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Abstract

In 1979, the British pop band The Buggles released ‘Video Killed the Radio Star’, generating
a provocation used to explain change (where x killed y). Two years later, the song’s video
was used to launch MTV, marking a change in how audiences consumed music. Itis not the
title that is of interest here, but a line in the track that suggests in the age of video, ‘We no
longer need to use our ears’ (Downes et al. 1979). Although the open standard of
podcasting has meant that video and audio could coexist, podcasting has been primarily
an auditory medium. However, in 2024, several leading podcasts on Spotify now play as
easily as video as audio. This article discusses this evolution, arguing that this shift not only
reflects the actors that shape podcasting but also poses questions for how we might define
podcastingin its third decade. Is podcasting still an aural medium?
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Introduction

We are now twenty years into the evolution of podcasting; in that time, the medium has
transformed itself. What was once a space created for amateurs is becoming
professionalized and dominated by corporate actors (Sullivan 2024); what was once niche
is now decidedly mainstream (Berry 2020). This article explores this ongoing development
with a specific focus on the contemporary relationship between podcasts and video,
considering examples of video podcasting and reflecting on what their presentation can tell
us about the nature of podcasting in 2024.

In considering podcasting as a medium, it is important to note some history. As Andrew
Bottomley notes (2020), the process of podcasting (distributing audio content via RSS)
predates the name, with producers such as Dave Winer, Adam Curry and Christopher
Lydon all producing audio work before the community settled on the term in late 2004.
Podcasting was developed and nurtured by these amateurs who shaped the nascent
medium as oppositional to the corporate forces of traditional media. These pioneers were
influenced by radio but had intent that podcasting could be different. Just as those early
amateurs shaped the medium in the 2000s, in the 2020s, different forces are shaping and
reshaping the medium. Writing in 2022, Tiziano Bonini draws attention to this changed
environment, noting, ‘{w]lhen we use the word podcast today, we mean it differently than
we did in 2004’ (Bonini 2022: 9). Rather than making a binary choice between defining
media content as ‘podcast’ or ‘radio’, he suggests that podcasting is a hybrid medium of
different elements shaped by actors indicative of our time. In his description, podcasting
is:



[N]ot just a cultural form shaped by networks of different actors, but a whole hybrid media
ecosystem made by competing networks of actors and shaped by asymmetrical power
relations between legacy broadcast and media companies, emerging tech companies and
independent producers.

(Bonini 2022: 27)

This is the malleability of podcasting, where the status of podcasting as a decentralized
medium means external actors can change the shape of work. He encourages us to see
past the binary debate of radio vs. podcasting but see it as a network of actors and power
relations in which platforms increasingly shape work (Poell et al. 2022). Although Bonini
focuses on the aural, we can locate the rise of video in podcasting in this framework, and
this shiftis the focus of this article.

In a blog post in August 2023, consultant Jay Nachlis suggested that podcasting has now
entered the ‘what is a podcast era’ (2023), where the lines between audio and video
converge and blur. He refers to a study (Goldstein and Nachlis 2023) that illustrated that
not only were more people watching podcasts, 75 per cent of them thought a podcast
could be audio or video. He adds that we ‘can dismiss how some consumers perceive what
a podcastis, but that’s their perception’ (2023, original emphasis). In other words, we can
present valid arguments that podcasts are and can be audio but that will not shift the
honestly held views of the audience. We can view these changes within the context of
podcast studies because, as Dario Llinares suggests, the definitions we use are indicative
of ‘an emergent discipline that is still fundamentally in flux’, where the very notion of
podcast-ness remains open for debate (2022). This is a position that Jemily Rime and her
co-authors describe as ‘conceptual fuzziness’ (2022: 1261), where our understanding of
podcasting may change but where there are some key features at play which will remain,
not least the way participants can shape it too (Berry 2022). Perhaps, just like radio, our
definitions will change over time, and ultimately, any attempt to define it conclusively is
futile (Lacey 2008: 110). In that framing, podcasting is what it is at any given time.

