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Abstract. The relevance of the study is conditioned by the growing influence of visual practices on the
development of aesthetics, narrative and user experience in video games, which makes them one of the key
factors in the development of the global gaming industry. The purpose of the study was to analyse the leading
visualisation trends that determine the artistic and technological features of game worlds of the last decade. The
study was based on a comparative, and system and analytical approach, and included content analysis of games,
interpretation of their visual design, and review of scientific sources. In total, 23 game projects of various genres
and styles were analysed, which allowed identifying patterns in the development of the visual component of the
industry and tracing the relationship between aesthetic solutions, technological innovations and commercial
success. The sample included both high-budget AAA projects and independent indie games, which provided a
more comprehensive vision of contemporary approaches to design. The analysis showed that current practices
cover stylised graphics, cel-shading, pixel art, sumi-e and the latest solutions based on artificial intelligence,
including procedural art and generative stylisation. It was revealed that an important role is played by the design
of the user interface and user experience, which determines the intuitiveness and convenience of interaction,
and "environmental storytelling" as a form of wordless narrative that deepens the emotional connection of
the user with the game world. Special attention was paid to the use of cinematic techniques and interactive
directing, which provide a hybrid gaming experience and bring video games closer to other forms of audiovisual
art. The results of the study can be used by game designers, artists, educators, and digital media researchers
as an analytical base for developing visually holistic and commercially successful games, and in the field of
educational design, cultural analytics, and creating an inclusive visual environment
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INTRODUCTION

In the current conditions of globalisation, digital cul-
ture played a key role in the development of new forms
of visual communication, among which video games
occupied a special place. They were no longer limit-
ed to just entertainment, but turned into powerful
tools for storytelling, art, and social dialogue. In this
context, visual practices became particularly impor-
tant, since it was through them that the atmosphere,
identity, and content of the game were transmitted.

Suggested Citation:

The relevance of the study was determined by the
rapid development of the gaming industry, the inte-
gration of the latest technologies, such as artificial
intelligence and virtual reality, and the growing ex-
pectations of users regarding the quality of visual
content. The analysis of contemporary world visual
practices allowed developers to create competitive,
deeply aesthetic, and functional projects that met the
challenges of the time.
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Researchers have increasingly focused on the ver-
satility and cultural significance of video games. Thus,
N.P. Babii (2020) viewed modernity as a period of ac-
celerated variability in aesthetic paradigms, in which
modernity, postmodernism, hypermodernism, and
metamodernism co-existed in a complex configuration.
This confirmed that game projects were becoming part
ofabroader cultural field and forming new visual forms
of artistic experience. M. Okur et al. (2024) focused on
the art of graphic design in video games, analysing the
transformation of styles from realism to stylised trends.
The researchers argued that such changes directly af-
fected the player’s narrative, atmosphere, and level of
emotional immersion. The study showed that the aes-
thetic solution was of key importance for the percep-
tion of the game, because it was the visual image that
determined the nature of the user’s interaction with
the game environment. Similar conclusions were made
by Z. Wu & M. Oktrova (2024), who found that virtual
reality technologies can significantly enhance the emo-
tional perception of artistic content, forming deeper
immersion and new ways to interpret contemporary
visual experiences.

N.A. Bracikowska (2021) explored the practice
of environmental storytelling, which involved build-
ing a narrative through spatial and visual elements of
the environment. The researcher proved that the lo-
cation of objects, their composition and architectur-
al connections served as carriers of history and con-
tent. This showed that the player gained access to the
narrative not only through text or dialogues, but also
through visual analysis of space. E. loannou & S. Mad-
dock (2023) considered the possibilities of using neu-
ral networks for Al graphics styling. Using Neural Style
Transfer Technology, the researchers demonstrated
that a visual scene can adapt to a specific artistic aes-
thetic in real time without significantly losing perfor-
mance. This opened up new perspectives for creating
unique artistic styles within a single project, expanding
the individual perception of each user.

