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Monstra - oskliva, strasna ¢i obscénni - byvaji casto takova,
protoze ,prekracuji kategorie a pravidla, ktera bézné
uzivame k pochopeni svéta kolem nas”.! Znamy rad, ktery
definuje predél mezi clovékem a zvifetem, Zivymi a mrtvymi
a samoziejmé také muzem a zenou, se hrouti a misto néj

se dostavuje hrliza z moznosti, ze vSe mize byt GpIné jinak.
Skutecnost, ze obludné vnimame automaticky jako obscénni,
vSak jen zesiluje bariéru mezi nami a zbytkem svéta. Jak
poznamenava Barbara Creedova s odkazem na Kristevu

a Batailla, je to pravé ona obludnost a nas strach z ni, které
nas chrani pred abjekci, ztratou lidskosti a sebepojeti.?

Podle Jaroslava Svelcha se obludnost ve hrach projevuje
formou tabulkovani. Hry ,obsahuji a programuji” obludnost,?
ktera se - stejné jako vSe ostatni - musi podridit

Vypocetni logice”.* Hry o preziti vytvareji pro hrace
nepratelsky vnéjsi svét, ktery musi objevit, dobyt a zkrotit
prostfednictvim tézby a instrumentalizace ,pfirodnich
zdroja” s definovanym vyuzitim a hodnotou. Monstra je
tfreba zneskodnit pravé proto, Ze jsou poznatelné. Teoreticky
a prakticky jsou prikladem domestikace monster Pokémoni,
ktera podle Margrit Shildrickové zbavuje tato monstra
jejich ,produktivnich moznosti“,® tedy schopnosti bofit
normy a prekracovat hranice, které nas omezuji. Je-li

vSak obludnost jiz predem omezena pouzitou vypocetni
logikou her, bylo by mozna lepsi hledat monstra uz ve fazi
programovani, kde je svét redukovan na logickeé interakce,

a také fazi dekddovani, kde se pocitacova simulace musi
postavit skuteCnému svétu.

Earthly Survival je vystava a soubor akci, jejichz cilem

je prozkoumat mozné svéty digitalnich her a nastinit
principy, podle nichz mizeme ke hram pfistupovat kriticky.
Prezentuje se spiSe jako herni kino nez jako arkadova herna
nebo LAN party a zve divaky a hrace ke kolektivnimu
zazitku ze spolec¢ného hrani. Vystavena dila zkoumaji

nové strategie tvorby a hrani her, ¢asto broji proti imerzi

a ideologickému pojeti interaktivity, kde se za iluzi svobody
a pri¢inéni skryvaji rigidni pravidla a kde jsou programovany
ideologie hranic, odliSovani a hierarchie.

Jak tvrdi umélec a herni vyvojar Paolo Pedercini
(Molleindustria), kdyz hrajete simulaci, ,nepritelem” neni vas
souper, nebo dokonce pocitac, ale logika a postoje tvirce
hry, které byly do hry naprogramovany a které musime
zpétné analyzovat, pokud ji chceme dokoncit. Hry nas za
to, ze pfizplsobime svij mozek a télo fungovani mozku

a téla hernich designert, odméni mnohem vice nez kterékoli
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Monsters - the ugly, terrible or obscene - are often that

way because they “transgress the categories and rules

we normally use to understand the world around us™. The
familiar order - where boundaries between human and
animal, the living and the dead and, of course, the male and
the female - breaks down and we are presented instead with
a terror of possibilities, that things can be very different. But
the fact that we recognise the monstrous as obscene serves
to reinforce a barrier between ourselves and the world. As
Barbara Creed notes, drawing on Kristeva and Batalille, it is
the monstrous and our fear of it that prevent us from falling
into the abject, from losing our humanity and sense of self2.

For Jaroslav Svelch, the way that the monstrous is dealt with
in games is through tabulation. Games “contain and encode”
the monstrous® which must submit - as does everything
else - to “computational logic™. Survival games construct
for the player a hostile outer world to be discovered, claimed
and tamed through the extraction and instrumentalisation of
‘natural resources’ with defined uses and values. Monsters
are defanged precisely because they are knowable.
Pokémon are, in theory and practice, a domestication of

the monstrous which, for Margrit Shildrick, takes away “the
productive possibilities” of monsters®, the smashing of the
norms and boundaries that oppress us. But if the monstrous
is already constrained by a necessary computational logic
of games, it might be better to seek out monsters at the
point of encoding, where the world is reduced to logical
interactions, and the point of decoding, where the computer
simulation must face the real world.

Earthly Survival is an exhibition and event program which
aims to explore the possible worlds of digital games in order
to outline principles by which we can approach games
critically. Presented as a gaming cinema, rather than an
arcade or LAN-party, it invites viewers and players into

a collective experience of playing together. The works explore
new strategies of making and playing games, often against
immersion and the ideological notion of interactivity, where
the illusions of freedom and agency hide rigid rules and
encode ideologies of boundary, distinction and hierarchy.

As artist and game developer Paolo Pedercini (Molleindustria)
says, when you play a simulation, ‘the enemy’ is not

your opponent, or even the computer, but the logics and
assumptions of the games designer, that have been encoded
into the game, and which we must reverse-engineer if we are
to master the it®. Games, more than any other medium, reward
us for adjusting our brains and bodies to match those of the
game’s designers. If a game encodes and embeds assumptions
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jiné médium. Programuje-li a obsahuje-li hra postoje, které
hrac jiz zastava, napf. kdo je pritel a nepritel nebo jak se
méfi uspéch - pak ma pfirozené vyhodu. Gamergate -
online sexistické hnuti, které se objevilo v roce 2014 a které
mnozi povazuji za vychozi bod pro novou generaci krajné
pravicoveé radikalizace a kulturni valky’ - Ize povazovat za
reakci ,tradi¢nich hraci” na hry vytvarené lidmi jiného
smysleni a programujici logiku a postoje odlisné od téch,
které sami zastavaji. Hry obsahujici odliSné postoje ke svétu
byly osklivé a obscénni. Lidé, kteti je vytvareli, prekracovali
hranice.

To samoziejmé neznamena, ze hry nelze chapat a hrat
nehledé na postoje jejich tvlrcd a vyvojard nebo ze jejich
logiku nelze rozvracet. Hry v§ak nejsou vyvijeny tak, aby
nas jakkoli odmeénili za to, ze je hrajeme Spatné. Postup

i vyhra jsou témér vzdy odvislé od aktivniho dodrzovani

a schvalovani pravidel dané hry. Snazsi pristup k nastrojim
herniho vyvoje a distribuce, ktery umoznil vznik nezavislych
her, mimo jiné tento svét zpristupnil jako médium umélctm.
Institucionalni zajem o videohry v posledni dobé umoznil
her mohou umélci podkopavat ideologické algoritmy

a mechanismy tohoto média vyuzivat kriticky a subverzivné.
Earthly Survival predstavuje umélce*kyné pracujici

s médiem pocitacovych her na pomezi pohyblivého obrazu,
interaktivity, aktivismu a politiky.

Danielle Brathwaite-Shirley ve svém projektu
blacktransarchive.com/WE ARE HERE BECAUSE OF
THOSE THAT ARE NOT z roku 2020 nabourala velmi
rozsSifeny pristup k videohram, totiz ze ve hie jsme oddéleni
od nasi existence v Zzivém, socializovaném téle. Postava vas
privita v cernoSském trans prostoru a pozada vas, abyste se
identifikovali jako Cernoch a trans, trans nebo cis. Toto prvni
rozcesti hraci znemoznuje imerzi a nuti ho se definovat.
Vybere-li moznost cis, hra mu dava jasné najevo, ze neni
mistem, kde se bude citit dobre, a Ze v ni neni vitan ani

jako turista. Jsou v ni monstra, v bludisti ho pronasleduje
archiv obyvaji. Jsou to chiméry, sestavené z vice ¢i méné
rozpoznatelnych ¢asti, mnohonohé a mnohooké, stirajici
rozdil mezi kresbou a fotografii a ne vzdy odlisné od
prostredi, které obyvaji. Funguji jako pravodci, varuji, zadaji
o0 pomoc a nabizeji ji. Na konci hry se postupné predstavuji
a hraci se také osvétluje proces jejich vzniku. Vystupem

z workshopu s ¢erno$skymi trans lidmi bylo modelovani
portrétd pro tento archiv, kde Brathwaite-Shirley zohlednila
prani jednotlivych ucastnikd, a vytvorila tak rozsifenou
zastupnou platformu pro véechny, ktefi byli umléeni

a pohtbeni nasilnym dodrzovanim hranic a norem.

