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Abstract: This paper examines how White Noise demonstrates hyperreality through
supermarkets, media, and pharmaceuticals. Drawing on the theories of Jean Baudrillard, Fredric
Jameson, Mark Fisher, and Edward Casey, I argue that these spaces function as simulations that
shape perception by masking existential anxiety in the postmodern consumer culture. The
analysis progresses from external to internal forms of hyperreal spaces. The supermarket offers
an illusion of order and abundance as a space of reassurance through consumption. Media
produces a continuous flow of images that structures the mind while leading to emotional
numbness. Pharmaceuticals, represented specifically through Dylar, operate at an internal level
as a chemical solution to suppress the fear of death. These have one thing in common: they
provide momentary comfort while failing to offer genuine solutions. I argue that these hyperreal
spaces do not resolve existential anxiety but deepen it, revealing simulation as the defining
condition of postmodern consumer culture.
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Introduction to Hyperreality and Consumer Culture in White Noise

Don DelLillo’s White Noise, a defining postmodern novel first published in 1985, invites the
reader into a hyperreal world in which the boundary between reality and simulation is blurred
by technological advancement and hyperconsumption. The novel depicts an ordinary life in
American society, mediated by the consumption of goods, media, and pharmaceuticals,
particularly the fictional drug Dylar, which promises to cure the fear of death. In the postmodern
condition, individuals lose authentic contact with each other and their surroundings,
experiencing their world through signs and simulations that mask the absence of reality. White
Noise examines hyperreal promises of consumerism in supermarkets, media, and
pharmaceuticals as spaces where consumption is framed as a solution to existential anxiety
while claiming to offer comfort and escape from mortality.

This paper addresses the central question: how does White Noise portray hyperreal promises
through supermarkets, media, and pharmaceuticals that, in fact, reveal the characters’
existential anxiety? It argues that consumption, whether of goods, media, or drugs, functions as
a coping mechanism, providing only temporary comfort while masking deeper existential
anxiety. Ultimately, the novel demonstrates that these hyperreal promises offer no true
resolution; instead, they deepen existential dread through emotional numbness in a world where
reality and simulation are entangled.

The theoretical foundation of this study draws on four thinkers whose ideas intersect with

DelLillo’s critique of postmodern consumer life. Jean Baudrillard’s concept of hyperreality and
simulacra provides the central framework, explaining how simulation replaces reality in
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postmodern culture and how the novel's consumer spaces function as staged environments that
substitute signs for substance (Baudrillard 1994). Fredric Jameson’s understanding of
postmodernism as the cultural logic of late capitalism introduces the concepts of depthlessness
and the waning of affect, illuminating how repetitive consumer rituals erode emotional and
historical depth (Jameson 1991). Mark Fisher’s notion of capitalist realism builds on Jameson's
framework to explain why alternatives to consumption seem nearly unimaginable and how
capitalism operates not merely as an economic system but as a cultural condition that structures
everyday reality (Fisher 2009). Finally, Edward Casey's distinction between space and place
clarifies the spatial dimension of the novel’s hyperreal environments: where places are
grounded in memory, identity, and human attachment, the spaces are abstract and detached,
lacking any authentic connection to lived experience (Casey 1997). In this context,
supermarkets, screens, and pills operate as spaces constructed by DeLillo.

Together, these frameworks map how White Noise depicts a society organized through
simulation, where consumption becomes a form of psychological survival. While Baudrillard
and Jameson serve as the established theoretical pillars of postmodern critique, the integration
of Fisher and Casey offers a fresh perspective largely overlooked in existing scholarship on the
novel. Fisher’s lens reveals why the characters cannot envision a life outside consumerist logic,
while Casey’s spatial theory grounds the analysis in the specific environments DeLillo
constructs. Notably, White Noise does not merely illustrate these conditions; it also parodies
them. DeLillo’s consistent exaggeration of shopping rituals, media language, and
pharmaceutical promises creates a critical distance that invites readers to recognize the
comforting illusions that structure their own lives.

This paper adopts an integrated approach to three hyperreal spaces that earlier studies have
tended to treat separately. Surprisingly, the pharmaceutical element in the novel—the fictional
drug Dylar—has received little critical attention despite its central role in the novel’s treatment
of death anxiety. By reading supermarkets, media, and pharmaceuticals as interconnected and
parallel hyperreal spaces, this study proposes a more cohesive reading of White Noise that traces
how simulation operates across multiple layers of everyday life. Structurally, the analysis
moves from external to internal: beginning with the supermarket as an external hyperreal space,
progressing to media as a semi-external domestic presence, and arriving at Dylar as the most
internalized form of simulation, operating not through images or commodities but through
biochemical intervention in the body itself. In doing so, this paper offers a fresh contribution to
understanding DeLillo’s work by filling a critical gap in existing interpretations.

1. Theoretical Framework: Baudrillard, Jameson, Fisher, and Casey

This section outlines the theoretical framework for analyzing White Noise by drawing on four
thinkers whose ideas are linked to the novel’s engagement with postmodern cultural
consumption. Jean Baudrillard’s notion of hyperreality and simulacra provides the central
framework for understanding how reality is replaced by simulation in postmodern culture.
Fredric Jameson’s understanding of the way time and space function in postmodern culture as
the cultural logic of late capitalism clarifies how space can be thought of in postmodern culture
in relation to cultural consumption. Mark Fisher’s notion of capitalist realism explains why
consumerism appears unavoidable. Edward Casey’s differentiation between space and place
clarifies how environments shape experience. Together, these frameworks map out the novel’s
concerns with hyperreal spaces of the supermarket, media, and pharmaceuticals.
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Jean Baudrillard (1994) argues that technological developments in late capitalist society have
caused representations to replace reality, creating a hyperreal world. In his work Simulacra and
Simulation, he argues that media, technology, and consumer culture create a system of signs in
which the distinction between true and false disappears (1994, 1-2). Hyperreality does not solve
problems; it replaces reality with comforting signs that mask them. Baudrillard's theory helps
explain how the Gladney family inhabits the world around them as a staged space: television
and the supermarket present a series of signs that claim to offer genuine experience. In this
framework, the comfort of television’s background hum and Babette’s pills function as
simulacra, appearing to resolve problems while masking the absence of anything real. The
promise of emotional satisfaction is an illusion contained inside the system of simulation,
masking the absence of real depth and resolution (1994, 12—13). In White Noise, the
supermarket, with its perfectly neat rows, gives an illusion of control; the media numbs the
viewers through a flow of images; meanwhile, Dylar symbolizes emotional disconnection
masked as a cure. These are not solutions to fear but simulations that reinforce it (1994, 79).

