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Abstract: Women in general are still enticed and their consent regarding hegemonic gender relations is
being gained by the traditional masculine traits presented and portrayed by the media. This article
addresses how the audience of women from a Facebook group create parasocial interaction through the
presentation of the hegemonic masculinity of the male character - Can Divit in a Turkish series Erkenci
Kus. Employing a qualitative thematic analysis of 486 posts combined with observations, the authors add
an empirical perspective to the widely discussed concept of audience participation and make a claim that
the audience perceived motivations for their involvement and their engagement of the show is through the
main male character creating what should be known as male objectification. The study doesn’t focuses
only upon the representation of masculinity, further it also concentrates on the gaze of the audiences, and
seeks to illuminate how they (audiences) consume these representations and how they relate themselves
to these hegemonic masculine ideals.
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Oz: Genelde kadinlar, media tarafindan sunulan ve temsil edilen geleneksel erkeksi dzellikler araciligtyla
bastan ¢ikartilmakta ve hegemonik toplumsal cinsiyet iliskilerine yonelik rizalari kazanilmaktadir. Bu
makale, bir Facebook grubundaki kadin izleyicilerin, Tiirk dizisi Erkenci Kus’taki Can Divit karakterinin
hegemonik erkeklik temsili tizerinden kurduklar1 parasosyal etkilesimleri irdelemektedir. Gozlemlerle
beraber, 486 gonderinin tematik nitel analizini yaparak yazarlar, yaygin bir bi¢cimde tartigilan izleyici
katilim1 kavramina ampirik bir perspektif eklemekte ve izleyicilerin, gosteriye katilmak ve dahil olmak
i¢in algilanan motivasyonlarinin, erkegin nesnelestirilmesi olarak anlagilmasi gereken olguyu yaratan, ana
erkek karakter tizerinden gergeklestigi iddiasint 6ne siirmektedirler. Calisma, yalnizca erkekligin temsili
iizerine odaklanmamakta; bunun 6tesinde, s6z konusu makale, izleyicilerin bakisi iizerine odaklanarak,
izler kitlenin bu sunumlari nasil tiikettigini ve s6z konusu hegemonik erkeksi ideallerle kendilerini nasil
iligkilendirdilerini aydinlatmay1 hedeflemektedir. Makale ayrica, hegemonik erkekligin etki alanina giren,
genel anlamda tim medya kullanicilarinin, 6zelde ise cevrimigi topluluklarin, tiikettikleri metinle
kurduklan iligkilerin analizi baglaminda, parasosyal etkilesimin bir ¢ergeve olarak nasil kullanilabile-
cegine iligkin metodolojik bir katki sunmaktadir.
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Introduction

Television shows nowadays are seen as a socialized experience (Jenkins 2006) which with the
inclusion of social media, such as Facebook, allows the act of co-viewing as an experience
shared by a larger transnational community. In that context, as all the other cultural texts, the
relationship of the audience with the media content is not mechanical and unilateral. Therefore
the meanings produced by the users are as significant as the messages generated by the media
content (Storey 2014), since these meanings produced by the users also contribute to the social
reality. This Facebook experience allows users large scale interaction allowing for peer-to-peer
and audience communication and participation which is more powerful and more evident
(Sutton et al. 2008) than ever before.

Conversations about television series are taking place (Vassalo de Lopes 2009) globally and
it is possible to find public or private groups about these shows, fan pages on characters, and
behind the scenes videos allowing the audience of television serials in particular to have the
ability of watching as they participate in active discussion online. These transnational online
communities (Jenkins et al. 2013; Benecchi 2015) have provided fans with a space in which
they can connect with each other although there is a physical distance between the actors of
these communities of international fan (Hobson 1982; Jenkins 2006; Baym 2007). At the same
time, television viewing has also mediated audience response and created a large following
while allowing as this study will show these audiences to identify with the media characters.

Parasocial is the term employed to describe a concept referring to the relationships between
the consumers of media and the characters in media contents. Thus, parasocial interaction (PSI)
points to an interaction occurring during media consumption between a user of it and a character
in it. A consumer of media can consider that she really gets to know the character in it if she is
in a parasocial interaction with the content (Noble 1975). Thus, a sense occurring is at stake
through which the consumer creates a close relationship with the character and his/her personality
in the content of media. Therefore over a period of time, through watching a television series,
audiences start to think that they actually are acquainted with the characters, as if they are part
of their milieu like neighbors or friends. It can also be suggested that, as a result of PSI and the
emotions provided through it, viewers hold and maintain motivation to continue seeing the
programme (Rubin et al. 1985). Ethnographic studies focusing upon the relationships of viewers
with television contents asserted that audiences frequently point to their affection towards
characters that results from their sturdy identification with characters (Liebes & Katz 1990). In
previous studies (Alperstein 1991), participants have also described PSI as consuming media
content in terms of being transported to another sometimes disorienting world where they
become involved in the interactions of those characters who appear in programming and
commercials. This experience is also tied to the concept of suspension of disbelief, in which
viewers fall out of touch with the real world, and in touch with their imaginary social world.
There seems various ways of building a bond for television viewers with media characters (Tian
& Hoffner 2010) from participating in the pain of them, creating affinity, to falling in love with
them. Similarly, there has been a trend towards including romantic aspects of parasocial
interaction (e.g., Driesmans et al. 2016; Erickson & Cin 2018), and it is suggested that these
romantic parasocial relations are characterized by attractions that are physical, emotional, and
sexual (Tukachinsky 2010). Even though there is large body of scholarly work on American
television shows (Scaglioni 2006; Benecchi & Richeri 2013), there hasn’t been much work on
online communities and Turkish dizi (series) and the hegemonic masculinity of male characters
and this apparent gap this study attempts to address. Hence our research highlights hegemonic
masculinity in the context of a media character in a Turkish series entitled ‘Erkenci Kus’ (EK)
as instructive for understand the groundings of parasocial interaction and the relatedness
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towards the research in question. Nevertheless, the argument that we are making in this paper is
the fact that the development of parasocial interaction is built upon the hegemonic masculinity
of the media character.

