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ABSTRACT

A RESEARCH ON EXCESS OF MEDIA IN SOCIAL LIFE,

ITS REFLECTIONS ON ART, AND ITS PICTORIAL RESOLUTION

Zeynep Doğudan 

M.F.A. in Fine Arts

Supervisor: Assoc. Prof. Dr. Halil Akdeniz 

January, 1994

This thesis aims to investigate the overload situation of media, which causes 

changes in perceiving the external world directly. At the same time, the 

thesis discusses the reversed functions of mass media and the changes in 

social structure.

In relation with the excess of media, the investigation of the changes in the 

area of art, is handled as a reflection and a critique of this new visual 

environment.

The examinations and discussions about this research subject, constitutes a 

theoretical ground for my works.

Keywords: Mass media. Simulation, Sign, Silent majorities.

Ill



ÖZET

TOPLUMSAL YAŞAMDA MEDYA FAZLALIĞI ÜZERİNE BİR 

ARAŞTIRMA; SANATTA YANSIMALARI, VE RESİMSEL

ÇÖZÜMLEMESİ

Zeynep Doğudan 

Güzel Sanatlar Bölümü 

Yüksek Lisans

Tez Yöneticisi; Doç. Dr. Halil Akdeniz 

Ocak 1994

Bu tez; dış dünyamn doğrudan algılanmasmda önemli değişikliklere neden 

olan medyanm, aşın yüklenmesi durumunu incelemeyi amaçlar. Aym 

zamanda, kitle iletişimin amacmdan sapmış fonksiyonlan ve bunun neden 

olduğu toplumsal yapıdaki değişiklikler tartışılu·.

Medya fazlalığı ile ilişkili olarak, sanat alanmdaki değişiklikler ise, ortaya 

çıkan bu yeni görsel çevrenin bir yansıması ve eleştirisi olarak ele alınır.

Bu tez konusu baklandaki tartışma ve araştırmalar, işlerime teorik bir zemin 

oluştımır.

Anahtar sözcükler: Kitle iletişim araçlan, Simülasyon, Gösterge, Sessiz 

çoğunluklar.
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INTRODUCTION

Today, we can speak of an image world, a media culture, thus, a new visual 

environment. In other words, this is an environment where the visual age 

reached its culmination. Moreover, now, we are living the saturation point 

of media. But, at the same time, certain doubts have arisen: The superfluity 

of visual information may well be leading to a reversal of its function. Even 

as communication reaches its zenith, the concept of the power of 

interpretation over the world is turning out to have certain weaknesses.

In this mediatic environment, television is the ultimate object of our era - the 

perfect, "static vehicle." Now, the television monitor is assuming every 

function; everything takes place on the smooth operational surface of the 

screen without our having to move. In this respect, the concept of time-space 

has been changed radically. The diminution of the world by the media and 

its all at onceness have resulted in the denial of "being travel." In other 

words, the movement from one place to another in an inert position has 

announced the and of external world. Perhaps, this is the "Global Village" 

which Marshall McLuhan has predicted.This is a society intensely "present" 

both here and there; in other words, a society that is "telepresent" 

worldwide.

Henceforth, this is a world where the images of the screen announce their 

sovereignty. To say it in other words, there only exist the "images of reality" 

instead of the "reality" itself.



In the fiist chapter of this thesis, part entitled "The Excess of Media", 

includes the overload situation of this visual environment, and the problem 

of reality. At the end of this part, the changes in the system of interpretation 

over the world and its reasons have been evaluated. Along with the media 

consumption and excessiveness of the messages, reality now transforms into 

a bunch of succesive signs. This reversal function of the media changes the 

whole system of interpretation over the world events.

Hence, this new generation of mass media consumers create a new social 

structure, at the end of the part "Changes In Social Life" , this new type of 

society has been evaluated.

The media has also changed the nature of art. Through seventies and 

eighties, artists have felt obliged to confront the institution of mass media. 

The part entitled "New Perspectives In Art", includes this group of artists 

and some of their works.

Finally, the part, "Text About The Works" aims to explain the setting of the 

idea, as well as describing the works.



1. THE EXCESS OF MEDIA AND ITS EFFECTS ON SOCIAL LIFE 

1.1. THE EXCESS OF MEDIA

Today, media changes not only the landscape but the way that landscape is 

seen. It shapes perception and induces a new kind of uneasiness; the distrust 

we feel toward media, and convenience that we would be reluctant to do 

without.