Fredric Jameson (1991) argues skeptically that postmodernism is characterized by
depthlessness, pastiche, and an endless present in which historical sense is absent (1991, 6). He
highlights that repetition and surface dominate contemporary consciousness and make
alternatives difficult to imagine (1991, 5-6). Postmodern culture reduces the past to a series of
simplified, repeatable images (1991, 4-5), and postmodern space is structured to deprive
subjects of their sense of direction (1991, 44). This aligns with White Noise, where
depthlessness is reflected in lives full of commodified possessions and activities that have no
emotional depth. DeLillo’s presentation of the supermarket, with its shiny aisles and organized
shelves offering thousands of product choices, is parallel to Jameson's idea of repetition and
waning of affect (1991, 10): the countless choices might promise relief; however, characters
feel hollow. In this sense, the novel illustrates Jameson’s theories by depicting characters who
move through a series of comforting simulations: shopping, watching TV news, taking pills that
carry no true meaning. “Postmodernism is what you have when the modernization process is
complete, and nature is gone for good” (1991, 65).

Mark Fisher's Capitalist Realism: Is There No Alternative? (2009) explains why it is difficult
to resist consumption in postmodern culture. Fisher argues that capitalism has become so
dominant that it is no longer perceived merely as an economic system but as the only possible
form of social reality. As he famously puts it, “it is easier to imagine the end of the world than
the end of capitalism” (2009, 2). Under capitalist realism, social anxieties are managed not
through structural change but through mechanisms such as consumerism and psychological
discourse. Capitalist culture thus normalizes overconsumption, media saturation, and
technological mediation as ordinary parts of everyday life. Fisher’s theory helps explain
hyperreal spaces presented in White Noise, such as supermarkets, media, and pharmaceuticals,
where consumer practices appear natural and unquestioned. In the novel, the characters
repeatedly participate in this consumerist cycle and are unable to imagine alternatives to
consumption as solutions to their problems. The supermarket, for instance, with its endless
commodities, offers temporary comfort while masking deeper anxieties. The characters'
routines of shopping, watching television, and relying on pharmaceutical solutions demonstrate
how capitalist culture structures everyday life and limits individuals’ ability to imagine a reality
beyond the systems that surround them.
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Edward Casey’s The Fate of Place (1997) offers a spatial framework that is particularly useful
for understanding the novel’s environment. Casey contrasts places and spaces, arguing that
“places are not merely physical locations but centers of felt value where biological needs,
cultural meanings, and personal histories interlace” (1997, 313). Where places carry emotional
attachment, memory, and identity, spaces are abstract and detached from genuine human
experience (1997, 2-3). His notion of space without meaning echoes Jameson's idea of
postmodern space as devoid of stable reference and sense of direction. Applying this to White
Noise, supermarkets, media, and pharmaceuticals function as spaces rather than places.
Although pharmaceuticals appear private due to their personal use, they are portrayed as
clinically and transactionally part of a broader consumer logic. Dylar, for instance, is not rooted
in any shared cultural memory or emotional space but offered as an impersonal product. The
drug represents a commodified escape from death while lacking a meaningful human context.
In this sense, the setting in White Noise is not a passive background but an active dimension of
the postmodern experience. Casey’s concept of placefulness illuminates how existential anxiety
manifests in specific spaces that cannot hold genuine meaning.

Overall, these thinkers help establish a new map for reading White Noise, tracing several
postmodern stages mediated by hyperreal spaces: supermarkets, media, and pharmaceuticals
that offer illusory and momentary comfort while deepening the disconnection from authentic
experience. While Baudrillard and Jameson serve as the foundational theoretical pillars, Fisher
and Casey are integrated here to offer a fresh perspective since they are not often explored in
White Noise analysis. Thus, this theoretical lens guides the following sections in mapping how
these ideas function not only as background but also as active agents in constructing meaning
within DeLillo’s novel.

2. Hyperreal Spaces Constructed Through Consumption

Baudrillard’s concept of hyperreality is not merely an abstract theoretical backdrop; it takes
place at the core of White Noise as the very condition in which the Gladney family inhabits their
world through simulated offerings: television murmurs in the background like a constant
narrator, supermarket aisles glow with neat rows of products, and the cure for the fear of death
comes packaged in the form of a drug named Dylar. These simulated offerings feel more stable,
comforting, and meaningful than reality. This is precisely what Baudrillard means by
hyperreality: a condition in which representations no longer mirror reality but replace it entirely.
DeLillo’s novel illustrates how its characters navigate existential anxiety within a world where
simulation manifests itself as the primary means of coping with mortality. As Sanja Matkovi¢
argues, this anxiety is not simply a fear of dying but a deeper crisis of identity in a world where
traditional sources of meaning have faded (2015, 163). Hyperreality arises when simulations
gain more control over the lives of individuals, as DeLillo dramatizes through the ordinary
habits that structure and soothe everyday life. This section analyzes three interconnected
hyperreal spaces: the supermarket, media, and pharmaceuticals, examining how each functions
as a system of simulacra that offers illusory comfort while deepening existential anxiety.

2.1. Hyperreality in Supermarkets
DeLillo depicts supermarket scenes as a recurring hyperreal space constructed through

consumer culture that distances characters from authentic experience. Through Baudrillard's
lens of simulation, supermarket aisles with endless possibilities mask the daily existential
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struggles of the characters while functioning as hyperreality. Because this comfort zone is
predictable and orderly, it helps them detach from their reality. Within the supermarket walls
and aisles, appearance is what matters; it projects a surface reality that offers consumers an
escape from emotional depth.

Baudrillard’s theory of hyperreality helps explain why the supermarket feels seductively
reassuring to consumer society. In Simulacra and Simulation (1994), Baudrillard analyzes the
hypermarket and calls these consumer spaces “hyperspaces of the commodity”: work and
leisure merge, shifting the shopping experience into a homogeneous one (1994, 75). In this
comforting space, the messiness of real life is held at bay, and the orderly display of goods is a
simulated abundance that replaces any genuine human connection to place. Casey’s distinction
between space and place clarifies this; space lacks human attachment and emotional ties that
define true places, functioning as an empty, detached setting (1997, 284). The supermarket,
thus, cannot be categorized as a place but rather an empty space designed for consumption that
does not carry any authentic identity or emotional attachment.

DeLillo depicts the supermarket as a source of emotional reassurance, a comfort zone for Jack
Gladney and his family to escape their daily anxieties and fear of death. Jack experiences a kind
of spiritual uplift while shopping, suggesting that consumption itself has become a means of
existential fulfillment. Whenever Jack grabs the shopping trolley, his therapy session starts:
“The more money I spent, the less important it seemed. I was bigger than these sums” (DeLillo
1986, 84). With each purchase, he convinces himself that his mortality has been momentarily
deferred. DeLillo portrays the supermarket like a religious institution or a psychiatrist’s room
where Jack seeks transcendence in an ordinary routine. Murray Jay Siskind, who accompanies
the family frequently, articulates this logic vividly. While strolling the aisles, he links the
supermarket space to a “Tibetan afterlife,” a place of renewal: “This place recharges us
spiritually . . . it’s a gateway or pathway. Look how bright. It’s full of psychic data” (DeLillo
1986, 37). For Murray, the supermarket provides meaning to an ordinary and mortal life where
death is inevitable. Participating in shopping is like participating in an afterlife ritual: “Here we
don’t die, we shop” (DeLillo 1986, 38).