Representation of Masculinities in Turkish Television Series

It can be suggested that the representation of masculinity in Turkish television series has
changed over a historical period, depending upon the political, economic and social context.
Thus, it cannot be claimed that there is one culturally idealized masculinity that exists in
Turkish television series, rather different forms of masculinity can be found that contradict each
other. From relatively modest masculine characters to hyper masculine and violence prone
characters may be found in Turkish series. As Yiicel (2014, 96) suggested, the constitution of
masculinity in the Turkish media revolves around various paths such as: heroes being in
desperate straits, characters who are always good or always bad, who are seeking to climb the
social ladder, and around themes related to family, mother, honor, violence, and crime.

Within the historical process, while traditional form of masculinity which is both physically
and behaviorally the “hard male type” was dominant until the 1980’s, after the 1980’s and in the
early 1990’s it can be seen that there is a transition from the traditional representation into more
emotional and more contemporary types of masculinity in Turkish television (Giirkan & Serttas
2017, 404). From the 1990’s to the 2000’s, it can be asserted that the representation of masculinity
in Turkish series has shifted from, so to speak, its modest form into more pretentious, wealthy,
well — groomed, violent, and powerful (in every aspect) forms, at least in regard to the starring
characters. However, it should be considered that the historicity of masculinity within Turkish
series cannot be regarded as a linear process in which only one type of representation of
masculinity would exist in a given period. Yet, it can still be argued that there are remarkable
shifts in these representations, in terms of the forms of masculinity mentioned above.

The hegemonic form of masculinity is being constituted not only by itself but by relation to
other masculinities and women. In addition, hegemonic masculinity, as discussed in the
following section, is constituted within cultural processes rather than through oppression.
Therefore, it is also true concerning the representation of culturally idealized masculinity in
television series which is why it is crucial to take into consideration the ways through which
masculine characters are being represented, especially in relation to women.

A recent research concerning gender equality in television series in Turkey which analyzed
12 Turkish series indicates the differences between women and men in terms of gender
representation. According to the study, of 12 television series 7 have a story centered around
men in relation to the themes of war, violence, mafia, crime, terror, and militarism. While the
way of representing women in the series depends upon sentimentality, maternal, courtesy, and
charming; men are predominantly represented as rough, tough, competitive, and extrovert
(inceoglu & Akgali 2018). As mentioned before, although there are masculinities, rather than a
single masculinity represented in television series; however, the other represented masculinities
through which hegemonic masculinity constitutes itself are being melted and tamed in the
hegemonic form of masculinity. The long-standing hegemony of the alpha male has been
unrivaled by any other romance hero to date. Wild, passionate, and autocratic, the alpha hero
“embodies patriarchal power in all its glory” (Frantz 2009, n.p.). He is “powerful, domineering,
arrogant, immensely wealthy and endowed with rugged good looks” (Bach 1997, 28). The alpha
hero should demonstrate his masculinity and be the man in the novel who is the strongest
biologically and fittest esthetically. The spectacular virile body is the signifier of the power of
him. (Perez-Gil 2019, 171).

In a general sense, even if it is quite difficult, due especially to the abundance of the
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television content generated, to determine the way the hegemonic form of masculinity is being
presented in Turkish series, it can be suggested that there is a hybrid representation of
masculinity combining the traditional and the contemporary attributions at once that constitutes
so-to-speak the neo-liberal hegemonic masculinity.

Thinking Masculinity Within Media Content Through Hegemonic Masculinity

The reality of the mundane can be comprehended, as Berger and Luckmann (1991, 35)
suggested, as a reality which has its own order, being constituted inter-subjectively, and being
objectified by the language and interactions between individuals. It is this language that
“provides me with necessary objectifications and posits the order within which these make
sense and within which everyday life has meaning for me” (Berger & Luckmann 1991, 35-36).
From the seminal point of view of Berger and Luckmann (1991), it can be suggested that all
kind of social relations are part of that language, and, in that context, the contents generated by
the media have great significance in constituting the social reality related to diverse parts of
society.