As Marshall McLuhan has it, we have developed electronic extensions of 

almost everything we used to do widi our bodies alone: For instance, the 

camera as the extension of the eye, the computer as the extension of the 

brain etc. [1] According to him, these extensions of human faculties, create 

changes in the relationship among our senses which lead to new perceptions 

and altered consciousness of the world [2]. Along with these new types of 

perceptions, this mediatic condition have changed the entire nature of 

contemporary life.

This condition has also changed the écologie equilibrium. Since the 

extraordinary speed caused by the media, affects the time-space of our 

world, hence, a pollution occurs which French philosopher Paul Virilio has 

suggested. He says that: "In addition to atmospheric, hydrospheric and other 

well-known forms of pollution, there is an unnoticed kind of spatial 

pollution present, which I suggest we call Dromospheric - from dromos: 

speed." [3] According to Virilio, this pollution has harmed man’s



relationships with his environment by ruining the natural order and reducing 

the geophysical milieu to nothing progressively by the various means of 

communication [4]. Furthermore, Virilio predicts the end of the external 

world. He says that: "Dromospheric pollution has resulted in the denial of 

being of travel." [5] Thus, according to him, with the loss of sight, or rather 

"loss of earth", a new kind of body comes into existance: "A body, over

equipped with interactive prosthesis - a body whose model has become 

invalid, who is equipped to control his environment without moving ." [6] 

Hence, along with this immobility, a new physics principle occurs that of 

"inertia." In Virilio's own words, inertia is: "The last horizon of man's 

action and activity." [7]

Thus, in this new visual era, there is no longer a usual definition of the real. 

Now, the real hides itself in the shrunken images of the screen. In other 

words, the real is now redefined in the terms of media. In this case, as 

Susan Sontag has it, just as in the Platon's Cave, today, we are syill wasting 

time with the "images of reality" instead of the reality itself. [8]

In his book Towards A Philosophy Of Photography. Wilem Flusser 

mentions that, images are meant to render the world accesible and 

imaginable to man. But then, he complains that:

Omnipresent technical images have begun magically to restructure reality 

into an image-like sceneraio. What is involved here is a kind of oblivion. 

Man forgets that he produces images in order to find his way in the 

world; he now tries to find his way in the images. He no longer deciphers



his own images, but lives in their function. Imagination has become 

hallucination. [9]

Thus, following this argument, we are mere functions of our images. It is 

supposedly impossible for us to project any understanding of the world 

outside what has already been represented for us.

Guy Debord's Society Of The Spectacle, opens with a quotation from 

Feuerbach: "Our time prefers the image to the thing, the copy to the 

original, fancy to reality,the appearance to essence." [10] In this book, 

Debord declares that, everything now exists in representation, and a new set 

of relations built around the spectacle. [11]

Like Debord, Baudrillard attacks the duality of the real and the 

representational. However, where Debord maintained the era of the "society 

of the spectacle"i Baudrillard announces the abolition of the spectacular. 

[12] According to Baudrillard, today, there only exists the "society of the 

simulation."

Defining simulacra as the generation by models of a real without origin; 

Baudrillard claims that: "The very definition of the real has become that 

which it is possible to give an equivalent reproduction.... The real is not 

only that which can be reproduced, but that which is already reproduced.... 

The hyperreal which is entirely simulation." [13]



Baudrillard says that in the era of simulation: "All the great humanist 

criteria have been effaced in our system of images and signs. Everything 

has become undecidable." [14]

It is here felt that, all these media images changed the visual environment. 

Because images were omnipresent and overwhelming, they became 

believable. Whereas formerly seeing was believing, viewers now shared 

images in an "ecstasy of communication." This is the overload situation that 

Baudrillard described as the obscene excitement of a visual environment in 

which there was too much to be seen. [15] But this obscenity says 

Baudrillard: "is no longer then like the traditional obscenity of what is 

hidden, repressed, forbidden or obscure; on the contrary, it is the obscenity 

of the visible." [16]

In this ecstatic condition, the freedom to consume a plurality of images now 

equated with freedom itself. Susan Sontag says that: "As we make and 

consume them, we need still more images, and still more." [17]

At this point of view, there is a mass media consumption at present. 