Dykes on Hykes (2022), hra z dilny vyvojafského dua RGzovi
Plamenaci (Markéta Soukupova, Alex Petrova ve spolupraci
s Veronikou Petrovou), je pfinejmensim na prvni pohled
seznamovaci simulator. Vychazi vsak z velmi specifického
prostrfedi a podle véeho také z velmi specifické zkusenosti.
Hrac¢ se musi domluvit na spole¢ny vylet a sam si sbalit
kufr. Povazovat tuto hru za simulator spravného baleni
zavazadel v realném svété by ovsem bylo absurdni. Jak
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that the player already holds - who is a friend and enemy; how
success is measured - then they have an inherent advantage.
Gamergate - the online harassment campaign which began in
2014, and which many have seen as a starting point for a new
generation of far-right radicalisation and culture war’ - can
be seen as a reactionary response by ‘traditional gamers’ to
games that were not made by people like them and which
encoded logics and assumptions that were different from
those they held themselves. Games with different embedded
assumptions about the world were ugly and obscene. Those
who made them had transgressed boundaries.

This is not to say, of course, that games can’t be read,
played, against the assumptions of their authors and
developers, that logics can't be subverted. Games are,
however, not designed to reward you for paying them wrong.
Progression, winning, is almost always dependent on active
participation in, and confirmation to, the rules of the game.
The increasing access to the tools of game development
and distribution that allowed the rise of indie games has
also made them more available as a medium to artists. More
recently, institutional interest in video games has allowed
artists to be supported in more complex game development.
By making games, artists can subvert ideological algorithms
and use the mechanics of the medium critically and
subversively. Earthly Survival brings together artists working
with the medium of computer games on the edge of the
moving image, interactivity, activism, and politics.

Danielle Brathwaite-Shirley’s blacktransarchive.com/

WE ARE HERE BECAUSE OF THOSE THAT ARE NOT
(2020) begins with an abrupt disruption of a very common
assumption about video games: that in-game we are
separate from our existence as a living, socialised body.

A character welcomes you to a Black Trans space, and asks
you to identify yourself as Black and trans, trans, or cis. This
first branch on the game’s path disallows my immersion,
making me recognise who | am as a player. The cis path

| choose makes it clear that this is not a place that will
make me feel better, and that | am not welcome as a tourist.
There are monsters here, | am chased through a maze by

a deadname, but far more interesting are the characters
that populate the archive. They are chimaera, assembled
from more-or-less recognisable parts, many-legged and
eyed, blurring the drawn and photographic and not always
distinct from the environment they inhabit. They are guides,
they give warnings, they ask for help and offer it. At the end
of the game I'm introduced to the characters one-by-one,
and the process of their making, the outcome of workshops
with Black trans people, were Brathwaite-Sherley modelled
portraits or how participants asked to be represented in the
archive, extensions and stand-ins for those silenced and
buried by the violent policing of boundaries and norms.

Dykes on Hykes (2022), a game by RGzovi Plamenaci
(Markéta Soukupova, Alex Petrova in cooperation with
Veronika Petrova), is on its surface at least a dating sim.
It comes, however, from a very specific place and, we
could guess, a very specific experience. The player must
arrange to meet for a trip and successfully pack their bag.

7  Alan Finlayson et al., ‘Digital Culture Wars: Understanding the Far
Right's Online Powerbase’, Soundings: A Journal of Politics and Culture 81,
no. 81(2022): 43-64.



komentuje jedna z autorek: ,Podafilo se mi vyhrat, ale vyhrat
je prosteé prilis tézké a pravdépodobné to vyslo, protoze
jsem védéla (se seznamem véci v ruce), co do tasky sbalit.”®
Zkusenost, kterou tato hra simuluje, je natolik specificka,
ze zpétné analyzovat jeji logiku by znamenalo pIné se vzit
do subjektivity autorek. Hra Underpaid (2019) je dalsim
ztvarnénim specifické zkusenosti svych tvarkyn, v tomto
pfipadé pracovnich podminek dnesniho kapitalismu. Hraci
se stavaji nizkopfijmovymi délniky v obludném systému

a hraji hru s cilem utkat se v nepratelském prostredi bézné
kancelarské budovy o zlomek slibené mzdy. Obé hry si
pohravaji s myslenkou umoznit hraci néjak se pricinit, nikdy
k tomu vSak nedojde.

V mensi mife toto najdeme ve hie Democratic Socialism
Simulator (2020) z dilny Molleindustria, ktera je zamérena
predevsim na autorovu kritiku simulator(. Ackoli je hra
prezentovana jako mnohem hratelnéjsi a zabavnéjsi,

uspéch v ni stale zavisi na prijeti autorova postoje a jednani
v souladu s jeho hodnocenim a naprogramovanymi
politickymi koncepty.? Hra je didakticka - ma rozsifit hracav
obzor a ukazat, co vse je politicky mozné - a jeji hrdinové

i antagonisté, jejichz radam byste zaroven méli i neméli
vérit, maji jasné rysy. Hra Nely Pietrové a Ondieje Trhoné
No Body is Born Clean (2022) odmita antagonistické pojeti
a hraci naopak umoznuje pomalu prozkoumat a postupné
zacit s komunikovat s monstry. Hrac¢ zaroven narazi mj. na
Jtoxickeé latky, cizi tkané, organismy v riznych stadiich rlstu
a metamorfozy”. Obludnost je ve hfe No Body is Born Clean
stfedobodem hracského zazitku, zaroven je nepostizitelna

a umoznuje vidét monstrum jako svobodného aktéra ¢i subjekt
hry, a nikoliv jako antagonistu nebo pocitacového druhého.

Na podobném principu funguje také hra Take The Moonlight
By The Tail (2021) vyvojare*ky Umy Breakdown, ktera
omezuje hracskou interakci na minimum a explicitné spojuje
rozhodnuti béhem hry se svobodnou vali hrace, kdyz mu
§éf néco nafridi, ale on musi zaroven platit ucty. V jediné
cesté hrou - ,Podle mé je pohyb vpred jedina moznost
urcité/mozna” - jsou opakované prekracovany hranice

mezi osobnosti hrace a témi druhymi. Technologie, druhy
spole¢nikl a démonicka posedlost, to vée zasahuje do

hlasu a identity postavy vypravéce. Monstra a obludnost
nejsou nécim nepratelskym zvenci, nybrz nasi soucasti.
Prijeti abjekce spousti proces, kdy se lidstvo prestava jevit
jako néco, co je tfeba zachovat, ale naopak s sebou nese
myslenku toho, ze mizeme pecovat a nechat o sebe pecovat
nékym, kdo neni jako my. Toto mize byt zpGsob, jak na

nasi cesté postoupit dale. Jak fika postava ve filmu Bruny
Fiondy, Polly Gladwin a Zacha Mack-Natafy The Mark of
Lillith (1986): ,Nez abychom z téchto monster délali obétni
beranky, méli bychom si radé&ji uvédomit, ze stoji v prvni linii
a bori normy, které nas utlacuji.”"®

John Hill
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To view this sim as training for successful real-world bag
packing would, of course, be absurd. As one of the authors
comments “i was able to win, but winning is just too tooo
hard and i probably won because i knew (as author of the
packing list) what should be in thw bag.”® The experience
that this game simulates is so specific, that to reverse
engineer its logic would be to fully inhabit the subjectivity
of the author. Underpaid (2019) is another rendering of

a specific experience of its makers, the labour conditions
of today’s capitalism. Players become low paid workers

in a monstrous system, playing the game to compete for

a fraction of the promised wage in a hostile environment
of generic office building. Both games play with the idea of
agency, never giving it over fully to the player.

