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Abstract. The author explores the possibility of using game structure analysis methods to conceptualize digital game

genres, focusing on the example of the new genre “ghost hunters.” The analysis of digital game genres uses a genre fusion model,

allowing the game to be viewed on three levels: thematic, ludic and functional. However, in order to make a precise attempt to

conceptualize the genre, it is necessary to additionally perform an analysis of the game structure. In the present study, three

methods of analysis were used: the Lars Konzack method, allowing the evaluation of a game’s formal structure, the MDA

(Mechanics, Dynamics, Aesthetics) method focusing on the interaction of gameplay mechanics and dynamics, and the FDD

(Formal, Dramatic, Dynamics) method, allowing the analysis of the functionality and narrative structure of games. On this

basis, a research tool was developed to identify whether a given genre pattern also appears in other digital games. The results

of the study indicate the potential of the methods used in the process of conceptualizing the genre and developing analytical

tools for ghost hunter games.

Keywords: game structure analysis, digital game genres, Ghost Hunters, genre fusion model, analytical methods.

Introduction. Although games are not an entire-
ly new medium, as they have been accompany-
ing humans since antiquity and have evolved with
the development of civilization, they still cause some
difficulties for researchers. The interactivity and mul-
tidimensionality of games create a dilemma regard-
ing the methods of studying this medium. Computer
games can be categorized according to their theme
or ludic layer, but still these divisions cause gaps
in the picture of the game which leads to ambigui-
ty. A solution to this problem is the concept of genre
fusion, introduced by Maria B. Garda.

The author of the concept takes a layered view
of genre, distinguishing three types of genre: the-
matic, ludic and functional (Garda, 2016). There
are certain specific configurations between them,
which can be seen, for example, in the frequent com-
binations of fantasy genres and RPG (role-playing
games) or FPS (first-person shooter) and science-fic-
tion genres. Considering games at the level of layers

allows researchers to use other analytical tools, dis-
tinguishing theme from mechanics or functionality.
Thematic genres are based on a representational
layer and are the same as literary genres. This lay-
er includes all the factors influencing world-build-
ing, time and place of action and narrative. Literary
or film studies tools can be used to study them. Ludic
genres refer to the organization of the game, includ-
ing, among other things, the mechanics, the inter-
nal economy of the game or the way in which char-
acters are developed. Functional genres focus
on the gameplay experience and the player’s impres-
sions. The author of the method here distinguish-
es divisions based on the purpose of production
and the classification of games into engaging and non-
engaging games'. The purpose of production makes
it possible to determine whether the main purpose
of a game is to entertain (entertainment games)
or whether it is a serious game.
1. Polish terminology introduced by Grabarczyk (2015).
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The concept presented is important when attempt-
ing to conceptualize a new genre of digital games.
It allows for a thorough analysis of all elements
of the game, both within the theme of the game,
its mechanics, and its core premise. By looking
at the game in layers, it is possible to focus on the ele-
ments of most interest, while not losing the overall
picture of the production. It also makes it possible
to compare selected fragments with others occur-
ring in a different layer.

The genre fusion presented by Maria B. Garda
was used in an attempt to conceptualize a new genre
of “ghost hunter” computer games. This attempt was
made by analyzing two representatives of the poten-
tial game genre: Phasmophobia (prod. Kinetic Games,
2020) and Ghost Watchers (prod. Renderise, 2022).
These games were assumed to show duplicate fea-
tures in the genre layers. Depending on the number
of common features, the emergence of a new game
genre could be confirmed or denied. The analysis con-
firmed the appearance of common features in both
games, which allowed the creation of an analytical
tool for other games that could belong to the genre.

Thematic layer—horror. The first step that
was taken in the attempt to conceptualize the new
genre was to identify the pattern of the thematic lay-
er. From observation, it was deduced that the genre
equivalent for the games studied would be horror.
Thus, literary and cinematic figures that evoke hor-
ror in the viewer were used.