In the same year, K. Fukaya et al. (2023) proposed
a conceptual framework for intelligent generation
of graphical assets. The researcher systematised ap-
proaches to the use of artificial intelligence in creating
visual content and outlined problems related to qual-
ity control and preserving artistic integrity. This em-
phasised that the role of Al technologies went beyond
instrumental support and became part of the creative
process. E.J. Pretty et al. (2024) studied UI (User Inter-
face) and UX (User Experience) design in the context
of player cognitive load. They compared objective and
subjective interaction indicators and proposed new
approaches to developing interfaces based on multi-
modal feedback. This study confirmed that effective
user interface design had a direct impact on the com-
fort and gameplay performance. H. Engstrom (2020)
emphasised that creating video games was an
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interdisciplinary practice that combined programming,
design, visual arts, sound, scripting, and interface de-
velopment. According to the researcher, game projects
were not only technical products, but also complex cul-
tural and technical phenomena that formed a new form
of digital communication and aesthetic experience. This
approach confirmed that the analysis of visual practices
in video games required considering a broader cultural
and interdisciplinary context.

Thus, the generalisation of contemporary scientif-
ic developments showed that visual practices in video
games performed not only aesthetic, but also commu-
nicative, narrative, and cognitive functions. They de-
termined the nature of the user’s interaction with the
game environment, influenced the degree of immersion
and ensured the development of new cultural mean-
ings. The purpose of the study was to analyse research
that highlighted the impact of world visual practices on
game projects.

MATERIALS AND METHODS

In the course of the study, a set of methods of scientific
cognition was applied, which provided a holistic study
of visual practices in contemporary video games. The
main ones were: the method of comparative analysis,
content analysis, case studies, and the system and
structural approach. The use of these methods was de-
termined by the versatility of the subject of research,
which combines technological, aesthetic, and cultural
components. Comparative analysis was used to identi-
fy differences and common features between different
visual design styles (photorealism, stylised solutions,
cel-shading, pixel art, sumi-e, low-poly, etc.). This al-
lowed tracing trends in the choice of artistic strategy
by developers and determining which approaches are
most often used in contemporary projects. Content
analysis of scientific sources helped to systematise ex-
isting approaches to the study of graphic style, Ul/UX
design, procedural art, and Al stylisation. This creat-
ed a theoretical basis for further analysis of practical
cases. The case study was used for an in-depth review
of specific games as examples of successful implemen-
tation of visual strategies. This allowed tracing the
relationship between the choice of artistic style and
the effect of immersing the player in the world of the
game. The system and structural approach allowed
considering visual practices not in isolation, but as an
interconnected system, where graphics, Ul/UX, envi-
ronmental storytelling, and cinematography form a
single complex.

The study was carried out in stages:

1. The theoretical stage consisted of the collection
and processing of literary and scientific sources that
covered the problems of visual practices.

2. Analytical stage - systematisation of scien-
tific approaches, determination of the main areas
(graphic style, Al stylisation, procedural art, Ul/UX,
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environmental storytelling, cinematic presentation,
cross-platform).

3. The practical stage - selection of games as objects
of research, analysis and comparison of their visual fea-
tures. The choice of projects was based on chronolog-
ical, technological and stylistic criteria (relevance, use
of innovative rendering technologies, procedural gen-
eration, artificial intelligence, visual effects or interface
solutions, and compliance with a clearly formed artistic
style that reflects the author’s vision of the developers
and corresponds to the aesthetic concept of the game).

4. The generalising stage - development of conclu-
sions about the role of visual practices in contemporary
video games, their impact on narrative, cognitive per-
ception, and cultural significance.

As part of the methodological analysis, 23 game
projects were selected as a source of reference mate-
rial, representing key stylistic and technological solu-
tions in contemporary game design. Borderlands, Gen-
shin Impact, and The Legend of Zelda: Wind Waker
were used to study cel-shading aesthetics, while Celeste
and Undertale were used to analyse pixel art. Examples
of traditional artistic style were Okami (sumi-e) and
Gris (watercolour). Spatial isometry in combination
with cartoon visual is considered on the example of
League of Legends, while generative graphics (proce-
dural art) are based on No Man’s Sky. Some aspects of
user interaction with the interface were studied using
the example of Dead Space and Ghost of Tsushima; the
principles of visual narrative were studied using The
Last of Us, The Last of Us Part 2, What Remains of Ed-
ith Finch, Dark Souls, and Bloodborne. Motion capture
technologies were analysed through Detroit: Become
Human, Uncharted 4, and Hellblade: Senua’s Sacrifice;
VR design - based on Half-Life: Alyx; AR mechanics - in
Pokémon Go, and The Witcher: Monster Slayer; inclu-
sive design principles - based on God of War: Ragnarok.
The study was based on scientific papers and official
information sites and developer blogs: the official No
Man'’s Sky blog (n.d.), the Unreal Engine site (n.d.) (Lu-
men and Nanite technologies), Valve Developer Com-
munity (n.d.) (Half-Life: Alyx), miHoYo Dev Notes (Gen-
shin Impact) (HoYoLAB, n.d.). These sources helped to
clarify the technical aspects of the visual practices used
and confirm the accuracy of the information.

