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    ABSTRACT 

 

 

THE IDEOLOGICAL DISCOURSE OF THE ISLAMIST HUMOR 

MAGAZINES IN TURKEY: THE CASE OF MISVAK 

Tetik, Nazlē Hazal 

M.S., Department of Media and Cultural 

Studies 

Supervisor: Prof. Dr. Necmi Erdoĵan 

 

July 2020, 259 pages 

 

 

This thesis focuses on the ideological discourse of Misvak, one 

of the most popular Islamist humor magazines in Turkey in the 

2000s. By analyzing the magazineôs cartoons, the study first 

attempts to reveal the general characteristics and the function 

of humor in Misvak. Then it discusses how Islamism is 

presented as the primary ideological position in the magazine. 

In order to uncover absences and silences in the discourse, the 

purpose of the thesis is also to investigate whether there is 

discursive parallelism between the magazine and the AKP 

government or not. Finally, within the context of kulturkampf 

and hegemony debates, the study aims to show how enemy 

images are constructed in Misvak by analyzing visual texts. 

 

Keywords: humor, Islamist humor magazines, hegemony,  

the AKP, enemy images 
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     ¥Z 

 

T¦RKĶYEôDEKĶ ĶSLAMCI MĶZAH DERGĶLERĶNĶN 

ĶDEOLOJĶK S¥YLEMĶ: MĶSVAK ¥RNEĴĶ 

 

 

Tetik, Nazlē Hazal 

Y¿ksek Lisans, Medya ve K¿lt¿rel 

¢alēĸmalar Bºl¿m¿ 

Tez Yºneticisi: Prof. Dr. Necmi Erdoĵan 

Temmuz 2020, 259 sayfa 

 

 

Bu tez, 2000ôler T¿rkiyeôsinin en pop¿ler Ķslamcē mizah  

dergilerinden biri olan Misvakôēn ideolojik sºylemine 

odaklanmaktadēr. Bu ­alēĸma ºncelikle dergi karikat¿rlerini 

analiz ederek Misvakôta sunulan mizahēn genel ºzelliklerini ve 

iĸlevini ortaya ­ēkarmaya giriĸmektedir. Ardēndan, dergide ana 

ideolojik pozisyon olan Ķslamcēlēĵēn nasēl sunulduĵu 

tartēĸēlmaktadēr. Sºylemdeki eksiklikleri ve suskunluklarē 

ortaya ­ēkarabilmek maksadēyla bu tez ayrēca derginin ve AKP 

H¿k¿metinin sºylemleri arasēnda parallellik bulunup 

bulunmadēĵēnē araĸtērmayē ama­lamaktadēr. Son olarak, 

hegemonya ve kulturkampf tartēĸmalarē baĵlamēnda d¿ĸman 

imajlarēnēn dergide nasēl inĸa edildiĵi gºrsel metinlerin analizi 

yoluyla gºsterilmektedir. 

 
Anahtar Kelimeler:  mizah, Ķslamcē mizah dergileri, hegemonya,  

AKP, d¿ĸman imajlarē  
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CHAPTER 1 

 

INTRODUCTION  

 

Misvak is an online humor magazine that has followers almost half a million 

(490 thousand) on Facebook, 408 thousand on Instagram, and around 68 thousand on 

Twitter as of May 2020. The magazine also has supplementary social media accounts 

and pages such as "Misvak Caps" with about 200 thousand followers, "Misvak TV" 

with 108 thousand followers, "Erdoĵan Volunteers" (Erdoĵan Gºn¿ll¿leri Paylaĸēm 

Grubu) with 86 thousand followers, along with "Sumak" the sub-magazine of Misvak, 

publishing the works of younger illustrators, which has additional 108 thousand 

followers on Facebook as of May 2020.1  

Since it is a digitally published magazine, rather than having a traditionally 

printed humor magazine layout with pages divided into different sections, Misvak 

usually shares single-panel cartoons that are uploaded to the magazine's (mostly) 

Instagram page. There are approximately 4600 cartoons on its Instagram page as of 

May 2020, and the majority of the pictures depict the cartoonistsô perceptions of daily 

news and events regarding the Turkish political agenda. The Misvak team chose humor 

as an instrument since it has always been a powerful tool to reflect the ideology. 

There are no articles on the magazine's social media accounts, the platforms 

are mainly used to share caricatures, and the admins of those pages rarely share short 

pieces written by their acquaintances on their Facebook page.2 According to Misvak's 

 
1 In addition, there is a back up account of Misvak since the magazine was warned by Instagram several times 

and has been close down for a few days for using inappropriate content such as those involving hate speech. In 

that sense, there is a possibility for Misvakôs Instagram account to be shut down permanently. 

 

 
2 Although, the link provided was not working for a long time; once, there was a website address 

(misvakdergi.com) on those social media platforms, and it had been mentioned that the magazine was affiliated 

with the Haber Seyret media group. Now, these statements have been removed from the ñabout usò section of 

those mentioned social media accounts; thus, there is minimal information about the magazine. 
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social media platforms, it is an "instant political humor magazine" that came out on 30 

June 2015 and that the magazine is "advocate and volunteer" (taraf ve gºn¿ll¿). After 

a quick examination of the cartoons, it becomes clear that the advocacy here is related 

to the magazine's support towards President Erdoĵan as well as the AKP government.  

Besides their statements, another indicator supporting this argument is that the cover 

picture of Misvak's Facebook and Twitter page is a photograph showing Erdoĵan 

during a breakfast with a Misvak poster in his hand and surrounded by some women 

affiliated with the magazine. It has been later acknowledged that one of them was 

Merve Dere, who draws cartoons for Misvak under the nickname of ñMeruĸò.  

Misvak is praised by those media outlets that are known with their affinity to 

the AKP circles such as Yeni Akit (newspaper), Akit TV, Beyaz TV or A Haber3 while 

it gets reactions from the anti-AKP segment of the media like newspapers Cumhuriyet, 

Sºzc¿, Birg¿n as well as social media platforms such as Ekĸi Sºzl¿k and Onedio.com. 

In that regard, either through applaud or negation, Misvak reaches a high traffic rate 

on the internet, which eventually causes the magazine to gain even more popularity.   

Misvak's first cartoon portrays graduate students of METU. The cartoon 

depicts the students as donkeys in academic gowns during the traditional graduation 

ceremony with a banner in their hands quoting from Fuzuli, which is implying that a 

diploma would not change the fact that they are prone to remain ignorant.  

 
 

Figure 1. 

 
3 https://www.youtube.com/watch?v=Jif4_dZ_37M 

https://www.youtube.com/watch?v=Jif4_dZ_37M
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The story behind this cartoon conveniently sums up the main objective of the 

magazine. In an interview conducted with Misvak cartoonists in Akit TV; ķahin 

G¿neĸ, one of the main cartoonists and founders of Misvak, explains that it was during 

Ramadan that he saw METU graduates holding a banner which "graduates of ten 

beers" (On bira yēn mezunu) written on during the traditional march.4 

He became agitated and lost his sleep because he thought it was an insult to 

religion (Islam) to make fun of with a mahya writing, which originally is "Sultan of 

eleven months" (Onbir ayēn sultanē). The phrase is used to welcome Ramadan and 

indicates the sacredness and holiness of the month by emphasizing its superiority to 

the remaining eleven months of the year.  In the interview, G¿neĸ mentions that it was 

the hatred (kin) that kept him awake all night and this emotion was the main driving 

force that caused him to decide to draw a cartoon which he considers as a response to 

what he thinks an attack to his -and to Muslim communityôs- beliefs.  

ķahin G¿neĸ's remarks about what he felt that night are important because those 

feelings gave impetus to the idea of publishing an Islamist humor magazine; hence 

Misvak was born. In Misvak, strong emotions such as hate, anger, and rage are at play, 

and those emotions set the tone of the magazine while the cartoonists express 

themselves through their work on Misvak's social media accounts. In that sense, it 

would not be wrong to argue that Misvak has become quite popular and been widely 

acknowledged because of its provoking content; in fact, it is the most popular Islamist 

humor magazine of these days. 

As an ñinstant political humor magazine,ò5 there are mostly editorial, single-

panel cartoons covering daily political events in a way that is revealing the magazineôs 

 
4 The banner grad students were holding was actually a reference to one of the drawings of the famous 

Uykusuz (and before Penguen) cartoonist Yiĵit ¥zg¿r. In the original cartoon, an imam is slapping a 

man who separated the words of mahya writing incorrectly causing a shift in the meaning. The mahya 

writing in the cartoon becomes ñSultan of ten beersò(On bira yēn sultanē) instead of ñSultan of eleven 

monthsò (Onbir ayēn sultanē); hence the joke is basically based on a play on words. 

 

 
5 According to its Facebook page 
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ideological position. Those cartoons which are embedded with Islamist ideology 

provoked reactions mostly based on the claim that the magazine is aiming to violate 

the foundation of Turkish laicism. Misvakôs pictures about delicate and problematic 

issues such as Atat¿rk, T¿rkiye Ķĸ Bankasē, the Republic, and laicism had widespread 

media coverage arguing the magazineôs sympathy to Islamist reactionism (irtica). 

However, those arguments and reactions mostly took place on social media and some 

oppositional online newspapers rather than mainstream media.  

A good portion of those cartoons get reactions from the secular or, more 

precisely, politically oppositional segment of the society. Ekĸi sºzl¿k is one of the 

leading platforms where that criticism towards Misvak takes place. After a quick 

search of the ñmisvakò and ñmisvak magazineò on the website, more than a dozen of 

headings including those words and referring to the magazine -excluding the miswak 

chew stick- have been found6. Those entries about the related headings are mostly full 

of anger and claiming the Misvak team for being ignorant, evil as well as ineligible 

artists. There are so many pages of heated discussions under each title that how Misvak 

is presented in Ekĸi Sºzl¿k could easily be a topic for a separate research study. Ekĸi 

Sºzl¿k is just one platform showing how Misvak could be perceived on social media, 

especially from the opposition side. Of course, there are contradicting opinions in Ekĸi 

 
6 https://eksisozluk.com/misvakin-29-ekim-karikaturu--5829172 

  https://eksisozluk.com/misvak-dergisinin-esnaf-karikaturu--5781254 

  https://eksisozluk.com/misvak-dergisinin-laiklik -karikaturu--5097784 

  https://eksisozluk.com/misvak-dergisinin-yasar-nuri-ozturk-karikaturu--5135982 

  https://eksisozluk.com/misvak-dergisi-referandum-karikaturu--5293831 

  https://eksisozluk.com/misvak-dergisinin-eksi-sozluk-temali-karikaturu--5122408 

  https://eksisozluk.com/misvak-dergisinin-kilicdaroglu-karikaturu--5166295 

  https://eksisozluk.com/misvakin-kemal-kilicdarogluna-saldiri-karikaturu--6014425 

  https://eksisozluk.com/misvakin-kapatilmasi--5829485 

  https://eksisozluk.com/12-haziran-2019-misvakin-imamoglu-karikaturu--6069716 

  https://eksisozluk.com/misvakin-otel-karikaturu--6077262 

  https://eksisozluk.com/misvakin-yerli-uretim-logosu-karikaturu--5807037 

  https://eksisozluk.com/misvakin-ataturk-karikaturu--5564196 

  https://eksisozluk.com/12-ekim-2018-misvak-dergisi-karikaturu--5813905 

https://eksisozluk.com/misvakin-29-ekim-karikaturu--5829172
https://eksisozluk.com/misvak-dergisinin-esnaf-karikaturu--5781254
https://eksisozluk.com/misvak-dergisinin-laiklik-karikaturu--5097784
https://eksisozluk.com/misvak-dergisinin-yasar-nuri-ozturk-karikaturu--5135982
https://eksisozluk.com/misvak-dergisi-referandum-karikaturu--5293831
https://eksisozluk.com/misvak-dergisinin-eksi-sozluk-temali-karikaturu--5122408
https://eksisozluk.com/misvak-dergisinin-kilicdaroglu-karikaturu--5166295
https://eksisozluk.com/misvakin-kemal-kilicdarogluna-saldiri-karikaturu--6014425
https://eksisozluk.com/misvakin-kapatilmasi--5829485
https://eksisozluk.com/12-haziran-2019-misvakin-imamoglu-karikaturu--6069716
https://eksisozluk.com/misvakin-otel-karikaturu--6077262
https://eksisozluk.com/misvakin-yerli-uretim-logosu-karikaturu--5807037
https://eksisozluk.com/misvakin-ataturk-karikaturu--5564196
https://eksisozluk.com/12-ekim-2018-misvak-dergisi-karikaturu--5813905
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Sºzl¿k as well. Still, most of the entries about the cartoons are emphasizing the 

irritating existence of dominant themes of anger, hate, and rage in Misvak.7  

Due to claims of use of inappropriate content indicating hate speech, Misvak 

has been warned by Instagram several times, and the official account has been closed 

down for a few days in April 2020. Although Instagram later allowed the magazine to 

share cartoons again, cartoonists keep announcing the danger for the magazine to close 

down permanently, thatôs why there is a backup account named ñMisvak Yedekò on 

Instagram as well. 

1.1 The Aim and Significance of the Study 

 This thesis work aims to analyze the discourse of Misvak, the prominent 

Islamist humor magazine of the last five years in Turkey through cartoons. This study 

aims to examine the relationship between the AKP and the ideological discourse 

proposed by the magazine within the context of hegemony. To that end, this thesis 

aimed to reveal the efforts regarding the discursive construction of enemy images in 

the magazine, which indicates parallelism with the AKP discourse. Following this 

purpose, this study aims to show how enemy images are constructed via humor in the 

magazine by analyzing visual texts, hence cartoons. By doing that, this attempt will 

also shed light on the presented ideological position of the magazine, which manifests 

as the articulation of Islamism with Nationalism, and Neo-Ottomanism.  

First of all, this work suggests that the use of humor in the magazine has a 

distinctive character in the way that it promotes and empowers the hegemonic narrative 

instead of challenging it. Unlike the narratives that position humor as a powerful tool 

for the resistance, this study suggests that humor in Misvak aims to strengthen the 

authority and nurture the AKPôs hegemony project. In that sense, Misvak presents 

itself as an alternative product in the field of culture, which is allegedly dominated 

 
7 What may be considered as surprising is that the magazine sometimes gets reactions even from the 

AKP circles, which Misvak illustrators repeatedly declare their support for. However, it should be 

noted that such incidents are rare, and considering the magazineôs continuous support to the 

government, the discursive parallelism between the party and Misvak keeps emerging. 
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mainly by secular humor magazines such as Leman, Penguen, and Uykusuz. Such 

claims, in fact, showcase the changing outlook of Turkey during the last 18 years under 

the AKP rule, especially after the Gezi uprising.  

 Secondly, it is also important to analyze the othering discourse of Misvak to be 

able to pinpoint the efforts regarding the construction of enemy images in the 

magazine. Othering, framing, and stigmatizing certain parties come out as frequently 

used methods in Misvak, which lead to the reproduction of the hateful discourse that 

has been used by the hegemonic bloc in Turkey under the AKP rule. In that sense, it 

is possible to have a grasp of the current disposition of politics in Turkey and especially 

the tendencies to pursue a discriminative discourse after 2015 by examining the 

cartoons in Misvak.  

Considering popular culture is significant within a Gramscian analysis of 

hegemony, emerging of Islamist humor magazines during the 2000s also needs to be 

carefully addressed. That is to say that if one attempts to cover the main Islamic 

magazines of the 2000s chronologically as Cafcaf, then Hacamat and finally Misvak 

s/he can bear witness to óthe transition of the hegemony from an expanded to a limited 

oneô. In that sense, analyzing Misvak as the current one will also present the recent 

features of the AKPôs hegemony project, which turned into a limited one while keeping 

and even polishing its authoritarian character. 

Finally, tracing the proposed ideologies in Misvak will shed light on the matter 

of how ideology works through humor and visual texts. Considering that an art form 

could both affirm and negate the reality that it emerges from, those illustrations will 

provide us to comprehend the function of the ideology, including its capacity for 

hailing the subject, which in this context refers to the audience. At the same time, those 

representations of the self-image will help us to understand the perspective of Misvak 

cartoonists with their relation to ideology. 

All in all, it is meaningful to attempt to analyze Misvak as a case of an Islamist 

humor magazine, both for academic reasons as well as in terms of the current social 

and political trends. Without further examining the existing products of popular 
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culture, the current disposition of the hegemony cannot be thoroughly evaluated. In 

addition, attempting to do that through a humor magazine will also display the 

intertwined dynamics of the humor and power, considering that it entails keeping an 

open mind to the paradoxical and ambiguous nature of the subject. 

1.2 Literature Review 

The existing literature on Islamist humor magazines and especially on Misvak, 

is highly limited, which, in fact, poses a challenge for this thesis. In that sense, 

Alparslan Nasôs work can be mentioned among the almost non-existent literature on 

Misvak. Nasôs book, ñMedia Representations of the Cultural Other in Turkeyò (2018), 

engages in a critical analysis of the representations of the self and other in media during 

the 2010s. Nas, attempting to cover a handful of mediums including films, TV series, 

and advertisements, also examines the Misvak cartoons digitally published in 2017 in 

theñNew Cultural Others? Unveiling the Limitations and Paradoxesò chapter of the 

book. The chapter seeks to engage in a critical elaboration of the Misvak cartoons with 

an intent to show how those pictures make use of discursive strategies to imagine and 

establish new cultural others (Nas, 2018). In his analysis, Nas, building on Bourdieu, 

argues that cartoons must be comprehended as ña fieldò that consists of power relations 

and which in different social classes compete in terms of their habitus and cultural 

capitals (Nas, 2018).  

According to Bourdieu;  

A field is a field of forces within which the agents occupy positions that 

statistically determine the positions they take with respect to the field, these position-

takings being aimed either at conserving or transforming the structure of relations of 

forces that is constitutive of the field (Bourdieu, 2005, p. 39). 

In that sense, it is not clear how a cartoon should be comprehended as a field 

in Bourdiouen terms, considering Bourdieuôs analysis was mainly to identify the 

power relations between different classes within the field theory. In fact, Nasôs position 

to the subject comes from the approach of center-periphery dichotomy. He argues that 

considering those vulgar representations of the individuals who migrated to the cities 
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and did not adapt to modern urban life, satirical humor magazines historically have 

reflected the perspectives of ñthe central subject as opposed to the peripheryò in 

Turkey (Nas, 2018). He claims that those magazines led to the establishment of a 

certain hegemony in terms of popular culture, and even though the AKP came into 

power in 2002, the cultural identity of the party and its voters remained as the 

ñunderrepresented cultural othersò in Turkey (Nas, 2018). Accordingly, Misvak was 

born as a response to those deep-rooted center-periphery dichotomy considering those 

notions are also not stable and consistent, and there are dynamic boundaries between 

them. Nas argues that there are three different layers of meaning in the narrative of 

Misvak as the promotion of xenophobia, counter-secularism, and discourse of 

nationalism (Nas, 2018). He adds; 

Misvak cartoons show that the social class of caricaturists who associate 

themselves with the ruling party tend to define themselves and their goals based on 

establishing enemy figures rather than offering coherent, sophisticated and original 

narratives that would illustrate their worldviews. (Nas, 2018, p. 89) 

He further concludes and explains this social class as those once 

ñperipheralized, otherized, dismissed as undesirable citizens of Republican elitismò 

now found a space at the center of power relations, and they use the same discursive 

mechanisms against certain social classes and notions including the West, secularists 

and Kurdish opposition (Nas, 2018, p. 89).  He mentions that Misvak promotes 

misogyny, racism, homophobia, militarism, and speciesism as narrative strategies, and 

the self-representation is based on the cultural other, which is paradoxical (Nas, 2018). 

The central inquiry of this thesis revolves around the construction of the enemy 

images in Misvak; hence it will also be argued that the use of misogyny, racism, 

homophobia, etc. comes up as frequently used methods in Misvak with this intent. 

However, this work aims to discuss Misvak within the Gramscian framework of 

hegemony rather than the center-periphery dichotomy. First, it should be noted that 

there are inherent problems in the center-dichotomy approach. Yalman mentions that 

those approaches to the center-periphery dichotomy arise from the ñdissident but 

hegemonic discourse,ò which are based on the tendency to address the Turkish state 
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as a ñdeviant caseò(Yalman, 2002). Accordingly, this relativist approach, which could 

lead to an ñOrientalist understanding,ò entails both a confirmation of the ñsui generis 

reality of the Turkish stateò and a ñneoliberal eulogyò (Yalman, 2002, p. 23). It is 

because herewith, the Ottoman-Turkish social formation is explained with the absence 

of a Western-type civil -society (G¿ngen &Erten, 2005). In that sense, Mardinôs 

analysis assumes the state ñas an objective, real phenomenon, but in fact, it provides a 

misconception of the social realityò (Yalman, 2002, p. 25). In sum, this approach 

ñleads to an assumption in which the tribulations of Turkish democracy are attributed 

to a strong state tradition or to the weakness of civil societyò (G¿ngen & Erten 2005, 

p. 9); hence it has much more to do with the neoliberal ideology. In a similar vein, 

Erdoĵan also mentions that this framework has been used as a paradigm at the risk of 

ignoring class struggles and instead worked as an agency to explain the binaries in the 

society from only a cultural perspective in Turkey (Erdoĵan, 2015). 

Lastly, Nas argues: 

It is not possible to understand what their ideology offers as a worldview since 

the cartoons are deprived of the necessary narrative strategies to construct substantial 

and sophisticated arguments on the kind of values that this social class maintains (Nas, 

2018, p. 89). 

However, it will be argued in this study that there are certain ideological 

positions that are affirmed as well as negated in the Misvak discourse. Such as 

Islamism, nationalism, and neo-Ottomanism are forwarded vis- -̈vis  Kemalism and 

the left, which are negated and constructed as enemy categories via representations. In 

addition, there is a remarkable ambiguity within the discussion of Nas regarding the 

ñsocial class of caricaturistsò. He defines them as ñonce peripheralized others who 

identify themselves with the ruling party,ò and that those cartoons reproduce ñan 

Islamist, nationalist superior self as opposed to enemiesò(Nas, 2018, p. 82) however, 

those remarks do not give us a clear picture about the social class of cartoonists. The 

narrative shows that those classes are categorized as secular vs. conservative social 
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classes in his analysis, yet that is to reckon without the main principles of the class 

relations that are rooted in economics, hence such an analysis is out of place. 

In his article ñWhat does the discourse on cultural power serve for?ò Emre 

Keten examines the issue within cultural hegemony debates (Keten, 2019). He argues 

that for those who attempt to analyze the history of Turkey from a cultural perspective 

and ignore class struggles, the discussions on cultural power always had a central 

place. However, Gezi Revolt played a crucial role in those debates; it created a form 

of cultural resistance which blindsided the AKP and forced the party to respond the 

unexpected development; hence the subject brought to the table this time by the AKP, 

and the efforts to establish a cultural hegemony became prevalent (Keten, 2019). 

To that end, Keten evaluates Misvakôs position similar to those TV shows that 

broadcasting on state channel TRT with a pro-government narrative and argues that 

not only Misvak but also other Islamist and pro-government humor magazines 

including Cafcaf and Hacamat were created as Islamic substitutions of Leman and 

Penguen (Keten, 2019).  As such, the Islamic popular culture magazines such as Cins, 

Lacivert, and Ķzdaham seek to replace those secular ones like Ot and Kafa (Keten, 

2019). 

In sum, it could be mentioned that Ketenôs position on the issue is more aligned 

with the central arguments of this thesis. In that sense, this study aims to discuss the 

Islamist humor magazines and especially Misvak within the context of hegemony 

debates and does not resort to the center-periphery dichotomy.  

1.3 Research Method and Theoretical Framework 

This thesis work examines the Misvakôs cartoons digitally published on the 

magazineôs Instagram page between 2015 and 2020. With the aim of analyzing the 

magazineôs discourse, qualitative research methods will be employed, and discourse 

analysis will be used in the study. 

It is clear that cartoons are not regular texts such as news or speeches, however 

as Fairclough also argues ñin cultural analysis, by contrast, texts do not need to be 
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linguistic at all; any cultural artefact - a picture, a building, a piece of music - can be 

seen as a text.ò (Fairclough, 1995, p. 4). For this reason, discourse analysis will be 

conducted to reveal the hidden meanings, explore absences and silences in Misvakôs 

discourse and its relation to the dominant ideology, which is proposed as Islamism by 

the AKP as a part of its hegemonic project. To that end, this analysis will help us to 

detect and show the parallelism between the discourses of the party and the magazine.  

The data is derived from Misvakôs social media accounts and mainly from its 

Instagram page for the period of June 2015-May 2020.  In addition, 19 issues of Cafcaf 

published during 2013-2015 (from the 53rd  to the last issue 72nd ) and all 56 issues of 

Hacamat published during 2015-2016 have been briefly reviewed for supplementary 

data and in order to gain a general outlook regarding the Islamist humor magazines of 

the 2000s. As of May 2020, there are approximately 4600 cartoons on Misvakôs 

Instagram page, and covering all of these pictures is beyond the scope of this study. 

Misvak cartoons cover a handful of issues, including politics, popular culture, 

consumption habits as well as daily religious practices such as fasting during 

Ramadan; having said that, the political cartoons unmistakeably predominate over the 

remaining images. In addition, advocacy of the ruling party, along with the 

construction of enemy images, stand out as two main themes in the magazine. To that 

end, after conducting a thematic analysis, all images have been roughly divided into 

categories, and the sample has been determined according to the identified themes. 

Accordingly, humor and ideology proposed by the magazine, the representation of the 

self-image, and enemy images have been defined as the main thematic categories. 

Besides, several enemy images have been analyzed within additional sub-categories 

as follows; the representations of left, intellectuals, the Gezi Park protesters, the 

political parties in opposition, women and LGBTQ+, the foreign powers, and Kemalist 

modernization. Hence, remaining images (such as the depictions of popular culture, 

etc.) have been excluded from the analysis, and those images that are relevant and 

rather fit in an ideological context became the focal point. Having said that, some 

specific examples that may fit into both categories might also be used in the study. 
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In that sense, this thesis will cover 141 Misvak cartoons in total8, the images that 

are typical and critical for the related theme are selected for the study. The unit of 

analysis will be single frames. To that end, a list of figures showing all Misvak images 

used in the text is also presented below. As can be seen below, one image may fit in 

more than one category. Having said that it can be observed that some themes or 

categories are more prevalent in the magazine. 

Table 1- List of Figures used in the text 

Figure 

Nr. 

Description Themes/Categories 

1 Depiction of METU Graduation ceremony Islamism 

5 Two cartoons of Uykusuz and Misvak depicting a 

similar marketplace scene 

AKP advocacy 

6 An image of Misvak Bakkalôs coffee mug with an 

illustration of Minister Soylu 

Ideology, AKP 

advocacy 

7 Depiction of ñWorld of Kemalsò (Kemaller Alemi) Advocacy, copying, 

enemy images 

8 Illustration of President Erdoĵan AKP advocacy 

9 Depiction of Selahattin Demirtaĸ with a PKK 

terrorist and a T.C soldier 

Sexism, hegemonic 

masculinity, vulgar 

language, sexual 

implications Enemy 

images- LGBTQ+,  

10 Depiction of two pigs drinking Rakē Grotesque imagery 

11 Depiction of a Dutch politician Grotesque imagery 

12 Illustration of Kemal Kēlē­daroĵlu in the form of a 

toilet seat 

Grotesque imagery 

15 An image from Misvak Capps comparing two 

schoolbags 

Ideology, Narcissism, 

Enemy Images 

(negation of the West)  

16 A depiction of Santa Clause Ideology, Narcissism, 

Enemy Images 

(negation of the West) 

17 Depiction of two men drinking tea and discussing 

laicism 

Islamism 

18 Depiction of two men discussing laicism Islamism 

19 Depiction of two men discussing salutation forms Islamism 

20 Depiction of PKK terrorists discussing burning down 

mosques 

Islamism 

   

 
8 139 images will be directly used in the main body of the text and additional 2 more will be shown in 

the Appendix A section of the thesis. 
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Table 1- List of Figures used in the text (continued)  

21 A warning sign, parents are reminded to choose 

religious courses for their primary-school-age 

childrenôs curriculum 

Islamism 

22 Depiction of a hodja talking about the ummah Islamism 

23 Illustration of President Erdoĵan Representation of the 

self-image 

24 Illustration of President Erdoĵan Representation of the 

self-image 

25 Depiction of two men discussing ñthe cause.ò Representation of the 

self-image, Islamism 

26 Illustration of President Erdoĵan Representation of the 

self-image 

27 Illustration of President Erdoĵan Representation of the 

self-image 

28 Illustration of President Erdoĵan with a shepherd Representation of the 

self-image 

29 Depiction of the ñBeyaz Atletliò Representation of the 

self-image 

30 Depiction of the ñBeyaz Atletliò Representation of the 

self-image 

31 Depiction of the ñBeyaz Atletliò Representation of the 

self-image 

32 Depiction of the ñBeyaz Atletliò Representation of the 

self-image 

33 Depiction of the ñBeyaz Atletliò Representation of the 

self-image 

35 Illustration of Necip Fazēl Kēsak¿rek Representation of the 

self-image, Islamism 

36 Depiction of Corporal Seyit Representation of the 

self-image, Islamism, 

suffering subject, 

narcissism 

37 Illustration of Minister ¢avuĸoĵlu in fez Representation of the 

self-image, neo-

Ottomanism 

38 Depiction of President Erdoĵan and Sultan 

Abdulhamid II. 