Horror literature is characterized by claustropho-
bic spaces, an atmosphere of mystery and the presence
of creatures and supernatural events. Its purpose is
to influence and frighten the viewer’s emotions. To do
this, unfamiliar elements are introduced into the famil-
iar reality. In this way, it is easier to exploit fears that
would be too difficult to define. However, this must
be done within certain guidelines so that the viewer
can fully understand them. Symbols that often draw
from folklore allow the viewer to fit them into cultural
patterns. Different cultures have their own ideas about
supernatural beings or spirits, so it is important to pay
attention to cultural contexts. Figures of fantasy beings
may become less scary over time due to the perpet-
uation of their image and its transformation in mass
culture. An example of this is the figure of Cthulhu
from the works of Howard Philips Lovecraft. Initially,
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the Great Eternal was awe-inspiring, but his image
perpetuated in pop culture has meant that he does
not currently evoke the same emotions. In this situ-
ation, where the figure itself is insufficient to inspire
horror, game and film makers can use other tools, such
as special effects and sound, to do so. In the game
Subnautica (prod. Unknown Worlds Entertainment,
2018) the player controls a castaway on an alien, ocean-
covered planet. Exploring the deep waters, the player
must collect resources and survive in a hostile envi-
ronment full of dangerous creatures. The developers
have effectively used sound and visuals to introduce
anew sense of horror. As the depth increases, the play-
er loses visibility due to the lack of sunlight reaching
the depths. At the same time, every now and then he
hears disturbing sounds made by the creatures that
inhabit the planet.

The nature of the gaming medium means that
developers can use the player’s interaction with
the game to build a new theme of horror. This is
influenced by immersion, or the process of being
“immersed” in a game. Researchers distinguish
between different types of immersion. Laura Ermi
and Frans Miyri (2005) proposed a model in which
the following elements contribute to this phenom-
enon: sensory immersion, challenge-based immer-
sion and imaginative immersion. Immersion is related
to the audiovisual setting. Challenge-based immer-
sion is about the balance between the demands made
by the game and the player’s skills. Imaginative immer-
sion is related to the player’s involvement in the narra-
tive and their emotional connection to the characters
(Strojny & Strojny, 2014). Horror games must ensure
that the player achieves full immersion. The deep-
er the player’s involvement, the more emotions they
experience. In order for immersion to work proper-
ly, the player’s expectations of the game must be met
and, in addition, their actions must have a significant
impact on the game environment (McMahan, 2003).
The player is an active participant, makes decisions
and then faces the consequences, which creates addi-
tional tension as each failure becomes personal.

The hallmarks of the horror themed genre will
be an atmosphere of horror and mystery, the pres-
ence of supernatural beings, the use of factors that
evoke anxiety, disgust or fear. To this end, it is nec-
essary to skillfully interact with the player’s psyche,
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using available audiovisual tools, appealing to pho-
bias and figures found in culture and fully exploit-
ing the potential of immersion. The effectiveness
of these activities is linked to exploiting the full poten-
tial of the game—Dboth the aesthetic layer, but also
the game mechanics layer.

Methods for analyzing the structure of the game.
Three methods of game structure analysis were used
to perform an analysis of games that would serve
as an indicator of a new game genre in the mechani-
callayer. The combination of these methods allowed
the most thorough examination of the games,
and the observation of their common features.

The first tool used is the game structure anal-
ysis method proposed by Lars Konzack (2001).
The author of the method divides the game into seven
main layers: hardware, program code, functionality,
game elements, meaning, referentiality and sociocul-
turality. At the same time, he recommends making
a description of the game that prevents losing perspec-
tive of the game as a whole when focusing on parts
of the game. In this description, Konzack presents
two levels of which the game is composed: the vir-
tual game space and the game terrain. The first level
refers to the elements of the game world that collec-
tively represent the featured world. The second lev-
elis the space and elements that are required to play
the game. This includes the players, their environment
and the equipment that is needed to run the game.