The use of these methods and materials allowed
comprehensively analysing contemporary visual prac-
tices in video games. The analysis covered both stylistic
characteristics of graphics and semantic aspects of the
visual series considering the genre specifics and target
audience of each project. The research methodology
was designed in such a way that any researcher can re-
peat it using the same sources, analysis methods, and a
list of game examples. This ensured not only scientific
reproducibility of the results, but also created the basis
for further comparative research in the field of game
design, digital art, and visual communication.
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RESULTS AND DISCUSSION

The graphic style of video games is one of the key con-
sequences of the resonance of contemporary visual
practices. It forms the visual language of the project,
its atmosphere and aesthetic expressiveness. This is
not just about appearance - it is an artistic choice that
influences the perception of the plot, characters, and
the entire game world. Contemporary developers are
increasingly choosing stylised solutions that allow cre-
ating a unique identity of the game, working with sym-
bolism and emotions, rather than photorealism. One of
the most popular practical tools is cel-shading, an ef-
fect of animation or comics on 3D models that creates a
unique style, as shown in Figure 1 (Zheng, 2024).

Figure 1. Examples of using cel-shading
technology in game projects
Note: a - Borderlands; b - Genshin Impact; ¢ - The
Legend of Zelda: Wind Waker
Source: taken from Epic Games (n.d.), Nintendo (n.d.)

Cel-shading uses flat colours and contour lines,
such as in Borderlands, Genshin Impact, or The Legend
of Zelda: Wind Waker. This style is not only artistical-
ly recognisable, but also technically less demanding
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on resources, which allows reaching a wider audi-
ence of players. Another area is pixel art, which uses
the aesthetics of the old 8 and 16bit games, but in the
contemporary context. In projects such as Celeste or
Undertale, as shown in Figure 2, pixel stylisation be-
comes a form of visual expression of emotions, memo-
ry, and even nostalgia. This is not a technological limita-
tion, but a purposeful artistic choice.

Figure 2. Pixel art of the Celeste game project
Source: taken from Epic Games (n.d.)

The watercolour or sumi-e (n.d.) aesthetics, which
can be seen in Okami or Gris, mimic traditional paint-
ing techniques, turning the game into a visual poem, as
shown in Figure 3. In addition, more and more projects
are using low-poly, flat-design, and hybrid styles that
combine minimalism with visual expressiveness (Kaas-
inen, 2023). This allows creating original worlds with-
out unduly complicating the graphics.

Figure 3. Sumi-e aesthetics of the Gris project
Source: taken from Valve Corporation (n.d.)

One example of a successful visual style is the
game League of Legends by Riot Games. It features
stylised fantasy graphics from cartoon aesthetic
where the characters have bright colours, exaggerat-
ed proportions, and crisp silhouettes. This approach
allows visually distinguishing champions during dy-
namic gameplay, provides recognition, and creates
visual consistency in a universe that combines magic,
science, mythology, and fantasy. The rejection of pho-
torealism allowed the game’s authors to experiment
freely with shapes and styles, while maintaining func-
tionality in the visual load. League of Legends graphics
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are based on an isometric 2.5D presentation, where
3D models are combined with patterned textures, giv-
ing the game the appearance of a stylised illustration.
The visual style is constantly evolving: over time, Riot
Games has updated the design of maps, redesigned
the appearance of champions, improved visual effects,
and even created animated cinematic videos in the
Pixar style (Fig. 4). This integrated approach to graph-
ics makes League of Legends not only visually appeal-
ing, but also makes it a benchmark for visual practice
in MOBA games.

b

Figure 4. Visual style of the League of Legends map
Note: a - design before 2014; b - updated design after
2014
Source: taken from Epic Games (n.d)

Thus, graphic style is a visual strategy that serves
the artistic, technological, and even philosophi-
cal goals of the game. Its choice shapes the player’s
unique experience, interaction aesthetics, and cultur-
al value of the digital project. Special attention should
be paid to the tendency to use culturally specific
styles that reflect the aesthetics of a particular region
or historical period. For example, games inspired by
Slavic or Japanese mythology often use elements of
folk ornaments, calligraphy, or medieval painting to
deepen the identity of the world. Such stylistic solu-
tions add depth and authenticity to the game, mak-
ing its visual language not only recognisable, but also
culturally significant. Attempts to create a “visually
recognisable language” are increasingly becoming a
strategic goal for developers, especially in the com-
petitive environment of the indie market.