Representation of the 

self-image, neo-

Ottomanism 

39 Illustration of Alpaslan T¿rkeĸ Representation of the 

self-image, 

nationalism 

40 Illustration of Muhsin Yazēcēoĵlu Representation of the 

self-image, 

nationalism 
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Table 1- List of Figures used in the text (continued) 

41 Depiction of President Erdoĵan and Devlet Bah­eli 

in ñwhite Torosò cars 

Representation of the 

self-image, 

nationalism 

42 Depiction of the weakness of the S-400 missile 

system 

Political contradictions 

43 Depiction of the superiority of S-400 missile system Political contradictions 

44 Illustration of Maduro is using Rabia gesture Political contradictions 

45 Depiction of President Erdoĵan and Ahmet 

Davutoĵlu as friends 

Political contradictions 

46 Depiction of President Erdoĵan and Ahmet 

Davutoĵlu as friends 

Political contradictions 

47 Depiction of Ahmet Davutoĵlu as the enemy Political 

contradictions, enemy 

images 

48 Depiction of Ahmet Davutoĵlu and Ali Babacan as 

the enemy 

Political 

contradictions, enemy 

images 

49 Depiction of Ahmet Davutoĵlu and Abdullah G¿l as 

the enemy 

Political 

contradictions, enemy 

images 

50 Depiction of Devlet Bah­eli as the devil Political 

contradictions, enemy 

images 

51 Depiction of Devlet Bah­eli during an interview Political 

contradictions, enemy 

images 

52 Depiction of President Erdoĵan and Devlet Bah­eli 

in a boxing ring 

Political 

contradictions, enemy 

images 

53 Depiction of an old man writing on a wall, ñPrayer is 

the only way.ò 

Enemy images- Left in 

Turkey 

54 Depiction of two leftist men sitting face to face on 

the U.S. flag patterned chairs 

Enemy images- Left in 

Turkey 

55 Depiction of the logos of Uykusuz, Leman, and 

Penguen magazines 

Enemy images- Left in 

Turkey 

56 Depiction of two young men firing a gun on Kemal 

Kēlē­daroĵlu 

Enemy images- Left in 

Turkey 

57 Depiction of two young people who are about to die 

after an armed conflict 

Enemy images- Left in 

Turkey 

58 Illustration of Turgut ¥zal Enemy images- Left in 

Turkey 

59 Depiction of laborers as street beggars Enemy images- Left in 

Turkey 

60 Depiction of a streetcleaner on May 2 Enemy images- Left in 

Turkey 
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Table 1- List of Figures used in the text (continued) 

61 Depiction of laborer carrying an anti-1 May sign Enemy images- Left in 

Turkey 

62 Depiction of International Workersô Day gathering Enemy images- Left in 

Turkey 

63 Depiction of a toolbox with a quotation of Prophet 

Muhammad 

Enemy images- Left in 

Turkey, Islamism 

64 Depiction of a policeman arresting a teacher Enemy images- 

Intellectuals 

65 Depiction of ñ1128 traitors.ò Enemy images- 

Intellectuals 

66 Depiction of a PKK terrorist on the shoulders of an 

academic 

Enemy images- 

Intellectuals 

67 Depiction of Former Head of First Army Hasan Iĵsēz Enemy images- 

Intellectuals 

68 Depiction of METU student as a donkey Enemy images- 

Intellectuals 

69 Depiction of METU as a barn Enemy images- 

Intellectuals 

70 Depiction of METU students as donkeys riding a 

terrorist form ballerina in an amusement park 

Enemy images- 

Intellectuals 

71 Depiction of Gezi Protesters as terrorists Enemy images-Gezi 

Protesters 

72 Depiction of Berkin Elvan as a monster Enemy images-Gezi 

Protesters 

73 Depiction of Kartal Municipality Berkin Elvan 

Football Tournament Award Ceremony 

Enemy images-Gezi 

Protesters 

74 Depiction of Berkin Elvan Park Enemy images-Gezi 

Protesters 

75 Depiction of a policeman interrogating a FETO 

member 

Enemy images-Gezi 

Protesters 

76 Depiction comparing Gezi Revolt and 15th July coup 

attempt 

Enemy images-Gezi 

Protesters 

77 Depiction of a tank crushed by the ñnation.ò 15 July coup attempt 

78 Depiction of a soldier of the ummah 15 July coup attempt 

79 Depiction of two men discussing a coup attempt 15 July coup attempt 

80 Depiction of the ñelite-squad.ò 15 July coup attempt, 

Enemy images- white 

Turks 

81 Depiction of a man sunbathing during the coup 

attempt 

15 July coup attempt, 

Enemy images- white 

Turks 

82 Depiction of a reporter making news about Leyla 

Zana 

Enemy images- 

Political Parties in 

opposition 
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Table 1- List of Figures used in the text (continued) 

83 Depiction of Meral Akĸener as affiliated with many 

political parties 

Enemy images- 

Political Parties in 

opposition 

84 Depiction of ñLes Mis®rablesò film  poster Enemy images- 

Political Parties in 

opposition 

85 Depiction of Ekrem Ķmamoĵlu and Canan 

Kaftancēoĵlu sitting on the same chair with PKK 

terrorist and Fethullah G¿len 

Enemy images- 

Political Parties in 

opposition 

86 Depiction of the devil talking with Fethullah G¿len, 

Kemal Kēlē­daroĵlu, Selahattin Demirtaĸ and Aydēn 

Doĵan 

Enemy images- 

Political Parties in 

opposition 

87 Depiction of a PKK terrorist, Kemal Kēlē­daroĵlu, 

Selahattin Demirtaĸ, Fethullan G¿len, Vladimir Putin 

and Bashar al-Assad all chanting for Moscow 

Enemy images- 

Political Parties in 

opposition 

88 Depiction of a man telling Kēlē­daroĵlu that he is not 

the opposition leader that Trump appointed 

Enemy images- 

Political Parties in 

opposition 

89 Depiction of a voting ticket Enemy images- 

Political Parties in 

opposition 

90 Depiction of Kēlē­daroĵlu watching news Enemy images- 

Political Parties in 

opposition 

91 Depiction of Demirtaĸ licking Russiaôs boots Enemy images- 

Political Parties in 

opposition 

92 Depiction of Imamoĵlu before and after the elections Enemy images- 

Political Parties in 

opposition 

93 Depiction of two men reading ñKºzc¿ò on the 

subway 

Enemy images- 

Political Parties in 

opposition 

94 Kemal Kēlē­daroĵlu and another CHP MP drinking 

beer and talking 

Enemy images- 

Political Parties in 

opposition 

95 Depiction of an older woman telling President 

Erdoĵan that he should tolerate Kēlē­daroĵlu because 

he is stupid 

Enemy images- 

Political Parties in 

opposition 

96 Depiction of a CHP supporter declaring that he is 

stupid 

Enemy images- 

Political Parties in 

opposition 
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Table 1- List of Figures used in the text (continued) 

97 Depiction of the jealousy of those ñdid not do 

anything but to erect statues for 100 years.ò 

Enemy images- 

Political Parties in 

opposition 

98 Depiction of Kēlē­daroĵlu and Bah­eli watching the 

news 

Enemy images- 

Political Parties in 

opposition 

99 Depiction of Kēlē­daroĵlu admitting he bankrupted 

the SSK 

Enemy images- 

Political Parties in 

opposition 

100 Depiction of a man listening to the news about 

women employment 

Enemy images-

Women 

101 Depiction of a woman writing graffiti Enemy images-

Women 

102 Depiction of a cavewoman Enemy images-

Women 

103 Depiction of men beating up a woman in a chador Enemy images-

Women 

104 Depiction of two women in front of a 28th February 

sign 

Enemy images-

Women 

105 Depiction of a man who is asked to answer a question 

about womenôs clothing on a TV show 

Enemy images-

Women 

106 Depiction of a pimp giving his card to a woman 

during the feminist march 

Enemy images-

Women 

107 Depiction of Selahattin Demirtaĸ in front of a banner 

about child marriage 

Enemy images-

Women 

108 Depiction of a man serving prison time due to 

marrying a child 

Enemy images-

Women 

109 Depiction of an anti-riot vehicle spraying water to an 

LGBTQ+ activist 

Enemy images- 

LGBTQ+ 

110 Depiction of two men walking during the gay pride Enemy images- 

LGBTQ+ 

111 Depiction of Kemal Kēlē­daroĵlu and Fethullah 

G¿len as lovers in bed 

Enemy images- 

LGBTQ+, hegemonic 

masculinity 

112 Depiction of Kēlē­daroĵlu in front of an LGBTQ+ 

flag 

Enemy images- 

LGBTQ+, hegemonic 

masculinity 

113 Depiction of Selahattin Demirtaĸ as Rapunzel Enemy images- 

LGBTQ+, hegemonic 

masculinity 

114 Depiction of Kēlē­daroĵlu dancing with a PKK 

terrorist, both in skirts 

Enemy images- 

LGBTQ+, hegemonic 

masculinity 
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Table 1- List of Figures used in the text (continued) 

115 Depiction of a PKK terrorist in a skirt, suffocated by 

strong arms 

Enemy images- 

LGBTQ+, hegemonic 

masculinity 

116 Depiction of a PKK terrorist in a skirt Enemy images- 

LGBTQ+, hegemonic 

masculinity 

117 Depiction of an Ottoman man slapping a PKK 

terrorist 

Enemy images- 

LGBTQ+, hegemonic 

masculinity 

118 Depiction of ñforeign powers.ò Enemy images-Foreign 

powers 

119 Depiction of the U.S. and Chinese statesmen Enemy images-Foreign 

powers 

120 Depiction of a Crusade soldier Enemy images-Foreign 

powers 

121 Depiction of Putin as a bear Enemy images-Foreign 

powers (Russia) 

122 Depiction of Turkeyôs downing Russian jet plane Enemy images-Foreign 

powers (Russia) 

123 Depiction of a Turkish soldier named ñMehmet 

Baltacēò 

Enemy images-Foreign 

powers (Russia) 

124 Depiction of two men talking about the foundation of 

the Republic 

Enemy images-Foreign 

powers (Anti-Semitism 

& Kemalist 

modernization) 

125 Depiction of an Israeli soldier killing a Palestinian 

man 

Enemy images-Foreign 

powers (Anti-

Semitism) 

126 Depiction of Netanyahu on the shoulders of Trump Enemy images-Foreign 

powers (Anti-

Semitism) 

127 Depiction of Necmettin Erbakan drawing a Cyprus 

flag 

Enemy images-Foreign 

powers (Anti-

Semitism) 

128 Depiction of Kēlē­daroĵlu, Trump, Netanyahu and 

Fethullah G¿len as football players in the same team 

Enemy images-Foreign 

powers (Anti-

Semitism) 

129 Depiction of ñKara Muratò Enemy images-Foreign 

powers (Anti-

Semitism) 

130 Depiction of Trump talking about a trip to Turkey Enemy images-Foreign 

powers (Western 

foreign powers) 
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Table 1- List of Figures used in the text (continued) 

131 Depiction of an American and a Turkish soldier 

patrolling together 

Enemy images-Foreign 

powers (Western 

foreign powers) 

132 Depiction of Trump bowing at the feet of President 

Erdoĵan portrayed as an Ottoman janizary 

Enemy images-Foreign 

powers (Western 

foreign powers) 

133 Depiction of President Erdoĵan responding to claims 

about dictatorship 

Enemy images-Foreign 

powers (Western 

foreign powers) 

134 Depiction of Angela Merkel as a Nazi official Enemy images-Foreign 

powers (Western 

foreign powers) 

135 Depiction of foreign powers saying no to Mehmed 

the Conquerer 

Enemy images-Foreign 

powers (Western 

foreign powers) 

136 Depiction of a man in fez voting yes for Erdoĵan Enemy images-Foreign 

powers (Western 

foreign powers) 

137 Two men talking about the liberation of Istanbul in 

1923 

Enemy images-

Kemalist 

modernization 

138 Depiction of donkeys in suits worshipping to donkey 

statues 

Enemy images-

Kemalist 

modernization 

139 Depiction of a man asking for directions Enemy images-

Kemalist 

modernization 

140 Depiction of Yēlmaz ¥zdil interviewing on TV about 

President Erdoĵan 

Enemy images-

Kemalist 

modernization 

141 Depiction of two Kemalists drinking rakē and singing Enemy images-

Kemalist 

modernization 

142 Depiction of a TV interview about Atat¿rk Enemy images-

Kemalist 

modernization 

143 Depiction of a ñMankurtò Enemy images-

Kemalist 

modernization 

144 A warning sign about the modern education system Enemy images-

Kemalist 

modernization 
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Table 1- List of Figures used in the text (continued) 

145 Depiction of two men in a car talking about Atat¿rk Enemy images-

Kemalist 

modernization 

A.6 Depiction of Kemal Kēlē­daroĵlu as a clueless person Enemy images- 

Political Parties in 

opposition 

A.7 Depiction of Kemal Kēlē­daroĵlu as a clueless person Enemy images- 

Political Parties in 

opposition 

Total:141 figures    

 

Humor is one of the key concepts of this study, and there is an extensive literature 

on humor. From Aristotle to Hobbes, Bergson, and Freud, many scholars and 

philosophers have worked through and came up with different analyses regarding the 

reasons behind laughter or the function of humor, etc. There are laughter theories, 

including superiority, relief, and incongruity, attempting to explain the reasons and 

motives behind laughter. In addition, humorôs relationship with religion is another 

inquiry that will be discussed within this thesis, and whether humor and religion are 

compatible will be also be argued. For example, while Islamic humor praises good 

kind of ñcleanò humor, it condemns and strictly forbids that involves mockery, insult, 

or ridicule since those could lead to hostility among people. Within the context of the 

Islamic approach to humor, Misvakôs position as an Islamist humor magazine will also 

be analyzed in this study. 

As such, the function of humor has been in the center of debates on humor; for 

example, it is mentioned that it can be rebellious or disciplinary, as Billig argues. 

While laughter was not welcomed in the Platonic state sense, today, having a good 

sense of humor is considered to be an appealing quality for human beings. Bakhtin 

argues that the Carnival laughter is such a powerful tool that it could upend hierarchy 

and makes the king fools and fools the kings. However, as a critical question, it needs 

to be further addressed whether humor is always oppositional by nature. This study, in 

that sense, finds the notion of humor as paradoxical and argues that while it could lead 
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to rebellion, humor can also be instrumental and even propagandist, which serves for 

the hegemon. Hence, the humor proposed by Misvak will be discussed within the 

understanding that the magazine is a product of AKPôs limited hegemony project. 

Interrelated with the hegemony debates, Gezi is also relevant as it plays a 

crucial role in terms of social and political trends in Turkey and represents a break for 

the AKP. What Gezi represents is also crucial for this thesis because one of the 

essential features of the uprising was embedded in its humorous nature. During the 

protests, the use of humor came to the forefront as a prominent characteristic of the 

Revolt; young protesters embraced humor in those slogans, graffiti, cartoons, and 

drawings that were mainly anti-government. There were mockery and ridicule 

targeting the government and the police force; as such, laughter became a tool for 

resistance during the anti-government demonstrations in the city squares. In that sense, 

it has been argued by many scholars that the Gezi Revolt was aiming to upend the 

hierarchy with the power of laughter and humor, which was reminiscent of the features 

of a Bakhtinian carnival (e.g., Gºrkem, 2015; Karakayal² & Yaka, 2014). On the other 

hand, as Daĵtaĸ argues, since the Revolt had a secular character, the political humor 

embedded in the Gezi spirit also revealed the deep-rooted binaries in the cultural 

sphere of Turkey. For example, many middle-class protesters adopted a 

Kemalist/secularist stance; with those slogans of ñMustafa Kemalôin askerleriyizò (We 

are the soldiers of Mustafa Kemal) as they almost intended to defend the nation from 

reactionism (Daĵtaĸ, 2016). It could be argued that the use of humor during the 

uprising is highly critical since, as the product of the hegemonic form, the political 

work of humor entails power struggles along the secular/religious binary in Turkey 

(Daĵtaĸ, 2016). During the Gezi Revolt, it was clear that the field of culture was 

somewhat dominated by secular groups, and as an essential part of the culture, the use 

of humor was also secular in nature. Besides, mainstream and secular humor 

magazines such as Leman, Penguen, and Uykusuz strongly supported the uprising and 

contributed to the process of cultural production. However, those counter-protests and 

demonstrations held by the pro-government groups in the city squares indicated an 

unusual phenomenon. 
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As a response to the use of disproportionate police force during the protests, 

ñDisproportionate intelligenceò (orantēsēz zeka) was the term to define the humorous 

acts of young people who also embraced and reclaimed the concept of ñlootersò 

(­apulcular). In return, made-up terms combined such as ñGezi Zekalēò (implying geri 

zekalē, which basically means retarded) to describe the activists by the pro-government 

groups to react and with the intend to dominate the discourse. In addition, counter-

performances were demonstrated such as ñMan Standing Against the Standing Manò 

(Duran Adama Karĸē Duran Adam) which was a response to the ñStanding Manò 

performance demonstrated by the artist Erdem G¿nd¿z who did nothing but to stand 

still for hours in the Taksim square.  

In that sense, Misvakôs approach to humor will also be analyzed in a similar 

vein to those counter-protestersô, which shows that new dynamics are at play in Turkey 

today that needs further inquiry. Those developments point to the debates that mainly 

revolve around the kulturkampf, and cultural power has been rekindled after the Gezi 

Revolt. As such, many Islamic and pro-government TV shows, films, soaps, and 

magazines have been produced -and still are being produced- during this period. Those 

attempts have been perceived as a ñnewò cultural hegemony project by the 

conservative and mainly pro-government circles. In that sense, this thesis will attempt 

to explore the function of Misvak within those debates. 

In order to provide a bigger picture of the issue of what Misvak proposes, it 

would be appropriate to mention a pro-government analysis regarding the humor 

magazines in Turkey. In 2016, SETA (The Foundation for Political, Economic, and 

Social Research), a pro-government think tank, published a report on humor 

magazines in Turkey and cultural hegemony. The report aims to analyze four humor 

magazines, namely Gērgēr, Leman, Penguen, and Uykusuz, for the period starting on 

3rd November 2002, when the AKP first came into power (Demir, 2016). In sum, the 

report accuses those magazines of adopting a humor sense shaped by Islamophobia as 

well as a fear of Erdoĵan and concludes as below: 
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After analyzing those four humor magazines, it has been found that the 

humourists in Turkey enjoy revealing peopleôs flaws and that they are constantly 

angry. For this reason, there is neither philosophical melancholy nor hope proposed in 

the current humor understanding in Turkey. There are no principled and constructive 

contributions and suggestions for a better country and a better world in those slang 

words that are filled with curse/ridicule as well as in those insulting caricatures that 

are trapped in an anti-Tayyip perspective. Erdoĵanôs increasing public support in every 

election causes the magazinesô hate speeches that are pushing the boundaries of the 

freedom of expression, to be intensified. Thus, far beyond an opposition that is based 

on intelligence and subtle criticism, the magazinesô language is trapped between curse 

and ridicule. (Demir, 2016, p. 57) (my translation). 

Considering Misvak came out as an alternative to those above-mentioned 

mainstream magazines analyzed in the SETA report, then what can be said for Misvak? 

What does Misvak propose? Does it offer hope, a world view, a contribution to the 

current status of political and social trends? What does Misvak bring to the table 

regarding cultural production? This thesis mainly aims to bring clarity to those issues. 

For this reason, by analyzing the discourse proposed through visual texts, this study 

also seeks to answer the following questions: To what extent does Misvakôs discourse 

show parallelism with the AKP discourse? To what extent does the use of humor in 

Misvak contribute to the construction of enemy images? How are enemy images 

constructed through visual texts in Misvak? Are those representations of the enemy 

image categories such as the left in Turkey, intellectuals, Gezi protesters, political 

parties, women, and LGBTQ+, foreign powers, and Kemalist modernization in line 

with the AKP discourse?  

1.4 Organization of the Thesis 

Besides the introductory and concluding chapters, this thesis work will consist 

of four main chapters. This chapter firstly aimed to present the objective and the 

significance of the study. In addition, the chapter has detailed the research 

methodology and the related theoretical framework covering key concepts in the 

previous sections. Also, the existing literature on Misvak, as well as the notion of 

humor, have been shortly reviewed.   
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The second chapter aims to examine the notion of humor from several angles. 

In this chapter, humor theories will be briefly reviewed to analyze the laughter and 

humor types in addition to humorôs function and its relationship with the hegemony as 

well as religion. Besides, humor magazine publishing in Turkey will be briefly 

discussed from a historical perspective. 

The third chapter seeks to investigate the sources of the AKPôs hegemony 

project as well as the ideological party discourse. To that end, this chapter attempts to 

position the AKP as a neoliberal authoritarian government and argues that those 

characteristics of the party remained the same while the expanded hegemony project 

transformed into a limited one. Arguing that Misvak is a product of the limited 

hegemony period, the third chapter first will review the underlying causes for the AKP 

to come out as a hegemony project, then will discuss the reasons for its transition. 

After, the prominent features of the party discourse will be briefly presented to 

evaluate whether there are similarities with the discourse of the AKP and the one 

proposed in Misvak. 

The fourth chapter aims to discuss the humor and the ideology proposed in 

Misvak via visual texts. Along with the examination of the function of humor in 

Misvak, this chapter will also mention the production process of the magazine. 

Besides, a concise comparison between Misvak and the other Islamist humor 

magazines of the 2000s, namely Cafcaf and Hacamat, will be made. In addition, the 

representation of the self-image will be shown through ideologies that are affirmed by 

the magazine after indicating those positions.  

The fifth chapter aims to present the construction of enemy images in Misvak 

through cartoons. It will be argued that there are number of main enemy categories, 

which are the left in Turkey, intellectuals, Gezi protesters, political parties in 

opposition, women, and LGBTQ+, foreign powers, and Kemalist modernization. The 

chapter will argue that those representations of the enemy images in Misvak serve as 

discursive strategies to nurture the AKPôs hegemony project, considering that the 

magazine follows the same discourse with the party. It will also be discussed that with 
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the use of othering, stigmatizing, and scapegoating certain parties in those depictions, 

the use of humor in Misvak functions as a form of propaganda, and the magazine acts 

as an Ideological State Apparatus. 

Finally, the sixth and concluding chapter will discuss the findings of the study 

as a whole, and those findings will be briefly summarized in the last chapter. 
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CHAPTER 2 

 

APPROACHING HUMOR, ISLAMIC HUMOR AND ISLAMIST HUMOR 

MAGAZINES IN TURKEY  

 

  As the backbone of this study, humor as a notion needs to be analyzed to 

establish a framework that covers multiple areas. To that end, this chapter aims to bring 

clarity on the issue of humor in several aspects, including its types and forms, its 

function, its relation with hegemony as well as religion. In addition, this chapter will 

also focus on the humor magazine publishing in Turkey from a historical perspective. 

Briefly reviewing the processes of both mainstream and Islamist humor magazine 

publishing in Turkey will help to provide a thorough understanding and further 

reasoning the current conjuncture of humor magazine publishing in Turkey today. 

2.1 On Laughter and Humor 

It is still a wonder why some people laugh in certain situations, whereas others 

may find those irritating, disturbing, or even painfully tragic. That is to say that there 

is no precise formula when it comes to producing as well as perceiving humor since 

these processes are highly interrelated to the cultural norms along with personal 

experiences. Nevertheless, even though it has been lately mentioned that apes are also 

capable of laughing, this ability is a unique way for humans to reflect a chemical 

process of the brain as a social indicator. In his work ñLaughter: An Essay of the 

Meaning of the Comic,ò Henri Bergson also focuses on the social function of laughter, 

where he argues whether it can shed light on the way that social, collective, and popular 

imagination works and focuses on the social significance of the laughter (Bergson, 

1911).  

Theories on laughter date back to Ancient Greece, however those discussions 

on laughter intended to develop debates on universal codes of humanity rather than to 

come up with a definition for laughter (ķahinalp, 2010). Thus, discussions on laughter 
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in the works of Socrates, Aristotle, and Plato were, in fact, arose from the debates on 

fundamental issues such as politics, rhetoric, and ethics (ķahinalp, 2010). Various 

theories on laughter have been produced until this time and, while each handles 

laughing in different ways, it seems possible to say that none of them are sufficient to 

explain the underlying causes of laughter alone. Nonetheless, there are three main 

theories on humor in the research literature; superiority theory, relief theory and 

incongruity theory. 

Superiority theory involves a comparison with the other party; people might 

laugh at othersô weaknesses and thus confirm their state of superiority. This approach 

traces back to Aristotle and Plato but rather is built on the ideas of Thomas Hobbes 

later in modern times. According to Hobbes, laughter manifests itself as a bodily 

passion, which he uses the term ñgloryò for it because it connotes the emotions of self-

pride, superiority, and self-assertion since glory also involves oneôs power and 

advantageous position before the others (Heyd, 1982).  

In the 18th Century, the Superiority Theory was challenged by two new laughter 

theories; the Incongruity Theory and Relief Theory (Morreall, 2016).  According to 

the Relief theory, which was later developed by Herbert Spencer and Sigmund Freud, 

laughter relieves the nervous energy (Morreall, 2016). In his book ñJokes and Their 

Relation to the Unconsciousò Freud intended to show humorôs relationship to the 

unconscious. Building on Spencer, he mentions three humor types as jokes, comic and 

mimetic, but in the end, he argues that in all cases, laughter is a form of relieving 

surplus energy (Freud, 1976). 

Finally, the Incongruity theory relies on the assertion that what makes people 

laugh is the disharmony embedded in an event or a story. According to this approach, 

which was forwarded by philosophers, including Kant, Schopenhauer, and 

Kierkegaard, the element of humor can be created through an encounter with the 

unexpected. This type of humor can also be found in the American comediansô stand 
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up shows, which surprise and amuse the audience with an unexpected punchline 

(Morreall, 2016). 

Those above theories attempting to explain why people laugh, provide a basis 

for the complicated relationship between humor and power as well as the function of 

humor. In that sense, Michael Billig makes a theoretical distinction between the 

rebellious and disciplinary functions of humor (Billig, 2005). Accordingly, rebellious 

humor as a form of ridicule mocks the social rules while disciplinary humor mocks 

those who break the social rules; thus, it is conservative by nature (Billig, 2005). This 

distinction helps us to understand the different approaches to the humor-state 

relationship from Plato to todayôs modern world. In that sense, it is well known that 

the Platonic state did not welcome humor or laughter since those could harm the image 

of the ideal state where all statesmen were cold and serious as they were representing 

an order that lacks pleasures and fun. As laughter was considered to be one of these 

pleasures, it was also strictly forbidden in order to make sure that the hierarchy and 

seriousness of the state are preserved. Plato, in that sense, considered laughter as a 

potentially dangerous act which could lead to rebellious initiatives and advised that 

neither the citizens nor the guardians should laugh (Plato, 2000).  

As justifying Plato's fears, Mikhail Bakhtin, in his work ñRabelais and His 

Worldò, says that the most radical, most universal and cheerful laughter was born out 

of the folk culture in the Renaissance, and this laughter is an expression of a new, free 

and critical historical consciousness (Bakhtin, 1984). Bakhtin gave great importance 

to the folk culture of the Middle Ages and those inverted images which had been 

produced during those festive times that could further explain his admiration towards 

carnival and carnivalesque. While Socrates and Plato did not approve of carnivalesque 

humor (Billig, 2005), Bakhtin saw the possibility of another world embedded within 

the carnival laughter. As such, to the contrary of what has been favored by the Platonic 

state, ñin carnival, laughter and excess push aside the seriousness and hierarchies of 

ñofficialò lifeò (Elliot, 1999, p. 129). 
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In those carnivals of the Middle Ages, reversed images were widespread; the 

poor fool could become the king, and the ugliest girl of the town could be elected as 

the beauty queen during those days. Eagleton draws attention to those binaries and 

inversions, which create the backbone of the carnival spirit that Bakhtin mentions: 

All absolute values are ridiculed and relativised. Against the high-mindedness 

of official doctrine is pitted the lethal power of laughter. Travesty, disfigurement and 

inversion (nose/phallus, face/buttocks, sacred/profane, man/woman, high culture/low 

culture) rampage for a euphoric moment through the byways and marketplaces 

(Eagleton, 2007).  

To put it, the importance of the carnival was lying in its capability to reverse 

the official hierarchy and to create an upside-down world for a few days with the power 

of laughter. Bakhtin explains the complex nature of this carnival laughter as follows: 

First, this laughter is not an individual reaction to a comic event, but it is festive 

laughter; therefore it belongs to all people; second, it is universal in scope, directed to 

all the people, including the participants in them and third, the laughter is ambivalent; 

since it also asserts and denies (Bakhtin, 1984). Such laughter is capable of 

establishing a new order by demolishing hierarchies, kings, and the church. In short, 

he believes that social hierarchies and proprieties are upended by laughter; therefore, 

the severe and cold face of the state could be threatened by humor, which forms a 

unique resistance. 

In that sense, the Bakhtinian approach to humor has a reputation for embracing 

subversive laughter that is also a practical tool for resistance. For example, humorous 

material, including cartoons, slogans, and street writings that had been produced 

during the Gezi Revolt in 2013, has also been acknowledged as a tool for the 

insurgency by many scholars (e.g., Gºrkem, 2015; Karakayal² & Yaka, 2014). 

Accordingly, it could be mentioned that the Gezi laughter was reminiscent of 

carnivalesque laughter.  
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Similarly, Arendt finds laughter as rebellious and sees as a powerful weapon 

against the authority: ñThe greatest enemy of authority, therefore, is contempt, and the 

surest way to undermine it is laughterò (Arendt, 1970, p. 45). 

On the other hand, as one of the critical questions of this study, it should be 

further investigated whether all forms of humor serve for resistance and if the only 

function of the humor is to upend power structures. More clearly, does humor have to 

be oppositional at all times? Does it necessarily have to undermine the authority?  

Those are essential questions because the main research topic of this thesis, as a pro-

AKP magazine, Misvak, stands out as an anomaly when the oppositional character of 

humor is taken for granted. Therefore, to be able to pinpoint Misvakôs approach to 

humor, it is crucial to understand the function of the humor and to ask if humor could 

also empower the authority. 

In his book ñAn Essay on Laughter,ò James Sully mentions that humor can be 

social as well as anti-social; it has the power to unite people with the bond of joy, while 

in the form of mockery and ridicule it can also exclude people (Sully, 1907). Building 

on Sully, Micheal Billig states that humor can be a matter of controversy, for there are 

differences in the appreciation of humor; therefore, it is challenging to define humor 

in terms of the laughter it evokes; hence, humor can be paradoxical (Billig, 2005). For 

example, Billig shares an anecdote about then Italian PM Berlusconiôs speech in 2003 

when he addressed the European Parliament. Accordingly, during Berlusconiôs 

speech, which was being interrupted with booings, he turned to one of the protestors, 

a German MEP, and he said, ñMr. Schultz, I know there is a producer in Italy who is 

making a film on Nazi concentration camps. I will suggest you for the role of the 

commandant. Youôd be perfect.ò (as qtd. in Billig, 2005, p. 177) 

Using the abovementioned example, Billig asks if we should define 

Berlusconiôs statements as not humorous since it failed to evoke laughter in the 

majority of its recipients and further argues that there is a theoretical danger for the 

scholars to become prescriptive in their definitions of humor (Billig, 2005). Herewith, 
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Billig states that there can be a mismatch between the attempt of humor and the effect 

of laughter (Billig, 2005, p. 178). In the shared anecdote, it is clear that Berlusconi 

intended to humiliate his opponent with his remarks and caused adverse reactions 

rather than laughter. Still, as Billig also argues, this should not lead to the conclusion 

that Berlusconi's joke cannot be classified as not humorous. In fact, this single incident 

lays out the controversial nature of the humor; that it can upend the authority, but it 

also has the capacity to empower it as well. In that sense, there are political, moral, 

and aesthetic dimensions of humor, and even lousy humor has the potential not only 

to disrupt but also to ñimpose orderò like in Berlusconiôs case (Billig, 2005).  

In that sense, humor is not only a tool for resistance that is used by the 

goodhearted people for the greater good, but it can also take many forms that are 

destructive and even malign. There is the dark comedy, insult comedy, or roasting, 

which are frequently used methods as a part of offensive humor. Those comedy genres 

especially are used by stand-up comedians who target their audience, a social group 

(whether it be gender, religious or ethnic, etc.) or even themselves and produce humor 

with an intent to insult, humiliate and degrade their chosen subject.  

Offensive humor has been subjected to many arguments and particularly within 

the realm of political correctness. Those jokes forwarded by the comedians can be 

filled with racism, sexism, and homophobia; thus, they generally cause heated debates 

about their function. For example, one of the famous comedians who has an offensive 

humor taste when performing, British comedian Ricky Gervais, does not hesitate to 

make fun of sensitive topics such as rape: 

Iôve done it once, Iôm not proud of it in the slightest. Iôm fucking ashamed of 

it. I wasnôt drunk, I was over the limit. That was Christmas and I took the car out and 

I knew I shouldnôt. I knew at the time I shouldnôt be in the car. But I learned my lesson 

ócos I nearly killed an old woman. In the end I didnôt kill her. In the end, I just raped 

her. But as I say nothing came of it ócos luckily, thousand to one shot I know, she had 

Alzheimerôs. Yeah, not a credible witness.9 

 
9 https://theconversation.com/what-is-the-point-of-offensive-humour-76889 

https://theconversation.com/what-is-the-point-of-offensive-humour-76889
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The function of such a joke is open to debate; some may say that it is only 

comedy; therefore, it should not be taken that seriously while some may argue that this 

type of humor, which is clearly misogynistic, undermines the significance of a 

sensitive topic such as rape. The same arguments could be applied to the jokes on the 

vulnerable parties such as disabled people, or when someoneôs ñraceò itself becomes 

an element of offensive humor like it happens for the black people in the US. or the 

Kurds in Turkey. 

For instance, Simon Weaver argues that the use of ñreverse discourseò by black 

comedians has the potential to form a resistance that could act against the racist 

meaning; however, the same reverse discourse, which contains a polysemic element, 

could also paradoxically reproduce racism (Weaver, 2010). Besides, according to a 

research study conducted by the University of Kent, there is a direct correlation 

between the sexist jokes and rape proclivity as well as victim-blaming; moreover, the 

study found that sexist jokes undermined the seriousness of rape in the male perception 

(Viki, Thomae, Cullen & Fernandez, 2007). 

Including the offensive version, humor that denigrates belittles, or maligns an 

individual or social group is called disparagement humor (Ford & Ferguson, 2004; 

Zillman, 1983). Many scholars have argued that disparagement humor has negative 

consequences, mainly due to its capability to create and reinforce stereotypes of social 

groups and increase prejudice towards those parties (e.g., Berger, 1993; Stephenson, 

1951; Zenner, 1970 as cited in (Ford & Ferguson, 2004).  

For example, Martinaue (1972), argued that disparagement humor has a 

divisive function that could create and reinforce hostility toward the targeted group (as 

cited in Ford & Ferguson, 2004). Ford and Ferguson, on the other hand, claim that 

exposure to disparagement humor increases the tolerance of discriminatory events for 

prejudiced people toward the disparaged group (Ford & Ferguson, 2004). In addition, 

after reviewing the research testing Martinaeuôs theory, Ford, Richardson, and Petit 

argue that while disparagement humor can function as a powerful ñabrasiveò in social 
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interaction, this type of humor releases the existing prejudice rather than acting as an 

initiator (Ford, Richardson, & Petit, 2015). 

In that sense, those offensive jokes that involve sexist, racist, homophobic, 

misogynistic, etc. narratives can be categorized under disparagement humor. 

Similarly, the use of methods such as othering, scapegoating, stigmatizing, or 

marginalizing certain groups or individuals while producing entertaining content 

points out the existence of disparagement humor.  

As the main research topic of this study, political cartoons are one of these 

areas that disparagement humor can quickly emerge. Amongst the characteristics of a 

cartoon, there is typically exaggeration as well as oversimplification, and those could 

easily lead to sexist, racist, anti-Semitist, etc. narratives. As such, religious sensitivities 

may also determine the nature of the humor that is perceived. That is to say that, humor 

is also challenged by the contemporary norms of political correctness. 

 
 

Figure 2. 

(Source: cartoonmovement.com) 

 

It is clear that the political discourse of a cartoon should be determined in the 

related context that it is produced. Nonetheless, racism and sexism, as well as 

demonizing the opponents, are frequently used methods in political cartoons. Besides 
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and foremost, even though it is expected that political cartoons to be critical, those 

offensive cartoons can also be pro-government, hence they empower the authority, 

which is the case for Misvak. In that sense, the below picture should provide a 

proportionate example to Misvak in the way they function. Besides, below cartoon is 

very similar to one of the Hacamat cartoons, which will be shortly examined in the 

following chapters.  

 
 

Figure 3. 

(Source: GrrGraphics cartoons) 

 

 
 

Figure 4. 

Hacamat, issue 6 (April 8, 2015) 
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It is clear that as an art form, political cartoons have the potential to be 

disturbing for the people in power. However, the above example also shows that they 

can also empower the authority; in this case, humor becomes rather instrumental. 

Similarly, there are cartoons serving to conceal the criticism that the U.S. President 

faces, and instead of pointing out his failures and deficiencies, those images look to 

empower him and demonize his political opponents (appx A. fig. A.1, A.2, A.3).   

In that case, such an ñanomalyò should be investigated within the debates of 

hegemony; hence, the humor-hegemony relationship should be further explored. 

Therefore, it could be useful to resort to Bakhtin one more time and attempt to build a 

bridge between his framework and the Gramscian concept of hegemony. Such an 

attempt has already been successfully made by scholars working on the subject (e.g. 