This fuzzy situation can be illustrated in an episode of ‘The Problem with Jon Stewart
Podcast’ (2023), where he sits down with the British journalist and editor lan Hislop. In the
posted video, we can see the two men sitting in front of a low table with two studio-type
broadcast microphones on small stands, one in front of each man and visible in a wide
shot. However, neither microphone appears to be plugged in, suggesting they are
strategically placed props to visually signal that it is a ‘podcast’ — even though the episode
is only available on YouTube and Apple TV. This might suggest that the ideas podcasting
embodies are of such cultural value that they are copied by other forms, where the word
‘podcast’ describes a form of media work rather than audio content distributed over RSS.



Podcasting as a medium

Whether we call it a medium or not (Sharon 2023), what we now know as ‘podcasting’
emerged in a world before social media, YouTube, Instagram and the iPhone. As Enrico
Menduni (2007) writes, podcasting initially presented itself as a bridge into the mobile
internet era, offering listeners the chance to consume audio content outside the home. For
Menduni, podcasting was an interim technology, a solution to a problem. For others, it was
both a solution and an emerging set of practices, with a 2006 article in Computer stating,
‘[t]he term podcast refers not only to the delivery of files but also to their content’
(Patterson 2006: 1). The files referred to here could be audio or video, but historically,
podcasting has been predominately an audio medium, even though the RSS infrastructure
itis built onis agnostic about the file types it can deliver.

Many early discussions around the possibilities for RSS as a media distribution
emphasized video rather than audio (Winer 2001). Although video was supported by the
iPod since 2005, podcasting has remained an audio-dominated ecosystem (Berry 2016),
which podcasters have leant into, not least because it allows listeners to multi-task and
allows producers to explore sound’s creative and emotional impact (Siobhan McHugh
2022). Where audio producers focused on podcasting, visual content creators found a
home on YouTube, which arguably offered a better solution for video, partly because the
ad-funded model made it free for producers.

Over time, different human and non-human actors emerged that steered podcasting in one
direction or another (Bonini 2022: 26). In the early years of the medium, participants
effectively claimed their voice, bypassed traditional media and made direct connections
with audiences via the internet (Berry 2006). These early actors set many of the formats
and templates that have characterized later work, not least the decision to make the
system open to all (Winer 2010). Over time, investments made by public radio (Murray
2009) in podcast-specific projects (Fox and Ebada 2022; Lindgren 2016; McHugh 2016) and
the shaping effects of platforms like iTunes or Spotify (Berg 2021; Morris and Patterson
2015; Sullivan 2019) all made different impacts. As John Sullivan notes, the status of
podcasting as a decentralized medium makes it (mostly) less susceptible to the forces of
platforms, as although most listeners use platform-centric apps such as Apple Podcasts
and Spotify, the open architecture of RSS does not compel them to do so (2019, 2024).
Despite the choice of over 40 different apps in the Apple App Store, a few key platform-
driven services (Apple, Spotify and YouTube) dominate. These platforms are becoming
increasingly important to podcasters, not just because of the data they generate but also
because of their ability to place content in front of the audience through a matrix of
‘platform native tools’ (Poell et al. 2022: 54).