Mark Brown, in his article The Boundary We Need (2020), focuses on how spaces like the
supermarket, as a foundational postmodern setting, “organize consumption” while offering a
sense of stability within a fragmented world (2020, 23). This mirrors Baudrillard’s idea that in
the late capitalist world, images no longer represent reality. In White Noise, the supermarket
turns into a Disneyland of simulacra where consumers enter a hyperreal world and lose contact
with each other and the outside world. When Jack and Murray shop, some stands are backed by
mirrors so that consumers are drawn to their own image, distracted by their own appearance.
As Brown elaborates, consumers are “first seduced by the ‘burnished’ fruit and then drawn to
the reflection of the commodity rather than to its already improved physical reality” (2020, 24).
This reflects Baudrillard’s insight that in postmodern consumer spaces, “reality is no longer the
map that precedes the territory” (1994, 1). Brown further argues that this act of reflection is not
incidental but central to postmodern consumerism since the image in the mirror “dominates the
culture of advanced capitalism and exceeds the reality of the physical object” (2020, 66). Thus,
the mirror as a postmodern tool reflects the glitch in the simulacrum where the daily act of
shopping transforms into a masking illusion. The more this act of shopping is repeated, the
more characters enter a simulated world where the real becomes increasingly difficult to
distinguish. Brown also addresses fragmentation as a core element of postmodernism. The
novel’s blended family structure, in which no two children share the same set of parents, mirrors
this postmodern fragmentation, and the act of shopping becomes a ritual through which a
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fleeting sense of cohesion is constructed. “The supermarket helps sustain the illusion of family
unity. Though Jack and Babette’s household is a blend of previous marriages, the act of
shopping constructs a fleeting sense of cohesion through shared consumption” (2020, 39).

As Muhsin Yanar writes, “For the Gladneys and Murray . . . the supermarket can replace
Disneyland” (2019, 116). The supermarket can be reinterpreted as another version of
Disneyland, or I would rather say a “Consumerland” where consumer identity is created in a
staged world of consumption. The characters experience a kind of “ritualistic reassurance”
while returning to the store because they are surrounded by a safe, predictable environment
within a chaotic world (2019, 116). Yanar’s comment links Brown’s argument about how the
supermarket is not only effective visually, but also has a psychologically stabilizing effect. This
psychological dimension reflects DeLillo’s portrayal of how consumer rituals are at the core of
postmodern existence. The supermarket thus replaces the potential genuine emotion and human
attachment with a polished surface. As Yanar elaborates, “Supermarkets in White Noise are not
merely commercial spaces but symbolic hyperreal environments where consumption simulates
emotional fulfillment and identity construction” (2019, 61).

Fredric Jameson’s understanding of postmodernism as the “cultural logic of late capitalism”
(Jameson 1991) offers a framework for understanding the capitalist logic behind the
supermarket scenes. Jameson claims that postmodern culture is defined by a “waning of affect,”
that is, the erosion of genuine emotion and the collapse of historical continuity (1991, 85). In
this regard, the supermarket is a cultural structure that embodies Jameson's notion of a culture
that has no emotional depth or historical attachment.

“Everything was fine, would continue to be fine, would eventually get even better as long as
the supermarket did not slip” (DeLillo 1986, 170). This passage invokes Mark Fisher’s theory
of capitalist realism. Building on Jameson’s theory, Fisher argues that capitalism has erased the
possibility of imagining alternatives: “It is easier to imagine the end of the world than the end
of capitalism” (2009, 2). This logic pervades the novel: the supermarket appears constantly not
only as a place of consumption but also as a symbol of control in the late phase of capitalist
society as “the only viable political and economic system” (2009, 8).

Both Fisher’s and Jameson’s theories align: the supermarket is a simulated setting, a shelter for
individuals in a postmodern world that ultimately serves the capitalist system. The walls of the
supermarket shield characters from outside realities such as disasters and death. The novel
presents the supermarket as a means of psychological survival to avoid mortality. The
supermarket shines with its artificiality through its noise, crowd, and hum of shopping carts, all
of which evoke the white noise that soothes anxiety. The cart full of goods embodies Jameson’s
postmodern condition of depthlessness (1991, 6), in which consumption becomes a simulation
of stability. Fisher’s idea of capitalist realism further illuminates this dynamic. The supermarket
routine becomes part of capitalism’s logic, offering the illusion of agency: the act of filling the
cart within a hyperreal environment that displaces authentic human experience through scripted
choices (2009, 8).

The repetitive shopping experience shapes agency and subjectivity, transforming the
supermarket into something closer to a consumerist ritual than a mere commercial transaction.
Fisher’s notion of capitalist realism is evident here: the supermarket operates as a “pervasive
atmosphere” that governs the experience (2009, 16). The supermarket’s organized shelves and
shiny aisles, along with endless choices, reflect this pervasive atmosphere, constraining
consumers from imagining alternatives: “capitalism seamlessly occupies the horizons of the
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thinkable” (2009, 8). The visual organization of the supermarket constitutes a system of signs
through which branded products carry symbolic meaning as part of the act of consumption. The
supermarket offers a script for identity formation, guiding consumers along its aisles and
inviting them to construct a sense of self through the brands they choose. Even if the family is
not genuinely unified, shopping offers them a shared identity. The Gladneys' shop to forget
their fear of death and existential anxieties, and to find meaning. Brown’s argument about the
novel is useful here as he claims that in White Noise, “death, as we have seen, is the only concept
able to halt the potentially infinite deferrals of language and textuality” (2020, 34). Death, then,
unlike simulated experiences produced by consumer culture, remains a limit that cannot be fully
understood. As a further striking claim, I argue that death is the only authentic experience a
person can have in a consumer-driven world.

The supermarket, as a comforting hyperreal environment, is disrupted by the Airborne Toxic
Event. In the novel, a chemical spill forces the surrounding community to evacuate, shattering
the carefully maintained illusion of consumer stability. The return to the supermarket after the
Airborne Toxic Event makes this point even stronger. Yanar mentions that the novel portrays
American society as highly dependent on consumer spaces for emotional reassurance (2019,
108). Once characters return from evacuation, they do not turn toward deeper reflection or
transformation. The supermarket once again reasserts itself, and what DeLillo presents is not a
recovery but a non-stop loop. Brown’s interpretation further supports this: White Noise explores
how postmodern consumer culture offers endless chains of signs and meanings, yet death
remains the existential concept capable of interrupting these chains (2020, 34).

