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We conducted an exclusive interview with Henry Jenkins, an American media
expert and Professor at the University of Southern California (USC) Annen-
berg School of Communication, Journalism, and Cinematic Arts, known for
his works on popular culture, media studies, and participatory culture con-
cepts. In the interview, drawing on the theoretical framework he developed
in Convergence Culture, we discussed the role of popular culture in today’s
media ecosystem, the transformation of participatory culture, and the impact
of artificial intelligence (AI) and digitalization on cultural practices. We also
discussed the academic and social dimensions of popular culture from a bro-
ad perspective, ranging from the global success of Turkish television series to
the politicization of fandom culture and the future of media literacy.

Popiiler kiiltiir, medya calismalar1 ve katilimer kiiltiir kavramlarini ele alan ¢alis-
malariyla taninan Amerikali medya uzmani ve Giiney Kaliforniya Universitesi Ile-
tisim, Gazetecilik ve Sinematik Sanatlar Fakiiltesi Profesirii Henry Jenkins ile ozel
bir roportaj gerceklestirdik. Soyleside, Jenkins'in Convergence Culture (Yakinsama
Kiiltiirii) adl eseriyle gelistirdigi teorik cerceveyi temel alarak, popiiler kiiltiiriin gii-
niimiiz medya ekosistemindeki roliinii, katilimc: kiiltiiriin doniisiimiinii ve yapay
zekd ile dijitallesmenin kiiltiirel pratiklere etkilerini ele aldik. Ayrica, Tiirk televiz-
yon dizilerinin kiiresel basarisindan fandom kiiltiiriiniin siyasallasmasina ve medya
okuryazarligimin gelecegine kadar uzanan genis bir perspektifte, popiiler kiiltiiriin
hem akademik hem de toplumsal boyutlarin tartistik.

TRT Academy Journal: In your book Convergence Culture, you emphasize
that new mass media tools transform audiences from passive consumers into
active participants within “convergence culture”. In this context, do popular
culture products (such as television series, film series, or video games) me-
rely provide entertainment consumption, or do they also enable the creation
of new products with political, economic, and cultural significance within the
new media ecosystem?

Convergence Culture (Yakinsama Kiiltiirii) adl: kitabinizda, yeni kitle iletisim arag-
larimin “yakinsama kiiltiirii” icinde izleyicileri pasif tiiketicilerden aktif katilimcilara
doniistiirdiiiinii vurguluyorsunuz. Bu baglamda, popiiler kiiltiir iiriinleri (televiz-
yon dizileri, film serileri veya video oyunlar: gibi) sadece elence tiiketimi mi sagliyor
yoksa yeni medya ekosistemi icinde siyasi, ekonomik ve kiiltiirel oneme sahip yeni
iiriinlerin olusumunu da miimkiin kiliyor mu?
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1162 Henry JENKINS

Henry Jenkins: Culture — popular, mass, participatory, fan — is never redu-
cible to “merely... entertainment”. Even if we accept the premise that popu-
lar culture is escapist, we need to ask: what are we escaping from and what
are we escaping to. We need to ask why these texts generate such intense
passion and fascination and we need to ask what we (as audience members)
do with them — what meanings do we attach, what do we use them to com-
municate, what practices do we deploy.

For example, while in Shanghai a year or so back, I had a chance to observe a
Random Playlist K-Pop Dance. These dances are held in the middle night in
parking garages without authorization in some contexts. Here, it was being
hosted by a shopping mall at a moment when the many Shanghai malls are
in decline due to the shift from brick and mortar to digital retail. The malls
are courting fans as a potentially lucrative market, especially given their de-
sire for spaces where they can socially interact with each other. The dance
involves a hundred or more (mostly) women who seek to demonstrate their
mastery over complex dance moves associated with particular K-Pop songs.
A small sample from a song is played on a boom box and anyone who knows
the moves comes to the center of a ring to dance together. This is a collective
display of joy and mastery, largely disassociated from couple formation. The-
re is less focus here on mastery in terms of skill rather than mastery in terms
of knowledge. These women know the moves even if they do not always
move as smoothly in reality as they do in their imagination.

Now, let’s link this collective expression with what happened in South Ko-
rea last year — the so-called Light Stick upraising. I ended Convergence Cultu-
re by suggesting that skills developed through play would soon be applied
towards more serious purposes. This movement was led by women, espe-
cially young women, as an extension of the forms of popular feminism that
emerges through K-Pop. K-Pop songs served as anthems of the movement,
and the light stick, a symbol of K-Pop fandom, lit the way as they marched
through the streets demanding greater respect for women’s rights in Korean
society. We are seeing such links between popular culture and political chan-
ge in countries around the world. Witness the use of the One Piece pirate flag
a symbol of resistance in Indonesia.

Kiiltiir kavrami (popiiler, kitlesel, katilimci, hayran kiiltiirii hangisi olursa olsun)
asla “sadece eglencedir” tanimina indirgenemez. Popiiler kiiltiiriin gerceklerden ka-
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can bir kiiltiir oldugu onciiliinii kabul etsek bile sunu sormamiz gerekir: Neden ve
nereye dogru kagiyoruz? Bu metinlerin neden bu kadar yogun bir tutku ve hayranlik
uyandirdiin sormamiz ve ayrica (izleyici olarak) bunlarla ne yaptigimizi, bunlara
ne tiir anlamlar yiikledigimizi, bunlar iletisim kurmak icin nasil kullandigimizi,
hangi uygulamalar: kullandigimizi sormamiz gerekmektedir.

