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Abstract: Through understanding the process of postmodernity as a transitionary period, this 
paper explores the representation of the postmodern identity crisis within CD Projekt Red’s 
video game Cyberpunk 2077. It is contrasted with Heiner Müller’s drama Hamletmachine, 
through the theory of the semiotics of the subject. Focusing on Julia Kristeva’s theory of the 
abject, the analysis examines how these works reflect on their respective cultural paradigm 
shifts and represent the changing tendencies regarding the constitution of the socially positioned 
human subject. Hamletmachine establishes Hamlet as a self-conflicting subject within a 
postmodern framework and introduces the machine as an abject entity, while Cyberpunk 2077 
immerses players in an interactive narrative that challenges their socially defined subject 
positions. 
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Introduction 
 
The foundation of this paper relies on the interdisciplinary theories of the process of the 
constitution of the subject. I provide a comprehensive analysis of CD Projekt Red’s (abbreviated 
as CDPR in the paper) video game Cyberpunk 2077, which I contrast with Hamletmachine by 
Heiner Müller, based on Julia Kristeva’s theory of the abject. I argue that the two narratives not 
only carry the imprint of their respective historical-cultural paradigm shifts but also reflect on 
the identity crisis that results from those shifts and inform the types of subjectivity in the current 
postmodern and posthuman era. For this purpose, Hamletmachine was chosen because it 
establishes Hamlet as the self-conflicting subject within the postmodern context, while 
Cyberpunk 2077 utilizes a similar self-conflicting protagonist to challenge the audience in an 
interactive manner, offering players an opportunity to reflect on their own socially defined 
subject positions. Therefore, I explore how CDPR’s Cyberpunk 2077 reflects on the postmodern 
identity crisis, where the virtual world can become more important for the individual than the 
real world, and how the video game interprets this transitionary time period. As a result, the 
analysis of the video game yields critical insight that the postmodern condition and 
virtualization can result in the abjectification of the subject’s real life, while the virtual world 
is established as the main object of desire and identification. This can trigger the neglect of real 
life and, in more extreme cases, where the individual shifts to identify him- or herself with the 
virtual world only, it can also lead to suicide, which I explain through the abjection of real life. 
 
Video games constitute one of the most widespread and popular cultural products of the 
contemporary era, supported by a large global industry and rapidly expanding audiences 
through technological developments, for instance, in multiplayer games, new generations of 
consoles, and mobile platforms (Engelstätter and Ward 2022, 1–2, 12). As a result, they 
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function not only as leisure activities but also as cultural and educational experiences capable 
of influencing skill acquisition and behavioural patterns (Engelstätter and Ward 2022, 1–2, 12). 
In the postmodern and posthuman context, virtual environments increasingly shape the subject 
formation of younger generations, often reaching them more effectively than traditional media, 
such as literature or film, particularly due to the accessibility of smartphones (Engelstätter and 
Ward 2022, 12). The accessibility of development tools further demonstrates the dynamic 
nature of video game culture, enabling games to serve as mediums of self-expression and 
reflection (Engelstätter and Ward 2022, 1). Their cultural impact is reflected in the prevalence 
of gaming among youth—for example, studies report that “97% of American teens” have 
played video games—and in the social value attached to gaming proficiency among adolescents 
(Engelstätter and Ward 2022, 2). Consequently, video games have become influential cultural 
narratives because subjectivity is increasingly shaped through these interactive narratives that 
warrant critical analysis and comparison with other narrative forms, such as drama. 
 
Understanding the postmodern as a transitionary time period can be conceptualized through the 
psychological and physiological changes in the constitution of the subject that are better visible 
from a comparative point of view. Therefore, I take Hamletmachine as a point of reference that 
reveals the contrast and the ongoing processes of the postmodern through employing the 
Hamlet-character, which reveals these aspects that are hardly visible to the subject that lives in 
postmodernity. The self-conflicting character of Hamlet emerges in times of identity crisis, 
where questions about the constitution of the human subject result in self-doubt and uncertainty 
within a world where roles, categories, and models become contested, uncertain, and 
challenged. As a result, the socially positioned subjects may find this unbearable and seek an 
escape route that leads to a space that could provide them with a defined role, validation, 
satisfaction, and peace, which they lack in their everyday life. This space is often found in the 
imaginary and fantastic worlds of the theatre stages and apocalyptic fantasies, and it is 
predominantly experienced through virtual worlds and virtual realities. 
 
The paper’s main foundation is Kristeva’s theory of the abject, which is the unnameable that 
resists categorisation and lurks behind our conscious mental activities (Kristeva 1982, 2). This, 
in psychoanalytical terms, would be the taboos of the Id, hiding deep within the unconscious, 
which stem from sexuality, traumas, instincts, urges, desires, and fears that also include 
irrational and well-founded ones (Kristeva 1982, 17, 48; Freud 1964, 219–223). In contrast, 
Borlik posits the concept of the abject on the edge of instincts, which humans repress and thus 
differ from animals (2017, 34). Consequently, in the process of the constitution of subjectivity, 
the individual can undergo this repression and create their relation with the abject through 
escapism, for which an immersive and interactive video game, such as Cyberpunk 2077, is a 
great tool. 
 
Furthermore, the concept of escapism is part of the framework of my analysis. As Halfmann 
and Reinecke define it, escapism in the context of media consumption is rooted in emotion-
focused and avoidance-oriented coping; thus, in this manner, individuals deliberately engage 
with media to distance themselves from stressors, negative effects, and everyday demands 
rather than confronting these challenges directly (2021, 181, 188). Moreover, because stress 
triggers coping and they affect each other, escapist media use is defined as a self-regulatory 
strategy that facilitates psychological detachment from real-life difficulties through immersive 
engagement with entertainment content (Halfmann and Reinecke 2021, 182–183). Crucially, 
escapism is not only maladaptive avoidance, but it is also positioned as a functional coping 
mechanism that can aid in mood regulation and recovery from stress when deployed in 
appropriate contexts (Halfmann and Reinecke 2021, 191–194). Within this framework, 
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behaviours, such as “binge-watching” a series or spending hours playing a video game, 
exemplify escapist use as they provide sustained cognitive and emotional focus that is diverted 
from the sources of stress and which temporarily alleviates distress (Halfmann and Reinecke 
2021, 181–203).  
 
In addition, escapism is also a defining aspect in connection with the process of the constitution 
of the subject, as the borders of the subject that are defined by the abject are disturbed during 
our contemporary time. Consequently, nowadays the virtual world is increasingly functioning 
as the main scene of identification and thus real life is dangerously being neglected and, in some 
cases, can be put into an abject position through unconscious processes that connect the subject 
with the virtual environment. Also, in connection with video games, escapism, as Hussain et al. 
explain, can turn from being a positive mechanism into a dangerous coping strategy for the 
individual to deal with trauma, inconvenience, and suffering, which can lead to negligence 
towards, or denial of, real life (2021, 11). This denial or rejection process, combined with the 
constitution of the socially positioned subject, can provide the answer to the questions of how 
the virtual world becomes the main definitive point of reference, and through this, how the 
cognitive categories and thus also the subject and the abject themselves are reformulated. 
 