(Brandist, 1996; Erdoĵan, 1994). 

First, Brandist notes that language and ideology were the main objects of 

analysis for both Gramsci and Bakhtin (Brandist, 1996). For example, Gramsci was 

disappointed with the Crocean concept of language education in Italy after 1923; he 

believed that by following it, subaltern classes were left illiterate and trapped in their 

provincial dialects, which resulted in the reinforcement of class divisions (Brandist, 

1996). In that sense, it can be argued that ñfor Gramsci, a social group has a 

conception of the world implicit in its social practice and which is manifested in the 

language it usesò (Brandist, 1996, p. 99). 

Bakhtin, on the other hand, with notions such as dialogism and heteroglossia, 

looked further for meanings that are embedded within the language. By doing that, he 

intended to analyze the power relations that may be concealed within discourse in a 

particular context; hence he also delved into the realm of ideology. Bakhtin paid 

particular attention to the novel, and especially Dostoevsky comes to the forefront in 

his analysis of polyphony, whom he believes is the inventor of the polyphonic novel. 

In the ñDiscourse in the Novelò Bakhtin argues that language is never unitary and the 

and the word is never neutral; 
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The word in language is half someone else's. It becomes "one's own" only when 

the speaker populates it with his own. The word does not exist in a neutral and 

impersonal language but rather it exists in other people's mouths, in other people's 

contexts, serving other people's intentions: it is from there that one must take the word, 

and make it one's own (Bakhtin, 2008, p. 108). 

Bakhtin sees the arena of language as a field that hegemonic battle consistently 

goes on; in that sense, his analysis is also similar to Voloshinovôs, who argues that 

ñSign becomes an arena of the class struggleò (Voloshinov, 1973, p. 23). 

Brandist argues that how Bakhtin handles the question of language and its 

relationship to the novel as well as poetry, shows that he was disguising political 

problems as cultural ones (Brandist, 1996). Then he points out that ñGramsci also 

noted that when the political function of a party is amounting to the exercise of 

propaganda and public order, political struggle is shifted to the sphere of art and 

cultureò (Brandist, 1996, p. 101) to show the similarities in their understanding of 

aesthetic. Accordingly, Bakhtin comprehends novel as the aestheticized version of the 

carnival, where the official and serious culture can no longer separately exist (Brandist, 

1996). Brandist further argues that Gramsci positions the aesthetic activity in terms of 

the relationship of the political party within the context of ñcommon senseò of a nation, 

while Bakhtin put the relationship of the author to the diversity of social discourses 

(Brandist, 1996). 

So, how can this discussion lead us to the humor-hegemony relationship? In 

fact, it is embedded within the laughterôs power to upend hierarchy and its capability 

to become a tool for resistance. Bakhtinôs carnivalesque mode of talk is nothing but 

the market place talk where heteroglossia can manifest, and the carnival laughter is the 

defiance of the monologic truth. Accordingly, laughter helps us to resist 

monologization of the meaning as well as experience and lets us discover new 

meanings.  

Our ideological development is just such an intense struggle within us for 

hegemony among various available verbal and ideological points of view, approaches, 

directions and values. The semantic structure of an internally persuasive discourse is 
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not finite, it is open; in each of the new contexts that dialogize it, this discourse is able 

to reveal ever newer ways to mean (Bakhtin, 2008, p. 125). 

Brandist concludes that along with their similarities, while Bakhtin rather 

focused on ñanti-hegemony,ò Gramsciôs main emphasis was the construction of a 

counter-hegemony (Brandist, 1996). In that sense, it can be mentioned that the area of 

culture (including popular culture) emerges as a field where the hegemonic battle 

always continues. Humor magazines and as an art form caricature have additional 

significance considering their humorous nature, which could help to find new 

meanings while exposing the dominant discourse of the hegemon.  

However, as it also seems that the arena of humor does not solely belong to 

those who have been outcasted from the hegemonic bloc but instead, it emerges as a 

complex, ambivalent, fragmented sphere that could also serve for the benefit of the 

hegemon. In that framework, humor does not always become a tool for the resistance 

in the Bakhtinian sense, but it could also empower the authority. To sum up, according 

to the above-argued analyses, humor has a broad framework; that it can be hegemonic 

or counter-hegemonic, subversive, or instrumental; it can be freeing or racist, sexist, 

misogynistic, homophobic, etc. However, it does not change the fact that even bad 

humor is humor, and the quality is not a distinctive feature when defining what is 

humorous and what is not. 

All in all, humor does not function in a singular way. While it could be 

subversive in a Bakhtinian sense, it could also impose order, hence empower the 

authority. While it could be freeing and supportive, it could also be humiliating and 

offensive. It could function as a perpetrator to develop prejudice and hostility towards 

targeted groups while constructing enemy images.  

As a matter of fact, the use of humor in Misvak functions in a similar way, 

which will be discussed in the following chapters. On the other hand, there is another 

aspect to consider when analyzing the use of humor in Islamist humor magazines, 
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which, as the name suggests, is the religion factor. Therefore, the relationship between 

humor and religion, more specifically, Islam, should also be further examined.  

2.2 Humor and Religion 

Laughter, for a few moments, distracts the villein from fear. But law is imposed 

by fear, whose true name is fear of God. This book could strike the Luciferine spark 

that would set a new fire to the whole world, and laughter would be defined as the new 

art, unknown even to Prometheus, for canceling fear. To the villein who laughs, at that 

moment, dying does not matter: but then, when the license is past, the liturgy again 

imposes on him, according to the divine plan, the fear of death. And from this book 

there could be born the new destructive aim to destroy death through redemption from 

fear. And what would we be, we sinful creatures, without fear, perhaps the most 

foresighted, the most loving of the divine gifts? (Eco, 1986, pp. 277ï278) 

These words belong to the main antagonist of Ecoôs famous book ñThe Name 

of the Roseò. Jorge de Burgos, the blind monk of the Benedictine Order, explains his 

hatred and anger towards  Aristotle's Second Poetics- a book speaks of the virtues of 

laughter-  claiming that laughter, erasing the fear from peopleôs hearts is a tool for the 

Devil. 

The ongoing debate between religion and humor is old as the history itself, and 

still, there is a lot of room for scholars to debate this two-edged topic. Gilhus also states 

that laughter is a fruitful subject for religion; therefore, it is a well worth investigation 

(Gilhus, 2004). The prominent views on the matter usually stress the impossibility of 

religion and humor to go hand in hand because of their contradicting nature. John 

Morreall argues that sense of humor is accepted as an attractive trait only in the last 

two centuries, and before that, it had a bad reputation from Plato to Hobbes in western 

culture (Morreall, 2014). He mentions that in Bible, laughter is associated with 

hostility, irresponsibility, and foolishness, and even God is only laughing in anger; 

therefore, the negative assessments of laughter and comedy were very influential in 

early Christianity (Morreall, 2014). Reinhold Niebuhr argues that both humor and faith 

deal with the incongruities of our existence, and in fact, humor is a prelude to faith; 

however, he adds that ñthere is no laughter in the holy of holies. There laughter is 

swallowed up in prayer, and humor is fulfilled by faithò (Niebuhr, 1946, p. 112). 

https://en.wikipedia.org/wiki/Poetics_(Aristotle)
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One of the most comprehensive studies on humor and religion belongs to 

Vassilis Saroglou, who claims that mistrust exists in many religions towards laughter 

and humor (Saroglou & Jaspard, 2001). Saroglou conducts his research from a 

psychological perspective when he seeks answers to the question of whether humor 

and religion are compatible. In his theoretical work, ñReligion and sense of humor: An 

a priori incompatibility? Theoretical considerations from a psychological 

perspectiveò(Saroglou, 2002) he argues the topic with five main dimensions in total: 

1) Incongruity, Ambiguity, and Nonsense: According to Saroglou, comic is 

a celebration of contradictions in life. Therefore, in humor, there is a place 

for ambiguity and nonsense as well as incongruity by nature. However, one 

of the primary purposes of religion is to find answers to those unclear areas 

for all human beings. The search for meaning has so essential for the 

religion that it usually comes up with solutions even there is ñobjectivelyò 

no information on the issue. 

2) Playfulness: Saroglou mentions that play and humor share many aspects, 

such as both being gratuitous and unserious. Playfulness is intrinsic to 

humor since the lack of engagement with truth also nourishes humor. 

Humor is playful because it is spontaneous and is not obliged to be morally 

correct all the time. Saroglou states that those characteristics of playfulness 

contradict with religion in a certain way. He also finds a correlation 

between religious personality and early Christianityôs suspicion of laughter. 

3) Novelty, Sensation-seeking, and risk: According to Saroglou, sense of 

humor comes with the novelty since surprise and incongruity are important 

aspects of humor. Thus, with laughter and humor, it is highly possible to 

expect uncertainty, followed by sensation-seeking and the probability of 

taking social risks as well as physical. Uncertainty dramatically contradicts 

conservatism, which is accepted as one of the main characteristics of 

religious personality. Conservatism, as an ideology, wishes to preserve the 

existing values; thus, it aims to avoid new, ambiguous situations. He argues 

that religious people want to protect their values on issues, not only 
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sexuality but also political orientation, security, gender roles, etc. Saroglou 

mentions that according to the prior research, it has been found that 

conservative people prefer incongruity-resolution humor instead of non-

sense humor.  

4) Emotional Aspects and Self Control: In humor, the aspect of surprise 

could lead to a loss of control because of experiencing strong emotions. 

Following the ambiguous path of a joke, we could find ourselves 

experiencing extreme feelings, even accompanying physical symptoms 

such as teary eyes. That kind of momentarily control losses and 

involuntarily reactions are not compatible with religion by nature. Saroglou 

claims that ñreligion is associated with a need for controlò. He explains that 

the beforementioned traits of religious personality, such as being intolerant 

of ambiguity and uncertainty along with risk avoidance, are indicators 

leading to a more inclusive aspect, which is self-mastery. 

5) Tendentious Aspects: Saroglou argues that aggression/dominance and 

sexuality are often involved in humor, whereas religion strictly forbids 

those in any case. He mentions that humor may be considered as ña way to 

get out of a closed structured system,ò therefore the asymmetrical 

relationship between power and aggression/dominance could easily be 

demonstrated in humor. As such, along with the aggression/dominance 

factor, sexuality is also considered as a theme of social prohibition; 

therefore, the sphere of humor is suitable for those to live in. However, as 

stated before those prohibited themes are not morally appropriate for the 

religion to approve them in any circumstances.  

Besides his contribution to theory, Saroglou also conducted empirical research 

and experimental studies to further evaluate the relationship between religion and 

humor and found similar results. 

Nonetheless, not all scholars suggest that religion and humor are not 

compatible by nature. In fact, it may be possible to observe a tendency towards a more 
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moderate approach on the subject, especially when it comes to the relationship 

between Christianity and humor. 

In his article ñFunny as hell: Christianity and humor reconsidered,ò Samuel 

Joeckel criticizes Saroglou for following a black and white approach (2008). 

According to him, character traits such as close-mindedness, dogmatism, intolerance 

of ambiguity, etc. that allegedly lead to a negative association with humor, are not 

clarified enough (Joeckel, 2008). Joeckel makes a distinction between ñflexibleò and 

ñinflexibleò Christians saying while those traits could explain only the inflexible onesô 

negative association with humor, flexible Christians can actually embrace humor and 

are able to be funny (Joeckel, 2008). Joeckel believes that it is quite possible to find 

humor in early Christianism as well, and, in opposition with the general belief, he 

insists that if explored enough to come up with fresh interpretations, it could be found 

in the Bible that Jesus himself used several types of humor (Joeckel, 2008). He also 

states that ; 

(...) humorôs role in the prephilosophical process of analysis is indebted to the 

Christian concept of preconditionalism and this concept can, in turn, be of service to 

theology by removing abrasive pre-theological attitudes that cloud the mind and deter 

open, free inquiry into issues of theology (Joeckel, 2008, p. 431). 

Donald Capps mentions that he considered religion and humor can be allies 

and surprised to see the research literature on the matter did not support his initial 

assumption (Capps, 2006).  He refers to religion and humor as ñestranged bedfellowsò 

and claims that these two should overcome their estrangement and realize that they 

share the same bed (Capps, 2006). Capps reviews both the empirical and theoretical 

works of Saroglou and concludes that even though he has some fair points, most 

grounds for  Saroglouôs analysis of religionôs existing mistrust towards humor are not 

legitimate (Capps, 2006). Capps believes that the major loser in the debate of 

estrangement is religion itself and argues that even those two resemble an incongruous 

couple; they can and should ñmake the best of situation in which they find 

themselvesò(Capps, 2006, p. 437). 
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Although they claim to be more comprehensive, the abovementioned analyses 

are covering the issue mostly from a Christian perspective. Besides the similarities of 

those analyses about religion in general, it could be useful to take a glance at the 

literature on humor and Islam as well.  

If one decides to examine the literature on humor in orthodox Islam, s/he will 

come up with the word ñmoderationò very frequently. To put it, moderation serves as 

a keyword to suggest the actual existence of humor in Islam while it demarks its 

limitations in practical use. In terms of theory, the Quran, the sacred book of Muslims 

which is believed to be the unchanged word of God, along with the Sunna and hadith, 

basically Prophet Muhammadôs words, actions, and teachings that accepted as 

religious and moral guidance for all Muslims, are the primary resources for scholars 

who wish to examine the existence of humor in early Islam. 

Ulrich Marzholp argues that there is a bias against early Islamôs compatibility 

with humor based on the claim that its main features are reminiscent of the conditions 

described in Ecoôs ñthe Name of the Roseò(Marzolph, 2011). It has also been 

mentioned that there is no such word as ñhumorò in the Quran and instead other 

conjugate words similar in meaning ( Wensinck (1982) as cited in Uz, 2017). One of 

the main pieces of evidence that is proposed as an indicator of lack of humor in Quran 

is the Surah At-Tawbah (9/82) ñLet them laugh a little: much will they weep: a 

recompense for the (evil) that they do.ò (Uz, 2017).  Yusuf Doĵan claims that Surah 

al Muminun (23/3) ñAnd they who turn away from ill speechò10 is another reason for 

people to believe that humor is forbidden in the Quran (Doĵan, 2004).  According to 

Uz, since Islam is associated with seriousness and solemnity; with reference to such 

verses from Quran, it is widely admitted that the ideal Muslim is a person who does 

not laugh a lot, instead maintains a sorrowful attitude always death in her/his mind 

(Uz, 2017). Having said that, those scholars also agree on the claim that the 

 
10 In its literal meaning, ill speech is accepted as ñnonsense, senseless talkò which brings humor into 

mind. http://www.alquranenglish.com/quran-surah-al-muminun-3-qs-23-3-in-arabic-and-english-

translation 

http://tureng.com/tr/turkce-ingilizce/conjugate
http://www.alquranenglish.com/quran-surah-al-muminun-3-qs-23-3-in-arabic-and-english-translation
http://www.alquranenglish.com/quran-surah-al-muminun-3-qs-23-3-in-arabic-and-english-translation
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misinterpretations of these verses usually lead to such an assumption, and those small 

instances do not change the fact that there is a place for humor -at least, to an extent- 

in Islam. 

In his work ñHumor in Early Islam,ò one of the most cited studies in the 

literature which covers a mass material about Muslim humor including more than 160 

jokes and passages, Franz Rosenthal says that ñthe otherworldliness of Islam did little 

stop to actual enjoyment and literary appreciation of humorò(Rosenthal, 1956, p. 3).  

Along with the majority of the scholars working on the topic, Rosenthal argues that 

even though he was a serious man, Muhammad had a cheerful personality himself; 

thus, his followers always enjoyed a good joke (Rosenthal, 1956). Altēnay suggests 

that Muhammad was well known for his humorous nature in his time, playing pranks 

with children as well as adults (Altēnay, 2004). Altēnay, with reference to medieval 

Islamic scholars working on Sunna and hadith, such as Al-Bukhari, Al-Jazari, Nuveyri, 

and Heysemi, shares several anecdotes about when Muhammad exhibited a playful 

attitude (Altēnay, 2004). For example, Muhammad used to carry his grandsons Hasan 

and Huseyn on his back and compared them to riders and himself to a camel (Altēnay, 

2004). He used nicknames for children when he called them, playfully pulled 

childrenôs hair, and it is recorded that he sprayed water from his mouth to a 5-year old 

(Altēnay, 2004).  

Marzolph also mentions that there are several instances when Muhammad 

played jokes on his friends and companions (sahabe) (Marzolph, 2011). In a widely 

shared story, Muhammad responding to an old womanôs question tells her that she 

cannot enter paradise; when he sees that she became upset, he adds that all women will 

be young and beautiful as huris in heaven, as it is informed in Quran (Marzolph, 2011). 

It is mentioned in the research literature that Muhammad also welcomed jokes from 

his followers and friends. Among Muhammadôs friends and followers, Nuayman was 

the most prankster one, who also made him laugh the most (Altēnay, 2004; Uz, 2017). 

Even when he played tricks and pranks that made other people angry from time to 
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time, Muhammad tolerated Nuaymanôs actions accepting his humorous nature 

(Altēnay, 2004). 

Bearing in mind that the existence of tolerance towards humor with the 

abovementioned anecdotes, one may wonder if the allegations against Islam being very 

serious to the extent that rejects humor might not be accurate. However, one should 

remember, it had been mentioned in the first place that ñmoderationò is the keyword 

when it comes to the association between humor and Islam, and there is a good reason 

for that.  

Since there are undeniably contradicting opinions regarding humor in Islam, 

Altēnay emphasizes the necessity of making a clear distinction between praised humor 

(mizah-ē mahmud) and condemned humor (mizah-ē mezmum) as Islamic Scholars 

(ulema) did before (Altēnay, 2004). According to this distinction, it could be 

interpreted that while Islamic Scholars approve the praised/good kind of humor, 

thinking it would help to reinforce the love and friendship among people; dark comedy, 

mockery, ridicule etc. are condemned since they would allow hostility. Marzholp also 

mentions that mockery between humans is strictly forbidden in the Quran, as stated in 

surah 49,11: 

O you who believe! Let not (one) people laugh at (another) people perchance 

they may be better than they, nor let women (laugh) at (other) women, perchance they 

may be better than they, and do not find fault with your own people nor call one another 

by nicknames (as cited in, Marzolph, 2011). 

In that sense, as the messenger of God, Muhammad himself would be expected 

to oppose to mockery and ridicule as well. As Marzolph argues when we talk about 

Muhammadôs approach to humor, it seems that what we have here is the subtle humor, 

sympathetic or relieved laughter, and most of the time, just a smile rather than bursting 

out into laughter with teary eyes (Marzolph, 2011). Orthodox Islam, like other 

religions, is against extremism in peopleôs behaviors during their daily practices. 

Rather, it promotes conservatism and moderation in every aspect of life, including 

humor. In that sense, one might wonder to what extent Islam can embrace humor and 
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laughter. To be able to understand that, it could be useful to remember how Islam, and 

specifically Muhammad, portrayed in todayôs popular culture briefly. 

Besides the prohibition of mockery and ridicule in Islam, one of the apparent 

reasons that limit the representations of Islamic figures, God and Muhammad being in 

the first place, is the general rule of ñaniconismò in orthodox Islam. Aniconism is the 

proscription against the depiction of human beings, which roots back to the 

condemnation of idolatry in the Quran. Oleg Grabar, in his book ñThe Formation of 

Islamic Art,ò uses the term ñaniconicò to describe the prohibition on figural 

representation and painting that is widespread in Muslim communities throughout 

history (Grabar, 1978) ñIslamic aniconismò  has been a subject of theological debate 

in the culture of Islam for more than a thousand years, and the discussion is still going 

on (Soganci, 2004). Soĵancē forms his categories to differentiate several approaches 

to Islamic art and concludes that it is always challenging to come up with a 

comprehensive response (Soganci, 2004). In short, even though today it is not 

practically applicable to every area, it would not be wrong to assume that orthodox 

Islam had always been skeptical of figural representations of human beings, especially 

the Prophet Muhammad. 

However, the subject of Muhammadôs figural representations became a hot 

topic after Danish Jyllands-Posten Muhammad cartoons controversy in 2005. After the 

Danish newspaper published a series of controversial cartoons, some depicting 

Muhammad as a terrorist with a bomb, several protests occurred throughout the Middle 

East as well as Europe. These series sparked a problematic process of 10 years, which 

eventually turned to violence and resulted in deaths. After Danish and Norwegian 

embassies were attacked, French satirical magazine Charlie Hebdo republished the 

cartoons. Over the years, protests, threats, and murder attempts from offended Muslim 

communities continued along with the republishing and reprinting of the controversial 

cartoons by several magazines, including Charlie Hebdo. In 2011, Charlie Hebdoôs 

Paris offices were burned in an arson attack, and finally, in 2015, magazineôs new Paris 
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offices attacked by armed gunmen killing 12 and injured 11 people.11 Al -Qaeda took 

responsibility for the attack, and Nasr al-Ansi, a top commander of Al-Qaeda in the 

Arabian Peninsula, appeared in an 11-minute video posted online, saying that the 

massacre at Charlie Hebdo was in "vengeance for the prophet."12  

In the light of these dramatic events, cartoons and Islam may seem like they 

are poles apart. Caricature is a type of illustration that is based on humor that typically 

includes mockery, ridicule, criticism, exaggeration as well as oversimplification. 

Those characteristics, along with the rule of aniconism, may put cartoon into the 

category of condemned humor in orthodox Islam. Hence, it would be surprising to 

acknowledge that this is not the case for Turkish humor magazines.  

Turkey has a long tradition of humor magazines dating back to the 19th century; 

even though most of those magazines have a ñsecularò tendency, there have been some 

attempts to publish Islamist humor magazines starting with Necip Fazēl Kēsak¿rek in 

the 1940s. After a long break, Islamist humor magazines made a comeback in the 

1990s in Turkey, and now it is possible to differentiate them as a separate genre in 

humor magazines in the 2000s. From a historical perspective and their relation to 

ideology, Islamist humor magazines will be briefly discussed in the next section. 

2.3 Mainstream and Islamist Humor Magazines in Turkey 

2.3.1. Mainstream Humor Magazines 

 

Contrary to popular belief, humor magazines have a long history in Turkey, 

dating back to the late 19th century. In the research literature, ñDiyojenò by Teodor 

Kasap is accepted as the first humor magazine published in the Ottoman Empire in the 

 
11 https://www.telegraph.co.uk/news/worldnews/europe/france/11341599/Prophet-Muhammad-

cartoons-controversy-timeline.html 

 

 
12 https://www.aljazeera.com/news/middleeast/2015/01/al-qaeda-yemen-charlie-hebdo-paris-attacks-

201511410323361511.html 

 

https://www.telegraph.co.uk/news/worldnews/europe/france/11341599/Prophet-Muhammad-cartoons-controversy-timeline.html
https://www.telegraph.co.uk/news/worldnews/europe/france/11341599/Prophet-Muhammad-cartoons-controversy-timeline.html
https://www.aljazeera.com/news/middleeast/2015/01/al-qaeda-yemen-charlie-hebdo-paris-attacks-201511410323361511.html
https://www.aljazeera.com/news/middleeast/2015/01/al-qaeda-yemen-charlie-hebdo-paris-attacks-201511410323361511.html
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1870s. Although, it has also been claimed that the first Turkish humor magazine was 

ñTerakkiò which was published by Filip Efendi and Ali Raĸid six months before 

Diyojen (Demirkol, 2016); Diyojen is still accepted as the first Turkish humor 

magazine by scholars since Terakki was a newspaper supplement and its content was 

seemed not quite adequate for a humor magazine.  

Many humor magazines had been published during the late Ottoman era, in 

fact, there were more than 40 humor magazines published by 1908 (Cantek & Gºnen­, 

2017). Some of those that were published by both Turks as well as Rums and 

Armenians after 1908 included ¢avuĸ, Boĸboĵaz ile G¿llabi, Eĸek, Kalem, and Cem 

(¥ngºren, 1998). Karagºz was the longest-living one amongst those humor magazines 

of this period; it came out in 1908 and was published until 1950 (Cantek & Gºnen­, 

2017).  

Nevertheless, when dividing the history of humor magazines into periods in 

Turkey, Gērgēr usually has a central place since it changed the understanding of humor 

altogether and profoundly influenced many satirists. In the pre-Gērgēr era, Akbaba 

(1922-1977) comes to the forefront as the longest-living humor magazine of Turkey 

until today (Cantek &Gºnen­, 2017). Cantek mentions that the long lifetime of Akbaba 

was due to the owner of the magazine, Yusuf Ziya Orta­ôs close relationships with the 

political parties in the power of their time, including CHP, then DP and AP (Cantek & 

Gºnen­, 2017). The staff of Akbaba consisted of many prominent writers and poets 

including Reĸat Nuri G¿ntekin, Muzaffer Ķzg¿, Orhan Seyfi Orhon, Faruk Nafiz 

¢amlēbel, Peyami Safa, Osman Cemal Kaygēlē, Cevat ķakir Kabaaĵa­lē; as can be 

understood from the mentioned names, the majority of the magazine of the staff were 

writers (Tonga, 2008). 

Having said that, the works of the great humourists including Cemal Nadir, 

Ramiz, Turhan Sel­uk, Semih Balcēoglu, and even Aziz Nesin whose political views 

were in opposition with the magazine were also published in Akbaba (Yal­ēnkaya, 

2006). Not only there was lack of criticism towards the ruling parties in Akbaba, but 
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Ferit ¥ngºren also argues that the humor proposed in Akbaba was reflecting the 

preferences of intellectuals and the lifestyle of the urban elite (¥ngºren, 1998). 

Therefore, Akbaba could last even longer if Gērgēr never came out and responded to 

the expectations of ñordinary peopleòs humor taste (¥ngºren, 1998). 

Oĵuz Aralôs Gērgēr started to be published in 1972 and marked the era of a new 

beginning for the humor magazine publishing in Turkey. Gērgēr, with a circulation of 

750.000, was believed to be the third-largest humor magazine in the world, after Mad 

and Krokodil (Tunc, 2001). Gērgērôs success was in its capability to meet the audience's 

expectations; the magazine did not prioritize politics at first and rather addressed social 

issues and used sexuality as a humor element. Besides, the taste of humor proposed in 

Gērgēr also showed itself in music, literature, and cinema during the 1970-1980 period 

(¥ngºren, 1998). The political atmosphere that Gērgēr was born into also helped the 

magazine to be very popular; neither the CHP nor the AP was in power; thus, the 

magazine was not obliged to give its support to those parties, it also sometimes 

criticized impartial prime ministers and gained the identity of an independent humor 

magazine (¥ngºren, 1998). In addition, technological developments such as offset 

printing as well as TV broadcasting served for the magazineôs success; while the offset 

technique let the magazine to publish images and drawings instead of plain texts, the 

TV, with its colorful world was a fruitful source for the magazine (¥ngºren, 1998). 

Comparing to its predecessors, Gērgēr was found to be more ñentertainingò rather than 

artistic; in that sense, the magazine was considered to be a popular culture product in 

the high culture/popular culture binary. On the other hand, Gērgēr also started the 

master/apprentice tradition which helped the young cartoonists such as Ķrfan Sayar, 

Behi­ Pek, Hasan Ka­an, Nuri Kurtcebe, Engin Ergºn¿ltas, and Ķlban Ertem to come 

out as famous artists in the humor magazine publishing (Yal­ēnkaya, 2006). In time, 

this tradition paved the way for raising new artists and became a cornerstone for 

cartoonists who want to publish their work in the humor magazines.After the 12 

September 1980 military coup, Gērgēr was temporarily banned due to the claim of 

ñmaking fun ofò Turkish identity and the Turkish military (Tunc, 2001). In the second 

half of the 1980s, humor magazine publishing had witnessed quick developments due 
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to changing political atmosphere. In 1986, a group of cartoonists left Gērgēr and started 

to publish Limon while another group later established Hēbēr; these incidents were seen 

as the beginning of an unavoidable separation of the Gērgēr staff (Cantek & Gºnen­, 

2017).  

In the 1990s, Limon turned into LeMan, and Hēbēr turned into H.B.R Maymun; 

after that, humor magazines started to become financially independent (Cantek & 

Gºnen­, 2017). LeMan was the rising star of the humor magazines in Turkey during 

the 1990s and the 2000s; the magazine publishes apolitical content while pursuing a 

leftist discourse, there are political analyses in those pages along with the poems and 

cartoons (Cantek &Gºnen­, 2017). In the category of comic books, L-Manyak, Atom, 

and O-Haa were also published by the LeMan cadres, and in 2001 Lombak was 

published by a group within the LeMan staff (Cantek & Gºnen­, 2017). 

Today, LeMan is still one of the leading humor magazines that are active and 

traditionally printed along with Uykusuz, which was established in 2007. Besides, 

Penguen, which was also created by Lombak staff in 2002, was one of the most popular 

humor magazines in Turkey until recently; however, the magazine announced that it 

was closing down in 2017 mainly due to financial reasons13. As Cantek and Gºnen­ 

argue, today, there are two or three leading humor magazines that can benefit from the 

already small market share (Cantek & Gºnen­, 2017), which in fact, shows the 

vulnerability of the circumstances that surround the humor magazine publishing in 

Turkey today.  With the increased use of social media, not only humor magazines but 

also traditional newspapers were obligated to publish online or close down. For 

example, one of the daily newspapers of the (back then) Doĵan Media Group, Radikal, 

first moved to the online platform and only published digitally in 2014 and had to close 

down in 2016 due to financial reasons.   

Monopolization and concentration of the media in Turkey, along with the 

political economy of the sector is a massive topic that needs to be addressed in detail, 

 
13  https://www.penguen.com/penguendenmesaj 

https://www.penguen.com/penguendenmesaj
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but such an attempt is beyond the scope of this study. Nonetheless, it can be added that 

not only the financial hardships affect the current situation of the humor magazines, 

but also the changing political atmosphere in the 2000s has a significant impact on the 

humor magazine publishing in Turkey. Considering the restrictions brought to freedom 

of expression by the government, humor magazines seem to hesitate to deal with the 

sensitive political issues and avoid harsh criticism of ruling party politicians. In that 

sense, the arena of satirical humor -in the traditional sense- has gotten smaller and 

smaller in Turkey during the AKP rule. 

A political cartoon can talk without saying much; also, it has the ability to do 

this in a way that even a child may understand. Most of the time, a small frame could 

talk louder than pages of words, cartoonsô unique approach to social and political 

events has the potential to disturb many, and vice versa. Cantek and Gºnen­ define the 

relationship between a cartoonist and a politician as a love and hate relationship 

(2017). In this regard, if a politician is being illustrated frequently, it is a sign showing 

his/her importance, however, if the level of criticism goes beyond than acceptable, the 

relationship starts to breakdown and then politician may look for ways to silence the 

cartoonist (Cantek & Gºnen­ 2017).  That is a common practice both in the history of 

Turkey and the rest of the world. For example, it has been told that, due to the 

prolonged repair of Yavuz battleship, a cartoon drawn by Cem, one of the most 

influential cartoonists of Turkish caricature, upset Recep Peker, then Minister of 

Public Works, for this reason, Atat¿rk ordered Cem to stop drawing to cover up the 

scandal (Ural, 1972 as cited in (Kayēĸ, 2018).   

Today, freedom of expression, let it be speech, writing, or drawing, is still 

facing many challenges all over the world. Rob Rogers, an American editorial 

cartoonist for The Pittsburgh Post-Gazette for 25 years who was also a finalist for the 

Pulitzer Prize in 1999, has been recently fired when the management decided that his 

cartoons about US President Donald Trump were ñtoo angryò14 . Similar cases are also 

very common in Turkey, especially for the last 18 years. In such political tension, 

 
14 https://www.nytimes.com/2018/06/15/opinion/cartoonist-rob-rogers-trump-fired.html 

https://www.nytimes.com/2018/06/15/opinion/cartoonist-rob-rogers-trump-fired.html
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humor has become a minefield for the politicians and especially for President Erdoĵan. 

Even though he was rather moderate when he first came into power as the Prime 

Minister, Erdoĵan had always been in a battle with the humor magazines such as 

Leman and Penguen and intolerant to illustrators who were drawing cartoons about 

him starting from the earlier years of his career. He did not hesitate to file lawsuits 

against those cartoonists, claiming they were intended to assault on his personality 

(Aviv, 2013). Filing lawsuits against the cartoonists have become such a regular act 

for Erdoĵan that there is even a separate page for that in Wikipedia.  

