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HEOJIMBEPATHA MJEOJIOTU3ALIVIJA PATTA
WV ITOYETAK CMHIVNKAJIN3ALINJE
Y VMHOYCTPUJUN BUOEO-VITAPA

Caxxerak: Tema pajia je axTyenHu npodneM xpanua (crunch), Koju je jefaH o Hajde-
mhux pasiiora Benuke Q)nyKTyaque 3aI0C/IEHUX Y MHYCTPUjU BUI€O-UTapa. 1Imp granka
je yrBphmBame 1ie0NOIKIX IPETIIOCTaBKY Ha KOj/IMa IT04YVBa OBa MHAYCTPU]ja, BIXOBO
MaHM(peCTOBame Y MpaKcy, nocnenuie n Moryhnoctn ornopa. Vigeonornsanuja pana
ImoAgpa3yMeBa Iponec Kpenpara MMIVIMINTHIX 3Haba, BPEAHOCT, YBEPEIba ! XETEMOHMX
AVCKypca HeommdepanuaMa KOju HOpMann3yjy u oMmoryhaBajy moIuTHKy ylpaB/bama.
3HavajHy yZI0Ty y TOMe ¥Ma 0ONMKOBambe eMOIlMja CTPACT! 1 JbydaBy Ipema papy, Koje
GbyHKIIMOHNMIIIE KPO3 XMOPUM3AIN}y PaJHOT BpeMeHa I JOKO/INUIle, pagHoT u fomaher
IpocTopa, KoMITaHuje 1 mopoaute. Pagy opMupama cuapmKkamae CBeCTH y MHAYCTPUjI
BIJI€O-MTapa HEOIIXOJHO je MPETXOMHO Pa3syMeTy OBY UJEONOUIKY CTPYKTYPY.

KipydHe peun: mHIycTpuja BUieo-Urapa, KpaHd, Ufjeo/oryja pajia, Heommdepanmsaw,
HeMaTepyjanHy paf

YBOJI

Kapa cy ce moyeTkoM 0oBOT BeKa OLpTaBaay 0OPMCY HOBE MHTEPAUCIUIIIIHAPHE
Hay4He odnmacTi Koja he kacHuje dutu HasBana CTyauje Bufjeo-Urapa, JOMUHMpPAna je
IUCKyCHja y Besu ¢ GopManHuM KapaKTepucTuKaMa Bugeo-urapa (Maravié, 2011). Hakon
Te To4YeTHe (ase ¥ paclpase AYL0IOra%, KOji Cy HOTULIAMN U3 PA3ININTUX HAYIHUX 1
YMETHUYKUX 0OacTH, M HapaToIora’, MaXoM TeopeTndyapa KibIDKeBHOCTHU 1 puiMa,
IIOCTaB/bajy Ceé HOBA MCTPAXMBAYKa IUTama. Taga ce mpoydaBamwy Urapa nIpukmbydyje

! manojlo.maravic@uns.ac.rs

JIynonoruja (on maTuHCKOr ludus, TO 3Ha4YM UTpa) aKaJeMcKa je JUCLUIUINHA Koja ce daBn
IpoyJaBareM (pOpMaTHIX e/leMeHaTa Urapa, Kao LITO Cy: IPABIJIA, MEXAHWUKA, [IV/bEBY I N3a30BM
BUJIEO-UTAPA.

* Haparonoruja je gucyuminHa GUIONOLIKIX HayKa yCMepeHa Ha IpoyYaBarbe HapaTuBHe CTPYK-
Type U IeHNX elleMeHaTa y pasimauTiM MeayjuMa.
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IIVPOKa Jlerie3a MCTPaXMBaJa 13 OPOjHUX APYTUX APYIITBEHO-XYMAaHUCTHUKIX HOAPYyYja.
CTBOpEH je MHTEPAUCHUIIIMHAPHY IPOCTOP 32 PA3/IM4UTe COLMOKYITYPHE IIPUCTYIIE KOjU
YBa)KaBajy APYIITBEHY, KyAITYPaaHy K EKOHOMCKY KOMIIZIEKCHOCT Bupeo-urapa. Jlo cama
cy y Behoj Mepu npoy4aBaHe 00/1aCTH IIOTPOLIEbE 1 KY/ITypa UTPamba — UTPadKe 3ajefjHi-
11e, GaHOBY, KOMYHUKAIIMja ¥ COIMjaMM3alja, oK Cy KOHTEKCTU BIXOBe IPOAyKIuje
moHemaBHO Sy ckpajuyTH. [Ipodnemuma y Besu ¢ paJHOM eTUKOM M YCIOBMMA paja
y MHILYCTpUj¥ BUJie0-UTapa fio cafa cy ce dasumu MHoru aytopn (Ray, 2004; Kerr, 2006;
Consalvo, 2008; Dyer-Witheford; De Peuter, 2009), anu Tek y IIOCTI€AIX HEKOTMKO TOAVHA
oBe TeMe JJ0dMjajy Ha IMpeM 3Ha4ajy yHyTap aKajeMcKe 3ajeffHnIie. BakxHy IpekpeTHUIy
y mpoMenn (OKyca 03HAUMIIO je U3Jambe TeMaTckor 3dopuuka Game Production Studies
(Sotamaa & Svelch, 2021) y kojem ce uspakaBa moTpeda 3a CUCTEMATCKUM MPOyYaBatbeM
€KOHOMCKIUX, KYITYPa/lTHUX U APYIITBEHUX OKOJTHOCTU KOje YTUYY Ha IPOU3BOAIbY U
npodneMe MHAYCTPHje BUe0-uTapa Kao MITO Cy IPeKOBPEMEeHN paji, IIpeKapujaT, 4ecTa
OTIyIITamka ¥ BUCOKA CTOIA (YKTYyallje 3aroC/IeHNX.

OBa MHAyCTpYja YKIaIa ce y OKBUP HOBOT KOrHMTUBHOT Kannranusma (Dyer-Witheford
& De Peuter, 2009) 1 kao TakBa IIofgpasyMeBa HeMaTepyjaIHN paj A13ajHepa, IIporpaMepa,
YMEeTHMKA U NIPOfIylleHaTa, 3aCHOBAH Ha 3Halby, KpeaTMBHOCTU U nHOBanujama. OBo je
OCHOBHA KaJ[POBCKa IIOfie/Ia Y CAMOM IIPOM3BOJHOM IIPOLIECY, KOja Y 3aBUCHOCTI Of BpCTe
IIPOM3BOJa MOYXKe BapupaTy 1 0dyXBaTaTu ia/be MOKodIacTy (HapaTUBHU AU3ajHEPH, TU-
3ajHepU HIBOA, JU3ajHEPH 3BYKa, aHNMATOPY, 3[1 apTuCTy, KpeaTUBHY JUPEKTOPU UTH,).*
ITocao am3ajuepa je fa OONMMKYjy FOXWBIbAj UTPamba (M3a30Be, IPaBMIA, MEXaHUKY UTPe);
IIporpamMepu IporpamMmupajy Kof urpe: yMeTHUIM pajie Ha €CTETCKOM, ayJMOBU3YeTHOM
aCIeKTy UTPE, a 3aJlaTaK IIPOJIylieHaTa je la OpraHu3yjy 1 KoopauHupajy rumose. Craryc
3aIIOCTIEHNX 3aBJCH Off ITPOjeKTa Ha KOjeM Ce Pajii, TaKO Jja Cy MOPef CTaTHO 3aII0C/IEHNX
aHTa)XOBAHM I JbYIM Ca KOj/IMa Ce CKJIaIlajy KpaTKopodnu yropopu. [Tpoussonmba Bumeo-
-Urapa, Kao TO je TO C/Iy4aj Y APYyTUM KpeaTUBHUM MHIYCTPUjaMa, 3aBJCY Of M3/laBada
Koju GUHAHCUPAjy IPOM3BONHY MPOLEC ¥ YTUIY Ha JUHAMUKY TI0jaB/bBabha UTapa Ha
TPXKIIUTY. Y OpraHM3aIIOHOM CMICITY YOoOI4ajeHa je IOfierIa, Y 3aBYCHOCTI O OpOjHOCTH
3aII0CTIEHNX, Ha MaJle, Cpefiibe U BeuKe CTy/uje, TOK Cy He3aBMCHU CTYAuUjM Hajuernhe
Maml 1 He 3aBMCe Off pMHAHCHpaKa M3jaBava.

LIwp oBor WIaHKa je yTBph1Bame Ue0NIOMKNX IIPETIIOCTAaBKY Ha KOj/IMa [I0YMBa
MHAYCTPMja BUEO-UTapa, HIUX0BO MaHN(PECTOBAbE Y PafHOj IIPAKCH, TIOCTIEANIIE 1 MO-
ryhnoctn ornopa. ITojam HeonmmdepanHa ugeoIOrn3anuja y 0BOM KOHTEKCTY 00yXBaTa
aKTUBAH IpoIeC 0OMMKOBAba OJHOCA ITPeMa Pafly y CK/Iay ca BpeTHOCTUMA MHAUBIY-
ammsMa 1 crmodopie n3dopa, KojuMa Tpeda IpUAOATH jelaH YIIABHOM 3aHEMapeH acIleKT
eMOI[MIOHA/THOT aHTQKOBaha PafHMKa. Veonoryja y 0BoM CMICITY HUje YHAIIpef, yTBpheHn
CKYII yBeperba 1 BpEIHOCTI, a CBE 3aje[JHO IIOI7Ie[ja Ha CBET HACTa/IMX Kao IOCTIeAMIIa HEKOT
CHCTeMCKOT (11030 CKOTr IPOMUIIIbALA, Beh IIpoU3/Iasu 13 jefHCTBEHOT Pa/fHOT IIPolieca
(Jia & Zhong, 2020). Vzeonornsanuja kao mpolec pedyrexTyje ce y MOMUTULH YIIPAB/babha
1 y4ecTBYje y KOHCTUTYMCakby penanuja Mohim. 3aTo ce njieonoruja paja He OFHOCH jeiHO-
CTaBHO Ha Ifieje o pagy, Beh Ha ,,pasHe IOACTHLAje KOjI CY JaTH 3a BeT0BO e(pUKaCHO WK

* Tpeda cHoMeHyTHU U 3aHMMaa Koja He IIOfpa3yMeBajy pajl Ha Kpeupamy Urpe, aliu MMajy 3Ha-

YajHy Y/IOTY y HMXOBOM KOHaYHOM M3IJIE/ly ¥ IVIACMAaHy Ha TPXKUILITY, K0 IITO Cy: KOHTPOIOPK
KBa/INTETA, TECTEPU UTPE, MAPKETVHILIKY CTPYYH-ally U IPYTH.
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eHTy3ujactuano ussobhemwe” (Peter, 1977, p. 1). OHa odnukyje nepuenuujy noxpehennx o
IJMIXOBOM MECTY y PajIHOM IIPOLIECY U yCMepaBa HhIX0Ba yBepera Ka CTBapakby I0XKe/bHOT
OffHOCA ITpeMa O4YeKMBaHMM aKTHBHOCTUMA. [la du mpeonormja duma GyHKIMOHATHA y
TONIUTIIKOM CMMCTTY, OHa He cMe ia dy/ie Ipeno3HaTa Kao TaKBa MM, KakKo Kake ATucep
(Althusser, 2014): ,,/igeonoruja Hukaza He Kaxe, Ja cam npeononika’™ (p. 191). Tako cucrem
yBepema Mopa fia dy/ie HeBU//bUB 1 HeYIINTAH JIeO CBAKOJHEBHOT )KMBOTA, U Y CKIAfly ca
»30paBuM pasymoM ‘. Vgeonornja paga y MHAYCTPUjU BULEO-Urapa IOApasyMeBa CKyII
UMIIMITUTHYX 3HAK:a, BPETHOCTH, YBEPemha I XeTeMOHMX AVCKypca Heonndepanmama Koju
HOpMaJjin3yjy, HOpMupajy 1 oMoryhasajy MoIMTIKY yIpaB/batba IPOLECOM IIPOM3BONbE.
Ona QyHKIMOHNIITE Ka0 NCTOPHjCKA CMTa Y yOOMMuaBaky MHAVBU/YATHOT 1 KOTIEKTUBHOT
UAEHTHTETA, Ka0 ¥ KOHCTUTYVCAKY CyOjeKTa paJHIKa, FheTOBOT HaulHa MUIILEH, [eamka,
pasyMmeBama pajia, paJHIX yCIOBa U OfHOCA PAJJHOT 1 CTOSOFHOT BpeMeHa.