Ideology is central to this study because the formation of the subject cannot be separated from 
ideological structures, the system of representations that shapes how individuals perceive and 
interpret reality (Althusser 1994, 120). It operates through everyday practices and remains 
largely invisible, functioning as a filter between the Real and the subject’s experience of the 
world (Žižek 1994a, 1–5; Althusser 1994, 123). Žižek further emphasizes that ideology relies 
on fantasy, which enables individuals to imagine their place within the social order and 
reconcile its contradictions, thereby presenting ideological systems as coherent despite their 
internal tensions (1994a, 6–7, 29–30; 1994b, 197–199). From a historical perspective, 
ideological frameworks also shape the subject’s relation to death: cultural practices—from the 
medieval ars moriendi to later social codes—regulated how individuals should live, die, and 
mourn, demonstrating that both the experience of death and the construction of the abject are 
historically contingent and largely determined by institutions of power (Foucault 2000, 78–89; 
Powell 2011, 352–353, 359). 
 
In summary, the human subject rests on several constitutive pillars; the destabilization of these 
can provoke identity crises by disrupting the categories that sustain subject formation. ‘Death’ 
and the corpse operate as primary signifiers of non-existence, forming the original category of 
the abject that frames the subject (Kristeva 1982, 3–5; Grosz 1994, 193). However, when 
individuals fail to find purpose or validation outside virtual environments, the virtual may 
become their primary site of identification. Repeated representations of death in games can blur 
its finality and weaken its abject status, suggesting that the abject is historically contingent 
rather than fixed. In Cyberpunk 2077, this shift manifests in the abjectification of real life itself, 
increasingly presented as something rejectable or escapable in line with Kristeva’s theory of 
the subject. This paper, therefore, does not aim to offer a thanatological study or to resolve the 
postmodern identity crisis but rather to interpret how Cyberpunk 2077 reflects on identity, 
subjectivity, death, and virtualization. By immersing players in a digital environment that 
destabilizes the primacy of physical reality, the game transforms escapism into a mechanism 
that exposes detachment from lived experience and highlights risks such as alienation, isolation, 
and the prioritization of the virtual avatar (Hussain et al. 2021, 11). 
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1. Methodology and framework 
1.1. The theory of the subject 
 
The main interpretive framework of this paper is the theory of the subject. Postmodern 
perspectives argue that the subject does not exercise full control over enunciation; rather, 
agency is shaped by discursive structures, ideology, and institutionalized expectations. By 
contrast, traditional semiotics understands the subject as the origin and regulator of meaning, 
presiding over the relation between signifiers and signifieds (Kiss 2010, 11). In this study, 
however, the protagonists of Hamletmachine and Cyberpunk 2077 are interpreted as split 
subjects whose unstable positions destabilize established hierarchies of language and meaning. 
Postsemiotic approaches address this instability by examining how the symbolic order shapes 
subjectivity both internally and externally, placing the relationship between subject, society, 
and ideology at the centre of socio-historical analysis (Kiss 2010, 15). Kiss conceptualizes these 
forces as the micro- and macrodynamics of the subject: internal mechanisms, e.g., taboos, fears, 
and traumas, interact with external structures including ideology, social norms, religion, and 
biopolitics (Kiss 2010, 15, 19). 
 
Embodiment further complicates subject formation. As Grosz argues, the human body is 
constrained by biological limits (1994, 187), yet these limits also structure identity and social 
relations. Cultural figures such as cyborgs, superheroes, and (an)droids reflect anxieties about 
these boundaries and intersect with trans- and posthumanist debates on what constitutes the 
human—questions central to both Hamletmachine and Cyberpunk 2077. The body, shaped by 
cultural norms and historically situated practices, plays a constitutive role in the formation of 
subjectivity (Grosz 1994, 190–193, 210; Kiss 2010, 15, 19). Because bodily experience is 
culturally mediated and inherently gendered, the body and mind cannot be treated as separate 
domains (Grosz 1994, 209–210). 
 
Cyberpunk 2077 dramatizes this interdependence by foregrounding enunciation and 
embodiment: Johnny’s digitized psyche can only overwrite V’s consciousness by also altering 
and adjusting the body of the protagonist first. The question thus becomes whether limitation 
itself is constitutive of the human. Such concerns are characteristic of the cyberpunk genre. 
Works like Neuromancer (1984), Altered Carbon (novel: 2002; series: 2018), and Cyberpunk 
2077 (2020) explore the possibility of transcending bodily constraints through prosthetics and 
technological augmentation in a transhumanist manner. At the same time, they expose tensions 
symptomatic of postmodern and posthuman identity crises. 
 
The postmodern identity crisis reflects the fragmentation of coherent identity amid the collapse 
of grand narratives and the rise of cultural relativism (Ferrando 2013, 28–30). In its posthuman 
extension, this crisis acquires an ontological dimension: subjectivity is reconfigured through 
technological, biological, and ecological entanglements that decentre the human being (Hayles 
1999, 2–3; Braidotti 2013, 49–57). Then, on what basis can identity be formed in the absence 
of stable categories? What are the borders of the concept of the human that distinguish humans 
from machines in an age of cyborgization? These issues are embedded in the gameplay of 
Cyberpunk 2077 from the beginning, when players construct their avatar, the decisive act that 
shapes their experience of the world. 
 
As a result, the selection of Müller’s Hamletmachine and CDPR’s Cyberpunk 2077 is grounded 
in their reflexive engagement with paradigm shifts and the identity crises accompanying 
technological transformation. Hamletmachine responds to late-industrial modernity, 
foregrounding the growing entanglement of the human psyche with machinery—industrial 
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automation, computational systems, and proto-artificial intelligence—as an attempted escape 
from reality. The choice of Hamletmachine as a basis for comparison is also legitimized by the 
fact that it is generally regarded as a seminal example of postmodern drama, making it 
particularly suitable for illustrating the central problems and key questions of postmodernism 
(Kiss 2010, 56–57). In contrast, Cyberpunk 2077 stages this shift within an interactive 
framework, in its narrative that models immersion in virtuality as both symptom and allegory 
of the abjectification of reality, presenting a dystopian reflection of contemporary conditions. 
Such crises and structural transformations increasingly find expression in contemporary video 
games, as technological and cultural changes intensify, their representations within interactive 
media become more frequent and pronounced. Therefore, Cyberpunk 2077 was selected 
because it provided me with the most explicit and complex example of how the strong thematic 
and interactive strategies make players aware of the otherwise unconscious processes by 
transforming them from detached observers into active narrative agents whose explicit, 
impactful, and consequential choices challenge their moral frameworks and subjectivity. 
Viewed diachronically, video games thus trace a developmental arc, in which evolving anxieties 
about subjectivity, reality, and virtualization become progressively more explicit. 
 