Ornegin, yaklagik bir yil 6nce Sanghay’da iken, Rastgele Calma Listesi K-Pop Danst
etkinligini gozlemleme firsat1 buldum. Bu danslar, bazi durumlarda izinsiz olarak
gece yarist otoparklarda diizenleniyor. Burada ise fiziksel magazalardan dijital pe-
rakendeye gecis nedeniyle Sanghay'daki bircok alisveris merkezinin tam da diisiiste
oldugu bir donemde, bir alisveris merkezi tarafindan diizenleniyordu. Alisveris mer-
kezleri, ozellikle birbirleriyle sosyal etkilesimde bulunabilecekleri alanlara olan talep-
leri nedeniyle, hayranlar: potansiyel olarak kazangli bir pazar olarak oriip cekmeye
caligtyor. Dansa, belirli K-Pop sarkilariyla iliskili karmagsik dans hareketlerini ustaca
sergilemek isteyen yiiz veya daha fazla (cogunlukla) kadin katilryor. Bir sarkinin kisa
bir boliimii taginabilir bir miizik calardan (boom box) ¢alindiinda, hareketleri bilen
herkes birlikte dans etmek iizere halkanin ortasina gelir. Bu, biiyiik olciide ciftle-
rin bir araya gelmesinden bagimsiz, kolektif bir nese ve ustalik gosterisidir. Burada
vurgu, bedensel becerideki ustaliktan ziyade bilgiye hakimiyet iizerinedir. Kadinlar,
hayallerinde canlandirdiklar: kadar akici hareket edemeseler de dans figiirlerini bil-
meleri sayesinde performansa katilabilmektedir.

Simdi, bu kolektif ifadeyi gecen il Giiney Kore'de yasananlarla, yani sozde Light Sti-
ck (Istk Cubugu) ayaklanmasuyla iliskilendirelim. Convergence Culture (Yakinsama
Kiiltiirii) kitabinda oyun yoluyla gelistirilen becerilerin yakinda daha ciddi amaglar
ugruna kullamlabilecegini belirtmistim. Bu harekete, K-Pop aracili§iyla ortaya ¢ikan
popiiler feminizm bi¢imlerinin bir uzantisi olarak kadinlar, ozellikle de gen¢ kadinlar
onciiliik etti. K-Pop sarkilari hareketin marslar1 olarak kullanildi ve K-Pop hayran-
larimin sembolii olan 151k ¢ubuklari, Kore toplumunda kadin haklarina daha fazla
sayg1 talep ederek sokaklarda yiiriiyen kadinlarin yolunu aydinlatt. Diinya ¢apinda
bircok iilkede popiiler kiiltiir ile siyasi deSisim arasinda bu tiir baglantilar goriiyoruz.
Endonezya'da One Piece korsan bayragimin direnisin sembolii olarak kullamilmasina
taniklik etmekteyiz.

TRT Academy Journal: Nearly 20 years have passed since your work Conver-
gence Culture. When you consider today’s hyper-connected, platform-focu-
sed media (TikTok, Instagram, etc.), did the concept of convergence develop
as you predicted, or were there aspects that surprised you? In particular, how
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did the rise of platform monopolies affect the ‘bottom-up” nature of this con-
vergence?

Convergence Culture (Yakinsama Kiiltiirii) adli eserinizin yayinlanmasindan bu
yana neredeyse 20 yil gecti. Giiniimiiziin hiper-baglantil, platform odakl medyasini
(TikTok, Instagram vb.) diisiindiigiiniizde, yakinsama kavrami tahmin ettiginiz gibi
mi geligti yoksa sizi sagirtan yonleri oldu mu? Ozellikle, medya platformu tekelleri-
nin yiikselisi bu yakinsamanin “asagidan yukartya” dogasini nasil etkiledi?

Henry Jenkins: I am surprised everyday by new developments in the space!
However, the book’s core argument that the media environment is shaped by
top-down forces of converged media and conglomerated corporations and
bottom-up by grassroots and participatory culture remains largely true. I su-
ggested in Convergence Culture that the core struggles will be over the terms
of our participation, and we can see platform monopolies as one of the spaces
where those struggles are taking place.

Most of the platforms draw their energy from the potentialities expressed
through participatory culture; they seek to direct and regulate those energies
with varying degrees of success, but they also assume that the public desires
the ability to create and share what they create with others, that they want
a public voice in their culture. Platform monopolies capitalize on and profit
from participatory culture, but they cannot crush it without risk to their core
economic drivers. Participants struggle over everything from censorship to
copyright regulations, all of which seek to limit or regulate their participati-
on, but many of these same platforms provide resources through which re-
sistance can occur. What I do not see anywhere is passivity and acquiescence
into the structures of spectatorship that shaped mass entertainment in the
mid-20" century.

Bu alandaki yeni gelismeler beni her giin sasirtmakta! Ancak, kitabin medya orta-
minin yukaridan agagiya dogru birlesik medya ve holding sirketlerinin giicleri tara-
findan, asagidan yukariya dogru ise taban hareketleri ve katilimer kiiltiir tarafindan
sekillendirildigi yoniindeki temel argiimaninmin biiyiik ol¢iide gecerli oldugunu soyle-
yebilirim. Convergence Culture (Yakinsama Kiiltiirii) kitabinda, temel miicadelenin
katilim kosullar1 iizerinde olacagini éne siirmiistiim ve medya platformu tekellerini
bu miicadelenin yasandi$1 alanlardan biri olarak gorebiliriz.