In considering why podcasts are becoming more visual, we can find evidence in a Reuters
report on journalism trends, which notes that filming podcasts and placing them on as
many platforms as possible can extend the reach of shows (Newman 2023). This, in turn,
can increase opportunities to monetize work (Scribe 2023). This is part and parcel of the
new materiality of screen-based audio, through which ‘we listen to soundwork both
streamed and podcast, enjoying its programs live and listening again later’ (Hilmes [2013]
2024: 44) but also where screen-centric platforms (such as Instagram and YouTube) serve
as useful promotional tools to audio media. For podcasting, this visual materiality might
present itself via podcast artwork, written show notes or interactions on social media
(Hancock and McMurtry 2018; Hilmes [2013] 2024), but this also gets us to the topic of this
article and the role of video in contemporary podcasting. In 2024, podcasting is literally
more visible (Dotan and Blino 2022), with clips of podcasts appearing across different
social media platforms, showing hosts engaging with each other and their guests in highly
visual formats (Listen 2022). This paradigm is mirrored in my own experiences in the
classroom, where students reported that their podcasting consumption was not only visual
but the most popular hosts were often already established in other forms of digital media,
suggesting that new human actors were also driving changes. One student noted how they
were aware of podcasts not because they listened to them but because they saw video
clips of podcasts on social media, whilst others stressed the need to do something with
their eyes. | am not alone in this; Amplifi Media CEO and podcast tutor at NYU Steve
Goldstein writes: ‘There is still a debate about what a podcast is and whether it must have
an RSS feed. We’ll have to move beyond that [...] Podcasters thinking about how to grow
and retain audiences should have my students in mind and how they discover content’
(Goldstein 2023), especially if they consume clips rather than listening in full. In May 2022,
an annual report by Signal Hill for the Cumulus podcast network emphasized the
dominance of YouTube as a podcast consumption platform, especially with users who are
younger and newer to podcasts and who prefer watching to listening (Cumulus Media
2022). Key findings indicate that almost a third (31%) of the sample of 608 listeners who
had listened to a new podcast had done so on YouTube, a platform that was the most used
by consumers who were new to the medium. The fact that only 37% of the sample actively
watched videos suggests that part of the attraction could be the platform’s convenience. A
further study a year later highlighted this shift in how audiences define, consume and
perceive the work (Nachlis 2023), where 75% of those studied saw podcasting as audio or
video. Although we might take solace in that only 3% thought podcasts were only video,
this position is all about perception. As consultant and podcaster Matt Deegan outlines in
a blog post, ‘[iJt doesn’t matter what you think a podcast is, you need to consider what your
audience thinks one is’ (Deegan 2023, original emphasis). This suggests a complex
landscape where audiences and platforms shape definitions and cloud our ability to define



content (Clarke 2022) and where ‘our preferences, our colloquialisms and our culture give
the word “podcasting” its meaning’ (Rime et al. 2022: 1273).

Analysis and methods

This article draws on a two-step study, initially examining the connection between
podcasts on Spotify and their use of video. Spotify was selected as it has integrated video
agnostically into the platform and actively promotes the visual content it hosts. The top ten
popular shows in the United Kingdom in August 2023 were initially examined to establish a
typology of approaches for discussion. This sampling confirmed that all but one podcast
(which was made by a YouTuber, anyway) made use of video. Indeed, the two most popular
shows, The Joe Rogan Experience and The Diary of a CEO (DOAC), were both natively video.
However, not only was DOAC equally popular on platforms without video, broader research
questions emerged in the process, not least because many of the shows trending on social
media had yet to add video to Spotify.1

Therefore, a broader purposive sample (Bertrand and Hughes 2018: 266-68) was examined
to include a broader selection of work to help frame the discussion of this constantly
changing trend. This work includes The Receipts Podcast, Saving Grace, The Sounds of
Black Britain, The Always Sunny Podcast, Anything Goes with Emma Chamberlain (2020-
present) and Small Talks (2022-23) on Spotify, plus episodes from The Daily (2017-
present), The News Agents (2022-present), Mayim Bialik’s Breakdown (2020-present) and
The Media Podcast (2014—-present) on YouTube. Multiple episodes were viewed at each
step to evaluate their use of visual content. This process helped to define two research

questions:
1. How is video used within contemporary podcasting?
2. What are the implications of this trend for how we understand podcasting?

The overall study identified three key typologies where the sampled work fell into one of the
following categories:

- A fully visualized podcast on one or more platforms.

- An audio-first podcast with filmed content for social media or YouTube short.
- An audio-first podcast with visualized social media posts.

Video and podcasting

As noted above, podcasting is a medium that was invented in a different sense. Nobody
owns it, and as such, itis subject to the forces of different actors over time, each steering it
one way or another (Berry 2022; Bonini 2022; Llinares 2022; Rime et al. 2022) since no



central body determines what content it can and cannot carry. The presence of video could
be an effect of this openness, where podcasting is a cultural form that can be applied
equally well in video, audio or even live events.