 
1.2. The abject 
 
Kristeva establishes the abject as neither subject nor object but as a third term that destabilizes 
and mediates between the two (Kristeva 1982, 1). It functions as the constitutive frame of the 
subject, marking the boundary through which subjectivity emerges (Kristeva 1982, 1–4). Yet 
the relation between subject and abject is not static. In contrast to more rigid formulations, 
Hamletmachine and Cyberpunk 2077 present both as dynamic processes rather than fixed 
entities. For Kristeva, the abject is associated with what provokes bodily repulsion—dung, 
blood, decay, the corpse—elements that resist categorization and threaten the integrity of the 
subject (1982, 2–3). Borlik similarly situates the abject at the level of repressed instincts that 
distinguish humans from animals (2017, 34). At the same time, the abject disrupts binary 
oppositions—subject/object, living/dead, human/inhuman—by occupying an unstable in-
between position (Kristeva 1982, 7; Borlik 2017, 34). These are rejected elements once integral 
to the subject but expelled from identity and the socio-symbolic order (Kristeva 1982, 17–18). 
 
The abject thus unsettles the subject’s equilibrium by provoking an instinctive bodily reaction 
to perceived systemic threat, therefore both disrupting and constituting subjectivity in its 
material grounding (Kristeva 1982, 3–5; Grosz 1994, 193). Grosz further connects abjection to 
the ideological construction of the body (1994, 188) and distinguishes three principal forms: 
the abjection of food, bodily waste—culminating in confrontation with death and the corpse—
and sexual difference, which begins at the level of signs and may manifest in social practices 
(1994, 193). Because the body itself is socially produced, the abject is inseparable from cultural 
norms and categories that structure subjectivity (Grosz 1994, 190, 193, 210). Bodily experience 
is always culturally mediated and gendered, making sex and gender constitutive of identity and 
rendering the separation of body and mind untenable (Grosz 1994, 209–210). 
 
At the same time, the “body is constrained by its biological limits” (Grosz 1994, 187). These 
limits define human finitude, yet technological prosthetics promise their extension or 
transcendence, a prospect that fuels cultural fantasy (Grosz 1994, 187). This tension underlies 
the cyberpunk genre, informed by posthumanist and transhumanist thought, in which characters 
are offered the possibility of surpassing bodily constraints and rising above their own humanity, 
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but such attempts frequently generate tragedy. So, in striving to abandon the very limitations 
that constituted their humanity, they risk eroding the foundations of their own subjectivity. 
 
The example of death in the case of the abject is very important as it is a central theme and 
element of the narrative of Cyberpunk 2077. Therefore, regarding the abject, my focus is also 
on the example of the corpse. As established by Kristeva, death is the non-existence, thus the 
original abject and the frame of the subject (1982, 3). Ideally, we never want to associate 
ourselves with the cadaver; occasionally, that is not always the case. However, this becomes a 
paradox, because as it is noted by Kristeva, the cadaver is the abject, since we are unable to 
either categorize it or incorporate it into the subject; the existence, because it is non-existence 
(1982, 4). Therefore, by creating an identity against it, the abject becomes what frames the 
subject (Kristeva 1982, 3–4). Mainly, it is easier to tell what we are not than what we are, and 
certainly, we are not corpses. However, the abject is more than just the corpse; it is the 
fundamental abject in Kristeva’s theory. The other aspects that belong to the abject are more 
personal and not so fixed (1982, 4). Thus, the abject also contains a changing nature, which is 
tied to the cultural and ideological processes within the constitution of the subject. Not only 
does ideology define what the abject is, but it also determines how we relate to it, through 
examples as how we are allowed to perform in relation to it, such as the ritual of mourning as 
Foucault argues in relation to “biopolitics” (1983, 219–221; 2000, 73–75; Kristeva 1982, 3–4; 
Powell 2011, 353). 
 
 
1.3. Posthumanism and transhumanism 
 
The last remaining questions are related to posthumanism and transhumanism, in which case I 
rely on the works of Kathrine Hayles (1999), Nick Bostrom (2005), Cary Wolfe (2010), 
Francesca Ferrando (2013), Max More (2013), and Rosi Braidotti (2013) to conceptualize them. 
Scientific and technological advancement brings to the table a new kind of issue that transcends 
what was established as the notion of ‘human’ before (Ferrando 2013, 26–27). Transhumanism 
challenges prevailing definitions of the human not by revisiting its historical legacies but by 
foregrounding the possibilities opened by biological and technological evolution (Ferrando 
2013, 27). This shift raises fundamental questions about identity—where it resides and whether 
it can exist independently of the body—in the context of emerging technologies envisioning the 
digitization of the mind (Ferrando 2013, 27–28). In response, posthumanism positions itself 
beyond the traditional humanist concept of the human, critiquing the anthropocentric and 
hierarchical assumptions on which it was built and offering a philosophical framework for 
analysing human existence within the unstable categories of the postmodern condition 
(Ferrando 2013, 29). Therefore, posthumanism and transhumanism, in the case of Cyberpunk 
2077, come into the picture as the game tries to redefine the human being by either moving 
beyond the human and integrating the machine to create a cyborg entity or by elevating qualities 
and characteristics, such as creativity and embodiment, to reform the definition of the human. 
 
Posthumanism is a philosophical framework that challenges the humanist conception of the 
human as a universal and autonomous subject by decentring anthropocentric and hierarchical 
models of existence (Ferrando 2013, 29–32). Rather than advocating technological replacement 
of humans, it emphasizes relational ontologies in which human, animal, technological, and 
ecological agencies coexist (Ferrando 2013, 29–31; Braidotti 2013, 26). In this view, 
subjectivity is embodied, relational, and technologically mediated. Braidotti characterizes the 
posthuman condition as a historical shift in which the ideals of individualism and mastery erode, 
and the subject emerges through networks of relations and multiplicities (2013, 49, 55–57). 
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Similarly, Hayles argues that the posthuman signals not the disappearance of humanity but its 
reconfiguration within informational and cybernetic systems that challenge liberal humanist 
notions of disembodied rationality (1999, 2–5). Furthermore, Wolfe underlines that 
posthumanism critiques the Enlightenment model of “Man” rather than humanity itself, 
encouraging ethical and political thinking that extends beyond species boundaries (2010, xv–
xvi). 
 
By contrast, transhumanism focuses on the technological enhancement of human capacities and 
futures shaped by scientific innovation (Ferrando 2013, 27). It assumes that the human 
condition can be radically improved through regenerative medicine, nanotechnology, 
digitization of the mind, and life extension (Ferrando 2013, 27). In this sense, transhumanism 
may be regarded as an “ultra-humanism,” intensifying rather than rejecting humanism through 
technological means (Ferrando 2013, 27). Bostrom defines it as the view that humanity can 
greatly enhance its capabilities by responsibly developing technologies that enable 
superhumans (2005, 3–5), while More characterizes it as the “continuation and acceleration of 
the evolution of intelligent life beyond its currently human form” (2013, 3). Unlike 
posthumanism’s critical decentring of the human, transhumanism retains Enlightenment 
commitments to rationality, progress, and mastery, extending them through biomedical and 
digital innovation (Bostrom 2005, 3–5). In cyberpunk narratives, these utopian ambitions 
frequently mutate into dystopian capitalist excess. 
 