For example, the satirical magazine Penguen had been sued by Erdoĵan many 

times; in 2007 over a cartoon known as ñWorld of Tayyipsò (Tayyipler Alemi), which 

was depicting him as several animals; elephant, giraffe, monkey, camel, frog, snake, 

cow and duck. The cartoon became a symbol of freedom of expression after it was 

published in 2005 by eight cartoonists of Penguen to protest the unjust decision of the 

court that made Musa Kart pay 5000 TL for drawing Erdoĵan as a cat. Erdoĵan was 

seeking 40 thousand TL for compensation, but the case was rejected by the 1st Civil 

Court of First Instance within the scope of "freedom of expression.ò15  

However, 4 METU students were arrested on 11 July 2018 for displaying a 

banner with the same cartoon printed on, during their graduation ceremony on 6 July 

2018. As a reaction, main opposition CHP leader Kemal Kēlē­daroĵlu had tweeted this 

cartoon on 17 July saying that Erdoĵan should tolerate humor and criticism and that 

he cannot prevent humor and criticism by jailing people. After that, Erdoĵan filed a 

criminal complaint against Kēlē­daroĵlu along with 72 CHP MPs who also shared the 

cartoon on their social media accounts. President Erdoĵan finally withdrew his case 

against students who were detained on 11 July 2018 and released after a month.16 

There are many other incidents revealing Erdoĵanôs intolerance towards humor 

and criticism, and the example presented above only gives a snapshot of the bigger 

 
15 http://m.bianet.org/bianet/media/57272-magazine-sued-for-erdogan-caricatures 

 

 
16 https://tr.sputniknews.com/turkiye/201810171035699029-erdogan-odtulu-ogrenciler-dava/ 

http://m.bianet.org/bianet/media/57272-magazine-sued-for-erdogan-caricatures
https://tr.sputniknews.com/turkiye/201810171035699029-erdogan-odtulu-ogrenciler-dava/


52 
 

picture. He never hesitated to file lawsuits when he felt any sign of attack on his image, 

honor, and dignity. Morreall mentions that ñhumorists and artists have traditionally 

been personae non gratae under rigidly controlled political regimesò (Morreall, 1983, 

p. 362), and it seems his analysis is valid for the case of Turkey today. The volume of 

criticism towards the government and especially the President in humor magazines has 

been drastically and gradually turned down; in such an environment producing humor 

has become a real challenge in Turkey. Illustrators of secular satirical magazines and 

daily newspapers keep on drawing political cartoons; however, there is an observable 

cautious approach to their work, especially when it comes to illustrations of the 

President. According to article 299 of the Turkish penal code of ñinsulting the 

President,ò people may be faced with prison for 1 to 4 years. In that framework, today, 

there is minimal space to produce humorous content, direct criticism to people in 

power, and mainly to publish critical political cartoons. Having said that, this 

atmosphere also led to a fertile ground for Islamic and mainly pro-AKP humor 

magazines to emerge and attempt to raise their voices in the arena of humor. 

2.3.2. Islamist Humor Magazines 

 

As argued, humor magazine publishing in Turkey has been in close relationship 

with the political parties in power, especially till the 1970s. Cantek and Gºnen­ argue 

that this was, in general, a result of the Turkish pressô economic dependency on the 

official government agencies due to lacking distribution channels, which was causing 

independent magazines to diminish in time unavoidably (Cantek& Gºnen­, 2017). In 

those circumstances, humor magazines remained loyal to the ruling parties, taking the 

possibility to publish an Islamic or a communist humor magazine off the table, as those 

ideologies were strictly forbidden by the Republic. As an exception, the first Islamist 

humor magazine in Turkey was Necip Fazēl Kēsak¿rekôs ñBorazan,ò which was 

published in 1946-1950 and lasted only three issues (Cantek & Gºnen­, 2017). As 

such, prominent Turkish leftists, Sabahattin Ali and Aziz Nesinôs political satire 

magazine ñMarkopaĸa,ò which openly criticized the government for the first time, 

also came out in this period (Ķdrisoĵlu, 2016). Both magazines were assumed as the 
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enemies of the regime, so it was no surprise they were closed down in a short time, 

giving the message for any oppositional magazines that they were not welcome for a 

long time (Cantek & Gºnen­, 2017). 

It was not before the 1990s that Islamist humor magazines find themselves a 

place in the cultural landscape of Turkey, which was dominated by the secular humor 

magazines before. As Cantek and Gºnen­ also argue, it was due to the changing 

political and economic atmosphere in Turkey starting in the 1980s, which led to a rise 

in the accumulation of the Islamic capital that allowed Islamist cartoonists not to feel 

as outcasts anymore (2017). Having their own media tools, several Islamist humor 

magazines made an attempt to fill a gap they thought existed during this period.  

During the 1990s, humor magazines with an Islamic tendency, including Cēngar, 

Ustura, C¿mb¿r, Fit, Filit, Dinozor, were published. Those magazines were mostly 

criticizing Turkish modernism and secular regime as well as the politicians while 

promoting an Islamist ideology and a lifestyle. However, while those magazines 

claimed to offer an alternative, they could not resist the urge to follow the footsteps of 

secular magazines, particularly Gērgēr, when it came to form and style. Cantek and 

Gºnen­ mention that Cēngar, which was the prominent Islamic magazine in the 1990s, 

used green pages to signify their ideological position -like once Mikrop did with red 

pages to promote communism- to separate themselves from Gērgēr which was famous 

with its yellow pages (Cantek & Gºnen­, 2017). Erdem ¢olak points out the fact that 

Cēngarôs ñB¿c¿rò was a lousy replica of Oĵuz Aralôs ñAvanak Avniò character, having 

similarities even in the style of columns and the page it was shown (¢olak, 2016). As 

such, the editor of Ustura, Hasan Ka­an considered his magazine as an Islamic follow 

up of Gērgēr due to his student-teacher relationship with Oĵuz Aral (Cantek & Gºnen­, 

2017). None of those magazines were long-lasting and could not live for more than a 

year. The arena of humor once again belonged to secular magazines, which now 

Leman was replacing Gērgēr and followed by Penguen and Uykusuz throughout the 

2000s. 
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For the 2000s, besides small publications that are mainly active in social media, 

Cafcaf, Hacamat, and then Misvak can be categorized as the pioneers of Islamist 

humor magazine publishing in Turkey. Besides the period they were published in, all 

three magazines can be accepted as Islamist humor magazines in Turkey, thus what 

they have in common is more than their differences. In those magazines, the Islamist 

perspective has a loud voice when addressing the socio-political issues in Turkey 

through cartoons.  Of course, one might ask ñwhich Islamismò do these magazines 

refer to since there are many interpretations and different approaches to Islam.  

The most prominent Islamist humor magazine of the 2000s, Cafcaf marked the 

beginning of a new era when it came out in 2006 as a supplement of Gen­ Magazine, 

which was also associated with the Nakĸibendi order in Turkey (Ozgur, 2012).17 It was 

published as an independent humor magazine after 2008 till the end of 2015 with 72 

issues in total18, which also makes Cafcaf the longest-living Islamist humor magazine 

till today.  

The editor in chief of Cafcaf, Asēm G¿ltekin mentions in an interview that they 

thought there has always been a gap in the humor arena that needs to be filled with an 

Islamist perspective; as a result, Cafcaf was born.19 G¿ltekin, supporting the clean 

humor approach in Islam, believed there was no place for mockery or sexuality in their 

magazine; on the contrary, they intended to create something new; a magazine, which 

does not humiliate people unlike other popular humor magazines and instead embraces 

peopleôs values with religious sensitivity. As expected, the majority of the cartoonists 

 
17 However, it is ambiguous whether Hacamat and Misvak are also associated with the same religious 

sect. 

 

 
18 The magazine came out monthly or quarterly during the time it was being published. 

 

 
19 https://www.dunyabulteni.net/arsiv/asim-gultekinle-cafcafli-bir-soylesi-h99246.html 

https://www.dunyabulteni.net/arsiv/asim-gultekinle-cafcafli-bir-soylesi-h99246.html
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and columnists in Cafcaf have religious backgrounds, mostly affiliated with Imam 

Hatip schools in Turkey.20  

In form and style, Cafcaf is no different from its secular counterparts. In the first 

few pages, Turkeyôs political agenda and the events take place, while the rest of the 

magazine usually depicts people captured in humorous moments during their daily 

practices. Besides politics, those issues they are covering have a wide range from 

popular culture, Muslim youth, gender roles, consumption habits to practicing 

religious duties such as praying namaz, fasting, etc. In that sense, it may seem that 

what mainly differentiates Cafcaf from other popular humor magazines is the Islamist 

perspective embedded in the magazine, which reveals both a familiar and, at the same 

time fresh approach that needs to be further explored. 

As known, during the 1990s, along with the rise of Islamic capital, religious-

right parties gained more power in Turkey; hence, Islamic communities had increased 

visibility in the public sphere, allowing them to construct a new identity as well as a 

lifestyle. As a result of this change in Turkish politics, a dualist structure in the society 

occurred: such as Islamist media, schools, and the fashion industry started to reveal as 

alternatives to secular ones (Cantek & Gºnen­, 2017). Accordingly, Cantek and 

Gºnen­ see the rise of conservative humor as a reflection of this dualist structure and 

states that what distinguishes Cafcaf from others is the fact that Cafcaf was published 

during the AKP rule, the main Islamist political party of Turkey for the last 18 years 

(Cantek& Gºnen­, 2017).  

It is hard to find a cartoon or a column in Cafcaf that openly criticizes the AKP 

regime or what the party represents. While the magazine does not hesitate to give harsh 

criticism to political parties in opposition, there is an observable tendency to support 

the AKP activities in almost all areas. In Cafcaf, one may find many cartoons simply 

following the AKPôs discourse in politics as well as culture covering a wide range of 

 
20 Only exception could be the cartoonist Niyazi ¢ol, who identifies himself as Marxist (Ko­ak, 

2012). 
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issues from education, health, consumption, media, to gender roles and clothing, etc. 

¢olak proposes to address this discursive parallelism between Cafcaf and the AKP as 

an indicator showing the Islamist humor magazinesô tendency to use humor as an 

instrument (¢olak, 2016). Therefore, he further suggests that while analyzing Islamic 

humor, its relation to politics must always be taken into account (¢olak, 2016). 

However, Cafcaf differs from the 1990s Islamist humor magazines with its attitude 

aiming to preserve already acquired achievements in terms of religion and politics -

which the AKP is a symbol of- rather than drawing cartoons with a radical Islamist 

tone for demanding socio-religious rights  (¢olak, 2016). 

For scholars working on the Islamist humor magazines -which is only a handful- 

the claim of those magazines being instruments for promoting political Islam is more 

or less accurate. Although the AKP has always rejected the claims about political Islam 

and declared its political stance as ñconservative democracyò at first, whether or not it 

abandoned its Islamist agenda remains as a valid question since political Islam was the 

main characteristic of those 1990s Islamist parties such as Refah (Welfare) and Fazilet 

(Virtue) in which the AKP has its origins. In time, the AKPôs conservative tone has 

become much stronger than ever that one might wonder if this label of conservative 

democracy is designed to conceal the political Islamism in the first place. Nonetheless, 

the existence of a non-organic but still visible affinity between Cafcaf and the AKP 

plays an essential role in the magazineôs approach to humor which causes the 

cartoonists to limit themselves about what to draw, whom to criticize and as a result, 

what ñnotò to draw and whom ñnotò to criticize. In that sense, this affinity contradicts 

the understanding of critical humor in the first place. That is one of the essential 

reasons that make the topic of Islamist humor magazines worth exploring.  

Besides the political cartoons and columns, there are everyday events depicted 

in a humorous manner in Cafcaf, which could be categorized under the cultural axis. 

In that sense, one might argue whether those cultural representations of daily practices 

have discursive parallelism with the Islamist ideology as well. On top of that, from a 

broader perspective, one might ask what do those depictions stand for in general. In 
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ñCafcaf: an Islamist humor magazine, no joke!ò Ķren ¥zg¿r handles the issue from the 

perspective of young Muslims. She argues that scholars studying Islamic movement 

in Turkey have mostly focused on the politics with social attitudes; therefore she wants 

to analyze Cafcaf which she believes fills a gap by demonstrating how a group of 

Muslim youth reacts and responds to the changing outlooks and lifestyles of Turkeyôs 

Islamists (Ozgur, 2012, p. 1). ¥zg¿r, offering a close reading of Cafcaf, aims to show 

how Muslim youth in Turkey experiments with humor and argues that the findings 

could help us to understand the transformation of Islamic communities from a post-

Islamist perspective (Ozgur, 2012). To put it simply, she believes that young Muslims 

in Turkey have been misinterpreted before, and, as being depicted in Islamist humor 

magazines like Cafcaf, they actually can find a middle-ground between their religious 

identities and secular surroundings (Ozgur, 2012). ¥zg¿r concludes that Cafcaf, with 

its understanding of ñclean humor,ò breaks down stereotypes and shows the possibility 

for Muslims to enjoy the humor and laughter (Ozgur, 2012, p. 26). 

All the above-mentioned studies used Cafcaf for their unit of analysis since it 

was the only Turkish Islamist humor magazine of the 2000s for a long time. In 2015, 

Hacamat, a weekly Islamist humor magazine, came out as an addition to Cafcaf and 

published 56 issues before dying in 2016. However, Hacamat was also published by a 

group of cartoonists and columnists from Cafcaf, so it was very similar in the content; 

therefore, it would not be wrong to claim that a similar analysis could be applied on 

Hacamat as well. Of course, there are some visible differences between those two, 

such as Hacamat having a coarser language than Cafcaf, which is contradicting the 

approach of ñclean humor.ò Unlike the before statements of Asēm G¿ltekin -also the 

editorial consultant of Hacamat-, there is mockery as well as ridicule in Hacamat, 

which includes cartoons with obscene hand gestures and there are -if not directly- 

obvious implications of swearing. The level of criticism towards opposition is much 

stronger in Hacamat, including openly name-calling, such as ñterrorists.ò  

Finally, Misvak, the main research topic of this study, came out in June 2015 as 

an online published humor magazine. In Misvak, the grotesque imagery and disturbing 
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content are way more explicit even though it is a humor magazine filled with Islamic 

references. There is very limited data about the magazine, and the research literature 

on Misvak is almost non-existent. According to Keten, Misvakôs position can be 

explained within the context of AKP efforts to rule in the social and cultural field; 

hence, the debate should be conducted within the framework of cultural hegemony 

(Keten, 2019). He argues that Islamic and pro-AKP humor magazines like Cafcaf, 

Hacamat, and Misvak were created as Islamic substitutions of Leman and Penguen 

while Islamic popular culture magazines such as Cins, Lacivert, and Ķzdiham were 

intended to replace Ot and Kafa (Keten, 2019). That goes without saying that a similar 

analysis can also be applied to the TV shows such as Diriliĸ Ertuĵrul or Payitaht 

Abdulhamid that are broadcasting on the state channel TRT.  

In that framework, Cantek and Gºnen­ question whether those Islamist humor 

magazines succeed in finding an alternative approach to humor as they claim or if they 

simply follow the path of their ñsecularò counterparts (Cantek&Gºnen­, 2017).  

According to the below example, when it comes to forming and style, Misvak not only 

follows Uykusuz, the most popular humor magazine in Turkey today, it almost copies 

the magazineôs cartoons21. 

 
 

Figure 5. 

(Source: diken.com.tr) 

 
21 http://www.diken.com.tr/uykusuzdan-misvaka-kopya-cikisi-bari-ampulleri-degistirseydiniz/ 

http://www.diken.com.tr/uykusuzdan-misvaka-kopya-cikisi-bari-ampulleri-degistirseydiniz/
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According to the website diken.com.tr, the weekly humor magazine, Uykusuz 

criticized Misvak for copying their image tweeting, ñHow many imitation cartoons? 

At least you could have changed the lightbulbs!ò22. In both pictures, a market place is 

described almost in the same way. However, while the Uykusuz cartoon satirized the 

sale of dollars at a low exchange rate due to an "operational error" experienced on the 

Halkbank's website, Misvak takes a pro-government stance by targeting those who 

criticized the high price of onions and potatoes. In that sense, Misvak uses humor as 

an instrument to support government actions while delivering almost the same image 

as Uykusuz. 

In his book ñMedia Representations of the Cultural Other in Turkey (2018)ò, 

which aims to locate the ñcultural otherò through a center-periphery dichotomy, 

Alparslan Nas, besides films, TV series, and advertisements, also analyses Misvakôs 

cartoons published in 2017. Building on Bourdieu, Nas claims that the cartoon must 

be comprehended as a ñfieldò that consists of power relations and which in different 

social classes compete in terms of their habitus and cultural capitals (Nas, 2018). 

However, how a cartoon can constitute a field is somewhat unclear. Accordingly, Nas 

argues that there are three layers of meaning in Misvakôs narrative: promotion of 

xenophobia, counter-secularism, and discourse of nationalism (Nas, 2018). Further, he 

believes that Misvak uses misogyny, racism, homophobia, militarism, and speciesism 

as narrative strategies to provide it with ñthe necessary discursive space for self-

representation through the demonstration of the cultural otherò (Nas, 2018, p. 82). 

While Nasô assertions regarding the use of misogyny, racism, homophobia, etc. 

in Misvak are indeed relevant and correct, this study aims to position Misvak within 

the context of hegemony debates rather than the center-periphery dichotomy. First, the 

center-periphery framework has inherent problems that require further questioning. 

Taking a somewhat critical stance and building on Foucault, Nas argues that he treats 

 
22https://twitter.com/UykusuzDergi/status/1150879665541865478?ref_src=twsrc%5Etfw%7Ctwcamp

%5Etweetembed%7Ctwterm%5E1150879665541865478&ref_url=http%3A%2F%2Fwww.diken.co

m.tr%2Fuykusuzdan-misvaka-kopya-cikisi-bari-ampulleri-degistirseydiniz%2F 

https://twitter.com/UykusuzDergi/status/1150879665541865478?ref_src=twsrc%5Etfw%7Ctwcamp%5Etweetembed%7Ctwterm%5E1150879665541865478&ref_url=http%3A%2F%2Fwww.diken.com.tr%2Fuykusuzdan-misvaka-kopya-cikisi-bari-ampulleri-degistirseydiniz%2F
https://twitter.com/UykusuzDergi/status/1150879665541865478?ref_src=twsrc%5Etfw%7Ctwcamp%5Etweetembed%7Ctwterm%5E1150879665541865478&ref_url=http%3A%2F%2Fwww.diken.com.tr%2Fuykusuzdan-misvaka-kopya-cikisi-bari-ampulleri-degistirseydiniz%2F
https://twitter.com/UykusuzDergi/status/1150879665541865478?ref_src=twsrc%5Etfw%7Ctwcamp%5Etweetembed%7Ctwterm%5E1150879665541865478&ref_url=http%3A%2F%2Fwww.diken.com.tr%2Fuykusuzdan-misvaka-kopya-cikisi-bari-ampulleri-degistirseydiniz%2F
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these notions as ñtechnologies of powerò or ñtechnologies of the selfò and does not 

consider center-periphery relations as ñstable, consistent, and coherent categoriesò and 

argues there are dynamic boundaries between them (Nas, 2018). However, he still 

finds this approach relevant and argues that ñcenter and periphery constitute certain 

positionsò; hence it is useful to remain in the framework to pinpoint centered oneôs 

self-representation (especially in the media) through the cultural other (Nas, 2018). As 

mentioned before, it should be remembered that the center-periphery dichotomy is 

very problematic and it has been used as a paradigm at the risk of ignoring class 

struggles and instead worked as an agency to explain the binaries in the society from 

only a cultural perspective in Turkey (Erdoĵan, 2015). 

In that sense, Misvakôs relation to the current disposition of the politics and 

especially the magazineôs efforts to construct enemy images under the AKP rule, 

which is characterized as a struggle for hegemonic domination in both political and 

cultural spheres will be further examined in the following chapters. 

2.4 Concluding Remarks 

It has been argued in this chapter that humor is a complex notion that is also 

very intricate that can take many forms and has an ambivalent nature that could be 

shaped by those who use it. It has been claimed that humor can be articulated into 

many different discourses, which could be counter-hegemonic as well as hegemonic. 

As such, humor can be subversive and a tool for the resistance, but it also has the 

capability to empower the authority. Humor can be freeing and become a positive force 

in the hands of the outcasts, while it could easily be offensive, misogynistic, racist, and 

homophobic. All in all, even it is a powerful ally, humor does not solely lead to the 

rebellion, but it could also be used by the hegemonic discourse to silence opponent 

masses. 

From a historical perspective, humor magazine publishing in Turkey has also 

been briefly reviewed through similar lenses in the chapter. Although it has been 

claimed that mainstream (secular) humor magazines also showed tendencies to remain 
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loyal to the ruling parties in Turkey, the level of criticism towards the government is 

almost non-existent in the Islamist humor magazines of the 2000s. In that sense, it has 

been mentioned that Cafcaf, Hacamat, and Misvak take a pro-AKP stance, and the use 

of humor in those Islamist humor magazines emerges as rather instrumental. While 

those magazines claim to adopt a counter-hegemonic position in the cultural sphere, 

they contribute to the AKPôs hegemonic project, which will be discussed in the next 

chapter. 
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CHAPTER 3 

 

THE AKPôS IDEOLOGICAL DISCOURSE AND THE HEGEMONIC 

PROJECT 

 

This thesis work aims to analyze the discourse of Misvak, and in order to 

uncover absences and silences in the discourse, it is also crucial to investigate whether 

there is discursive parallelism between the magazine and the AKP government or not. 

Considering Misvak identifies as a pro-AKP humor magazine, the main characteristics 

of the AKP need to be addressed to detect whether there is parallelism between the 

party discourse and representations of those main issues taking place in Misvak. To 

that end, this chapter will focus on the AKPôs ideological discourse and the hegemonic 

project. 

This chapter, drawing on Poulantzasô theory on the capitalist authoritarian 

state, aims to position the AKP as a representative of neoliberal authoritarianism, 

starting with the victory that the party achieved the first time in 2002 and till today. 

Gramscian analysis of hegemony will also shape the theoretical background of the 

study to be able to explain the position of the AKP in Turkish politics. Within the 

discussion regarding the partyôs transformation in years, it will be argued that the 

neoliberal authoritarian character of the AKP remained the same while the main game-

changer was the transition of the AKP from an expansive to a limited hegemony 

project.  

During its rule for the last 18 years as an authoritarian government, the AKP 

has been using repressive state apparatuses that enforce discipline such as the police 

force and the judicial system very effectively. The use of frequency of those repressive 

state apparatuses was highly increased in recent years in order to silence the opponent 

masses, as also been debated by many scholars, in the aftermath of the Gezi Revolt in 

2013. On the other hand, the Ideological State Apparatus, media in the first place, was 

also used heavily by the party both to establish consent in society and to mobilize party 
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voters.  Given the importance of the culture (including popular culture) in Gramscian 

analysis of hegemony, those efforts of the AKP to establish an Islamist culture should 

also be dealt with in such understanding. As argued in the previous chapter, Islamist 

humor magazines constitute an important part of the culture; thus, their existence also 

needs to be analyzed in the framework of the battle for hegemonic domination. This 

perspective could also help to shed light on underlying causes regarding the differences 

in those magazines, which will be acclaimed to be also heavily dependent on the 

transition of the AKP from an expansive to a limited hegemony project.  

To that end, as being the product of the limited hegemony period and the main 

research topic of this thesis, Misvakôs relation to the AKP discourse will be further 

analyzed. For that purpose, first, the trajectory along with the underlying causes for 

the AKP to come out as a hegemony project with a neoliberal authoritarian character 

will be shortly reviewed; and with the establishment of its hegemony, those crises that 

threatened the partyôs domination which at the end resulted in todayôs AKP will be 

briefly discussed. To that end, this chapter will attempt to briefly mention the main 

features of the ideological discourse of the AKP covering issues such as the 

construction of the enemy images, Kurdish question, Gender, the self-image of the 

AKP cadres along with the highly debated issue of kulturkampf.  

3.1 Crisis of Hegemony Before the Reconfiguration of the Politics by the AKP 

 In order to develop a comprehensive understanding of the AKPôs discourse 

covering a handful of issues, it seems essential to briefly review those underlying 

causes for the party to come out as a hegemony project. To be able to that, first, one 

should take a step back and attempt to delve into conditions surrounding the political 

sphere in Turkey before the reconfiguration of the politics by the AKP, starting with 

its electoral victory in 2002. 

 It has been claimed that due to the unstable coalitions, successive political 

crises, and early elections, instability, and short-termism are accepted as the key 

structural features of mainstream politics in Turkey (Yaka, 2015).  Having said that, it 

has also been argued that an unprecedented crisis of hegemony marked the politics in 
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Turkey before the AKP came into power. That is usually described as a total 

hegemonic crisis that its seeds were planted in the 1980s and gradually increased 

during the 1990s (¥zkazan­, 2002). This atmosphere, which led to a traumatic era both 

financially and politically and finally resulted in the 2001 economic crisis, was not 

intrinsic to the unique conditions of Turkey but rather was a mixture of the key features 

of Turkish politics along with the adverse effects of globalization.  

In that sense, it can be argued that Turkey experienced the echo of the crisis of 

neoliberal hegemony which David Harvey argues as  ñWhile neoliberalization may 

have been about the restoration of class power, it has not necessarily meant the 

restoration of economic power to the same peopleò (Harvey, 2005, p. 35). In that 

respect, drawing on Poulantazs, who identifies three determining elements of the 

contemporary dominant ideology as irrationalism, neoliberalism, and authoritarianism 

(Poulantzas, 2008), it can be concluded that today, neoliberalism and authoritarianism 

go hand by hand. Thus, it can be claimed that neoliberalism comes up as a keyword 

since this notion allows us to explain the authoritarian character of the AKP as well as 

its hegemonic project, which did not abruptly emerge but instead developed as a part 

of the long-term historical process. In that sense,  in order to explain the continuity 

from the 1980s to the AKP period, analyzing neoliberal experience as the formation 

and consolidation of the authoritarian state form in Turkey comes handy 

(Karahanoĵullarē Y. &T¿rk D., 2018).  

Bob Jessop, building on Poulantzasô theory of the state, attempts to trace the 

patterns between authoritarian state and capitalism in his works, where he elaborates 

on the concepts of ñaccumulation strategiesò and ñhegemonic projectò (Jessop, 1991). 

Those accumulation regimes were, in fact, the resonation of the global crisis of 

neoliberalism that helped to shape the hegemonic crisis in Turkey while they also 

paved the way for authoritarian statism starting with the 1980s. 

In addition, Turkeyôs inner dynamics also paved the way for instability, which 

resulted in coalition governments and a fragile economy. Amongst those dynamics 

were the political Islam and Kurdish opposition that posed a challenge to the 
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secularist/Kemalist structure of Turkey since the mid-1980s (Sara­oĵlu, 2016). On the 

other hand, with the imposition of the 1982 Constitution and the New Labour code of 

1983, the militaryôs intervention and shutting down union confederations as well as 

restrictions to labor unions from political activities caused wage-labor vis- -̈vis capital 

to erode in the 1980s (Oĵuz, 2009). In short, the political and economic crisis of the 

late 1970s was resolved in favor of capitalism during this period (¥zden, Ak­a, 

Bekmen, 2017).    

The 1990s, on the other hand, is accepted as a period in which Turkey faced a 

total hegemonic crisis. During this period, there were fundamental issues that 

contributed to this crisis; the rise of the Islamic capital, weakening of the centrist 

parties due to the above mentioned political Islam and Kurdish movement along with 

the bad management of the economy (¥zden et al., 2017).  Besides, the export-oriented 

neoliberal growth strategy of the 1980s paved the way for corruption based on the 

cooperation of politicians-bureaucrats-capital trio in the 1990s (¥zkazan­, 2002). 

During this period, the Istanbul-based big bourgeoisie was also dealing with the 

representation crisis (Bekmen, 2014) while the masses represented by Political Islam 

and the Kurdish movement were excluded from the political system after the military 

intervention of 28 February in 1997 (Ak­a, 2014) (also cited in; ¥zden et al., 2017).  

With the articulation of the exterior factors such as the EU and IMF to the 

above mentioned structural problems, Turkey was indeed facing a total crisis of 

hegemony by the end of the 1990s. The incompetencies of the power block due to lack 

of a hegemonic capability to construct a broad-based consent and the very fragile 

economic climate, which finally resulted in November 2000 and February 2001 

economic crises, completed this frame. After the collapse of the DSP-MHP-ANAP 

coalition, the November 2002 elections were held in such an atmosphere. The AKP, a 

newly formed party, gained its first electoral victory on 3 November with 34.3% of 

the votes and almost two-thirds of the seats of the parliament with 363 MPs. The 

elections in which the AKP came out as a single-party government put an end to the 

coalitions of the 90s and started a new era in Turkish politics. 
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3.2 Features of the AKPôs Hegemony Project and Its Transition 

The founding cadre of the AKP who declared themselves as the reformists was 

the young wing of the Virtue Party, and they decided to follow another approach in 

politics. Considering its Islamist roots, the AKP caused suspicions, whether it left its 

Islamist agenda or not; however, the founders declared that what they built was a 

conservative democratic party. After the efforts to engage with the EU reforms as well 

as the party statements regarding democracy and human rights, the AKP was perceived 

by some scholars as a political party that learned from the past mistakes of the Islamist 

movements that led to the 28 February process. For example, Alev ¥zkazan­ argues 

that it was a negotiation between the party and the state/system that allowing the AKP 

to be a major power in the center-right in exchange for leaving the route of political 

Islam (¥zkazan­, 2002, p. 211). A­ēkel, on the other hand, argues that the results of 

the November 2002 elections showed a shift in Turkish center-right tradition which is 

inherited from the Democratic Party and Justice Party and that this bloc lost power in 

favor of nationalist-corporatists and Islamic-populists (A­ikel, 2003). Behind the rise 

of the Islamic populism, there was the competing position of M¦SĶAD, small to 

medium size conservative business associations, aka Anatolian Tigers, vis- -̈vis 

TUSĶAD that represented the Istanbul based bourgeoisie (A­ikel, 2003). In that sense, 

the AKPôs electoral victory was seen as a potential for building bridges between the 

Istanbul and Anatolian capital, and also for integration with the EU; thus, Western 

values and democracy.  

Overall, it has been argued that the potential of the AKP was lying in the fact 

that it was the only party with the potential of combining the long-term hegemonic 

interest of the bourgeoise with the short-term demands of the people (¥zkazan­, 2002, 

p. 211). Adding the use of symbolic sources to construct its hegemonic project to this 

potential, the reasons causing the party to come out as an important actor shaping 

almost the last 18 years of the Turkish politics become clearer. After coming to power 

in 2002, the AKP remained to be a majority party and a single-party government till 
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today even though it had faced some challenges and setbacks.23 It is one of the most 

relevant and crucial inquires of todayôs political discussions to investigate and dig up 

the underlying causes and reasons helping the party to be the most powerful political 

actor in Turkey for the last 18 years; however, such an attempt is beyond the scope of 

this study. Instead, some of the main characteristics of the party will be brought to the 

table to become familiar with the AKP discourse on many issues that will be further 

evaluated in the next section. 

It can be briefly argued that the AKPôs hegemonic project relies on two main 

aspects: neoliberal populism and the use of (mainly Islamic) symbolic sources 

(Bozkurt, 2013). In that sense, it would be useful to remember the partyôs ideological 

self-positioning, which is conservative democracy; and even though the relevance of 

this concept in Turkish politics today is debatable, it was the AKPôs slogan when the 

party was first established. Can K¿­¿kali, drawing on Harvey, argues that this notion 

is not a superficial choice; in fact, due to the vagueness embedded in conservatism, it 

provides the Islamist character or discourses of the AKP to be instrumentalized which 

becomes a pragmatic device that provides a type of immunity for people not to be 

affected from the negative social and political implications of the neoliberalist 

transformation of society (K¿­¿kali, 2015).  

Today, it is not a question whether the partyôs economic policies based on a 

neoliberal agenda or not. It is crystal clear from the beginning that the AKP embraced 

neoliberalism, which caused scholars to position the party within the center-right 

tradition (DP, AP, ANAP) rather than National View (MNP-MSP-RP-SP-FP) 

(K¿­¿kali, 2015). The fact is, even though a young group of politicians established the 

AKP in the FP, the split of opinion was mainly derived from the economic policies; 

Erbakan heavily criticized Western capitalism and rather favored an Islamic economic 

unity while the AKP had no problems with the Western modernization when it comes 

 
23 It was only during the June 2015 General Elections that the party lost its power to form a single-

party government but regained its position as the majority party after the early elections conducted in 

November 2015. However, the party lost a significant amount of its power during the local elections 

of 2019 which the AKP had lost in all of three major cities namely Ķstanbul, Ankara and Ķzmir. 
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to neoliberalism. In fact, the party adopted neoliberal economic policies from the early 

days of its rule; kept on collaborating with the IMF which had been already involved 

in the economy both prior and after the 2001 crisis, provided assistance of $20.4 billion 

in 1999-2003; hence the AKP government satisfied the IMF demands such as reducing 

subsidies to agriculture, privatize and reduce the role of the public sector in economy 

(Erin­ Yeldan & ¦n¿var, 2016). The party proved its commitment to the neoliberal 

agenda throughout the years which, resulted in flexible labor, unemployment, and 

poverty. Nonetheless, the party met the expectations and achieved to forge an alliance 

between the Anatolian/conservative capital and Istanbul bourgeoisie, namely 

M¦SĶAD and TUSIAD; the political consequence of this alliance was a deepened 

neoliberal hegemony in Turkey (¥zden et al. 2017). It can be argued that this 

ñachievementò not only strengthened the neoliberal hegemony but also became one of 

the cornerstones for the AKP to construct its hegemonic project along with the 

neoliberal populist policies.  

Umut Bozkurt mentions that despite the partyôs commitment to neoliberalism 

which harms the living conditions of the masses, the AKP receives the majority of its 

voters from the poorest section of the society, and she uses the notion of ñneoliberal 

populismò to explain the reasons of this anomaly (Bozkurt, 2013). This term is mainly 

used to elucidate the situation in Latin America, where the political leaders apply the 

combination of populism along with liberal economic policies. Accordingly, the main 

inquiry revolves around the contradiction derived from the fact that while the AKP 

steadily weakens the welfare policies and still achieves electoral victory. Although it 

is a complex problem that needs to be further tackled, it can be mentioned that social 

assistance programs play an essential role in this equation, as emphasized by many 

scholars. Bozkurt indicates that neoliberal populism manifests itself as the neoliberal 

reconstruction of Turkeyôs social security systems along with the burst of social 

assistance programs (Bozkurt, 2013). 

With the application of neoliberal populism, those poor masses became 

dependent on social assistance programs instead of benefitting from welfare policies. 