This is true, to a lesser extent, in Molleindistria’s Democratic
Socialism Simulator (2020), a game built with the

author’s critique of sims foremost in the mind. Though
packaged as a much more playable, much more enjoyable
game, success is still dependent on adopting the

author’s position, and acting according to their evaluation
and encoding of real-world politics and policies®.

It's didactic - intended to expand the player’s horizon of what
might be politically possible - and the heroes and villains,
whose advice you should and shouldn’t trust, are clear.

Nela Pietrova and Ondiej Trhon's No Body is Born Clean
(2022) rejects an antagonistic mechanic, rather allowing
slow exploration and communication with the monsters

the players to encounter: “toxic substances, foreign tissues,
organisms in various stages of growth and metamorphosis”.
The monstrous in No Body is Born Clean is at the heart of
player experience but at the same time elusive, positioning
the monsters as emancipated actors, the subjects of the
game, rather than antagonist or computable others.

In a similar way, Uma Breakdown’s Take The Moonlight By
The Tail (2021) reduces interaction to a minimum, explicitly
linking choice within the game to the free will you have when
your boss tells you to do something and you have bills to
pay. In the single path through the game - “I think forward is
the only options certainly/maybe” - boundaries between the
self and the other are repeatedly transgressed. Technology,
companion species and demonic possession all encroach on
the voice and identity of the narrator character. The monster
and the monstrous are not a hostile outside, but part of us. The
embracing of abjection begins the process where humanity
stops seeming like the thing that must be preserved above all
else, and taking care of and being taken care of by things that
are not like us might be the way we progress on a journey. As
the character says in Bruna Fionda, Polly Gladwin and Zach
Mack-Nataf's The Mark of Lillith (1986) “Rather than turning
these monsters into scapegoats, we should realise that they're
on the front line smashing the norms that oppress us.”"°

John Hill

8  ‘Dykes on Hykes by Ruzovi Plamenaci’, itch.io, accessed 21 November
2022, www.ruzoviplamenaci.itch.io/dykes-on-hykes.
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socialism-simulator-release-notes/.

10 Available as part of ‘Little Deaths’, Another Screen, 30 October 2022,
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EARTHLY SURVIVAL: PREDBEZNA STUDIE
HERNICH MONSTER

Alfie Bown v knize Playstation Dreamworld srovnava
soucasné digitalni hry s komercnimi hernami z pocatku

20. stoleti. Digitalni hry jsou mimo jiné oslavou touhy po
nepolapitelnych predmétech a jen stézi dostizitelnych
cilech. Hraci se ponoti do digitalniho svéta, ktery ovlivhuje
jejich individualitu a kritické postoje. Algoritmicka pravidla
vytvareji strukturu opakujicich se jednani, ktera hrace
navadi ke zlepSovani svych schopnosti a ziskavani zdroja,

a funguje jako alegorie kapitalistického vykofistovani
prace, niceni prirody, rozkladu a individualizace spoleCnosti
s vidinou abstraktni odmény. Uméleckym zkoumanim
moznych alternativ média digitalnich her vznika zanr nové
herni avantgardy, ktera dokaze ideologické algoritmy her
rozvratit a mechanismus fungovani média vyuzit kriticky

a subverzivné. Vystava Earthly Survival si klade za cil
prozkoumat nové strategie digitalnich her, jejich vyvoje

a kooperativniho hrani, a zaroven nastinit popis principa,
podle nichz mohou vyvojari, umélci i hraci pfistupovat

k témto hram kriticky. Jednim z vychodisek muze byt boj
proti imerzi a ideologickému pojeti interaktivity, kde se za
iluzi svobody skryvaji rigidni pravidla, a naopak védoma
konfrontace monstra algoritmické simulace a vyvolani hrizy
pramenici z nesouladu mezi simulaci a AFK svétem, ktery se
snazi modelovat.

Na pozadi téchto myslenek predstavuje Earthly Survival
vybrané umélce pracujici s médiem pocitacovych her
na pomezi pohyblivého obrazu, interaktivity, aktivismu
a politiky. Prisec¢ikem vybranych dél je v tomto pfipadé
kriticky obrat v chapani herniho média.

V prvni ¢asti eseje definuji termin interpelace, ktery zavedl|
Louis Althusser, a jeho mozné aplikace na digitalni hry.
Touto cestou budu v eseji zkoumat interpelaci ve vztahu

k pojeti monster a obludnosti v hernich studiich. Treti Cast
je stru¢nou pripadovou studii hry Death Stranding 2019

na zakladé téchto tezi, po niz nasleduji pripadové studie
subverzivnich strategii pouzitych umélci ucastnicimi se
zminéné vystavy.

Prvni otazka této eseje zkouma, zda nase identity a avatari
také podléhaji ideologiim algoritm ¢i tzv. pocitacovym
druhym, zda se vztahuji na monstra, ktera zabijime nebo
ktera zabijeji nas, a pokud ano, jestli mizeme navrhnout
lepsi strategie, jak témto pocitacovym druhym celit.

ZPUSOBY INTERPELACE VE HRE

Louis Althusser, vlivny marxisticky filozof 20. stoleti, zaved|
v roce 1970 ve své eseji Ideology and Ideological State
Apparatuses termin ideologicka interpelace. Definuje jim
moment, kdy jsme v urcitém obdobi vystaveni politice

a ideologiim statu, napriklad vyuka ve Skole nebo sledovani
televiznich seriall, a kdy pozname, ze jsme subjekty

v ramci takto interpelované ideologie. Jeji pravidla, premisy
a normativni soudy poté postupné zacneme uznavat za

sveé vlastni. Abych parafrazoval Althussera, je to presné

ten okamzik, kdy nas ucitel zakrici na celou tridu ,Hej, ty!”
a my se okamzité otoCime a jsme pripraveni vysvétlit své
chovani.

EARTHLY SURVIVAL: MONSTROUS GAMES
PRELIMINARY RESEARCH

In Playstation Dreamworld, Alfie Bown compares
contemporary digital games to early 20*-century
commercial arcades. Digital games are, among other
things, a celebration of the desire for elusive objects

and objectives that we can never really reach. Players

are immersed in a digital world that affects their
individuality and critical attitudes: Algorithmic rules
structure repetitive actions that guide players to enhance
their abilities and gain resources, acting as allegories of
capitalist exploitation of labour, nature, and society and

its individualization of abstract reward. To explore their
possible alternatives, artistic explorations of the medium
of digital games are defining a genre of new avant-garde
gaming that can subvert the ideological algorithms of
games and use the mechanics of the medium critically and
subversively. The exhibition Earthly Survival aims to explore
the new strategies of digital games, collaborative playing,
and game development and to outline a description of the
principles by which developers, artists, and players can
approach the medium of games critically. Perhaps the idea
is to work against immersion and the ideological notion

of interactivity - where the illusions of freedom hide rigid
rules - and instead consciously confront the monsters of
algorithmic simulation - the terror that comes from the
mismatch between the simulation and the AFK world it
tries to model.

Against the backdrop of these ideas, Earthly Survival presents
selected artists working with the medium of computer games
on the edge of the moving image, interactivity, activism, and
politics. The connecting point of the selected works here is

a critical turn toward the gaming medium.

In the first part of the essay | will describe the term
interpellation coined by Louis Althusser and its possible
modes in digital games. Against this backdrop the essay will
examine interpellation with the notion of monstrous in game
studies. The third section is a brief case study of a game
Death Stranding 2019 against backdrop of these theses,
followed by case studies of subversive strategies used by
the artist participating in the exhibition.

The first question of this essay asks whether our identities
and avatars are also subject to the ideologies of the
algorithmic or computable other, apply to the monsters
we kill or are killed by, and if so how can we devise better
strategies to face our computable other?