Mupycrpuja Bumeo-nrapa je XeTeporeHa 1 OGHOCH Y ¥HbO0j 3aBMCe Off TOKATHUX
KyITypamHNX KOHTEKCTA, a/i TI08aMHO IIOCMaTpaHo — CBYJa BIaja CIMYHA pajHa
eTuKa. 3aflaTak KPUTHUKe je TeKOHCTPYKIMja U JeHaTypanusalnja TakBe eTuKe, Koja y
€MOIIMOHATHOM CMIICITY CIIaja paji 1 3adaBy, pajjHe IIPOCTOpPE U IOM, KOJIeTe U TIOPOfUILY.
Y TpeHyTKy Kajja paHULIY Y MHAYCTPUjU BUfieo-Urapa GOopMIpajy CUHAMKATE, HEOIIXOHO
je ma MCTpaXKUBa4M 3ay3My »aKLMOHMU IIPUCTYIL U JIa: ,yHOCE IIVMPa I II0Y3[aHMja HaydHa
3HaIba y HEMOCPEJHO MCKYCTBO 3aIIOCIEHNUX, IIOTIIOMAXXy CMCTEMAaTUYHO aHa/IN3UPalbe
pe/leBaHTHMX YMIbEHMUIA, YCIIOCTAB/bajy U MOACTUYY KOMYHUKaLje Mehy pasnuuntum
3aMHTEPECOBAHUM CTPAHAMa I IOMa)XXy HACTajarbe TPAjHIX OC/IOHALIA ,,pAfHITIKe aKIjije”
(cuupyKara u fpyrux pagHnYkux aconujanuja)“ (Bolci¢, 2003, str. 31). Ha camoMm modetky
PaJHMYKOT OPraHM30Baba y MHAYCTPUjU BULEO-UTapa BaXKHO je IOHYIUTU PasyMeBarbe
UJICOJIOIIKe CTPYKTYpe KOja CTOji Ha ITyTy merose dopde 3a dosbe ycoBe paja.

MIOEOJIOIVJA 3ABABE
N XAKEPCKA ETUKA PAITIA

OpnHoc mpeMa pafy y MHAYCTPUjU BUJe0-UTapa IIPON3alIao je U3 ayTeHTUIHOT
MCTOPMjCKOT IpoIleca MHUIVMPAHOT II0YeTKOM IIe3leceTVX ToiMHa Ha MacadyyceTckoM
nHCTUTYTY TexHonoryje (enrn. MIT). ITpsu xakepn okymwbenu oko TMRC® kpeupanu cy
KOMIIjyTepcKy Urpy Space War!, y3 xojy cy Te flelieHuje cTacaBaaIy HapallTaju CTyfeHaTa
koju he moxpeHyTu KoMepuujanusanujy urapa (Maravi¢, 2022). Hacynpot ,,yHudop-
MMCAHOCTH 11 TIPOeCUOHATHO] ,YIITOI/beHOCTN pafHuka y IBM-y, y CuanimjyMcKoj
IOJIVHY IIOYMIbe Ja JOMMHIUPA OIyLITeHU CTUI 0OJIauersa, pasUrpaHocT, 3adaBa, MIaja-
JMTAYKY IyX ¥ 3ajeTHUIITBO HACIIPaM CTPOTe pajHe JUCIUIUINHE. YMEeCTO 030M/BHOCTHU 1
OTyheHOCTV TpafUIINOHATHOT KallMTaMN3Ma, HaCTYIMIIO je 10da KpeaTMBHOCTH, 2 yMeCTO
HEyIUTHYX ayTOpUTeTa, PUIMIHe OpraHu3allje 1 KOPIIOpaTUBHe XMjepapXuje CTaKIeHIX

> Tech Model Railroad Club je duna opranusanuja cryaenara ca MIT-a, MHUIIMja/THO OKYIUbEHA OKO

U3Tpajibe MIHVjaTyPHIUX XKeJIeSHNUKMX Mofiena. Ca olacKoM NpBUX MyHMKoMIjyTepa (PDP-1) Ha
MIT nouyeTkoM Ie3eCeTNX, jefiHa IpyIia OBOT YAPYsKelba I0YNMbe Jia MIIIIe IIPorpaMe 3a padyHape
excrepuMeHTHIIyhnM ¢ BUX0BMM MoryhHocTuMa. [Jod1mu ¢y nMe ,,xakepn', mpema »KaproHCKoj peun
»hack® Kojy cy KopucTiiu 3a HApOUYNTO MHBEHTVMBHE PadyHapCKe porpaMe.
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wiaoHa — MHAMBUY/IM3aM, ay TOHOMHUja 1 MepUTOKpatyja. Jlyx Xxakepcke eTHKe, KOji €y
HEroBa/IM IIPUIIA/IHUIIN OBE IIOTKYATYPE, Ca YHUBEP3UTETA IIPE/INO CE Yy CBET IOCT0Baha
U TaKO OCBajao HOBe TepuTopuje. lleHTpanHe Xakepcke BPEJHOCTU KA0 IITO Cy CTPACT
IIpeMa KpeaTUBHOM papy, c1odomaH nsdop opraHusanuje pagaor spemeHa (Himanen,
2001) u odehame fodpe 3adase Ha mocy duse cy mpucytHe Beh y mpBoj KoMmaHuju 3a
IpousBoOAY Brpieo-urapa — Arapujy (Dyer-Witheford & De Peuter, 2009).

Pagu naiiopro, 3adaemaj ce secitioxo,® duo je moto oua Homana Bymnena (Nolan
Bushnell), ocauBaua Ataprja. Y Toj pedeHNIIN cafpyKaHa je cTapa mudepaiHa Mjeja OcBajamba
cnodope Kpo3 pajl, Off uera Cy JOKOMIIA, 3adaBa U UTPa, Kao Ha/[OKHAJIA 32 Y/IOXKEeH HaIlop,
TeMe/bHO pasnBojeHn’. [TocTpopaucTIKIM cCTpeM/berbeM Ka XMOPUIHOCTY eKOHOMCKIX 1
Ky/ITYpPaTHUX MOJIe/Ia YMECTO HUXOBe CTaHJap/iu3alyje M XOMOTeHU3aL1je, IelaBajie Cy ce
CYLITMHCKE IIPOMEHE I Y MIEeOJIOTHj ! Pajia y 3allaIHOM CBETY. Pajr ce Huje BuIIIe IIOCMATpao
Kao ,HalopaH", Kao MpayHa, a/li Hy>KHa CTPaHa KMBOTA, KaKo je TO Ha/larasa ujeoaornja
pajia HAKOH HacTyIIaka MHAYCTPUjCKe peBonynuje. JJOK MpOoTeCTaHTCKA eTUKA HIje I0-
3BOJbaBaJIa Pa3UTPAHOCT U 3adaBy Ha IOC/TY, XaKepCKa pajjHa eTuKa HyIuIa je Xudpumam
Mopen nnocseheHor paja Kao MHTEeH3UBHE UTPe, a He HaMeTHYTe odaBese (Raymond, 1997,
p. 4). Hacympot oueBom, Bymraen je nmao csoj moto: He pagu HatiopHo, pagu iameisino,®
xernehn fa cTaBu akieHaT Ha epUKACHOCT pajia, alu YMIbEHNUIIA je fla ce y ATapujy 1o-
cseheno pagnio, u jom nocseheHuje urpasno, ogHOCHO 3adapsbano. OpraHuzoBaHe Cy
pasysjiaHe XYpKe Koje Cy, TpeMa byIiHenosuM peurMa M3TOBOPEHNM Y IOKYMEHTaPHOM
¢bunmy Atari: Game Over, CITy>Xuie perpyTOBarby MIAAVX /bYAU U BBIIXOBOM MHTETPICAY
y 3ajegHmiry Atapuja (Burns et al. & Penn, 2014). YecTo Huje mocTojana pasnmka usmehy
paza u 3adaBe, 1Ma je BymrHen pao cacTaHKe ca CBOjUM CapaflHMIIMMA Y [TaKy3Hujy, JOK
ce KOH3YMMPAao BUCKM, a JIOMHT MIIA0 YKPYI’. ATapujeBy pasHy Gpunozodujy y norieny
oryIaIaBama 3a paj'’ y MHAYCTpPUju, KOja HaI/anasa 3adaBy, /bydaB 1 CTPACT IIpeMa urpa-
Ma Kao K/bY4HU IIPEIyC/I0B 3a II0Ca0, Ipey3erie Cy U laHallibe KoMIanuje. Taj npuHuun
0 eMOLIVIOHA/IHOM acIIeKTy pajfia, icKazaH y bymHuenosom manndecry (Fulton, 2007),
SIPEXKUBEO™ je 0 JaHAC, JOK CY IberoBe Jjeje y IOrIefly €TMYHOCTHU pajia, IPaBefHOM
OJHOCY IIPEMa PaJHUIMIMa VI HaKHaJlaMa 3a IbUXOB paJl, KOje IMOCTaB/ba Ka0 HajBayKHMjI
IIU/b VICTIPE]] CTUIIamba TPOdNTa, HEKAKO N30CTaTIe.

Y ycnosuMa HeonmmdepanHe eKOHOMMje MHAYCTPUja BUAEO-UTapa IpUaofaje pagy
ocehaj u goxxuBIbaj urpe, rpagehn Tako cBojy pagHy dunosodujy Ha TeMe/bUMa UEOTIOTIje
3adase. OBa MHAYCTPYja je TAPaAUTMATUYHI IIPUMEP Be/IUKe TPaH3NUIMje Koja ce Ofyrpaia

¢ Work hard: play hard.

7 Kapia ce roBOpu KOHKPETHO O UTPM, MJigja O BeHO]j Pas[iBOjeHOCTH Off pajia je mpyucyTHa y Behuxu
bunosodcknx pasMarparma urpe, jour of ApuCTOTeNa, KOji je Kao jeiHy Off bbeHUX CYUITHHCKIX
KapaKTepUCTUKa HaBOJMO Jla je OHa Jby/CKa aKTUBHOCT ocnodobena paja, a motom u kop, Ilnepa
KOJJ, KOTa je YOBeK CTI000/IaH M y IPaBOM CMMCITY pedl YOBEK CaMo OHJIa KaJia ce Urpa.

8 Don’t work hard, work smart.

°®  We take fun seriously, rmacno je ArapujeB ClIOraH, KOju Cy, IIpeMa CBefl0uelbY AM3ajHepa urapa
Xayappa Ckorta Bopioa (Howard Scott Warshaw), sanocnenn y urann npenmenosanu 'y We take
fun intravenously (Burns et al. & Penn, 2014, 13:40).

10 ,3adaBpaj ce, 3apaau HOBAIL', I71acKO je ATapujeB orac y HOBMHAMA, KOji je IIPOYNTA0 MU
Crus IJodc (Steve Jobs) kaja je oprydno na nponabe cBoj psu mocao.
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off purugHoOr GOPAUCTUUKOT Ka (reKCudVIHOM ITOCTGOPAUCTUIKOM, KOMIIjy TePU30BAHOM
pazmHOM Iporecy. Bueo-nrpe kao mpousBofy HeMaTepIjaTHOT Paja, OdIMKY)Y HOXKIBIbA]
urpava ¥ MaHUITY/IMIIY meroBuM adexruma — ocehamuma y3dyhema, crpactu 1 3a10B0sb-
crBa. C/IYHO TOMe, 0O/IMKOBambe eMOLVja 3aII0C/IeHNX II0Ka3yje ce Kao 3a/jaTak MeHallepa,
KOjJ Ce MO>Ke CIIYHUTH Ha Pas/IndiTe Ha4iHe KPOo3 3adaBy, , IOPOANIHY IIPUBPIKEHOCT,
eHTepujep pagHor mpocropa u /bydas npema mocay (Hochschild, 1983).

