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Abstract

The phenomenon of simulation in the postmodern era represents one of
the most profound cultural, philosophical, and aesthetic challenges of con-
temporary society. In this period, the proliferation of digital technologies,
social media platforms, and visual media has increasingly blurred the bound-
aries between reality and representation, creating a world dominated by
simulacra, substitute images, and virtual constructs. In such a world, signs
no longer merely reflect reality but actively constitute it, shaping human
perception and experience in ways that diverge fundamentally from tradi-
tional forms of representation. This transformation has gradually shifted the
experience of contemporary individuals from a direct, lived reality to an ex-
istence mediated by images, simulations, and digital reproductions, where
engagement with the real is increasingly indirect and technologically medi-
ated. Within this context, cultural and artistic productions—especially cine-
ma—are no longer simply mirrors of reality; rather, they act as creators of
alternative realities, constructing experiences that both reflect and gener-
ate worlds beyond the empirical or tangible. This study examines the film
Parallel, directed by Isaac Azban, through the theoretical lens of Jean Bau-
drillard. In his works, including Simulacra and Simulation (1981) and The
Perfect Crime (1990), Baudrillard introduced concepts such as simulation,
simulacra, and hyperreality, demonstrating how signs and images can dis-
place reality and obscure its absence. In the postmodern era, it is no longer
possible to draw a clear distinction between reality and its representation.
Signs operate autonomously, producing a reality that may no longer corre-
spond to the physical or objective world. From this perspective, Parallel pro-
vides a concrete example of how postmodern cinema enacts simulation vi-
sually and narratively, illustrating how narrative structures, mise-en-scéne,
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and aesthetic strategies collaborate to create parallel realities and hyperreal
experiences. The methodology of this study is qualitative, based on semiotic
and narrative analysis. It emphasizes the interplay between image, identity,
and technology within the film’s narrative structure, visual design, and over-
all aesthetics. We pay particular attention to the representation of mirrors
and digital imaging as tools for generating parallel realities. Findings reveal
that the mirror in Parallel functions far beyond mere reflection; it serves as
a technological medium through which alternative realities are constructed.
Mirrors do not simply reproduce the visible world; they actively participate
in the reproduction of reality, facilitating the emergence of parallel versions
of events. This mechanism exemplifies Baudrillard’s notion of simulation, in
which images do not reflect reality but produce it. The narrative structure
further illustrates the implications of this process for human subjectivity.
Characters are trapped within continuous cycles of replication and repro-
duction, where distinctions between original and copy are erased. Human
subjects are dissolved into a network of simulacra and digital imagery, expe-
riencing existence as ongoing interactions with replicated and simulated
worlds. This scenario aligns closely with Baudrillard’s concept of the "per-
fect crime," in which the real is eliminated and its absence is masked by
proliferating images. In this framework, the mirror functions as a metaphys-
ical instrument, enabling hyperreality—a realm where time, space, and hu-
man perception collapse under technological mediation and digital com-
pression. The film demonstrates how imaging technologies can create
parallel worlds, replacing direct human experience with mediated experi-
ences of infinite reproductions. A notable aspect of Parallel is its intertextu-
al references to classic cinematic works, including The Godfather and Fran-
kenstein. These references operate on multiple levels: evoking historical
and genre-specific contexts while creating layers of representation within
representation. This meta-cinematic strategy exemplifies the precedence of
simulacra over reality, showing how cinematic texts themselves participate
in producing hyperrealities. The film not only discusses reality but also reen-
acts the mechanisms through which digital realities emerge. This self-reflex-
ive quality demonstrates a key feature of postmodern cinema: narrative,
image, and audience perception are interwoven in a complex process of
simulation, prompting philosophical inquiries into reality, identity, and au-
thenticity. From an aesthetic perspective, Parallel demonstrates a sophisti-
cated use of lighting, color, and spatial composition to visualize the transi-
tion from lived reality to hyperreality. Warm, natural environments
gradually give way to cold, artificial, and lifeless spaces, symbolizing the hu-
man estrangement from direct engagement with the real and immersion in
digital reproductions. These transformations are not merely stylistic; they
align with the narrative and mise-en-scéne to shape audience perception
and reinforce postmodern hyperreality. The visual shift underscores the on-
tological consequences of simulation—human experience is mediated by
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signs and technological frameworks, displacing authentic engagement with
the physical world. Narrative loops and repetition further illustrate how
postmodern cinema disrupts conventional linearity. Events recur in parallel
versions, creating a networked temporality contrasting traditional chrono-
logical experience. Characters exist within overlapping layers of reproduced
actions, demonstrating that in hyperreality, human experience is multi-lay-
ered rather than linear. Through these strategies, Baudrillard’s concepts of
hyperreality and simulation are translated into a tangible cinematic experi-
ence, allowing viewers to encounter these abstract theories perceptually.