Even though it was established in 1986, ñThe Social Assistance and Solidarity 
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Encouragement Fundò became the primary organization for alleviating poverty during 

the AKP rule; in addition, municipalities also played a key role with in-kind assistance 

to the poor while charity groups and philanthropic associations took over some state 

functions  (Bozkurt, 2013). 

Furthermore, those social transfers which are allocated to students, families, 

and entrepreneurs are being used as practical tools in the AKPôs hegemonic project to 

mobilize its voters. At the same time, the party discourse proposes an Islamist lifestyle. 

In that sense, Zafer Yēlmaz argues that with the establishment of the Ministry of 

Family and Social Policies24 which works as a main administrative mechanism 

supporting those social transfers, social questions are handled as a regulation of family 

life instead of as problems of inequality and social rights (Z. Yilmaz, 2015).  

In that sense, it is not surprising that the AKP gets the most votes from 

homemakers as the public opinion studies on voter preferences show; after them, the 

highest support comes from the private sector workers engaged in agriculture and 

animal husbandry and unemployed people; the AKP continues to be the first in these 

settlements or class sections by getting over 50% of the votes from the suburbs and 

slums (Yēldērēm, 2009). Although the AKPôs receiving the most votes from 

homemakers may not seem class-related, considering that the conditional cash 

transfers developed under the Social Risk Mitigation Project are making payments 

directly to the mothers, which overlap with the dependent class segments targeted by 

neoliberal populism (Yēldērēm, 2009).  

As mentioned before, the AKPôs hegemonic project not only relies on the 

notion of neoliberal populism but also makes use of the symbolic/cultural sphere in a 

way that is intertwined with those practices mentioned above to construct the 

Gramscian concept of consent in society. To put it, those features of the AKP 

hegemony is commonly associated with Islamism, nationalism, and conservatism by 

the scholars working on this subject (Sara­oĵlu, 2016). However, since this aspect with 

in relation to the popular culture, is directly related to the central inquiry of this thesis, 

 
24 Currently known as the Minister of Family, Labour and Social Services 



70 
 

it deserves a more detailed contextualization; thus, the issue will be argued in the next 

section thoroughly. 

Nonetheless, as mentioned before, the party policies do not aim to end poverty 

altogether, and instead creates an order of dependency on the government aids and 

social assistance programs considering its neoliberal populist character. In that 

framework, the loyalty of the party voters is also questionable; because it is unclear if 

Islamism is working as a cement ideology independently of economic conditions. For 

example, even though it is accepted that ideological differences shaped under the 

influence of religiosity are significant sources of voting behavior, financial satisfaction 

came up as the most crucial determinant of the 2010 referendum vote for the AKP 

supporters (Kalaycēoĵlu, 2012). In that sense, even though the identification with the 

masses seems to be achieved through Islamization, it is unknown if it is a genuine 

identification or a superficial pretend within the understanding of a quid pro quo 

between the party and its voters. Suffice to say that the representation of the self-image 

of the AKP and the party supporters also seems ambivalent. 

Finally, it has been argued that there is a significant transformation in the 

AKPôs mode of rule, in recent years. Those claims usually rely on the assertion that 

the AKP first started as a conservative democratic but also a liberal party but adopted 

an authoritarian tone only later. However, as also ¥zden et al. argues, the AKPôs 

hegemonic project needs to be considered as authoritarian for mainly two reasons;  

First, the party did not dismantle the authoritarian neoliberal state form 

established in the post-1980 period. Second, it has continued the majoritarian and 

monolithic understanding of democracy it inherited from Turkeyôs conservative right-

wing tradition which has resulted in intolerance of any kind of political criticism, 

collective public action, or social and political opposition (Ak­a, 2014 as cited in 

¥zden et al. 2017 p.192) 

In that sense, unlike the liberal and conservative analysis which positions the 

AKP as a historical break in politics, the party reproduces the authoritarian and 

repressive state structure in Turkey through an Islamist-conservative model; therefore, 

it represents continuity rather than a break (Bedirhanoĵlu, 2009). In that regard, the 

hegemony crisis in Turkey before the reconfiguration of the politics by the AKP does 
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not necessarily mean that the party came out as a fresh and organic solution to those 

problems. It is clear that a new era started with the AKP rule in Turkey, but those 

underlying causes and the final results are reminiscent of neoliberal authoritarianism, 

which is not new nor only manifested in Turkey. Poulantzas defines the main features 

of the authoritarian state as follows;  

The rise of authoritarian reason encompasses the decline of democratic 

institutions in modern societies, the increased importance of bureaucracy, and the 

particular importance of the ideological state apparatuses to an oppression based less, 

perhaps, on the use of physical force and more on its internalization by individuals as 

symbolic violence (Poulantzas, 2008, p. 377). 

Even though those features mentioned above quite apply to the current 

conditions, it may well be argued that a particular form of neoliberal authoritarianism 

revealed in Turkey where the inner dynamics of politics could be overly complex and 

unique. For example, the emergence of the notion ñErdoĵanismò is also used to define 

the specific characteristics of politics in Turkey today. According to Tanēl Bora, this 

term refers to the one person rule in Turkey after 2011 with a resemblance to the Orban 

regime in Hungary and Putin's rule in Russia (Bora, 2018a, p. 122). Yilmaz and 

Bashirov argue that Erdoganism has four dimensions as ñ electoral authoritarianism 

as the electoral system, neopatrimonialism as the economic system, populism as the 

political strategy and Islamism as the political ideologyò(Yilmaz & Bashirov, 2018, 

p. 1812). Nonetheless, this discussion is beyond the scope of this study; therefore, it 

could be useful to focus on the changing dynamics of the hegemony rather than 

attempting to contextualize the AKP as an actor altogether. 

In that framework, it is proposed that the main game-changer explaining the 

partyôs changing rule in the recent years is the transition of the AKP from an expansive 

to a limited hegemony project (¥zden et al., 2017). Gramsci, using the example of 

Moderate Party in the 19th century Italy, argues that if a ruling bloc has to resort to 

coercion and repression, it shows the failure of the hegemonic class to adopt the 

interests of the popular classes and its intention to instead neutralize or decapacitate 

them through depriving them of their leadership; this form of hegemony is accepted as 

limited rather than an expansive one (Jones, 2006, p. 52). With this contextualization 
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in mind, while it is also debatable to what extent the AKPôs hegemonic project was 

expansive, to begin with, it can be concluded that the partyôs hegemonic project seems 

to be a limited one as of today. 

Regardless of the AKPôs electoral victory and the partyôs statements picturing 

a modern and ñdemocraticò approach in the first years of its rule, skepticism of the 

Turkish military towards the AKP remained salient. Considering the complex and 

intertwined nature of the civilian-military relationships in Turkey, the AKP was indeed 

aware of the delicate situation when it first came into power, especially taking into 

account that many parties established within the National View movement were shut 

down by the military tutelage in the past. In that sense, Erdoĵanôs emphasis on how 

the AKP is different from the National View with his famous saying that ñthey have 

taken off their National View shirtò was not only targeting the secular and pro-EU 

civilians but also aiming to assure the military which posited the biggest threat to the 

partyôs existence. Within this framework, the political battle against the military was 

crucial for the AKP to establish its hegemony at the state level ( ¥zden et al., 2017).  

To put it simply, the AKP first used Turkeyôs EU candidacy as leverage against 

the military during the first a few years of its rule; then adopted a harsher tone with the 

help of Ergenekon and Balyoz operations which were later acclaimed to be a part of 

the G¿len conspiracy to weaken the militaryôs power (¥zden et al., 2017). The AKP, 

winning victory over the military, gradually gained control over the state apparatuses, 

including the education system and judiciary, and ensured their takeovers by the AKP 

cadres (¥zden et al., 2017). On the other hand, maybe the most important part of this 

process was the AKPôs gaining control over the media, which helped the party also to 

control ideological state apparatus and came out as an authoritarian state. 

In brief, it can be concluded that the change in the AKPôs mode of governance 

in recent years can be explained with the altering limitations of its hegemonic project. 

As argued before, this does not necessarily show a change in the essence of the partyôs 

nature but rather is a strategic choice to mobilize and consolidate its voters. That is due 

to certain events and developments that led to breaks in Turkish politics and resulted 
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in a loss of the AKPôs hegemonic power. There are many intertwined factors that 

finally caused the transition of the AKPôs hegemony from an expansive to a limited 

one, and the Gezi Revolt in 2013 may be the one representing the most certain break. 

Besides, the global economic crisis of 2007-2008, along with the partyôs political 

decisions regarding the conflicts in the Middle East as well as the Kurdish question 

after 2010 were effective in this process (¥zden et al., 2017). As a result, the AKP lost 

its capacity to establish its hegemony over numerous segments in the society such as 

the big bourgeoisie, urban and secular middle classes, Kurds, Alevis as well as the 

international actors thus, decided to change its strategy for a limited hegemony project 

which manifested itself in an exclusionist way (¥zden et al., 2017, p.199). 

In such an environment, the AKP decided to pursue a rather Islamist political 

agenda while continuing with its neoliberal populist strategies. President Erdoĵan 

being in the first place, the authoritarian tone of the AKP officials became more 

prominent, and the discriminative speeches became an essential part of the partyôs 

discursive strategies. Creating enemies and defeating them with the help of the 

ñnationò came out as an ordinary way to mobilize and consolidate its mass of voters, 

and the debate on the kulturkampf came to the forefront once again.   

Herewith, the pro-AKP popular culture products such as humor magazines also 

adopted a similar tone; for example, creating enemies while affirming the party in 

every circumstance turned out to be a frequently used method in Misvak. When 

considered that a work of art could affirm or negate the reality it emerges from, the 

AKP in that sense, needs constant affirmation to construct the Gramscian concept of 

ñconsentò in society. That is why Erdoĵan does not hesitate to file lawsuits against any 

oppositional cartoonists since their work could negate his supremacy and harm his 

image that he has been working on for a long time. Of course, it should be again noted 

that the AKPôs transformation through the years also put Erdoĵan in a position to be 

inclusive to only a particular part of the society which the party refers to as ñ50 % of 

the Turkeyò. 
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 In that sense, the next section will try to focus on the similarities between those 

discursive strategies of the AKP and their echo in Misvak (which will be discussed in 

the following chapters) by pinpointing those prominent themes of the AKP discourse 

covering some of the issues including enemy image construction, the Kurdish 

question, gender, the self-image of the AKP cadres along with the highly debated issue 

of kulturkampf. 

3.3 Cultural Hegemony and the Ideological Discourse 

 It is generally accepted that the symbolic/cultural sources of the AKP 

hegemony lean on the ideological positions of Islamism, conservatism as well as 

nationalism. Those three also constitute the backbone of the ideological sources of the 

Turkish right (Bora, 2018b). However, the volume and the dominance of those 

ideologies in the AKP discourse have been frequently changed from time to time 

during its rule. Especially after the global economic crisis in 2011, party discourse 

evolved into a more authoritarian one comparing to before, while neoliberal populist 

policies, along with Islamism, also gained momentum during this period. Although the 

party declared many times before that, they were not interfering with anyoneôs 

lifestyle; those statements of the AKP cadres, including Erdoĵan, revealed quite the 

opposite mindset. For example, then Prime Minister Erdoĵan mentioned that ñfemale 

and male students living together is against our conservative, democratic characterò 

in 201325. In another incident, a TV presenter was fired due to AKP spokesman 

H¿seyin ¢elikôs statements regarding her clothing, ¢elik expressed his discomfort 

about the womanôs attire by saying ñWe do not intervene against anyone, but this is 

too much. It is unacceptableò.26 Along with the similar statements coming from the 

 
25 https://www.hurriyetdailynews.com/female-male-students-living-together-is-against-our-character-

turkish-pm-57343 

 

 
26 https://www.dailymail.co.uk/news/article-2451439/Turkish-TV-presenter-sacked-wearing-low-cut-

coming-ruling-political-party.html 

https://www.hurriyetdailynews.com/female-male-students-living-together-is-against-our-character-turkish-pm-57343
https://www.hurriyetdailynews.com/female-male-students-living-together-is-against-our-character-turkish-pm-57343
https://www.dailymail.co.uk/news/article-2451439/Turkish-TV-presenter-sacked-wearing-low-cut-coming-ruling-political-party.html
https://www.dailymail.co.uk/news/article-2451439/Turkish-TV-presenter-sacked-wearing-low-cut-coming-ruling-political-party.html
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AKP officials, severe restrictions against alcohol use were presented as religious 

necessities.  

Many of those statements and sanctions that were mostly targeting the lifestyle 

of the youth, women, and LGBTQ+ individuals caused strong reactions and created 

social unrest mainly amongst the secular segment of the society. This process resulted 

in a wave of cumulative anger, which finally manifested itself as Gezi protests in 2013. 

With the use of excessive police force and the irreconcilable stance of the AKP, Gezi 

protests became more than a youth movement and turned into a revolt, which finally 

resulted in the most significant hegemonic break for the party. Gezi Revolt not only 

stands out as a critical incident in politics, but it is also culturally significant 

considering the use of humor during the protests as a tool for resistance; in that sense, 

it also has a central place in this study. The use of political humor revealed via slogans, 

street writings, cartoons, and drawings during the Gezi uprising. Along with the battle 

against the police violence, criticism of Erdoĵan and the AKP emerged in the form of 

mockery and ridicule, aiming to upend the hierarchy, which was perceived as it was 

reminiscent of the features of a Bakhtinian carnival (Gºrkem, 2015; Karakayal² & 

Yaka, 2014). 

For instance, Jeremy Walton mentions how Gezi Revolt could be perceived as 

carnivalesque by describing a video about the uprising published on Youtube; 

A young man in a gas mask performing Michael Jacksonôs signature óMoon 

Danceô; groups of demonstrators performing a folk dance (halay ­ekmek) in a circle; 

and, a cloaked protestor wearing a Guy Fawkes mask, the preeminent global icon of 

anarchic carnival. Despite the evident violence depicted ï water cannons and teargas 

ï the mood of the video is unambiguously one of celebration and jubilation, a fact that 

the drum-and-bass beat accompanying the visuals underscores  (Walton, 2015, p. 52). 

On the other hand, Walton also concludes that his interpretation of Gezi is 

similar to those analyses of  Zizek and Tuĵal and mentions that ñthe subtle social and 

cultural transformations entailed by neoliberalism are fundamental to protest 

movements throughout the globeò. (Walton, 2015, p. 52). In that sense, Zizek argues 

that ñpeople who occupied Gezi were mainly secular educated protesters, and their 

target was neither neoliberal capitalism nor Islamism, but the personality of Erdoĵanò 
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(Ģiģek, 2014, p. 182). Sociologist Cihan Tuĵal also emphasizes the (new) middle-class 

characteristic of the Revolt and argues that defining Gezi as a working-class movement 

is an illusion (Tuĵal, 2013). 

Following the above-mentioned points, and considering its secular character, 

the political humor embedded in the Gezi spirit was also revealing the deep-rooted 

binaries in the cultural sphere, as Daĵtaĸ argues. Many middle-class protestors adopted 

a Kemalist/secularist stance; with those slogans of ñMustafa Kemalôin askerleriyizò 

(We are the soldiers of Mustafa Kemal), the Revolt had also gained a character similar 

to the war of liberation as they almost intended to defend the nation from reactionism 

(Daĵtaĸ, 2016). In that sense, the use of humor during the protests is worthy of 

attention since, as the product of the hegemonic form, the political work of humor 

entails power struggles along the secular/religious binary in Turkey (Daĵtaĸ, 2016). 

Even though the partisan media chose to ignore the Gezi Revolt and TV channels aired 

penguin documentaries instead (which also later became an ironic symbol of the 

protests), with the help of broad social media coverage and the support of the secular 

humor magazines such as Leman, Penguen and Uykusuz, the effectiveness of the 

political humor unfolded.  

Since producing humor considered a significant aspect of the culture, it was 

clearly the seculars (whether it be Kemalist or leftist) who dominated the cultural 

sphere during the Gezi Revolt. However, those counter-protests in the city squares 

such as the Man Standing Against the Standing Man (Duran Adama Karĸē Duran 

Adam) were indicators of things to come. In that regard, it is meaningful that the pro-

AKP humor products started to appear at an unprecedented scale after the Gezi Revolt. 

As mentioned before, Cafcaf was the only published Islamist humor magazine during 

the AKP period till 2015, and it was only later that other magazines such as Hacamat 

and Misvak started to reveal along with the pro-AKP culture magazines such as Cins, 

which also started to be published in the same year.  This inquiry should be further 

examined within the context of cultural hegemony which could let us making sense of 

the AKP efforts to show dominance also in the cultural sphere in order to establish its 

hegemony project as well as to preserve what has already been won; meaning the 
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loyalty of its voters and supporters. Briefly mentioning, those latest developments 

regarding the pro-AKP publications were indeed about the highly debated issue of the 

kulturkampf.  

The reproduction of the cultural hegemony debates resurfaced after the Gezi 

Revolt in 2013. During this period, it has been mentioned many times that the 

importance of cultural production was somehow overlooked, or those efforts were 

insufficient amongst the AKP supporters, and the discussion was heated after 

Erdoĵanôs statements about cultural hegemony. He even mentioned that ñthey 

managed to gain political power; however, they have not managed to gain cultural 

powerò.  

While delivering his speech at the 38th General Assembly of the Ensar 

Foundation in 2017, Erdoĵan also said; 

We have been in government for 14 years without interruption. Still, we have 

problems regarding social and cultural power. Undoubtedly, there have been 

promising developments. There is now more interest in Ķmam Hatip high Schools. 

Quran, Ottoman Turkish are now elective courses in all schools. Still, we have much 

to do in terms of cultivating the generations that we dream of and our nation needs and 

demands. (DHA 2017, as cited in (Bulut & Ķleri 2019). 

Those above statements of President Erdoĵan lay out the essence of the subject 

in a nutshell. While it can be derived from his remarks that he is in remorse due to lack 

of cultural capital within the AKP intelligentisa, such discourse also caters to awake 

deep-rooted secular/religious binary in society. In fact, such self-criticism involves a 

narcissistic and condescending stance towards the secular domain, which was believed 

to be the cultural hegemon in Turkey so far. However, it should be delicately 

questioned the scope and extent of the notion of ñcultureò before finger-pointing and 

attempting to stigmatize those cultural products of Kemalist modernization for being 

produced under the influence of Westernization, which has been the main counter-

argument of conservative circles in Turkey.  

Whether it be popular culture, folk culture, or high culture, the scope and extent 

of the notion ñcultureò is very broad. Highly intertwined with the ideology, culture can 
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be articulated into many segments such as education and media; thus can be observed 

within many small details that many overlooks, including street signs, peopleôs names, 

etc. In that sense, it can be claimed that a form of Islamic culture (rather a Sunni Islam 

with a pro-AKP political position) is widespread in Turkey today. 

One of the areas that Islamic culture is visible to the extent that it attempts to 

replace the older, secular, Kemalist version is the field of education and youth policies. 

As is known, one of the purposes of the AKP and President Erdoĵan himself was to 

create ña pious youthò that will replace the Kemalist and rebellious generation. 

According to Erdoĵan, ñan ideal young person is who carries a computer in one hand 

and the Quran in the otherò (ĶHA 2012, as cited in L¿k¿sl¿, 2016, p.2). 

Demet L¿k¿sl¿ argues that the myth of the creation of a pious generation also 

reveals the dichotomies in the AKP discourse which is catering to stigmatize the 

remaining parties as threats; such as ñthe atheistsò or ñglue-sniffersò27, while 

positioning the pious youth as the ideal generation (L¿k¿sl¿, 2016). For the 

construction of this desired pious youth, the Ministry of Youth and Sports adopted 

many projects and organized many events. Those mass events organized by the 

Ministry such as the commemoration of the battle of Manzikert, Sarēkamēĸ or Gallipoli 

were filled with symbolism aiming to create a new social memory coherent with the 

goals of the AKP which is to create an alternative link with the past and the ancestors 

different from the Kemalist narrative and instead promoting Turkishness and 

Muslimness (L¿k¿sl¿, 2016).  

The dramatic reforms and constant alterations made in the education system 

also comes to the forefront when exploring the AKPôs intervention to the sphere of 

culture. The AKPôs educational policies are not only promoting Islamism but also 

shaped by the neoliberal economic policies. The deregulation and privatization 

enabled the Islamic communities to intervene in the educational system; such as the 

 
27 Do you want this generation to be a glue-sniffing (tinerci) youth? Do you want this generation to be 

a rebellious one against their elders? Do you want this youth to be torn apart from their national and 

moral values, to become a generation without a certain direction or any mission? (ntvmsnbc 2012, 

L¿k¿sl¿ôs translation) 
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publication of the textbooks and preparing cultural materials by those Islamists 

publishing houses resulted in significant profits (Kandiyoti & Emanet, 2017). As 

Kandiyoti and Emanet argue, the linkages between the Directorate of Religious Affairs 

and the Ministry of Education tightened during the AKP rule in defiance of the 

Kemalist secular principles. For example, at the risk of overshadowing the republican 

celebration of the 23 April Childrenôs Day, the celebration of the prophet 

Muhammadôs birth was scheduled on 24 April as a new official school 

commemoration (Kandiyoti & Emanet, 2017, p. 2). It is clear that with the increasing 

number of Imam Hatip schools and newly opened dormitories and foundations that are 

affiliated with the Islamic communities caused the resurgence of Islam and 

undermined the secular education model that was fundamentally important for the 

Kemalist ideology. 

Another branch that has gone under severe transformation is the media sector 

in Turkey during the AKP rule. It is a fact that the mediaôs position in Turkey was 

somehow always dependent on the political parties in power and rarely functioned as 

a 4th brach in the system of the separation of powers that autonomously controls over 

the other branches and especially the government for the public interest. However, it 

could be easily argued that the media has never been such a strong ideological state 

apparatus before, as it currently is under the control of the AKP government. Today, 

the broadcasting mediaôs priority is to relay frameworks that promote a particular 

lifestyle and the sacred cause rather than being a watchdog (Kaya & ¢akmur, 2010). 

It is possible to go further and claim that the framework of the mentioned lifestyle and 

the cause is determined by the government and promoted as (Sunni) Islamism and a 

pro-AKP stance. 

Starting with the confiscation of the Sabah-ATV group as well as the ¢ukurova 

Groupôs media outlets, the AKP gained an incredible amount of power over media in 

Turkey, especially after 2007. Today, mainstream media became the partisan media, 

and the oppositional broadcasting in major TV channels became almost impossible. In 

that sense, it is meaningful that Kaya and ¢akmur suggest that ñThe majority party is 
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more concerned to show that the country is ungovernable than to try to govern it 

itself.ò (Kaya & ¢akmur, 2010, p. 534).  

Media and especially broadcasting media is an irreplaceable tool for the AKP, 

considering that the ñIslamist identity, which has been revitalized by the hegemonic 

social imagination and intensified by a reactionary mood, is organized by pro-

government media opinion techniciansò (Yēlmaz, 2017, p. 483). In that sense, those 

efforts to stigmatize the anti-AKP segment of the society as the ñothersò and ñenemiesò 

mostly conducted via media products and the pro-government media became a 

resourceful propaganda tool for the AKP circles. 

As can be understood from the above discussion, the AKP did intervene in the 

cultural sphere, and it is possible to mention that a form of Islamist culture is 

widespread in Turkey today. However, it is also true that in the issue of high culture, 

the AKP attempts are not salient, and the cultural production remained insufficient. 

The ambiguity regarding the meaning of the high culture aside, those pro-AKP 

attempts to be actively involved in the cultural sphere, whether it be music, cinema, or 

literature, mainly emerged in the area of popular culture, serving to a war of position. 

It was the result of such attempts to start a ñcultural war,ò thus airing TV shows such 

as Diriliĸ and Payitaht Abd¿lhamit that are glorifying the Ottoman roots of Turkey on 

the state-owned TV channel, TRT (Bulut & Ķleri 2019).  

In that sense, the function of Misvak also needs to be analyzed in a similar 

context with those mentioned media products. The hostile discourse of Misvak is 

reminiscent of the AKPôs, and the parallelism betweens the magazineôs and the partyôs 

tone stands out as a determinant factor when examining Misvak as a product of the 

limited hegemony project. In that framework, the debates on kulturkampf, which has 

been brought to the table by the AKP in recent years, became a convenient tool to 

reproduce secular/religious binary in the party discourse, which is also embedded with 

anger, victimization, suffering as well as vindictiveness. 
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The AKPôs authoritarian tone became a cornerstone in the party discourse, 

especially after the Gezi Revolt, and this hegemonic break also evoked the past 

traumas and discourse of victimization along with the ñconspiracy theoriesò that 

helped the party to find enemies under every stone. The conspiracy mentality, which 

is a common mindset in Turkey in general, and specifically in the Islamism and 

National View movement gained momentum after the Gezi Revolt (Bora, 2018a). As 

Bora argues, this mentality is not unique to the AKP nor invented by the party as a 

new strategy; instead, it has ideological sources that are rooted in the discourse of the 

Turkish right and, more specifically, Islamism. Fethi A­ēkel examines this conspiracy 

mentality which is embodied in the form of a suffering political subject through a 

sociological and psychoanalytical analysis (A­ēkel, 1996). He argues that suffering, 

helplessness, and frustration are common themes in monotheistic religions and that 

religious discourse and prophecy also involve suffering before God intervenes and 

helps the innocent and punishes the cruel (A­ēkel, 1996).  However, in spite of the 

initial discourse of suffering of those oppressed masses, those religions such as 

Christianity and Islam created big empires whose discourse also turned into a powerful 

political device that affirms the fighting for the land (Engels, 1969 as cited in A­ēkel, 

1996). Briefly, those psychologically oppressed masses are contradictorily the 

candidates to be the cruel ones (A­ēkel, 1996). A very similar mindset shows itself in 

the discourse of Necip Fazēl Kēsak¿rek, one of the leading ideologues of Islamism in 

Turkey. Necip Fazēl seems that he is in constant agony, but he does not suffer in silence 

and submission like a dervish; instead, he uses a hateful language and proposes a 

vengeful discourse. The Turkish right has used this approach in their conservative 

populist discourse throughout the Turkish political life, and in all these scenarios, the 

main antagonist emerged as the Kemalist modernization. In that sense, it can be 

mentioned that the AKP reproduces this deep-rooted mentality as a discursive strategy, 

especially after coming to terms with the reality that it failed to find a balance in the 

equation of consent/coercion binary after the Gezi Revolt. 

This process is also highly interrelated to the imaginative aspects as it embraces 

strong emotions such as hate, anger, suffering, rage as well as revengefulness; thus, 
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those features also shape the representation of the self-image of the AKP cadres, 

Erdoĵan being in the first place. Othering, scapegoating, and stigmatizing have 

become practical tools to be able to conduct such discourse and mobilize the party 

voters. For example, Erdoĵan mentioned that they (AKP cadres as well as its voters) 

have been the ñBlack Turksò of Turkey and stigmatized for being ñignorantò by 

Kemalists and CHP supporters (Yēlmaz, 2017). He also cried many times in front of 

the cameras to strengthen the image of victimhood and self-pity (Yēlmaz, 2017). Those 

behavioral patterns are typical, considering that the conservative populism is above all 

a discourse of victimization surrounded by a mystical aura (Bora & Erdoĵan, 2013).  

For Bora and Erdoĵan, the oppressed righteous subject, following the discourse 

of conservative populism, own their misery and suffering and masochistically love 

their wounds; paradoxically, they find power and legitimacy within their traumas while 

they also identify themselves as the victims (Bora & Erdoĵan, 2013). As A­ēkel argues, 

being content with the misery and suffering also reveals narcissistic tendencies of the 

oppressed, victim subject which can be referred from the efforts regarding the 

aestheticization of the pain (A­ēkel, 1996). Even though it seems contradictory, the 

ego-centric discourse of the victim subject who believes is surrounded by the enemies 

throughout history, and finds the power within this mythical moralization reveals the 

narcissistic ideology (A­ēkel, 1996). 

While it can be mentioned that the discourse on victimization and suffering still 

stands out as a cornerstone feature of the conservative populist policies in Turkey, 

there is also a visible shift towards the narrative of victory in the AKP discourse. 

Nagehan Tokdoĵan argues that the 15 July coup attempt paved the way for a new 

political myth in Turkish politics, thus created a new narrative for the AKP by 

changing its victimization discourse to a discourse on victory (Tokdoĵan, 2018). 

Tokdoĵan argues that it is the national or collective narcissism that was aroused after 

15 July as a prominent feature in the identity construction efforts which had begun to 

show its signs after Erdoĵanôs Davos speech in 2009 when he stormed out the panel 

on the Middle East process at the World Economic Forum (Tokdoĵan, 2018).  
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In that framework, ñordinary peopleò confronting tanks and bullets became the 

national heroes, and this narrative was also crowned with the ñdemocracy watchò and 

rallies such as the one held in Yenikapē. Accordingly, the creation of this 15 July myth, 

which is called an ñepic,ò not only strengthened the AKPôs image as the victorious but 

also gave people the power by lending them this victory.  

This narrative first seemed to be inclusive; all remaining inner conflicts seemed 

to put aside for a while, and the focus was to unify against the common enemy FETO. 

However, the so-called social inclusion turned out to be a temporary approach; with 

the declaration of the state of emergency in the country, ñfriends vs. enemiesò 

understanding became a prominent feature of the AKP politics and the discourse on 

Islamization got stronger. In that sense, it could be mentioned that the AKP still makes 

use of conservative populism by positioning its voters as oppressed masses and the 

party (specifically Erdoĵan as the leader) as the savior. On the other hand, with the 

discourse of victory that has been mainly shaped after the 15 July coup attempt, 

narcissism also dominated the AKP discourse more than ever. 

As mentioned before, conspiracy mentality became a resourceful tool for the 

AKP to identify the enemies of the party and the nation. However, those notions of 

ñenemyò as well as ñnationò are empty signifiers considering the ambiguity embedded 

within those terms and the context which in they are used. Nonetheless, this type of 

policymaking that manifests itself in the speeches of the AKP cadres and President 

Erdoĵan results in a polarized society. To put it, Islamism comes up as a dominant 

ideology and a constitutive element in the party discourse to identify those enemies. 

Accordingly, as mentioned before, Kemalism is the main antagonist for the AKP, due 

to its secular and allegedly elitist character.  

Gender issues arise as problematic areas in the AKP discourse as well. 

Women's rights and gender equality are undermined, overlooked, and ignored during 

the AKP rule for the last 18 years. Although the party concealed its Islamist agenda to 

a degree when it first came into power and pictured a democratic conservative party 

similar to center-right European parties, hostile arguments regarding gender have been 
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unfolded in recent years.  Determinant to pursue a misogynistic and anti-gender 

narrative, there have been many controversial statements and sanctions regarding 

womenôs rights and gender equality. For example, Erdoĵan, who frequently 

recommends having at least three children, mentioned that ñif a woman fails to 

reproduce and rejects motherhood, she denies her femininity, and her life is deficientò 

28; while Minister of Health Recep Akdaĵ argued that ñthe birth-control was an 

outdated methodò29. Another misogynistic remark about the issue of abortion came 

from then AKPôs Mayor of Ankara Metropolitan Municipality Melih Gºk­ek, who 

said that ñIf a woman is raped, then she should die, not the childò; this statement was 

supported by the AKP MP Ayhan Sefer ¦st¿n who even mentioned that ñrapists are 

more innocent than those who abort their babiesò(G¿rcan & Peker, 2015). The AKP 

is also known for its anti-Pride stance and homophobic declarations. Many times 

LGBTQ+ rights have been undermined, pride parades were canceled due to Ramadan, 

and police violence emerged during these peaceful protests and marches. On the other 

hand, pro-government peopleôs reactions on Tweeter regarding pride also revealed the 

understanding that ñthe promotion of homosexuality is part of a global 

conspiracyò(¥zkazan­, 2019). In that regard, it can be argued that the conspiracy 

mindset is embraced by those who support the AKP government as well. 

In the AKP discourse, one of the topics that the mentality of conspiracy theories 

revealed is the ñForeign Powersò (dēĸ mihraklar). This narrative has been surfaced 

many times and in different forms with various targets and enemies.  For instance, 

Erdoĵan uses the term ñmastermindò (¿st akēl) when defining those outer enemies who 

plot against Turkey and its nation while many think that this mastermind refers to Jews 

(Yēlmaz, 2017, p. 494). Anti-Semitic discourse is not unusual in Turkish right; in fact, 

it forms the backbone of the nationalistic-conservative narrative where the Jews are 

accepted evil, immoral, and secret plotters against the nationôs wellbeing. This 

 
28 https://www.theguardian.com/world/2016/jun/06/turkish-president-erdogan-childless-women-

deficient-incomplete 

 

 
29 http://bianet.org/english/women/181223-minister-of-health-we-don-t-have-such-outdated-methods-

like-birth-control 

https://www.theguardian.com/world/2016/jun/06/turkish-president-erdogan-childless-women-deficient-incomplete
https://www.theguardian.com/world/2016/jun/06/turkish-president-erdogan-childless-women-deficient-incomplete
http://bianet.org/english/women/181223-minister-of-health-we-don-t-have-such-outdated-methods-like-birth-control
http://bianet.org/english/women/181223-minister-of-health-we-don-t-have-such-outdated-methods-like-birth-control
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presumption has been forwarded many times by both Islamists such as Necip Fazēl and 

Necmettin Erbakan and nationalists like Nihal Atsēz and Cevat Rēfat Atilhan. In 

addition, this ñmastermindò has many hats in the AKP discourse, such as it can be ñthe 

Westò in total like the European countries, the EU, or the U.S., when the party interests 

conflict with those values represented by those foreign powers. Those foreign enemies 

are also called ñinterest rate lobbyò or directly as the ñIMFò according to the current 

status of economic stability. Nonetheless, it became a new empty signifier referring to 

any form of enemies and their so-called internal partners such as Kemalists or FETO; 

as a result, this approach enforces people to decide between only two choices; ñbecome 

friends of the AKP, nation, country, and ummah or become the enemyò (Yēlmaz, 2017, 

p. 495). 