IITA JIEXXV I3A KPAHYA"

3a pasnmKy of CpembOoBEKOBHOT 3aHATIN]E, KOjII je CBOje PajHO BpeMe OpraHI30Ba0
TI0 COTICTBEHOM HaXohemy 1 KoMe je OMmo caMo BasKHO Jja Ce TI0Cao Ha Kpajy ypaam, MHy-
CTpMjanusalyja je JOHena HOB OJHOC ITpeMa BpeMeHy. BpeMe je mocTanmo HoBall u mpemMa
IbEMY Ce OpUjeHTICa/la OpraHusanyja paja. Xakepcka pajiHa eTyKa IIpaBIIa je OTK/IOH Off
TAaKBOT IIPYCTYIIa BpeMeHy I, ITaBMuIIe, odehaBasa HOBpaTak Ha MPeAMHYCTPUjCKY HAYNH
paga (Himanen, 2001). Kako du ce oBakaB ,KpeaTHBHY pUTaM pean30Bao, IOTpedaH je
VHIVBYYa/IHO IpytaroheH v ¢ekcudyUIHYY OTHOC IIpeMa paJHOM BpeMeHy 0e3 KpaTKIX
Kpajimux pokosa. Ty 10/1asyMo [0 jefHOT off TpeHyTHO HajBehnx mpodnema y MHEYCTpuju
BUA€O-mUrapa u 1o nmrama KakKo IOMNPUTN ,,KPEATNBHU pI/ITaM“ Ca INTAaHCKOM KOMepI -
jamHOM npon3BogmoM. OAroBOp Ha OBO IMTakbe IIACH: ,IOMONyY cTpacT u /pydasn .

Ha 3amocieme y KpeaTMBHIM MHAYCTpUjaMa I7Iefa ce Ko Ha ,[10Ca0 U3 /bydaBu
(Jaffe, 2021), jep axo je 3adaBHO urparu urpe, Mopa OuUTH Aa je 3adaBHO U MPABUTH UX.
JemaH Off K/BYyYHUX TECTOBA 3AIIOCIEHNIX U IbIIXOBE ,,CTPACTH ¥ /BYOABI IIpeMa Urpama je
KaJla HaCTynu Kpawny (crunch) — eHieMCcK M XpOHNYHY IpodeM y napycTpuju. [lepuomu
Kpan4a TIOfIpasyMeBajy MpeKOBPEeMeHO M3Taparbe Ha IOCITy TOC/EHIX HeKOMIKO Heflerba,
Impey Kpaj poKa 3a Ipefiajy 3aBpIIHe Bep3yje Urpe u3faBady, Koju GUHaHCUpa IpojeKar,
TIoCTaB/ba 3aXTeBe I POKOBe, Hajuelhe Be3aHe 3a 0xmhHY Ce30HY, CIIOPTCKA TAKMIIEHha,
M3/1a3aK HOBOT XapjiBepa Ha TPIXKUIITe MIK HOBOT (uiMa. Pa3osn yrpoxaBama 1CIIo-
PyKe IIpOM3BOJia Ha BpeMe JIe)Ke Y HepeaIHO IVIAaHMPAaHOM 0QUMY IIOCTIa, HeOBOJbBHUM
pecypcuMa 1 HeIUIaHMPaHOM JofiaBamy HOBMX eneMeHaTa (Lynch & Earle, 2018). Kako
du ce mOCA0 y TAKBOj CUTYALMjH 3aBPIINO Y POKY, IIOCTOje [iBe OIILjyje — A Ce CHIDKAaBa
KBa/IMTET IIPON3BOJA TAKO IITO CE€ HE I/IMHIIeMeHTI/Ipajy onpel')el-m €IEMEHTI y UTPY WM [1a
ce pajiu IpeKOBpeMEHO, IITO je 3anpaso yemrhnu nsdop. ITocToje cBemoUuermsa f1a ce ymecto
craHfappHux 40 caty, papu 50, a TokoM xparua 80 v 9ak 100 catu HegerbHO (LaLonde,
2020). [enrasa ce 11 ia 3aII0C/IEHN CIIaBajy y GUPMI, 3aII0CTaB/bajy IOPOANYHE U IPYIITBEHE
OJIHOCE, IITO Ha KPajy yTIUUe I HA BIXOBO 3[[PaB/be, a 3ade/Ie)eHN Cy CIIy4ajeBN Y Kojuma
CY, € [WbeM JICTpajaBamba Ha pajly, TOKOM OBOT Iepyopa y3umMann Hapkoruuy (Goldberg,
2011). Y HacTojamy fia ce ydmake IOCIeIle, KOMIIaHMje IpUderaBajy pasIm4nTiM TaK-
TUKaMa, [1a TOKOM IIPOJy>KeHOT pajHor BpeMeHa 0de3debyjy HadaBKy XpaHe 3a pagHIKe
U IbIIXOBeE IIOPOJILE, TIPYIKajy YCIyre IIparba Bellla, Macake WM MM [iajy decIiaTHe KapTe

"'V pany he ce kopucTuTI TpaHCKpUIIIMja eHIecKe peun crunch. Hemamo afiekBaTHy ped Koja

Su je samennmna. Hajdmmka je, Takobe cTpaHa >KaproHcka ped, ,1jajTHOT , @ pedy HOIIYT ,,y CTUCLU
»y IIKPUII[Y He CMaTpaM OAroBapajyhnM, jep mUXOBO 3HaUEHE YMHOTOME 3aBUCH Off KOHTEKCTa
ynorpede. [Topey Tora, kpaxu je MO3HAT 1 KOpuIheH TepMIH 1 y CPIICKOj MHYCTPUjU UTrapa.
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3a duockore. IIpema pesynratuma uctpakusama IGDA' 0 3aj0BO/BCTBY 3aIIOCTICHNX Y
MHAYCTpUju Bupieo-nrapa 3a 2019. ronuny, KOMIIeH3alMje 3a IPEKOBPEMEHM paji ce Haj-
venthe fajy y Buny decruratae xpaue (33%), 3aTum cnodopHux gaHa (25%), JOK je cBera
8% 3anocnenux godwio mwiaheny HagokHaay (Weststar et al., 2019).

OmnpaBpame 3a HeNPeABU//bUBOCT MPOIieca IPaB/beha UIpe IPOHA/IA3Y Ce Y Heln-
HeapHOCTH ¥ My/ITUAUCINIUIMHapHOCTH oBor 11ocya (Petrillo at al., 2009). Yecro je Temmko
nporeHnTH fa 1u he ce paj TMMOBa Ha Kpajy TaKO YKIONUTU 1 YMHUTU (PYHKIVMOHATHY
LIe/INHY, IITO HAa Kpajy Majia Ha TepeT IPOAyLleHaTa — /bYAU 3aJy)KEHMX 3a ITOIITOBAE
BpeMeHCKNX poKoBa u opraumusanujy tuma (McCoy, 2010). JIomra opraHusanuja pasga
U yIpaB/baibe THMOBUMA, CaMoO je IOCIefNIIa CUCTeMCKOT IIpodneMa. Y aMepuuKIM
KOMITaHMjaMa KpaH4 HUje CaMo >KMBOTHA YMIbEHNI[A, KAaKO TO HaBOJie HEKM IIPOAYLIeHTH
(Petrillo at al., 2009), Beh u npaBHa, jep y HeKuM yroBopuma o pagy*® croju: ,Ox 3amo-
CJIEHUX ce O4eKyje fa page y mpoceky 40 o 50 caTy Hefle/bHO, alu IIOHEKaJ| MOTy dUTH
odaBesaHn fja pajie fofaTHe caTe Kako Ou goBpuwin mpoussof  (Lynch & Earle, 2018,
p. 166). Y nucKyp3uBHMM IIpaKcaMa Koje HOpMau3yjy KpaHd, f0OpOBO/bHO Y4eCTBYjY 1
camu geseronepu'. Jla yMeTHNYKY II0CA0 1 KPEaTUBHOCT He MOTY OUTY OpraHM30BaHU
IpeMa yHaIpey, MICIVIAHMPAHUM 3a/JalliIMa, OffjeK je MOJIEPHMCTUYIKOT MUTA O YMETHUKY
Ka0 XaoTHMYHOM KpeatuBIry. Tako amsajaepu Naughty Dog, kommanmje mosHaTe 1o Beoma
4eCTUM IIePUOJIMMA KPaHYa, U3jaBIbYjy: ,10 je IpUpoa yMEeTHUYKOT IIOfyXBaTa, I7ie He
IOCTOj1 1Iad/IoH 3a IIpaB/bere urpe” (mpema: Schreier, 2017, p. 39). Victuye ce fa je dect
]PasJIor IIPEeKOBPEMEHOT Pajia, IOPeR ,/byOaBH  IIpeMa IIOCTTY, 1 HABOLHM IepeKIMOHM3aM
KpeaTVBHUX JbY[U 10 Te Mepe [ja Cy MeHallepl y HeKUM CIy4ajeBrMa Mopanu ga ydebyjy
3aII0CTIeHe, KOju CY XTe/I [ia 10 [ieTaba YCaBplIle UTPY, Aa je Bpeme fa uay kyhu (Ibid., 2017).

Maxko oBaj mpodjeM IIOCTOju LyTo, Off CaMOT HaCTaHKa MHAYCTpHUje, 1 Jodpo je
TOKYMEHTOBAH U TEOPETU30BaH y IUTEPATypH, IpaKca KpaHYa YIIOPHO OCTaje Ipe Kao
IIPaBIJIO HETO Kao M3y3eTaK U jefaH Off Haj>KIIaBYjuX IpodieMa. MHOIM 3aII0CTIEHN CY
0BO CTame IPUXBATI/IN KAa0 HEMMHOBHOCT, YCTa/beH ¥ HOPMajIaH HaulMH Pajia Ha Ipojek-
THIMA, KOjJ1 ITOfpasyMeBa MHOTO HeIIpeBI/bUBOCTI 1 IIOKPTBOBama. [Ipodiem kpaHda
je HeCyMIbMBO B€3aH 3a OpTaHM3alMjy Pa/JHOT BpeMeHa, ali U3ITIefa Jja je Y MHyCTPpUju
BIJI€O-MTapa, TIOpPe]] BpeMeHa, 11 IIPOCTOP pe/laTUBaH.

JOM KAO PAIHO MECTO 1 OBPHYTO

Mapman MexnyaH (Marshall McLuhan) je 1965. roguse nmpeBuyeo ITa 4eKa 3armo-
crnene y dynyhHoctu pexasunt: ,Pamihe kox kyhe, mosesanu ¢ kopropauujom, ca medom,

12 International Game Developers Association.

3 OBakBU yroBopy Cy HOTIIYHO y cKafy ca Fair Labor Standards Act mpeMa KojeM 1oC/IofaBIu
HuCy odaBesHu Aa maahajy mpekoBpeMeHO pajHO BpeMe ITporpaMepyMa 3ay>KeHNIM 3a paji Ha
CTPUKTHO fiedyHMcaHNM 3afanuma. [llTaBuire, 3akoH o pagy y KamudopHuju, rae ce Hamase SpojHn
BEJIMKY CTYAMjU 32 Pa3BOj Urapa, He odaBesyje HaJlOKHa/le 3a IIPEKOBPEMEHN Paj] IPOrpaMepuma,
Koju 3apabyjy Bumte off 41 fomap mo cary, aHTa)KOBAaHUM Ha HEKOj BPCTH KpeaTusHOT paja (Dyer-
Witheford & De Peuter, 2009).