Cogu platform, katilimcr kiiltiir araciifiyla ifade edilen potansiyellerden giiciinii
alir; bu giiclerini cesitli derecelerde basariyla yonlendirmeye ve diizenlemeye ¢alisir-
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lar, ancak aynmi zamanda halkin, yarattiklarini bagkalariyla paylasma ve olusturma
yetenegine sahip olmayu, kiiltiirlerinde kamusal bir ses olmasini istedigini varsay-
maktadir. Platform tekelleri, katilimci kiiltiirden yararlanir ve kdr eder, ancak temel
ekonomik itici giiclerini riske atmadan onu yok edemezler. Katilimcilar, katilimlarim
stmirlamaya veya diizenlemeye yonelik sansiirden telif hakk: diizenlemelerine kadar
her konuda miicadele etmekte, ancak aym platformlarin bircogu, direnisin gercekle-
sebilecegi imkidnlar: da sunmaktadir. Hicbir yerde gormedigim sey ise 20. yiizyilin
ortalarinda kitle e§lencesini sekillendiren seyirci yapisina karst olan pasiflik ve boyun
egmedir.

TRT Academy Journal: What does it mean to be a critical media consumer
and producer within today’s media ecosystem? What can the education sys-
tem do to prepare young people for this new media ecosystem, particularly
in the context of digital literacy?

Giiniimiiziin medya ekosisteminde elestirel bir medya tiiketicisi ve iireticisi olmak ne
anlama geliyor? Egitim sistemi, dzellikle dijital okuryazarlik baglaminda, gencleri bu
yeni medya ekosistemine hazirlamak icin ne yapabilir?

Henry Jenkins: Media literacy is vital, even more so in the context of today’s
disinformation and misinformation. We might understand media literacy in
three ways:

1) Critical Consumption: The capacity to meaningfully engage with
the messages we received that are produced by others, to determine
the reliability of messages, but also to appraise the value of cultural
products as potential vehicles for expressing our own identities and
desires.

2) Critical Production: We understand the ethics of media differently
when we engage with it as producers and make meaningful choi-
ces about what to communicate, with whom, in what languages. We
would not see someone as literate — in a traditional sense — if they
could read but not write and today, we should not consider them as
media literate if they can consume media but not produce it.

3) Critical Participation: Here, we have to think about what it means to
circulate media and have everyday interactions within a community
of networked others. This ranges from what constitutes ethical treat-
ment of others (for example, issues of hate speech) as well as how to
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network to extend the scope and scale of our own messages and to
access the kinds of information we need.

Around the world, educators are fighting to incorporate these skills into the
classroom with varying degrees of success. I have made support for media
literacy education a core aspect of my research for the past fifteen years.

Medya okuryazarligr hayati 6nem tasimakta, 6zellikle de giiniimiiziin dezenformas-
yon ve yanls bilgi baglaminda. Medya okuryazarligini ii¢ sekilde anlayabiliriz:

1) Elestirel Tiiketim: Bagkalar: tarafindan iiretilen ve bize ulasan mesajlarla
anlamli bir sekilde etkilesim kurma, mesajlarin giivenilirligini belirleme, aym
zamanda kiiltiirel tiriinlerin kendi kimliklerimizi ve arzularimizi ifade etmenin
potansiyel araclar: olarak degerini degerlendirme becerisi.

2) Elestirel Uretim: Medya ile iiretici olarak etkilesime girdigimizde ve neyi, ki-
minle, hangi dillerde iletilece§ine dair anlamli segimler yaptigimizda, medyanin
etik kurallarim farklr bir sekilde anlariz. Geleneksel anlamda, okuyabilen ama
yazamayan birini okuryazar olarak gérmeyiz ve bugiin de, medyay1 tiiketebilen
ama iiretemeyen birini medya okuryazari olarak gormemeliyiz.

3) Elestirel Katilim: Bu noktada, medyay: dolasima sokmanin ve aga bagl di-
ger kisilerden olusan bir topluluk icinde giinliik etkilesimlerde bulunmanin ne
anlama geldigini diisiinmeliyiz. Bu, bagkalarina etik davramgin ne oldugunu
(0rnegin, nefret soylemi sorunlart) ve kendi mesajlarimizin kapsamini ve olgegi-
ni genigletmek ve ihtiyacimiz olan tiirden bilgilere erismek icin nasil ag kurma-
miz gerektigini kapsamaktadir.

Diinya capinda yer alan egitimciler, bu belirttigim becerileri simif ortamina dahil
etmek icin cesitli derecelerde basariyla miicadele ediyorlar. Son on bes yildir, medya
okuryazarligr egitimine verdigim destegi arastirmalarimin temel bir pargast haline
getirdim.

TRT Academy Journal: The Harry Potter fandom frequently appears in your
studies as one of the most prominent examples of “participatory culture” and
“transmedia storytelling”. In your opinion, what were the fundamental dy-
namics that made the Harry Potter series and its fan base such a rich subject
of academic study? Furthermore, platforms created by fans and countless
fan-fiction websites played a major role in the success of the Harry Potter
series. However, over time, Warner Bros. and J.K. Rowling herself (through
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Pottermore/Wizarding World) began to exert more control over this fan spa-
ce. Should we interpret this “institutionalization” of fan labor as a victory for
participatory culture, or as a form of commercial appropriation?

Harry Potter hayranlari, calismalarinizda sik sik “katilimer kiiltiir” ve “transmedya”
hikdye anlatiminin en belirgin drneklerinden biri olarak yer almaktadir. Sizce, Har-
ry Potter serisini ve hayran kitlesini akademik calismalar icin bu kadar zengin bir
konu haline getiren temel dinamikler nelerdi? Bunun yaninda, hayranlar tarafindan
olusturulan platformlar ve sayisiz hayran kurgu web sitesi, Harry Potter serisinin
basarisinda dnemli bir rol oynadi. Ancak zamanla Warner Bros. ve ].K. Rowling’in
kendisi (Pottermore/Wizarding World araciligiyla) bu hayran alani iizerinde daha
fazla kontrol uygulamaya basladi. Hayranlarin emeklerinin bu sekilde “kurumsal-
lastirilmasim” katilimer kiiltiiviin bir zaferi olarak mi yoksa ticari bir gasp olarak mi
yorumlamaliyiz?