In June 2023, the Swedish podcast platform Spotify published an update on the
development of video podcasts on their platform, a process that saw the numbers rise
from a handful in 2020 to over 100,000 by the summer of that year (Spotify 2023). This
development refers to a relatively new feature of the platform where shows hosted by the
Spotify-owned hosting service formerly known as Anchor can be consumed as both audio
and video. When the user clicks play, the platform can serve either video or podcasting,
depending on the user’s preferences (Spotify for Podcasters 2022) and the device on which
they are consuming. In this iteration of the podcast app, video and audio are
interchangeable and are treated the same in search and playback. Shows such as The Joe
Rogan Experience, Call Her Daddy and DOAC will playback as video by default on the
Spotify app, a web browser and apps on smart TVs.

As this article explores, a spectrum of production approaches is evident when examining
podcast use. On the one hand, podcasts are fully produced natively as video, often using
dedicated studio spaces. On the other, video recordings are frequently the by-product of
recording podcast episodes over video conferencing services, where video functionsin a
paratextual role in promoting episodes on social media. However, rather than being a video
podcast per se, some social media clips could be classed as videos of podcasts since the
rest of the episode is unavailable visually. This is the case with the Louis Theroux Podcast
(2023—-present), where interviews are remotely recorded, with video clips extracted for
social media in a move recommended to delegates at a podcast event in 2024 (Goldstein
2024).

While some podcasts might have previously used static images or animated videos
generated by apps such as Headliner, today’s shows are now being recorded in visual
studios created for podcast production. This means that podcasts such as Help! | Sexted
My Boss (2018-present) can capture whole or partial episodes in vision in a studio where
cameras have been added (Audio Always n.d.). What is noticeable across all this work is
the sense that although many of the conventions of multicamera television are present
(lighting, sets, reaction shots, etc.), this is not a form of television. Although some
podcasters replace over-ear headphones with discrete earpieces, the hosts address
microphones rather than cameras in most of the podcasts examined. Although the studio
used for The News Agents (Global 2023) has been designed as visualized audio media
(Crew and Barbu 2022), the hosts often have laptops on their knees or look away from the
automated cameras in ways that add an informal, almost voyeuristic aesthetic. Much like



visualized radio (Berry 2013), many visualized podcasts use video as a secondary layer,
which we can theorize is there to supplement the audio. In responding to the use of video in
this kind of transmedia work, podcaster and comedian Ed Gamble posted: ‘No guys, a
visualised podcastis not just a TV show. It’s an in-vision format for your EYES that you can
also hear with your EARS. Nothing like a TV show actually’ (2024).

Podcast infrastructures

Traditionally, podcasters have uploaded their shows to a single hosting service, informing a
network of apps that a new episode is available. This equitable position means a listener
using Spotify is treated the same as one using Pocketcasts, as they each access the same
contentvia a single RSS feed. In recent years, traffic has been migrating to Spotify (Perez
2021), which seeks to become a destination for audio content (Bertoni 2021) rather than
being an agnostic thoroughfare for podcasts. John Sullivan notes that despite the potential
for more independence in this market, attention is focused on relatively few apps (2019: 1).
However, audiences may not be loyal to those apps as more than half of those who
consume podcasts on YouTube also consume the same work on other platforms (Mayer
2023). By acting as intermediaries, podcast apps mediate experience by recommending
work (such as Apple’s ‘New and Noteworthy’) or using data to present charts of popular
shows. Podcasters will, therefore, deploy a range of measures to optimize their profile as
they adjust their ‘production and distribution strategies to accommodate the structural and
algorithmic logics of online platforms’ (Sullivan 2024: 84). These strategies now include a
halo of approaches designed to grow audiences, including video. As Marta Perrotta notes in
her extensive study of public broadcasters in Europe, ‘the listener of the future is and
should be also a viewer — perhaps a viewer who is not used to listening to radio and audio
content but whose viewing data may be useful for profiling’ (Perrotta 2023: 136). For their
part, platforms like Spotify welcome this shift away from the open architecture of RSS,
which they see as outdated (Laughlin 2024) allowing instead for data-rich connections via
their own closed systems. All of this builds a system where the means of reception are
disconnected from the means of distribution. Where previously the sense that anyone
could make a podcast and distribute it for free over RSS, we are being progressed into a
platform world where access is subject to corporate strategy (Morris 2024: 187-89) rather
than an platform-independent system (Hoyt et al. 2021) in which individual producers have
more control.