" EHnrnecka ped developer je ycTa/beH 30MpHU HasuUB 3a CBe 3aNOCIIEHe Y IPOM3BOY KaKO ¥
CPIICKOj MIHAYCTPUj¥ BUfIeO-UTapa Tako U y ApyruM gomahum odnactuma VKT.
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U TO He IIyTeBUMA HI SKeJIe3HULIOM, Hero TeneBusujoM. Crahe nudopmaruje mpexo satBo-
peHe Mpexxe IBOCMEpHE TeleBI3Hje 1 IIPEKO padyHapcKux cucteMa“ (mpema: Wolfe, 1969,
p. 37). Mnaxk, 3a ocTBapeme oBe npeje Mopahe ma ce Imprdeka jolr HeKOIMKO JeleHNja Kaja
he, saxBaspyjyhu pasBojy MMPOKOIOjaCHOT NHTEPHETa, PIeKCUONITHOCT PaJHOT MeCTa It
PajHOr BpeMeHa KY/ITypaTHIX PaiHNKa IOCTATH UAeas 1 ,,0dehaHa sem/pa“ HOBOT paja
y 21. Bexy. Mehytnm, nocnenniia getepuropnsaruje paga u feMaTepujaniusarje pagHor
MECTa, jecTe IelIOIMTH3alMja YCIOBa paja WM, Kako je To pekao Mek Podu (McRobbie):
»MOXXTIa He MO>Ke Jia ITOCTOjU ITOJIMTUKA PAJJHOT IPOCTOPa Kajia He ITOCTOjU pafHy IIPO-
crop® (mpema: Keogh, 2021, p. 33). ITon Bupuano (Paul Virilio, 1998) je ,mpenuBame
wraheHor paga“ y MHTMMHe IIPOCTOPeE OMa BIIeO KA0 y3ypranujy c1Iod0ZHOT BpeMeHa,
QJIY LITO je BEpOBATHO jOIII 3HAYAjHNUje, Pa3yMeo je MONMUTNYKe UMIUIMKanuje y pemehersy
yTBphHEeHNUX IIPOCTOPHUX peanyja: , AKTMBHOCTY JI MeCTa KOja Cy II0Be3/BaJIa 3aII0CTIeHe
U CUHJVIKATe, 1 Ha KPajy JaBajia M3pas, WIN OKBUP, IBIXOBOT II0CeSHOT CTaTyca y Xujepap-
XUjU MHLYCTPUjCKOT paja, y dyayhunoctu he nsrnepgatu kao sacrapeny puryanu (Virilio,
1998, p. 188). Hegocrarak KOEKTUBHE IOMIUTUYKE CBECTU U U30CTaHAK OpraHmusoBarma
HOC/IeNNIIA je YnbeHnIe Aa je pag Ha AAA' yrpama BeoMa fuBepcrUKOBAH, a pafn
MaKcuMu3aipje podura, KOMIaHMje OKYI/bajy PajjHy CHAary ca pas/IMuuTIX TeorpadCcKmx
IOfIpYYja, y KOjiMa IIOCTOje BeNMKe pas/inKe y pafHUM YCIOBUMA U IOMUHAHTHUM PaIHIM
etnkama. Kosere aHra)koBaHe Ha JICTOM IIOCTTY, OCMM OHJIAjH CacTaHaKa y Be3M C PajioM,
HEMajy MOTMBALMjy 3a OCTBapMBakbe MPUCHUjUX KOHTAKaTa M Pa3MaTPAbe 3ajeJHIIKOT
nHTepeca. To cBe mopiceha Ha crydajeBe ca moyeTKa MpOIIIOT BeKa Kajia ¢y y dadpuke y
CA]l momasuiyn pagHULIM U3 PA3IMYNTIX €BPOIICKUX 3eMajba, 1A Cy je3ndKe, Ky/ITypanHe
U eTHUYKe pa3/nKe Oule Iperpeka pafHudkoM opranusosamy (Hardt & Negri, 2000). 3a
Pas/MKy Off CUTYaLMje Off Ipe CTO FOANHa, dapujepe HUCY jesnuke Beh pusmuke.
Bupryenna ekonoMuja mogpasymeBa mpeTBapame JOMa y PaJHO MECTO, /i Ce y
MHAYCTPUjU BUfIE0-UTrapa MUMMUKPIjOM (PUSUUIKOT PAHOT IPOCTOPA, KA0 IPOCTOpa 0-
KOJIMIIe U IOMa, TauKa KOHBepIreHIMje IoMepaia U Y CyIIPOTHOM cMepy. Y GupMM ce MOry
3aOBO/BUTH dasMyuHe JbyHCKe HoTpede 3a XpaHOM IIPUIPEM/BEHOM Y KYXUIbY, UTPambeM
PasIMYNTHX UTAPA, XUTHjeHOM Y KYTIAOHMIIAMa, 11a YaK M CHOM Y MMIIPOBM30BaHNM KpeBe-
THMa. YCIIeIHa CUMYy/Ialiija IpoCTopa foMa IofpasyMeBa odpahame maxxebe 11 Ha TOKajIHe
Ky/ITypajHe criequpnaHocTy. Tako y HeknM GMHCKMM, PYCKUM M CPICKMM KOMITaHMjaMa
IIOCTOj TIpaKca U3yBama 1 00yBama ITalyda Kako du ce 3anocienu ocehamm xao y mpu-
BaTHOCTY ioMa. PaiHy IpocTopu Cy oIpeM/beHN apKaJHUM UrpaMa, GJIiIepyma, urpama
Ha IUIOYN, S1IMjapoM, Jiej3uderoByma i1 OCTaaM peKBU3UTIMA 33 OIYIITAbe YMa U TeIa,
I0f] IIPETIIOCTABKOM fIa YKO/IMKO MMajy BUIle 3adaBe Ha IOCTy, yTomuko he nmatn sehn
ocehaj ja Hycy Ha pagHOM MecTy. Haparus fia je mocao pasBoja Bifieo-Urapa 3aIpaBo Urpa,
OJJHOCHO Jla KapaKTep IIpoM3Bojia ofipehyje mpoljec mponsBofibe, K/bydaH je 3a CTBaparbe
UMM 1 IPOMOLMjy KoMITaHuja. ecTo ce 3a To MpoHaIase IOTMYHa ONpaB/ambha, ja KOM-
IIaHMja KOja IIpaBM UTPe XKe/In Ia MOTMBMIIIE ¥ TIOf,CTAKHe KPeaTMBHOCT KOJJ, 3aII0CTIEHNX 1
fia ,MHCTPYMEeHTa/IM30BaHa UTPa’ CIY)KI 3aIIPaBo y aHaMuTH4Ke cBpxe (Sotamaa, 2021).
Enronu Inpenc (Anthony Giddens, 1964) mne ga he Hejacna rpannua nsmeby paga n
JIOKOJIMIIe JOBECTH U [0 3HAYajHe Ufe0NolIKe HeonpehernocTu: ,,/Jbyan y oHnM 3aHnMammnmMa

®  YoduuajeHa 03HaKa 3a BUCOKOOYHETHE UTPe KOje IIPOM3BOJIe U AUCTPUOYMPajy BEMUKM M3aBadlL.
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... Y KOjJiMa He IIOCTOju CTpora nofena usMehy pajia 1 joxonute, Mory dutn y Heoppeherom
HO/I0Xajy 13Mel)y BpeHOCTI OpMjeHTICAHNUX IIPeMa Pafy U OHIX yCMePeHUX Ka Urpu"
(Giddens, 1964, p. 86). ITo3Hara je Te3a ja caBpeMeHN KAIIUTA/IN3aM TeXI fja CTIOOOHO
BpeMe ycTpoju Impema odpaciy mpoteca mpoussoptse (Hardt & Negri, 2000), anu Taj ogHOC
je IBOCMepaH, I1a je TaKO IIpYMeTHa OOpHyTa TeHIeHIINja y MHYCTPIjU BUJe0-Urapa, rae
je cumynupameM MopofuIle, JOKOMNUIIE 1 I0Ma Ha [ie/Ty Ipoliec 0OMMKOBaba IIPOM3BOFHIX
yCoBa IIpeMa MOJIe/Ty IPYIITBEHOT XXMBOTa. AKO Pa/HO MECTO 3aIIPaBO II0CTaje PYTH 0M,
OH/JIa KOJIETE Ca IIOC/Ia IOCTajy Ipyra IOPOJIMIIA, a CaM IIPOIleC Pa3Boja UTPe IIOCTaje HaMK
OpIDKHOM ofirajamy fene. MHOre KOMIIaHIje BUie0-Urapa TeXke y CBOjIM IIPOMOTVBHIM
croraHnMa fja npuByKy dyayhe samocnene ycabyjyhu nm nzejy: ,OBo Huje mocao, Beh
HoBa nopopuua“ (Williams & Walker, 2014). Cry4aj monnoHcke komnanuje Ustwo Games,
KOja ce TIpeficTaB/ba Kao fampany'® u Tako KOMOMHYje I10jMOBe HOPONLie ¥ KOMIIaHMje,
BEpPOBATHO je HajyleyaT/bUBYjI IIPMMep OBaKBe KagpoBcKe IommTuke. [TomyT jpydaBu Koja
APV TOPOAMITY Ha OKYITY TaKO je JIOjaTHOCT ITpeMa OBOj KOMIIAHWj! §e3yCIOBHa, IIITO ce
BUJIEIO KaJIa je jeflaH Off 3aII0C/IEHMX OTIYIUTEH HAKOH IITO Cy IIOCTOAABLM Ca3HA/IN 3a
IEerOBe aKTUMBHOCTY Y CMHVKA/THOj OPTraHM3aLIMjIL.

3AYETAK OTIIOPA

Ipyna aHoHUMHUX fu3ajHepa urapa 2000. rognae odjaBuina je The Scratchware
Manifesto ua cajry Home of the Underdogs y kojem cy nckasam cBoje He3a0BO/BCTBO
IIpoMeHaMa y MHAYCTpuju urapa. Ilopex mpodnema y norieny HeMHBeHTUBHOCTI UT'apa,
3HauajaH QOKyc ayTopa je duo Ha Beh Taja HOpMaIM30BaHOj TPaKCK IIPEKOBPEMEHOT paja
Kao HaulHa )XMBOTA Ha KOjI JbyY JOOPOBO/BHO IpUCTajy.”” OBaj MaHU]ECT HYje yCIIeo ja
MIPUBYYE BEUKY MaXKILY JbYU Y MUHAYCTPUjH, At he snaum Haponasehe kpnse YCKOPO dutn
odenopamenn jaBHoCcTH. To ce lecnno y HoBemdpy 2004. TouHe Kajia je y3dymuBauniia
¥ CYTIpyTa JieBeyIolepa 3arocieHorT y jefHoj off Hajsehux ceeTckux kommannja Electronic
Arts, Epun Xo¢dMaH, II0f] IICEYIOHIMOM ed_ spouse, Hamycaa dor Ha cajTy LiveJournal.
OHa je ncKasaa peBOIT 300r HaYMHA Ha KOjU Ce 0OBa KOMIIaHMja OfHOCI/IA IPeMa eHOM
CYIpYTy He IUIATMBIIY My IIpeKoBpeMeHU pap'®. OxpadpeHu meHNM HOTe30M, OCTA/IN

1 AmasraM eHIVIeCKUX peun family u company.
17" Kao HajoIICKypHMjuU IpUMep HaBeIM Cy koMmnaHujy Ion Storm kojy je ocHoBao IJon Pomepo
(John Romero). llaBHM KpuTEpujyM IPIINKOM 3aIIOl/baBaiba MY je 8110 CIIpeMHOCT 3a IIpeKoBpe-
MEHO U3rapame Ha IoC/y 1 cTpact npema urpama (Kushner, 2003). Kako du ucnyHmnm oyeknBama
CTaBHOT IM3ajHepa, 3all0CTIeHN Cy pajum of, 14 o 18 caTu JHEBHO, a CBOje Majie KyOUdHe pajiHe
IIPOCTOpE OIIpeMaJlii Cy ca MMIIPOBM30BaHUM KpeBeTuMa. He camo jja Hucy dunu miahenu 3a to seh
HuCcy fodun Hy yodudajeHe KoMIeH3aluje y BUAY cI00OIHNUX JJaHa WM Hefierba, Y 3aBUCHOCTH Off
MHTEH3UTEeTA IIPETXOIHOT KpaHya. VIcTakHYT je M eKcTpeMaH ciy4aj mporpamepa bpajana Ajsepnoa
(Brian Eiserloh) xoju je odopuo cBe pexkoppe npoBeBInN Yak 85 HaHa y KaHLeNapuju, de3 MjefHor
opnacka kyhu. OH je eHTY3MjaCTMYHO OIMCA0 TO CBOje ICKYCTBO M3jaBMUBIIN: ,, MoxeTe 00aBUTU
HeBepoBaTaH oduM nocna.“ (Anonymous, 2000)

'8 OHa je M3Hesa TBPJIbE J1a je MEHAIIMEHT Ta4HO 3HAO 1T Pajiyl U Jia Cy IPOJY>KEeH CaT! Y JaHU
pazia Suiy 3aIrpaBo IIAaHMPAHM, @ y CTydajy Jja ce TeMa HaJloKHaJle I10jaBy, KOMIIaHMja Ou ce mo3u-
BaJIa Ha IOMeHY T 3aKoH y Karmmdopuujn.
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sanocnenu ¢y Ty>xumu EA, mma ce c/rydaj 3aBpImo BaHCY[CKIM IIOpPaBHAmbeM — KOMIIaHMja
UM je, HaIlOC/IETKY, Y /iBa HaBPaTa MCIUIATI/IA OJLITETY y YKYIIHOM M3HOCY of 30,5 MuoHa
morapa. Yciien CBeoIlITer HeloBepena, IGDA je cripoBerna ncTpaxupame Kako du ce uc-
IUTA/IO CTakbe Y MHAYCTPUjU. Y U3BEIITAjy Ce HaBOJE TBP/Iibe 3alI0C/IEHNX []a MEHAIMEHT
y Behusu cmyvajeBa mocMaTpa kpaxu Kao HOpMasaH Jieo TI0C/a, Aia je IPUCYTaH Mpodiem
HIIPUCIJTHOT PafioXOIMYapcTBa’ U MocaefuyaHo mosehame cTpeca 1 HapylaBama 3fpa-
Bba (Dyer-Witheford & De Peuter, 2009). Ox Taga IGDA cBake fpyre rofuHe CIipoBOf
ucrpaxusame Developer Satisfaction Survey, a mpema mocieitbeM 0OBaKBOM M3BELITA)Y 113
2021. ronyHe, yO4eHoO je fia je CUTYyalja y OGHOCY Ha IIPeTXO[HE TOfIIHE HEIITO §0/ba, a/i
fia jou yBek TpehmHa McIMTaHMKa JOXKMB/baBa KPaHY, a OHATHMX 22% KaXke Jla y4ecTaio
paay nmpexoBpeMeHo (IITO He Ha3uBajy kpandom) (Weststar et al., 2021).