Henry Jenkins: Harry Potter emerged as perhaps the most popular media
franchise around the same time as the internet expanded dramatically to re-
ach average people around the world and at the time when a group of youth
was coming of age with access to networked computers. Along with Anime
fandom, Harry Potter was the first “born digital” fandom and it became a
site of constant innovation as young fans applied new tools, platforms, and
practices to exploring the story world and its characters. These youth learned
to read by engaging with the Harry Potter books; they learned to write by
writing Harry Potter fan fiction and criticism; they learned to create media
by re-editing Harry Potter films; and they found their civic voice by using a
vernacular drawn from Harry Potter.

As for the second part of the question, yes, the studio has sought to chan-
nel fan participation into officially sanctioned channels where they can profit
from fan labor, but yes, participatory culture has continued to find new spa-
ces and new practices by which they might express themselves unconstrai-
ned by the demands of the right-holders. Both of these things are taking place
at the same time, with fans making choices about where they want to direct
their energies.

This is certainly not an even playing field. The commercial sites are more
accessible to larger groups of people; the publicity power of a major studio
insures they are easier to find, while the legal might of corporate lawyers
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often push the more participatory sites underground making engagements
there feel risky. But both still exist within a context of constant struggle over
the means of cultural production and circulation.

Harry Potter, internetin diinya ¢capinda ortalama insanlara ulasmak igin biiyiik bir
olcekte yayildigr ve bir grup gencin aga bagl bilgisayarlara erisimi olan bir yasa
geldigi donemde, belki de en popiiler medya serisi olarak ortaya ¢ikti. Anime hay-
ran kitlesiyle birlikte, Harry Potter ilk “dijital olarak dogmus” hayran kitlesiydi ve
geng hayranlar hikdye diinyasini ve karakterlerini kesfetmek icin yeni araglar, plat-
formlar ve uygulamalar kullandikca siirekli yeniliklerin yapildig: bir yer haline geldi.
Bu gengler, Harry Potter kitaplariyla ilgilenerek okumay: 6grendiler; Harry Potter
hayran kurgular: ve elestirileri yazarak yazmay: 6grendiler; Harry Potter filmlerini
yeniden diizenleyerek medya yaratmay: 6grendiler ve Harry Potter'dan alinan bir dil
kullanarak toplumsal seslerini buldular.

Sorunun ikinci kismina geldigimizde; evet, stiidyo hayran katilimini, hayranlarin
emeklerinden kar elde edebilecekleri resmi olarak onaylanmis kanallara yonlendirme-
ye ¢alistt ancak katilimer kiiltiir, hak sahiplerinin taleplerinden kisitlanmadan kendi-
lerini ifade edebilecekleri yeni alanlar ve yeni uygulamalar bulmaya devam etti. Her
iki durum da ayni anda gerceklesmekte ve hayranlar giiclerini nereye yonlendirmek
istediklerini se¢cmektedirler.

Bu kesinlikle esit sartlarda bir miicadele degildir. Ticari siteler daha genis kitleler
icin daha erigilebilir olurken, biiyiik stiidyolarin tanitim giicii, bu sitelerin daha ko-
lay bulunmasini saglarken, sirket avukatlarinin hukuki giicii, daha katilimcr siteleri
genellikle yeralt: (underground) bir ortama iterek bu sitelerde yer almay: riskli hale
getirir. Ancak her ikisi de, kiiltiirel iiretim ve dolagimin araclar1 iizerinde siirekli bir
miicadele baglaminda var olmaya devam etmektedir.

TRT Academy Journal: You define participatory culture as a space where
consumers are also producers. However, nowadays there are criticisms that
this participation often produces “free labor” for big tech companies and is
increasingly manipulated by algorithms. What do you think about this side
of participatory culture? Where do we draw the line between creativity and
exploitation?

Katilimer kiiltiirii, tiiketicilerin ayni zamanda iiretici oldugu bir alan olarak tanimli-
yorsunuz. Ancak giiniimiizde, bu katiimin genellikle biiyiik teknoloji sirketleri igin
“iicretsiz isgiicii” tirettigi ve algoritmalar tarafindan giderek daha fazla manipiile
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edildigi yoniinde elestiriler var. Katilimc kiiltiiriin bu yiizii hakkinda ne diisiiniiyor-
sunuz? Yaraticilik ve somiirii arasindaki sinir1 nerede cizmeliyiz?

Henry Jenkins: For sure, as corporations have developed a deeper unders-
tanding of how participatory culture works, they have found new ways to
translate these energies into the collection of rents and the production of we-
alth through what is being called fan labor. They are adopting practices that
can only be described as exploitative. And they are using their manipulation
of algorithms to circumscribe access to alternative sites of media production
and mask the forms of media content.

We have lost some ground since Convergence Culture was first published, and
pessimists among us are always eager to celebrate that defeat as vindication
of their belief that grassroots media power is a myth and that another world
is impossible. But, this is still only part of the picture.

We have come to take for granted the explosion of fan fiction, say, and the
ways it becomes vehicles for debates around gender and sexual politics. We
have come to take for granted the range of fan art which spreads across the
internet or the ways fan media makers are able to remix and restage popular
narratives on their own terms. What once occurred underground is much
more public today and has become a familiar aspect of how media opera-
tes. Such expression is meaningful to those who produce and consume such
content; it provides training ground for professional “content creators” but it
also remains a vital space of subcultural practice.

