength. In fact, when I asked my interviewees what else was important in the scene, they 

commonly referred to each other, or to the same people. Ægir and his label and venue were 

mentioned by all interviewees. The young arts collective Post-Dreifing were also mentioned 

by almost everybody. And in fact, they are probably the epitome of the present DIY scene, and 

the reason for the change of energy in Reykjavík’s music scene in general. 

Post-Dreifing is, in their own words, “an independent arts collective mostly made up of 

Reykjavik-based young artists. Our goal is to gain self-sufficiency and visibility in collaboration” 

(Post-Dreifing, personal communication, February 1, 2019). They record, release and promote 

music and art (e.g. poetry books) themselves, organize a large number of concerts and are 

themselves very frequent concertgoers. More impressively, their average age is somewhere 

around 20. Anybody who wants to actively contribute is welcome, and thus the collective 

sometimes spans 10 members, and sometimes up to 30. When I asked Ægir why the DIY scene 

is on the rise now, he replied 

I think it's especially because there is a group of fairly young people who found each other 
and have collectivized that DIY ethic or DIT [do it together]. They have found each other 
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and they have a really infectious energy. That just builds and maintains itself by energy 
feeding off energy. (Æ.S. Bjarnason, personal communication, January 29, 2019) 

This is it. In fact, this was the first time I heard DIT being mentioned and it made complete 

sense to me. When I interviewed Post-Dreifing about DIY values, the first thing they told me 

was that they were a DIT collective, not a DIY collective. 

[We are a] very young group. That gives it this extra power because we're not trying to be 
realistic with what we can do. We just make things happen. If you have enough hands, 
you can do whatever you wanna do. (Post-Dreifing, personal communication, February 1, 
2019) 

Richard Strachan (2007) found the idea that often the owners of micro-independent labels see 

themselves mainly as fans. Post-Dreifing are not an exception. They cite the audience as one 

of the main reasons why they are doing what they do, and that there should be no difference 

in power between the artist and the audience. 

It's always a dangerous possibility for this scene that has a lot of potential to become 
exclusive so that people become afraid to participate...the people that come to enjoy the 
music, we don't look at them as passive concertgoers but active participants in the events. 
They are crucial. it wouldn't make sense to have a concert without an audience. We try to 
have it that the artist doesn't stand above the audience. [We] try to take out that 
hierarchy that sometimes dominates this type of culture life. (ibid) 

All of their music is being released for free (or pay what you want) and all the concerts they 

organize without admissions. Defying a hierarchy in the music industry and fighting 

commercialism are further main motivations for the collective. 

The trend of artists casually normalizing this kind of thinking [connecting culture and 
consumerism] is highly problematic...it's against our principles. We take an active stance 
against it by countering this culture with our own events. It’s cultural activism. Instead of 
maybe full on protest we just do things our own way and in practice deny these trends 
and this ideology. Also [by] taking out the middleman that always comes between the 
artist and their ability to release their records. Sometimes they can't escape being 
sponsored...we want to take down that barrier so people can release their own art 
without being tied to something. (ibid) 

All three notions that Richard Strachan (2007) found among the owners of micro-independent 

labels are represented within the Post-Dreifing collective. Taking a political stance against the 

mainstream music industry, doing it together as a collective and through a tight network of 

connections, seeing themselves as fans, and their reward is the act of creating art itself and 

people enjoying it. The notion of “doing it together” seems to be especially strong in Reykjavik. 
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The idea that everything can be possible if people work together passionately towards the 

same goal is essential to the success of the scene. 

Yet, DIT is nothing that Reykjavik’s scene invented. Steve Osikowicz’s thesis from 2014 

shows that this principle is also present in the DIY music scene in DeKalb, Illinois. He also cites 

“friendly competition” as one of its main characteristics (ibid, p. 60). The same is true for 

Reykjavik. After Árni gives me a list of people important for the scene, he says 

These people, and I think that’s also the strength of the Icelandic scene, are following a 
vision, following certain ideals, they’re not always the same ideals, but they are also 
pushing each other. It’s not like dog-eat-dog. It can be critical but it’s fruitful. You have 
concerts combining noise, and death metal, and punk. And these are things that can be 
fruitful for each other, the combination of these genres. And the Icelandic scene is just 
too small for that not to happen. You have these people communicating and cooperating 
with each other, not trying to undermine each other. It’s not a destructive competition 
but it’s a competition in ambition. (Á.T. Guðnason, personal communication, January 16, 
2019) 

They are, in short, doing it together. 

6.4 Social media 

In section four I touched upon the subject of the value of the internet for the DIY scene and 

the building of networks within the scene. I asked all of my interviewees whether they are 

using social media, whether it stands in opposition to DIY ethics and whether it has helped 

them promote their cause. The consensus seems to be that everybody uses it and takes 

advantage of its accessibility and relative user-friendliness, but also see the bad sides of it, and 

would rather exchange, for example, Facebook for a medium that is not owned by big 

corporations. 

As a band, BSÍ have a Facebook account but rarely keep track of their numbers of fans or 

likes, citing Sigurlaug’s (vocals and drums) “social media anxiety” and Julius’s (bass and synth) 

lack of a smartphone as the reasons. However, Sigurlaug argues for a closer connection to 

their fans and exposure, whereas Julius is sceptical of the algorithms behind Facebook. What 

is really interesting is Julius’s observation that social media are unexpectedly a big thing in 

Reykjavik, even though it is a rather small city. 