The first layer highlighted by Lars Konzack is
the hardware, i.e. the physical components that allow
gameplay. This layer only gives us an idea of the hard-
ware required, but we are not yet given information
about what kind of game we are dealing with. We
learn whether the game is intended for PCs, con-
soles or mobile phones.

The second layer is the program code, which is one
of the basic elements of the game, but at the same time
difficult to analyze. This is mainly due to its nature—
even having the program code there is a possibility
of not understanding it. The author of the method
himself, in his sample analysis, omitted to analyze
the game code due to the difficulty of understandingit.

The next layer is functionality, which depends
on the code and the computer. It allows us to observe
what the application is doing, but it is not yet clear
whether we are dealing with a game.

The fourth layer of analysis is the elements
of the game, namely: location, resources, space, time,
goal and sub-goals, obstacles, knowledge, rewards,
and penalties.

The fifth layer is meaning, i.e. the semantic
meaning of the game, explored through semiotics.
Meaning in games can be present, it can be abstract,
or the game can be almost devoid of it.

Referentiality can be seen when comparing
the game with other media. The features of the game
in the context of the genre are compared with other
media in which they have been used, allowing a new
meaning to be given to them. The Konzack meth-
od covers both game genres and narrative genres.
Because of the close relationship between comput-
er games and analogue games, reference should be
made to Roger Caillois’s (1997) division, who intro-
duced four game genres: agon, alea, mimicry, and ilinx.

Agon refers to competition and the creation
of a level playing field for players. Victory is to be
determined by the player’s skills related to a specific
attribute such as speed. Alea are games in which fate
is the main factor and the player’s skill has no influ-
ence on the outcome. The reward is proportional
to the risk. Mimicry involves players adopting the rules
ofa closed world for a set period of time. Such games
involve dressing up, becoming someone else within
a specific, closed reality. Ilinx are games and activi-
ties designed to cause bewilderment and dizziness.

The socio-cultural layer links to the social aspects
of the game, i.e. the interaction between the player
and the game, and the interconnectedness of the players.

The second tool is the formal structure MDA
(Mechanics, Dynamics, Aesthetics). The authors
of the method are Robin Hunicke, Marc LeBlanc
and Robert Zubek (2004), in Poland it was present-
ed by Marcin Petrowicz (2015). The framework was
created as part of the Game Design and Tuning work-
shop and is intended to serve both game developers
and researchers as a tool for analyzing and evaluat-
ing games. The method involves dividing a game
into three layers: mechanics, dynamics, experience.

Game mechanics are understood as actions,
behaviors and mechanisms that are available to play-
ers. These include both actions that the player per-
forms, the functionality of objects and interactions
with NPCs.
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Dynamics are loops of interaction that arise
between mechanics and player actions.

Another element of MDA’s formal structure
is “aesthetics,” which is used to analyze visu-
als and sound design. In this case, aesthetics are
all the elements that make players enjoy playing
the game. The authors distinguish the following
sensations: sensation (player enjoys audio-visual
effects), fantasy (imaginary world), narrative (story
of the game), challenge (game as an obstacle course),
fellowship (community of players), discovery (explo-
ration), expression (players’ creativity), submission
(connection to the game) (Hunicke, R. et al. 2004).

Petrowicz added a layer of representation that
includes graphics, visual style, music, narrative struc-
ture and content (2015).

The final tool used in the study is the method
created by Tracy Fullerton and Christopher Swain
(2008), which divides the structure of the game
into three types of elements: formal, dramatic
and dynamic.

Formal elements help to distinguish games from
other types of media. They consist of the player’s
interaction pattern, objectives, rules, procedures,
resources, constraints and outcome.