Beyond the infrastructural questions, for podcasters producing video clips or fully
visualized episodes, extra steps are required in production and distribution. Beyond any
additional cost and time for production and editing, producers may need to upload work
and collect data from multiple sites. Although YouTube now allows producers to add their



RSS feeds, this only works for the audio versions and creates a static image video from the
artwork that appears in the feed (YouTube 2024). At present, any moving image video
version needs to be uploaded separately. The Google-owned platform has also added a tab
to allow producers to flag to users to users that the videos on this tab are ‘podcasts’ - even
if there might be semantic or technical debates around whether they are or not.

This discursive position that is reflected in a 2023 study of podcasting and YouTube by
Coleman Insights and Amplifi Media. The report revealed that YouTube was the number
one podcasting platform among consumers, especially those new to the medium (Nachlis
2023). This raises a debate on whether platforms impact our understanding of podcasting
‘as a living, dynamic, malleable, evolving body’ (Bonini 2022: 26) and how that is shaped by
an evolving company of human and non-human actors. These actors include
commercialized media platforms that can exert authority over the medium because it lacks
central control. As Jean Burgess and Joshua Green (2018: 8-13) outline, YouTube is shaped
by similar forces but does so from a position where it must factor in its own corporate and
commercial interests (Gillespie 2010), whereas podcasting (as an ecosystem) does not.
Podcasting exists as a system that does not depend on the mass attention of audiences,
and this might go some way to explain why platforms are keen to embrace video
podcasting, as it adds an additional (platform-specific) facet that makes their delivery of it
more compelling. We must, therefore, question whether the push towards video is wholly
about a desire to watch podcasts or whether platforms are leveraging this inclination to
gain attention for commercial gain (Laughlin 2024).

Watching podcasts

Adding visual content to an audio medium is not new; radio has experienced the
encroachment of visual content (Berry 2013; Ferguson and Greer 2018). In 2024, adding
cameras to a radio studio would be a normal part of the design process (Laor 2021),
meaning programmes such as the James O’Brien show on LBC in the United Kingdom now
enjoy ‘a level of visibility and sociability that would not have been possible in previous
iterations of the radio phone-in’ (Berry 2023: 507). The presence of cameras allows for live
radio programmes to clip up core moments of programmes and share them quickly on
social media or pass them on to news broadcasters. It is this shareability of clips that has
driven this interest in visualization as it has made audio media literally more visible. Many
of the camera systems used to visualize radio and podcasting are unobtrusive and
automated, allowing for low-cost operation but can mean a need to install additional
lighting, for presenters to wear earpieces (rather than headphones), or to bolt chairs to the
floor to prevent politicians from escaping the camera’s glare (Vinter 2024). Podcasters are
no exception to this. Just as with radio, podcast studios now factor in visualization in their



design, creating spaces that look like hi-tech audio studios, creative spaces or
environments that appear to be the host’s home (e.g. Mayim Bailik’s Breakdown). This work
takes the intimate aesthetic of podcasting and fuses it with the visual stimuli of YouTube,
but again, it raises the question of which actors are driving this change.