However, in this condition, we can readily see the misappropriation of 

meaning in mass media consumption. Because, according to Baudrillard, 

mass media (especially the medium of television), cuts up events of the 

world into succesive messages, into signs which can be juxtaposed and 

combined with other signs. [18] In this respect, here we enter the world of 

the "pseudo." In other words, a world of events, culture and history 

produced not from the reality, but (according to Daniel Boorstin): 

"produced as artifacts from the technical manipulation of the medium" [19]



That is to say, according to Baudrillard, mass media is not consumable 

unless it is filtered, fragmented and reelaborated by a whole series of 

industrial procedures - by the mass media - into a material of finished and 

combined signs. [20]

At this point of view, Marshall McLuhan's formula "the medium is the 

message" [21] gains importance as a fundamental to the analysis of mass 

media consumption. Because, according to McLuhan, the restructuring of 

human work and association is shaped by the technique of fragmentation by 

the mass media. [22] In other words, a new man is bom, accustomed to 

perceive the world in another way. Considering this, Baudrillard mentions 

that:

McLuhan's formula, "the medium is the message", indicates that the tme 

message delivered by the medium of radio or television, one decoded and 

consumed, is not the manifest content of sounds and images, but a 

coercieve system, linked to the very technical nature of these media, for 

disarticulating the real into succesive and equivalent signs - the 

miraculous transition from Vietnam to the variety show through their 

total mutual abstraction. [23]

Following this assertation, Baudrillard mentions this condition in a more 

explanatory manner:

There is something like a law of technological inertia which says that the 

closer you get to the documentary reportage, and the more finely attuned 

to reality is the colour and resolution, the wider becomes the gulf



between perfection in technological perfection and the real world; and 

the "truer" becomes the assertation that, for TV and radio, the primary 

function of each message, as Vietnam does to the advertising, and 

advertising does to the newscast. [24]

In this respect, we can easily see how this systematic juxtaposition changes 

the whole system of interpretation over the world. Here in this technological 

process of mass media; mass communication delivers an imperative sort of 

message; That is, according to Baudrillard, "the message of message 

consumption", of fragmentation and of misrecognition of the world. [25]

In this case, the truth of mass media is that they function to neutralise the 

unique character of the actual world events by replacing them with a 

"system of signs". To say it in Baudrillard's words: "The total dominance of 

a system of reading over a world now become a system of signs." [26]

In order to explain this system of signs, we have to take a look at Roland 

Barthes. In his book The Semiotic Challange. he points out that, objects 

carry information as a system of signs. Then, he adds: "Since the object is a 

vehicle for the transmission of meaning, and so can also be seen as a bearer 

of signs." [27] Thus, here we understand that, the characteristics of the sign 

are its significance and meaningfiilness. And also we understand that, there 

is an inseparable connection between object and sign.

However, as Baudrillard has it in the introduction of his essay "The Ecstasy 

Of Communication": "There is no longer any system of objects." [28] Then 

he mentions that, the object used to have an obvious fact, substance, reality;

8



and the sign was still heavy with meaning. Besides, he notes that, there was 

an era where the object's status was as mirror of the subject; where there 

was a domestic scene, a scene of interiority, a private space-time. But today, 

says Baudrillard:

The scene and mirror no longer exist; instead there is a screen and a 

network. In place of the reflexive transcendence of mirror and scene, 

there is a non-reflecting surface, an immanent surface where operations 

unfold - the smooth operational surface of communication. [29]

Therefore, whereas the object deprives of its functions, the sign 

automatically loses its meaningfulness. In other words, the sign is 

meaningful since there is a system of objects.



1.2. CHANGES IN SOCIAL LIFE

Today, all functions of fluidity in social relations turned out into a useless 

complexity. Because according to Baudrillard, the fundamental 

characteristic of media is their intransitive structure, and ability of 

producing "non-communication". [30] Since mass media forbids 

respondancy; and therefore the process of "exchange", in this respect, 

communication reveals itself totally uniliteral. In other words, the primary 

purpose disappears, that of " communicating." Hence, communication 

reveals itself to be an absurdity. All functions reverse and communication 

transforms into a "fiction of communication".

Considering this, "the interactivity of men has been turned to an 

interactivity of screens" says Baudrillard, and adds: "We too are going to be 

screens". [31] Meanwhile, Paul Virilio talks about almost the same future: 

"And soon, with the aid of fiber-optics, we will receive information and 

images directly on our retinas, our bodies becoming the screens."[32]

At this point, the question of liberty does not make sense anymore. 

Because, according to the previous predictions, our sovereignty is spoiled 

by media. However, this process happens not only externally, but also 

internally, in our mentality:

In his book The Gutenberg Galaxy. McLuhan maintains that the appearance 

of the printed book was a fundamental turning point for our civilization. 