The interaction pattern defines how players
can interact with each other. It represents whether
the game is single-player, team, co-operative or a bat-
tle against the system. The objective of the game is
the condition that players must fulfil to achieve vic-
tory. Rules are a set of rules that define what play-
ers can do in the game. They can be written down
and attached to the game, or implicitly understood
by the players. Procedures are the types of actions
taken by players, and are often the result of the inter-
action of several rules. However, they are not always
linked to rules—there are procedures that are rele-
vant to players that are not defined in the game rules.
Resources are items that have value in the game
and can be managed by the player. Constraints are
the limits of the temporary world created by the game.
The outcome is the end of the game.

Dramatic elements define the game’s plot and nar-
rative. They help to make the rules more compre-
hensible. These elements are divided into three
types: message, character, and story. The message is
the basic story of the game world and defines where
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the plot takes place. Characters are the people around
whom the plot revolves. In the case of games, instead
of merely identifying with them, the player becomes
a character for a period of time defined by the game.
The story is the plot of the game including the nar-
rative, i.e. all the events that take place.

Dynamic elements define the rules that have been
transformed by the player into actual gameplay. These
include strategies as well as behaviours and relation-
ships between game components. They are simi-
lar to the dynamics of the MDA structure already
discussed, but include more than just mechanics.
The basic components in this case are emergence,
emergent narrative and testing.

Emergence isthe emergent, unforeseen outcomes
in the game, which can be the result of the random-
ness of the game as well as the actions the player takes.
Emergence implies that the narrative can be dynam-
ic and the story can be created depending on play-
er decisions. Testing allows for a full understand-
ing of the dynamics of the game, helping designers
to understand the experience their product offers.

Analysis of the games Phasmophobia and Ghost
Watchers. The methods described were used
to perform an analysis of the games Phasmophobia
and Ghost Watchers. From these, the genre charac-
teristics that games belonging to the proposed genre
should manifest were obtained.

From the analysis, it can be seen that the thematic
genre in the genre fusion “ghost hunter” is horror. This
is already indicated by the very titles of the games,
which refer to fear and ghosts. The occurrence of such
areference can be considered as one of the elements
to facilitate the recognition of the theme of the game,
which can be considered as one of the characteristics.

Another feature is the appearance of ghosts
and ghouls in the gameplay. The demons that appear
in the games may be inspired by the beliefs of differ-
ent cultures, but the appearance itself is important.

A third distinctive feature in the genre will be
the tension and fear felt by players. Players control
character avatars, which are merely graphical repre-
sentations of the players in the game world, meaning
a deeper immersion due to the importance of the deci-
sions made. Every action made by the player is rep-
resented by their avatar and every failure is felt more
personally.
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Another characteristic within the thematic layer
is the realistic locations that appear in the analyzed
games. In both Phasmophobia and Ghost Watchers,
the appearance of the locations is modelled on plac-
es that could exist in reality, but is distinguished
by the presence of supernatural beings that haunt
the location. Looking at the available maps, it is clear
that these are mainly residential houses that have been
abandoned after the appearance of a ghost.

An important element that occurs in both pro-
ductions is the occurrence of so-called jump scares,
which are intended to heighten tension and fear. They
are associated with the sudden appearance of a ghost
silhouette or a loud sound.

In the ludic layer, the characteristics appear-
ing in both productions must be discussed taking
into account the methods used. Therefore, the com-
mon features that were observed during the analysis
using the Lars Konzack method will be presented first.

The games Phasmophobia and Ghost Watchers
are available for personal computers. They use virtu-
al reality technology, but this is not required to run
the game. Instead, the use of the player’s micro-
phone, which is used both to communicate with
other players and with the game itself, is essential.
The use of the microphone allows for certain inter-
actions with the ghost.

Both games are determined and partly unpredict-
able due to the possible behavior of the ghost. They
are also fluid—ghost traces appear for a set period
of time and disappear after a while. Players are given
controlled access to content. In Phasmophobia, play-
ers can unlock locations and equipment as the play-
er’slevel increases, while in Ghost Watchers, lower-lev-
el players will not encounter certain types of ghosts
during gameplay. There are conditional connections
in the games, as we can see in the quests available
to players.