The media, as one of the significant tools and components for the regime of truth in which
social realties are being constituted highly virtually by citing, at the same time, to physical
reality (Ergur 2016), have a non-negligible role in constituting social reality in terms of gender
relations by conveying its visual and aural contents to the consumers. In that context, the
representation of masculinity is crucial regarding the gender regime in a society which
constitutes the social formations of masculinity concerning hegemonic and subordinated ones.
As Connell (1992) suggested, there are different masculinities and representations of men not
only across cultures but also within a given culture. However, these differences should not be
understood solely as lifestyle diversities since different masculinities are being constructed
regarding other masculinities; hence some versions of masculinity are being placed in a position
of hegemony, while others are being marginalized (Connell 1992). Hegemonic forms of
masculinity, that’s to say hegemonic masculinity, is being socially constructed within the
cultural process by some cultural agents, institutions such as religious officials, journalists,
advertisers, politicians, playwrights, academics, sportsmen etc. (Donaldson 1993; Connell &
Messerschmidt 2005). These agents hold the power of defining the culturally affirmed
masculine ideals and regulate the gender regime in a given society. In that context, the media
representation of hegemonic masculinity contributes to constituting objectified social reality
regarding the gender regime of a society.

It should be noted that masculine forms can be varied according to the social and historical
context in which it emerges which is the main characteristic of the Gramscian term
“hegemony”. In that sense, “hegemony” is being used to refer to the dynamics of the structure
of power, to understand the power shifts, and resistance to the existing social structure (Connell
& Messerschmidt 2005). That is to say, the characteristics of hegemonic masculinity and the
dominant cultural masculine preferences can be different in different periods of time (Kimmel
1994). Yet, it can be suggested that culturally idealized form of masculinity is, on the one hand,
exclusive, hierarchically organized, brutal, violent, tough, rich, heterosexual, socially sustained;
on the other hand, it is anxiety — provoking, contradictory, and crisis — prone (Donaldson 1993).
It should also be pointed that hegemonic masculinity is an ideal type in Weberian sense, it is the
abstract category which helps to define/understand the gender relations between/among
different masculinities and femininities. As are all ideal types, as Connell suggested (2005), the
majority of men may not conform to it but may be in collaboration with its ideals in order to
take advantage of being in the dominant position of men in society (Neville 2009, 235).

As Connell and Messerschmidt suggested (2005), the embodiment of masculinity has a
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great significance within the gender regime which means that bodily traits would determine the
position of a man or a woman in the gender hierarchy. In that context, being a ‘real’ man
requires adopting the particular ways of having a masculine body. The demonstration of
masculinity through bodily performances and sport is essential for constructing a masculine
identity; the body becomes a surface on which men have control, authority, discipline that are
also associated with masculinity (Gill et al. 2005). According to Connell (2005, 54-56), not only
the bodily performance itself but also the exhibition of the performance is crucial so as to
construct and maintain masculinity:

“The constitution of masculinity through bodily performance means that gender is
vulnerable when the performance cannot be sustained... The body ... is inescapable in
the construction of masculinity; but what is inescapable is not fixed” .

These bodily ideals concerning masculinity, especially in a consumer society in which the
media and visuality occupy culturally significant position, are being constructed by television
programs, magazines, films, advertisements etc. However, the representation of masculinity
through the body in media is not a fixed character, so that different masculinities constituted by
different bodily traits can be found. What is problematic is how those diverse body traits are
related to each other; and how this process contributes to the construction of hegemonic
masculinity. Hegemonic masculinity in this context is seen as a form of masculine character that
has been culturally idealized, a pattern of masculinity celebrated and exalted by role models
(Carrigan et al. 1985; Connell 1990). According to Araiina et al. (2018, 86) a particular model
of masculinity is thus constructed within media representations which define the right ways of
being a man (Hanke 1998) and play a significant role in turning the “normative” into the
“normal” (Kimmel 1993). Placing women in an inferior position, othering of gay men, the
associating of masculinity with being tough and competitive are the prominent characteristics of
hegemonic masculinity in a contemporary world (Connell 1990). The set of idealized standards
for men includes courage, strength, emotional stability and rationality, as well as the continuous
preoccupation of proving gender to others (Coston & Kimmel 2012). The exaltation of
hegemonic masculinity is the way in which the gender order is stabilized (Connell 1990) and the
reason why gender operates as a mechanism of marginalization (Coston & Kimmel 2012).

Hegemonic masculinity as a theoretical concept is being employed in media studies in order
to map the relations between different masculinities. However, it should be noted that it implies
the dynamic nature of gender relations and thus it is not a fixed character type (Connell 2005).
Thus, media representations of masculinity may be varied; different and controversial
masculinities can be involved by media instruments. Despite this controversy, there might be
culturally dominant ideals of masculinity that circulate within cultural texts consumed by
people. As Hall suggested (2005), messages are the production of television defining and
constructing meanings, assumptions and knowledge that being inherently dominant and
hegemonic. However, it doesn’t constitute a solely closed system and doesn’t necessarily
guarantee or determine the reception of the audiences, which means that the meanings produced
by the receivers of the television content might either be in cooperation with hegemonic
messages or that the meanings of the receivers can also be contradictory to the dominant
messages produced by the media. Briefly, although media encodes the information revolving
around the dominant and hegemonic discourse audiences can still hold a position to decode the
messages in a contrary way or vice versa. Therefore, the importance of this study is that it
doesn’t rely in its focus upon the representation of masculinity; rather its importance stems from
the fact that it also takes the gaze of the audiences into account and seeks to illuminate how they
(audiences) consume these representations and how they relate themselves to these hegemonic
masculine ideals.
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Turkish Television Series