Although historically rooted in postmodernism, posthumanism is not synonymous with it. 
Postmodernism deconstructs Western grand narratives and essentialist categories, including the 
human subject (Ferrando 2013, 30). Posthumanism extends this critique into ontological, 
ethical, and technological domains, offering reconstructive alternatives (Ferrando 2013, 29–
32). While it inherits postmodernism’s skepticism toward centralized authority and singular 
perspectives, it moves beyond critique by developing post-exceptionalist frameworks suited to 
the Anthropocene and to ecological and human–machine relationality (Ferrando 2013, 29, 32). 
Thus, whereas postmodernism destabilizes humanist legacies, posthumanism seeks to 
reconfigure them within pluralistic, non-dualistic, and future-oriented paradigms (Ferrando 
2013, 30–32), whose final contours remain emergent. Therefore, throughout the paper, the 
posthuman is understood as the late stage of postmodernity, within which transhumanism 
becomes the framework to understand the relationship between the concepts of the human being 
and the integration of the machine into it, in order to describe this aspect of the self-conflicting 
subject. 
 
In addition, as Dávid Levente Palatinus (2017) argues, recent science-fiction television and 
film—especially Westworld (2016–2022), but also Ex Machina (2014), Blade Runner 2049 
(2017), and other prominent and related works—use artificial intelligence, androids, and 
posthuman bodies to think through the Anthropocene. The article’s main concern is not simply 
“will machines threaten humans?” but how screen narratives force viewers to rethink human 
identity, agency, sentience, suffering, and responsibility in a world where the boundaries 
between human, animal, machine, organic, artificial, living, and simulated are no longer stable 
(2017). In this sense, Leonardo’s Vitruvian Man traditionally represents the human as rational, 
moral, aesthetic, and central, but in sci-fi narratives that include androids, this humanist icon is 
replaced by an artificial humanoid body, suggesting the decline of anthropocentrism and the 
denaturalization of subjectivity, consciousness, sentience, and agency in the posthuman and 
transhuman (2017). Furthermore, Palatinus situates these screen narratives within the 
Anthropocene: an epoch in which humans have become a planetary ecological force, which 
also proposes a broader critical framework for thinking about ecology, technology, politics, 
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economy, identity, history, and responsibility (2017). Therefore, as cyberpunk narratives are 
grounded in science fiction, in this view, they do not merely predict the future; they stage 
present anxieties about ecological catastrophe, extinction, technological acceleration, 
surveillance, artificial intelligence, and the future of human dominance (Palatinus 2017). 
Consequently, this sets the ground for my analysis as both Hamletmachine and Cyberpunk 2077 
experiment with the current condition of humans living amid crises. 
 
As a result, based on Borlik (2017) Müller’s Hamletmachine is contextualized in the 
postmodern (33), and based on Ferrando, as presented above (2013, 30–32), Cyberpunk 2077 
can be viewed through the lens of the transhuman and the posthuman. These frameworks are 
employed in my argumentation to refer to both philosophical and moral questions. For instance, 
if it is possible to carry one’s consciousness into another body, then what are our moral 
obligations regarding human beings? What is the human (in) essence then? To which, the video 
game tries to provide answers, although it ultimately fails in its attempt. 
 
 
2. The traumatic narrative 
 
The questions outlined in the previous chapter destabilize the socially situated subject and its 
enunciation, which is shaped by the micro- and macrodynamics of subject formation. As stable 
categories disappear, self-definition becomes uncertain. Because body and mind are 
inseparable, the central conflict of Cyberpunk 2077—the rewriting of the protagonist’s mind—
also entails the recalibration of the nervous system, presenting identity transformation as a 
traumatic process that exposes human fragility. In both Hamletmachine and Cyberpunk 2077, 
everyday technologies become key disruptors of subjectivity, reflecting how machines 
increasingly structure human life. By merging human identity with technological systems or 
reducing it to programmable data, these narratives depict the erosion of stable subjectivity. 
Consequently, virtual environments—once perceived as spaces of escape—are reconfigured as 
sites where identity itself becomes vulnerable to technological control and dissolution. 
 
However, exactly this is why interaction with the machine can become (an unexpected) trauma 
as it takes over our lives and agency, especially as it replaces the human body and will, which 
is exemplified in Cyberpunk 2077. For instance, not only can the human psyche be digitized, 
the mind can be rewritten or manipulated in a very invasive manner by artificial intelligence as 
well, which is most evident during the mission titled “Dream On,” where V has to figure out 
what is happening with the mind of the new major candidate, Jefferson Peralez. Therefore, 
suddenly the audience is reflected in the promise that we are going to be nothing but program 
codes and biomachines that are replaceable. This is an unexpected shock instead of the power 
fantasy that the game promises as a hook for the players in the beginning. It is more invasive, 
and that is why it becomes traumatic. 
 
Hamletmachine conveys the experience of abjection through the extreme violence surrounding 
Hamlet and Ophelia. As Borlik notes, the play’s radical imagery—blood, decay, mutilation, 
and suicide—serves as a powerful vehicle for representing the abject, which destabilizes 
boundaries such as “subject/object, living/dead and human/inhuman” (Borlik 2017, 33, 34). 
Ophelia’s sequence of suicides and her sense of defilement, in particular, expose the 
degradation of women within patriarchal structures (Borlik 2017, 34). Borlik further argues that 
Müller reinforces these posthumanist concerns through linguistic ambiguity: the frequent 
omission of clear subjects and pronouns obscures agency and blurs distinctions between human 
and nonhuman actors (2017, 33–34). This ambiguity allows technological objects—databanks, 
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machines, or even a refrigerator from which blood “oozes”—to appear animated, collapsing the 
boundary between organic and mechanical life (2017, 33–34). In this way, Müller not only 
portrays technology as an instrument of abjection but also renders it abject itself, reversing the 
transhumanist aspiration to transcend biology by subjecting technology to biological processes 
(Borlik 2017, 34). 
 
Moreover, this abjection of the machine and the virtual is exemplified by the constant reminders 
by Cyberpunk 2077 towards the players by using a simple tool, the mirror, within the virtual 
environment. As the research of Kłosiński presents, it is the point where the players at first 
construct and connect with their avatars (2022, 68). As Kłosiński argues, the mirror image in 
Cyberpunk 2077 at first builds, but then destabilizes the protagonist’s sense of identity, using 
Lacanian psychoanalysis as the analysis’s interpretive framework (2022, 69). The disruption 
caused by the mirror, when the other appears instead of the expected reflection of the self (where 
the other is represented by the figure of Silverhand), reflects a psychotic experience where the 
boundaries of the ego are not merely malleable (as in neurosis), but nearly absent (Kłosiński 
2022, 69–70). This leads to a threatening perception that another entity seeks to occupy the 
protagonist’s subject position.  
 
Therefore, Silverhand, who at times replaces V’s reflection and even takes control over his or 
her body, functions as this usurping figure from the moment he becomes central to the narrative 
(Kłosiński 2022, 70). As a result, Kłosiński’s analysis through the employed Lacanian 
perspective also supports my claim that the video game can reflect on the dangers of 
virtualization and helps to explain the fear evoked by the intrusive other that appears in the 
mirror, which is the invasive aspect of the machine that threatens agency and subjectivity (2022, 
69–70). Therefore, Cyberpunk 2077 at first immerses the players, then sets a trap and aims to 
get its audience to reflect on the philosophical aspects that are present in its gameplay and 
metanarrative. Most games do not reflect on their effects in connection with virtualization, but 
Cyberpunk 2077, at times, breaks its immersion purposefully to convey its message. 
 