An element that appears in the productions is
“mental health.” This indicator affects the behavior
of the ghosts. In Ghost Watchers it appears as part
of a modifier, but its presence can also be consid-
ered a feature.

The perspective of the games in question is first-
person—players take an active part in the gameplay.
For the gameplay to be meaningful, they must become
ghost hunters, they cannot be passive observers. It

is their actions and decisions that shape the game.
Players control their avatars, but increasing a char-
acter’s level does not change its attributes.

Games do not have a time limit. Players can end
a particular game at any time.

The main objective of the games in question is
to find traces of the ghost and then identify it cor-
rectly. Players are also given side quests that they
can complete during the game, but these are not
arequirement to complete the game. The main obsta-
cle to achieving the goal is the ghost, which can kill
the players’ avatars. The rewards of the games in ques-
tion are experience points and currency that players
can spend on purchasing equipment.

Players have access at all times to information
about any type of ghost that may appear in the loca-
tion. They can be checked in the corresponding tab
in the notebook. There you will find a description
of the ghost and what traces they leave behind.

An important element of the genre in question is
the equipment that appears in the games and is used
in the investigation. Both productions feature piec-
es of equipment that are also used in actual paranor-
mal investigations. The most distinctive are the radio
or spirit box, and the electromagnetic field (EMF)
meter. Other distinctive elements of the investigation
are a notebook or other type of surface that allows
the spirit to interact, and a UV torch so that traces
left by the spirit can be seen.

There is an emergent narrative in the games ana-
lyzed—they do not present a story, but it cannot
be said that they are completely devoid of a plot.
It is the players’ behavior, the actions they take
and the actions they perform that create the story-
line in the background prepared by the developers.

No knowledge of other works with similar themes
is required to play Phasmophobia or Ghost Watchers.
These games are separate productions that may draw
on different cultures and beliefs, but this does not
affect gameplay. Familiarity with the original phan-
tom figures, or emerging references to other cultur-
al works, does not affect the player’s gameplay expe-
rience.

The dominant species here, according to Roger
Caillois’s breakdown, will be mimicry and ilinx,
due to players taking on the role of ghost hunt-
ers. For a limited period of time, they become
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someone else, mimicking behaviors that might
appear in the characters they play. They feel a ten-
sion and fear that can be bewildering.

Another method of analyzing game structure
focuses on the mechanics, dynamics, and sensa-
tions that occur in a game. Mechanics are formalized
as verbs that specify actions that can be performed
(Sicart, 2008). In this sense, mechanics are walk-
ing, running, crouching, holding and using objects,
as well as purchasing them.

An important mechanic thatis present in both pro-
ductions is the hunt, an action performed by the ghost
during which it seeks to kill the players” avatars. There
is a difference within this mechanic in the games
in question. In Phasmophobia, the hunt is time-limited
and the ghost can onlykill during the hunt. In Ghost
Watchers, the ghost can kill at any time. Despite
the presence of a given difference, this mechanic
is a feature of the genre. It is a form of obstruction
to the goal. Players can use the available equipment
in any configuration. They use the items to find evi-
dence by repeating actions in different games.

However, the game does not dictate the order
in which the equipment offered is performed.

Both productions affect the player’s emotions
by maintaining an appropriate atmosphere. The games
affect the senses of the players, but at the same time
are not overwhelming. The developers have made
effective use of sound, which introduces tension or can
lull players’ alertness. The players’ opponent is not
only the ghost, but also their fear. The cooperative
nature of the games allows communities to emerge
and existing ones to grow. They are entertaining
games through which people can spend time together.

The games have three-dimensional graphics that
are simplified, but mimic reality. The players’ ava-
tars are human and, while mimicking reality, do not
have non-human features. The maps, although quite
small and do not leave players much room for explo-
ration, are created to mimic real-world locations.