MODES OF GAME INTERPELLATION

In the 1970 essay Ideology and Ideological State
Apparatuses, Louis Althusser, an influential 20th-

century Marxist philosopher, coined the term ideological
interpellation. It describes a moment when we are being
exposed to politics and ideologies of the state during

a specific period, such as learning in school or watching
television series, until we recognize ourselves as being
subjects within the interpellated ideology. We slowly start to
recognize its rules, premises, and normative judgments as
our own. To paraphrase Althusser, it is exactly the moment



Digitalni hry, které se v prvnich desetiletich 21. stoleti staly
nedilnou soucasti popularni kultury, jsou ideologickymi
nastroji interpelace v novém smyslu, vyuzivajicimi
interaktivni mechanismy specifické pro dané médium.
Vyvojari her i umélci umoznuji hra¢im pohybovat se

v prostiedich, ktera jsou pfedem striktné nadefinovana

a maji pevny scénar, a zaroven vyuzivaji iluzi kontroly

a svobody. Hraci vsak maji k dispozici pouze koneény
soubor moznosti - kam se vydat dale, jakou otazku

polozit, jakého avatara si vybrat nebo jak zabit nepratelské
monstrum. Rozhodnuti o tom, jak tyto cesty postavit a jak
utvaret jejich abstraktni vyznam, jsou témér vyhradné na
hernich vyvojarich, umélcich, rezisérech nebo firemnich
manazerech. Pravé v tomto smyslu Ize hry chapat jako
soucast Althusserova kulturniho (/iteratura, umeéni, sport)

i komunikacniho (v€etné tisku, rozhlasu, televize ¢i dnesnich
socialnich médii) ideologického statniho aparatu. (Althusser,
1970)

Na zakladé téchto predpokladi mGzeme pro potfeby této
eseje nacrtnout tfi zplsoby herni interpelace: (1) pravidla
hry - mechanismy a cesty, (2) ,ti druzi” ve hie - nepratelé
a monstra, a kone¢né (3) hrani samotné a vyména
vyslednych hodnot v hernim algoritmu - zpUsob, jakym ve
hie dochazi k postupu diky praci, obchodovani, a nakonec
také vyhre.

Matt Garite, americky literarni védec zamérfujici se na
kritickou teorii a marxismus, ve svém clanku The Ideology of
Interactivity[1] z roku 2003 publikovaném v zurnalu DiGRA
pristupuje k pojmu herni interaktivity z hlediska interpelace
podobnym zplsobem. Herni interaktivita je ,souborem
pozadavk( vynucujicich hracovo chovani”, ¢imz vytvari
agresivni rozhrani zalozené na repetitivni praci hraca,

které funguje jako nastroj takové ideologie. V kone¢ném
disledku je podle Gariteho nutné rozbit mytus o hrach

jako prostredku prosté apolitické zabavy a vnimat je jako
prostfedky ideologické prace jejich hraca. Spolu s apelem
na rozvraceni ideologie her tedy mizeme Gariteho text
vnimat jako pokus o jejich afirmaci a zalozeni jisté formy
politické prace na jejich zakladé.

Popularni hry vytvareji své narativy a celkovou atmosféru
pravé kolem téchto zpisobU interpelace. Neni tieba
dodavat, ze politicka rétorika ideologii obsazenych

v popularnich hrach soucasnosti se vytvari kolem ideji
vladnouci tfidy a primyslu (viz Marx a Engels, Némecka
ideologie, 1845). Zaroven vsak interpelaci v digitalnich
hrach dopliuji jeji negace: subverzivni myslenky a strategie
vyskytujici se v uméleckych a nezavislych hrach, které
hrace také interpeluji, ale vétSinou v opacnych vektorech.
Interpelace mize sméfovat jak k emancipaci, tak k odcizeni.
V navaznosti na prvni otazku lze tedy shrnout, ze nemusime
odmitat herni médium ani jeho zpusoby interpelace. Naopak
bychom na nich méli stavét a zaroven si byt védomi jejich
politiky.

JSME PRACUJICI MONSTRA?

Zpusoby herni interpelace vytvareji abstraktni vyznam hry.
Pravidla hry uréuji tempo, jakym objevujeme herni svéty,

a také rizné druhy usili, které je treba vynaloZit na pohyb
v hernim prostoru. Mezi né patfi prosty pohyb po mapé

when our teacher shouts to the whole class “Hey you!” and
we turn instantly, ready to explain ourselves.

Digital games, which have become a central part of popular
culture during the first decades of the 21st century, are
ideological interpellation tools in a new sense, using
medium-specific interactive mechanics. Game developers
and artists allow the players to move through strictly pre-
defined and pre-scripted environments, while at the same
time employing the illusion of control and freedom. But

on the contrary, players are given a finite set of choices -
where to turn next, which question to ask, what avatar to
take on, or how to kill the opposing monster. The decisions
on how to build those pathways, and how to shape their
abstract meaning are almost solely those of the game
developers, artists, directors, or corporate managers.

In this very sense, games can be understood as being

part of both Althusser’s cultural (literature, arts, sports)
and communications (including press, radio, television,

or today's social media) /deological state apparatuses.
(Althusser, 1970)

Based on these premises we can sketch out three modes of
game-specific interpellation for the needs of this essay: (1)
game rules - mechanics and pathways, (2) the game's other
- the enemies and monsters, and finally (3) game work and
exchange of resulting values in the game algorithm - the
way we labour and trade our progress in the game to win.

In his 2003 DiGRA paper The Ideology of Interactivity[1]
Matt Garite, an American literature scholar focusing

on critical theory and Marxism, approaches the notion

of game interactivity from the point of interpellation in

a similar way. Game interactivity is a “series of demands,
disciplining player behavior”, thus building an aggressive
interface based on a players’ repetitive work as a medium
of its ideology. Ultimately, Garite argues, it is necessary

to dismantle the myth of games as a means for simple
apolitical entertainment and to embrace them as machines
that frame the ideological work of players. Along with the
demand to subvert the game ideology, we can therefore see
Garite’'s demand as an attempt to affirm them and work
politically on their basis.

Popular games construct their narratives and the general
atmosphere around those sums of modes of interpellation.
Needless to say, the political rhetoric of ideologies present
in contemporary popular games is constructed around
ideas of the ruling class and industry (see Marx and
Engels, The German Ideology, 1845). But at the same time
interpellation in digital games is complemented by its
negations: subversive ideas and strategies found in artistic
and independent games, which too interpellate the gamers,
but mostly in opposite vectors. Interpellation can aim at
both emancipatory and alienating vectors. To conclude the
first question, we don’t need to reject the game medium or
its interpellation modes. Instead, we should build on them
while being aware of their politics.

ARE WE LABOURING MONSTERS?

Modes of game interpellation construct the game’s abstract
meaning; game rules define the pace at which we discover



nebo snaha nashromazdit dostatek hodnot a sménit je

na vnitinim hernim trhu za postup ve hre.[2] Je napadné,
ze ve vétsiné popularnich her prehravame alegorie prace
v realném svété. Napriklad ve hie Death Stranding 2019
hrajeme za kuryra (v originale ,porter”), ktery dorucuje
baliky po postapokalyptické Americe. Stejné tak v pripadé
hry Elden Ring 2022, kde pracujeme, abychom postupné
nashromazdili dostatecny pocet run (herni mény) a zlepsili
své bojové dovednosti, dokud neporazime vSechny bossy
a hru nakonec nevyhrajeme. Druha otazka, kterou si

tato esej klade, se vztahuje k tomu, zda jsme v tomto
pripadé také pracujici monstra. Pokud ano, pro¢ mame

i po kazdodenni praci tendenci se vecer ke hram vracet,
abychom vykonavali dalsi, tentokrat alegorickou praci?
Vypovida to jen o jistém odcizeni nasi realné prace, nebo
jde o hledani novych narativnich a hernich strategii vné
omezené vize dnesniho kapitalismu?

Abychom mohli zodpovédét otazku, zda jsme i my pracujicimi
monstry, musime si udélat exkurz do teorie her. V navaznosti
na ceského badatele v oboru hernich studii Jaroslava

Svelcha Ize monstra ve hrach chapat jako tzv. poéitacové
druhé (computational other) a nositele specifickych

ideologii (Always Already Monsters, 2019). Pfi hrani mnoha
popularnich tituld, jako je napfiklad pokracovani série Doom
1993, Hades 2020 nebo Elden Ring, musime zabijet a nicit
rizné pocitacem ovladané nepratele a monstra, abychom
prezili kazdou dalsi herni fazi. Ale co kdyz nejsme jen hraci
snazici se prezit? Mozna nas herni mechanismus interpeluje,
abychom se stali jinym druhem monstra - obludnymi délniky,
ktefi jsou vzdy pfipraveni redukovat svét kolem sebe na
hodnoty a abstrakce. Tuto chmurnou vizi analyzuji z pohledu
prace jako prostredku preziti v nepratelskych hernich
svétech, jako jsou ty ve hrach Cult of the Lamb 2022 ¢i Don't
Starve Together 2016. Prace je ve hrach mechanismem nasi
interpelace v hernich cyklech.