Turkey in fact, in a few years, has developed from nothing to the world's second largest exporter
of television dramas after the US. According to the Istanbul Chamber of Commerce revenue
from overseas sales of television shows surpassed $350 million in October 2016. It was $10,000
in 2004. Executives at MIPCOM, where the world's television industry gathers, estimates the
market will pass its target of $1 billion from exports by 2023. The study also shows audiences
in nearly 100 countries watch Turkish television dramas and Turkey ranks after the U.S. as
second in the world in drama export with $350 million in revenue. In recent years, Latin
American countries in particular watch Turkish soap operas, which are among the top 15
programs in those countries. Overtaking the place of the countries like Brazil and Mexico,
whose soap operas were very popular in the past, Turkey now exports television dramas to these
countries (Irani 2017).

According to the statistics provided by Turkey Statistical Institute (TUIK), in Turkey, within
the domain of cultural activities, people give 91% of their time in order to consume audio —
visual media and 87% of that time is being portioned for watching television (available on
http://www.turkstat.gov.tr/Prelstatistik Tablo.do?istab_id=1252, accessed on 21 October 2018).
Television dramas, including soap operas in which personal and domestic narratives are
frequently the central part of storylines, dramatize personal life, over and above questions of
power, politics, economics, social structure, religion, science or ethics (Carroll 1996; Creeber
2001). These customized storylines touch on shared human pastimes and experiences which
anyone can pick out within his or her daily life, experiences and understanding (Giles, 2002). It
may additionally permit audiences to experience that they are collaborating in a real story which
is taking place just next to them, empathizing with the characters and caring about what happens
to them (Carroll 1996; Creeber 2001; Kincaid 2002; Hobson 2003). To a greater extent, major
aspects of television drama series such as, “intimacy” and “continuity” or “serialization”,
engender a deeper degree of audience engagement and eventually becoming identifiable,
empathetic and discursive to mass audiences (Newcomb 1974; Valaskivi 2000). Through this
process of personal engagement in the consumption of television series, associated with
familiarity, empathy, identification and reflection, greater personalized symbolic meanings are
allowed to the beholders of the gaze (Riley et al. 1998).

Methods

This study made use of qualitative research, particularly descriptive textual analysis from an
inductive reasoning approach, moving from specific observations to broader generalizations and
theories. In inductive reasoning, we begin with specific observations and measures, begin to
detect patterns and regularities, formulate some tentative hypotheses that we can explore, and
finally end up developing some general conclusions or theories. Inductive reasoning, by its very
nature, is more open-ended and exploratory, especially at the beginning. The following are some
of the purposes underlying the development of the general inductive approach. These purposes
are similar to other qualitative analysis approaches. 1. To condense extensive and varied raw
text data into a brief, summary format. 2. To establish clear links between the research
objectives and the summary findings derived from the raw data and to ensure these links are
both transparent (able to be demonstrated to others) and defensible (justifiable given the
objectives of the research). 3. To develop of a model or theory about the underlying structure of
experiences or processes which are evident in the text (raw data) (Thomas 2006). The case
study, as Cresswell (2014: 95) suggested, is an inquiry design that can be utilized in order to
focus on TV contents, events, and processes. Therefore, the case study is considered by
researchers, apart from the thematic analysis which is discussed below, as one of the convenient
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methodological tools this article relied upon in order to analyze the series at stake. The article is
organized around these methodological stances, and the research questions of the study were
determined as follows:

1. How is the main male character being represented in the series (EK)?

2. How can the representation of the male character be considered in regard to
hegemonic masculinity?

3. How do women audiences in closed Facebook group about the series (EK) read this
represented masculinity by way of the parasocial interaction they build with the male
character?

Case Study

The article is based on the case study of television romantic comedy drama Erkenci Kus (EK).
This series is about a young ordinary woman Sanem from a working middle class family who
works in her father’s bakkal (grocery store). From Episode (Ep) 1 the audience sees Sanem
(heroine) being forced to get a full time job by her family or face the consequence of being
married off. She then takes on employment in an advertising company Fikri Harika where her
sister Leyla works. In Ep2 she finds herself in a difficult situation where she is required to
betray the trust of her boss Can Divit by his brother Emre Divit. Eventually in Ep10 onwards
romance develops between Sanem and Can and from Epl6, the series revolves around the
internal conflict of the characters in developing their relationship while intertwining with the
lives of the other characters on the show.

Platform, Sample and Data Selection

We began with participant observation, as this is the first step in ethnographic studies. (Schensul
& LeCompte 1999, 91). Participant observation was considered critical in defining and directing
relationships with informants, helping the researcher to gain a sense of how things are structured
and prioritized, how people interrelate, and what the cultural criteria are, showing the
researchers what the participants consider important in terms of etiquette, leadership, politics,
social interaction, and taboos, and helping the researchers to become more active.