3axBaspyjyhu nsnakermy OpOjHIX HOBIHAPCKIX TEKCTOBA O OBOj T€MU Y MOCTIEHHIX
HEKO/TMKO TOIMHA, IYTO MOTUCKMBAHM IIPOd/IeMI Y Be3) ca KPaHIOM M3AIIIH Cy Y MNPy
jaBHOCT. Kao peaknuja Ha mepMaHEHTHO TelKe YCI0BE Pajia, IPBY KOPAK Ka MHCTUTYIIM-
OHa/IM3aLMj! CONIMAAPHOCTH U OfiOpaHN IIPaBa 3all0C/ICHNX HAlIpaB/beH je Y OpaHIycKoj
2017. xapa je popmupaH cuHauKaT. Hapente roguHe, TeMa CHHANKAMM3aLje y MHAYCTPH-
ju BUA€O-UTapa KOHAYHO je Jocrena Ha maHen auckycujy Ha GDC" y Can ®paHumcky.
ITpepcepunia IGDA, Iler Mexmus (Jen MacLean), TOM IpU/INKOM OTBOPEHO Ce YCIIPO-
TUBWIA Ufeju popMuUparma CUHAUKATA I A/l TUIMYHO HeOMndepasHo 00pasIoKehe
PEeKaBIIM JIa je YMeCTO KOJIEKTMBHOT pajia Ha IPOMEHaMa, yJIoTa acoLjanyje a ,Ipy>Ku
KpeaTopyMa urapa nHpopMmaluje Kako 811 OHM caMit JOHeNu fodpe 1 IaMeTHe OfTyKe
(mpema: Sinclair, 2018). MeHaiepu ¥ BJIaCHUIIM KOMIIaHMja HUCY afileKBaTHO pearoBaim
Ha OBY CUTYallljy IITO je IOBEJIO O OCHMBama opranusanuje Game Workers Unite, n
TO CBera HeKOJKO Hefle/ba HaKOH ITOMeHyTor maHena. Behnna wianosa GWU? je 3dor
CTpelbe 3a pafiHO MECTO AHOHMMHa, LIITO TOBOPM A BIACHNUIIV KOMIIaHMja He yBubajy ga
je cBaka KpM3a 11 peB13uja ofHOCa MOhM y KaIuTaamn3My BbUX0Ba IPIINKA fia Taj CyOBep-
3MBHM TTOTEHIIMja MICKOPUCTE TaKo MmTO he ra odyXBaTuTH y CBOje OKBUPE ¥ EKOHOMCKe
uncrturynyje (Hardt & Negri, 1994).

Heonmdepanusam, Koju HeTyje MHAVBIUYATHOCT, KOMIIETUTBHOCT, PIeKCUOMITHOCT
PaJiHOT MeCTa U MpeAy3eTHUYKYU AYX, IOTUPE UJiejy O KIACHO] IPUIAJHOCTH, @ TUME U
norpedy 3a CMHAVMKAIHOM conupapHouhy. CHHIMKATHO OpraHn3oBame Hehe Oty Hu-
MaJIo /IaK 3aflaTak, Ha MeCTYy Koje Off CaMOT IToYeTKa HeTyje MeONOTHjy pajia U3 /bydaBy 1
HOMaJICKY IPUPOJy 3aII0C/IEHMX, KOjI YECTO M CaMU BUJie CUH/IKATe KAao Ofipas IPOIIINX
BpeMeHa ¥ HeKUX gpyrux unpycrpuja (Bulut, 2020). OBo cy yBupenu jour u mucun The
Scratchware Manifesto xajia Cy oiMaX HaKOH M3HOIIIeHba Vfieje O CUHAMKaIM3aLMj) YKasaym
u Ha mpodneM: ,,CaCBYM CUTYPHO OBY PaTHUIY HOBE eKOHOMIIje He OV XKeTIenu Jja yIeCTBYjy
y HedeMy CMPIUBMBOM IOITY T CUHAMKATa. MU MO IpOoQeCcHOHATHI KPeaTopH BUE0-Urapa,
a He pagHuLN y ayroModuwickoj nupyctpuju!“ (Anonymous, 2000). 3a pasiuky of pagHuKa
y »TeLIKMM MHYCTpUjaMa’, KOjy MMajy ByTy TPaiuLujy CUHAUKaTHe dopde, 3al0C/IeHN

¥ Game Developers Conference. HajsHauajuuja cBeTcka KoH(epeHIIMja MHAYCTpHUje BILEO-1Urapa.

Y notpasu 3a HoBuM cumdomima, GWU HacToju [ja TOTeHIMpa KOHTMHYUTET Ca CTapOM KJIACHOM
dopdom, ncToBpeMeHo ce He ofipuayhu cBor rejMepckor uueHTuTeTa. Hasys muxoBe opranusanyje
KOjU T103¥Ba Ha YjelNbelbe 1 JIOTO Y3[UTHYTe PyKe Y YMjeM CTUCKY je KOHTpolep KOH30Ie, pedepuiie
Ha cpIl 1 yeknh — peBonyLoHapHe c1MOO0Ie IpoIeTapujaTa.

20
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y codpTBepcKoj nuAycTpuju cycpehy ce ca moTIyHO HEITO3HATOM CUTYALMjOM IIOLITO je
pajiHa 1JeosIornja yTo Ofp>KaBaja HapaTUB O HbOj Ka0 MeCTy paja, Ifie He pajie ,MycaBu
paguuny seh npunaguniy kpearusne kiace (Florida, 2002). Vmax, Tpeda HanoMeHy I
fa Cy Y APYTMM 0dacTiMa KpeaTMBHMX MHAYCTpHja Apyraunje okonHocTu. Ha mpumep,
3aIIOCTIeHN Y MHAYCTPMj1 (1IMa MMajy IOAPLIKY CMHAMKATA M YCTa/beHy IIpaKcy Iiaharma
IIPEKOBPEMEHOT Pajia joLI Off TPMIeCeTHX T'OfiJiHa IPOLIIOT BeKa, ca pOpMIpabeM jeJHOT
off HajcTapujux xonmuByackux cuaaykata SAG-AFTRA. Crora He 4yiu fia Cy IpBU IITPajK y
VHIYCTPUjU BUJI€O-Urapa OPraHM30Ba/M YIPABO HerOBY MPUIIAHULY ITyMIY — JABAOLM
I71aca BUPTYETHUM IMKOBUMA.

Maxo unpgycTpuja Bujieo-urapa IocToju off Io4eTKa CelaM/IeCETUX TOfIMHA, TUTaba
PaHMYKOT OPTaHM30Baba OKO 33jeTHIIKIX MHTepeca i Modo/blTakha YC/IoBa pajia TeK cajia
nocrajy akryensa. Ox 2019. rofuHe 3aXTeB) 3a OCHUBAbe CMHAVKATA Cy C€ YMHOXIIN U
TI0 JaHAC OCTaje OTBOPEHO MUTame /ia u he mocrie moa BeKa IoCTojamba 0Ba MHAYCTpHja
mohm 10 TOr HMBOA KOjU CY PA/JHUIIN Y APYTUM CEKTOPMMA OFIABHO JOCETHYNN. Y HEKONMKO
3eMasba ITOCTOje CMH/VKATY 32 fieBernionepe, u To y @pannyckoj, Bennkoj bpuranujn®,
[Isenckoj, Vipckoj u Jyxxnoj Kopeju, a npema pesynrartuma ucrpaxnsama IGDA s3a 2021.
yodeHO je sBocTpyKo nosehame wianosa (12%) y ogrocy Ha 2019. roguny (6%), urro
TOBOPM /la CBe BMIIIe 3aII0OC/IEHNX yBuDa 3Ha4aj OBAaKBOT OPTaHM30BaMmba ¥ OCTBAPUBAKY
cBojux npasa (Weststar et al., 2021).

3AK/bYYAK

Jlyropo4Ho rnefano, cuTyaluja ca IpeKoBpeMeHMM M3rapambeM HUje OfpXK1Ba He
CaMo ca CTAaHOBMINTA pajiHe eTUKe I MOIITOBamha PaTHNYKUX IIpaBa Beh Ha Kpajy oHa He
OZTOBapa HU CaMUM KOMIIaHMjaMa. 3aTo je HEOIIXOJHO fla Ce TeXKM Ka HOBOj PajiHOj eTHLIN
Koja Oy dwla mpuxBaT/pyBYja ¥ GYHKIVOHAHMjA 11 3a paflHUKe U 3a MeHallepe. KpaHy
IIpy’Xa ME€HallepnMma I/UIy3I/ij IIPOOYKTUBHOCTM, aj/IN C€ TO 3aBplllaBa YHUIITAaBaAmhEeM
OHOTA IIITO je HajBpeJJHNUje y 0BOj MHAYCTPU)jH, a TO CY JbYACKM pecypcu. Vicuprbusame
3aM0C/IeHUX BOOU ry&be}by KOHILIEHTpaluje 1 vemhum IpelIKaMa, 33 Yuje UCIPaB/batbe
je oHla moTpedHO mofaTHO BpeMe. Vako je oBa mpakca HOpManM30BaHa, puxsahena
Ka0 HeMIHOBHOCT 1 {yOOKo yrpabeHa y HONMMTHKY yIIpaB/barba, He MOYXKe Ce YHEOT/Ier
arre7IoBaTy Ha eMolIluje, OfTHOCHO Ha /bydaB M CTPACT IIpeMa BU/eo-urpaMa. 3aIloC/ienn,
a JK€HE IIOroToBo, HanymTajy OBy I/IHIIYCTPI/ij Kaja ce CyCpeTHY Ca BEIVKNM JXMBOTHIM
IIpoMeHaMa — OpakoM U fodujameM felie. 3aTo je paj] y KoMIIaHMju Hajuenrhe camo ¢dasa
y TpodecroHamHoj Kapujepy, OFHOCHO CTUIIamkhe MCKYCTBA Pajiu MpeTacKa Ha IPYTH II0-
Cao MM OTBapama CONCTBeHe ¢pupMe. VIHAyCTpHja BuAeo-urapa nMa jenHy off Hajpehmx
¢nyxryanmja sanocnennx y VT cekropy. Maxo ce mpeTnocTas/ba fja pasyior IeXX! y BeIIKOj
TMOTPaXKib! 32 TAJIEHTUMA U TIOPACTY KOMIIETUTUBHOCTHA Mel')y KOMIIaHMjaMa (Petrone,
2018), ocraje mnrame: Komkn je yrumnaj seMoTuBuuryhnx daxropa momyT KpaHJa i ja
TV JbY IV KOjU OfifIa3e YOIIIITE OCTajy Y MHAYCTPUjU BUJEO-UTapa UK ITOC/IOBE Hajlase