V pripadé hernich monster vSak neexistuje pouze jeden
pohled. Subverzivni narativy her Death Stranding nebo
Elden Ring CasteCné tuto otazku resi pravé naopak. V jejich
narativech jsme monstry my sami. Jako hraci zasahujeme
do apokalyptickych rovnovah posthumanistickych svétd,
zasahujeme do jejich politiky, a pfitom nevime, jaky bude
vysledek. Vidime, ze monstra mohou zvitézit a ze to mlze
byt dobre.

Podle Svelchovy analyzy hry Bioshock 2007 jsou herni
monstra nejen redukovana na hodnoty svym provedenim,
ale i tim, ze se nezabyvaji dehumanizujicim aspektem
pocitacem ovladanych postav:

Moje analyza [Bioshocku] ukazala, ze NPC jsou castecné
obludné od samého pocatku a automaticky, nikoli pouze
vdisledku védomé &i nevédomeé volby herniho designu. Spise
nez se ptat, jak hry dehumanizuji lidi (nebo skupiny lidi), se
zamerme spise na to, jak hry humanizuji (nebo nedokazi
humanizovat) pocitacové druhé. Analyza nepratelskych
monster je zasadni pro studium reprezentace vsech nepratel
ve videohrach, protoZe predstavuji dulezity reprezentativni
vzorek téchto poéitadovych druhych. (SVELCH, 2019, 271.)

Abychom prekonali zjednodusSujici pojeti postavy monstra,
musime najit nové ramce - nastroje a narativy, které lze
vyuzit, abychom prezili a vymezili sebe samé vici jinakosti

game worlds and the various kinds of efforts required

to navigate the game space. These are conferred to

players either by simply moving around the map or by

trying to accumulate critical value and exchange it on the
game’s inner market towards the game'’s progress.[2] It

is striking that in most popular games we are replaying
allegories of real-world labour. For example, in Death
Stranding 2019 we play a courier or ‘porter’ delivering
packages across post-apocalyptic America. Similarly

while playing Elden Ring 2022 we are labouring to slowly
accumulate a critical number of runes (its in-game currency)
and improve our fighting skills until we can defeat all bosses
and finally win the game. The second question this essay
asks is whether we are also labouring monsters? If so, why
even after our daily work, do we tend to return to the games
in the evening to do further, this time allegorical, labour?

Is this simply saying something about alienated conditions
of our real labour or is it a question of finding a new
narrative and gaming strategies outside of narrow visions of
today’s capitalism?

To answer the question if we too are labouring monsters, we
need to take a quick tour inside the game studies. Following
Czech game studies scholar Jaroslav Svelch’s, game monsers
can be understood as computable others and bearers of
specific ideologies (Always Already Monsters, 2019). During
the gameplay of many popular titles - such as Doom series
1993 ongoing, Hades 2020, or Elden Ring - we are required
to kill and destroy various computable enemies and monsters
to survive through the game phases. But what if we are

not just gamers trying to survive? Maybe we are being
interpellated by the game mechanics to become another kind
of monster. Monstrous labourers always ready to reduce the
world around us to values and abstractions. This grim vision
is being addressed from the view of labour as a means of
survival in hostile game worlds such as those of Cult of the
Lamb 2022 or Don’t Starve Together 2016. The game labour
is a mechanism of our interpellation in game cycles.

The case of game monsters is not one-sided though.
Subversive narratives of Death Stranding or Elden Ring are
partly answering the question in inverse. In their narratives we
are ourselves monsters. As players we are interfering with the
apocalyptic equilibriums of the post-human worlds, interfering
with their politics with an unpredictable result. We can see
that monsters could win over, and it could be a good thing.

According to Svelch’s analysis of Bioshock 2007 game
monsters are not only reduced to values by design but
by failing to address the dehumanizing aspect of the
computable:

My [Bioshock] analysis has shown that NPCs are partially
monstrous from the outset and by default, not only as

a result of conscious or unconscious design choices. Rather
than asking how games dehumanize people (or groups of
people), we can ask how they humanize (or fail to humanize)
computational others. As they constitute a baseline for the
representation of computational others, analyzing hostile
monsters is therefore essential to the study of representation
of all enemies in video games. (SVELCH, 2019, 271.)

To overcome the simplifying notion of the monstrous other
we need to find out new frameworks: tools and narratives



pocitacovych druhych. Tvrdim, ze abychom tyto ramce
definovali, musime se zabyvat socialné-politickym pozadim,
na zakladé néhoz dané pracovni narativy ve hrach vznikaji.
VétSina her je postavena na pozadi zdanlivé pozitivnich
ekonomickych konceptl neoliberalniho kapitalismu
(Animal Crossing: New Horizons 2020), definovanych

iluzi svobody volby jednotlivce na volném trhu. Negativné
prezentovanym ekonomickym konceptem byva obvykle
néjaka forma feudalni dystopie (Doom, Hades, Cult of

the Lamb), pustina bez zivota (Elden Ring) ¢i hromadné
vymirani na planeté (Death Stranding). Ve hrach se bud
snazime zvratit rovnovahu takovéto dystopie, nebo udrzet
rovnovahu fiktivniho herniho trhu. Obvykle chybi politicky
aspekt alternativy a spekulace, pficemz alternativou je
mysleno zahrnuti ekologickych, queer, emancipacnich,
posthumanistickych a dal$ich narativi nebo prosté
odmitnuti kapitalistického zpisobu hernich pracovnich
cykld. Moznost na chvili se zastavit a obratit nase herni cile,
diskutovat s nasimi protivniky a prehodnotit nas budouci
program. Death Stranding je jednou z mala her, které nam
umoznuji pozastavit hru jak na urovni samotného hrani, tak
na urovni jejiho narativu.

PRIPADOVA STUDIE - STAT SE MONSTREM VE HRE
DEATH STRANDING

Death Stranding je sci-fi hra od vyvojari ze studia Kojima
Productions, které vede slavny tvirce her Hideo Kodzima.
Hra pracuje se slozitym narativem vyuzivajicim alegorii
monster, ktera se neustale prolinaji s hrdiny i antagonisty.
Zakladni herni mechanismy Death Stranding spocivaji

v opakovaném dorucovani zasob a zasilek napfri¢c Amerikou
znic¢enou blizici se hrozbou smrtelné apokalypsy - Sestym
hromadnym vymiranim, které s sebou nese zménu zivotniho
prostredi, nici americka mésta, ozivuje mrtvé, vybiji celé
populace lidi a redefinuje socialni interakce mezi prezivsimi,
ktefi se skryvaji vétSinou v nékolika uzavienych méstech

a bunkrech. Hracova postava a hrdina Sam Porter Bridges
ma za ukol znovu propojit prezivsi v ramci chiralni sité, coz
je sit umoznujici pfenos hmotnych dat a vytvareni riiznych
komodit. Jako takova vyuziva fiktivni herni pfirodni zdroj
chirarium, které se vyskytuje pfi tzv. Casodestich (timefalls)
béhem jiz zminénych hromadnych vymirani. Jedna se

o formu smrticich destl urychlujicich rozpad zivé hmoty.[3]
Sam je pfitom odkazan na pomoc mnoha dalsich hernich
postav. Za vSechny jmenujme napriklad soukromou kuryrku
Fragile se schopnosti teleportovat se po celé Americe

nebo Samovu duchovni radkyni Amelii. Hraci jsou pfi
putovani po herni mapé do znacné miry zavisli na vyuzivani
nejriznéjsich technologii, pfedevsim tzv. propojenych plodd
(Bridge Babies) - nenarozenych a polomrtvych détech
uchovavanych v prenosnych nadobach pripominajicich
inkubatory, které jsou pfipojeny k oblekim kuryr.
Propojené plody umoznuji nosi¢im vycitit monstra Sestého
vymirani - v Ceske lokalizaci tzv. vyplavené véci (Beached
Things) -, ktera na Sama béhem hry atoci. Hlavnim cilem
hry je propojit prezivsi prostfednictvim zasilek, projit
Ameriku od vychodniho po zapadni pobrezi, pripojit
zbyvajici mésta do sité, a umoznit tak obnovu statu.