[33] Along with the appearance of the printed book, the sovereignty of the 

"eye" takes place in the communications whilst the sense of "hearing" was

10



the only one. Thus, for the simpliest exchanges, everything should be 

translated into a code which was the alphabet. Briefly, according to 

McLuhan, the printed book was the first technological model of 

coimmmication, and along with this, the "Gutenbergian human being" was 

bom. [34] But, in his latter book Understanding Media. McLuhan 

maintaines that; when the mass media triumph, the Gutenbergian human 

being dies, and a new man is bom, accustomed to perceive the world in 

another way.[35] He gives an interesting example about this issue: 

According to him, the Greek myth of Narcissus is directly concerned with 

the fact of human experience, as the word "Narcissus" indicates: It is from 

the Greek word "narcosis", or numbness:

The youth Narcissus mistook his own reflection in the water for another 

person. This extension of himself by mirror numbed his perceptions until 

he became the servomechanism of his own extended or repeated 

image....It is perhaps, indicative of the bias of our intensely technological 

and, therefore, narcotic culture that we have long interprated the 

Narcissus story to mean that he fell in love with himself, that he 

imagined to be Narcissus.[36]

The wisdom of this Narcissus story does not convey any idea that; the 

adressée of the media receives only a global, ideological lesson (to call to 

narcotic passiveness). The main idea is the beginning of a new age of 

unconsciousness and apathy.

Essentially, this story indicates the electronic narcosis caused by our 

powerful extensions. Because, here in this story, all the mediatic prosthesis

11



we own, and the self-regulating communication networks offers us a 

ridiculous "bio-electronic" mirror, in which the human being vanishes in an 

impulsive manner. From this point of view, we can talk about the seduction 

of the mass media.

Now, we can easily say that, we are seduced and rendered passive by 

inordinate display and multiplicity of choice and maid numb with variety. 

For example, the medium of TV offers choices, but they all turn out to be 

variations on the same bland picture.

In his essay "Towards A Semiological Guerilla Warfare", Umberto Eco 

implies this argument:

It doesn't matter what tou say via the channels of mass communication; 

when the recepient is surrounded by a series of communications which 

reach him via various channels at the same time, in a given form, the 

nature of all this diparate information is of scant significance. The 

important thing is the different contents are leveled and lose their 

differences. [37]

Since there is such a lack of difference, here, a question of "meaning" 

appears that if it is a loss of meaning. However, according to Baudrillard, 

currently there is not a crisis of meaning. Because, he says that:

To a system whose argument is the oppression and repression, strategic 

resistance is the liberating subjecthood. But this reflects rather the 

system's previous phase, and even if we are still confronted with it, it is

12



no longer the strategic terrain; the system's current argument is the 

maximal production of meaning. Thus, the strategic resistance is that of a 

hyperconformist simulation of the very mechanism of the system, which 

is a form of refusal and non-reception. [38]

This is the refusal and non-reception we find in Baudrilliard's "silent 

majority", whose inertia and silence refuses all dialectic of meaning. 

Against the acceleration of networks and circuits; in the exchange of 

meaning, these majorities seek slowness. In other words, there is a 

maximum production of meaning, but the existing insufficiency is its 

demand.

According to Baudrillard, we live in the shadow of the silent majorities, 

which came into existance with two constitutive forces of our era: The 

media and the masses.These two both have a common fate, such as; neither 

can claim any reality. Baudrillard states that, the silent majority is the 

imaginary referent of a sociological imagination that can never exceed tiie 

representation of its codes; such as class, social status, sex etc. [39] Thus, 

silent majorities do not have any sociological reality. These silent 

majotrities are frequently tested: "They do not reflect upon themselves, but 

are tested. However; tests, referandum and other devices of representation 

are pushed into the dimension of simulation." [40] Henceforth, there is 

neither expression nor representation. This is the meaning of their silence.

No longer capable either of representation or experession; the masses are 

presented as a site of infinite implosion into which all meaning is absorbed. 

We can say that, this condition indicates the "immanence" of these

13



majorities. In other words, according to Immanuel Kant: "Ding an sich" 

(:the thing in itself). These majorities' response to the bombardment of 

messages is hyperconformity. They refuse to invest the meaning in 

messages.