The irony here lies in the fact that those enemies and friends of the AKP are 

not unchanging just as the party discourse. On the contrary, while the AKP uses Islam 

as an instrument to achieve necessary means, those enemies and friends also move 

between these two camps are serving the daily agenda of the party. For example, the 

MHP leader Devlet Bah­eli was seen as an enemy of the party before the establishment 

of the peopleôs alliance between the AKP and the MHP, and now he is presented as 

one trustworthy friend of the ñCauseò (dava). The opposite version could be applied 

to the Davutoĵlu case, once he was the fellow companion of Erdoĵan, although now 

he is considered as a dishonest man by the party.30  

Kurdish question could also set an example of the AKPôs changing discourse 

in the enemy construction process. Intending to curb the militaryôs power in politics, 

the AKP aimed for the de-militarization of the Kurdish question through some limited 

reforms and promises for further democratization in the first years of its rule (¥zden 

et al., 2017). As known, it was none other than the AKP who openly acknowledged 

the Kurdish identity and the fact that Kurds had been suffered due to state politics, the 

party also established TRT Kurdi, a state-owned channel broadcasting in Kurdish in 

 
30 The CHP, on the other hand, remains to be one of the AKPôs arch enemies as the main opposition 

party and the representative of Kemalism. 
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2009 (Sara­oĵlu, 2016). It was also the AKP who launched the ñDemocratic Initiative 

Processò that was targeting to end terrorism as well as provide those ethnical and 

religious groups better standards and answer those demands for equal rights; the 

Kurdish Initiative maybe was the most well-known and noticed project in this scope. 

In that sense, it was highly unexpected to witness that those circumstances, along with 

the AKPôs peaceful talks, drastically changed in the opposite direction. 

The failure of back then Prime Minister Davutoĵluôs Zero Problem Policy and 

the collapse of the Kurdish Initiative could be addressed as some of those factors that 

led to todayôs understanding regarding the Kurdish issue. However, it was after the 7 

June 2015 elections where the AKP failed for the first time that the government ended 

the Solution Process and declared that there ñno longer existed a Kurdish question in 

Turkeyò and that ñall possible rights had already been grantedò(Derisiotis, 2019, p. 

60). To sum up, it was a party decision to replace the Kurdish votes with the nationalist 

votes after the HDPôs electoral success; especially after the 15th July coup attempt, the 

AKP decided to ally with the MHP; thus it became clear that the Kurdish votes were 

instrumental in the early years of its rule (Derisiotis, 2019). 

Today, the AKP discourse on terrorism made a stronger come back then ever; 

the peace petition signatories have been arrested and fired from their positions, elected 

mayors of those southeastern cities like Van, Mardin, and Diyarbakēr were removed 

from the office and replaced by government appointees while there had been terrible 

bombings and bloodshed in those areas.  

3.4 Concluding Remarks 

It has been mainly argued in this chapter that the AKP shows the features of an 

authoritarian neoliberal government from the beginning, and while the party pursued 

a similar approach, the main game-changer was the transition from an expansive to a 

limited hegemony project. It has been mentioned that the AKPôs hegemony project has 

two sources; neoliberal populism and the use of cultural/symbolic sources, which were 

mainly built on Islamism.  
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The Gezi Revolt represented the most significant hegemonic break for the 

AKP, and it also resurfaced the debates on cultural hegemony and kulturkampf. The 

AKP decided to pursue a limited hegemony project mainly after the Gezi Revolt in 

2013, and the authoritarian tone became a characteristic of the party discourse. 

Determinant to ignore the rest of the society and only interested in mobilizing and 

consolidating its own voters, the understanding of ñfriends vs. enemiesò unfolded, 

stigmatizing othering and scapegoating became practical tools in the party discourse 

while the conspiracy mentality also revealed as ideological means. 

As a product of the limited hegemony project, and as a pro-AKP magazine 

Misvak shares a similar discourse with the AKP in many issues and follows an 

approach of the enemy image construction via cartoons. As a preliminary chapter, 

some of the issues taking place in the AKP discourse have been briefly argued here to 

be able to show the parallelism between the magazine and the party discourse, which 

will be further examined in the following chapters.  

In that sense, in addition to the humor-ideology relationship, the next chapters 

will focus on the construction of the enemy images as well as the representation of the 

self and other in Misvak. In this respect, the discursive parallelism between the AKP 

and the magazine will be brought to the table. 
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CHAPTER 4 

 

MISVAK, HUMOR, AND IDEOLOGY  

 

This chapter aims to analyze the humor and ideology proposed in Misvak by 

offering a closer look into the discourse presented via cartoons.  

First, the production process of the magazine will be briefly mentioned, and 

then the type of humor and its function in Misvak will be examined. A concise 

comparison between Misvak and other prominent Islamist humor magazines, namely 

Cafcaf and Hacamat, will be made to enlighten some of the distinctive features of 

Misvak. In addition, the proposed ideology will be detected in the discourse and 

presented through the representation of the self-image in the magazine.  

4.1 Production Process of Misvak 

Despite Misvakôs popularity, there is minimal data about the staff as well as 

the production process of the magazine. In that sense, the below information about the 

cartoonists mainly gathered from an interview that took place on Akit TV on 24 August 

2018 with the attendance of three Misvak cartoonists ķahin G¿neĸ, ķeyhmus G¿neĸ, 

and Merve Dere 31; illustratorsô social media accounts have been used to gain an 

impression as well.  

Accordingly, Misvak had begun its journey with mainly ķahin and ķeyhmus 

G¿neĸ (twin) brothersô efforts due to their desire for recognition in the arena of humor 

where they felt the urge to respond to daily political events with an Islamic sensitivity. 

As mentioned before, their first cartoon was criticizing METU students for the banner 

they carried during the traditional graduation ceremony which they thought was an 

outrageous insult and a blasphemy to Islam; thus, ķahin G¿neĸôs cartoon depicting 

 
31 https://webtv.akittv.com.tr/bayram-ozel/misvak-dergisi-akit-tvde-6723 

https://webtv.akittv.com.tr/bayram-ozel/misvak-dergisi-akit-tvde-6723
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students as ignorant animals, precisely as donkeys in their graduation gowns was a  

message.  

During the interview, ķahin G¿neĸ mentions that he comes up with the name 

Misvak for two reasons: firstly, it was because he saw a chew stick (miswak) laying 

before him and secondly, he favored the term ñMisvakò since it was ending with ñakò 

as it was reminding the AK Party (AKP). G¿neĸ brothers also mention that they were 

always drawing non-political cartoons and sharing them on social media before, but it 

was after their above mentioned first cartoon was digitally published that they decided 

to form a political humor magazine, which finally resulted in Misvak.  

According to their statements during the above-mentioned interview, the 

profile of the Misvak cartoonists is diverse, and they usually have another occupation 

to earn money while Misvak is rather a side-project that they voluntarily contribute to. 

Almost all of them are living in different cities and even different countries and 

frequently communicate with each other through online meeting applications such as 

Face Time, they do organize in-person meetings as well. For example, ķahin and 

ķeyhmus G¿neĸ brothers are living in D¿zce and working in the public sector whereas 

Merve Dere lives in Rize, ¢ayeli who is graduated from Recep Tayyip Erdoĵan 

University, Vocational School of Technical Sciences.  

During the interview, Dere, 25 years old at the time, mentions that she first 

started drawing cartoons for Sumak when he met ķahin G¿neĸ via Instagram and after 

her skills and technique improved with the help of G¿neĸ (who thinks is her master), 

she became a part of the leading magazine Misvak. The cartoonists mention that there 

is a crowded team behind Misvak, and they frequently meet online to discuss the daily 

political events to come up with an idea as a foundation of a new cartoon. ķahin G¿neĸ 

mentions that Misvak team consists of many people with different backgrounds and 

occupations, but they are all ordinary people (ñhepimiz halkēn i­indenizò) such as 

Yasemin Tekin from Ankara whom they define as the mastermind (fikir babamēz) of 

the team, Hikmet ¢il from Sivas who is using the nickname of Melankoli, Mustafa 

ķahin from Tokat but lives in Ķstanbul, Mustafa Said Sarē who is working as a factory 
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laborer in Germany (gurbet­i ­izerimiz), Fethi (abi) who is working in a doner shop in 

Ķstanbul as well as Miralay from Sakarya who was working for the Istanbul 

Metropolitan Municipality till recently. 

In her article ñWho are the illustrators of Misvak?ò Ezgi Akg¿l also shares 

similar anecdotes with ķahin G¿neĸ about the cartoonistsô profile Akg¿l has recently 

published a book which was advertised by Misvak, and she sometimes writes small 

pieces32 for the magazine as well. In one of the articles she mentions about the Misvak 

staff without giving out any names: 

One of the Misvak cartoonists is unemployed. Another one installs bumpers to 

BMW cars in Germany; one of them is a waiter who draws between service breaks, 

one is a call center representative working in shifts whom you treat as your slave when 

you pick up the phone, and another one is working in a donner shop.33 (my translation). 

Akg¿lôs description of Misvak staff is also supporting the self-image of the 

cartoonists as they also perceive themselves as ñordinary peopleò.  In addition, her 

remarks seem to underline the class struggle while she addresses the elite and 

privileged people considering her statements position the audience as ñthe otherò. 

Akg¿l also mentions that what Misvak contributes to is an ñact of volunteerism,ò and 

therefore, ñthe motive behind the will of drawing is the desire for neither glory nor 

money but only patriotism.ò  (my translation). 

In that sense, the veil of mystery surrounding Misvak staff -including Ezgi 

Akg¿l- is also worthy of attention. However, with his dismission, Miralay was exposed 

as a person; it has been revealed that his real name was Miralay Selami Ķlkay34. 

Amongst all of them, Miralay is possibly one of the cartoonists who draw the most 

provocative images in the magazine. His cartoons criticizing the modern Republic, 

Atat¿rk, and the opposition politicians caused strong reactions many times. He also 

 
32 https://www.facebook.com/misvakdergi/posts/2272587642963852/ 

 

 
33 https://www.beyazgundem.com/misvak-cizerleri-kim-makale,1131.html 

 

 
34 https://www.tozlumikrofon.com/ataturke-hakaret-eden-misvak-cizeri-miralay-selami-ilkay-kimdir/ 

https://www.facebook.com/misvakdergi/posts/2272587642963852/
https://www.beyazgundem.com/misvak-cizerleri-kim-makale,1131.html
https://www.tozlumikrofon.com/ataturke-hakaret-eden-misvak-cizeri-miralay-selami-ilkay-kimdir/
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attracted attention with his pictures illustrating Ekrem Ķmamoĵlu, the current Mayor 

of Istanbul Metropolitan Municipality as a liar, dishonest and a hypocrite man before, 

during, and after the March 2019 local elections.  

In October 2019, it was announced by Misvak that he was fired from his 

position in the Municipality, where he has been working for 19 years, with a cartoon 

35 . The cartoon is a self-image of the illustrator in which he uses the famous Rabia 

sign, which could be interpreted as a symbol of his allegiance to President Erdoĵan 

(and hereby the AKP) who is also known to use the Rabia gesture during his speeches 

many times.36  

On the other hand, Misvak is being affirmed by some social media platforms 

and foundations; for example, Misvak announced that the magazine had been awarded 

2019 Prof. Fuat Sezgin Social Media awards by ñMismedDerò (Mismed Social Media 

Foundation) in November 2019, due to the Magazineôs ñnational stanceò (milli 

duruĸ)37.  

Misvak cartoonists emphasize that what they do is volunteer work, and they 

gain no profit from the cartoons; having said that, there is another account named 

ñMisvak Bakkalò where merchandise of the magazine -mainly coffee mugs with 

 
35 https://www.instagram.com/p/B3MUxIDhqv3/ 

 

 
36 Miralay also tweeted on the 4th of October that his dismissal was not resulted from his performance 

at work but instead his ideological position Although he later deleted this tweet, its snapshot can be 

found here https://twitter.com/vaziyetcomtr/status/1180167416837484544. Many newspapers also 

brought this issue in a way that shows parallelism to Miralayôs ideas on the matter that is his dismissal 

was about his political views rather than his work; however, those were mainly anti-AKP news sources 

and social media platforms that perceived this incident as a positive development and a well-deserved 

punishment: 

 https://www.haber.com/ataturke-hakaret-eden-ibb-calisani-kovuldu-97363/ 

https://odatv.com/ataturku-esek-olarak-cizen-ismi-kovdu-04101926.html 

https://www.birgun.net/haber/ibb-ataturk-u-esek-olarak-betimleyen-misvak-cizerinin-isine-son-verdi-

271359 

 

 
37https://www.instagram.com/p/B4-oGSaBffo/?hl=tr 

 

 

https://www.instagram.com/p/B3MUxIDhqv3/
https://twitter.com/vaziyetcomtr/status/1180167416837484544
https://www.haber.com/ataturke-hakaret-eden-ibb-calisani-kovuldu-97363/
https://odatv.com/ataturku-esek-olarak-cizen-ismi-kovdu-04101926.html
https://www.birgun.net/haber/ibb-ataturk-u-esek-olarak-betimleyen-misvak-cizerinin-isine-son-verdi-271359
https://www.birgun.net/haber/ibb-ataturk-u-esek-olarak-betimleyen-misvak-cizerinin-isine-son-verdi-271359
https://www.instagram.com/p/B4-oGSaBffo/?hl=tr
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pictures on them- is being sold to make additional income38. Those coffee mugs usually 

have the illustrations of those Misvak cartoonists admire such as President Erdoĵan, 

Abdul Hamid II., Mehmet the Conqueror as well as popular culture figures like Bob 

Ross or M¿sl¿m G¿rses and even the folk poet Neĸet Ertaĸ. In addition, those mugs 

with political text and messages*  help to signify Misvakôs ideological position. 

 
 

Figure 6. 

* It takes one Soylu -to eliminate- all those corrupt people. 

 

As mentioned before, Misvak is affirmed by those media outlets which are 

known with their affinity to the AKP circles such as Yeni Akit (newspaper), Akit TV, 

Beyaz TV or A Haber39 while the anti-AKP segment of the media including 

newspapers Cumhuriyet, Sºzc¿, Birg¿n as well as social media platforms such as Ekĸi 

Sºzl¿k and Onedio.com heavily criticized the magazine. In that regard, either through 

affirmation or negation, Misvak reaches a high traffic rate on the internet, which is 

causing the magazine to gain even more popularity.   

Even though the magazine has a vast number of followers, it is difficult to make 

any assumptions about Misvakôs audience since they could be recognized only via 

comment sections of the social media platforms. After gazing upon those comments, 

it could be estimated that most of the fans share a similar political position with the 

 
38 https://www.instagram.com/misvakbakkal/?hl=tr 

 

 
39 https://www.youtube.com/watch?v=Jif4_dZ_37M 

https://www.instagram.com/misvakbakkal/?hl=tr
https://www.youtube.com/watch?v=Jif4_dZ_37M
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magazine; most of them favor the AKP and President Erdoĵan; thus, they comprehend 

the messages transmitted through cartoons positively.  

Although it has also been observed that oppositional comments have also been 

made, those are coming mainly from the anti-AKP circles. It could be mentioned that 

Misvak fans usually share the same ideology with the magazine and the rare times they 

posit criticism to the cartoons is when Misvak ignores and instead chooses to stay 

silent about the current state of the economy; the fans sometimes complain that the 

magazine does not mention the price rise and the high costs of living as well as the 

common dissatisfaction towards the increase of the minimum wage.  

Besides their political views, the Misvak audience seems to be heterogeneous, 

considering the social and economic classes. It is accepted that the readers of the 

humor magazines usually have a profile of young and urban; more specifically, the 

audience of the secular humor magazines are generally high school and university 

students. This argument could also be applied to readers of Cafcaf even though those 

were mainly pious students of Imam Hatip high schools between the ages of 14 and 

18 (Ozgur, 2012).  

As a first impression, Misvak differs from Cafcaf and Hacamat when it comes 

to the audience profile since the followersô age range seems much broader, and the 

level of education seems rather diverse. That is indeed not only about the content of 

the magazine but is also related to the production process, considering it is digitally 

published; it has a significant advantage for reaching out to the masses via social 

media. Having said that, the above-mentioned arguments are rather observations 

filtered through those followersô comments, which present a vague picture. However, 

the reliability of the feedback is also questionable, considering there would be fake 

accounts as well as internet trolls among them. Nevertheless, the impression suggests 

that the Misvak audience seems to be a heterogeneous mass with diverse social and 

economic backgrounds, and the age range also differs significantly.  

Finally, it could be mentioned that there is not enough data about the 

illustrators' profile, including their income, households, and level of education; 
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similarly, there is not a reliable source of the magazineôs finances. However, Misvak 

now also shares a Gmail account for the advertisement and sponsorships on their 

Facebook page, which was not there for many years. In that sense, this development 

indicates that the Magazine is prone to change in the economic sense and may look for 

making a profit out of the social media accounts. 

 4.2 Humor in Misvak 

Misvak, as an online humor magazine, aims to produce comic content via 

(mostly) political cartoons; however, one of the main criticisms brought towards the 

magazine is that the cartoons, in fact, are not funny. It is not surprising that the element 

of humor is somewhat shaggy in the magazine since the primary function of Misvak 

is to react, respond, and agenda-setting in alignment with the AKPôs discourse in 

Turkish politics. Another reason behind this criticism may result from the magazineôs 

tendency to copy and imitate the style of the secular and mainstream humor magazines. 

Nevertheless, it may be expected that the political cartoons to question authority, to 

point out the controversies, lies, corruptions, and any other social problematics using 

satire. As such, it may be claimed that the political cartoons are harsh by nature since 

they often are the ones saying, ñthe emperor has no clothes!ò  hence, humor has the 

power to raise social awareness in a simplistic but effective way. However, this is not 

the case for Misvak, and in that sense, Misvak stands out as an anomaly that needs to 

be addressed within the political conjuncture of Turkey today. 

Misvak started its journey in 2015 in an environment that political cartoonists 

felt trapped in their small spaces and were hesitant to move another finger to draw 

anything critical about President Erdoĵan. Ironically, this period also provided Misvak 

the most fruitful times to produce humor in the scope of cartoonistsô ideology and 

humor sense; hence, the magazine had the opportunity to publish political cartoons 

that are found to be bold and reckless. 

As mentioned in the first chapter, the satirical humor magazine, Penguenôs 

cartoon, with the caption of ñThe World of Tayyipsò that was depicting him in several 

animal forms, profoundly disturbed back then PM Erdoĵan. The issue brought to the 
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table one more time when METU graduates carried a banner with the same image on 

it during the graduation ceremony in 2018, and Kemal Kēlē­daroĵlu and other CHP 

MPs shared the same cartoon on their Twitter account to support these young people.  

Although it did not spark many attentions, right after Kemal Kēlē­daroĵlu 

tweeted the World of Tayyips cartoon, Misvak responded it with a similar work 

entitled ñWorld of Kemalsò (Kemaller Alemi). 

 
 

Figure 7. 

 

This cartoon was a response from Misvak which is depicting Kēlē­daroĵlu in 

several ñenemyò forms: as a PKK terrorist, as Fethullah G¿len, as U.S. President 

Trump, as an LGBTQ+ activist, as a Gezi Protestor and a piece of feces as well as the 

fly flying over that Kēlē­daroĵlu formed feces. The cartoon aims to respond not to 

Penguen but Kēlē­daroĵlu, also while doing that it lacks originality and in addition to 

the hateful humor, the homophobic discourse is very explicit. Also, while METU 

graduates were faced charges of 1 to 4-year prison sentence just because they were 

holding a banner with a cartoon on it which also had already come clean after the court 

decided it should be evaluated in the scope of freedom of expression, there were no 

legal sanctions against Misvak for drawing such a pointless and vengeful cartoon. 

Having said that, this was also one of the Misvak pictures that took criticism from an 
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AKP MP, namely AKP Ķstanbul MP Markar Esayan. Esayan tweeted about the cartoon 

comparing this one to the banner at METU and mentioned that they were similar in 

nature and both were at fault40. 

On the other hand, Misvak almost always glorifies Erdoĵan in those political 

cartoons; he is often depicted as ñThe Chiefò (Reis), ñThe Tall Manò (Uzun Adam) 

and ñThe Man of the Peopleò (Milletin Adamē) and never criticize him in the same 

way as they criticize the oppositional politicians.  

 
 

Figure 8. 

 

The above illustration of Erdoĵan has been published on 26 February 2019, on 

his birthday and says ñThe first elected President of the Republic of Turkey is 65 years 

old. Man of the people, may your life be as long as your height.ò With those cartoons 

not only the President as a human being and a leader, but governmental actions are 

also affirmed by the magazine.  

In that sense, it can be argued that Misvak does not use political humor to 

convey criticism against the political status quo and instead acts as an organ of the 

mainstream media, which lacks criticism towards the AKP; hence merely acts as a 

 
40 https://twitter.com/markaresayan/status/1019494809340448769 

https://twitter.com/markaresayan/status/1019494809340448769
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government agency. It is unknown if there is an organic collaboration between the 

AKP and Misvak, but Misvak defines itself as ñvolunteer and advocate,ò which leads 

to a break from the satirical political humor.  

The use of language also determines Misvakôs approach to humor; the 

cartoonists claim that since they are producing comic content with Islamist 

sensitivities, they intend to avoid vulgar language and sexual implications, and that is 

what separates them from other ñleftistò humor magazines in the first place.41 Thus, 

they mention that their job is even harder since it would be easier to produce 

entertaining content with using sexuality and vulgarism. However, after taking a 

glance at the cartoons, it becomes clear that the situation is the opposite. Misvak does 

use vulgar language and sexual implications even though the pictures might not have 

explicit swearing or nudity. In that sense, Misvak instead embraces a tactic of implying 

what they intend to say while not hesitating to use slang words. For example, the 

cartoon below shows a typical use of vulgar language, and the representation also 

supports this argument. 

 
 

Figure 9. 

-We lean on the PKK/PYD 

-By the way, the T.C leans on us 

-I think we should lose the middle man, come again in skirts. 

 

 
41 https://webtv.akittv.com.tr/bayram-ozel/misvak-dergisi-akit-tvde-6723 

https://webtv.akittv.com.tr/bayram-ozel/misvak-dergisi-akit-tvde-6723
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The cartoon which sends the message of the superiority of the Turkish military 

over PKK/PYD, as well as HDP, is explicitly homophobic in the first place; sexual 

intercourse between men is negated and presented as a weakness while the men are 

identified with women, which at the same time shows the misogynistic perspective. In 

the cartoon, slang words such as ñdayamakò which implies the male sexual act, have 

been used in order to produce humorous content, and the positions of the bodies also 

reminiscent of sexual intercourse. While presenting a patronizing and condescending 

discourse, the claim of avoiding the use of vulgar language and sexuality seems not 

relevant for Misvak cartoons. It is remarkable that the condescending attitude with the 

bold and reckless use of language shows parallelism with the discourse of the 

government officials who were highly criticized for making hateful and discriminative 

speeches that were also found to be inappropriate as well as informal for statesmen.  

As often mentioned, besides being pro-government, Misvak also identifies 

itself as a conservative and Islamist humor magazine, which is a claim that is 

worthwhile to examine. However, using Islam as a prominent theme does not 

necessarily show that the magazineôs approach to humor aligns with the Islamist codes. 

As argued before in previous chapters, the clear distinction between praised humor 

(mizah-ē mahmud) and condemned humor (mizah-ē mezmum) determines the 

limitations of comics in orthodox Islam, which expected to be applied in cartoons as 

well. Accordingly, while praised/good kind of humor is approved by Islamic scholars 

who believe it could reinforce the friendship and love among people, mockery and 

ridicule are strictly forbidden; it is because dark comedy, mockery, and ridicule which 

would emphasize the defects and failures of people, could easily lead to hostility.  

In Misvakôs case, it would not be wrong to assume that the latter is applied in 

the cartoons that are filled with offensive jokes. Considering the prominent themes of 

othering, scapegoating, stigmatizing the use of humor can be categorized as 

condemned rather than praised. In addition, it is hard to mention of a sympathetic or 

relieved laughter, the kind of laughter approved in orthodox Islam; on the contrary, the 

laughter proposed in the magazine is condescending and mostly narcissistic. It has also 

been mentioned that, like other religions, orthodox Islam promotes conservatism and 
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moderation in every aspect of daily practices, including humor. In that sense, as it will 

also fall under the category of condemned humor, depictions of grotesque imagery are 

not welcome in Islamist humor that goes without saying for bad language, including 

swearing and cursing. Considering that depictions of human and animal feces, sexual 

implications, and a coarse language are quite common in Misvak, the magazine does 

not meet those qualities which are approved in orthodox Islam.  

 
 

Figure 10. 

-I have fabricated news that Hasan Karakaya died in Mecca due to the use of 

Viagra  

-Whoa! Did anyone believe this? 

-Indeed! You know, people in our community love filth and slander. 

 

 
 

Figure 11. 

               -Freedomé! 

 
 

Figure 12. 
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Herewith, how the humorous content in Misvak needs to be addressed? First, 

it can be argued that Misvakôs approach to humor does not align with the 

understanding of the humor-freedom relationship. Accordingly, it is argued that this 

relationship forms the basis of the liberating effect of humor, especially when it comes 

to the political sphere. Morreall suggests that ñthe person with a sense of humor can 

never be fully dominated, even by a government which imprisons him for his 

abilityò (Morreall, 1983, p. 101). Having said that, considering the numbers of jailed 

cartoonists, it seems that the power elites of Turkey perceive humor as a threat to the 

regime, which is reminiscent of Platoôs ideas on humor and state relationship. The 

Bakhtinian approach to humor, on the other hand, presents a positive and constructing 

power against the state and hierarchies. Bakhtinôs analysis is based on medieval folk 

humor, which he thinks could establish another world, different from the official one; 

therefore, he sees a connection between laughter and freedom. In this respect, the 

humorous material in Misvak needs to be addressed within a different approach. 

Humor presented in Misvak aims neither to establish a new world order nor to 

demolish the existing one; in fact, it intends to do just the opposite. Laughter proposed 

in Misvak is not expressive like Bakhtinôs Carnival laughter but is rather instrumental. 

It is sarcastic, condescending, and seeks to secure the existing political structure by 

affirming the AKP government while marginalizing and othering every form of 

opposition; therefore, the humor proposed in Misvak cartoons is far from being 

liberating. The Misvak case presents the controversial nature of humor; it shows us 

that political cartoons do not solely upend the hierarchy, but they can also be pro-

government; hence, they have the capacity to empower the authority as well. In fact, 

by having discursive parallelism with the hegemon, political cartoons can be used as 

propaganda tools in order to construct ñthe consentò and strengthen the hegemony. 

Besides, the use of humor in Misvak is highly offensive; a lot of images contain 

racist, sexist, anti-Semitist, homophobic, and misogynistic elements. In that sense, as 

argued in the first chapter, the use of humor in Misvak can be categorized as the 

disparagement humor which belittles, denigrates, or maligns an individual or social 
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group (Ford & Ferguson, 2004; Zillman, 1983). Disparagement humor indeed has the 

potential to cause hostility while creating stereotypes of those social groups and hereby 

cause prejudice towards them (Berger, 1993; Stephenson, 1951; Zenner, 1970 as cited 

in (Ford & Ferguson, 2004). Those representations of any kind of opposition in Misvak 

lead to the construction of enemy images in the magazine, which will be argued in the 

next chapter. 

As Billig argues, humor could evoke laughter or cause adverse reactions; in 

any case, it should be accepted that even bad humor is humor (Billig, 2005). 

Ultimately, the Misvak case proves that humor is a complex notion that should be 

addressed within the discursive text that is proposed. While it can be a tool for 

resistance, it could function in the opposite direction and suppress those opponent 

masses.  

4.3 Cafcaf, Hacamat and Misvak: Some Distinctive Features of the Islamist 

Humor Magazines of the 2000s  

Attempting to make a concise comparison between Misvak and other Islamist 

humor magazines of the 2000s could also present some insight into the humor and 

ideology proposed in Misvak. If a classification regarding the place where Misvak 

stands amongst other humor magazines is needed, it could be sided with 

beforementioned Islamist humor magazines like Cafcaf and Hacamat rather than the 

ñsecularò (Misvak cartoonists refer as leftist) humor magazines such as Leman, 

Penguen, and Uykusuz. Although Cafcaf and Hacamat are not published anymore, 

there is an observable continuity as well as a break between those magazines and 

Misvak. 

Cafcaf (to this day) is the longest-living Islamist humor magazine in Turkey, 

published from 2006 (first as an addition to the Gen­ Magazine) till 2015. Although 

Hacamat was a separate magazine, it came out as a follow up of Cafcaf in 2015 when 

Cafcaf turned into the culture magazine ñCFò (Cezbeli Feylesof); therefore, those two 

could be analyzed together as the similar consecutive products of the same team. 

However, as mentioned before, there are some differences between them, as well. 



102 
 

Considering the time period of Cafcaf and Hacamat were published, it could be argued 

that those witnessed the different periods of the AKP; thus, the change in politics has 

also affected the magazines greatly. This remark should be relevant since there are 

slightly different approaches to Cafcaf and Hacamat by scholars. For example, Ķren 

¥zg¿r takes Cafcaf as a symbol of clean humor (Ozgur, 2012) while Taylan ķeng¿l 

proposes that humor in Hacamat not only aims for symbolic lynching but also targeting 

and scapegoating certain parties (ķeng¿l, 2018). Considering those magazines were 

published by the same team, it could be inferred that this change in the tone of the 

magazines is directly related to the AKPôs hegemonic project and its changing scope. 

In that regard, it could be concluded that Misvak has more in common with Hacamat 

than Cafcaf, even though Cafcaf also framed and stigmatized certain parties. In fact, 

Misvak shared two Hacamat cartoons on its Instagram page as its own (appx. A. 

fig.A.4, A.5).42  

When it comes to the use of language, it could be mentioned that Misvak tends 

to be more assertive when Cafcaf and Hacamat were somewhat cautious. Having said 

that, there are many examples of the use of vulgar language and imagery in Hacamat, 

while Cafcaf was indeed leaning towards the understanding of ñclean humorò 

understanding in Islam. On the other hand, depicting women in the veil instead of 

using sexual images or slang words does not ensure that the humor presented in the 

magazines is Islamic (Cantek&Gºnen­, 2017). For example, in below Hacamat 

cartoon published in 2015, it has been depicted that some oppositional politicians and 

media members sharing the same bed, naked, making the implication of they had group 

sex to refer to their collaboration on terrorism. 

 
42 One of the cartoons was belonged to Cafcaf and Hacamat cartoonist Ahmet Altay and it has been 

mentioned in the comment sections that it was used with his permisson.  
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Figure 4. 

-We were all swearing at Tayyip; I do not remember the rest. 

Hacamat, issue 6 (8 April 2015) 

 

For a group of Muslim people who started their journey to promote ñclean 

humorò such cartoons indicate that there is a tendency to follow the style of ñsecularò 

humor magazines that they were criticizing before. Cantek and Gºnen­ in their 

analysis on Cafcaf, argue that the magazine is no different from its secular counterparts 

when it comes to forming and style regardless of their claim of producing an alternative 

humor style (Cantek &Gºnen­, 2017). Their remark indeed shows parallelism with the 

thoughts of Asēm G¿ltekin, editor in chief of Cafcaf who also mentions that the 

magazine first came out as an alternative to those secular magazines, to fill a gap that 

they thought existed in the cultural arena with an Islamist perspective43. Mostly Cafcaf 

but also Hacamat could be seen as popular culture products that were trying to replace 

secular magazines such as Leman, Penguen, and Uykusuz to a degree or at least 

provide an alternative perspective which is mainly Islamist. In that sense, the 

similarities, especially in the form and style of those magazines with the secular ones, 

point out that they were making Islamist replicas.  

Misvak also represents a new era as a digitally published magazine; the rapid 

uploads of the cartoons to social media pages provide an advantage over those still 

 
43 https://www.dunyabulteni.net/arsiv/asim-gultekinle-cafcafli-bir-soylesi-h99246.html 

https://www.dunyabulteni.net/arsiv/asim-gultekinle-cafcafli-bir-soylesi-h99246.html
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traditionally published magazines. Founder of Misvak, ķahin G¿neĸ also mentions that 

they are able to respond to daily political developments quickly and set the agenda 

before those printed ones, and this ability carries the magazine a step further.44 

In addition to those mentioned secular humor magazines, Misvak also does not 

seem as professional as Cafcaf and Hacamat considering their layout and staff profile. 

Cafcaf and Hacamat as Islamist replicas of Leman, Penguen, and Uykusuz were 

printed magazines, and their layouts were also similar to those; in the first few pages, 

there were mostly political cartoons, and remaining pages were containing images 

about daily life with an Islamist touch such as the veiling issue, Ramadan and praying. 

Those were more formal-looking traditional humor magazines; the cover page was 

usually an image depicting a recent political event, there was a masthead indicating 

the names of the owner and staff, the editors, cartoonists, writers, and the publisher of 

the magazine. Unlike the clarity about the production process of Cafcaf and Hacamat, 

what is known about Misvak is little to none. The staff who have additional 

occupations hide behind nicknames mostly, and it seems they still prefer to remain 

behind the curtains.  