The pattern of player interaction that we can
observe in Phasmophobia and Ghost Watchers both
show that the proposed games allow for two modes
of gameplay: single-player and multiplayer. In both
modes, the main objective of the players is the same
and does not change, the main task of all players is
to correctly identify the ghost. The constraints that
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created the temporary world are the boundaries
of the maps available in the games. It is within these
boundaries that players take on the role of a ghost
hunter, and once the investigation is complete, they
return to a safe area that is located at the border
of this temporary world. Players still control their
avatars there, but no ghosts appear.

In the games analyzed, an incremental outcome is
characteristic. By achieving a sub-goal or main goal,
players receive rewards. This allows them to raise their
character level and unlock further game elements.

The basic story of the presented world is that
an unidentified ghost haunts a given location,
and players, as ghost hunters, are supposed to identi-
fy it so that it can be caught more easily. It is for this
reason that they appear at a given location and inves-
tigate. The characters in the game do not have any
characteristics—they are merely a graphic represen-
tation of the players in the game world. It is the play-
ers’ decisions and behavior that gives them character.

Players can exploit the mechanics and rules
of the game to produce outcomes unexpected
by the developers. The behavior of the ghost, which
is controlled by artificial intelligence, can vary from
game to game, leading to different dynamic expe-
riences.

The two games analyzed certainly belong to enter-
tainment games. This indicates that their main
purpose is to provide players with entertainment
and to evoke emotions. They allow players to spend
time both alone and with other people, not neces-
sarily with friends. The games allow for the creation
of open lobbies that any players can join. These pro-
ductions can be played by anyone, regardless of age
or gender. Committed players can join communities
that are created as the games develop. Fans share their
own insights, comments, impressions or stories they
have experienced. According to Jesper Juul’s (2010)
definition of the stereotypical descriptions of engaged
and unengaged gamers, it should be assumed that
games of the “ghost hunters” genre should be suit-
able for both types of gamers.

Presentation of the research tool. On the basis
of the game analyses carried out, a tool in the form
of a table was created to easily check whether a game
belongs to a genre. The tool has been simplified
to highlight the most relevant features for the genre.
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Figure 1. Comparison of the Phasmophobia and Ghost Watchers games

Features of the game Phasmophobia |Ghost Watchers
A name alluding to ghosts and spirits + +
Demon spirits and wraiths in the game + +
Players’ feelings of tension and fear + +
Jump scares + +
Realistic locations in the game + +
Story outline: players travel to a haunted place
to identify the ghost that is there i i
Use of the microphone in the game + +
Time is not of the essence in the game—
possibility to end the game at any time, no time [+ +
limit
Content that can be unlocked by raising the
character level N N
Strategic character control + +
First-person perspective + +
Characters: stripped-down avatars representing
the players in the featured world i i
Main objective: to identify the spirit + +
Additional tasks during gameplay + +
Performing a task requires a specific action + +
Rewards: experience points and currency + +

Only as a
Resource: mental health +

modifier.
Characteristic test equipment (e.g. spirit box, N N

radio, EMF meter)
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By using a table, the duplicate features of a pro-
duction become much more apparent. However, it
is important to check whether these features also
appear in other productions to determine whether
we are dealing with a new genre or just isolated cas-
es. To this end, the following productions will be

examined: Demonologist (prod. Clock Wizard Games,
2023), Ghost Exile (prod. LostOneTeam, 2023), Conrad
Stevenson’s Paranormal P.I. (prod. D&A Studios, 2023),
I'm on Observation Duty 6 (prod. Notovia, Dreamloop
Games, 2023), Ghost Master (Sick Puppies, 2003),
Lethal Company (prod. Zeekers, 2023).