Therefore, we can say that, this is the age of apathy, unconsciousness and 

insensivity. However, there is a contradiction in this condition. Because, 

according to Baudrillard, there is a perpetual optimistic effort such as 

keeping the masses under the sovereignty of meaning which comes through 

messages. This optimism leans on more knowledge, elevating the cultural 

level and socialization. [41] However, in this condition, it is useless to have 

such a optimism of trying to give messages through media, whenever the 

majorities simply want to see the play of signs. Quoting Baudrillard again: 

"They idolise the play of signs and sterotypes.... They reject the dialectic of 

meaning." [42]
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2. THE REFLECTIONS OF THE EXCESS OF MEDIA ON ART 

2.1. NEW PERSPECTIVES IN ART

Living at the end of the twentieth century, in new conditions produced by the 

media, artists are aware that they are relating to a new cultural and 

technological climate which strongly affects the way they see, think and 

work. These conditions are a result of dramatic changes brought about by the 

increasingly mediated conditions of our lives and by the radically new means 

of representation available to us for organizing human sense perception.

The effects of this new image world have make themselves felt in art history 

from the invention of photography. Many artists, especially the Pop artists 

used different means of technology in their works. However, by 1970's, 

artists of different persuasions were moved to experiment with the media in a 

different way. This was a period of widespread institutional critique and a 

shared belief in art's ability to dismantle myths and to analyze inststutional 

strategies by using their works as a mean of criticism. Thus, mass media, 

which is the one of the most powerful institutions, came under heavy 

scrutiny.

The conceptual converge for the emerging generation of artists was the 

recognition that there can be no reality outside of representation. According
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to Douglas Crimp, who introduced some of these artists in the "Pictures" 

exhibition:

To an ever greater extent our experience is governed by pictures, pictures 

in newspapers, magazines and on television. Next to these pictures, 

firsthand experience begins to retreat, to seem more and more trivial. 

While it once seemed that pictures had the function of interpreting reality, 

it now seems that they have usurped it. It therefore becomes imperative to 

understand the picture itself, not in order to uncover a lost reality but to 

determine how a picture becomes a signifying structure of its own accord. 

[43]

In this condition, many artists involved to work on the problem of how the 

representation constructs reality.

In a serial work from the late 1970's, Sarah Charlesworth photocopied the 

front pages of the Herald Tribune for one month and then blocked out the 

texts, so that only the layout and photography reproductions remained. The 

blocked pages, at first seem to be nonsensical. But, whenever it is seen as a 

whole, they show how the news is presented. Therefore, in this work, 

deprived from its textual content, the autonomous system of the newspaper 

becomes apparent.

Barbara Kruger is another artist who has chosen to raise questions about 

representation in relation to social constructs. Her strategy is to reproduce 

found images from published sources and to add text to them. Her works are 

elaborations of pre-existing images, a comment on mass culture and

16



representation. She rephotographes and reformulates images to assign them 

different meanings by adding texts and other graphic elements.

Figure 1. Barbara Kruger, Untitled (Surveillance Is Your Busy Work).

Not only found materials and their re-framing show how representation 

subject us, but the process again raises questions about the issues of 

uniqueness, authorship, and originality. With the influence of Roland 

Barthes' essay "The Death Of The Author", these issues were brought into 

discussion of art. This issue of authorship and originality was made patently 

manifest in the worr of Sherrie Levine. Levine's recent work consists of 

rephotographed images of, for instance, the "Horse" painting by Franz Marc 

or the works of Walker Evans. These works are reframed as photographs of 

"already repreduced" images.

17



On the other hand, Richard Prince rephotographes the existing media images 

of ads (For instance, Marlboro). Prince's works indicate "our uncritical 

incorperation of the media images into our daily lives, where we often treat 

the flat ad as another reality." [44]

From the early 1980's, some artists start to use public spaces, occupied by the 

media for their own political messages. Bus shelters by Dennis Adams, 

Flyposters by Barbara Kruger, and advertasing placards by Gran Fury. These 

are some of the artists who have interrupted the expected channels of 

information with compelling visuals and independent voices.

Figure 2. Jenny Holzer, Sign on a Truck.

Jenny Holzer is the most well-known artist who uses public spaces for her 

own political messages. She makes use of computer technology to animate 

her messages on topics such as anger, fear, violance, gender, religion etc. She
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uses electronic billboards as the medium of her work. But, in her project, 

"Sign On A Truck", Holzer mounted an electronic lightboard in a truck. This 

project interacted with the public during the 1984 election campaign in 

United States of America (Figure 2).

Another American artist David Salle uses sterotyped images chosen from a 

variety of media. He presents these images juxtaposed one on to other, to 

trap the mind into a questioning (Figure 3). These assemblages of imagery, 

force thoughts about content, meaning and ideological institutions. Quoting 

Margot Lovejoy: "This deconstructor blowing up ideological institutions by 

using the conventions of classicism, the pop image against the assumptions 

of TV, the pornographic still against Penthouse." [45]

Figure 3. David Salle, From Planets To Favored Man.