Nevertheless, what is observed about Misvakôs staff profile reveals another 

difference between the magazine and its Islamist counterparts Cafcaf and Hacamat. In 

general, Cafcaf and Hacamat cartoonists and writers seem to have a higher level of 

open-mindedness. They mostly represent the urban Islamist middle class, and they are 

aiming to produce a cultural product in the end, even though most of them are also 

involved in other professions. For example, Cafcaf and Hacamat cartoonist Yusuf Kot 

owns an organic food store in Fatih, Ķstanbul, while Asēm G¿ltekin is a high school 

teacher (Ozgur, 2012). G¿ltekin has been involved in literary circles and has 

colleagues such as writers ¥mer Faruk Dºnmez and Cihangir Bayburtoĵlu (Ozgur, 

2012). Cafcaf cartoonist Niyazi ¢ol who is known to drawing for another Islamist 

magazine, ñCēngarò before (¢olak, 2016) identifies himself as a Marxist (Ko­ak, 2012) 

which poses another distinction between Misvak and Cafcaf since it would be highly 

 
44 https://webtv.akittv.com.tr/bayram-ozel/misvak-dergisi-akit-tvde-6723 

https://webtv.akittv.com.tr/bayram-ozel/misvak-dergisi-akit-tvde-6723
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unlikely to expect a Marxist person to draw for Misvak considering the enemy images 

regarding the left in the magazine. Besides, Emre Bilgi­ is a Bilkent University 

graduate who writes children's books and keeps drawing and publishing 

professionally. 

The magazinesô audience profile seems to be different, as mentioned before; 

with circulation figures around 9000, Cafcaf was followed mostly by Imam Hatip 

high-school students (Ozgur, 2012) while Misvak seems to have followers from a wide 

range of age and level of education. In that sense, the reader profile of Cafcaf and 

Hacamat is reminiscent of the audience of Leman, Penguen, and Uykusuz, considering 

high-school and university students compose the most significant portion of those 

magazinesô followers.  

When it comes to ideology, it is clear that all three Islamist humor magazines 

share a similar understanding; they are all pro-AKP magazines. In all three magazines, 

there is minimal criticism of the AKP, especially in Misvak, which identifies itself as 

the volunteer advocate of the AKP already. All three magazines aim to strengthen and 

affirm the AKPôs hegemony project; however, Misvak is much more aggressive, and 

it does not intend to stay in defense and instead proposes offense as the method. 

Misvak not only comes up with an alternative to those secular humor magazines but 

also claims to be the one setting the tone of politics that is represented through humor. 

Nonetheless, all three magazines represent a defiance of secular codes while they 

promote Islam as a mechanism regulating daily life. Amongst them, Misvak is the 

most passionate supporter of the AKP, and the magazine shares a similar discourse 

with the party. All three magazines follow an Islamist as well as right-wing position; 

they all refuse class struggles and instead propose loyalty to the state; hence the left is 

ridiculed in the magazines. 

As mentioned before, while Misvak publishes almost exclusively political 

cartoons, Cafcaf and Hacamatôs focus was also the cultural sphere like other secular 

humor magazines. To that end, what Cafcaf and Hacamat were trying to accomplish 

cannot be labeled as only advocacy; in addition to the magazine articles, with those 



106 
 

images covering a wide range of issues from popular culture, Muslim youth, gender 

roles, consumption habits to practicing religious duties such as praying namaz and 

fasting, they were indeed proposing an alternative perspective for young Muslim 

people, at least to a degree.  

While doing so, Cafcaf and Hacamat did not hesitate to use popular culture 

references, including Western oriented ones such as depictions of those soap operas 

and superhero characters like Batman or Spiderman; however, those Western values 

are harshly negated in Misvak. There are some examples given below to be able to 

point out the differences between Misvakôs position as well as Cafcaf and Hacamatôs 

about the use of Western-oriented references. 

 

Figure 13. 

-Neo, blue or red pill? 

-Thanks bro, I am fasting. 

Cafcaf, issue 61.5 (July 2014/01)              

 

 

Figure 14. 

-Orko, I have the farmerôs tan. I will be 

humiliatedé 

-It is only expected since you walk 

around like an animal. Change your 

hairstyle already. 

Hacamat, issue 16 (17 June 2015) 

 

As also can be seen above, both Cafcaf and Hacamat frequently used Western 

popular culture references; sometimes those were implanted within Islamist values to 

create humor such as it was presented in the Matrix reference and other times those 

were directly used as an element of comic, like Hacamat used He-Man figure even 

though there is mocking involved. On the other hand, Western values, including those 
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popular culture references, are rarely used and strictly negated in Misvak almost 

exclusively. 

 

Figure 15. 

*We do not want to see fake heroes 

of the imperialist West but our real 

heroes on the schoolbags 

 

Figure 16. 

-Back off you old chap before I knock 

your head off. We do not need you but 

those like Zeynel Abidin, grandson of the 

Prophet, whose back is injured due to 

carrying supplies to the poor. 

 

As proposed in the above images, Misvakôs position manifests itself with 

arrogance towards those western values; thus, they are negated constantly to create a 

narcissistic identity, which will also be argued in the next chapter. That could also be 

the result of the transformation of the AKP politics regarding Western countries and 

organizations such as the EU as well as the U.S. and also about the magazineôs 

eagerness to polish the Islamist identity before Christianity. Nevertheless, this comes 

up as a feature that distinguishes Misvak from Cafcaf and Hacamat.  

In sum, there are some qualities that separate Misvak from other Islamist humor 

magazines of the 2000s, which are proposed in this study as Cafcaf and Hacamat. 

Those three all identify themselves as Islamists, and besides some slight differences in 

their form and style, it could be concluded that the affinity between them reveals itself 

louder than those differences. Because in any case, humor presented in Cafcaf and 
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Hacamat is also instrumental like it is in Misvak. While those magazines also propose 

an alternative humor style, since they could not be critical towards the AKP and the 

values that are represented within the party, all three serve as mediums for 

strengthening the AKPôs hegemony project, especially in the cultural sphere. The 

change in the tone of those magazines is also relevant to the breaking points of the 

mentioned AKP hegemony, which was severely damaged during Gezi Protests in 

2013. This remark could also be meaningful for understanding the significant 

differences between Cafcaf and Hacamat, along with the reasons lying behind the 

hateful tone of Misvak.  

4.4 Islamist Ideological Discourse of Misvak 

It has been argued in the previous chapter that the AKP came out as a 

hegemony project, that when it first came into power, the party somehow concealed 

its Islamist agenda and instead proposed a conservative but also neoliberal democracy. 

The AKP, which was highly supported by the business circles, then prioritized 

economic issues as well as integration to the EU along with human rights, at least to a 

degree, to construct the Gramscian concept of ñconsentò in the society. The partyôs 

liberal formula in Turkish politics was first welcomed and worked for a long time until 

it did not.  

As mentioned, today the AKP is not looking for the consent of the ñothersò 

who compose the remaining ñ50 percentò of the people of Turkey, the tone of the 

discourse of the party has been drastically changed from moderate to authoritarian, 

and its hegemony has faced political as well as social threats Gezi Revolt coming in 

the first place. Instead of retreat, the AKP decided to continue further its authoritarian 

style, reconstructed even stronger the discourse of victimization, suffering, and 

vindictiveness, the terms belong to political Islamôs vocabulary, to create enemies and 

chose to deepen the polarization in society.  

Today, the AKP is only interested in consolidating the party voters whose 

loyalty had already been gained with social and economic aids while the remaining 

parties have been framed as others and marginalized. In that sense, both consent and 
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coercion come at play in this formula for the AKP to stay as the hegemonic or even 

authoritarian power. Accordingly, this study proposes that the AKP, who, of course, 

uses RSAs such as police force quite often to silence opponent masses, also uses ISAs, 

media in the first place to infuse the dominant ideology, which is Islamism. To that 

end, Misvak plays an essential role as being a popular culture product in the 

intersection of communication and cultural ISAs. 

Althusser proposes that ñno class can hold State power over a long period 

without at the same time exercising its hegemony over and in the Ideological State 

Apparatusesò (Althusser, 2014, p. 245). In that framework, it is argued in this study 

that Misvak is a part of the media, which is an Ideological State Apparatus in Turkey; 

hence, the magazineôs relationship with the ideology is highly intertwined. Even 

though Misvak cannot be an ISA by itself, it certainly acts like one since it is sided 

with the partisan media; more precisely, without the ñhumorousò content, Misvak is 

no different from Yeni Akit; one of the pro-government daily newspapers. Advocacy 

of the AKP, along with the shared discourse of hate, victimhood, and vindictiveness 

between those media outlets and Misvak, is also highly explicit. In addition, Misvak 

has a particular character as a humor magazine that is positioned in the center of 

cultural power debates. 

In that framework, one of the main questions is how the message mediated; 

thus, the ideology proposed through humor, more precisely, through the cartoons in 

Misvak. The attempt to answer this question would also provide insight into the nature 

of the humor delivered in the magazine. As mentioned before, like Cafcaf and 

Hacamat, the humor in Misvak also revolves around an Islamist discourse parallel to 

the AKPôs understanding of an Islamist, neoliberal society. Understanding the 

instrumentalist use of Islamic humor in Misvak is important because while showing 

parallelism to the AKP discourse in politics as well as culture, Islam has also come up 

as a convenient tool as a part of the hegemony project, particularly in the cultural 

sphere. In that sense, Islam being a prominent theme in the magazine also has 

significance since it proposes an alternative lifestyle in defiance of the Kemalist 

ideology, which is open to different interpretations but embraces secularism as a must. 
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As such, with all the problematic practical aspects aside, Turkish laicism strictly 

accepts the separation of state and religious affairs in theory. This understanding has 

been tremendously damaged, especially after the 1980s, and the AKP has been 

criticized many times for violating this principle as well. Not surprisingly, secularism 

is one of the featured topics that Misvak cartoonists like to draw upon. Suffice to say 

that, the magazine openly criticizes secularism and finds the idea of a secular state very 

disturbing.  

 

Figure 17. 

-What is laicism? 

-That religion does not involve within state 

affairs. 

-We did not put sugar in tea, what happens? 

-Well, sugar-free tea 

-We did not let religion involve with the state 

affairs, what happens then? 

-Religion free stateé 

-There you go. 

Figure 18. 

-Religious and state affairs should be 

separated. Bla..bla.. 

-You are so secular; I wish you die. 

 

 

 

 

The above cartoons also intend to point out a change in power relations. One 

of the central claims of political Islam is that Muslims were deliberately excluded from 

politics and culture, that they were oppressed due to their religious values by the 

Kemalist ideology. In fact, this narrative has been shaped the backbone of the AKPôs 

populist discursive strategies and remains a convenient one when needed. However, 
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those above presented cartoons present a distinct view; that the Muslims are done with 

being left out, that the situation is reversed, and instead of answering to the 

accusations, they are one the ones setting the agenda and having the final words. To 

that end, while political Islam declares its supremacy over the Kemalist ideology, both 

cartoons point a status reversal while laughter proposed is also condescending and 

narcissistic. 

As could be seen in the below picture, the magazine proposes regulating 

peopleôs daily life including their way of salutation and disapprove the modern sayings 

such as ñgood morningò and instead suggests using ñselamun aleykumò which is an 

international Muslim greeting. That may sound like a detail, especially from a non-

Turkey resident perspective; however, the determination of which form of salutation 

to use has long been and still is an argument in Turkey between those who identify 

themselves ñsecularò and who does not. This single expression, which leads to a 

discourse of othering, came handy whenever polarization was the goal, and the way 

the magazine puts it, is reproducing that discourse. 

 

Figure 19. 

-Good morning Faruk. 

-Why do you report the weather every morning instead of greeting me 

with Godôs salam? 
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illustrate the representations of the self-image of Misvak cartoonists and their 

apprehension of the ideology. 

Nonetheless, Islamist ideology plays a vital role in Misvak; it does not only 

meet expectations of the audience which seems to be a pro-government Muslim mass 

but also ñhails or interpellates concrete individuals as concrete subjects by the 

functioning of the category of the subjectò(Althusser, 2014, p. 264) via cartoons. For 

example, in the below cartoon that does not aim to create laughter but instead acts as 

a warning sign, parents are reminded to choose religious courses for their primary-

school-age childrenôs curriculum. That is to signify Misvakôs interest in the education 

system, which is an integral part of the culture, and the magazine here calls the 

individuals to be more careful and remindful of their ñtrue self,ò which is being a pious 

Muslim. 

 
 

Figure 21. 

*For the future of our children, do not forget to choose courses on the Quran, 

the life of our prophet, basic religious knowledge, and the Arabic language. It takes 

one minute to add them, but they will benefit you in both worlds. Be mindful of the 

dates. 

Islam has also been used by Misvak to delve into the cultural sphere in a way 

casting modernity aside in unfamiliar ways such as by making a comparison between 

Santa Clause and Prophet Muhammad. In such cartoons, the debate between modernity 

and Islam is displayed to remind the religious identity to keep themselves apart from 
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western values and symbols such as Santa Clause. From an Althusserian reading, 

below Misvak cartoon could be interpreted as another example of interpellation of the 

Islamist ideology since it is addressing the individual to create a self-identity 

embedded in Islamist values. 

 
 

Figure 22. 

-We are the ummah of Prophet Muhammad, not the Santa Clause, 

who brings presents through a chimney! 

 

In short, while Islam is being used as a prominent theme in the magazine as a 

humor element, it is also instrumentalized to infuse the ideology which serves not only 

Misvak as a humor magazine with ideological concerns but also the AKP who needs 

Misvak-like publications to be able to pursue its hegemonic project. To that end, it can 

be claimed that Misvak indeed acts like an Ideological State Apparatus hailing the 

subject while creating others and enemies as a biased popular culture product. In that 

sense, Misvak acts as a medium for transmitting propaganda, and humor presented in 

the magazine benefits the hegemonic bloc rather than who resist it. The point is that 

regardless of Misvak is a voluntary project or not, the AKP as a political party needs 

Misvak-like publications to ensure its legitimacy is also supported by popular culture 

products to be able to pursue its limited hegemony project. Similar to the approach 

AKP adopted during the limited hegemony period, Misvak also does not aim to ñwinò 
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the other 50 percent but intends to ensure that whose royal to the AKP will remain 

loyal. It is clear that Misvak does not look for affirmation from the oppositional 

groups; also, the magazine has a reckless and condescending stance towards whom 

poses criticism to their work unless that criticism comes from ñwithin.ò 

4.5 Representation of the Self-Image Through Ideology in Misvak 

It has been mentioned in the previous section that the ideology calls or 

interpellates individuals, and when subjects answer this call, it shows the success of 

the ideology. In this framework, it also seems important to look further into how these 

individuals or, in that case, pro-AKP masses, including Misvak cartoonists, are being 

illustrated in the magazine. Examining the representations of the self-image would 

provide insight into the discourse of hate, suffering, and vindictiveness and also could 

shed light on a pro-AKP perception that creates the distinction of ñus vs. others,ò which 

will be examined in the next chapter. In addition, to be able to deepen the arguments 

proposed in this section, it could also be helpful to attempt to explore the ideological 

positions that are affirmed by the magazine via cartoons. Such an attempt would 

provide a rather comprehensive perspective to be able to perceive the components 

lying beneath the ñusò part of the ñus vs. othersò formula. The ideological position of 

Misvak seems to be the articulation of Islamism with Nationalism, along with Neo-

Ottomanism, and selected cartoons have been presented to support this argument. 

First, it has been observed that the identification with President Erdoĵan as a 

person plays a significant part in the identity construction process. Misvak depicts 

Erdoĵan as a strong but humble leader; according to those images, sometimes he has 

been left alone in his ñcauseò (dava) even by his fellow companions, that he has been 

betrayed, but still carries on his duty even by himself. This kind of representation also 

aims to strengthen the legitimacy of the one-person rule. 
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Figure 23.     Figure 24. 

 

 In that sense, Misvak proposes ordinary people to have faith in the ñcauseò 

(dava) as well, even betrayed they should not lose hope because ñthe only thing that 

can protect their daughterôs headscarf is the causeò itself as the below cartoon 

proposes. 

 
Figure 25. 

 

As can be imagined, Erdoĵan depictions also involve a deep admiration 

towards him, he is being illustrated as the ñworld leader,ò not only he is the true leader 

of the people of Turkey, but he is represented as a wise President that other country 

leaders may learn a few things from him.   
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Figure 26.     Figure 27. 

 

Apart from all these mentioned qualities, Misvak positions Erdoĵan as a 

positive force against the Kemalist ideology and elitism that comes with it; in that 

sense, he represents the ordinary, ñreal peopleò that are homemakers, craftsmen, small 

business owners as well as shepherds.  

 
 

Figure 28. 

-My vote counts as the same with a shepherd's vote who lives in the 

mountains. 

-So what? My vote counts as the same with a terroristôs vote who lives 

in the mountains. 
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Besides the illustration of Kēlē­daroĵlu who has been depicted as the supporter 

of terrorism (which will be discussed in the next chapter), the above cartoon shows 

that a shepherd puts his hand on Erdoĵanôs shoulder and gives the message that he 

trusts and supports him. Firstly, the picture conceals the reality which it is difficult for 

such a scene to happen in reality, considering many incidents that both Erdoĵan and 

other AKP officials treated those ñordinary peopleò not with respect but utter 

humiliation such as when Erdoĵan insulted a farmer (ñananē da al gitò) who was 

complaining about the hardships that the farmers had been going through in 2006 when 

he was Prime Minister45 or when Yusuf Yerkel, then advisor to the PM Erdoĵan, 

kicked a grieving protestor during the protests in the aftermath of Soma mine disaster 

that resulted in the death of 301 mine workers in 2014.46 

On the other hand, those ordinary people who are said to be the primary AKP 

voters are highly praised in the AKP discourse; in the last few years, they have been 

given even a new title ñHeroes of July 15ò. According to this narrative, those were 

homemakers, students, craftsmen, truck drivers that saved the nation from the coup 

attempt; those who died while fighting with the armed soldiers became martyrs. 

Misvak embraces the same discourse without question and presents those ordinary 

people as the real owners of the nation and the country while concealing the fact that 

they have not been treated as such heroes. 

While underlining the power of the ordinary people, Misvak proposes ñBeyaz 

Atletliò, the man in white undershirt as the real hero of the 15 July coup attempt; it is 

a symbol that before mocked and overlooked men in their undershirts and pajamas are 

now the true representatives of the Turkish nation. 

 
45 http://www.diken.com.tr/erdoganin-anani-da-al-git-dedigi-ciftci-ne-zaman-gelse-hayatim-zehir-

oluyor/ 

 

 
46 https://www.theguardian.com/world/2014/may/24/turkish-pm-aide-sacked-kicking-protester-

mining-disaster 

http://www.diken.com.tr/erdoganin-anani-da-al-git-dedigi-ciftci-ne-zaman-gelse-hayatim-zehir-oluyor/
http://www.diken.com.tr/erdoganin-anani-da-al-git-dedigi-ciftci-ne-zaman-gelse-hayatim-zehir-oluyor/
https://www.theguardian.com/world/2014/may/24/turkish-pm-aide-sacked-kicking-protester-mining-disaster
https://www.theguardian.com/world/2014/may/24/turkish-pm-aide-sacked-kicking-protester-mining-disaster
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Figure 29. 

*There are secret heroes of 15th July coup attempt 

 

The duties of Beyaz Atletli do not end after the coup attempt; in fact, he is 

depicted as a conscious citizen who keeps an eye on the daily political developments 

and interferes when necessary. He is now the one who says the last word, makes the 

final comment on an issue to show the will of the nation and since he gives utmost 

importance to the matter of survival (beka meselesi), he poses a threat to those who 

consider endangering the country. 

 
 

Figure 30. 

-Just like checking up on children during the night, he wakes up and checks up 

the country. 
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Figure 31. 

-We are all on the same boat 

-Oh, do not be the captain... 

 

Figure 32. 

-Should we protest like the Yellow 

vests in France? 

-Shhh be quiet, Beyaz Atletlié 

 

In Misvak, Beyaz Atletli is represented as a figure who is capable of reminding 

a deputy of her responsibilities as a politician and his representative; he expects 

nothing less from her but to do her job, including issues such as the veil. 

 
Figure 33. 

-Cockroach! 

-She is calling out to you, deputy! 

 

Use of Beyaz Atletli as the true representative of the nation is not an arbitrary 

choice, it symbolizes a significant transformation in the society and has ideological 

roots related to the changing AKP discourse from victimization to the discourse of 



121 
 

victory (Tokdoĵan, 2018). In fact, this typical character is not new in humor 

magazines; it is based on Ahmet Yēlmazôs former character of ñKēllanan Adamò from 

Leman Magazine. 47 

 
 

Figure 34. 

(Source:cizgidiyari.com) 

 

Although Kēllanan Adam as a cartoon character is atypical to the extent that 

maybe even considered a wise person considering his unusual and sarcastic comments 

about the daily life, he later became a symbol of the ñordinary menò mostly due to his 

outlook. In that sense, this character represented the men who sit by the window all 

day in their undershirt and blue striped pajamas with a cup of tea in their hands and 

make observations and judgments about everything they see with their shallow world 

view, grumbling and discontent (ķimĸek, 2014). This typical character has been used 

many times in Turkish popular culture in different forms; it was Gaffur from sit-com 

Avrupa Yakasē and Recep Ķvedik character of comedian ķahan Gºkbakar (Erdoĵan, 

2015), Finans Bank even used the original Kēllanan Adam in their commercials48. This 

character represents an ignorant person, possibly uneducated, member of the subaltern, 

 
47 Uykusuz, todayôs most popular humor magazine also used their version of Kēllanan Adam drawn by 

Yiĵit ¥zg¿r for the magazineôs logo. 

 

48 https://www.youtube.com/watch?v=NlgtsSqpjSY 

https://www.youtube.com/watch?v=NlgtsSqpjSY
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a typical ñyurdum insanēò who thinks roadsides are picnic spots and swims with his 

underpants on (ķimĸek, 2014). Suffice to say that, this character represents the elite-

view on the ordinary, uneducated people and involves a condescending perspective 

towards the subaltern. Misvak, redefining this character, seems to challenge all these 

stereotypes and points out the changing structures of power; herewith, it is implied that 

before mocked and overlooked, ordinary men are the true owners of the nation, which 

indicates a status reversal. That may sound like a new idea, but what Misvak mainly 

does is to reproduce the right-wing populist discourse; the only difference is that the 

level of narcissism, which is increased.  

Considering Islamism reveals as the prominent ideology in Misvak, it is only 

expected that one of the leading ideologues of Islamism, Necip Fazēl Kēsak¿rek is 

highly appreciated and depicted as the master (¿stad) in the magazine.  

 
 

Figure 35. 

-Young man! This is what I expect from you: When you carry my casket to the 

coffin rest with your hands, do not forget to fulfill your duty to your cause which is as 

great as Anatolia, this is my will for you! 

 

Kēsak¿rek is a significant figure since the discourse of hate, suffering along 

with the victimhood and vindictiveness, which, as mentioned, has significance in 

political Islam and also shapes the backbone of the AKP discourse, is mostly based on 

his ideas. For example, the incidents that took place after the below cartoon was 
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published, shows the features of a suffering, victim subject of the Islamists discourse 

that has been embraced by Misvak cartoonists. 

The below cartoon was published on Misvakôs Instagram page on 18 March 

2019, on the anniversary of ¢anakkale (Dardanelle) Victory, the day of Ottoman 

Empireôs World War One victory: 

 
 

Figure 36. 

 

In the cartoon, Corporal Seyit ïa war hero who is believed to carry three 

artillery shells weighing 275 kg during 18 March Naval War- is answering to the 

commander who points out that the direction of the artillery is wrong since the enemy 

is on the other side by saying ñJust you wait, pasha. Let me deal with the infidels within 

first; others are easy.ò Along with the opposition, this cartoon also received the 

reaction of AKP Ķstanbul MP, Mustafa Yeneroĵlu. Yeneroĵlu, who finds the cartoon 

disturbing, tweeted about it saying: ñFor Godôs sake, what kind of sense of humor is 

that used in commemoration of ¢anakkale victory, our common value as a nation ?ò49 

After that, an explanation came from Misvak with a tweet mentioning that the cartoon 

was a reference to traitors of 15 July coup attempt, and Corporal Seyit was pictured as 

a hero and that they were deeply saddened because they were targeted. It was also 

stated that this was a witch hunt attempt conducted by some dictionary (sºzl¿k) writers 

 
49 https://twitter.com/myeneroglu/status/1107576282735349760 

https://twitter.com/myeneroglu/status/1107576282735349760
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and that they were even more upset to see their fellow companions (davadaĸlarēmēz) 

were in favor of this attempt.50 51 

Misvakôs twitter response is a perfect example of signifying their ideological 

position because it involves an Islamist discourse wrapped around resentment, 

suffering, and victimization. First, they feel like their fellow companions somewhat 

betray them because they beg to differ about their common cause, and now, they are 

suffering. Second, they perceive this incident as a conspiracy against them to make 

them look bad in the eyes of their followers and fellow AKP members. They define it 

as a ñwitch hunt,ò meaning they are being punished despite their innocence; hence, 

they are the real victims. And the hunters are some dictionary writers (which is a 

reference to Ekĸi Sºzl¿k) because they dig up this cartoon to use it as an attack against 

them since they are the actual enemy. The process of reasoning here may seem too 

simple, but this tiny example reflects Misvakôs ideological position basically in a 

nutshell. They are following their fellow brothersô footsteps in this path of suffering, 

facing enemies every day, and as victims, keep battling with the strength of their faith. 

Neo-Ottomanism also reveals itself quite often in Misvak. For example, in one 

of the below cartoons, the current Minister of Foreign Affairs has been illustrated while 

wearing a fez, and his name is also somewhat Ottomanized. The combination of his 

confident attitude that resonates with his smile, as well as his posture, is reminiscent 

of a powerful Ottoman Pasha as it is proposed. In the other one, President Erdoĵan is 

being pictured in a talk with the Sultan Abdulhamid II.; the image depicts Erdoĵan as 

the Sultanôs apprentice who is looking for comfort in his words and Abdulhamid II. 

reminds him his glorious past to sweep away his worries. Besides Misvakôs open 

 
50 https://twitter.com/misvakdergi/status/1107590333200781313 

 

 
51https://twitter.com/misvakdergi/status/1107594883290882049?ref_src=twsrc%5Etfw%7Ctwcamp%

5Etweetembed%7Ctwterm%5E1107594883290882049&ref_url=https%3A%2F%2Ftr.sputniknews.c

om%2Fturkiye%2F201903181038262323-ak-partiyeneroglu-misvak-dergisi-canakkale-karikatur-

tepki%2F 

https://twitter.com/misvakdergi/status/1107590333200781313
https://twitter.com/misvakdergi/status/1107594883290882049?ref_src=twsrc%5Etfw%7Ctwcamp%5Etweetembed%7Ctwterm%5E1107594883290882049&ref_url=https%3A%2F%2Ftr.sputniknews.com%2Fturkiye%2F201903181038262323-ak-partiyeneroglu-misvak-dergisi-canakkale-karikatur-tepki%2F
https://twitter.com/misvakdergi/status/1107594883290882049?ref_src=twsrc%5Etfw%7Ctwcamp%5Etweetembed%7Ctwterm%5E1107594883290882049&ref_url=https%3A%2F%2Ftr.sputniknews.com%2Fturkiye%2F201903181038262323-ak-partiyeneroglu-misvak-dergisi-canakkale-karikatur-tepki%2F
https://twitter.com/misvakdergi/status/1107594883290882049?ref_src=twsrc%5Etfw%7Ctwcamp%5Etweetembed%7Ctwterm%5E1107594883290882049&ref_url=https%3A%2F%2Ftr.sputniknews.com%2Fturkiye%2F201903181038262323-ak-partiyeneroglu-misvak-dergisi-canakkale-karikatur-tepki%2F
https://twitter.com/misvakdergi/status/1107594883290882049?ref_src=twsrc%5Etfw%7Ctwcamp%5Etweetembed%7Ctwterm%5E1107594883290882049&ref_url=https%3A%2F%2Ftr.sputniknews.com%2Fturkiye%2F201903181038262323-ak-partiyeneroglu-misvak-dergisi-canakkale-karikatur-tepki%2F
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support, those cartoons could be perceived as particular references of the AKP 

sympathy to the Ottoman roots. 

  
 

Figure 37.    Figure 38. 

 

Lastly, Nationalism also emerges as an affirmed ideology in Misvak. Those 

below depictions of Alpaslan T¿rkeĸ and Muhsin Yazēcēoĵlu reveal the sympathy of 

Misvak cartoonists towards those figures who are known as the symbols of far-right 

Nationalism in Turkey. It is worthy of attention that those realistic representations of 

the politicians remind of pictures rather than illustrations; in fact, a photograph has 

been used for Yazēcēoĵlu in the caps. 

       
 

Figure 39.    Figure 40. 
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The below cartoon, on the other hand, had raised eyebrows of the opponents 

and eventually was removed from Misvakôs social media pages due to reactions.  

 
 

Figure 41. 

-One night we can come suddenly! 

 

In the cartoon, President Erdoĵan and his ally of the recent years MHP leader 

Devlet Bah­eli are pictured in white Renault 12 cars, known as ñwhite Torosò in 

Turkey; the plates of the automobiles also draw attention; 82 KRK and 83 MSL. 

According to the website demokrathaber.org, ñOne night we can come suddenly" 

slogans were shouted when speaking at a group meeting of the AKP after the Kurdistan 

independence referendum; at the group meeting Bah­eli had said, "No one can stop us 

from saying 82 Kirkuk, 83 Mosul.ò52 However, those White Toros cars used in the 

cartoon were the symbol of the counter-guerilla; in other words, ñdeep stateò in Turkey 

in the 1990s. Back then, those cars were used by the members of the deep state to 

kidnap mostly Kurdish people in the eastern part of Turkey, and those who were 

 
52 https://www.demokrathaber.org/cizgi/erdogan-la-bahceli-beyaz-toros-larda-h90673.html 

https://www.demokrathaber.org/cizgi/erdogan-la-bahceli-beyaz-toros-larda-h90673.html
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kidnapped were never to be found again. In that sense, such controversial cartoons 

could affirm racism, which is embedded in the far-right Nationalist ideology. 

Also, it is noteworthy that in Misvak, in addition, those images of President 

Erdoĵan, the illustrations of those government officials such as the Minister of Foreign 

Affairs Mevl¿t ¢avuĸoĵlu or favored politicians as well as ideologues from the past 

like Necmettin Erbakan, Alparslan T¿rkeĸ or Necip Fazēl along with the historical 

figures from Ottoman-era such as Abdulhamid the II., are represented through picture-

like drawings instead of caricatures which typically involve exaggeration or 

oversimplification. That sort of representation has much to do with the defiance of the 

understanding of the distorted body images. Bakhtinôs theory of carnivalesque and 

grotesque realism, on the other hand, sees the grotesque body imagery as a celebration 

of life and death and as a way to unleash peopleôs power against the official stratum. 

While the grotesque imagery of the body requires the degradation of the ideal and 

instead inscribes the body images of copulation, defecation, etc. it turns the world 

inside out by parodying and mocking authority (Erdoĵan, 2013, p. 24) . Herewith, 

those images of the people who represent the authority are depicted through picture-

like illustrations, which, in fact, serves to empower the authority. 

Even though certain ideological positions are stated in the discourse, it does 

not mean that those representations and that the magazineôs stance would be free from 

contradiction. In fact, the approach to those positions is frequently ambivalent and 

inconsistent. The main reason behind this inconsistency is related to the magazineôs 

political stance, supporting the AKP in practically every decision taken eventually 

leads to slippery ground. It is known that the decision-making mechanisms of the party 

tend to be ambivalent that is even opposing calls are celebrated equally. To put it, the 

boundaries between conflicting decisions are so fluid that the partyôs discourse is 

easily changeable from today to tomorrow.  

The irony that in each circumstance, those conflicting decisions are ignored 

and, in fact, applauded both by the party officials as well as its supporters, even though 

the reason requires otherwise. As such, Misvak also seems to unquestioningly embrace 
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that kind of logic, which eventually creates the contradictory nature of the magazine. 

In that sense, it becomes easy to detect those contradictory cartoons in the magazine, 

typically following the political agenda day by day. For example, during the crisis of 

Turkey-Russia relations due to Turkeyôs downing a Russian warplane in 2015, the 

cartoon below was published to demonstrate the weakness of the Russian S-400 

missile system.  

 
 

Figure 42. 

 *size- function 

 

However, right after Erdoĵan declared that they sealed the deal with the same 

missile system purchase from Russia to secure the countryôs air defense, below cartoon 

was published by Misvak this time. The cartoon shows that Erdoĵan decided to 

purchase the S-400 missile system despite oppositionôs objections and everyone else 

must embrace this fact; as such, the cartoon depicts Kemal Kēlē­daroĵlu while washing 

the truck carrying S-400s.  
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Figure 43. 

 

In both cartoons, Erdoĵanôs and naturally AKP governmentôs actions are 

affirmed even tough each cartoon depicts quite conflicting political decisions.  

On top of that Misvak, contradicts itself even ideologically, meaning that even 

though that any left-wing ideology is being negated and ridiculed in the magazine with 

unspeakable words and vulgar language, it was also affirmed one time to continue the 

AKP advocacy. Below cartoon was published after President Erdoĵan gave his support 

to Venezuela President Nicolas Maduro during the political crisis in Venezuela, which 

deepened after the opposition leader Juan Guaido declared himself as the interim 

president of Venezuela in January 201953. Since both Venezuela as a country and 

Maduro, who became president after Chavez, represent Chavismo, a particular 

ideological position in the left-wing spectrum, this declaration of support was also 

found surprising by many parties, on the other hand, publishing of the cartoon below 

seems even more interesting. 