Contemporary game projects are increasingly
using artificial intelligence (AI) algorithms and pro-
cedural content generation (procedural art), which
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form a new stage in the visual design of games. These
approaches allow automating the creation of unique
locations, objects, textures, and even an artistic style,
while maintaining the artistic integrity of the project.
They play a particularly important role in large and
open worlds, where manual modelling of all parts
would be extremely resource-intensive. Al stylisation
is the application of deep learning to transform visual
content in accordance with a specific artistic aesthet-
ic (He, 2024). Models like Neural Style Transfer allow
game developers to overlay an artistic style - such as
impressionistic or fantasy - on a three-dimensional
real-time scene. This opens up new horizons in styl-
ing the visual environment that were previously only
available manually. On the other hand, procedural art
is based on algorithms that create visual elements
based on specified parameters and random values. One
of the most famous examples is no man’s Sky (Fig. 5),
where billions of planets with a unique landscape and
flora are created procedurally. Such approaches allow
achieving deep visual variability without the direct
participation of the artist. The official blog of No Man's
Sky (n.d.) explains how procedural generation became
a central element of the game’s design, creating the ef-
fect of endless space exploration.

Figure 5. Procedural generation
of No Man’s Sky game content
Source: taken from Valve Corporation (n.d.)

In addition, new game engines, such as Unreal En-
gine 5, combine Al algorithms with procedural gen-
eration to automatically illuminate scenes, optimise
geometry and detail. Lumen and Nanite technologies
(Skorobogatova, 2023; Unreal Engine, n.d.) provide re-
alistic lighting and geometry processing even in styl-
ised scenes. Thus, Al stylisation and procedural art
form a new paradigm of visual design in video games.
They not only reduce production costs, but also open
up wide opportunities for artistic experimentation,
giving each project a unique aesthetic. The use of Al in
visual design also allows personalising the visual en-
vironment depending on the player’s choice or behav-
iour in the game. For example, adaptive stylisation can
change the palette, textures, or even atmosphere de-
pending on the character’s moral choice or emotional
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state. This opens up a new level of interaction with the
game world, where the visual language adapts to the
user’s actions. This approach combines artistic dynam-
ics with technological flexibility, pushing the bounda-
ries of traditional visual practice.

UI/UX design is a fundamental component of
visual practice in the gaming industry (Khan et
al, 2025). They determine how the player interacts
with the game, how comfortable they perceive infor-
mation, and how quickly they navigate the world of
the game. Unlike purely aesthetic graphics elements,
UI/UX focuses on functionality, convenience, and
emotional comfort. The evolution of game design has
shown a shift in emphasis from overloaded interface
elements to minimalism, readability, and adaptabil-
ity (Bergman & Hermansson, 2023). One trend is the
“invisible” or contextual HUD (Heads-up Display), as
shown in Figure 6, where the interface only appears
when it is really needed.

Reticle

Health

Figure 6. Examples of contextual HUD
Note: a - Dead Space; b - Ghost of Tsushima
Source: taken from Epic Games (n.d.)

For example, in Dead Space, health indicators are
integrated into the hero’s costume, and in Ghost of Tsu-
shima, the player’s path is indicated by the wind, not
the arrow on the map. This approach enhances im-
mersion in the game world and removes the barrier
between the player and the virtual environment. An-
other important aspect is the adaptability of interfac-
es, especially for people with visual, hearing, or motor
impairments. Contemporary games, such as The Last of
Us Part 2 or God of War: Ragnarok, implement dozens
of parameters for customising the interface: font scale,
colour filters, text voicing, vibrations for navigation, etc.
(Fig. 7). This creates an inclusive visual experience that
considers the needs of a wider audience.
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Figure 7. Adaptive settings of the God of War:
Ragnarok project
Source: taken from Epic Games (n.d.)