?' 'Y Benukoj Bputanuju je mpodeM ca HeOCTATKOM CMHAMKAIHOT MICKYCTBA PeIlleH TaKo IITO

cy ce 3anocienu npuppyxunu seh nocrojehem HesaBucHoM cnHamkary, Koju OKyIjba pagHuKe
gncrohe, odesdehema, Bozade nocrase u ydepa (Jaffe, 2021).
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Herzie fpyrae? Ilocmenmiia cBera je XpOHMYHM HElOCTATaK MCKYCHUX JbYAN, I1a ce yBehaBajy
TPOIIKOBM 0dyKe HOBMX KaJ[pOBa, @ YeCTO OfTaKere 3aII0C/IeHNX CTBapa JIONI MMMII 32
KOMIIaHIjje y IbIXOBOM JPYIITBEHOM OKpYyKemy (Bolci¢, 2003). MeHaliepu cy cBecHU Jia €y
OpojHY MIafVI JbY/Y ¥ CTPACTBEHM UTPady 3aMHTEPECOBAHM 3 PaJ] Y 0BOj MHAYCTPUjI ca
OpEOoTIOM MOKe/LHOT, PA3UTPAHOT ¥ TPOPHUTAOMITHOT MeCTa 3a pafi, TAKO Jia Cy 3al0C/IeHN
KOj¥ He IPUXBaTajy OBaKBe YC/IOBE Pajia 3aIIpaBo JIAKO 3aMemyBI. ™

ITporuec popmupara CMHAMKATA Y MHAYCTPUjU BUfieo-urapa cycpehe ce ca cBum
OHIM TIpeTIpeKaMa Koje Cy KapaKTepyCTIIHe 32 Heonmndepanusam, Kao MTO CY: HaT/TaIleHn
VMHAVBUIyaN3aM, HECTATHOCT PafHOT MeCTa, KPaTKOPOYHM YTOBOPY U TTI0danusanuja
ONMYeHa Y MHTePHAIMOHAIN3AINjY TPXUIITA pafa. CHMHAMKANM3alMja CBAKaKo Huje
jemvaN HaunH dopde 3a OCTBapMBame IpaBa 3aIllOCTEHNX, a/l TIONITO IIPaBHA 3aIITUTA
umy mocrojeha yapykema, Koja GuHaHCHpajy mocnofasuy Kao mto je IGDA, He Mory fa
pellie BUIIefielieHMjCKe TpodieMe YMji Cy y3poIu AYOOKO YTKAHM Y TejMePCKy KYATYpy
U XaKepcKy eTuKy, Beh camo fa ydmaske mocrequiie, OH/a je BaKHO MOCTAaBUTHU NINTabe
3allITO Ce TOIMKO AYTo YeKasIo Ha popMuparbe 3ajeiHMIIe 3aII0CTIeHNX Koja Ou 3acTymana
IbJXOBE MHTEPeCe ¥ Membajia CTBapy Of03/10 Ka rope. Ha Kkpajy, KolmeKTUBHO IIperopapame
IpeKO CMHAMKATA je MHCTUTYIMOHAMM3aIMja CyKoda, Koja IIofipasyMeBa perynncase u
craduiHe ApylITBEHE aKTUBHOCTU y OKBMPY IpuxBahieHnX HOpMM 1 IIpaBuUIa, ¥ IpeMa
bomunhy (2003, cTp. 236): ,,ydnakaBa OLITPIUHY U pa3opHe IOCTIeyIie CYKod/baBama jep
OHa IIofipasyMeBa, a/n 1 adupMille peaancTUYHa Bibema CTBAPHOCTH ... JOIPUHOCK
peanucTUIHMM OUeKMBamIMa y MOT/Iefly 3aXTeBa CBaKe off CTpaHa 1 Moryhux mcxopma
cyKoda; caMOM KOMYHUKAI[jOM CYKOO/beHNX CTpaHa ¥ IperoBapameM ydnaxana ce
MpAIVOHA/HO 3a0LITPaBame CyKoda“,

Mako Heke KoMIIaHMje TIOC/TYjy HEKOMKO JIeLieHN]ja, TPOCEK CTApOCTY 3aIll0C/IEHNX
BeOMa CIIOPO PacTe M MSHOCHU OKO 34 rofiiHe, IITO je 3HATHO HIDKE HETO Y APYTMM MHAY-
crpujama. OBO je MHAYCTPYja ,,BEIHO MIAANX /bY/AI ', He 300T JUIMTATHOT U TeHePaL{ijCKOT
jasa y morneny kopuurherba TeXHOMOTMje M KyITYpaJHUX pas/MKa y HauMHUMa 3adaBe 1
He MeTaOPUYKIM — M/Ia/jaIavyKor AyxXa, Bell HOCTIOBHO — OHa IpMBUJIEryje MIaio Te/o Koje
TaKIIIe TIOTHOCK HEIOCTAaTaK CHa 1 MCHpIbuBame. To je dnomnonuTuka MHAYCTpuje BUAEO-
-urapa, Iyie ce Me0NOorM3alyja He OfiBlja caMo Iy TeM CBeCTH Beh U TeriecHO, 00/IMKOBabeM
CaMor JKMBOTA — IIPOM3BOJie Ce oTpede, XKejbe, NPYIITBEHU OHOCH, alu U HaHTa3MI O
BEYHO M/IafIOM KPeaTHBITY ¥ CTPACTBEHOM UTpady-pagHuKy. Vneonoruja GyHKIMOHNMIIE
Kpo3 (aHTasMe, KOjI UMHe HAIIY peaTHOCT IOFHOLI/BIBOM, TO je TOOPOBO/LHO MPICTAjamhe
Ha peraruje Moh1 Koje KammTaj yCIOCTaB/ba Min Kako Kake AHToHu [letep (Anthony
Peter, 1977): ,,CBu M1 BepyjeMo... a paji Huje Ipelu3aH YTOBOP KOjI ce JIETIO M3padyHaBa
y metasbe... Beh HerTo yemy ce mocsehyje y mormysoctn, ¢ sodpom BoboM... He camo fa
cMaTpaMo fia ce paply Tpeda nocseTuty Beh u fa ce, y BenuKkoj Mepu, Tpeda 0daBpaTu
100po, C eHTy31ja3MoM, 4ak u ¢ pydasby” (Peter, 1977, p. 6).

2 TlocToje MUIIJberba KOja yKa3yjy fia MHGIaLuja yHMBEP3UTETCKIX IPOrpaMa 3a odpasoBame

ZeBesionepa 11 Beha KOHKypeHI1ja 3a TOC/I0Be CaMo jOlI BiIlle CHIDKaBa pajHe ycnose (Kerr, 2021).
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(Translation In Extenso)

Abstract: The paper addresses the current issue of crunch, which is one of the most
common reasons for high employee turnover in the video game industry. This paper aims
to identify the ideological assumptions that underlie this industry, their manifestation in
work practices, the consequences, and possibilities for resistance. The ideologization of
labour implies the process of creating implicit knowledge, values, beliefs, and hegemonic
discourses of neoliberalism that normalise and enable the policy of management. In this, the
shaping of emotions of passion and love for work plays an important role, which functions
through the hybridisation of working hours and leisure, work and home space, company,
and family. To form a union awareness in the video game industry, it is necessary to first
understand this ideological structure.

Keywords: video game industry, crunch, the ideology of work, neoliberalism, im-
material labour

INTRODUCTION

When early in this century the first vague outlines of a new interdisciplinary field of
science emerged, which was later to be named video game studies, the prevailing discourse
was that of formal features of video games (Maravi¢, 2011). Following this initial stage and
debates of ludologists?, who originated from various fields of science and art, and narratolo-
gists’, mainly theoreticians of literature and film, new research issues were raised. This is when
a wide variety of researchers from many other areas of humanities joined in. This resulted

! manojlo.maravic@uns.ac.rs

Ludology (form the Latin word ludus, i.e., game) is an academic discipline that deals with the
study of the formal elements of games, such as: rules, mechanics, aims, and challenges of video games.
*  Narratology is a discipline of philological studies, whose objective is to study narrative structures

and their elements in various media.
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in the establishment of interdisciplinary room for various sociocultural approaches that
observe social, cultural, and economic complexity of video games. To date, what has mainly
been looked into are the fields of consumption and a gaming culture — gaming communities,
fans, communication and socialisation, whereas the contexts of their production have until
recently been on the sidelines. Issues that are relative to work ethic and work conditions in
the video game industry have been dealt with by multiple authors (Ray, 2004; Kerr, 2006;
Consalvo, 2008; Dyer-Witheford; De Peuter, 2009) but it is only in the past few years that
these subjects have become more widely recognised by the academic community, for their
importance. An important milestone in the shifting of focus was the publishing of collected
papers entitled Game Production Studies (Sotamaa & Svelch, 2021), in which the authors
presented a need to systematically research economic, cultural, and social circumstances that
have an impact on the production and issues of the video game industry, such as working
overtime, precariat, frequent employment termination, and high employee turnover.

This industry fits into the framework of a new cognitive capitalism (Dyer-Witheford &
De Peuter, 2009) and as such entails non-material work of designers, video game developers,
artists and producers, this work being based on know-how, creativity, and innovation. This
is the basic human resource division in the video game development process itself, which
subject to particular product type may vary and include additional sub-fields (narrative
designers, level designers, sound designers, animators, 3D artists, creative directors, etc.).*
Work that is performed by designers is to create the gaming experience (challenges, rules,
video game mechanics); developers are to programme video game codes; artists work on
the aesthetic, audio-visual aspect of the video game, while the producers are in charge of
organising and coordinating teams. Employee status is dependent upon particular project
he/she is involved in, so in addition to full time employees, there are also staff with whom
temporary labour contracts are concluded. The production of video games, as is the case
with other creative industries, depends on publishers that fund the production process
and determine video game launch frequency. In terms of organisation, the division is quite
common and is dependent upon the number of employees, based on which they are divided
into small, mid-sized and big studios, whereas independent studios are in the majority of
cases smaller and depend on the funding of publishers.

The purpose of this paper is to establish the ideological assumptions that underlie the
video game industry, how they manifest themselves in practices, and also to identify conse-
quences and possibilities for resistance. The term neoliberal ideologization in this context
includes an active process of shaping the approach to labour in accordance with the values
of individualism and freedom of choice. To these we should add another, mainly neglected
aspect, of emotional involvement of the employees. In this sense, ideology is not a pre-defined
set of beliefs and values, put together in worldviews that are the consequence of a systemic
philosophical contemplation. It instead arises from a unique process (Jia & Zhong, 2020).
Ideologization reflects itself as a process in management policies and participates in the estab-
lishing of power relations. This is why the ideology of labour does not simply refer to the ideas
of labour but to “various incentives that ensure their efficient and enthusiastic performance

* Tt is also worth mentioning some professions which involve activities required for designing a

game, but also play a significant role in their final design and tools for properly marketing it, such
as: quality controllers, video game testers, marketing experts, etc.
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(Peter, 1977, p. 1). It shapes the subordinates’ perception of their role in the work process and
directs their beliefs towards creating a desirable relationship to activities they are expected
to perform. In order for an ideology to be functional in the political context, it must not be
recognised as such, or as Althusser (2014) notes “Ideology never says, Tm ideological” (p. 191).
Thus, the system of beliefs must be an invisible and unquestionable part of everyday life and
must also be in line with “common sense”. The ideology of labour in the video game industry
entails a set of implicit knowledge, values, beliefs and hegemonic discourses of neoliberalism,
these normalising, setting norms and enabling the policies of managing production process.
It works like a historic force in the shaping of individual and collective identities, as well as
in the establishing of the entity of labourer, his/her way of thinking, acting, understanding
work, working conditions, and the relationship between work and free time.

The video game industry is heterogeneous and relationships it is built on depend on
local cultural context, but in a global context — similar work ethic is in place. The objective of
critique is to deconstruct and denaturalise such an ethic, which in emotional terms merges
labour and leisure, workspace and home, co-workers, and family. At such time when em-
ployees in the video game industry create unions, it will be necessary for researchers to take
an “action approach” and to “introduce a broader and more reliable scientific knowledge in
the immediate experiences of employees, to support systematic analysing of relevant facts,
to establish communication among various interested parties and help create permanent
cornerstones of “labour action” (unions and other employee associations)” (Bol¢i¢, 2003,
p- 31). At the very outset of organising unions in the video game industry, it is important
to provide insight into the ideological structure which stands in the way of their struggle
for better working conditions.