A special tab where players can check the
description of the ghost and what evidence it +
leaves behind
Emerging narrative + +
Dominant mimicry and ilinx + +
Mechanics: walking, running, crouching,
holding items, purchasing items " ’

A ghost can
Possibility of death at the hands of a ghost

+ attack at any

(hunting) .

time.
Free use of available equipment + +
Three-dimensional graphics + +
Sounds that heighten the atmosphere of horror +
Single-player or multiplayer game + +
Possibility of a private lobby or open lobby + +
Limitations: map boundaries + +
Incremental score, raising character level + +
Entertainment game + +
For committed and uncommitted players + +
Cognitive engagement at: attention, motor and
emotional levels " "
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Figure 2. Examining the “ghost hunter’ genre with examples

= Iy
| 2| /25 219 &
N Q S 2 o ) S =
Q Q S S 3 a E S
Features of the game S by § S < | S
S 3 = S
2 & | & |8 2
l ~ S
~
A name alluding to ghosts and
. + + + - + -
Spirits
Demon spirits and wraiths in
+ + + + H+ -
the game
Players’ feelings of tension and
+ + + + - +
fear
Jump scares + + + + - -
Realistic locations in the game [+ + + + + -
Story outline: players travel to
a haunted place to identify the ++ + + - - -
ghost that is there
Use of the microphone in the
+ + - - - +
game
Time is not of the essence in
the game— possibility to end
the game at any time, no time + + - - +
limit
Content that can be unlocked
- + + + - - -
by raising the character level
Strategic character control + + + - - +
First-person perspective + + + - - +
Characters: stripped-down L + - - - +

? Players can personalize their avatar.
3 The player controls the specific character of Conrad Stevenson.
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avatars
representing the players in the

featured world

Main objective: to identify the

spirit

Additional tasks during
gameplay

Performing a task requires a

specific action

Rewards: experience points and

currency

Resource: mental health + + - _ _ _

Characteristic test equipment
(e.g. spirit box, radio, EMF + + + - . n

meter)

A special tab where players
can check the description of the
ghost and what evidence it + + - - - -

leaves behind

Emerging narrative + + - - - +

Dominant mimicry and ilinx + + + - - +

Mechanics: walking, running,

crouching, holding items,

* Once all players have marked in the diary what type of ghost is in a particular location, three
tasks are unlocked. Once these are completed, players have the opportunity to perform an
exorcism. Players receive rewards for each completed task and exorcism.

> Once a spirit has been identified, players are tasked with performing a banishment ritual.
Rituals vary depending on the type of spirit.

® The main objective is to notice the anomalies present in the location.

" The reward is only experience points.

8 Spirits have their own specific behaviors and skills that can be tested at any time.

’ The game presents the story of the protagonist that the player plays.
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purchasing items
Possibility of death at the
' + + - + - -

hands of a ghost (hunting)
Free use of available equipment + + - - -
Three-dimensional graphics + + + + + +
Sounds that heighten the

+ + + + - +
atmosphere of horror
Single-player or multiplayer

+ - - - . +
game
Possibility to set up a private

+ + - - - +
lobby or open lobby
Limitations: map boundaries  H + + 10 n +
Incremental score, raising .

+ + + - - +
character level
Entertainment game + + + + + +
For committed and uncommitted

+ + + + + +
players
Cognitive engagement at:
attention, motor and emotional [+ + + - - +
levels

' The limitation is the camera image.

" Players earn currency, which is required in order not to lose the game. The aim of the game
is to collect the correct amount in the allotted time, if players fail to do so they lose the game
and have to start again.

255



CONTEMPORARY ARTISTIC PRACTICES: NEW RESEARCH PARADIGMS

If you look at the table comparing other produc-
tions, you will notice duplicate features. The games
presented were chosen to be able to show that sim-
ilar elements are not necessarily indicative of genre
affiliation.

The Demonologist and Ghost Exile games have
asignificant number of features identical to the genre
that has been described as “ghost hunters.” They
can therefore be seen as an acknowledgement
of the genre’s emergence.