In these shifts, we can also see the impact of social media influencers, where content
creators are entering podcasting, having already enjoyed success on platforms like
Instagram, YouTube or TikTok. Just as the early podcasters had come from blogging, and
producers in the 2010s came from public radio, in the 2020s, podcasting is a space
dominated by celebrities, many of whom bring their experience in video with them. For
example, the UK-based podcaster Grace Keeling (known as GK Barry) was already well-
established on TikTok when she launched her Saving Grace (2022—-present) podcastin
2022. It typifies content creators podcasting from other media (Buchan 2023) and bringing
visual practices (and audiences) with them. Where podcasts such as The Daily (2017-
present) use fixed images on YouTube, these new productions have multiple cameras and
sets that add visual cues to the nature of the podcast. Saving Grace is shot within a studio
set with columns, golden framed pictures of Keeling and a halo hanging over the host’s
head. Studio microphones are placed in front of the participants, although nobody wears
headphones. In watching video podcasts, itis interesting to note the often
interchangeability of the words ‘listening’ and ‘watching’, as whilst some shows recognize
that consumption is split between the modalities, this is not universal. In the video version
of Episode 414 of the Lex Fridman Podcast, Fridman faces the camera and talks directly to
the audience to address criticisms of his choice of guest, but in describing the audience,
he uses the word ‘listener’ framing the audience as the singular, whereas an episode on
Carnivalin Small Talks has a ‘guess the flag’ quiz amongst the participants, in which the
listening audience is wholly excluded (2024). In this, we might see a split between audio-
first and video-first productions, where the secondary platform/medium is acknowledged
yet subservient, in the same way that RSS feeds are used to deliver unremediated forms of
radio programming.

The British daily podcast The News Agents (Global) is symbolic of the pivot towards video in
podcasting. The podcast makes use of a broadcast studio designed with visualized audio
production in mind, and although in the summer of 2023, their use of video was restricted
to clips on social media, by early 2024, it has been expanded to fully visualized episodes on
YouTube and the Global Player app. In watching these episodes, we can establish some of
the traits (contradictions, even) of video podcasting, in that although the space is highly
visualized with branded screens behind the hosts and the use of earpieces for monitoring,
the hosts rarely look at cameras and can be seen balancing laptops or relaxing in their seat.
This can also be seen in different shows recorded in Spotify’s London studio, where The



Receipts Podcast (2016—present), The Sounds of Black Britain (2022) and The Rest Is...
Entertainment (2024—-present) have wall-mounted screens and set dressing that enhance
the visual look of the episode. In common with other visualized forms of audio, high-quality
microphones are visible, but nobody wears headphones. Like visualized radio, this work
sounds like a podcast but does not resemble television. As Jay David Bolter and Richard
Grusin (2001) and Raymond Williams (1990) all discuss, media emerge from cultural and
social contexts, in this case, social media and the demands of their audiences (Clarke
2022) for video. Although many video podcasts offer very features associated with other
forms of video content (television, YouTube, etc.), in both of these podcasts, producers
have made use of overlaid footage or inserted elements that are animated for the viewer
but from which the listener is not excluded.

However, this encouragement of podcasting on YouTube poses questions, as notably visual
podcasts draw almost exclusively from one type: the chatcast, a format described by
Hannah McGregor as ‘freeform conversational podcasts driven more by host dynamics
than topic coverage’ (2022). Beyond static images or transcriptions, there are no (fully)
visualized dramas or documentaries, and so these trends are so far restricted to a specific
iteration of podcasts. Nonetheless, this returns us to Tiziano’s Bonini suggestion that
podcasting is a hybrid cultural form undergoing constant evolution (2022: 25) that
embraces textual elements, imagery and live events (see: Eakin 2023). Perhaps what we
are witnessing is an adoption of the term to describe a long form mediatized conversation,
in which video is but one presentation of the form. As a medium, podcasting draws
inspiration from a myriad of sources and is shaped by both the strong connection to radio
(Bottomley 2020) and the ways in which it grew out of audioblogging and a wider collection
of natively digital communication practices. Like other media, podcasting engages in
transmedia production not only by outwardly producing content for different spaces but
also by inwardly, as other media forms use podcasts to engage new audiences (Newman et
al. 2019) or to create extra content for loyal fans, such as The Always Sunny Podcast (2021-
present). In all this, we might be withessing not just the hybridization of an audio medium
but the adoption of the term and some of its cultural codes and practices into adjacent
forms of media. Although our reasons for consuming podcasts, our relationship with them
and their role in our lives may remain unchanged. Unlike radio, our consumption is
granular, where we follow shows or hosts rather than radio stations, and we slot our
consumption around our daily lives. And whilst in 2006, it felt like audiences would not
consume video on small screens, we now know that they will. What we are less clear on is
why.