19



On the other hand; the curator of the 1985 Les Immateriaux exhibition, Jean 

Francois Lyotard, used the exhibition to provoke questions about 

contemporary states of artificiality and disappearance of the object. In one of 

the critiques about this exhibition, Kate Linker wrote in Artforum that:

A series of key themes was brought forth and reitared: The primacy of the 

model over the real, and of the conceived over the perceived. That we live 

in a world in which the relation between reality and representation is 

inverted was made clear by countless examples. Much attention was paid 

to the copy, to simulation and to the artificiality of our culture. In fact, Les 

Immateraux suggested nothing so much as our common fate in living with 

abstractions. [46]
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2.2. TEXT ABOUT THE WORKS

Until now, we have seen that, communication has a very perverse and 

paradoxical structure: Its very essence is "non-communication." Hence, its 

horizon is negative and it has consequences for all human relations. So, along 

with this reversed arm of "technological" communication; "language" 

becomes a pure and unique medium of communication. Because, language is 

a description and a scheme of the external world, a vehicle for meaning. And 

linear writing means to render spoken words (that is, language) visual. The 

purpose of linear writing is to mediate between man and his external world, 

to explain them. That is to say, it is a map which informs us about the reality 

of the external world.

Figure 4. Zeynep Doğudan, Untitled.

However, in this mediatic environment, there only exists re-presented 

realities which are ready to consume. As we have already seen, mass media 

offers us a world which is fragmented, filtered and reinterpreted according to 

the necessities of media consumption. That is to say; although the primary 

function of mass media is to inform viewers about the external world through 

messages; on the contrary, these messages delivered by the medium, turn out
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to be a succesive system of signs; juxtaposed one on to other, an abstract 

pattern. Therefore, we can say that, media simply functions to neutralise the 

actual world events.

Considering this, in my works, linear Avriting is being used because of its 

informative character. However, these meaningful orders are isolated from 

their functions. That is to say, they are deprived of their unity, and, therefore 

their meanings. This process happens with the converted arrangements of 

sentences. Henceforth, they become a sequence of letters which can not tell 

us anything in particular.

Figure 5. Zeynep Doğudan, Untitled.

22



In my recent works, these sequence of letters become an abstract pattern. 

Instead of being templet letters, they are now in vagueness and uncertainity. 

The ambiguity of the handwriting, and the thick paint layers or spots, 

strenghten the intention of covering the meaning.

Hence; at the beginning whereas we have been named that language was one 

of the most important codes of communication; now, it becomes a blank, 

abstract pattern in which all functions of signification and explanation have 

been vanished. Naturally, from now on, it can not be defined as a "language", 

but rather a "sign" in which all meaning disappears.

These works come into existance in order to transform my own criticism 

about the mentioned perversity of mass media.
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Figure 6. Zeynep Doğudan, Untitled.
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Figure 7. Zeynep Doğudan, Untitled.

Figure 8. Zeynep Doğudan, Untitled.
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Figure 9. Zeynep Doğudan, Untitled.

Figure 10. Zeynep Doğudan, Untitled.
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Figure 11. Zeynep Doğudan, Untitled.

Figure 12. Zeynep Doğudan, Untitled.
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Figure 13. Zeynep Doğudan, Untitled.
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Figure 14. Zeynep Doğudan, Untitled.

27



CONCLUSION

Heretofore, we have seen how media changes many concepts of our lives. 

And we have seen how mass media neutralises the unique character of the 

world events by replacing them with a system of signs. Thus, we live on the 

very critical point where all functions reverse, and communication vanishes 

into a "fiction of communication."

At this point, the problem occurs as the adoration to these system of signs by 

the masses. Their hyperconformity refuses all kind of meaning. Thus, within 

this condition of media information, or rather disinformation, communication 

can be defined as the exaltation of signs based onthe denial of meaning.

In other words, the mass is fascinated by the media, and this is realized in the 

very neutralisation of any message that is transmitted.

This perversity of the media, affects all the human relations and the ability of 

interpretation over the world.

Although many sociologists and communication scholars have already 

announced the "revolution of communication", on the contrary, there only 

exists a "simulation of communication".

In this work, after drawing a theoretical framework, some evaluations were 

made about this present condition of media.
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My works are considered in the context of these theoretical investigations. 

They were brought into existance in order to transform my own critique 

about this present perversity of mass media.
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