We decided on the Facebook closed group page ‘Erkenci Kus for English Speakers’ as our
aggregated search engine of choice, since it is limited to every member who has ever
commented on the page and limited any outsiders from commenting as well. All messages were
selected for analysis regardless of who wrote them, when they were written or any other
considerations (Zrebiec & Jacobson 2001; Armstrong et al. 2012). By including all participants
and messages in the analysis, it ensures that the results will be representative of all group
members (Smedley & Coulson 2018, 12). The purpose of this information is to aid in creating
the data set, and eventually later, offer more dimensions for our analysis of the thematic map.
Using three different search terms - Can, Can Divit, Canem - the resulting data corpus consisted
of 486 articles from September 30, 2018 April 5, 2019, eliminating all irrelevant sets including
the verb ‘can’ with no relevance to the criteria set. In the next step, these articles were analyzed
for inclusion into the data set allowing concepts and ideas to merge naturally. The researchers
consider that an individual’s desire to participate in an online community is a result of the said
individual determinant (e.g., positive anticipated emotions and desires) and community
influences (e.g., social identity). The researchers also consider that some individuals known as
‘lurkers’ may not decide to actively participate in online communities. Instead, rather than
engaging with other users online, they may decide to unobtrusively read, but not write about
their consumption interests (Bagozzi & Dholakia 2002). Permission was sought and granted by
the participants of the online closed group.
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Thematic analysis

This research is based on the thematic analysis methodology (Braun & Clarke 2006; Aronson
1994). This is a method of analyzing data by identifying patterns and organizing them into
themes. The thematic analysis process as described by Braun and Clarke (2006), is simplified
and includes the gathering of all relevant content within a specific time frame pertaining to the
research study.

This raw data constitutes the data corpus and relevance, and all invalid or irrelevant content
is weeded out. The remaining data is the data set and from here initial codes are derived and
categorized. “Codes identify a feature of the data (semantic content or latent) that appears
interesting to the analyst...” (Braun & Clarke 2006, 18). This coding allows the researchers to
organize the data into meaningful groups. In terms of the generic inductive approach, Thomas
(20086, p. 242) argues that the data analysis procedure is to develop categories into a framework
or a model. This framework can summarize the raw data and convey key themes or processes.
These categories are developed from the coding.

This strategy has five steps: initial reading of text data, identification of specific text
segments relating to the objectives, labelling the segments of the text to create categories,
reducing overlap and redundancy among the categories, and creating a model incorporating the
most important categories (Liu 2016, 132). This approach is particularly useful for describing
and organizing data in accord with a pre-determined theoretical framework of parasocial
interactions mentioned above.

We first familiarized ourselves with the sample data and independently generated initial lists
of theme codes. We then compared our lists, discussed differences, and settled upon an initial
set of codes to use when tagging the sampled data elements. In addition, we agreed each
researcher could add codes to the list, and we would later discuss these additions. Next, we each
independently reviewed each of the sample data elements and inspected any photos or videos
included in the post to discern meaning. The researchers manually classified and analyzed such
text data. Out of 1,830 available Facebook posts, 486 posts were subjected to analysis after the
removal of miscellaneous posts which included redundancies and posts with no comment or
text. We then tagged it with up to 5 theme codes believed to be relevant to the post. We
compared our updated lists of theme codes, resolved differences, and discussed the processes
we each employed. During the early course of those discussions, we agreed to shift away from
applying a strictly semantic lens (word meaning) when analyzing the data elements and toward
a more interpretive lens (statement intent). This was necessary, as intent was not always clearly
conveyed in just the post text. An interpretive lens was necessary to induce meaning from the
visuals, which ultimately resulted in coding the post as both visuals and text. We made several
iterations through the entire sample. Once we reached consensus on the final set of codes and
coding of all data elements, we developed names and definitions for each theme code. We then
spent time analyzing the individual theme codes to identify similarities in purpose and intent to
group the codes into theme content categories and subcategories. Finally, we used that
information to develop our thematic web of content. Over the course of several months and
using the theme categories and subcategories identified we each independently reviewed and
tagged each data element in the new sample with up to 6 theme codes deemed to be the most
relevant to the post intent based on the literature reviewed.

Thus, through an examination of participants’ Facebook text messages, discursive practices,
and the broader social context in which Facebook interaction unfolds, the negotiation and
hidden manifestation of usage was grasped (Rambe 2012, 299) specifically posing the following
question to identify (1) the parasocial interaction as prescribed by the literature (2) the
masculine traits identified which results in the interaction.