Platform effects and podcasting as a cultural form



As podcasting shifts from an app-based ecology to one in which platforms are more
central, it is imperative to develop strategies to persuade audiences to spend more time
with any given service. In their article, Jeremy Morris and Eleanor Patterson (2015) highlight
how podcasting apps (and, by extension, platforms) are as much about catching people as
podcasts. For their part, Spotify wants to become a destination (Bertoni 2021). YouTube
appeals through its role in discovery as a search engine (Funk 2020) and its recognition of
audiences who appreciate flexibility ‘to watch and listen, only watch or only listen’ (Cox
2019). The adoption of these services reflects a process described by Nick Srnicek as
‘network effects’, where digital platforms ‘must deploy a range of tactics to ensure that
more and more users come on board’ (Srnicek 2017: 46), in part to capture data (Srnicek
2017:106). If (video) podcasts are appearing on YouTube, is this because the (younger)
audience expects all content to be on the site or because they need the visual stimulus of
video exemplified by the screen-centric nature of social media and YouTube itself? Perhaps
the medium itself is changing, or is this driven by corporate actors seeking to stimulate
content that works for them? As the world’s second most visited website (Venditti 2024),
having content where it can be found makes sense, even ifitis an ‘audio-first’ podcast with
a static image. It also permits a degree of accessibility, allowing documentaries such as
The Nobody Zone (2020) to experiment with transcription. There are benefits, too, through
the more visible use of comments (Rae 2023), thus presenting a more significant
opportunity for connection (Baron 2019).

Whether these shifts are down to platform effects, producers using video as a lure for
younger audiences, new technical affordances (video calls, etc.) or human actors creating
hybrid forms of work that fuse social video and podcasting is open for debate. In truth, it
might be all these working together; as Bolter and Grusin note, digital technologies are
‘hybrids of technical, material, social, and economic factors’ (2001: 77). Whatever the
source, it might be fruitful to briefly reflect on whether there are discernible podcast traits
that have translated into these visual productions. Each of the examined shows and the
broader clips that keep appearing in my social media feeds demonstrates that the
hallmarks of podcasting are still there. The shows still feel niche, exploring minor topics or
ideas, even if thatis just the views of the host and their guest. These podcasts are still ‘full
frontal’ (Spinelliand Dann 2019: 69) and recognize that podcasts are still ‘opt-in’. There is
still a sense of the personal (Heiselberg and Have 2023) or the intimate (Euritt 2022), where
hosts are open to sharing their thoughts, feelings and experiences, where the core qualities
of informality and authenticity are still evident, but with the loss of one crucial word from
Siobhan McHugh’s ‘pillars of podcasting’ (2022: 9): audio. However, perhaps these are
definable and distinctly human qualities that could be detached from the technology that
introduced them and carried into other media. As Bonini suggests, podcastingis an



evolving medium and static definitions only capture a momentin time, which, through
remediation creates a different presentation compared to the one we have previously
experienced. As Rime et al. also note, if ‘innovation is intrinsic to podcasts, how can the
definition of “podcasts” given earlier be valid, when the medium is expected to change?’
(2022: 1273) and may continue to do so. In 2008, Jonathan Sterne and his co-authors also
urged us to think of podcasting not as a new medium but as ‘a group of connected
technologies, practices and institutions’ (2008: n.pag.). Whilst these authors reflect on
podcasting as an audio practice, there is an argument that video content is merely an
extension of this logic, as these qualities can transcend a single form of communication.
Even if, as passionate audio consumers, we are reluctant to concede this.

Conclusions

This article has presented an outline of an evolving situation that demands further research
as it poses ontological questions about the nature of podcasting and demands research
with podcasters into the practical realities of podcasting in the 2020s. As Jeremy Morris
suggests, the development of podcasting has not been a straight line, and there remain
multiple futures (2024: 83) for what we call podcasting. As | have outlined, podcasters are
using a range of visual approaches, from static images through social media clips to fully
visualized episodes in specifically designed studios, complete with graphics.