Ke konci hry se hlavnimu hrdinovi Samu Porterovi Bridgesovi,
ktery pracuje pro dodavatelskou a politickou organizaci UCA
(United Cities of America), kone¢né podafi propojit nékolik

- we can use to survive and to redefine ourselves outside
of the computational otherness. | would argue that to
define these frameworks, we need to address the socio-
political backgrounds on which the labour narratives

are built in gaming. Most of the games are built on the
positive backdrop economic frameworks of neoliberal
capitalism (Animal Crossing: New Horizons 2020), defined
by the illusion of actor freedom to choose on the free
market. The negative backdrop is usually some form of
feudal dystopia (Doom, Hades, Cult of the Lamb), lifeless
wasteland (Elden Ring) - or planetary extinction (Death
Stranding). In games, we are either labouring to reverse
the equilibrium of dystopia or to maintain the equilibrium
of the game’s fictional market. What is usually missing

is a political aspect of alternative and speculation - the
alternative of including ecological, queer, emancipatory,
post-human, and other narratives or simply rejecting

the capitalist mode of game labor cycles. The possibility
to pause for a moment and inverse our game goals; the
possibility to discuss with our antagonists and rethink
our future agenda. Death Stranding is one of a few games
allowing us to pause both on the level of the gameplay and
on the level of the narrative.

CASE STUDY - BECOMING A MONSTER IN DEATH
STRANDING

Death Stranding, is a sci-fi game by developers from Kojima
Productions, led by the famous game auteur Hideo Kojima,
works with an intricate narrative using the allegory of
monsters blending constantly its heroes and antagonists.
The core game mechanics of Death Stranding are simply
about repetitively delivering supplies and orders across an
America destroyed by the approach of death stranding -

the sixth mass extinction, bringing about an environmental
change, destroying America’s cities, and bringing back dead,
causing large explosions of dying and redefining the social
interactions between the mostly stranded survivors hiding in
a few closed cities and bunkers. The player’s character and
hero Sam Porter Bridges aims to reconnect the survivors

in a Chiral network - a network allowing transferring of
material data and printing various commodities, using the
game'’s fictional resource chirarium which appears after
death stranding time falls - rains accelerating decay of
living matter.[3] To do this Sam is dependant on help from
many other game characters. A private porter Fragile with
an ability to teleport over America, or Sam’s spiritual guide
Amelie, to name two. Players are heavily dependent on

using technology to traverse the game map, most notably on
Bridge Babies: unborn and half-dead babies kept in portable
containers, resembling incubators, connected to porters’
suits. Bridge Babies are allowing porters to sense the sixth
extinction monsters - Beached Things which attack Sam
during the gameplay. The game’s main goal is to connect
with the survivors via deliveries and traverse America from
the east to the west coast to connect the remaining cities
into the network allowing the rebuilding of the state.

Towards the end of the game, the main protagonist, Sam
Porter Bridges working for delivery and political organization
UCA - United Cities of America, finally manages to connect
the few remaining cities and bunkers of the game’s America
in a Chiral Network. In this moment, Sam’s main



zbyvajicich mést a bunkrd herni verze Ameriky do chiralni
sité. V tomto okamziku se v§ak Sam bolestné zamysli nad
hlavnim rozporem: Stalo za to oZivit starou Ameriku? Sesté
hromadné vymirani je pomyslnym hlavnim antagonistou
hry Death Stranding, a to v abstraktni i obrazné roviné.
Smrtici zména zivotniho prostredi, onen death stranding, je
zaroven prirodni katastrofou, ktera zpfetrhava vazby napfic
odlouc¢enymi lidmi, zptsobuje vymirani véech forem zivota,
a zaroven je v podobé postavy Amelie politickou tragédii.

Vytvareni propojenych plodu je ve hre alegorii pfirody

i vykofistovani prace. Je pfimo zptsobeno vymiranim,

ale zaroven je logickym vyusténim nékdejsi americké
vykoristovatelské kapitalistické logiky. Ekonomicky systém
je sam o sobé monstrem, s nimz je treba se vyporadat,

a tak se pred zavérecnymi titulky Sam Bridges po
znovuvybudovani propojené Ameriky rozhodne z (nyni

jiz obludné) UCA odejit a vraci se ke svému nékdejSimu
samotafskému zpUsobu zivota se svym propojenym plodem.
V jistém smyslu tedy invertuje svou identitu, pfijima ono
obludné vnitfni monstrum v sobé samém, a zaroven odmita

Sam Porter vSak podle herniho narativu bohuzel neodmita
pouze vykotistovani propojenych plodi UCA, ale také celou
politiku a spole¢nost. Sam plné prijima sva monstra, ale
zaroven odmita novou, obludnou politiku statu UCA. Naproti
tomu Fragile, dalsi herni postava stojici v ¢ele druhé nejvétsi
dodavatelské spoleénosti, ma lepsi plan. Rozhodne se zlstat
v politice UCA a pokusi se o subverzi novych americkych
narativ.

Jaroslav Svelch ve své pripravované knize Player vs. Monster
tvrdi, Ze se také stavame monstry sobé navzajem, a sice
kvuli neschopnosti se distancovat, ale také kvdili ,ontologii
nepfritele”.

Ve skutecnosti jsme to my, kdo je monstrem vuci sobé
navzajem, viuci ostatnim druhdm a prirodé obecné. Tento
prvni rozpor Ize nazvat neschopnosti se distancovat, kdy
subjekt nedokaze odlisit sam sebe od monstra. Hrdina se
stava obludnym, zatimco monstra ziskavaji na sympatiich.
Ontologie nepfritele dale predpoklada, ze nepratelska postava
je vypocitatelna a Ize ji zacilit. Soucasné hrozby vsak nelze
znicit konvencnimi zbranémi. Posthumanisticka obludnost
muze byt natolik nepostizitelna, sloZita nebo netecna, az se
ztraci z dohledu a vyhyba konfrontaci. Tento rozpor mizeme
nazvat selhanim angazovanosti, nebot subjekt neni schopen
monstrum jakkoli zapojit. (SVELCH, Player vs. Monster,
2023,107-108.)

Chceme-li prezit jako monstra a proti nim, musime prijmout
podobné syntetické strategie subverze a politickych narativd.
Synteticky pfistup mize vyuzivat jak pozitivni, tak negativni
zpUsoby interpelace. NiZe popsané strategie umélct mohou
poskytnout hrubé obrysy toho, jak pristupovat k hernimu
médiu a monstrim v ném obsazenych.

VICE NEZ MONSTRUM - KONCEPT SPOLECNE HRY

Democratic Socialism Simulator z roku 2020 je manazerska
hra z oblasti politickych reforem, kterou vytvofil italsky
herni umélec, aktivista a vyvojar Paolo Pedercini znamy

contradiction returns painfully: was the old America worth
reviving? The sixth mass extinction is Death Stranding’s main
antagonist, on both abstract and figurative levels. The
environmental change - death stranding - is at the same time
a natural disaster, severing ties across disconnected people
and causing the extinction of all life forms, while in the form
of Amelie’s character being a political tragedy.

The creation of bridge babies is the game's allegory for
both nature and labour exploitation - directly caused by the
extinction, but at the same time being a logical conclusion
of former America’s exploitative capitalist logic. The
economic system is itself a monster that needs to be dealt
with, thus before the final titles of the game, after rebuilding
connected America, Sam Bridges decides to reject (now
monstrous) UCA and departs to live his former solitaire
way of life with his Bridge Baby. In a certain sense, he also
inverses his identity, accepting his inner monstrous-other
while rejecting the past exploitation.

Sadly, in the game’s narrative logic Sam Porter is not only
rejecting the exploitation of the UCA bridge babies, he

is also rejecting the whole of politics and society. Sam is
fully embracing his monsters - but, at the same time, he

is rejecting the new politics of a monstrous UCA state. In
contrast, Fragile, another game character and a leader of
the second-largest delivery company, has a better plan. She
decides to stay in the politics of UCA and try to subvert new
American narratives.

