
Reader’s Report  
 

(On the chapter Introduction: “Worship at the Altar of Convergence” by Henry Jenkins) 
 

Henry Jenkins, a prolific American media scholar, has authored over a dozen major works 

revolving around media change, transmedia storytelling and participatory culture.  Jenkins’ 

Convergence Culture: Where Old and New Media Collide  (2006) delves into the idea of 

participatory culture and media audiences, at a moment where the culture industries 

operate around fan communities and their activities. Parallel to the massive 

experimentation going on with the amalgamation of grassroots and commercial culture, 

media industries are struggling to keep up with it.  With this book, Jenkins’ has 

attempted to intervene and help media consumers and producers understand their 

modifying relationship. He manages to detangle his theoretical approach to the readers 

efficiently, for he has used examples from popular culture media which are known and 

accessible to a variety of audiences (‘Bert is Evil’, Warner Bros., smart phones, etc.). The 

book presents case studies on famous media franchises, including Survivor, American 

Idol, The Matrix, Star Wars, Harry Potter, and The Sims, which provide the readers a 

focused understanding of the term, “convergence”.  

In the introductory chapter, “Worship at the Altar of Convergence”, Jenkins gives a brief 

outline of his book and introduces the term “convergence” as a “paradigm shift” in the 

realms of media and communication, where information gushes across multiple 

corporate and grassroots platforms in a vibrant and vague manner. In his simple words, 

convergence “manages to describe technological, industrial, cultural, and socia l 

changes depending on who’s speaking and what they think they are talking about” (p. 

3). Jenkins is not much concerned about the technological shift, but rather interested in 

the media trends. He is more inclined towards discussing the “cultural shift”  that the 

consumers go through, for the book is about the “work – and play – spectators perform 

in the new media system” (p. 3). It is not just the consumers’ acceptance of the process 

of convergence, but their ability in driving it. As Jenkins moves forward with this idea, 

he details out the concept of “participatory culture” and “collective intelligence” to his 

readers. Jenkins contrasts the former concept from the previous notion of “passive 

https://www.amazon.com/Convergence-Culture-Where-Media-Collide/dp/0814742955


media spectatorship”. While media producers and the consumers occupied separate 

roles before, with the arrival of convergence they are now interacting with each other. 

The term, “collective identity”, was first coined by the French cybertheorist Pierre Lévy, 

which Jenkins describes as an alternative source of media power. He further adds that 

with the vast amount of information available on new media platforms, consumers will  

exchange bits and fragments of this information as they socially interact within 

themselves, making sense of their everyday lives.  

Jenkins also takes a strong stand in this chapter and argues against the idea of 

convergence absorbing and displacing old media completely. Convergence, in Jenkins 

words, “is an old concept taking on new meanings”  (p. 6). It is only the “delivery 

technologies” of old media which become obsolete and replaced, not the function 

itself. Jenkins elaborates this idea with the example of recorded sound as a medium, 

and how it has seen several delivery technologies emerge and replaced (CDs, 8-track 

cassettes, MP3, iPod), with only one thing constant – the medium itself. Addressing it as 

the “Black Box Fallacy”, Jenkins dismisses the idea of media convergence as merely 

converging of media technologies. He establishes his viewpoint by reasoning that by 

reducing media change to technological change, we are ruling out the cultural levels 

which are in play.  

Jenkins’ understanding of convergence does not only impact media producers, but also 

how media is consumed by its audience. When media is taken into their own hands by 

the consumers, their “lives, relationships, memories, fantasies, desires also flow across 

media channels” (p. 17), along with entertainment. He touches on the topic of 

concentration of mainstream media platform ownerships and the emergence of 

consumer awareness, with a set of examples, to further substantiate his take on how 

convergence is a “top-down corporate-driven process and a bottom-up consumer-

driven process” (p. 18). Jenkins 

With Convergence Culture, Jenkins primarily aims to appeal to lay audiences, along with 

media professionals and policy makers (p. 12). His goal is to document “conflicting 

perspectives” on convergence rather than analyse them because, as he argues, “I don’t 

think we can meaningfully critique convergence until it is more fully understood” (p. 13). 



While reading through this chapter, it would hit the readers somewhere in between 

that Jenkins has designed the content of the chapter as a process itself, to guide them 

through the process of convergence.  As he nears to the end of the chapter, Jenkins has 

well established his concept of convergence with a plethora of popular media artefacts, 

comprehendible examples, and a sound language. Jenkins concludes the chapter with a 

clear approach for the readers to take on as they move on to further chapters, based on fan 

culture and ‘transmedia’ theory. By the end, he has painted a picture of empowered 

consumers and anxious producers, awaiting the future, as they get immersed in the process 

and interact in complex ways and rules that “none of us fully understands” (p. 3).  