The connection between the Airborne Toxic Event and the supermarket space reveals how
DeLillo juxtaposes two different experiences of reality. While the supermarket offers a
carefully organized space of order as a simulated environment, the toxic cloud reminds
individuals that this simulated hyperreality can be easily disrupted. Because the supermarket
presents the illusion that life can be controlled through consumption, the characters take this
stability for granted, unaware of how easily it can collapse. Yet the toxic event serves as a
reminder that this hyperreal reassurance is both temporary and fragile. The toxic cloud,
therefore, functions as a reminder of the material realities that consumer culture tries to conceal;
by placing the supermarket and the toxic catastrophe within the same narrative, DeLillo
highlights how hyperreal spaces cannot address the underlying problems of human life.

Throughout the novel, the supermarket operates as one of the most powerful representations of
Baudrillard’s concept of hyperreality. Its shiny aisles, organized shelves, and endless product
choices create an environment of abundance and reassurance that temporarily shields characters
from existential dread. Repeated shopping acts construct a ritual of emotional stability. Jack
describes this experience as a spiritual event:

The mass and variety of our purchases, the weight and size and number,
the familiar package designs and vivid lettering . . . the sense of well-
being, the security and contentment these products brought to some

snug home in our souls—it seemed we had achieved a fullness of being.
(DeLillo 1986, 20)

This passage reflects how consumption operates not only as material satisfaction but also as a
sense of completeness. However, this sense of completeness results from the constructed
surfaces of consumer culture rather than any genuine resolution of anxiety. As Yanar observes,
the supermarket functions like a sacred environment in which people search for emotional
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reassurance and symbolic stability (2019, 108). This echoes Murray’s description of the
supermarket as something that “recharges us spiritually . . . it’s a gateway or pathway” (DeLillo
1986, 37), capturing the central logic of hyperreality, where consumption serves as a coping
mechanism against the inevitability of death.

In conclusion, this section has examined how White Noise depicts hyperreality through the
everyday space of the supermarket. The supermarket as a hyperreal space shapes the characters’
perception of reality and the way they navigate their daily lives. It also demonstrates how
consumer culture is structured by systems of simulation, highlighting how the persistent fear of
death operates as the underlying issue behind the hyperreal supermarket. Even though the
supermarket with its thousands of choices has the potential to suppress anxiety through
consumption, this reassurance is fragile and incomplete. The toxic event reveals how this
hyperreal space masks deeper problems rather than providing authentic solutions. The Airborne
Toxic Event disrupts this hyperreal sense of order, forcing characters to leave their comforting
simulations and face real obstacles. Taken together, these examples demonstrate that White
Noise presents the supermarket not as a solution to reality but as a coping mechanism that
ultimately operates as a temporary shelter where characters feel protected while their deeper
anxieties of mortality remain unaddressed.

2.2. Hyperreality in Media

The postmodern condition of DeLillo's White Noise starts not in a physical place, but in the
hyperreal medium that permeates the Gladney home through television. Television functions
as a pervasive expression of a hyperreal environment through which media shapes reality itself.
Adina Baya elaborates that television in the novel serves both as a background noise and as a
guide to organize emotional needs, providing a kind of stability (2013, 159). TV is not simply
a piece of furniture in the living room; it functions as a soothing mechanism that keeps anxiety
under control. This is where Baudrillard’s concept of hyperreality enters the Gladney home.
The Gladneys inhabit a hyperreal space controlled by media; they experience the world “inside
a TV box,” receiving pre-determined images and ideas that create a certain interpretation of
events.

Fredric Jameson’s critique of postmodernism frames the media landscape of White Noise
through his concept of “a new depthlessness™: a fragmentation of subjectivity and replacement
of historical consciousness with an endless present (1991, 6). The Gladneys experience the
world via the TV screen: a loop of breaking news, sitcoms, and advertisements. Authentic
feelings are displaced by manipulative media presentations: the family members find
themselves chattering excitedly about televised events, yet they struggle to express fear or
intimacy. The family conversations generally consist of borrowing from TV slogans, which
reflect an emotional disconnection masked by the flow of simulated images. Jameson's notion
of depthlessness manifests in the family’s monotone routine. The “white noise” coming through
the screen functions as a shield, preventing them from confronting their fear of death. By
consuming “white noise,” death seems to be far away from their lives, as if death itself is
something abstract and escapable. As it is stated in the novel, “for most people there are only
two places in the world: where they live and their TV set” (DeLillo 1986, 66).
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When it comes to catastrophic news on the screen, distant experience seems consumable, a safe
space as long as it does not affect you. The Gladneys enjoy watching these disasters because
events seem like simulations for them, a representation of reality; disasters are happening out
there somewhere on TV, creating a sense of numbness:

There were floods, earthquakes, mud slides, erupting volcanoes. . . .
We’d never before been so attentive . . . Steffie . . . appeared totally
absorbed in these documentary clips of calamity and death. . . . Every
disaster made us wish for more, for something bigger, grander, more
sweeping. (DeLillo 1986, 64)

This response illustrates how emotional numbness in the postmodern world leads to craving
disasters because everything feels so detached in the technologically advanced society that
people start to hope for something serious to happen so that they will slightly experience a long-
suppressed emotion. In a “culture of the image,” feelings have become fragmented as well,
which is in line with Jameson’s description of “waning of affect” in postmodern society, where
genuine emotions are taken over by shallow reactions (1991, 10).

In a Baudrillardian sense, the televised image masks the original and blurs the distinction
between reality and simulation. Hence, TV itself is a consumable reality. It does not simply
provide information for the audience; it gives instructions on what to think and how to feel.
Once, Jack is stunned by the sudden utterance “Toyota Celica” from his daughter Steffie in her
sleep, a phrase that she unconsciously absorbed from TV advertising (DeLillo 1986, 155). This
moment shows how the media does not shape perception only; it also colonizes it. In this sense,
emotional depth seems to be hard to reach, reflecting Jameson’s notion of the waning of affect
(1991, 10).

The family’s monotone routine revolves around a repetitive loop of grocery shopping, watching
TV, and going to college. The title of the novel itself emerges through the TV to offer a
simulated protection, like a brick wall of simulacra that keeps the fear of death just a little bit
aside. As Cristina Mirela Nicolaescu puts it, “White noise refers to both the background hum
of technological gadgets and the mental fog of too much information—an atmosphere in which
it is impossible to discern what is significant from what is meaningless” (2025, 253). The screen
as a hyperreal space comes with the idea that death is something only experienced through the
TV screen, something not real, something that only happens on TV. The novel constantly
implies this idea through the consumption of white-noise media, when Jack and Babette can
pretend that death is an abstract notion that “happens to other people”. As critic Baya puts it,
news of horrible events provides “a sense of covert pleasure” to white noise consumers who
canrelax and enjoy these disasters from their living room (2013, 165). In this sense, the Gladney
family, just like any Americans in DeLillo’s satire, is in a loop of images that instruct them
what to do and how to feel.