The UX design also covers navigation logic, hints,
feedback effects, button animations, and reactions to
player actions. A well-designed UX helps the player
to learn quickly, increases the enjoyment of the game
and reduces “game fatigue”. This is especially impor-
tant in multiplayer games, where reaction speed and
user-friendliness can decide the outcome of a battle.
Thus, UI/UX design in game projects is a holistic visual
and communicative strategy that forms the player’s
experience, increases accessibility, and is a key compo-
nent of the aesthetics of a contemporary game. It is also
worth noting the role of game research (playtesting) in
the development of an effective Ul/UX design. It is user
feedback that allows optimising the visual elements of
the interface - change the colour of the button, the loca-
tion of the menu, or the structure of hints. Ul designers
use human psychology to understand how players re-
spond to information loads and visual cues. UX testing
has become a mandatory part of development, and the
interface has become an active component of audience
engagement and retention. Environmental storytelling
is a visual practice that conveys the plot, emotions, and
mood of a game with space, details, colours, and object
placement (Fig. 8) (Stewart, 2015). In this approach,
the game world becomes an active narrative agent:
through architecture, abandoned objects, lighting, or
landscape, the player “reads” the story independently.
This method allows forming a deeper dive, encourages
interpretation and research.

One of the most striking examples is The Last of
Us, where destroyed apartments, abandoned children’s
toys or abandoned notes give the impression of a “quiet
voice of the world”, telling about life before the disas-
ter. In What Remains of Edith Finch, family members’
rooms are filled with personal items, colours, and
shapes that reflect the character of each of them. In
Dark Souls or Bloodborne, the history of the world is al-
most entirely conveyed through architecture, sculpture,
symbolism, and the location of objects. This approach
has another important advantage-interactive plot dis-
closure. The player independently creates fragments of
information that enhances their emotional connection
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with the events of the game. Environmental storytelling
is also often combined with visual metaphors: cracks
in a building can symbolise the psychological state of
the character, the coloyr scheme changes depending
on the stage of the story. From a technical standpoint,
this practice requires close collaboration between lev-
el designers, artists, and screenwriters. Each object in
the scene should have a meaning, be “part of the nar-
rative”. This technique is especially actively used in in-
die games, where there are not enough resources for
large-scale animation or cinematic inserts, so it is the
world that takes on the role of the narrator. Thus, envi-
ronmental storytelling is a visual language that allows
speaking without words. It opens up new approaches
to storytelling in video games, making the experience
deeper, more personal, and more meaningful. Advanced
technologies, such as raytracing, high dynamic range,
and virtual lighting, significantly expand the capabili-
ties of environmental storytelling.

Figure 8. Examples of narration through the medium
Note: a - The Last of Us; b - Bloodborne; ¢ - Red Dead
Redemption 2
Source: taken from Epic Games (n.d.), Sony Interactive
Entertainment (n.d.)

For example, changing the lighting during the game
day can not only serve realism, but also symbolise a
change in the inner state of the hero or events in the

Art and Design Vol. 8, No. 4
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world. In Red Dead Redemption 2, the evening sun set-
ting below the horizon can carry metaphorical subtext
of the end of a journey or loss. Thus, even the “passive”
elements of the world acquire a narrative function, and
the visual space becomes a full-fledged part of drama.

Contemporary video games are increasingly using
cinematic techniques - both visually and structurally.
Cinematic animation is a practice in which character
movements, camera, editing, and lighting take on the
features inherent in films. Combined with drama and
acting, this creates a strong emotional effect that brings
the game closer to the movie without losing interac-
tivity. The key tool here is motion capture (mocap), a
technology that allows recording actors’ facial expres-
sions and gestures to accurately transfer the movement
to digital animation (Wibowo et al., 2024). This makes
characters in games like The Last of Us Part 2 or De-
troit: Become Human look compelling and believable.
Realistic body animation, small facial reactions, eye
contact - all this contributes to the emotional immer-
sion of the player in the story. Another important ele-
ment is installation and working with the camera. In
cinematic games like Uncharted 4 or Hellblade: Senua’s
Sacrifice, the camera simulates camera art: close-ups,
objective offsets, zoom, sudden panoramas, and edit-
ing cuts are used. This approach allows directing the
player’s attention, setting the rhythm of the scene, and
enhancing emotional accents. In the case of Hellblade,
the camera deliberately moves erratically, imitating the
mental state of the main character - this is an example
of a deep consistency of technical and artistic design.
In addition, game trailers and intros are increasingly
reminiscent of high-quality animated films. Riot Games,
for example, creates cinematic videos (“Awaken”, “The-
Call”) that not only advertise the game, but also expand
its universe through cinematic stories, musical accom-
paniment, and editing (League of Legends, n.d.).