 
3. Escapism and the fantasy of inhabiting a virtual world 
 
The abject as the fear-inciting mystery also makes for wonder and curiosity as well (Kristeva 
1982, 4). We want to avoid it, but we also desire it, and escapism is one of the coping strategies. 
Psychologically, this escapism that is present in video games has a positive and a negative side 
as well (Hussain et al. 2021, 1, 11). In Price's research, analysing the popularity of Isekai 
narratives in the USA and Japan, it is shown how escapism in the form of inhabiting different 
worlds appears in narratives and is growing in popularity (2021, 58–63). For instance, there are 
notable genre narratives that play with the trope of reincarnation in video games, such as 
Skeleton Knight in Another World (2018) and In the Land of Leadale (2022), among others. 
Therefore, it can also be argued on these grounds that the seeds of abjection of real life are 
present in different cultures. Escapism in video games is often linked to psychological needs 
for stability and coping with unresolved real-world problems, turning virtual environments into 
temporary refuges (Deleuze et al. 2018, 19). Such engagement can function as an adaptive 
emotional regulation strategy, where short-term distraction may support well-being, yet 
prolonged reliance may contribute to addiction and withdrawal from reality (Deleuze et al. 
2018, 19–21). Related research connects virtual immersion to rising anxiety levels (Siricharoen 
2019, 3), while broader social data from the COVID-19 period indicate increases in self-harm 
and suicide alongside growing time spent in virtual environments (Murata et al. 2020, 244). 
These tendencies echo Kristeva’s notion of the abject as a rejection of the self (1982, 5), a theme 



 

206 
 

dramatized in Hamletmachine and reworked in Cyberpunk 2077, where the virtual safe space 
ultimately confronts the player rather than simply offering escape. 
 
Interactive narratives intensify this dynamic. Unlike earlier media such as literature or film, 
video games allow players to influence narrative outcomes through decision-making and 
interaction (Consalvo et al. 2016, 1–3). This interactivity amplifies the ideological effects of 
storytelling, as players actively participate in shaping the narrative while confronting moral 
dilemmas (Consalvo et al. 2016, 2–3). Although players possess agency, they tend to reproduce 
their own ethical frameworks, with only a small proportion choosing morally negative 
outcomes (Consalvo et al. 2016, 2–3). 
 
Player choices are further shaped by identification with avatars and characters. Character design 
and representation influence how individuals act within the game world, demonstrating the 
close psychological bond between players and their avatars (Consalvo et al. 2016, 9, 17). 
Therefore, immersion invites and encourages players to exercise their ideological frameworks 
and to reflect on their decisions, while also reinforcing their ideological commitments. 
Although certain immoral actions—such as violence against enemy characters—are often 
justified within the narrative framework (Consalvo et al. 2016, 16). 
 
Furthermore, players frequently develop strong emotional attachments to both their avatars and 
non-player characters (Consalvo et al. 2016, 10; Besmann et al. 2012, 441). In competitive 
contexts, these fictional figures may even be treated with greater empathy than other real 
players (Besmann et al. 2012, 443). Consequently, escapism in video games possesses a dual 
character: it may facilitate the processing of trauma but can also reinforce avoidance of real-
world issues (Hussain et al. 2021, 11). Social relationships, ideological commitments, and peer 
expectations therefore continue to regulate player behaviour even within virtual environments 
(Consalvo et al. 2016, 16; Besmann et al. 2012, 443). This phenomenon I categorise as 
‘character agency’, and it is a materialisation of human nature and the ideologically positioned 
subject, which works against the player’s agency. 
 
Additionally, David Owen finds that players can develop a very strong relationship with their 
avatars, both regarding their feelings, care towards, and personal importance of their avatars 
(2017, 3–4). The player and the avatar can be considered as a joint entity, a cyborg in itself 
(Owen 2017, 75, 158, 168), because “the avatar does not independently move and feel but is 
the means through which the player’s movement and feeling is expressed within the game 
environment and the events unfolding within that virtual world” (Owen 2017, 4). Furthermore, 
this interactivity, as Owen argues, also plays into the enhanced results in connection with 
ideology, which can be either challenged or it can affect players, who interact with it in the 
virtual environment through well-defined reward and punishment systems (2017, 59, 158). The 
technological advancement that took place within the gaming industry made it possible for 
immersion to advance to a next level in the last twenty years (e.g. Oculus Rift and other VR 
headsets), which created a virtual environment where players can associate themselves with 
their avatars in a stronger manner, which consequently also enhanced the effects of ideology 
that it can take on players (Owen 2017, 168, 206).  
 
In conclusion, within their unstable posthuman environment, which fails to provide building 
blocks, well-defined and clear categories for the subject to build itself, the players of video 
games can utilize the mostly stable categories and well-defined virtual world that exists with 
preset rules and morals to supplement their wants for usable building blocks. Therefore, 
escapism becomes both a coping strategy to deal with trauma and, through it, video games 
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become a major part of the subject creation process. However, here it must be underlined that 
the construction of the subject and the above mechanisms are both unconscious processes of 
the players, who act on the basis of unconscious drives and motivations. Nevertheless, self-
reflexivity can be brought to the surface through the active challenges of the game as the 
individual player comes face-to-face with the consequences of his or her decisions and actions. 
 
 
4. The posthuman subject within a virtual world 
 
Cyberpunk 2077, through its narrative, reflects on the process of the abjectification of real life, 
as the individual interacts with the virtual, where the suffering of the real world can be 
alleviated. This reading of the titular video game is based on the theory of the abject by Kristeva 
(1982, 3–4). This is a new paradigm shift that is imprinted within contemporary video games, 
where the subject not only incorporates and associates the self with the virtual world, but also 
moves real life into the abject position. This is established on the extreme tendencies regarding 
narrative immersion on a high level of escapism that results in the preference of the virtual over 
the real (Owen 2017, 3–4; Price 2021, 58–63). Based on this, the question arises: Why do people 
seek validation in video games? One answer and thus a validation for my argument can be that 
video games with their fixed and learnable validation systems provide a mostly stable 
environment for the subject to identify with patterns of subjectivity. 
 
Therefore, the posthuman subject is understood in the paper as the individual whose enunciation 
fails or is in crisis, because both the fundamental building blocks are unstable, and the 
surrounding systems in which the subject exists fall apart without any platform to land on. The 
micro- and macrodynamic processes that construct the posthuman subject cannot build a proper 
and stable identity, and the ideological processes have their effect enhanced during the 
enunciation process, which casts the subject into a state of doubt, and without agency to change 
any of this. What remains is coping, and one strategy is escapism into virtual worlds that could 
serve as supplements for the lack of stability, and which can also provide distraction from the 
real-life fears and sorrows of the subject, such as climate fear, poverty, war anxiety, and 
alienation, among an endless list of similar items.  
 
As it is established, within postmodernity, many examples of films, television series, and even 
video games present the literal escape fantasy from everyday life. Moreover, Consalvo et al. 
argue that the virtual can provide the validation, success and even the human(like) relationships 
which are missing in a not-so-ideal, alienated life, and thus the subject experiences more 
suffering and sorrow in the real life than in the virtual world, where in fact, the player may have 
the agency that is lacking otherwise in real life (2016, 1–3). Consequently, the key to the 
ideological determinacy of video games might lie precisely here: ideology already alienates the 
subject from real life, and the video game appropriated by the capitalist market promises escape 
from this condition, offering agency to the subject, yet in doing so, it further absorbs the subject 
into consumerist logic. 
 