Conrrad Stevenson’s Paranormal P.I shows some
similarities, but the differences that emerge make it
possible to consider this production as a representa-
tive of intermediate cases, where the game’s themes
and gameplay elements are identical.

I'm on Observation Duty 6 can also be consid-
ered a case of a transitional game between genres.
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The themes of the game are duplicated here,
but the differences in gameplay exclude the produc-
tion from the framework of the genre.

Both Ghost Master and Lethal Company show too
many differences, which also exclude the productions
from the framework of the “ghost hunters” genre. Both
games show some similarities, e.g. in terms of genre
or game functionality, but the differences are too sig-
nificant to be included in the described genre.

Conclusion. From the research conducted
and the results presented, it can be seen that meth-
ods of analyzing game structures are an important
element in the study of game genre. Investigating
the structure of a game allows for a thorough under-
standing of all its elements. Combining several meth-
ods allows researchers to synthesize the most inter-
esting elements and use them in further research.
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KATAPKITHA OA€EK
BUKOPVICTAHHS METOAIB AHAAI3Y CTPYKTYPU I'PU AASI KOHLIEIITYAAISALIT JKAHPY
BIAEOITOP HA IIPMMKAAAI «GHOST HUNTERS»

AHoTanis. ABTOpKa AOCAiAXKYE MOXKAMBICTb BUKOPMCTAHHSI METOAIB aHAAI3y irpoBOi CTPYKTYpU AASI KOHLIENTyaAi3anil )KaHpiB
LdpoBUX irop, 30cepeAXxyounch Ha IPUKAAAL HOBOTO )aHpPy — «Ghost Hunters» («MucAMBLI Ha IPUBUAIB»). Y AOCAiAXKeHH]
)KaHPiB LMQPOBUX irop 3aCTOCOBYETbCA MOAEAD 3AUTTS XKaHPIB, AKa AO3BOASIE PO3TASAATHU I'PY HA TPHOX PiBHAX: TEMaTUYHOMY,
irpoBomy Ta pyHKIioHaABHOMY. ITpOTe AAST TOUHOI KOHLIENTyaAi3aLil >KaHPy HE0OXiAHO AOAATKOBO IIPOBECTHU aHAAI3 CTPYKTYpH
rpu. Y LIbOMY AOCAiAKEHHI BUKOPUCTAHO TPU aHAAITUYHI MeToAM: MeTOA Aapca KoH3saka, KMl AO3BOASIE OLiHUTY GOPMAABHY
cTpyKTypy rpu; Metop MAE (MexaHika, AMHAMIKa, eCTeTHKA), 110 30CEPEAKYETHCS Ha B3AEMOAIL irpoBoi MexaHiKu i AMHaAMIKy;
atakox Metop AA (bopmaabHUIL, APpaMAaTUIHNUIL, AVHAMIMHMIL), IKUIT AO3BOASIE IPOAHAAI3yBaTH PYHKIIOHAABHICTb | HAPATUBHY
CcTpyKTYpy rpu. Ha 0CcHOBI 11bOr0 OYAO MATOTOBAEHO AOCAIAHMLIBKMIT IHCTPYMEHT AASL BUSIBAEHHS, YU TIOBTOPIOETbCSA AQHMIA
)KaHpPOBUIT IIAOAOH B iHIIMX LMpOoBUX irpax. PesyabTaTit AOCAiIAKEHHS BKa3yIOTb Ha MOTEHIIiaA 3aCTOCOBAaHMX METOAIB Y ITpolieci
KOHLeNTyaAi3alil >kaHpy Ta po3pOOKM aHAAITMYHUX IHCTPYMEHTIB AAA irop B >xaHpi «Ghost Hunters».

Katouosi caoBa: aHaAi3 irpoBoi cTpyKTypy, KaHpu Lindposux irop, «Ghost Hunters», MOA€Ab 3BAUTTS )KaHPiB, aHAAITUYHI METOAM.
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