I was surprised that it's much more of a thing here than in Berlin. Then again, it's maybe 
also because it's smaller you can actually be updated on everything...but in a [big] capital 
[city like Berlin] there would be too much happening. (Julius Rothlaender from the band 
BSÍ, personal communication, January 22, 2019)  
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Árni says that “it’s impossible to escape the machine.” For a festival such as Norðanpaunk with 

strong DIY ethics that include a rejection of consumerism and the commercial music industry, 

using Facebook seems somewhat off. In contrast, it is the main tool used to organize the 

festival. He argues that using old-school forums was easier because you could separate the 

discussion into different threads, thus making it easier to keep track of certain topics. 

We have stuck to word of mouth and for the first years Facebook was really helpful for 
that because friends could invite their friends…But now because people who have similar 
punk ethics don’t relate to Facebook [they] have been disinterested in Facebook. But the 
forums have not resurfaced. So, what are they going to do? Go on Instagram? Well, 
surprise! Instagram is owned by Facebook. You can’t escape the machine. I would describe 
that for me personally as one of the challenges, reaching out to like-minded people now 
which was for me not an ethical or value dilemma five years ago. (Á.T. Guðnason, personal 
communication, January 16, 2019) 

Similarly, Post-Dreifing say that they use “a lot” of social media. However, regular personal 

meetings where they speak about upcoming projects are the most important. Often, the 

collective splits up into smaller workgroups to work on certain aspects of upcoming projects. 

    Even though many of the events taking place in Reykjavik are promoted by posters that are 

being hung all over, Ægir wonders how far people actually use these as a source of 

information. He also uses social media for spreading information about his events but 

emphasises the importance of personal human interaction. 

Social media and all make it easier to get it released and out into the world... make anyone 
able to document what they're doing and push it forward. While social media are hugely 
convenient and pretty simple, I think it's also easily overflooded and should not take away 
from doing things in the same space and creating together and spending time playing 
shows. (Æ.S. Bjarnason, personal communication, January 25, 2019) 

Ólöf, who is also part of organising Norðanpaunk, speaks about Facebook as a love/hate 

relationship.  

We've tried to move away from social media but it's just so convenient to use Facebook 
groups for communicating, which is a pity in a way because it eliminates people who don't 
want to be on Facebook. It's not necessarily the best way of organizing but we have been 
using it a lot. It's sort of this love/hate thing. You use the tools that are available to you. I 
like to use it for promotion. I think it's a super easy way to get to a lot of people but it can 
also be such a double-edged sword. (Ó.R. Benediktsdóttir, personal communication, 
January 29, 2019) 

In conclusion, it seems that the convenience of being able to reach out and communicate with 

a lot of people, whether like-minded or not, seems to win over the ideological issues of using 
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platforms owned by big commercial institutions. When asked for alternatives, nobody had an 

answer. I proposed an internal forum for organization to Post-Dreifing because they have 

access to a lot of different people with different skills. Whether that will become reality is yet 

to be seen. 
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7 Final Words 

I will have been working as a cultural journalist for over a year when this work is published. It 

is interesting in how far my experience and my attitudes are in tune with the findings about 

cultural journalists that I presented in section 2.6. I work as a freelancer and I have a lot of 

freedom in the topics that I choose to write about and how I frame them; there is no financial 

stability which forces me to work other jobs for a stable income, and I am finishing my master’s 

degree in journalism. I do not see myself as part of the news journalism ideal of the “detached 

watchdog,” but rather as an educated spokesperson for culture and art and its significance for 

society. 

Culture is the lifeblood of a vibrant society, expressed in the many ways we tell our stories, 
celebrate, remember the past, entertain ourselves, and imagine the future. Our creative 
expression helps define who we are, and helps us see the world through the eyes of 
others. (Government of Ontario, 2016) 

I am repeating this quote because it is makes clear how essential culture is for our human 

society. As a cultural journalist, I see it as my task to support the incredible diversity of culture 

and people by reporting on it and giving people the ability to inform themselves about it, and 

even take part, if they choose to. We live in an age where traditional media are in danger of 

dying out, where journalism is dominated by big media conglomerates, and entertainment 

journalism and homogenized content are on the rise. Therefore, in Kristensen and Riegert’s 

(2017) words, “cultural journalism retains its importance to the democratic debate, 

humanistic self-reflection, and as a guide to everyday life – and thus to the Nordic media 

model” (p. 21). 

This master’s project tries to take a stance against commercialization and uniformized 

media content by providing all the content for free and reporting on a niche in culture that 

otherwise is likely to be neglected. As I have argued in section 2, the Nordic PSBs have been 

doing a good job in assimilating new types of media while sticking to their foundations of 

providing universal service with a strict cultural policy and editorial freedom. The podcast 

which is the media product of this thesis goes along with these traditions and is furthermore 

inspired by the DIY ethics of being able to learn all the skills you need yourself, rejecting 

consumerism and seeing the product itself as the reward. 



50 

 

The notion of “doing it together” has been greatly inspiring for me and I hope that it will 

inspire many others through this project, whether they are reading the thesis or listening to 

the podcast, or both. I deeply believe that the future of human society lies in the ability to 

share skills, work together and be motivated not by profit, but by the simple action of creating. 

As this might be humanity’s greatest asset - to imagine something before it is created, and 

then learning the skills to create it. Let’s do it together. 
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