The characters’ relationship with the media presents their way of interpreting reality, and the
presence of white noise reaching behind the TV box numbs the minds of viewers. The television
in the middle of their living room is not simply watched; it unites, or rather numbs them all
simultaneously. Jack notices that even if nobody watches the TV, especially when they are
dealing with their ordinary daily activities, the constant stream of voices soothes them. Media
as a hyperreal space becomes inseparable from its background since it lures people into its
comforting box full of images and sound. In this sense, TV functions as a passage through
which the hyperreal world enters the domestic space. Baudrillard’s understanding of simulacra
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can be linked to media because representations no longer simply reflect reality; instead, the
image “has no relation to any reality whatsoever” and becomes “its own pure simulacrum”
(1994, 6). The Gladney household then illustrates this process, where television does not simply
reflect reality but shapes the way the viewers make sense of it. In other words, they interpret
reality through television, rather than through direct experience.

Jack assumes that disasters themselves belong to certain social groups rather than people like
him, he says:

These things happen to poor people who live in exposed areas. Society
is set up in such a way that it’s the poor and the uneducated who suffer
the main impact of natural and man-made disasters. People in low-lying
areas get the floods, people in shanties get the hurricanes and tornados.
I’m a college professor. Did you ever see a college professor rowing a
boat down his own street in one of those TV floods? We live in a neat
and pleasant town near a college with a quaint name. These things don’t
happen in places like Blacksmith. (DeLillo 1986, 114)

Jack’s statement mirrors how the media creates a psychological distance between the viewer
and the events. Disasters shown on the news are understood as distant realities happening to
“other” people from different social and cultural classes. Jack believes that these events are
safely secured within the TV box and cannot disrupt his own life. In this regard, the television
screen, along with media narratives, presents a hyperreal security where viewers feel protected.

Baudrillard’s understanding of simulation further helps explain Jack’s media interpretation. In
a hyperreal environment, representations do not depict reality but replace it, essentially
organizing the way people perceive and interpret reality. As Baudrillard states, simulation is
“the generation by models of a real without origin or reality” (1994, 1). This can be connected
to the Gladneys’ encounter with the Airborne Toxic Event, which they first experience
indirectly through mediated information before confronting the disaster itself. When the toxic
cloud becomes visible in their environment, the Gladney household struggles to process the fact
that the disasters they previously saw on television are now becoming part of their own reality.
As Henry Veggian observes, this is how DeLillo depicts the postmodern encounter with
mortality: Jack learns of the statistical probability of his own death not through direct physical
experience but through a computer readout, revealing how technological systems mediate the
way individuals relate to their own existence (2015, 4).

Additionally, the institutional response to this disaster blurs the boundary between simulation
and reality. During the evacuation, the organization, called SIMUVAC, takes this opportunity
to test its simulation systems. The organization members explain that the real disaster itself is
a chance for them to check and improve their simulation systems. One of the technicians
explains the irony of the situation by stating, “We’re using the real event in order to practice
the simulation” (DeLillo 1986, 139). This illustrates a rehearsal of blurred reality since they
prefer to use the real disaster as a means to improve their models rather than simulating it. The
Airborne Toxic Event is therefore placed into a technological system run by an organization
that originally aimed to manage disastrous scenarios. Following Baudrillard’s logic of
simulation (1994, 2), the disaster is not experienced as a completely immediate event; rather, it
is interpreted through pre-existing images, models, and expectations shaped by media culture.
Therefore, the Gladneys encounter the disaster first as a mediated spectacle and later in their
reality. Having watched disastrous news repeatedly as a kind of entertainment, the characters
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struggle to respond to the toxic event with genuine emotion. Their reaction is notably passive,
which is the result of media consumption. This boundary between simulation and reality,
however, reflects a broader postmodern cultural condition. Due to technological advancements,
the way people make sense of the world has shifted. As Randy Laist argues, the novel portrays
a society where technological systems influence not only communication but also perception,
guiding individuals in how to interpret their environment (2009, 114). Julian Henneberg extends
this point through his concept of the “technological sublime,” a condition in which technology
has replaced nature as the primary source of overwhelming experience (2011, 52). As he argues,
the novel is concerned with the “problematic character of information and knowledge in a
postmodern age” (2011, 63), and the Airborne Toxic Event exemplifies this by producing not
just a physical threat but an epistemological crisis. This connects directly to how the Gladneys
react to the toxic event, whose minds are shaped by media narratives that have secretly
organized their emotional responses and understanding of the world.

The consequences of media consumption extend to the notion of identity and everyday
consciousness. Annjeanette Wiese argues that White Noise communicates the often unnoticed
impact of narrative on identity formation, highlighting how media-saturated content shapes
cultural imagination and self-awareness at a time when narrative structure is increasingly
repudiated by consumer culture (2012, 3). This section extends her observation specifically to
the hyperreal space of television, arguing that media shapes not only identity but existential
perception itself. Wiese highlights that instead of responding to events spontaneously, the
Gladney household relies on media frameworks that prepare them for what to think and how to
react. The media is not only a source of information or entertainment, but also a guide that
instructs individuals in how to perceive events happening around the world. The non-stop flow
of information creates a hyperreal world, as we witness in White Noise, where people come
across reality through mediated representations. As a result, the Airborne Toxic Event exposes
the media-saturated culture of postmodern society and reveals how people's perception of
reality is fragmented. Notably, once the disaster is labelled, it acquires the language of media
reportage, gaining recognition and identity through naming. Once named, the event becomes
something people can emotionally relate to. The toxic cloud, therefore, is more than just a
simple chemical accident, a lived experience they go through. Jack, who has been afraid of
death as an abstract notion for as long as he can remember, now faces the disaster as the distant
existential anxiety becomes a manifested reality.