Siiphesiz, sirketler katilimct kiiltiiriin nasil isledigine dair daha derin bir anlayis ge-
listirdikge, bu giicii, hayran emegi olarak adlandirilan sey araciligryla kira gelirlerine
ve zenginlik iiretimine doniistiirmenin yeni yollarini bulmaktalar. Sadece somiiriicii
olarak tamimlanabilecek uygulamalar: benimsiyorlar. Ayrica algoritmalar: manipiile
ederek alternatif medya iiretim sitelerine erisimi kisitliyor ve medya iceriginin bicim-
lerini maskeliyorlar.

Convergence Culture (Yakinsama Kiiltiirii) ilk yayinlandi§indan beri bazi alanlar-
da gerileme yasadik ve aramizdaki karamsar insanlar, bu yenilgiyi, tabandan gelen
medyanin giiciiniin bir efsane oldugu ve bagka bir diinyanin miimkiin olmadig: yo-
niindeki inanglarimin dogrulugu olarak kutlamaya her zaman heveslidirler. Ancak
bu, resmin sadece bir kismini olusturmaktadir.
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Ornegin, hayran kurgularinin patlamasini ve bunlarn cinsiyet ve cinsel politika
tartismalarinin aract haline gelmesini artik dogal kabul ediyoruz. Internette yayilan
hayran (fan) sanatinin ¢esitliligini veya hayran (fan) medya yapimcilarinin popiiler
anlatilar: kendi sartlarina gore yeniden diizenleyip yeniden sahneleme bigimlerini
artik dogal kabul etmekteyiz. Eskiden yeraltinda (underground) gerceklesen seyler
bugiin ¢ok daha kamusal hale geldi ve medyanin isleyisinin tanidik bir parcast oldu.
Bu tiir ifadeler, bu tiir icerikleri iireten ve tiiketenler icin anlam ifade etmekte; pro-
fesyonel “igerik iireticileri” icin bir egitim alani saglamakta, ancak ayni zamanda
alt-kiiltiir pratiginin hayati bir alani olmaya da devam etmektedir.

TRT Academy Journal: You proposed the concept of “spreadable media”
instead of “viral media” to indicate a more conscious form of circulation. In
today’s age of disinformation and “fake news”, how has the meaning of this
concept changed? Can malicious actors also use the concept of “spreadabi-
lity” to polarize society?

Daha bilingli bir dolasim bicimini ifade etmek icin “viral medya” yerine “yayila-
bilir medya” kavranum énerdiniz. Giiniimiiziin dezenformasyon ve “yalan haber”
caginda, bu kavramin anlami nasil degisti? Kotii niyetli aktorler de “yayilabilirlik”
kavranin toplumu kutuplastirmak icin kullanabilir mi?

Henry Jenkins: Spreadable Media emerged at a moment of peak promise for
social networking practices to reshape our access to media. More recent de-
velopments have indeed been more sobering. Misinformation is circulating
faster than we can fact-check it. What we saw as mechanisms for collecti-
ve intelligence — with their adversarial contestation and verification of truth
claims — have not kept up with the latest tech from social media companies
that profit from generating controversy rather than insuring the quality of
information.

What we wanted to say in Spreadable Media was that “viral media” as a con-
cept denied the agency of users in shaping what circulated through their me-
dia environment. We wanted people to be conscious of the choices they were
making and today, I would say that includes being conscious of the ways
they sometimes cede those choices to corporations and the ways algorithms
manipulate what content we can access. The flow of media has become more
complicated and yet we still must take responsibility for the quality of infor-
mation we spread and the impact it has on the communities with which we
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participate. We need to be critical of mis/disinformation and the mechanisms
by which it spreads, but we also need to embrace our own capacities as pro-
ducers and circulators of media to reshape our communication environment.

Yayilabilir Medya, sosyal ag uygulamalarimin medyaya erisimimizi yeniden sekil-
lendirme konusunda en umut verici oldugu bir donemde ortaya ¢ikti. Ancak son za-
manlardaki gelismeler daha da diisiindiiriicii. Yanls bilgiler, dogrulugunu kontrol
edebilecegimizden daha hizl yayilryor. Kolektif zekd mekanizmalar: olarak gordiigii-
miiz, karsihikli tartisma ve dogruluk iddialarimin dogrulanmas: siirvegleri, bilginin
kalitesini giivence altina almak yerine tartisma yaratarak kdr elde eden sosyal medya
sirketlerinin en son teknolojilerine ayak uyduramad.

Yayilabilir Medya'da soylemek istedigimiz sey, “viral medya” kavramnin, kullani-
cilarin medya ortamlarinda dolasan icerigi sekillendirme konusundaki etki giiciinii
reddetmesi olan bir durumdu. Insanlarin yaptiklar: secimlerin farkinda olmalarim
istedik ve bugiin, bunun, bazen bu secimleri sirketlere devretme bicimlerinin ve al-
goritmalarin erigebilece§imiz icerigi manipiile etme bicimlerinin farkinda olmay:
da icerdigini soyleyebilirim. Medya akis1 daha karmagik hale geldi, ancak yine de
yaydigimiz bilginin kalitesi ve bunun katildiumiz topluluklar iizerindeki etkisi ko-
nusunda sorumluluk almamiz gerekiyor. Yanlis/yamltici bilgilere ve bunlarin ya-
yilma mekanizmalarina kars: elestirel olmaliyiz, ancak iletisim ortamimizi yeniden
sekillendirmek icin medya iireticileri ve dolasimcilari olarak kendi kapasitelerimizi de
benimsemeliyiz.