The presence of video podcasts (or videos of podcasts) on social media or within apps
such as Spotify and YouTube poses provocative questions about the status of podcasting
as an exclusively aural medium. Not least because ‘[m]any consumers, but not all, expect
video’ (Goldstein 2024: n.pag.). The video podcasts discussed here are primarily from one
format (the conversation), so whilst interest in visualization is strong, this trend is not
universal across all iterations. However, this could point to a position where the ‘chatcast’
has become a hybrid form of expression that embraces audio, video and live events, but
narrative formats remain as audio only, even if they use video platforms for distribution or
use video material to promote the work.

As this article suggests, this hybridization is partly driven by new actors entering the
medium from video-rich social media, the effects of platformization (Morris 2024; Sullivan
2024) and younger audiences seeking visual stimulus (Baron 2019). These trends underline
the malleability and experimental nature of podcasting as a decentralized medium and
indicate that more research is required to understand how audiences are (or are not)
engaging with audio media. We have witnessed similar patterns in radio (Black 2001),
where the term became a convenient and attractive way to describe a curated music
stream. The meanings attached to a particular artefact and its uses can vary over time, and
so listeners may equate podcasting with a form of mediated conversation or just a piece of



media content they consume on-demand over the internet. Thus, our evolving use of the
word ‘podcasting’ is a response to not only how consumers do (or do not) understand the
term but also reveals how the cultural value of the word can be reappropriated freely. As
academics, we might be driven by a desire to see order or to describe an ontological
position clearly and decisively to aid our research (Rime et al. 2022: 1270), but as scholars
(Bonini 2022; Llinares 2022; Morris 2024; Verma 2024) have suggested, this elasticity
means attempting to reach a single unified all-embracing definition is complex and
subjective (Berry 2018, 2022). It may even be futile or, at worst, unhelpful. In the opening of
his book, Neil Verma highlights how he is also sceptical that clear answers are available
(2024: 3), perhaps because, as | have discussed, this is not only a constantly moving target
but one which the user defines. Perhaps podcasters are podcasters because they say they
are and distribute audio over RSS (Nuzum 2019: 9), or because the audience says they are,
or maybe it is because some sense of ‘podcastness’ is present. These definitions may be
connected to our entry point into the medium (Nachlis 2023), depending on whether our
first podcast was The Daily Source Code (2004-13), The Ricky Gervais Show (2005-11) or
later work where the video is an integral feature. As Jay Nachlis notes in summarizing a
study: ‘Quite simply, there are fewer purists that see podcasting as an audio-only medium
and more that see it as comprising audio and video’ (2023). My definition of a podcast may
differ from yours, and those definitions could change over time as we take on new
influences. Younger consumers might associate podcasting with video, but older
consumers may still consider it a form of radio, and these tensions are not going to go
away.

As Joshua Meyrowitz suggests, when situations merge or divide, there are questions about
whether these moments create a new situation, offer no change or just confusion (1985:
44). In truth, since it comprises so many forms, podcasting has been in a continual state of
confusion as definitions are not only slippery but personal and dependent on what we are
listening to and how we started. Whatever might happen in conversational or chat
podcasts, we cannot ignore that podcasting is a spectrum of content with content
formations that cannot translate easily into video. In this, there is an inherent definitional
tension that is not easily resolved, even if we boil a podcast down to a series of aesthetic
values. This does require further research, not least with producers for whom video might
be a barrier. This article has also posed questions about whether video has intrinsic appeal
thatis driving change, whether platform effects are at work or a network of actors is
continuing to steer podcasting in new directions.

Previous subject debates may have centred on whether podcasting was an extension of
radio. While this discussion may have been mostly settled, the conversation should also
focus on whether podcasting is a form of human interaction that extends across



modalities. Thus, whilst for many consumers and many forms of content, podcasting may
remain an audio (first) medium, some aspects are becoming hybridized as they connect
audio shows distributed via RSS with video content, walled-garden subscription
programming and live events via common practices and formats. Perhaps more so than
ever, podcasting remains a medium that will continue to prompt further debate and evade
a definition that can be agreed upon.
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Note

1. At the time of writing, only videos hosted on Spotify can appear on their platform as
visual podcasts.