Parasocial Interaction and Transnational Online Communities: A Case Study of “Erkenci Kus” 491

Results

The Facebook closed group was called ‘Erkenci Kus for English Speakers’ hence the
conversations amongst participants were held in English which is natural. The group was
formed on 11" June 2018 before the first episode was aired. As of the 23" episode of this series
there were 19,368 members, not all of which were active participants on this group. Many users
who were out of the country or did not live in Turkey watched the series via Canli television
live streaming on YouTube and eventually watched the show with English subtitles after the
show was translated. A number of links were also passed on by the participants during the
exchange of content. A ‘watch live’ viewing party was also created weekly in the group to
encourage participants to view the show live and comment. Based on observation, the live
stream of the show attracted an average of 75,000 views worldwide, which started only from
epl10. From the observation it was found that participants found great pleasure in viewing this
show, social relations were created around a common content and participants were obsessed
with the main male character of Can Divit. There were also free expression of opinions and
criticisms allowing to define the fate of the plot and participants suggestions of plot
development was somehow suggested to the producers, scriptwriters, building opportunities for
new stories.

Descriptive Analysis

Male Character ‘Can Divit’ and Masculinity

The textual and visual analysis of the episodes indicate, the character Can Divit is presented as a
model of hyper masculinity marked by aggression, strength, dominance and competitive drive.
The construction of this character tends to uphold sex-role and trait stereotyping and refers to
realities or characteristics such as behaviors, beliefs and actions that are exceptionally masculine
in nature (Wober & Gunther 1988; Ricciardelli et al. 2013, 119). He is accepted to be physically
powerful with the musculature acting as a signifier of strength, power, control, inflated
presentations of toughness, heterosexuality and a focus on sports, cars and fighting (Morgan
1993; Ricciardelli et al. 2013, 119). He is also seen to accentuate the dominant position of men
in society which present us with the hegemonic ideal of the productive, self-sufficient, rational
and relational issues in the context of power dynamics and interactional presentations. This
traditional masculinity is defined by such characteristics as independence, sociability,
proficiency, competitiveness, and dominance (Winstead & Delege 1993). Media representations
of this character played a role in reinforcing ideas about what it means to be a “real” man in
society. He is depicted as athletic - playing football (ep5), weight lifting (ep23), boxing (ep8),
and an adventure seeker - white water rafting (ep1) and portrayal of chopping wood (ep5). He is
the CEO of Fikri Harika, an advertising company and is known to all as ‘patron’ (boss) and
therefore able to make decisions, solve problems and in this capacity network with international
businessmen (ep4, epl8, ep20) and therefore able to speak multiple languages (ep4). He is
financially independent and this is through the ownership of his own house and cabin in the
woods (ep4) and vehicles such as a truck and motorcycle (epl,ep2). He is also portrayed as able
to bond with other male characters over alcohol and conversations about girls (ep13) and is
rewarded for self-control and the control of others (ep5), aggression and violence (ep7), and
physical desirability — bare chested (ep2), in a towel (ep19), in workout gear (ep22).

As mentioned by Earp, Katz and Katz (1999) and concurred with from this study, the
media’s portrayal of men tends to reinforce men’s social dominance, the majority of male
characters in the media are heterosexual and more often associated with the public sphere of
work, rather than the private sphere of the home, and issues and problems related to work are



492 Sharon WILSON & Cihan ERTAN

more significant than personal issues. This is seen through Can Divit’s decision to sell his own
home to raise funds to ensure the advertising company stays afloat during difficult times (ep22).
His dominance over other female characters such as his co-star Sanem can be seen in the
depiction of him grabbing her arm and telling her that “your scent only belongs to me” (ep20).
In this context it is clear through the traits of the main character and his interactions with all
other characters, Cey Cey, Leyla, Emre, Aylin, Deren, Gulitz, Pollen etc. in the show that men
could benefit from patriarchal privilege without personally being engaged in direct acts of
aggression or the oppression of women. These exists a compromise with women rather than
exercising upfront domination or contested displays of authority.

Masculinity in this sense is highly desired as is establishing oneself within one’s community
or society is central to “being a man”. What is evident is the fact that the parasocial interaction
created the basis for ‘female gaze’ through the hegemonic masculinity of the attributes of the
character Can Divit. The clichéd representation of masculinity have in fact attracted female
viewers to the show and infinitely launched a parasocial interaction with Can Divit and
continuous discussion with other members of this online community. This created a certain
connectivity between users of the group and a like mindedness for the show and the character.

The study brought about five main themes which were attributes frequently mentioned by
the online community posts including mental attractiveness, (imagined) physical attractiveness,
and perceived similarity between user and television character, (imagined) interaction with the
character, sexual attraction and perceiving the character as a friend These themes tie both
parasocial interaction and hegemonic masculinity in a symbiotic and cyclical manner which
contributes to the audience reaction, interaction and engagement.

Mental Attractiveness

The users were attracted by the characters mental simulation and at some points they were
relating the character with the actual person.

P3: Can Divit considered himself an educated man. Not just a smart man. He understood
quite well the difference between knowledge and the use of that knowledge. He understood
the difference between possess...

P3:1I can’t get over of him...he always kill me inside and out with his masculine
body and smile. I love the way he is...

P4: Is just one package, what a girl ever wants in her life

P13:He is clear headed, decisive, and creative-minded. His best characteristic is
that he doesn't judge anyone on the basis of financial status and past actions...
Seems like he only ever needed to be tethered to his soulmate to actually deal with
a disaster and learn to forgive others.