Ever since I was in my twenties, I’ve had the fear, the dread. Now it’s
been realized. I feel enmeshed, I feel deeply involved. It’s no wonder
they call this thing the airborne toxic event. It’s an event all right. It
marks the end of uneventful things. This is just the beginning. Wait and
see. (DeLillo 1986, 151)

Jack's reflection illustrates how his perception of reality and the concept of death have been
mediated by media spectacles. He calls the accident an “event,” a term with very common usage
in news reporting on disasters and accidents. This can be connected to Baudrillard’s idea that
in a hyperreal society, people interpret reality through representations and images that already
exist in media culture, rather than encountering reality directly (1994, 5-6). In this sense, the
Airborne Toxic Event has already been shaped by the media narrative that has the power to
determine the identification of events and influence the approaches of people.
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Casey’s distinction between place and space helps interpret the role of media in White Noise:
although the TV set is physically located in the Gladney living room, it functions not as a stable
place but as what I call a “fluid space.” For Casey, place is grounded in lived experience and
human attachment, whereas abstract space lacks this meaningful connection (1997, 283-284).
Even though TV is physically fixed inside the living room of the Gladney household, it
functions as a fluid space since it circulates various representations of realities mediated through
narratives, images, and different voices. This reflects the broader logic of the postmodernist
framework, which privileges plurality and fluidity rather than fixed and stable structures.
Within the broader postmodern framework, television is indeed a mediator that constantly
circulates floods of information. Jack refers to this phenomenon in a trivial moment while he is
walking upstairs: “After dinner, on my way upstairs, I heard the TV say: ‘Let’s sit half lotus
and think about our spines’” (DeLillo 1986, 18). He utters these words without any specific
context, which highlights TV as a fluid space that flows through the whole household; even if
no one is paying attention, it is there as background noise.

The influence of media as a fluid space appears more visible in trivial moments where
characters find themselves drawn to this simulation. In one of their conversations with his
colleague Murray, Jack tries to summarize their discussion by asking: “You’re saying it’s more
or less universal, to be fascinated by TV disasters” (DeLillo 1986, 66). Murray confirms this
mentality by claiming, “If a thing happens on television, we have every right to find it
fascinating, whatever it is” (DeLillo 1986, 66). What Murray implicitly claims here is that
events gain recognition and significance once they are mediated on the screen. This reflects
Laist’s argument that “Television is primarily a presence that saturates Jack’s aural landscape,
a dull murmur, invisible and everywhere. The absurd phrases which emanate from the television
are detached from any human meaning that Jack can relate to” (2009, 114). Laist’s analysis
supports the idea that media shapes everyday perception because the characters often give
attention to the voice streaming behind television randomly; the media is fragmented and
detached from a clear context, which ultimately serves a broader postmodern understanding. In
this sense, television becomes a space that shapes consciousness even if the characters are not
aware of it.

Moreover, the pervasive presence of television can be connected to the spatial argument
elaborated by Naghmeh Fazlzadeh, Nasser Motallebzadeh, and Nasser Dashtpeyma who state
that Jack Gladney tries to form a strong connection to environments such as the town
Blacksmith he lives in, the supermarket, and the domestic sphere while also being fascinated
by the “cyberspace of TV and its psychic data” (2021, 164). This suggests that the media is an
environment where Jack situates himself psychologically, and the TV is not simply there to
deliver information but also functions as a comfort zone. As established earlier, place is
associated with emotional attachment, history, and memory, while space lacks this human
attachment and any other stable ties (Casey 1997). The televised images with their fragmented
narratives operate as fluid spaces that lack any stable human connection. The constant,
fragmented voice that the Gladney household interacts with does not provide any genuine
experience; it inhabits the domestic environment while lacking meaningful communication.
Ultimately, the television set is a hyperreal space that represents events through a subjective,
repeated flow of images. The Gladney household’s interaction with this flow is fragmented,
resembling a fluid space devoid of stable attachment or authentic experience, while their
perception of reality is continuously shaped by circulated representations that have lost
connection with the real.
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This section has demonstrated how the media shapes the perception of the viewers and their
daily life experience. With a media environment—or in Casey’s terms, a “space”—DeLillo
demonstrates that what we take as real is mediated by systems of signs and narratives behind
the TV box that replace direct experience. As Baudrillard argues, consumer culture is
dominated by simulations that blur the distinction between what is real and what is produced
as real (1994, 2-3). This condition reflects the Gladney family members’ reliance on images
and representations created by technological advancement. Ultimately, in a consumer-driven
postmodern society, people do not face reality directly but encounter it through layers of
narrated representations. Hyperreality in media thus becomes a strategy of survival, leading
characters to cope with their fear and dread through simulation.

2.3. Hyperreality in Pharmaceuticals

Pharmaceuticals as hyperreal space appear when consumerism in supermarkets and media fail
to offer solutions for the existential dread that characters try to cope with. This section focuses
on Babette, who uses the drug Dylar to escape her fear of death, which makes her life
unbearable. Baudrillard’s argument on simulation in late capitalist society can be connected to
drug use since Dylar creates a simulation rather than offering a real solution, producing signs
that replace the problem itself. Dylar is presented as a pharmaceutical simulacrum, creating the
illusion that mortality itself can be chemically controlled. While the supermarket offers
hyperreality through material consumption and media through representation, pharmaceuticals
represent a third and more intimate stage: the simulation of the self from within.

In the chapter entitled “Dylarama”—the name itself is ironic—DeLillo introduces us to a
bottled hyperreality Dylar that claims to eliminate the fear of death; however, the drug is not
publicly available as it remains in the trial phase. This brings us closer to Babette, who is
obsessed with the idea of death, which eventually results in her willingness to consume Dylar
as a test subject, or as Jack calls “a human test animal” (DeLillo 1986, 193). It is significant to
notice how Babette, with the hope of eliminating her fear of death, does not simply start
consuming the drug but also sells her body to the producer whom she introduces as Mr. Gray.
This raises the question of how pharmaceutical hyperreality enters postmodern consumer
culture as a solution to be consumed desperately, regardless of the potentially fatal side effects.
“Every drug has side effects. A drug that could eliminate fear of death would have awesome
side effects, especially if it is still in a trial stage” (DeLillo 1986, 251). Unlike supermarkets,
which offer material abundance, and media that circulate representations, pharmaceuticals
function at the level of body and consciousness. Dylar chemically represses mortality anxiety
and encourages detachment. As Sompatu Vungthong argues, the novel presents the elusive
promise of escaping the fear of death through the act of consuming products such as Dylar,
reinforcing how pharmaceutical consumption operates within the same consumerist logic as the
supermarket and the media (2011, 39).

In this sense, Dylar represents a further stage in the logic of hyperreality where simulation no
longer operates externally through images or commodities but internally through biochemical
intervention. Where the supermarket and media operate as external hyperreal spaces, Dylar
takes this logic one step further, making the body itself a site of simulation: a territory to be
chemically managed rather than authentically inhabited. As Mathias Nilges argues, postmodern
cultural forms cannot be detached from capitalist structures, as they have shaped how reality is
perceived (2015, 186—187). Dylar, in this sense, is not simply a medical phenomenon but an
expression of the same capitalist logic that organizes the supermarket and the media. This shift
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can be associated with Fisher's concept of capitalist realism, which suggests that contemporary
capitalism no longer merely structures economic life; it also colonizes emotional and
psychological experience (2009, 2). Babette's reliance on Dylar highlights this transformation:
her fear of death becomes a problem to be masked through medicated suppression, one that
produces new forms of anxiety by creating deficiencies in language and cognition.