THE IDEOLOGY OF ENTERTAINMENT
AND THE HACKER ETHIC

The relationship to work in the video game industry arises from the authentic historical
process that first started in the early 1960s at the Massachusetts Institute of Technology (MIT).
The original hackers, assembled in the TMRC’, designed the Space War! computer game,
which generations of students grew up with, those same students who were later to initiate
the commercialisation of computer games (Maravi¢, 2022). Unlike the “uniform-wearing”
and professional “uptightness” of the IBM staff, the Silicon Valley preferred casualwear, play-
fulness, fun, youthful spirit, and a sense of togetherness, as opposed to strict work discipline.
Rather than seriousness and alienation of traditional capitalism, creativity marked the onset of
anew era, and instead of undisputed authorities, rigid organisation, and corporate hierarchy
of the glass ceiling - it brought individualism, autonomy, and meritocracy. The spirit of the
hacker ethic, which was cherished by the members of this new sub-culture, spilled over from

5

Tech Model Railroad Club was a student organisation at the MIT, initially formed by students
interested in building model trains. When in the early 1960s first minicomputers (PDP-1) were made
at the MIT, a group of club members started designing computer programmes and experimenting
with their possibilities. They were named “hackers”, after the jargon word “hack’, which they used
for particularly inventive computer programmes.
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universities to the world of business and in this manner conquered until then unchartered
territories. The core hacker values, such as passion for creative work, freely organising one’s
own working hours (Himanen, 2001) and a promise of fun at work were already present in
the first video game manufacturer, the Atari company (Dyer-Witheford & De Peuter, 2009).

Work hard, play hard,® was the motto of the father of Nolan Bushnell, founder of Atari.
This sentence contains the gist of an old liberal idea according to which freedom is acquired
through labour, from which leisure, fun and games are recompense for the efforts invested,
are thoroughly separated’. With the post-Fordism striving for hybridism of economic and
cultural models, rather than their standardisation and homogenisation, essential change
occurred in the Western ideology of labour. Work was no longer perceived as “strenuous’, as
a dark necessity of life, as was expected in accordance with the ideology of labour following
the Industrial Revolution. While the Protestant ethic did not allow playfulness and fun at
work, the hacker ethic offered a hybrid model of committed work as a strong-intensity game,
rather than obligation that is imposed (Raymond, 1997, p. 4). Bushnell’s own motto was
completely different from his father’s motto:Don’t work hard, work smart,® which aimed to
emphasise the efficiency of work. However, the fact is that at Atari they were committed to
work, and even more committed to playing and having fun. They had wild parties which,
according to the words spoken by Bushnell in the documentary Atari: Game Over, served
the purpose of recruiting young people and their integration into the Atari community
(Burns et al. & Penn, 2014). More often than not, there was no difference between work
and fun, so Bushnell would have meetings with his associates in a whirlpool bath and all
the while they would drink whiskey, and pass joints around °. The Atari work philosophy
in terms of advertising '°job openings in the industry focused on fun, love, and passion for
video games as the key prerequisite for the job, which is something that today’s companies
also retained. This principle that is relative to the emotional aspect of work is expressed
in Bushnell’s manifesto (Fulton, 2007), has “survived” to date while his ideas in terms of
work ethicality, fairness to the employees and remuneration, as the highest objective that
precedes even profit generation, somehow failed to do so.

In the atmosphere of neoliberal economy, the video game industry adds to work a sense
and experience of game, thus building its work philosophy on the foundation of the ideology
of entertainment. This industry is a paradigmatic example of a major transition that occurred
from the strict Fordist to a flexible post-Fordist, computerised work process. Video games,
as a product of non-material work, shape the gamers’ experience and manipulate how they

¢ Work hard: play hard.

7 If we were to talk specifically about play, the idea of it being separate from labour can be found
in most philosophic considerations of the game, since the times of Aristotle, who pointed out as one
of game’s crucial features that game is a man’s activity that is devoid of labour. Much later, Schiller
notes that man is free and he is man in the true sense of this word only when he plays.

8 Don’t work hard, work smart.

®  We take fun seriously, was Atari’s slogan which, according to what later said the video game de-
signer Howard Scot Warshaw, the employees in jest altered to We take fun intravenously (Burns et
al. & Penn, 2014, 13:40).

0" Have fun and make money was Atari’s job opening advertisement in the newspapers. When he
was young, Steve Jobs read it and decided to get his first job there.
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are affected - feelings of excitement, passion, and pleasure. Similarly, the shaping of the em-
ployees’ emotions is reflected in a manager’s task, which may be fulfilled in various manners
through fun, “familial” commitment, workspace interior, love for work (Hochschild, 1983).

WHAT UNDERLIES CHURCH?"

Unlike artisans in the Middle Ages, who organised their working hours as they found
suitable and when the objective was to get the work done eventually, industrialisation
brought with it a completely new approach to time. Time became money, so time became
focal point for organising the work process. The hacker ethic distanced itself from such an
approach to time and, moreover, promised a return to the pre-industrial ways (Himanen,
2001). In order for such a “creative rhythm” to be accomplished, it is necessary to customise
it and to have a more flexible approach to working hours, without tight deadlines. This is
where we reach one of the currently biggest issues in the video game industry and the issue
of how to reconcile “creative rhythm” with planned commercial production. The answer
to this question is — with the help of passion and love.

Employment in the creative industries is perceived as “labour of love” (Jaffe, 2021)
because if it is fun to play video games, it must be fun creating them. One of the key tests
for the employees and their “love and passion” for video games is when crunch occurs - an
endemic and chronic problem in the industry. Crunch periods mean overtime work burnout
in the last few weeks when deadline for the submission of final version of a video game
is nearing expiry, when the deadline for submitting final version of a game to a publisher
is nearing expiry, this publisher providing funding for the project, presenting demands
and setting deadlines, mainly during the Christmas season, major sporting events, the
launching of some new hardware or a new movie. The reasons for the delivery of product
to be jeopardised may lie in unrealistically planned workload, insufficient resources, or
unplanned additions of new elements (Lynch & Earle, 2018). In order for a project to be
completed within deadline in such a situation, there are two options - to lower product
quality by not implementing certain elements in the video game or to work overtime, which
is actually far more commonly opted for. There have been situations that instead of the
standard 40 hours, teams work 50 hours per week, while during crunch they work as many
as 80, even 100 hours per week (LaLonde, 2020). It often happens that the employees sleep
on company premises, they neglect family and social interactions, which ultimately affects
their health, and there have been cases when, in order to be able to endure, during crunch
periods they used controlled substances (Goldberg, 2011). In an attempt to alleviate the
effects, companies resort to various tactics. Accordingly, during long work hours they make
sure meals and food are delivered to the employees and their families, they provide laundry
service, massage and give them complementary cinema tickets. According to the results

"' In the Serbian version of this paper the English transcription of the word crunch is used since

there is no suitable word to replace the English original. The closest to it is the Germanism zeitnot
(informal) but words such as hard-pressed or in a tight spot are not deemed adequate since their
meaning largely depends on specific contexts they are used in. Besides, crunch is a familiar and used
term in the Serbian video game industry.
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of a survey conducted by the IGDA, this survey referring to employee satisfaction in the
video game industry for the year 2019, remuneration for overtime was mainly provided in
the form of free meals and food (33%), then in the form of days off (25%) whereas as little
as 8% of employees were given monetary remuneration (Weststar ef al., 2019).

Justification for the unpredictability of the game design process is non-linearity and
multidisciplinary character of this line of work (Petrillo et al., 2009). It is often difficult to
assess whether work produced by various teams will be easily compatible and create a func-
tional whole, which eventually is burden to be carried by the producers — people who are to
make sure deadlines are met and teams organised (McCoy, 2010). Poor work organisation
and team management is merely a consequence of the systemic problem. In American com-
panies, not only is crunch a fact of life, as noted by some producers (Petrillo et al., 2009). but
also a legal fact since some labour contracts' read “The employees are expected to work on
average 40 to 50 hours per week but at times may be obligated to work additional hours so as
to complete a product” (Lynch & Earle, 2018, p. 166). In discursive practices that set crunch
as a norm, developers themselves participate voluntarily'*. Work entailing art and creativity
cannot be organised according to pre-planned tasks is an echo of the modernist myth of the
artist as a chaotic creative character. Thus, designers at the Naughty Dog company, which is
notorious for very frequent crunch periods say, “This is the nature of an artistic endeavour in
which there is no pattern for designing a video game” (according to: Schreier, 2017, p. 39). It
is pointed out that a common reason for overtime, in addition to “love” of work, is inherent
perfectionism of creative people, so much so that in some cases managers had to convince
their employees, who wanted to perfect the video game, it was time to go home (Ibid., 2017).

Although this problem has persisted for a long time, ever since the industry was first
created, and it is well documented and substantiated in theoretical terms in relative journals,
the practices of crunch continue to remain more of a rule rather than an exception, and
it is one of the most persistent problems. Many employees have received this condition as
being inevitable, widely accepted and normal manner of working on projects, although
this manner entails plenty of unpredictability and sacrifice. The problem of crunch is in-
extricably connected with the organisation of working hours, but apparently, in the video
game industry, apart from time, space is relative as well.

HOME AS WORKPLACE AND VICE VERSA

In 1965, Marshall McLuhan predicted what the future held in store for employees when
he said: “People will work at home, connected to the corporation, the boss, not by roads or
railroads, but by television. They will relay information by two-way television and computer

12 International Game Developers Association.

3 Such labour contracts entirely comply with the Fair Labor Standards Act, according to which the
employers are obligated to pay overtime to developers who perform strictly defined tasks. Moreover,
according to the California Labour Code (in this state a large number of video game development
studios is based), it is not obligatory to pay overtime to developers who earn more than USD 41 per
hour, and who are involved in some form of creative work (Dyer-Witheford & De Peuter, 2009).

" The English word developer is a common collective name for all persons who do production-related

work, both in the Serbian video game industry as well as in other local ICT fields.

944



Socioloski pregled / Sociological Review, vol. LVII (2023), no. 3, pp. 928-951

systems.” (according to: Wolfe, 1969, p. 37). Nevertheless, to make these ideas happen, we will
have to wait for some more decades when, thanks to the development of broadband internet,
workplace flexibility and working hours of multicultural employees when it becomes the ideal
and a “promised land” of new 21* century labour. However, a consequence of the deteriora-
tion of labour and workplace dematerialisation is depoliticization of working conditions or,
as McRobbie puts it: “Perhaps there cannot be a workplace policy if there is no workspace”
(according to: Keogh, 2021, p. 33). In 1998, Paul Virilio argued that “paid labour spilling”
to private space of home was a violation of free time but, what is perhaps even more impor-
tant, he understood the political implication of upsetting the set space-related connections.
“Activities and spaces that used to connect the employees and unions and ultimately gave
voice, or framework, for their special status in the hierarchy of industrial labour, will in the
future be perceived as obsolete rituals” (Virilio, 1998, p. 188). A lack of collective political
awareness and the failure to unionise is a consequence of the fact that work on AAA" video
games is very diversified and for proffit maximisation purposes companies nowadays tend
to collect labour from various geographical regions, in which there is a world of difference in
working conditions and the prevailing work ethic. Employees who are involved in the same
activity, in addition to online meetings in which work is discussed, are in no way motivated
to develop a closer contact or to exchange thoughts on mutual interests. All this is reminis-
cent of cases that were common in the 20th century, when factories in the U.S. hired labour
from various European countries, thus making linguistic, cultural, and ethnic difference an
obstacle to unionisation (Hardt & Negri, 2000). Unlike the situation of 100 year ago, these
barriers are no longer linguistic but literally physical.