Similarly, in his upcoming book Player vs. Monster, Jaroslav
Svelch argues that we are becoming monsters to each other
due to the failure of distancing and due to the “ontology of
the enemy”.

In fact, it is we who are monsters to each other, to other
species, and to nature more broadly. This first contradiction
can be called afailure of distancing, as the subject cannot tell
itself from the monster; the hero becomes monstrous while
the monsters become sympathetic. Second, the ontology of
the enemy presupposes that a hostile being is within reach of
calculation and targeting. But contemporary threats cannot be
destroyed by conventional weaponry. Posthuman monstrosity
may be so elusive, complex, or indifferent that it avoids scrutiny
and confrontation. We can call this contradiction a failure of
engagement, as the subject is unable to engage the monster.
(SVELCH, Player vs. Monster, 2023, 107-108.)

If we are to survive as and against monsters, we need

to embrace similar synthetic strategies of subversion

and political narratives. The synthetic approach may use
both positive and negative modes of interpellation. Artist
strategies described further may provide practical outlines on
how to approach the game medium engaging with monsters.

MORE THAN MONSTROUS, OUTLINING PLAYING WITH

Democratic Socialism Simulator from 2020, is a political
reform management game by ltalian game artist, activist,
and developer Paolo Pedercini known as Molleindustria.
[4] In the game you are taking a role of newly elected

US socialist president, aiming to push leftist agendas
resembling those of Bernie Sanders. Each turn you are



jako Molleindustria.[4] Ve hie se hraci a hracky ujimaji

role nové zvoleného socialistického prezidenta USA, jehoz
cilem je prosazovat levicovou politiku pfipominajici volebni
programy Bernieho Sanderse. V kazdém kole ho ¢eka
hlasovani o podpore nebo zamitnuti programu navrzeného
jednim z vasich zvifecich poradct. Rozhoduje se také pro
kroky schvalované volici, prosazuje radikalni politiku, bojuje
proti klimatickym zménam a udrzuje vyrovnany rozpocet,
pricemz se snazi prosazovat takovou agendu, ktera odpovida
jeho ideologickému zaméfeni. Mize si vyzkouset fadu

cest a simulaci véetné celého spektra ideologii a sméra,

od radikalnich levicovych reforem az po izolacionistickou
konzervativni politiku. Herni monstra a nepratelé jsou politicti
protivnici, které si sam vybere, tj. pokud se rozhodne bojovat
proti soukromému kapitalu, bude ¢elit Zralokim z Wall
Street, ktefi se budou snazit rozdrobit cely jeho rozpocet

a zbavit ho politické moci. Nepratelé se méni podle hracovych
priorit, a hra timto kontruje rozliSovani pocitacovych druhych,
které zname z manazerskych simulatort. Ve hfe Democratic
Socialism Simulator neustale diskutujete, vétsinou hrajete

s pocitacem, svymi poradci nebo volici. Hrajete (spole¢né)

s nimi! Herni prace je realizovana jako série rozhodnuti, coz
je strategie Castecné prevzata ze hry Reigns 2016 vydané
studiem Devolver Digital. Je to hra o hospodareni se zdroji

a balancovani mezi protichidnymi agendami. Zdroje ve

hfe (rozpocet, radikalita, ekologie a skupiny voli¢u) je treba
snizovat nebo zvySovat podle hracova programu, nikoliv je
hromadit. V tomto smyslu hra Democratic Socialism Simulator
vyuziva radikalni alternativy k odcizené herni ekonomice
postavené na fikci kapitalistické akumulace. Monstra

(a humanizovana zvirata), s nimiz se ve hre setkavame, nejsou
loutky ani pocitacovi druzi, jsou to nasi partnefi v diskusi,
ktera je zobrazovana jako demokraticka a politicka. V tomto
smyslu Democratic Socialism Simulator ukazuje moznou
cestu vyvoje politickych her nad ramec ideologie, zaloZzenych
na diskusi a racionalnim poznani.

Dalsi dvé hry ve vystavé - Underpaid 2021 a Dykes On Hykes
2022 od prazské queer umélecké dvojice hernich vyvojarek
Ruzovi Plameriaci (Alex Petrova a Markéta Soukupova) -

se zabyvaji tématy nedostatecné placené manualni prace

a komunikace v blizkych milostnych vztazich. Ve hre
Underpaid se hraci ujimaji prace uklizecky a maji za ukol
uklidit béZnou kancelarskou budovu. Po celou dobu hrani
mohou hraci na obrazovce sledovat svou hodinovou mzdu
300 K¢ za hodinu, coz v dobé psani tohoto textu odpovida
12 EUR. Hraci vSak od zacatku nevédi, Zze je 300 K¢ zaroven
maximalni mzda, kterou mohou za praci ziskat. Ve vétsiné
pripadl nelze praci dokon¢it béhem jedné hodiny a mzda
jim je kracena za to, ze néktera mista zistanou neuklizena.
Underpaid zacina pripominat zbésilou snahu o vyplaceni
alespon zlomku slibené hodinové mzdy. Ironii je, ze se
konecna vySe obdrzené hodinové mzdy a Cas potiebny

k dokonceni prace zaznamenava do vysledkové tabulky.
Underpaid vychazi ze zkuSenosti prace uklize¢ky a RiZovi
Plamenaci popisuji, ze jedinym ,bonusem v této hre a praci
je, Ze si mZzeme pustit nase oblibené hity do sluchatek

a vyjebat s celym systémem.” Hernimi monstry jsou vasi
nadrizeni a politika nedostatecnych odmén za praci, s niz
se vétSina z nas potyka v realném zivoté. Prace ve hre je
$patné placena a Unavna, hraci musi zoufale jezdit sem

a tam pocitacovou mysi, aby véas uklidili kancelaf, coz ma
za nasledek nepfijemné chvéni obrazovky a mozna i mirné
kieCe v zapésti. Kriticka strategie Spatné herni prace pouzita

faced with a vote to support or reject the agenda proposed
by one of your animal advisors. Each turn you decide
between pools of the voter’s approval, pushing radical
agendas, fighting against climate change, and keeping

a balanced state economy, while trying to push agendas
that suit your ideological background. You can experience
a number of pathways and simulated pathways including

a spectrum of ideologies and agendas ranging from radical
leftist reforms to isolationist conservative agendas. Games
monsters and enemies are political counterparts you
choose, i.e., if you choose to fight against private capital,
you will be facing wall street shark trying to ruin your
budget and political power. The characters you are fighting
are changing according to your priorities and in this way
the game confronts the usual difference of computable
other known from management simulators. In Democratic
Socialism Simulator you are always in discussion, you

are mostly playing with the machine and your advisors,

or your voters. You are playing along and with them! The
game labour unfolds in a series of decisions, a strategy
partly borrowed from the game Reigns 2016 published by
Devolver Digital. It is a game of resource management and
balancing between opposing agendas. The resources in the
game (Budget, radicality, ecology and voter pools) are to
be brought down or up, according to the player’s agenda,
rather than accumulated. In this sense Democratic Socialism
Simulator employs radical alternatives to alienated game
economies built on a fiction of capitalist accumulation. The
monsters (and humanised animals) we are facing in the
game are not puppets or computable others, they are our
partners in discussion, which is portrayed as democratic
and political. In this sense Democratic Socialism Simulator
is showing a pathway for political games beyond the
ideologies based on discussion and rational knowledge.