As Babette starts losing her ability to connect words with their meanings, the novel suggests
that pharmaceutical intervention fragments perception. Her ability to speak and think no longer
works as a stable system, her way of thinking becomes fragmented and detached from reality.
This is a condition that resonates with Jameson’s notion of postmodern “depthlessness,” in
which authentic engagement is replaced by surface-level experiences (1991, 6). In Jameson's
terms, her inability to sustain a stable relationship with language and meaning represents a loss
of depth in her perception. A useful perspective here is offered by Katrina Harack, who argues
that in White Noise, “identity is contextual and self-knowledge deceptive” (2013, 306). Under
the influence of Dylar, Babette’s inability to trust language reflects a deeper inability to trust
her own perception of reality. For Baudrillard, the sign system depends on a stable relationship
between signifier and signified; when Dylar collapses this relationship, it does not simply
impair Babette’s communication but undermines the very semiotic structure through which she
makes sense of the world. Moreover, Roxburgh argues that pharmaceutical interventions in
contemporary narratives reshape how individuals experience their own mental and emotional
states (2020, 415-416). Within this framework, Dylar transforms fear itself into a consumable
and manageable condition, aligning with Baudrillard’s argument that simulation replaces reality
by producing signs that mask the absence of a genuine solution (1994, 2).

Furthermore, Babette’s condition can be linked to Casey’s distinction between place and space
(Casey 1997). Babette's disoriented and fragmented state reflects a placeless condition in which
she becomes detached not only from her ability to use language but also from embodied
experience. This condition becomes vivid in Babette’s own words: “I seize up” (DeLillo 1986,
198). The phrase captures precisely the loss of embodied agency that Casey associates with
space rather than place—a body no longer capable of inhabiting its environment but frozen
within it, cut off from the memory and attachment that transform space into place. The drug
does not simply suppress fear; it dissolves the very perceptual framework through which
Babette experiences herself as an embodied subject. For Casey, place is not necessarily a
physical location, but a site of embodied experience grounded in memory and emotional
attachment (1997, 219). By contrast, his notion of space is abstract, detached from authenticity,
while lacking meaningful human connection (1997, 2-3). The side effects of Dylar, therefore,
cannot be considered a solution to fear but rather the erasure of the conditions that make
Babette’s lived experience possible. The drug does not restore stability; it offers a spatial
displacement that causes Babette to become detached from her own existence. Dylar is thus a
postmodern intervention that does not resolve existential anxiety but displaces it into a realm
of hyperreality governed by simulation.

Dylar can also be read as part of a broader experimental system in which human life becomes
subject to testing. DeLillo constantly emphasizes how Dylar is not a finished product but an
unstable and secretive substance, still in the trial phase. This is reinforced when it is addressed
as an unknown “psychopharmaceutical” whose effect on the human brain remains unclear
(DeLillo 1986, 189). Dylar does not offer certainty; it places Babette in an unpredictable state
where the boundaries between potential cure and instability become blurred. Babette’s role as
a user of Dylar cannot be considered that of a patient receiving treatment, but that of a
participant who is willing to be part of an ongoing experiment. Furthermore, Roxburgh’s
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argument about pharmaceutical narratives reshaping individuals’ experience of their mental
state is relevant here, framing Dylar as a drug not simply altering Babette’s emotions but placing
them within a structure where her sense of being is subject to manipulation (2020, 415-416).
Dylar embodies these claims as an experimental substance by putting Babette at the center of a
system that she cannot make sense of. In this sense, Dylar does not treat Babette as a subject
with needs but as a test site: a body to be observed rather than a person to be healed.

Roxburgh's analysis of Dylar sharpens the argument about what is hyperreal about
pharmaceuticals in White Noise: Dylar does not simply offer a cure for death anxiety; it
manipulates what Babette can make sense of about her everyday experience. Roxburgh argues
that the novel shifts toward a subjective interiority, from a person’s inner thoughts and feelings,
in other words, “inner life” and moves toward the brain as a physical, biological object. Rather
than explaining emotions like the fear of death through personal memory or experience, the
novel treats them as problems resulting from brain chemistry. Roxburgh refers to this shift as
“biomedical anti-interiority,” where inner experience is reduced to a controlled biological
process (2020, 415-416). In this case, it is no longer possible to determine whether Babette's
memory loss and confusion are caused by the drug, by her fear, or by the system that explains
her experience in biological terms. This can be connected to Baudrillard’s idea of simulation,
which blurs the line between what is real and what is produced as real: “Is the simulator sick or
not, given that he produces ‘true’ symptoms?” (Baudrillard 1994, 3). Furthermore, Roxburgh
claims that Babette is encouraged to interpret her symptoms as part of a “war of neurons,”
which frames her condition as a medical issue and prevents questioning the effectiveness of the
drug (2020, 423). This suggests that Dylar protects its own logic by claiming that any negative
side effect is part of the treatment process. This framing aligns with Fisher’s argument: under
capitalist realism, mental suffering is privatized and treated as a manageable condition rather
than understood as a sign of deeper systemic problems (2009, 19).

Fisher’s concept of capitalist realism helps explain how existential anxiety is turned into an
opportunity for commodification (2009, 18-19). He argues that under late capitalism,
psychological and emotional states are increasingly treated as technical issues that can be
regulated through chemical or therapeutic intervention, rather than being examined as reflective
of broader social structures (2009, 2). In this framework, Dylar’s logic becomes clear: the fear
of death is treated as a condition to be resolved pharmacologically. Babette does not seek to
confront her fear or examine the underlying sources of her existential anxiety; she instead seeks
to eliminate it through consumption, implicitly accepting that mortality anxiety is something to
be fixed within the language of brain chemistry rather than confronted as a lived human
condition. Moreover, Babette’s participation in the drug trial illustrates how Dylar is not
presented as a stable pharmaceutical solution, but as an experimental substance developed
beyond ethical and institutional boundaries.

We were to be test subjects in the development of a super experimental
and top secret drug, code-name Dylar, that he’d been working on for
years. . . . But he also told me there were dangers in running tests on a
human. I could die. I could live but my brain could die. . . . I could not
distinguish words from things, so that if someone said ‘speeding bullet,’
I would fall to the floor and take cover. Mr. Gray wanted me to know
the risks. There were releases and other documents for me to sign. The
firm had lawyers, priests. (DeLillo 1986, 193)
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This passage foregrounds Dylar’s uncertainty, emphasizing that its effects are not predictable;
the presence of lawyers and, ironically, priests attests to this, highlighting that the
pharmaceutical process is part of legal and moral justification. In this sense, Babette’s use of
Dylar cannot be considered treatment but rather an entry into a controlled system in which the
body becomes the tool for experimentation. The fact that she sells her body to Mr. Gray in
exchange for access to the drug only deepens this sense of institutional entrapment. This mirrors
Roxburgh’s argument that White Noise exposes the instability of pharmaceutical knowledge
systems, since Dylar’s side effects become difficult to distinguish from the symptoms the drug
was designed to cure (2020, 423—424). Thus, Dylar does not resolve the fear of death; it creates
layers that ultimately conceal it.