The introductory chapter to Convergence Culture is clearly a readable guide for anyone 

who needs a simple and crisp understanding of the concept of media convergence in 

brief. Jenkins manages to clear the air around the criticisms by scholars like Nicholas 

Negroponte and George Gilder for the amateur and popular culture readers. 

Negroponte (1990) predicted the shattering of broadcast networks “in favor  of an era 

of narrowcasting and niche media on demand”, drawing a stark contrast between the 

idea of passive old media and interactive new media (p. 5). The rhetoric suggested the 

old media being pushed aside by the new media. Gilder dismissed such claims by 

emphasizing on the ability of the new media to not just absorb old media into it, but 

completely destroy it. Jenkins chronologically presents these differentiating 

perspectives on convergence, following up with examples and instances to back them 

all up. Even after admitting to having an interest in addressing the impact of 

convergence on the popular culture, Jenkins has not only mentioned concerns 

regarding delivery technologies, the black box theory, and concentrated media 

ownerships, but also dedicated various perspectives, artefacts and explanation for the 

same. He is aware of his audience (popular culture), and thus, instead of selective 

fragments, he introduces them to all the necessary concepts needed to understand that 

of convergence.  

“In the world of media convergence, every important story gets told, every brand gets 

sold, and every consumer gets courted across multiple media platforms” (p. 3). With 

the assumption that consumers are adopting the role of active participants, there is an 

extensive argument going around about the terms of their participation. While Jenkins 



talks of the power and merits of consumer participation, he attributes a “freer flow of 

content and ideas” to this new media environment (p. 18). And while the “consumers 

are fighting for their right to participate more fully in their culture,” Jenkins leaves the 

concern of media accessibility and privacy untouched.  

Digital media is still a luxury for many. The skills to employ affordable access to digital 

media and the literacy required to navigate them has created a digital divide across the 

globe (Gasher, 2011). While Jenkins talks about the vitality of a digital participatory 

culture, there is still a large section of the society who doesn’t have access to the 

emerging delivery technologies. The new media certainly has more of an interactive 

audience platform. But the old media, like newspapers and radio, were more accessible, 

which resulted in more number of people across different social strata receiving 

information.  

As we read through the chapter, Jenkins establishes, with examples like the ‘Yellow Arrow’ 

movement and circulation of the ‘Bert is Evil’ image series that it is not the media experts 

and professionals who exercise control on the new media content in entirety. It is the 

grassroots artists and non-elite consumers who are primarily changing the media and 

communications landscape. Jenkins’ category of media consumers is not just active in 

interpreting media texts, but are also active agents in the political economy of the media.  

But with the revision of the political economy of the media in the 1970s and 1980s, the role 

of the audience turned to that of valorising the media, “both as a commodity and as labour 

power” (Fisher, 2015). While Dallas Smythe’s (1981) work on the audience commodity 

suggested advertisers using the ‘audience-power’ to market commodities to the audience 

itself, Jhally and Livant (1986) defined the audience in a more positive role of “workers 

engaged in production within the framework of media corporations” (Fisher, 2015). From 

sponsored stories on Facebook to short audio visual advertisements scooting in between 

Youtube videos and Spotify playlists, audience participation gives the social media 

companies a variety of personal data produced by the audience itself (Fisher, 2015).  

Although Jenkins dedicates his book to the participatory culture and fan communities, he 

has left room for scholars like Fisher to delve deeper in these limitations of convergence and 

the participatory culture. Jenkins mentions the process of convergence as uncertain, 



complex and prolonged, only in retrospect to the relationship shared between the 

consumers and media producers. Jenkins goal with this chapter, and hence 

Convergence culture, is to describe different ways convergence is remaking American 

popular culture and impacting the relationship between media audiences, producers, 

and content (p. 12). 

Jenkins constantly challenges his readers to ponder over the meaning of convergence in 

different ways, leaving them to interpret it the way they want to. To understand the 

complex process of convergence, Jenkins’ introductory chapter to Convergence Culture is 

the simplest handbook one should get their hands and minds on. While Jenkins’ work on 

participatory culture has met with criticism for a limited focus and overtly optimistic 

account of the convergence culture (Driscoll & Gregg, 2011; Turner, 2011), Jenkins 

responded to them by suggesting to remain open to “new possibilities and emerging 

models”, as the extent of convergence’s impact is not fully known yet (Jenkins, 2014).  
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