Another two games included in the exhibition Underpaid
2021 and Dykes On Hykes 2022 by Prague-based queer
artistic game duo Ruzovi Plameriaci (Alex Petrova and
Markéta Soukupova), dealing with the themes of underpaid
manual labor and with communication in close romantic
relationships. In Underpaid players take the job of cleaner
and try to clean generic office building. During the whole
gameplay, players can see their hourly wage on the screen -
300 CZK per hour, equivalent to 12 EUR at the time of
writing. What the players don't know from the beginning

is that the 300 CZK is also the maximum wage they can
get for finishing the job. In most cases, they won't be

able to finish in under one hour, and their wages will get
cut for leaving some areas unclean. Underpaid begins to
resemble a frenetic speed run to be paid at least a fraction
of promised hourly wage. The final fraction of hourly wage
received, and time needed to finish the job is ironically
recorded to the game’s high scores. Underpaid is based

on the experience of working as a cleaning lady, Ruzovi
Plamenaci describe that the only “bonus in this game and
work is that you can play our favorite hits on our headphones
and fuck the whole system.” The game monsters are your
superiors, and the politics of labour underpayment which we
are both facing in real life. The game's labour is badly paid
and tedious, players must move the PC mouse frantically
to clean the office on time resulting in a discomforting
screen shake and maybe even mild wrist spasms. The
critical strategy of bad game labour employed in Underpaid,
is directly opposed to the pleasant game flow and labour



ve hie Underpaid je v pfimém protikladu k pfijemnému
pribéhu hry a praci, kterou najdeme v popularnich hrach
jako Animal Crossing. Jako takova je hra subverzivni
interpelaci.

Dykes On Hykes (od tvirkyn Alex Petrové, Markéty
Soukupové a Veroniky Petrové) je hra o divérné
komunikaci ve vztahu. Cilem hry je Uspésné se pripravit
na vylet a docilit tim dalSiho rande. Ve hie nejsou zadni
skutecni antagonisté, jediné monstrum hry Dykes On Hykes
se skryva v systému obklopujicim jeji narativ. V popisu na
itch.io Alex a Markéta varuji hrace pred ,gay obsahem”
jejich hry. Spise nez cokoli jiného se zde fesi problém
homofobni spole¢nosti a jejich monster skrytych mimo
hru samotnou. Strategii Dykes On Hykes je radikalni péce
o druhé.

No Body is Born Clean 2022 je kratka umélecka hra Nely
Pietrové a Ondreje Trhoné. Béhem hry mohou hraci narazit
na ,toxické latky, cizorodé tkané, organismy v ruznych
stadiich rustu a metamorfozy. Bazén, kde uz neplati
pravidla béZného lidstvi. Nekonformni téla a nelinearni
zplsoby reprodukce.” Je to dal$i hra, ktera nevyuziva
zadné mechaniky akumulace ani antagonist(, ale naopak
umoznuje pozvolny prizkum a komunikaci s monstry.
Obludnost je ve hife No Body is Born Clean stfedobodem
hracského zazitku, zaroven je nepostizitelna a funguje

v tésné interakci s hracem. Tim umoznuje novy zpusob
afirmativniho distancovani se, ktery umoznuje vidét
monstrum jako svobodného aktéra, nikoliv antagonistu
nebo vypocitatelnou postavu.

VYHLAZENI SUBJEKTU

.Soukoli se rozbéhne a démon z vas vytahne malou, ale
znatelnou ¢ast vasi kognitivni kapacity. Ten pocit je velmi
podobny pocitu, kdyz vas nékdo vyvede z rovnovahy a vy
zapomenete, co jste chtéli Fict.

Je to nepfijemné.” (Uma BREAKDOWN, Take The Moonlight
By The Tail Redux)

Tezi této eseje 0 moznych strategiich interpelace asi nejlépe
ilustruje narativni hra Take The Moonlight By The Tail Redux
britské*ho autora*ky Uma Breakdown. Ve hre se probudite
jako neznama subjektivita v téle ovladaném strojem.

Ve hfe nemate na vybér Zadnou akci, nemuzete ji nijak
ovlivnit, pouze se podfidit rozhodnutim Fidicich algoritmd.
Vasi jedinou moznosti je Cekat a postupné se podridit
subjektivité monstra, coz je dobre.

Zdlraznéni faktu, ze hrac ztratil kontrolu a moznost
pric¢inéni se, je posledni ze strategii pozitivni interpelace
zkoumanych v této eseji. Moznych hernich pravidel

a narativd je nekoneéné mnoho, ale vzdy bychom se méli
zaméfit na zdlraznéni ideologii a politik vyuzivanych

v tomto médiu. V této eseji tvrdim, ze hry mohou vyuzivat
strategie pozitivni interpelace a Ze jsou k tomu idealnim
meédiem. Vystava Earthly Survival si klade za cil predstavit
alespon nékolik takovych pristupl a otevfit diskusi o dal$ich
moznostech kritického vyvoje her a uméni.

Filip Hauer

which popular games such as Animal Crossing strive for. As
such it is a game of subversive interpellation.

Dykes On Hykes (by Alex Petrova, Markéta Soukupova, and
Veronika Petrova) is a game about close communication
within a relationship. The game’s goal is to successfully
prepare for a trip with your partner and hopefully to set up
another date. There are no real antagonists in the game,
only monstrous of Dykes On Hykes is hidden in the system
surrounding its narrative. In the description of the game on
itch.io Alex and Marketa are warning players about the “gay
content” of the game. Rather than anything else the issue
addressed here is a homophobic society and its monsters
hidden outside the game cycle. The strategy of Dykes On
Hykes is a radical caring for the other.

No Body is Born Clean 2022 is a short art game by Nela
Pietrova and Ondrej Trhon. Its gameplay-like allows players
to encounter “toxic substances, foreign tissues, organisms in
various stages of growth and metamorphosis. A swimming
pool where the rules of ordinary humanity no longer apply.
Non-normative bodies and non-linear modes of reproduction.”
It is another game using no accumulation or antagonists’
mechanics, rather allowing slow exploration and
communication with the monstrous. The monstrous in No
Body is Born Clean is at the heart of the player experience,
at the same time elusive and in close interaction with the
player, it allows for a new mode of affirmative distancing
enabling seeing the monstrous as a free actor, rather than
an antagonist or a computable object.

ANNIHILATING THE SUBJECT

“The gear begins running, the demon pulling a small, but
noticeable amount of your cognitive capacity to do so. The
feeling is very similar to the off balance sensation of having
forgotten what you were about to say.

It's unpleasant.” (Uma BREAKDOWN, Take The Moonlight
By The Tail Redux)

The essay's thesis about the possible strategies of
interpellation is probably best illustrated by the narrative
game Take The Moonlight By The Tail Redux by UK artist
Uma Breakdown. In the game you wake up as an unknown
subjectivity in a machine-controlled body. You have no
choice at all in the game and no agency except to comply
with the control algorithms decisions. Your only option is to
wait and slowly succumb to the monster’s subjectivity, and
it's a good thing.

Highlighting the lost player’s control and agency is the

last of the strategies of positive interpellation examined

in this essay. The possible game rules and narratives are
endless, but our focus should always be on highlighting the
ideologies and politics of the game medium. | have argued
that the games could use strategies of positive interpellation
and that the games are an ideal medium to do so. The
Earthly Survival exhibition aims to present at least a few of
those approaches and to open a discussion about further
possibilities of critical game development and art.

Filip Hauer



[1] www.digra.org/digital-library/publications/the-ideology-
of-interactivity-or-video-games-and-taylorization-of-leisure/

[2] Vnitini herni trhy jsou obecnym souborem pravidel
umoznujicich sménu herni hodnoty za postup ve hre.
Rozsah této eseje neumoznuje podrobné prozkoumat
pouzité herni mechanismy. Jeji vyzkum je v soucasné dobé
soucasti mého disertacniho projektu na AVU v Praze, kde se
zabyvam vyzkumem hernich ekonomik, trhi a alegorii prace
v popularnich hrach.

[3] Dalsi informace o chiraliu a fiktivnim svété hry Death
Stranding najdete na podrobné wiki, ktera popisuje nuance
tohoto rozsahlého vesmiru www.deathstranding.fandom.
com/wiki/Chiralium.

[4] Vice na www.molleindustria.org
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[1] www.digra.org/digital-library/publications/the-ideology-
of-interactivity-or-video-games-and-taylorization-of-leisure/

[2] The inner game markets are a general set of rules
allowing exchange of game value for progress in game. The
scope of this essay does not allow for detailed examination
of its game mechanics. Its research is currently part of my
dissertation project at AVU in Prague, researching popular
game economies, markets and allegories of labour.

[3] For more information about chilarium and Death
Stranding fictional world visit its detailed wiki, describing
nuances of its vast universe www.deathstranding.fandom.
com/wiki/Chiralium

[4] See more at www.molleindustria.org
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