The relationship between technology and human identity is another crucial
dimension. In Parallel, characters constantly interact with digital represen-
tations, which mediate their perception of themselves and their surround-
ings. Human identity is constructed and destabilized within networks of sim-
ulacra. The subject is no longer the origin or locus of reality but participates
in producing parallel realities. This underscores a postmodern thesis: in dig-
itally mediated contexts, identity is fluid, contingent, and embedded within
technological processes. Human subjectivity is redistributed across net-
works of simulation, emphasizing the inseparability of perception, technol-
ogy, and constructed realities. Moreover, the mise-en-scéne and spatial de-
sign strategically use every visual element—mirrors, reflections, light,
color—to interrogate reality. Cinematic devices achieve metaphysical signif-
icance, allowing audiences to experience hyperreality directly. The interplay
of visual representation and narrative construction renders the film a medi-
um through which philosophical and critical questions about reality, authen-
ticity, and perception are raised. The film transforms the cinematic appara-
tus into an instrument for experiential inquiry into postmodern conditions.
Consequently, Parallel can be regarded not merely as a cinematic adapta-
tion of Baudrillard’s theory but as its embodiment in visual and narrative
form. Narrative, image, and audience perception are deeply intertwined,
generating a philosophical and aesthetic discourse that actively engages the
viewer. The film exemplifies how postmodern digital cinema, through simu-
lation, imaging technologies, and complex representational strategies, dis-
solves the boundaries between reality and representation, situating human
experience within endless reproductions and hyperreal constructs. This
analysis highlights broader cultural and philosophical implications. In the
postmodern era, human experience is intertwined with digital media, net-
works, and imaging technologies. Contemporary individuals become net-
worked subjects, whose identity, perception, and lived experience are
shaped by simulation, reproduction, and hyperreal representation. Parallel
functions not only as a cinematic text but also as a visual and narrative map
of profound transformations in human experience, showing how technolo-
gy mediates, constructs, and destabilizes both reality and subjectivity. In
conclusion, this study demonstrates that Parallel, by employing simulation,
imaging technologies, and layered intertextual representation, poses funda-
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mental questions about reality, identity, and authenticity. The film illustrates
that postmodern digital cinema does not merely reflect the world but ac-
tively constructs it, replacing lived human experience with endless cycles of
signs and hyperreal experiences. This study provides a foundation for future
research on digital cinema, media philosophy, and the role of technology in
shaping human experience, showing that in the postmodern era, images
and signs displace reality, producing a multi-layered, networked, and hyper-
real condition in which human subjectivity is continually transformed and
mediated. Ultimately, Parallel exemplifies the philosophical and aesthetic
implications of postmodern simulation, demonstrating how cinema func-
tions as a mirror, a creator, and a critical lens on reality. Through narrative,
visual composition, and intertextual references, the film transforms theoret-
ical insights into perceptible experiences of hyperreality. By highlighting the
collapse of linear time, the multiplication of parallel versions, and the disso-
lution of human subjectivity within networks of images, it provides a pro-
found meditation on contemporary existence, situating the viewer at the
intersection of philosophy, aesthetics, and digital experience. It is precisely
in this capacity—where cinema moves beyond reflection to active reality
construction—that Parallel becomes both an artistic achievement and a
paradigmatic example of postmodern digital cinema’s ability to interrogate
and redefine human experience.

Keywords: Jean Baudrillard, Simulation, Simulacrum, Hyperreality, Post-
modern Cinema, Parallel
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