Virtual economy entails transforming home into workplace but in the video game
industry, the mimicry of physical workspace, as a space for leisure and home, this point
of convergence shifted in the opposite direction. The basic human needs can be satisfied
on company premises by providing food cooked in the kitchen, playing different games,
providing bath facilities, and sometimes even by providing improvised beds. A successful
simulation of what should feel like home means focusing also on local cultural idiosyn-
crasies. Thus, in some Finnish, Russian and Serbian companies, it is quite common to take
off shoes and put on slippers so as to make the employees feel like they are in the privacy
of their homes. Workspace is equipped with arcade games, pinball machine, board games,
pools, lazy bags and other items that should serve the purpose of relaxing the mind and the
body. This is done under the presumption that if they have more fun at work, their work-
place will feel more like home rather than the workplace it is. The narrative is that video
game developing is actually play, i.e., that product character is reflected in the process of
production and that it is crucial for creating the image and promotion of companies. This
is why they come up with logical justifications that a company that develops video games
wishes to motivate and encourage their employees’ creativity and that the “instrumentalized
game” actually serves analytical purposes (Sotamaa, 2021).

Anthony Giddens in 1964 writes that a blurred line between work and leisure will
lead to significant ideological vagueness “People in whose professions... there is no strict

15

A common designation for high-budget video games that are developed and distributed by
major publishers.

945



Manojlo M. Maravi¢, Neoliberal ideologization of work and the beginning of unionisation...

division between work and leisure, may have a vague position between work-oriented
values and those that are play-oriented” (Giddens, 1964, p. 86). It is a well-known thesis
that modern capitalism tends to organise free time according to the pattern of the pro-
duction process (Hardt & Negri, 2000) but it is a two-way relationship, and thus a reverse
tendency can be identified in the video game industry, in which by simulating the family,
with leisure and home what we see in action is a process of shaping the production work
conditions according to a model of social life. If workplace is actually a second home, then
co-workers become a second family, while the process of video game developing becomes
somewhat like raising children with utmost dedication. Many video game companies try
with their promo slogans to attract their future employees by instilling into them the idea
“This is not a job, it’s a new family” (Williams & Walker, 2014). An illustration of this is
the London-based company Ustwo Games, which calls itself a fampany'®, thus combining
the notions of family and that of company, which is probably the most striking example
of such a recruitment policy. Just like love that keeps a family together, it is the same with
loyalty to this company, which is unconditional. This was confirmed when a staff member
of this company was fired after the employer had found out about his activity in a union.

THE INCEPTION OF RESISTANCE

In 2000, a group of anonymous video game developers published The Scratchware
Manifesto on the Home of the Underdogs webpage, and in this document, they expressed
dissatisfaction with change in the video game industry. In addition to various issues in
terms of the inventiveness of video games, the authors’ major focus was until then almost
standard practise of working overtime, as lifestyle that people voluntarily accept. '’ This
manifesto failed to attract much interest of people in the industry, but signs of the immi-
nent crisis would soon be released to the public. This happened in November 2004, when
Erin Hoffman, a whistleblower and wife of a developer who worked for one of the world’s
biggest companies Electronic Arts (she went under the nickname ea_spouse) wrote a
blog on the LiveJournal webpage.She was very vocal about her indignation with the man-
ner in which this company treated her husband, by failing to pay him overtime hours*.
Encouraged by this, other employees sued EA in a class lawsuit, and the case ended with

'®  An amalgamation of the words: family and company.

17 As the most obscure example, they mentioned the Tan Storm company, whose founder was John
Romero. The main employment criterion was being prepared for early career burnout and passion
for gaming (Kushner, 2003). In order to meet the expectations of the famous video game designer,
the employees worked between 14 and 18 hours per day, and so they kept improvised beds in their
cubicles. Not only were they not paid for this but they also never got any of the usual perks in the
form of days or weeks off, depending on how intense crunch preceding them was. There is an extreme
case of Brian Eiserloh who broke every record there was by spending as many as 85 days at the office,
without once having gone home. He enthusiastically described this experience with the following
words. “You can get an amazing amount of work done” (Anonymous, 2000).

18 She stated that management knew exactly what they did and the long hours and days had actually
been planned beforehand. If someone was to raise the issue of remuneration, the company would
invoke the above-mentioned California Labour Code.
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an out-of-court settlement. Eventually, the company made two payments in damages,
these totalling USD 30.5 million. Due to universal distrust, the IGDA conducted a survey
in order to look into the situation in this industry. In their report, this organisation stated
that in most cases management saw crunch as a normal part of work, that the problem
of “forced workaholism” was present and consequently increasing stress levels and health
deterioration (Dyer-Witheford & De Peuter, 2009). From that point onwards, the IGDA
has conducted the Developer Satisfaction Survey and according to their latest report, of
2021, a slight improvement compared to previous years was identified but still one third of
the respondents experienced crunch, with additional 22% responding that they frequently
worked overtime (which they did not call crunch) (Weststar et al., 2021).

Thanks to many newspaper reports and articles on this subject in the past few years,
the long-suppressed problems regarding crunch became known to the general public. In
response to permanently difficult working conditions, the first step towards institutional
solidarity and defence of the employees’ right was taken in 2017 in France, when a union
was established. The following year the topic of unionisation in the video game industry
finally made it to a GDC" panel discussion in San Francisco. Jennifer MacLean, Executive
Director of the IGDA, openly opposed the idea of establishing unions and supported her
position with a typical Neoliberal explanation that instead of collectively working on change,
the role of this association was to “provide to video game developers information so that
they can make good and smart decisions” (according to: Sinclair, 2018). Managers and
owners of the companies failed to respond to this situation appropriately, which led to the
establishment of an organisation called the Game Workers Unite (GWU), which took place
within weeks of the mentioned panel discussion. Most GWU? members, for fear of losing
their jobs, were anonymous, which is indicative of company owners failing to see that any
crisis and revisiting power relations in capitalism is their opportunity to use this subversive
potential by including it in their agenda and economic institutions (Hardt & Negri, 1994).

Neoliberalism, which nurtures individuality, competitiveness, workplace flexibility
and entrepreneurship, annuls the idea of belonging to a social class and accordingly the
need for union-type solidarity. Unionisation will be anything but an easy task in a place that
from the very outset has cherished the ideology of labour of love and nomadic character
of the employees, who quite frequently see unions as a reflection of times past and some
other industries (Bulut, 2020). This was first perceived by the authors of The Scratchware
Manifesto, when immediately following their presentation of the idea of unionisation they
drew attention to this problem “Certainly these warriors of the new economy wouldn’t
want to take part in something as stinky as a union. We're Game Professionals, not autow-
orkers!” (Anonymous, 2000).Unlike the workers in the “heavy industries”, who have a long
tradition of union struggle, the software industry employees are faced with an entirely new
situation since the ideology of labour has for many years relied on the narrative of it as a
place in heaven, in which no “greasy” labourers are allowed, and they are instead member

1 Game Developers Conference. is the video game industry’s premier global event.

2 In an attempt to come up with new symbols, the GWU strives to emphasise a continuation of the
earlier class struggle, all the while failing to renounce its gamer identity. The name of their organisation
is evocative of unification and the logo (raised arms with the hands gripping a console controller) is
a reference to the hammer and sickle - revolutionary symbols of the proletariat.
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of the creative classes (Florida, 2002). Nevertheless, it is worth noting that the situation is
different in other fields of creative industries. For example, the film industry employees
have unions’ support for the common practice of being paid overtime, and this has been
the case ever since the 1930s, when SAG-AFTRA, one of the oldest Hollywood unions, was
founded. It therefore comes and no surprise that the first strike in the video game industry
was organised specifically by actors — voice actors for virtual characters.

Although the video game industry has existed since the early 1970s, the issue of union-
isation for the purpose of joint interests and improved working condition has only recently
become discussed more widely. Since 2019, there have been demands for the establishment
of unions and such demands are on a rapid increase, and what remains a pending issue to
date is whether after half a century of existence, this industry will reach the level reached
long ago by the workers in other industries. There are developer unions in some countries,
such as France, the United Kingdom?, Sweden, Ireland, and South Korea, and according to
the IGDA 2021 survey results, their membership doubled (12%) compared to 2019 (6%),
which shows that there is an increasing number of employees who recognise the signifi-
cance of such unionisation for the purpose of achieving their rights (Weststar et al., 2021).

CONCLUSION

In the long run, the situation of early career burnout is not sustainable, not only in
terms of work ethic and observing the workers’ right, but also because it is ultimately not
something companies themselves would benefit from. This is why it is necessary to strive
for new work ethics that would be more acceptable and functional both to the workers
and to managers. To the managers, crunch gives the illusion of productivity, but the end
result of this is that the most valuable resource of this industry — human resources - is
destroyed. Overexertion of the employees results in them failing to be focused and mak-
ing mistakes more frequently, with additional time being subsequently required to rectify
such mistakes. Although these practices have become somewhat of a norm, they have
been accepted as an inevitability and are deeply rooted in the policy of management, so
appeals to emotions cannot go on indefinitely, these referring to passion and love of video
games. The employees, in particular women, leave this industry once they are faced with
life-changing milestones — marriage or having children. This is why working for a video
game company is in the majority of cases just a steppingstone in one’s career, i.e., acquiring
professional experience for the purpose of a career change or starting one’s own company.
The video game industry has one of the highest staff turnovers in the IT sector. Although
it is presumed that the reason for this lies in high demand of talent and an ever-increasing
competitiveness among companies (Pertone, 2018), the question remains: How strong is
the impact of demotivating aspects, such as crunch, and whether those people who quit
remain in the video game industry at all or do they seek employment someplace else? As a
consequence of all this, there is a permanent lack of experienced employees, this resulting

2 The problem of meagre union experience in the UK was resolved by the employees joining the

already existing Independent Union, whose membership are sanitation workers, security guards,
delivery and Uber drivers (Jaffe, 2021).
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in higher cost of training new staff, while people frequently quitting creates a bad repu-
tation for the companies in their social environment (Bol¢i¢, 2003). Managers are aware
that many young people and passionate gamers are interested in working in this industry,
which has a “halo” of something desirable, playful, and a profitable workplace, so those
employees who do not accept such working conditions are actually very easily disposable.*

The process of establishing unions in the video game industry has encountered all
those obstacles typical of neoliberalism, such as pronounced individualism, precarious
work positions, short-term labour contracts and globalisation, which is reflected in the
internationalisation of labour market. Unionisation is by no means the only means of a fight
to exercise the employees’ rights. However, since legal protection or existing associations,
funded by employers such as the IGDA, have been unable to resolve problems that have
persisted for many decades and whose causes are an inextricable part of the gamer culture
and hacker ethics, but instead can only mitigate the consequences, it is important to pose
the question of why it has taken so long to establish associations of the employees, which
associations could represent their interests and change things from the bottom up. At the
end of the day, collective negotiations via unions stand for institutionalising confrontation,
which entails regulated and stable social activities within the accepted norms and rules,
and as Bol¢i¢ argues (2003, p. 236) “it mitigates the edge and devastating consequences
of conflicts because it at the same entails but also reaffirms realistic views of reality... it
contributes to realistic expectations in terms of demands from each of the parties and
potential outcomes of such conflicts; it is specifically communication between opposing
parties and negotiations among them that alleviate the irrationally escalated confrontation”

Although some companies have been in this business for several decades, the average
employee age has been increasing very slowly and is currently at 34 years of age, which is
significantly lower than in other industries. This is an industry of the “eternally young’,
not only because the digital or generation gap in terms of the use of technology and cul-
tural difference that concerns the ways of entertaining oneself and not so in metaphorical
terms — a youthful spirit, but literally - it treats the young body as being privileged since
it can more easily handle sleep deprivation and exhaustion. This is a biopolicy of the video
game industry, in which not only does ideologization take place on a conscious level but
also on the level of the body, by shaping life itself - needs are created, desires alike, social
relations, but also a phantasm of an eternally young creative person and a passionate gam-
er-worker. This ideology is reflected in phantasms, which renders our reality bearable. It is
accepting voluntarily the power relations, which are established by capital, or as Anthony
Peter (1977) says: “We all believe that... labour is not a precise contract which calculates
all specifics... but something to which we commit entirely, of our own free will... Not only
do we believe that we should commit to work but that to a great degree that it should be
done well, enthusiastically, lovingly even” (Peter, p. 6).

2 There are some opinions that indicate that the soaring number of university syllabuses that provide

education to developers result in a much stiffer competition for jobs in the field, which deteriorates
the working conditions even more (Kerr, 2021).
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