Physical Attractiveness

The physical attributes of the media character seem to be a source of attraction for the users.
The more masculine he was, the more they anticipated an interest for him. The users were
surprisingly attracted to all the traditional facets of masculinity as prescribed by the literature.

P18: He’s smile, he’s eyes..body you name it he’s got it!!

P21: 1 like the fact that he is manly, rugged, romantic when he wants to be, he
isn’t a womanizer, he only goes after one girl, the one who catches his eye
(Sanemy)...

P15:1 agree, we all love Can for his looks...

Physical attractiveness, thus, is a potentially strong determinant of first impressions. The effect
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is pervasive, occurring in a large array of impression responses from the audience. We assume
that the perceivers typically associated attractiveness with other desirable characteristics (e.g.,
likeableness, social competence) in this context the media personae’s charm, likeability and
complex dynamics with other characters.

Perceived Similarity Between User and Television Character

The utterances below clearly state that a majority of online female gaze looks while the male
body is looked at; it attempts to show masculine identity cannot be interpreted separately from
the image of men projected by, or perceived to be projected by, women.

P There is just something about him...he’s charismatic & its as though his potent
magical pheromones penetrate our screens. Makes me feel like a teenager again
with a major crush (even when he’s in his asshole/bastard mode).

P11: Ladies...l just ordered this jacket cause it reminds me of the one Can had

on@eL

Hegemonic ideals of manhood were prominent throughout this analysis. The users also came to
know and imaginatively felt that they were interacting with the character Can Divit and they
seem to have the feeling that the ‘character’ would respond back. The users also felt that by
copying his style, they would feel some kind of affinity with him.

Perceived Interaction with the Character
The interactions of the audiences both with the male character and supporting characters in
some instances can have a form as if it is face-to-face and primary (Lopata 1965), is not
mediative which is one of the main features of parasocial interaction developed with characters
represented in the media. It can be seen from the quotations presented below:

P9: Note to Can Divit : Please kick out Polen out of your house. We fans are getting agitated

that she is tarnishing your cute dimple personality to a mouse.

P10: Mr Can, could you become my trainer? You can scream at me, touch me, punish me,

bind me...

P11: Please beat him Can Bey...we would love to see this (referring to the main character and

supporting character)
It should also be suggested, as can be seen, that the nature of the parasocial interaction with the
male character is not never divorced from the hegemonic forms of masculinity.

Sexual Attraction

At the same time, the comments which sometimes seemed sexual in nature also portrayed the
character as a protector, a person who is physically fit, strong and dominating. The majority
women audience of this show were driven by the sexual attraction for the character Can Divit.
Women seemed to be forward and suggestive in their comments and reiterated that they would
leave their realities to be with the character who is fictional.

P19:What comes to my mind and probably to some of you too is ...Because when
Can closes his eyes | think SEX. When he opens his eyes, | think SEX. When it rains
I think sex with Can and when it stops raining | think Can must be showering
obviously naked ...so sex again! In case anybody wonders what do | think when
Can or EK are involved.

P6:His looks killed the episode. He looks super hot...

P12:He ‘ooozeeees’ Sex with every move he makes !

P18: Can Divit.. | am lonely wanna catch up?
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P19:1 am ready to become a loner for him. | have decided to ditch my husband and
kids and go to Turkey on my own (Whenever | collect enough money)

P20:Lunch is served, Who's hungry???Sidebar: Is it just me or is Can Divit when
Angry, Pissed off at Emre, He is Sorta, kinda, ya know, a lil bit, Yassss, Lord have
mercy, Tie me up, in some type of way, HOT AF?!!111I

All this user generated contents cannot simply be considered as the thoughts of the audiences
concerning the protagonist as to how sexy he is. Further, they are the discourses produced by the
viewers that constitute the legitimate ground for hegemonic masculinity which defines how a
man should be, should look like, and should behave.

Perceived Character as a Friend

The viewers came to feel that they know the character as a friend as well as they would be
neighbor, colleague or their own friend. The users developed an intimate social relationship
with the media character Can Divit and expressed their wanting to have or hoped to have a
relationship with the character and this was represented through the portrayal of the male
character as below:

P12: Can Divit is a professional photographer with a sensitive heart. He is a man
of contradictions...His father runs a successful advertising agency but Can prefers
to work with human rights associations and NGOs working for refugees. He
belongs to the nature.... he doesn't follow the fashion trends, he creates his own
brand where he wears whatever he likes disregarding public views...

P14: The scene was so sad. I felt Can bey’s pain

P16: When you hurt yourself don’t go to a doctor. Because Can Bey will do it for
you.

While the users were perceived to be interacting with the character, a few users were also
defensive of the character Can when others would condemn him which inferred that they did not
see Can as a media personae but as one of them.

P64: If I'm sad for Sanem, I'm sad too reading some comments(lol). Please
don’t treat Can as a cruel person. He was hurt, he is stubborn its true. But in
their happy moments, he is kind, attentive, caring for her, funny. He values his
work. He is a good person, rather nice and loved by his employees. Don’t
destroy him.