TRT Academy Journal: The rise of Generative Al has the potential to funda-
mentally change content creation and fan participation. Do you see artificial
intelligence as a threat to popular culture, or as a new tool?

Uretken yapay zekdnin yiikselisi, icerik olusturma ve hayran katilimini temelden de-
gistirme potansiyeline sahip olmaktadir. Yapay zekdy: popiiler kiiltiir icin bir tehdit
mi yoksa yeni bir arag m1 olarak goriiyorsunuz?

Henry Jenkins: My own focus here has been on the debates sparked by
visually generative Al — for example, Midjourney. On the one hand, these
practices pose a threat to professional image-makers which we need to take
seriously and online fan art is one of the data-bases they scrape to facilita-
te machine learning for these new devices, representing another means of
exploiting fan labor. But, I would argue that Midjourney is also helping to
democratize media-making as many who have previously lacked the skills
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and resources to express themselves through visualization are acquiring the
means to communicate through generative AL

Again, both of these seemingly contradictory things are true. I am trying to
avoid the term “art” here, which evokes its own complex debates about the
quality of output. Is this “machine art” as some argues or is it still “human
art,” where the public is shaping and curating the image bank? I compare
these debates to those which surrounded the invention of photography. Pho-
tography was first seen as a purely technical process, art untouched by hu-
man hands but shaped through photochemical processes. But, we have inc-
reasingly come to appreciate the role human creativity plays at every stage of
the creative process and especially through the various curatorial decisions
humans make through photography. We will soon say the same of images
produced through Al

Does this endanger popular culture? Only those Al produced images that
are meaningful to humans will retain value and gain circulation. Al tools
may displace some artists, for sure, and that worries me greatly. Al tools
may lead to much greater fragmentation of the available media resources and
potentially move towards greater personalization and individualization that
endangers the social and public dimensions of popular culture. But, I see the
core dynamics of people selecting media content that is meaningful to them
and using it as resources for forming connections with others as remaining
constant despite dramatic technological shifts.

Benim buradaki odak noktam, gorsel olarak iiretken yapay zekd tarafindan tetiklenen
tartismalar olmaktadir — drnegin, Midjourney yapay zekd programi. Bir yandan, bu
uygulamalar profesyonel goriintii iireticileri igin ciddiye almamiz gereken bir tehdit
olusturuyor ve cevrim i¢i hayran sanatlar, bu yeni cihazlar icin makine 6grenimini
kolaylastirmak amactyla topladiklar: veri tabanlarindan biri ve hayranlarin emegini
somiirmenin de baska bir yoludur. Ancak, Midjourney’in medya yapimini demok-
ratiklestirmeye de yardimc: oldugunu iddia ediyorum, ciinkii daha once kendilerini
gorsellestirme yoluyla ifade etmek icin gerekli beceri ve kaynaklara sahip olmayan
bircok kisi, iiretken yapay zekd yoluyla iletisim kurma araglarim edinmeye basliyor.

Yine, bu iki celiskili gibi goriinen seyin ikisi de dogrudur Burada, ¢iktimin kalitesi
hakkinda karmagik tartismalar: cagristivan “sanat” terimini kullanmaktan kaginma-
ya calismaktayim. Bu, bazilarimn iddia ettigi gibi “makine sanat1” m1 yoksa halkin
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goriintii bankasini sekillendirdigi ve diizenlemesini yaptigr “insan sanat1” mi? Bu
tartismalari, fotografin icadini cevreleyen tartismalarla karsilastirtyorum. Fotograf-
cilik ilk basta tamamen teknik bir siireg, insan elinin dokunmadigi, ancak fotokim-
yasal siiveclerle sekillenen bir sanat olarak goriiliiyordu. Ancak, yaratic: siirecin her
asamasinda ve ozellikle de insanlarin fotografcilik yoluyla aldiklar: cesitli diizenle-
me yapma kararlarinda insan yaraticiliimin oynadigr rolii giderek daha fazla takdir
etmeye basladik. Yakinda yapay zekd (Al) ile iiretilen Qoriintiiler icin de aymi seyi
soyleyecegiz.

Peki, bu durum, popiiler kiiltiirii tehlikeye atar mi1? Sadece insanlar icin anlamli olan
yapay zekd (Al ile iiretilen goriintiiler degerini koruyacak ve dolasimda kalacaktir.
Yapay zekd (Al) araglar: bazi sanatgilarin yerini alabilir, bu kesin ve bu beni ¢ok
endiselendiriyor. Yapay zekd (Al) araglari, mevcut medya kaynaklarimin ¢ok daha
fazla parcalanmasina yol acabilir ve popiiler kiiltiiriin sosyal ve kamusal boyutlarin
tehlikeye atan daha fazla kisisellestirme ve bireysellesmeye dogru ilerleyebilir. An-
cak, insanlarmm kendileri icin anlamli olan medya icerigini secip bunu bagskalariyla
baglant: kurmak icin kaynak olarak kullanma konusundaki temel dinamiklerin, hizla
ilerleyen teknolojik degisimlere ragmen sabit kaldi§in: diistiniiyorum.

TRT Academy Journal: Turkish television dramas such as Dirilis: Ertugrul
and Magnificent Century (Muhtesem Yiizyil) have become global cultural phe-
nomena, generating massive international audiences and vibrant online fan
communities. Beyond their entertainment value, these series also play critical
role in cultural diplomacy. From the perspective of participatory culture and
transmedia storytelling, how would you analyze the global success and cul-
tural significance of Turkish dramas?