As a result, the subject may begin to distance him- or herself from real life, which gradually 
assumes the position of the abject, while identification with the virtual intensifies. In extreme 
cases, such detachment may lead to the negligence of basic needs or even to suicidal fantasies 
motivated by the hope of awakening within a virtual world, a tendency observed in studies on 
gaming culture and the popularity of isekai narratives (Hussain et al. 2021, 9–11; Price 2021, 
58). Empirical data further support these concerns: research focusing on the United States and 
Japan reports a significant rise in youth depression and suicidal tendencies during the COVID-
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19 pandemic, with depression rates among adolescents (12–18) increasing from approximately 
29% to 55%, and suicidal tendencies from around 13% to 37% (Murata et al. 2020, 244). 
 
In addition, as Borlik argues, within the cyberpunk genre, the posthuman and technological 
fears of the people are also represented, such as the machine or AI taking over our lives (2017, 
41). Posthumanism within Cyberpunk 2077 is presented through multiple narrative tools and 
symbolism. The game gives us multiple ideological (cultural and religious) systems that try to 
answer the question of what defines a human being. Thus, the player is presented with 
Christianity, Buddhism, Shintoism, and Hellenistic philosophies, such as Stoicism, etc., within 
the narrative and the open world that is there for exploration. However, no straightforward 
answer is given; moreover, there are ideologies that are opposites of one another. As a result, 
the interpretation is left for the player, and it materialises in an important decision affecting the 
story and the ending. 
 
The game asks several questions, for which players have to come up with answers. For instance, 
questions cover philosophical, transcendental, and moral topics, including whether we have a 
soul or not. And if we do, then does it also transfer if we are digitized and put into another 
body? This is a central question that comes up in relation to Silverhand, and later with V, who 
is also potentially digitized as a result of players’ choices. The answers given to these questions 
and our conception of these notions also determine what we see as good options or good and 
bad endings by the end of the narrative. From the point that V is executed and is brought back 
to life by the life-saving features of the biochip that is inserted into the flesh, we as players are 
actually in control of a dead man walking. 
 
In line with the above-mentioned arguments of Consalvo et al. (2016, 16) and Besmann et al. 
(2012, 443), due to immersion, we start to see and consider the inhabitants of the living, 
breathing game world as real people, to whom we relate as we would relate to another human 
being. The players can form meaningful relationships, receive appreciation and validation from 
them, and even experience a form of love with them by taking some characters with whom we 
can establish a deeper relationship on dates and so on. This is an example of ideology in action, 
because we deal with the virtual characters according to our ideological behavioural imprints, 
conceived categories and notions (Owen 2017, 168, 206). As a result, the characters and through 
them ideology have an effect on and agency over the player (Owen 2017, 168, 206). 
 
Players may find themselves in the situation that they cannot act against the improvement of 
certain characters’ ‘life’ even after an initial playthrough, because they formed strong emotional 
relationships with virtual characters (Consalvo et al. 2016, 16; Besmann et al. 2012, 443). 
Consequently, it can be established that the issue is not with the illusion of choice presented by 
the program, narrative, and their limitations, because the real limiting factor is the ideologically 
positioned subject. 
 
Furthermore, as V struggles for his or her own autonomy and agency, at first unbeknownst to 
the players, they also fight for theirs. There are two scenarios that can play out in the narrative 
regarding agency, based on the players’ choices and their relation to Johnny Silverhand. On the 
one hand, if the players build a great relationship with Johnny and associate themselves with 
this virtual entity, then if they allow Johnny to take over V’s body, the players get to play in the 
shoes of Johnny and even complete the last mission as him being in charge. However, in the 
final moments of the narrative, the game does not return the player to V to decide about his or 
her own fate; instead, the players remain with Johnny, and V is about to commit suicide and 
sacrifice him- or herself, so that Johnny can inherit the body that they shared throughout the 
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narrative. On the other hand, if the players do not sympathise with Johnny and do not build a 
good standing relationship with him, then let him take over; the players’ control is totally taken 
away, and instead the game only shows a glimpse and some fragments about what Johnny was 
doing while he was in control. It can come as a surprise that the game takes away control and 
agency, but at the same time, it shows how the virtual can take over the life of the individual.  
 
 
5. Rebellion against and rejection of the self in Cyberpunk 2077 
 
A carefully constructed system of values, order, and humanity is put into a problematized 
position in the narrative of Cyberpunk 2077, where the ultimate decisions are not made by the 
individual characters within the narrative, rather it is left to the player to act or refrain from 
action. The player character of Cyberpunk 2077 is given the option to listen to Silverhand, or 
to reject him. On the one hand, listening to him sets the protagonist and the player on a path of 
revenge and ambition in order to become the “Legend of Night City,” which eventually results 
in the doom of the character and, at best, with some months left to live. On the other hand, 
rejection of Silverhand results in the chance of resisting temptation and ambition that comes 
with the role of the hero. However, this rejection has to be carried out by the player, who is 
tempted by challenges, possibilities, drives, and desires to stray from this path. Eventually, what 
the player puts into the abject position is going to determine what the outcome of the narrative 
will be. Whether we are morphed with technology, retain our humanity and reject the machine, 
exiled into hell, or get our personality overwritten by a program, all of which depend on the 
notion that the player formulates as an answer to the question of what a human is and what 
abject frames this notion. 
 
Consequently, one of the challenges, in order for the players to retain their humanity and 
agency, is to defeat their own ambition to ensure V’s survival. Therefore, the only salvation for 
the character, and similarly for the players, is to give up the cybernetic powers. The result is 
assimilation with the masses, but that gives the protagonist another chance at life. Furthermore, 
the audience of this tragic narrative may feel pity and fear, which stem from the abject, which 
is intensified through interactions via the player’s avatar (Owen 2017, 3–4). As a result, these 
feelings become personal, and the catharsis is enhanced. 
 
Therefore, in a post-humanist manner, Cyberpunk 2077 also posits this idea that the new taboo 
is the machine-man. Corpses, innards, blood, and gore are everyday occurrences in the game’s 
world and thus in the space that the narrative takes place, which is called Night City. As a result, 
they can no longer serve as a real shock to the inhabitants of this dystopian city. However, the 
digitization of the human mind and identity is the taboo notion that we eventually, as players, 
have to interact with. The very reduction of the human mind and thoughts into numbers and 
algorithms. However, the question remains: what does it mean to be human? What distinguishes 
us from artificial intelligence or the machines that replace us? 
 
In comparison, Hamletmachine and Cyberpunk 2077 ask questions to challenge the individual 
on a level that questions the integrity of the subject and the abject. By the end of 
Hamletmachine, amidst the horror and the possible escape through the submission to 
technology, death itself and the cadaver itself do not seem too undesirable and something to be 
outcast or rejected – a way out of madness and sorrow. Similarly, Cyberpunk 2077 offers the 
players multiple ways to commit suicide if they happen to reach a point of no return from where 
there is no way to achieve a happy ending or just survival. The players in this situation have to 
identify with and accept their own death and doom. Additionally, this happens when V, the 
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protagonist, is seemingly saved through a method of digitizing the psyche. Thus, the question 
of what makes us human beings is shockingly put in front of us, which we must face. 
 