Toward the end of White Noise, we encounter Mr. Gray, who sits at the center of pharmaceutical
hyperreality. Mr. Gray, later known as Willie Mink, is not a figure of scientific discovery at all;
instead, he is a destabilized subject who has lost control over his perception and behavior. He
is portrayed as a diminished figure who chews the pills like candy, implying that the creator of
Dylar himself has become dependent on the substance. “Just between you and I,” he said, “I eat
this stuff like candy” (DeLillo 1986, 308). His appearance highlights the collapse of
pharmaceutical authority in White Noise because he is drawn into the very simulation and
medication he claimed to control. If Dylar was designed to simulate a life free from the fear of
death, Mink's condition reveals what that simulation actually produces: not liberation but a self
that has become indistinguishable from the drug’s own logic. This becomes clear when Jack
tests him with language and utters: “Falling plane” (DeLillo 1986, 309).

He looked at me, gripping the arms of the chair, the first signs of panic
building in his eyes. ‘Plunging aircraft,” I said, pronouncing the words
crisply, authoritatively. He kicked off his sandals, folded himself over
into the recommended crash position, head well forward, hands clasped
behind his knees. He performed the maneuver automatically, with a
double-jointed collapsible dexterity, throwing himself into it, like a
child or a mime. Interesting. The drug not only caused the user to
confuse words with the things they referred to; it made him act in a
somewhat stylized way. (DeLillo 1986, 309-310)

This moment reveals that the drug erases the ability to distinguish between words and the things
they signify, reducing language to a simulation that has nothing to do with reality. As Babette’s
earlier description of Dylar’s side effects suggests—where one “could not distinguish words
from things” (DeLillo 1986, 193)—this condition becomes fully realized in Mink, whose
perception is governed entirely by linguistic triggers. Roxburgh’s argument is particularly
relevant here; she notes that White Noise destabilizes the boundary between symptoms and
treatment, making it impossible to determine whether the drug cures or produces new forms of
disorder (2020, 423—424). In this scene, this ambiguity collapses, and Mink becomes both the
creator and subject of the drug.

Ultimately, the pharmaceutical space in White Noise demonstrates that the attempt to eliminate
the fear of death through bottled simulations results in a deeper, fragmented self. Dylar does
not provide a cure; it reshapes perception and language while erasing the boundary between
reality and simulation. Pharmaceuticals thus represent the most internalized form of
hyperreality in the novel, operating not through external systems like media and consumer
spaces but within the body and mind itself. Together with the supermarket and media,
pharmaceuticals complete a picture in which postmodern consumer culture offers comfort at
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every level—through goods, images, and now biochemical intervention—while the fear of
death quietly persists beneath all of it. This section has demonstrated that the desire to control
the fear of death produces a hyperreal space that generates a more fragmented identity rather
than resolution, deepening the very anxiety it promises to cure.

Conclusion

This paper set out to examine how White Noise represents hyperreal spaces in relation to
consumer culture and existential anxiety through three main environments: supermarkets,
media, and pharmaceuticals. These environments were analyzed as hyperreal spaces in a
deliberate order: from external to internal. While the supermarket presented itself as an external
space, a place one can physically reach to buy goods, the media illustrated itself inside the TV
box, being partially external since it is perceived through representations inside the screen,
located in the living room. Pharmaceutical hyperreality, specifically through Dylar, operates as
an internal experience, creating a simulation within the body. One of the key contributions of
this paper is its integrated approach to these three environments, treating them not as separate
themes but as parallel hyperreal spaces that lack human attachment, each offering a simulated
comfort, functioning as a coping mechanism: the supermarket with its sense of order and
abundance, the media with its continuous stream of mediated reality, and pharmaceuticals with
their chemical intervention into the body itself. Despite their differences, the supermarket works
through ritual and order, media through emotional numbness, and pharmaceuticals through
internal biochemical intervention; all three ultimately offer solutions to anxiety while masking
it, which eventually fails. While earlier studies tended to examine either television or the
supermarket in isolation, generally under broader themes of consumerism or capitalism, and
have rarely brought pharmaceutical consumption into the same analytical framework, this paper
proposes a more integrated reading of the three spaces as parallel and interconnected hyperreal
environments, showing how simulation functions across multiple layers of everyday life.

Another important aspect is that this paper draws on multiple theoretical frameworks. By
bringing together Baudrillard, Jameson, Fisher, and Casey, the study has offered a layered
understanding of postmodern culture. Specifically, Baudrillard’s concept of hyperreality
provided the central framework to explain how simulations replace reality. Jameson’s idea of
depthlessness helped clarify the loss of historical and emotional depth. While Fisher's notion of
capitalist realism highlighted how imagining alternatives outside of consumption seems
impossible, Casey’s distinction between place and space added a spatial dimension to the
hyperreal environments examined in this paper, showing how the three central hyperreal spaces
lack authentic connection.

Overall, the findings suggest that White Noise presents a simulated postmodern world where
individuals rely on different systems of consumption to cope with their daily life anxieties.
However, these systems do not provide real solutions; instead, they distance individuals from
genuine connection and authentic experience while deepening their existential anxieties.
Ultimately, they are not liberated from their problems but find new ways to avoid confronting
them. In this sense, DeLillo presents a society that encourages people to manage their problems
through simulations. Yet the novel also reveals the limits of simulation. The Airborne Toxic
Event, Jack’s confrontation with his own mortality through a computer readout, and the final
rearrangement of supermarket shelves are all moments where the hyperreal order ruptures and
something closer to reality breaks through. These moments expose the paradox of hyperreality:
the hyperreal systems that offer security are inherently unstable and temporary. DeLillo does

163



not suggest that characters can fully escape simulation; rather, he shows that they consistently
choose to return to it even after such ruptures, revealing how deeply postmodern identity
depends on the illusions it cannot sustain.

Consequently, this paper has demonstrated that supermarkets, media, and pharmaceuticals in
White Noise function as hyperreal spaces that shape the perception and experience of the
characters so that they can cope with their existential anxiety. By analyzing these spaces, the
study has highlighted how overconsumption becomes a tool for survival in a postmodern
consumer society. In the postmodern world, then, one cannot resolve existential fear but rather
postpone it as long as possible; yet the novel reminds us of the inescapable truth: “All plots tend
to move deathward” (DeLillo 1986, 26).
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