Dirilis: Ertugrul ve Muhtesem Yiizyil gibi Tiirk televizyon dizileri, diinya capin-
da kiiltiirel bir fenomen haline gelmis, uluslararas: izleyici kitlesi ve canli cevrimigi
hayran topluluklar: olusturmustur. Eglence degerinin Otesinde, bu diziler kiiltiirel
diplomasi agisindan da onemli bir rol oynamaktadir. Katilimer kiiltiir ve trans medya
hikiye anlatimi perspektifinden, Tiirk dizilerinin kiiresel basarisini ve kiiltiirel one-
mini nasil analiz edersiniz?

Henry Jenkins: There is a dramatic shift occurring in the media landscape
in the 21% century, The Hollywood century is over, as American media in-
dustries are struggling to keep up with the popularity of media produced by
other national industries. I mean first of all popularity within their own nati-
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onal boundaries, as the top money earners each year are increasingly domes-
tically produced products rather than those produced by American media
industries. Secondly, I mean popularity within their regions — here, we might
think about the Indian, Nigerian, and Turkish industries which generate me-
dia consumed across the global South. I also mean media that is consumed by
diasporic audiences around the world — in America, this is certainly the case
for Turkish media, though there has not yet been the kind of breakout success
with a mainstream audience that has been seen of late by Japanese anime or
Haliyu media output. And, finally, I mean media consumed by “pop cosmo-
politans,” those seeking to escape the paroachialism of their own countries
through pop culture from a global elsewhere. This desire for difference in
what some call the monoculture has become increasingly mainstream as we
look at, for example, Studio Ghibli films or BlackPink.

Netflix reports that a third of media content consumed in the U.S. is now in
languages other than English and more than 50 percent of American sub-
scribers consume at least some anime. We have seen Korea flex its muscles
with the success story that surrounds K-Pop Demon Hunters, the most popular
film in Netflix history, content that is popular world-wide. It also has pushed
the fictional girl group’s songs to the top of the Billboard chart, the first girl
group to be number one since Destiny’s Child. And the release of the film
into theaters, following an initial release straight to streaming, also looks to
be a huge success.

I have predicted that any number of national cinemas and television produ-
cers — Turkey among them — will gain this level of visibility in the years to
come. American media power may involve primarily distribution and may
include subsidizing production in other countries, but we are going to see
the scrambling of access to national cultural product, what I call the Global
Shuffle, as American companies come to depend on foreign products for the-
ir own survival. Turkish media is certainly on the front ranks of this process.

21. yiizyillda medya diinyasinda hizla ilerleyen bir degisim yasanmakta. Hollywood
yiizyili sona erdi; Amerikan medya endiistrisi, diger iilkelerin medya endiistrileri-
nin iirettigi iceriklerin popiilaritesine ayak uydurmakta zorlantyor. Oncelikle kendi
ulusal simirlart i¢indeki popiilariteden bahsediyorum, ciinkii her yil en ¢ok para ka-
zananlar, Amerikan medya endiistrisinin iirettigi iceriklerin yerine, giderek artan bir
sekilde yerli iiretim iiriinler oluyor. Ikincisi, kendi bolgelerindeki popiilerligi kaste-
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diyorum. Burada, kiiresel Giineyde tiiketilen medyay: iiveten Hindistan, Nijerya ve
Tiirkiye endiistrilerini diisiinebiliriz. Ayrica, diinyanin dort bir yanindaki diaspora
izleyicileri tarafindan tiiketilen medyay: da kastediyorum. Amerika'da bu durum
Tiirk medyast igin kesinlikle gecerli, ancak Japon anime veya Haliyu medya iiriinle-
rinin son zamanlarda ana akim izleyiciler arasinda gordiigii tiirden bir bagar1 heniiz
elde edilemedi. Ve son olarak, “pop kozmopolitler” tarafindan tiiketilen medyay: kas-
tediyorum - bunlar kendi iilkelerinin dar goriisliiliigiinden kiiresel baska yerlerden
gelen popiiler kiiltiir aracili§iyla kagmaya ¢alisan kisiler. Bazilarinin monokiiltiir
dedigi seyde bu farklilik arayisi, 6rnegin Studio Ghibli filmleri veya BlackPink'e bak-
tigumizda giderek daha ana akim hale geldi.

Netflix, ABD'de tiiketilen medya iceriginin iicte birinin artik Ingilizce digindaki
dillerde oldugunu ve Amerikali abonelerin yiizde 50den fazlasinmin en azindan bazi
anime igeriklerini tiikettigini bildiriyor. Kore, Netflix tarihinin en popiiler filmi olan
ve diinya ¢capinda popiiler olan K-Pop Demon Hunters'in basar: ykiisiiyle giiciinii
gosterdi. Bu bagari, kurgusal kiz grubunun sarkilarini Billboard listesinin zirvesine
tasidi ve Destiny’s Child adli gruptan sonra listeye giren ilk kiz grubu oldu. Ilk once
dogrudan dijital platformlarda yayinlanan filmin sinemalarda da g0sterime girmesi
ile biiyiik bir bagariya ulasacak gibi goriiniiyor.

Oniimiizdeki yillarda bircok ulusal sinema ve televizyon yapimcistnin, aralarmda
Tiirkiye nin de bulundugu, bu diizeyde bir goriiniirliik kazanacagini ongoriiyorum.
Amerikan medya giicii oncelikle dagitimi icerebilir ve diger iilkelerdeki yapimlar:
siibvanse etmeyi de kapsayabilir ancak Amerikan sirketleri kendilerinin hayatta kal-
mast i¢cin yabanci iirviinlere bagiml hale geldikce, ulusal kiiltiirel iiriinlere erisimde
bir karmasa, benim “Global Shuffle” olarak adlandirdigim bir durum gorecegiz. Tiirk
medyast bu siirecin on saflarinda yer almaktadir.