Religion is a key factor in the creation of the abject, and it is also a key determinant in the 
definition of the human being (Kristeva 1982, 16). Both Cyberpunk 2077 and Hamletmachine 
are presented as a race towards death, which underlines our impending doom outside of the 
texts. The game offers multiple answers to the definition of the human, from Buddhism to 
Christianity; and it arrives at the conclusion that the mind is inseparable from the body, but 
cannot find an answer to the problematization of the human soul. Whether the human soul is 
preserved through its sacred nature or it is non-existent is asked of the player, and thus, the 
player has to answer this question through the choices that eventually determine the fate of V. 
 
Additionally, there are two narrators in Cyberpunk 2077 that inhabit the same body and mind, 
symbolising these psychological battles and the split subject. One of them is V, and the other is 
Johnny, who enters in Act II. We as players witness V’s decay and deterioration throughout the 
narrative as he or she gradually merges with the identity of Johnny. For instance, V is a non-
smoker, and Johnny is an addict, but as time goes on and the chip’s effects take hold, he or she 
may light a cigarette based on the player’s choices regarding the degree of resistance to the 
mentioned effects. As a result, the players witness the deterioration of the subject before their 
eyes as the frames and building blocks of the protagonists are questioned, challenged and 
eventually deconstructed. 
 
This illustrates how self-abjection and rejection have to be carried out, and also the value system 
of the player has to be challenged. What matters more, survival or moral integrity? If we opt to 
side with Johnny, we can become a rebel against the system and take a morally elevated 
position; however, this is going to result in the death of our character in one way or another. On 
the contrary, if we opt to turn down Johnny, which can be difficult at times when the audience 
is conditioned to feel pity for him or when an emotional connection is established, then we have 
to take and occupy a morally negative space with which most people do not want to be 
associated with; however, this negative relation leads to V’s survival. This shows how emotions 
and human relations are played against the player. 
 
 
6. Temptation, resistance, and escape 
 
Everything starts with the temptation of V by the Black Jesus of the bar called the Afterlife. 
The protagonist, up until this point, lives under the radar. However, the seeds of ambition are 
there because V wants to be big and to be seen among the Legends. However, the title of legend 
is reserved for those who go out with a “blaze of glory” (Cyberpunk 2077 2020, Conversations 
with Dex). That is the point when Dexter DeShawn, the fixer, nicknamed Black Jesus, comes 
into play and tempts the player to attempt something big; he offers the protagonist, and thus 
indirectly the player, a deal that is hard to refuse. This fuels not only the protagonist’s ambition, 
but also that of the player who is an active participant. Later on, as Johnny enters the plot, he 
acts very similarly, because he plants the seeds of revenge in V and fuels the players’ ambition 
by tempting them to push further and complete loose ends that Johnny could not see through in 
his own life. 
 
After the initial encounter with Dex, by the time we meet him again, after we failed to carry out 
the greatest heist and managed to fall victim to ambition and those who have much more power 
than the tiny mercenary that V is, we are confronted with the wrong end of a pistol’s barrel. 
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“’Member our first convo? Seems I’ve chosen the quiet life, after all. No blaze o’ glory for me” 
as it can be heard from the Black Jesus, before he puts a bullet in our head (Cyberpunk 2077 
2020, No-Tell Motel scene). In comparison with V, at this point in the narrative, Dex is already 
past the point of no return, and his doom and death are unavoidable. 
 
This is the point where Johnny comes in and saves V from dying, and also unintentionally starts 
overwriting the mind of the protagonist as if it were a computer. Also, this is the part where the 
players are presented with the big question: if you want to retain your agency and humanity, 
then would you resist temptation by defeating your own ambition, or would you side with 
Johnny in his quest for revenge against Arasaka and the capitalist system? Thus, ambition leads 
to the abjectification of real life as V merges with Johnny, who embodies virtualisation and 
identification with the virtual over the real as the cadaver of Johnny is incorporated into the 
protagonist’s subject. 
 
Johnny occupies the position of the cadaver that we are not supposed to identify with. He 
functionally invades and wants to control the protagonist either literally or ideologically. This 
makes V equated with the self-doubting person as he or she struggles with the effects of 
ideology that penetrates his or her mind, and, consequently, establishes V as the protagonist 
who struggles with escapism and virtualisation. 
 
There are multiple different endings to the narrative, and these depend on the answers that the 
players give to the proposed questions of ambition and posthumanism. A way of retaining 
agency in the game is by suicide, which I categorise as ironic agency, the choice to go out as a 
human. Otherwise, players can identify with Johnny and give up V to be either rewritten or 
digitized. However, this outcome offers Johnny a redemption and a sense of humanity, which 
is especially shown when he symbolically buries V. However, the game’s concept of hell also 
exists in the intensified and maddening suffering as the protagonist has to go around in circles 
while no real cure can be found, just to be presented with an option to either die on Earth within 
a few months of suffering or, as a relief, be imprisoned as an engram written on a chip. 
 
In opposition, Cyberpunk 2077: Phantom Liberty, which completes the game’s narrative, offers 
an option to give up hubris and become an ordinary person. This is the only way of retaining 
all of our humanity, but losing everything that made us a superhuman cyborg. This is generally 
difficult to do because it also means the abandonment of the hero’s role. While giving in to 
hubris leads to a “blaze of glory,” as V becomes a legend of the Afterlife, having only a few 
months left before dying. It is further complicated as the deterioration of V’s identity is shown 
as he or she is now only a husk. It seems that something is lost, which can be theorised to be 
the soul. Additionally, a false happy ending is constructed if the player chooses to leave Night 
City behind with his or her love interest. 
 
In addition, the technology presented in the game, which is more advanced than ours, offers a 
lot of possibilities for the world’s inhabitants, with its downsides and risks as well. The game 
treats technology as an integral part of capitalism’s maintaining and reproduction process, 
similarly, as it is established above, based on Lyotard (1984, 3–5, 9–11). The player can 
experience technology as it is being somewhat liberatory for the individual, but eventually it is 
ordinary, because it is an integral part of life (Batylda 2020, 30–31). Moreover, it is even 
necessary in extreme cases, for instance, to save a life or to overcome the loss of a limb, yet in 
their capitalist core, cyberwares are there to generate profit and boost production and make 
people dependent on technology (Batylda 2020, 31). Moreover, utilizing cybernetics is not 
without side effects. “Although advances in medical science for the greater part of a century 
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have reduced its incidence to a minimum, cyberware rejection can still occur in a small subset 
of the population. These unlucky few can experience a range of complications” (Cyberpunk 
2077 2020, “Cyberware Usage and Its Side Effects” datashard).  
 
The game also presents complications for the player through cyberpsychosis. Cyberpsychosis 
is when people lose control as their neural system rejects cybernetics, and through the medical 
system that also generates needs through the side effects in people to consume different 
pharmaceutical products to stay sane and functional or to be able to use prosthetics (Batylda 
2020, 24, 30–31). The prosthetics and the medicine to deal with them are administered by 
ripperdocs, who are specialists that can “install” cyberware on the spot, which “isn’t more 
complicated than a visit to the dentist’s office” (Batylda 2020, 31). As a result, this complex 
integration of the machine into the world and the narrative allows the analysis of the abject in 
relation to technology as it is an integral part of this virtual world’s human environment, thus 
also it is a part of the creation of the socially positioned subject. 
 