Some viewers — admitting to being ‘feminists’ seem to overlook this and embrace the character
as ‘being alpha male’ (the character kidnapped the heroine by carrying her fireman style and
placing her in his truck - Ep34) prescribed and justified the action as something that the heroine
could do to bring him to the point of sanity and admitted that the character ‘was finally ready to
talk, to listen, to get it all out on the table. Can, who has to have basic control in his head for any type of
clarity’.

In Ep34 also, the male character seem to move out of the traditional form of masculinity. This
was mentioned by a viewer who felt that in previous episodes,

Can combated his feelings in what he and we thought was out of pride, out of
mucho-ness. But really, the core reason of Can’s actions was the fear of
getting hurt again. When he completely let go of that fear, he was faced with
an even bigger fear- the fear of losing the one thing in his entire world that
gives him life.
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This in many ways contradicts the stereotypical masculine traits of egoism, pride and not
demonstrating emotions, but the authors believe that the media character navigates his character
as hegemonically masculine to the point then even when his character had demonstrated an
opposite of dominant masculinity, the viewers were still accepting of his ‘maleness’ and could
not fault him for his need to be ‘unmasculine’.

Conclusion

The purpose of this study was to focus on two important areas, that of parasocial interaction and
masculinity which is seen to exist cyclically during the parasocial interaction of viewers with
the character. The users are influenced by the media character and by his overarching masculine
traits which seem to be very stereotypical. At the same time, because of the male characters
authority and screen personae this influences the parasocial interactions of users online.
Hegemonic masculinity suggests that masculinity exercises an epistemic authority in modern
society and is focused on particular constructions of masculinity shaped by the setting and their
social relations as mentioned by Kronsell (2005). The male character in this series clearly was
developed as an archetypal male that is heterosexual, operating in a range of actions and
commanding authority from other characters around him. It is believed that the hegemonic
construction of masculinity was purposely designed to accentuate this male character’s
dominant position in the series (society).

At the same time, it is clear that the users have built an online community which embraces
the characters dominance, authority and ‘maleness’. Thus it can be suggested that the women in
the study consume the hegemonic ideals of masculinity represented in the series Erkenci Kug
“inside the dominant code” (Hall 2005, 126) and that their pleasure stemming from the
consumption of the T.V. content in question is hegemonic pleasure (Fiske 1990, 49). The
authors identified that the users online were engaging and interacting with the show and with
other online users using the male character as the focal point of discussion. Our results provide
support for the assertions of Gunter and Wober (1982) that the construction of this character
upholds sex role and trait stereotyping and concurs with Earp et al. (1999) that there still exists
the portrayal of media characters that reinforce male social dominance. This in turn seems to
attract ‘female gaze’ which seems voyeuristic in nature. Hegemonic masculinity nevertheless
can be seen to be changing and revolving. To retain its privileged position, it must adjust to
meet contemporary society’s demands and to avoid the threat posed by an increasingly powerful
and outspoken transnational online community made up of a majority of women. These
adaptations include the feminization of masculinities as mentioned by Barthel (1994) as men are
encouraged to engage in the consumption, to be concerned with their appearance, to be
engaging with their emotions and as male bodies are objects of display subject to the female
gaze.

We noted that the Turkish series sexualizes the male body and Can Divit is being
characterized as the epitome of the ‘real man’. That being said, there seem to be a progress in
the way certain traits are being incorporated such as the showing of emotion and the more gentle
natured characteristics which is deemed peculiar to hyper masculinity or hegemonic
masculinity. The perception that attractive individuals elicit positive reactions from others and
the media portrayal of attractiveness as critical to heterosexual popularity and social attention is
clearly defined in this study.

Our current analysis also did not consider the cultural aspect of how Turkish men are
particularly depicted or the extent in which certain traits may be exclusive to the region in
question. Future research may include the uniqueness of culture and in-depth interviews may be
applicable to understand the mindset of the users. The need for an experimental study to
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consider views of those who have not viewed the series or the audience being all male may
project an interesting and unique take on the perception of masculinity and masculine traits.

Media representations of the male character on television has changed over time. With
women coming to the forefront of characterization, men are slowly being evolved in the media
to include different forms of masculinity such as metrosexuality in terms of grooming, fashion
and aesthetics. Care, nurturing and being emotional is understood as a part of masculinity today
and confers a model that rejects patronizing and overprotecting and instead emphasizes dignity
and social identity through humor, complicity, and activities outside the domestic space.
Nevertheless, hyper masculinity and hegemonic masculinity remain dominant due to its
malleability, to mold itself into emerging or new forms of masculinity. The image of women
being objectified through the ‘male gaze’ has always been common, but in this context it is clear
that men can also be objectified through portrayals in the media and popular culture. However,
it should be considered that this argument always stands on a slippery slope since while women
can occupy a position through where they can be the actors of the ‘gaze’ and thus can have
empowering experiences (Fiske 1990), this position itself can provide a space in which
hegemonic ideals might be maintained.

This paper has provided an idea as to how parasocial interaction might be used to
understand online communities who gravitate towards male characters who dominate the screen
with hyper masculine traits which are hegemonic in nature.
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