 
53 https://www.dw.com/en/turkey-and-venezuela-the-rise-of-a-new-alliance/a-47302588 

https://www.dw.com/en/turkey-and-venezuela-the-rise-of-a-new-alliance/a-47302588
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Figure 44. 

-I call the brave and belligerent Venezuelans to occupy the streets. 

 

In the above cartoon, Maduro is illustrated using Rabia gesture, which is almost 

identified with President Erdoĵan and never been used by Maduro himself. Here, 

Maduro is being depicted as a hero and a fellow brother of Erdoĵan in their common 

cause. In that sense, Misvak puts ideology aside as well as its hateful tone when the 

politics require otherwise. 

As such, it is possible to observe that the before favorable politicians can be 

negated in alignment with the changing political discourse of the AKP.  One of those 

notable figures is Ahmet Davutoĵlu, back then Prime Minister of Turkey. Earlier, 

Davutoĵlu was being pictured as a respectable politician and a fellow companion of 

Erdoĵan, he was mostly illustrated as a sidekick and was being supported strongly by 

Misvak. 
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Figure 45. 

-We cannot help laughing when we 

try to become seculars. 

 

Figure 46. 

*Chief and Hodja, happy birthday. 

 

After the conflict between Erdoĵan and Davutoĵlu was revealed day by day, 

Misvakôs support to Davutoĵlu has also started to decrease drastically.  

 

Figure 47. 

-Is this too much? 

 

Figure 48. 

-Populism corrupts the foundation of 

democracyé 

-I am sorry that pessimism has become 

widespread. 

-What are they talking about? 

-They are saying, ñ Oh, West! If you 

appoint a president to Turkey, we are 

candidates.ò 

 

Below cartoon was published by Misvak on 21 August 2019 after Abdullah 

G¿l and Davutoĵlu tweeted about the removal of the elected mayors of Van, 
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Diyarbakēr, and Mardin from the office and replacing them with government 

appointees. In sum, G¿l and Davutoĵlu were criticizing the decision of replacements 

due to its undemocratic nature.54 55 

 

Figure 49. 

-Ouch, it feels like a pinprick! 

-Same here! 

 

The same attitude applies to other figures, such as the MHP leader Devlet 

Bah­eli. He was before criticized heavily by the magazine when he declared that he 

was strictly against the presidential system back in 2015; he was even depicted as the 

devil for basically saying ñno.ò 

 
54 https://twitter.com/ahmet_davutoglu/status/1163406144519516161 

 

 
55 https://twitter.com/cbabdullahgul/status/1163406000608686081 

https://twitter.com/ahmet_davutoglu/status/1163406144519516161
https://twitter.com/cbabdullahgul/status/1163406000608686081
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 Figure 50. 

 

Figure 51. 

-Mr. Bah­eli, why have you never 

been married? 

-Then I would have to say ñyesò. 

However, when he changed his mind and especially after the MHP started to 

ally with the AKP, the magazineôs illustrations of Bah­eli had transformed as well. 

Now, he is pictured as a hero and a fellow companion of the AKP and Erdoĵan. 

Although, it is highly unlikely to assume that this support would remain the same if 

Erdoĵan and Bah­eli decided to separate their ways. 
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Figure 52. 

-Go on, chief? 

-Go on. 

 

To sum up, Misvak is dedicated to discriminate against people, including 

politicians, and illustrates them not according to their actions in politics but their 

affinity to the AKP and mostly to Erdoĵan. In such a framework, friends and enemies 

of Misvak are changing by the day just like Erdoĵanôs are. For a political humor 

magazine, this type of side-taking is not only damaging the magazineôs reliability but 

also weakens the element of humor since those inner contradictions become quite 

apparent.  

4.6 Concluding Remarks 

It has been argued in this chapter that the humor presented in Misvak can be 

categorized as disparagement humor that aims to belittle, denigrate and insult certain 

groups in Turkey while the discourse intends to strengthen the AKP, hence empower 

the authority. The use of humor in Misvak is not subversive in the Bakhtinian sense 
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but rather instrumental. Besides, despite the claim of being an Islamist humor 

magazine, the humor proposed in Misvak does not meet the qualities of a praised 

humor understanding considering the excess use of offensive jokes as well as a coarse 

language and grotesque imagery.  

It has also been argued in the chapter that Islamism comes to the forefront as 

the prominent ideology in Misvak. Through a discourse of Islamization, individuals 

are hailed as subjects via cartoons; hence Misvak acts as an Ideological State 

Apparatus. In addition to Islamism, Nationalism and Neo-Ottomanizm are detected as 

the affirmed ideological positions, and it has been argued that the representation of the 

self-image is conducted through those ideologies. It has also been mentioned that there 

are absences, silences, as well as contradictions in the discourse which manifest in 

those images and representations and in fact, is related to magazineôs unconditional 

support for the governmental actions. 

Also, othering, stigmatizing, framing, and scapegoating are frequently used 

methods in Misvak, which lead to a hostile discourse towards any form of ñother,ò 

which shows parallelism with the AKP discourse as well. This issue will be argued in 

the next chapter in detail. 
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CHAPTER 5 

 

THE CONSTRUCTION OF ENEMY IMAGES IN MISVAK  

 

This chapter, with an analysis of Misvak cartoons, aims to present how enemy 

images are constructed through visual texts and in which ways those could serve as 

discursive strategies. The data has been derived from Misvakôs Instagram page and 

has been classified into the enemy image themes, which are given below as the left in 

Turkey, intellectuals, Gezi protesters, political parties in opposition, women, and 

LGBTQ+, foreign powers, and Kemalist modernization. 

ñHostisò is the Latin word for ñenemy,ò which means a stranger, a person who 

is connected to us by kin (Zur, 1991). Accordingly, the nature of enmity is embedded 

within the process of making a distinction between the self and other. Thus, as a notion 

that intersects many social science fields, including psychology, sociology, and 

political science, ñothernessò is essential when contributing to the formation of enemy 

images. To that end, a split between us and them and consequently good and evil lies 

at the heart of the enemy making process (Zur, 1991, p. 345). In that sense, to be able 

to construct the self-identity, one must first decide on the features and qualities that 

distinguish the self from the other; hence this reasoning rather emerges as an 

intertwined thinking process while idealizing and victimizing the self and position the 

other as a subject of fear and threat.  

Nonetheless, it can be argued that those categories of friends and enemies are 

not given but instead constructed. According to Post, 

 If the fear of enemies is biologically rooted, the identification of friends and 

enemies is socially conditioned, and this fear of the stranger and projection of hatred 

upon the other are the psychological foundation of the concept of the enemy (Post, 

1999, p. 339). 
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In that sense, enemy images can be constructed with the demonization or 

dehumanization of an individual or a group that is classified as the ñotherò. Such 

attempts lead to building negative stereotypes that become permanently intrinsic to 

language and imagery. Those enemy images contribute to the reinforcement as well as 

the maintenance of hostility and antagonism between certain segments of the society 

(Staub, 2009). Such hostility is also related to ñcultural violence,ò as Galtung argues. 

Galtung defines this notion as; 

The symbolic sphere of our existence -exemplified by religion and ideology. 

Language and art, empirical science and formal science (logic, mathematics) ï that can 

be used to justify or legitimize direct or structural violence.' Stars, crosses and 

crescents; flags, anthems-and military parades; the ubiquitous portrait of the Leader; 

inflammatory speeches and postersall these come to mind (Galtung, 1990, p. 291). 

Accordingly, enemy images involve psycho-cultural dispositions about the 

characteristics of the culture and the political ideology of a particular group 

(Oppenheimer, 2006). Zur argues that propaganda is a convenient tool to spread enemy 

images since it functions through the modes of communication such as visual images, 

written and spoken words, music, and other art forms (Zur, 1991, p. 351). Similarly, 

Fabick mentions that enemy images may be verbal as in slogans or pictural as in 

posters or political cartoons (Fabick, 2007, p. 75). 

As a humor magazine that mainly digitally publishes political cartoons, 

Misvakôs approach to the construction of the enemy images is argued in this thesis 

chapter. The chapter argues that Misvak, as a pro-AKP humor magazine, follows the 

partyôs discourse on many issues from politics to the culture. As for humor being used 

as a medium for propaganda, the below chapter will trace the absences, silences, and 

controversies embedded within the discourse presented in the magazine to show that 

Misvak serves to nurture the AKPôs limited hegemony and to protect it from future 

threats. It will be argued here that employment of the conspiracy theories, political 

myth-making and finally enemy construction are essential maneuvers for authoritarian 

governments, which are uninterruptedly used by the AKP today to mobilize masses 

and hereby to nurture the AKPôs hegemony project following the same discourse and 
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with the efforts of othering, stigmatizing, and scapegoating, Misvak acts as an 

ideological state apparatus. 

5.1 Representations of the Left in Turkey 

The way that Misvak handles Marxism, socialism and any left-wing ideology 

in general, is similar to its previous counterparts that were publishing hateful images, 

including cartoons about communism, back in the 1960s and 1970s in Turkey. For 

example, in Toprak, a far-right monthly magazine, images of socialism and 

communism were being depicted in threatening forms, such as snails, mice, owls as 

well as skulls and crossbones like deathôs head on the magazineôs cover to draw 

attention to the danger of communism back in the 1970s (T. ¥ztan, 2016). In that 

sense, representative images of the left taking place in Misvak also remind those 

enemy images created before them in the way delivering similar messages. Even 

though Misvak does not necessarily feel obliged to use solely animal symbolism, in 

both cases, those magazines construct enemy images regarding left while promoting 

Islamism, nationalism, and conservatism, which all together form the basis of Turkish 

Right (Bora, 2018b)  which is represented by the AKP today.  

Considering the period and political tension between left and right in the 1970s, 

Toprak-like magazines as being mediums for propaganda were the concrete results of 

the daily struggles and ongoing battles on the streets of Turkey; to put on a finer point, 

those magazines were serving as instruments to benefit the right. However, since ñthe 

enemyò of the right has been already ñdefeatedò or at least silenced for a long time in 

the political arena in Turkey, one might expect to see lesser of those enemy images of 

left in the nationalist-conservative and Islamist humor magazines. Nonetheless, it 

could be stated that this is not the case for Misvak, and the ideological war between 

the left and right still takes place in the magazine in numerous ways.  

Broadly comparing to its predecessors, one of the prominent distinctive 

features of Misvak could be observed in the discourse that manifests in a narcissistic 

way; underestimating and ignoring the effectiveness and even existence of a Turkish 

Left for most of the time.  
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Below cartoon depicts an old man writing on a wall ñPrayer is the only wayò 

(instead of ñRevolution is the only wayò). He explains to the police that he is now 

getting older, and police realize he is a former communist who decides to return to 

religion. 

 
 

Figure 53. 

 

This cartoon openly mocks with communism as well as atheism while implying 

that a leftist personôs political orientation is prone to change in time because being a 

communist is signified as a whim of youth. In that sense, communism is ridiculed 

rather than perceived as a threat in the cartoon. When this particular perspective 

considered in the context of the current political atmosphere, with a right-wing and 

Islamist party, AKP in power, such tendency could be explained with the assumption 

that the AKPôs hegemony project cannot be threatened by left-wing politics since 

communism allegedly is history.  

In the cartoon below, two older men who claim to be leftists are sitting face to 

face on the U.S. flag patterned chairs; one is appeared to be smoking a cigarette while 
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the other one is holding a pipe. One of them brings up that they would not even smoke 

American cigarettes back in time, and the other points out that the situation has been 

changed since they are sitting on those chairs. Use of language here is a slang 

expression simply meaning that they are licking Americaôs boots. 

 
 

Figure 54. 

 

Again, what is portrayed here is a story of apostasy, implying that old 

communists are now supporting the worldôs biggest capitalist. However, such claims 

that could only be defined as ill-thought and not grounded lead to a distortion or 

mystification of reality by concealing historical truths within the silences in the 

discourse. To put it another way, leftôs relation with the U.S had always been troubled 

in Turkey while Turkish right had primarily targeted left at the expense of being 

affiliated with the U.S. For instance, during the anti-imperialist demonstrations to 

protest the U.S 6th fleet Ķstanbul visit, it was the right-wing counter-protesters who 

attacked left-wing students with sticks, stones, and knives after a collective prayer 

which resulted in the death of two leftists as well as hundreds of injured on February 
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16, 1969. Today, known as the Bloody Sunday, the fascist attack was an example of 

the violence conducted by the well-organized mobs (Ahmad, 1977, p. 381). 

Moreover, like the before mentioned cartoon, a similar message is conveyed in 

this one; the men here are portrayed as ñwhite Turksò since the pipe is one of the 

common symbols to signify someoneôs wealth in Turkish context which is also a 

mystification since it contradicts the foundation of the left-wing ideologies. To sum 

up, in both cartoons, the left is ridiculed and perceived as that it has no relevance in 

Turkey today.  

Nevertheless, Misvak does not hesitate to convey criticism against those humor 

magazines, which they believe are leftists. According to the below cartoon humor 

magazines Leman, Penguen, and Uykusuz belong to the left in the political spectrum, 

and they are accused of being ignorant to the countryôs national issues such as the 15 

July coup attempt as the caption refers to the three wise monkeys meaning they see no 

evil, hear no evil and speak no evil. The cartoon also depicts those magazines as 

supporters of the G¿len movement since the magazinesô logos are portrayed as 

Fethullah G¿len forms referring their silence is associated with their support to the 

organization. 

 
 

Figure 55. 
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The above image, in that sense, is showcasing how a cartoon could be effective 

in the process of political myth-making. There is not any data indicating Leman, 

Uykusuz, and Penguenôs affiliation with the coup attempt; however, this cartoon 

contributes to the stigmatization of those magazines in a way that is eventually 

constructing the enemy images. In addition to the explicit hostility towards left and for 

this case towards those humor magazines, Misvak favors the AKP in a way that 

manifests itself with remarkable silences in the discourse. Those silences cover up and 

conceal the existence of important political affiliations by not mentioning those former 

alliances.  

In some cartoons, left is associated with violence and terrorism, and below 

examples are portraying young people in violent acts. In the first cartoon below, two 

young men are firing a gun on opposition leader Kemal Kēlē­daroĵlu shouting 

ñlegacy!ò and the caption is quoting Kēlē­daroĵluôs tweet ñThe courage of Deniz, 

H¿seyin and Yusuf is a legacy to all patriotic youth!ò.56 In that sense, Misvak identifies 

those mentioned names with common vandalism who were indeed pioneers of the left 

in Turkey in the 1970s and eventually put to death by the state at a very young age. An 

interesting detail lies in the fact that, besides their tattoos, earrings, and colored hair, 

the young men are appeared to belong to ñ¢arĸēò, a famous supporter group of the BJK 

sports club. The reason they were depicted as ¢arĸē supporters, is related to this groupôs 

active involvement in the Gezi Revolt during 2013. As mentioned earlier, as a youth 

movement and representing a resistance towards the authoritative regime as well as 

being a breaking point for the AKP hegemony, Gezi remarks a significant era in 

Turkish politics. Moreover, since Misvak as a pro-AKP, Islamist, and the nationalistic-

conservative magazine is sided by the government, the magazine loathes Gezi and 

every symbolism reminding this movement just as the AKP does. Therefore, it is no 

surprise for Misvak to attempt an analogy between Gezi protests and leftist movements 

of the 1970s. 

 
56https://twitter.com/kilicdarogluk/status/728502513486409728?ref_src=twsrc%5Etfw%7Ctwcamp%

5Etweetembed%7Ctwterm%5E728502513486409728&ref_url=https%3A%2F%2Fwww.birgun.net%

2Fhaber%2Fkilicdaroglu-deniz-yusuf-ve-huseyin-in-cesareti-tum-yurtsever-genclere-mirastir-111433 

https://twitter.com/kilicdarogluk/status/728502513486409728?ref_src=twsrc%5Etfw%7Ctwcamp%5Etweetembed%7Ctwterm%5E728502513486409728&ref_url=https%3A%2F%2Fwww.birgun.net%2Fhaber%2Fkilicdaroglu-deniz-yusuf-ve-huseyin-in-cesareti-tum-yurtsever-genclere-mirastir-111433
https://twitter.com/kilicdarogluk/status/728502513486409728?ref_src=twsrc%5Etfw%7Ctwcamp%5Etweetembed%7Ctwterm%5E728502513486409728&ref_url=https%3A%2F%2Fwww.birgun.net%2Fhaber%2Fkilicdaroglu-deniz-yusuf-ve-huseyin-in-cesareti-tum-yurtsever-genclere-mirastir-111433
https://twitter.com/kilicdarogluk/status/728502513486409728?ref_src=twsrc%5Etfw%7Ctwcamp%5Etweetembed%7Ctwterm%5E728502513486409728&ref_url=https%3A%2F%2Fwww.birgun.net%2Fhaber%2Fkilicdaroglu-deniz-yusuf-ve-huseyin-in-cesareti-tum-yurtsever-genclere-mirastir-111433
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Figure 56. 

 

 
 

Figure 57. 

 

In the second cartoon, two young people who are about to die after an armed 

conflict are depicted, and it is inferred that they belong to a revolutionary group. One 

of them is a young woman lying in a blood bath and mentioning they have failed the 

revolution using a slang expression for her last words. The cartoon also draws attention 

to what appears to be drugs in her pocket, which is also demonstrated with the writing 
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ñecstasyò.  This is a classic example of hateful image use in Misvak, and there are 

many issues within this cartoon that needs careful examination.  

To put it simply, leftist people are represented as armed terrorists and drug 

users, which is a claim without any basis that leads to othering as well as stigmatizing.  

Besides, two dark figures are pictured at the back; one of them is holding the gun that 

killed those young people and saying: ñMay Allah bless the youth of the Ummah to 

give their lives in the way of Islam, not of Taghut57. Blasphemy leads to Hellò. With 

those words and image use, the death of those young people is affirmed in the cartoon. 

The dark figures are representing the far-right, their existence serves as a warning sign, 

and a threat message is delivered through this cartoon; it proposes for people to follow 

Islamist codes and reveals what would happen if they choose to do otherwise. In that 

sense, it could be said that the enemy construction process is highly explicit, strong 

emotions such as anger, hatred, and rage are evidently presented. 

Another cartoon underlines the narrative that is the left politics is useless for 

the nation by quoting from Turgut ¥zal. ¥zal himself was a critical figure representing 

a specific break from Kemalism and is the symbol for the rise of conservatism, 

Islamism, and nationalism in Turkey after the 1980s. In the matter of presenting ñself 

and otherò in the magazine, this illustration of ¥zal is not aiming to produce 

entertaining content but rather acts as an ideological signifier, and this sample could 

be applied to other figures like Tayyip Erdoĵan, Necmettin Erbakan, Necip Fazēl, etc. 

whose depictions also frequently take place in Misvak. 

 
57 Quranic term for false god or idol. See http://www.oxfordislamicstudies.com/article/opr/t125/e2301 

http://www.oxfordislamicstudies.com/article/opr/t125/e2301
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Figure 58. 

-When I attempt to do a project, I observe what leftists write about it. If none 

of them opposes the project, I put it aside. If half of them oppose, then I apply 

the project after renovation. If all the leftists are making a fuss to prevent it, 

then I apply it as it is because it is a good project for the country. 

 

In the chosen cartoon above, ¥zal is portrayed as surrounded by ñThug Lifeò 

references. Thug Life was a popular internet meme based upon rap artist 2pac (Tupac 

Shakur) and is an acronym for "The Hate U Give Little Infants Fucks Everyone". This 

meme is generally used to imply that someone made a point of something and had the 

final word about the debated topic; thus, there is nothing left to say for the other side. 

It that sense, it incorporates an arrogant tone and exudes a supercilious vibe when used, 

which applies to the mentioned cartoon as well. The image while picturing another 

example of othering towards leftist people leaves no further comment to be made when 

it comes to national matters since ñtheyò already figured out what needs to be done 

and come up with the solution which came into existence in the thoughts of ¥zal and 

represented by his illustrations. This narcissistic approach to politics and society 

presents itself in many ways, and about numerous subjects in the magazine that needs 

to be addressed as a phenomenon that is part of Misvakôs characteristics.  

The way Misvak addresses questions such as labor rights, resistance, and 

International Workersô Day- 1st of May is consistent with the ideology proposed in the 

magazine. First, as integral parts of the democracy, protesting, demanding rights, and 
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claiming justice are not welcomed, and those issues are used to produce content to 

layout the ñhumorous essenceò of the subject.  

The cartoon below was firstly published by Hacamat, in the magazineôs 33rd 

issue, which was drawn by cartoonist Ahmet Altay and as per magazineôs Instagram 

account, it was republished this time by Misvak with the cartoonistôs permission. 

Besides showing the collaboration between Hacamat and Misvak, approach to labor 

rights emerges as ridicule in a way that demanding rights have been identified with 

begging since the laborers are portrayed as street beggars. Also, it is written, ñWhen 

we beg, we winò on the banner which supposed to be ñWhen we resist, we winò.  

 
 

Figure 59. 

 

In some other images, International Workersô Day is ridiculed, and the efforts 

to build a just and egalitarian society are found disingenuous. It is implied in the 

magazine that such events are conducted only for ñshow,ò and workers could benefit 

more from real money instead of this type of ñhypocriticalò initiatives.  
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Figure 60. 

*May 2 

 

Figure 61. 

*It would be nice to have a 1-month 

salary instead of (pointless) 1May. 

 

Misvak embodies the right-wing politics, which comes into existence as the 

AKP today; thus, it follows a similar discourse with its predecessors about human 

rights and equality.   

 
 

Figure 62. 

- Look at that, we are working for bread, and they are working for 

evil. 
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The above cartoon illustrates a typical International Workersô Day gathering 

but with some small details laying out the distinction in the ideology that Misvak 

proposes. In the image, a laborer is actively working during the 1st of May and 

watching the parade from the top of a building, and it is implied that he does not 

approve people demonstrating for equal rights and solidarity. In fact, he separates 

himself from the crowd, thinking they are causing disturbances and intentionally doing 

evil. As argued in the previous chapter, this image could also be perceived as the ñcallò 

in the sense that Althusser argues which is hailing the subject -in that case, workers- 

and offering a separate identity that ignores class conflicts but instead proposes loyalty 

to the state.  

A small detail supporting the above claim catches the eye in the frame, which 

is the magazineôs logo used on a police car. In that sense, Misvak identifies itself with 

the police, taking a side by the state and exhibits a threatening existence that keeping 

an eye on the crowd, ready to intervene if necessary. That is the typical narrative of 

the Turkish right, manifesting with a commitment to a holy trinity composed of police, 

state, and the nation, which also could be a reference to and hereby the affirmation of 

Turkeyôs emergence as a police-state in the latest years. 

The color scheme used in the image also speaks up for itself. Using only red 

and yellow in some distinctive parts of a black and white cartoon draws attention to 

the colored parts. Red as the color of communism is used in the image to signify some 

slogans, which are mostly based on anti-AKP or homophobic phrases. Yellow, on the 

other hand, is used on the workerôs vest besides the Misvak logo, which is to remind 

people of their position in the ñus vs. othersò problematic. It should be reminded that 

even it does not take place in this image, the AKPôs logo is also yellow-colored like 

Misvakôs. Herewith, in one small frame, people are identified, classified, and the 

majority is stigmatized as the ñenemyò. 

This is how ideology works; constructing enemy images by promoting 

scapegoating, othering, and stigmatizing. Left is negated through those above 
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cartoons, and what the magazine proposes instead is a simple solution that is to follow 

the Islamist codes. 

 
Figure 63. 

 

According to the above image, which is quoting from Prophet Muhammad, 

ñPay the laborer his wages before his sweat driesò implies that there is no need for 

labor unions, resistance, or a fundamental change in the political system. The 

magazine, in that sense, proposes Islam as a mechanism regulating daily life covering 

both politics and society.  

5.2 Representations of Intellectuals  

Another prominent category that Misvak targets as the enemy are intellectuals, 

mainly represented by academia, hereby scholars and students. This subject has been 

issued in the magazine several times and in a similar context, which resembles the 

AKP discourse on the matter. While magazineôs labeling efforts of a certain part of the 

academia show parallelism with the AKPôs current war on dissident academics, it 

could be mentioned that such tendencies are not unfamiliar given the historical and 

ideological background of the topic. 

The main concern here may be revolved around the highly debated issue of 

anti-intellectualism which became an outstanding characteristic of the right-wing 
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populism in Turkey, especially after the 1980s. This is not to say that the Turkish right 

lacks intellectual capital altogether; in this regard, the criticism of anti-intellectualism 

rather targets the center-right circles which embraced the neoliberal values in politics 

and culture that were mainly introduced to Turkey by Turgut ¥zal and supported with 

the apolitical atmosphere consciously created after the 1980 military coup. During this 

period, while popular culture started to become an important factor shaping society, 

including youth, the establishment of the Council of Higher Education took the role of 

supervision of universities, and for the first time (after 1984), private universities 

started to appear in Turkey. Although it had always been embedded within the populist 

policy strategies in Turkey, anti-intellectualism became a major actor in right-wing 

politics during the 1980s. After the AKP came into power in 2002, this game-changer 

started to emerge with a louder voice than ever before and shaped the partyôs political 

agenda in an unprecedented way. 

Gen­oĵlu argues that anti-intellectualism is an ideological state apparatus 

consciously used by the AKP to re-produce and strengthen the neoliberal conservative 

hegemony as well as a distinguishing characteristic of the latest version of populism 

in Turkey (Gen­oĵlu, 2018). Her analysis seems valid, given many cases supported 

with the frank statements of the cabinet members and the AKP supporters. For 

example, during an interview conducted in 2013, then Minister of Energy and Natural 

Resources, Taner Yēldēz, mentioned that as the education level of the voters' increases, 

the AKPôs vote rate decreases.58 Those statements of Yēldēz could be perceived as a 

confession hereby indicates the awareness of the party members about their votersô 

profile, including their cultural capital, in the sense that Bourdieu argues. This 

perspective could help us understand the use of anti-intellectualism by the AKP as an 

ideological apparatus, hence the main motive behind the war on academia.  

Having said that, those discussions about the AKP officialsô own intellectual 

capitals have been an issue of debate as well. Those critiques towards the party 

members lacking cultural capital became a soft spot for the pro-government circles. 

 
58 https://www.youtube.com/watch?v=hrz53vbrRcg 

https://www.youtube.com/watch?v=hrz53vbrRcg
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For example, the authenticity of President Erdoĵanôs university diploma has been 

questioned by many after the claims of an opposition MP, and the controversy has 

been submitted to the court. Nonetheless, the AKP further continues to pursue a 

populist discourse and points out a status reversal in the society, meaning that those 

former uneducated people who were overlooked by the elite are now the righteous 

representatives of the nation.   

Another shocking statement came from Prof. B¿lent Arē, then vice-chancellor 

of the Sebahattin Zaim University, when he mentioned that he always trusted the 

insight of illiterate people and intellectuals ever caused nothing but harm to the country 

thus he becomes exasperated (hafakanlar basēyor) as the rate of education increases.59  

He was referring to peace petition signatories with those statements, and after the 

reactions received, he declared his resignation from the university allegedly not to 

harm its image; however, it was later revealed that he was appointed as a member of 

the Audit Board of the Council of Higher Education.60 Considering he was rewarded 

for his statements that were highly unexpected coming from a scholar, it is no surprise 

that as a pro-AKP humor magazine Misvak follows the same discourse on academia 

while stigmatizing universities and marginalizing the students as well as the faculty 

for being terrorists.  

 
59 https://www.evrensel.net/haber/275541/sabahattin-zaim-universitesi-rektor-yardimcisi-cahil-halka-

guveniyorum 

 

 
60http://www.cumhuriyet.com.tr/haber/turkiye/645718/_Cahil_kesime_guveniyorum__diyen_profesor

_YOK_Denetleme_Kurulu_uyeligine_atandi.html 

https://www.evrensel.net/haber/275541/sabahattin-zaim-universitesi-rektor-yardimcisi-cahil-halka-guveniyorum
https://www.evrensel.net/haber/275541/sabahattin-zaim-universitesi-rektor-yardimcisi-cahil-halka-guveniyorum
http://www.cumhuriyet.com.tr/haber/turkiye/645718/_Cahil_kesime_guveniyorum__diyen_profesor_YOK_Denetleme_Kurulu_uyeligine_atandi.html
http://www.cumhuriyet.com.tr/haber/turkiye/645718/_Cahil_kesime_guveniyorum__diyen_profesor_YOK_Denetleme_Kurulu_uyeligine_atandi.html
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Figure 64. 

-We have raised you; I am a teacher. 

-Get in the car old chap, the ones you have raised become bombers. 

 

As known, after the state of emergency was declared due to the 15 July coup 

attempt, thousands of academics lost their job by decree-laws, and today not one 

person feels safe since they are constantly under the stress of being dismissed from 

their positions with arbitrary reasons. Those were mostly dissident academics, and the 

AKP did not hesitate to frame them as terrorists for signing the peace petition calling 

the government to take action in order to end the violence against the Kurds in south-

east Turkey in 2016. Those cartoons portraying them traitors and terrorists align with 

the AKP discourse on the subject as well.  



153 
 

 

 In another cartoon, Turkish Military seems to be targeted, due to the Assistant 

Professor of Middle Eastern and Islamic Studies at New York University Aslē Iĵsēz, 

daughter of the Former Head of First Army Hasan Iĵsēz also signing the before 

mentioned peace petition. Hasan Iĵsēz was criticized and blamed for being a PKK 

sympathizer when he responded to criticisms declaring that he expects from his 

children not to obey his truth but to question and examine to find their own.61 Below 

cartoon depicts a woman in veil asking Iĵsēz why he chose to torture them if he is a 

supporter of the free will. 

 
61 https://t24.com.tr/haber/emekli-orgeneral-hasan-igsiz-baris-bildirisine-imza-atan-kizi-icin-ne-

dedi,324465 

 

Figure 65. 

*1128 traitors 

 

Figure 66. 

-Murderer state, murderer stateé 

https://t24.com.tr/haber/emekli-orgeneral-hasan-igsiz-baris-bildirisine-imza-atan-kizi-icin-ne-dedi,324465
https://t24.com.tr/haber/emekli-orgeneral-hasan-igsiz-baris-bildirisine-imza-atan-kizi-icin-ne-dedi,324465
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Figure 67. 

 

This cartoon points out another motive behind the witch hunt that targets 

academicians as well as the hateful discourse on the issue, which is rooted back to the 

28 February Period, also known as the post-modern coup. This is a meaningful period 

for the Islamists, and its effects were presented as a non-healing wound created by the 

secular academics and mainly by the Turkish military. As such, the 28 February 

process enabled the AKP to continue the discourse of victimization, which has also 

been pursued before by the Islamist parties such as the Welfare Party and Virtue Party 

since it is a characteristic of the political Islam. In that sense, considering the fact that 

the AKP had already lifted the ban on headscarves in universities in 2007 and the civil 

service in 2013, the cartoon above serves to keep those emotions like hatred and rage 

alive while continually reminding the audience the troubles of the past.  

Amongst all universities in Turkey, enemy image construction in Misvak is the 

strongest when it comes to METU. It was mentioned before that, strong negative 

emotions of the Misvak cartoonists about METU was the primary motive for them to 

decide to publish this magazine in the first place. Both the students and the faculty of 

METU are frequently targeted since the university has been a symbol of secularism as 

well as the left-politics in Turkey from the beginning.  
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Figure 68. 

*The famous donkeys (students) of 

METU who mocked Ramadan, now 

want to stop the construction of a 

mosque on the campus. 

-He-Haw! 

-Alright, alright, we will also build a 

barn for you. 

 

 

Figure 69. 

*Demolish METU and build a barn 

instead. 

 
Figure 70. 

 

As can be seen in the above images, Misvak cartoonists use almost solely 

animal symbolism in their depictions of METU; students are almost exclusively 

portrayed as donkeys while METU is identified with a barn to signify the ñignoranceò 

which is attributed to the what university symbolizes. As before mentioned, 

dehumanizing is a typical method for nationalist-conservative magazines to signify the 

enemy in a patronizing and condescending manner; following a similar approach, 

Misvak does not seem to be original either. 
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5.3 Representations of the Gezi Protesters  

Gezi Revolt is significant in many ways and will be studied for many years to 

come. To put it, it was important in the way showing how could democratic and 

peaceful protests lead to a turning point in society as well as politics. Despite the 

conscious efforts to create a depoliticized environment in the post-1980 era, it has also 

revealed that young people of Turkey were not apolitical as thought. It was a unifying 

civil youth movement composed of people coming from many different political and 

ideological backgrounds, and it blindsided the AKP since it posited a certain threat to 

its hegemony, which finally resulted in the form of limited hegemony project of today. 

It could be said that its impact remains to this day, and it is a topic for Misvak 

cartoonists like to draw upon frequently as well.  

In Misvak, Gezi protests are portrayed as violent acts, identified with 

vandalism to the extent that resembles almost an act of terrorism. In the magazine, 

young peopleôs demands are overlooked, the protests seem to destroy the police and 

government; hence, they are marginalized. 

 
 

Figure 71. 

-Do not touch the tree! 

-What is going on? 

 

The enemy images regarding Gezi are mostly constructed through the 

illustrations of Berkin Elvan, who was hit by a tear gas capsule on his head at the age 

of 14 during the protests, hereby killed by the police after staying in a coma for 269 

days. 
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