Consequently, the above-described relationship between machines, cybernetics and humans 
also presents the life-threatening crisis of V’s mind and body, caused by Silverhand’s invasion, 
under the light of health issues. After V is examined by Viktor Vector, the protagonist’s friend, 
a ripperdoc and deliverer of the bad news, the player is given two medical pills, which pay 
homage to The Matrix, because one is blue and the other is red. Also, the player has to make a 
similar choice, as Neo in the film, several times throughout the narrative, to either take one or 
the other. The pills are presented by Misty (another friend of V), who describes the blue pills 
as the “Omega blockers – taken regularly, they’ll keep things from progressing too quickly,” 
given on the doctor’s orders, while the red pills are called “Pseudoendotrizine,” which is a ‘gift’ 
from her, as the “[e]ffect’ll be opposite. It’ll speed things up, free the demon, so to speak” 
(Cyberpunk 2077 2020, “Playing for Time”). So, the player can decide to either repress 
Silverhand and barter for time before V’s condition progresses into a critical state by taking the 
blue pill, or take the red pill and let Johnny take control. For instance, during the main job titled 
“A Cool Metal Fire,” the player has to decide whether to let Johnny take control, and if the red 
pill is chosen here, then it can prevent the player from curing the main character and, 
consequently, losing control and the battle with hubris for survival in the long run. 
 
The narrative in this sense becomes an allegory of battling a deadly disease, which can be 
analogous with the identity crisis of the postmodern condition, as the word ‘condition’ connects 
with disease. Therefore, the healing mechanism in Cyberpunk 2077 is presented through the 
goal of surviving and defeating an illness. Thus, in this framework, healing plays a major role, 
as medicine is presented as a means to save the life of the protagonist. Similarly, letting go of 
hubris is a way of achieving healing, instead of becoming a legend that expires quickly, by 
accepting Solomon Reed’s offer at the end of Phantom Liberty to be taken to a high-tech private 
hospital. This raises the question of how the player can take part in the narrative so that the 
video game can offer a positive outcome in the light of healing. By presenting the internal 
conflict against the identity crisis and virtualization as a kind of battle against a serious disease, 
Cyberpunk 2077 can reflect on the problem of the self-conflicting subject in a graspable and 
down-to-earth manner and, thus, can also offer a positive outlook through literally utilizing 
healing in the game. 
 
In summary, if we choose to resist the temptation of Night City and the expected player 
behaviour of acting as the hero of the narrative, then did we successfully reject the 
abjectification of real life? Cyberpunk 2077 does not give a definitive answer, but it reflects on 
the identity crisis and provides multiple tools to decipher both the question and the possible 
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answers to it. However, the player has to come up with some answers in order to complete the 
narrative and shape its ending. The narrative, therefore, reflects on the issue that the virtual 
becomes a place of refuge, a means of escape, and to which people really escape amidst the 
identity crisis. On the one hand, this process and interaction with the narrative can provide a 
healing mechanism through coping strategies that help the players navigate this crisis. On the 
other hand, as it is mostly an unconscious process, it can turn dangerously too appealing, as it 
can ultimately become a way to get rid of the suffering of real life. Therefore, an option is to 
associate ourselves with what was previously considered the abject: the machine, the virtual. 
And for total escape, real life becomes an abject in turn. 
 
 
Conclusion 
 
In summary, the challenges that are formulated in Cyberpunk 2077 are in line with Kristeva’s 
thesis, namely, with the interpellation and resistance that create both the subject and the abject 
(1982, 1–4). As the abject frames the socially positioned subject, in case of changes, the 
interpellation process results in a different subject. Müller’s Hamletmachine shows that the 
societal and technological advancements result in transcending the traditional man-machine 
binary opposition, while cultural ideology, in the name of the autonomous, sovereign bourgeois 
subject, is still interested in upholding and disseminating the concept of this hierarchical 
opposition of man over machine. The drama deconstructs this ideological binary, and, at the 
same time, it also suggests that we as humans started to surpass this opposition; and we are 
embarking on the transition that takes us over into the period of the trans- and the posthuman. 
Similarly, Cyberpunk 2077 reflects on a new paradigm shift that now includes the virtual space 
in this equation, which can push real life into an abject position. Thus, the two narratives reflect 
on and exemplify how simulacra and virtualization make it increasingly difficult to define what 
“real life” means, as the boundary between the “real” and the virtual becomes blurred when 
reality itself is interpreted and experienced through virtual models. 
 
Furthermore, this research could be extended with a more thorough inclusion of the 
transhumanist theories in order to draw a complex analysis of the cyborg aspects of Cyberpunk 
2077, extended with a more in-depth analysis of the player-avatar relationship based on chapter 
two, titled “The Gamer as Cyborg” in Player and Avatar by David Owen (2017). Additionally, 
there are other connected multimedia adaptations and narrative extensions of the video game, 
such as books, comic books, and a Netflix series, which could further support and extend the 
argument of this research. Because the cyborg gamer is one of the most cunning innovations of 
the capitalist market: it replaces reality itself for the subject with the far more desirable virtual—
though this comes at a price, quite literally in money. 
 
In conclusion, Cyberpunk 2077 eventually turns the personal imprints of ideology (the 
preconceptions, norms and behavioural patterns that they take with themselves into the virtual 
world) against the player, who is a socially positioned subject. The narrative of the game posits 
that if the player gets caught up in hubris and wants to be either the hero or heroine or the king 
of the city, the city will consume him or her, as hubris burns up the subject and V suffers the 
Black Jesus’ fate in the “blaze of glory” (Cyberpunk 2077 2020, Conversations with Dex). 
Virtuality and the machine, which offered an escape route and a focus for passion, gradually 
turn against the consumer and make the player face the inner fears and dilemmas that both 
dissolve and constitute the subject. The answers that are offered by the game are also pointing 
outwards and surpass the game’s world, because the problems presented are real and are only 
dressed to be of a different age. Therefore, the challenge to one’s own self-integrity can equally 
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result in either stagnation, improvement, or decline: outcomes that the player will take outside 
virtuality. Those players who cannot find purpose or agency and validation outside the virtual 
world might opt to seek the virtual as the identifiable and can also seek suicide, so death can 
lose the abject position. Through immersion and escapism, the virtual space thus becomes 
valued over real life. And that leads to the idea that the real world, which provides only 
individual suffering, takes the place of the abject. This might eventually lead to the notion that 
the abject is a changing phenomenon and that we can also abjectify the real world and 
reconfigure it as the cadaver part of the subject; the way this process is reflected by the narrative 
of Cyberpunk 2077, where V can give up life in order to leave for a virtual space, also highlights 
the dangerous tendencies present in the contemporary culture regarding escapism and our 
relationship with the virtual. The game’s narrative, therefore, highlights that the healing 
mechanism through escapism only works if it does not create addiction to the virtual world’s 
validation. 
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