TRT Academy Journal: Lastly, what are some cultural trends or everyday
hobbies that currently capture your attention outside of your academic work?

Son olarak, akademik calismalariniz disinda su anda dikkatinizi ceken bazi kiiltiirel
trendler veya giinliik ugraslar nelerdir?

Henry Jenkins: “The Global Shuffle” is certainly a key trend I am tracking at
the moment. I am currently teaching a class through the USC Cinema School
about film genre in the age of the global shuffle. We are watching films -- from
more than 20 countries -- that can now be accessed on streaming platforms.
We are going back to trace how most of the genres that allowed American
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media to play a dominant role in the world were influenced by media pro-
ducers and audiences around the world. We are looking at how new genre
strategies are emerging to court globally dispersed audiences and how exc-
hanges are taking place between hip young filmmakers across many different
countries. We are also looking at how nationally specific genres outside the
American tradition are gaining greater visibility in the western world. I feel
like we are breaking new ground with each classroom discussion.

Beyond that, though, I am also very interested in understanding the pheno-
menon of transcultural fandom, that is, fandom for products produced so-
mewhere else in the world. I want to understand how fandom functions as a
mechanism for globalization. We want to consider how fans help to identify
potentially engaging content from other national traditions (diasporic au-
diences play a core role here, but so do, for example, service men stationed
overseas). We want to understand how piracy shapes the circulation of this
content, lowering the risks of innovation, while fan networks develop resour-
ces for recruiting potential audiences and educating publics about alternative
genre traditions. We want to map the emergence of new publics around the-
se properties from fan entrepreneurs to large-scale fan conventions and the
ways these emergent audiences are embraced by larger media companies.
For example, Delta Airlines has contracted with Crunchy Roll to offer a large
library of anime properties as seatback entertainment, one of many corporate
decisions which shows the increasing mainstreaming of anime and K-Pop in
post-pandemic America. I have co-edited with Kedi Zhou one special issue
of International Journal of Cultural Studies on transcultural fandom and ano-
ther issue of Emerging Media is in the works also co-edited with Kedi Zhou
and with a special section on fandom and migration, which I co-edited with
Ingyu Oh.

“The Global Shuffle” su anda takip ettigim énemli bir trend. Su anda USC Sinema
Okulu'nda kiiresel karisiklik caginda film tiirleri iizerine bir ders veriyorum. Ar-
tik internet iizerinden yayin yapan platformlarda izlenebilen 20den fazla iilkeden
filmler izliyoruz. Amerikan medyasinin diinyada baskin bir rol oynamasini saglayan
tiirlerin cogunun, diinyanin dort bir yanindaki medya iireticileri ve izleyiciler tara-
findan nasil etkilendigini arastiriyoruz. Kiiresel olarak daginik izleyicileri cekmek
icin yeni tiir stratejilerinin nasil ortaya cikti§ini ve bircok farkl iilkedeki geng ve
popiiler film yapimcilar: arasinda nasil bir alisverisin gerceklestigini inceliyoruz.
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Ayrica, Amerikan gelenegi disindaki ulusal tiirlerin bat: diinyasinda nasil daha fazla
goriiniirliik kazandigini da inceliyoruz. Her simif tartismasinda yeni bir ¢igir agtii-
muz1 hissediyorum.

Bunun étesinde, kiiltiirleraras: hayranlik olgusunu, yani diinyanin bagka yerlerinde
iiretilen iiriinlere yonelik hayranhigr anlamaya da ¢ok ilgi duyuyorum. Hayranlik ol-
gusunun kiiresellesme mekanizmast olarak nasil isledigini anlamak istiyorum. Hay-
ranlarin, diger ulusal geleneklerden potansiyel olarak ilgi cekici igerigi belirlemeye
nasil yardimcr olduklarini ele almak istiyoruz (burada diasporik izleyiciler dnemli bir
rol oynamakta, 6rnegin denizagirt iilkelerde gorev yapan askerler icin de bu boyle).
Korsan yayimcili§in bu igerigin dolagimini nasil sekillendirdigini, inovasyon riskle-
rini nasil azaltti§ini anlamak istiyoruz. Aymi zamanda hayran aglarinin potansiyel
izleyicileri cekmek ve alternatif tiir gelenekleri hakkinda halk: bilgilendirmek icin
kaynaklar gelistirdigini de anlamak istiyoruz. Hayran (fan) girisimcilerinden biiyiik
olcekteki hayran (fan) bulusmalarina kadar bu 6zellikler etrafinda ortaya ¢ikan yeni
kitleleri ve bu yeni ortaya ¢ikan izleyicilerin daha biiyiik medya sirketleri tarafin-
dan nasil benimsendiklerinin semasint olusturmak istiyoruz. Ornegin, Delta Hava-
yollari, Crunchy Roll sirketi ile sozlesme imzalayarak koltuk arkas: eglencesi olarak
genis bir anime koleksiyonu sunmaktadir. Bu, pandemi sonrast Amerika'da anime
ve K-Pop’un giderek daha fazla ana akim haline geldigini gosteren bircok kurumsal
karardan bir tanesidir. Kedi Zhou ile birlikte International Journal of Cultural Stu-
dies’in kiiltiirlerarast hayran kiiltiirii iizerine bir 6zel sayisini editorliigiinii yaptim
ve Emerging Media’nun yine Kedi Zhou ile birlikte editorliigiinii yapti§im bir baska
sayist da hazirlik agamasinda; bu sayida ayrica Ingyu Oh ile birlikte editorliigiinii
yaptigum hayran kiiltiirii ve g0¢ iizerine ozel bir béliim de bulunuyor.
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