Interactive cinematic scenes are particularly popu-
lar, where the player does not just watch, but interacts
with events. Such moments create the illusion of con-
trol even in dramatic cutscenes - as in Detroit: Become
Human, where the player’s choice changes the editing
sequence and the outcome of the scene (Fig. 9). This
creates a hybrid experience in which the player is both
an observer and a director, which gives a unique depth
of immersion in the plot.

This technique transforms the concept of “cine-
matography” in video games, combining the visual
language of cinema with the mechanics of interaction
(Vargas-Aguilar et al, 2024). With the development of
digital technologies and the advent of a large number
of devices (PCs, smartphones, tablets, VR helmets, AR
glasses), visual practices in gaming projects are in-
creasingly focused on cross-platform and adaptability
(Fig. 10). This means that visual content is designed to
maintain readability, artistic integrity, and functionality
regardless of the platform.

Art and Design Vol. 8, No. 4

Figure 9. Drama scene from Detroit:
Become Human
Source: taken from Epic Games (n.d.)

Figure 10. Cross-platform examples
Note: a - VR technology in Half-Life: Alyx; b - AR
technology in The Witcher: Monster Slayer
Source: taken from Valve Corporation (n.d.), Google
Play Games (n.d.)

In mobile games, designers often use simplified
styling, a limited palette, and large interface elements.
An example is League of Legends: Wild Rift, which re-
tained the visual style of the original, but adapted the
effects, model sizes, and camera to the mobile format.
Other examples are Genshin Impact, which runs simul-
taneously on PCs, smartphones, and consoles while
maintaining a high level of visual quality due to its
modular graphics design and automatic texture scaling
(HoYoLAB, n.d.). In VRprojects, visual comfort becomes
the key: avoiding overexposure, blurring and sudden
movements, correct perspective, and light colour. The
game Half-Life: Alyx is an example of how the visual
adapts to full spatial interaction - objects have depth,
and the interface is built into the physical world of the
game, for example, in the form of holograms or screens
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on the hero’s hand (Valve Developer Community, n.d.).
ARapplications like Pokémon Go or Tthe Witcher: Mon-
ster Slayer create visual content that overlaps with the
real world. The visual response to lighting, context,
and movement is important here, so dynamic zooming,
background blur, and visual cues that don’t interfere
with the view are used. This requires creating light, ex-
pressive models that work against the background of a
real environment.

The growing popularity of cloud gaming requires
new approaches to visual optimisation. Games broad-
cast through streaming platforms must adapt not
only to devices, but also to the speed of the Internet

Name of
technology

Key features

connection. This indicates the need to dynamically re-
duce detail or compress textures without losing the
overall style. Designers take these conditions into con-
sideration even at the concept stage to ensure visual
stability even with minimal technical capabilities. Thus,
cross-platform development goes beyond hardware
adaptation and turns into a holistic accessibility phi-
losophy. The analysis showed that visual practices in
contemporary video games cover a wide range of ap-
proaches - from stylised graphics (cel-shading, pixel
art, sumi-e) to Al styling and procedural generation. The
generalised characteristics of these practices are shown
in Table 1, which illustrates their technological features.

Table 1. Overview of visual practices

Examples

Cel-shading

Computer rendering technique that creates the effect of hand-drawn graphics,
as in comics or cartoons, using flat colours and sharp transitions between light
and shadow, rather than smooth gradients.

Borderlands, Genshin
Impact, The Legend of
Zelda: Wind Waker.

Form of digital art where an image is created or edited at the level of

own hands, but sets a certain set of parameters or processes, and a work is
born from them.

Pixel-Art individual pixels (the smallest points) using a bitmap image editor. Celeste.
Ancient Japanese technique of monochrome ink painting on rice paper. This
Sumi-e art, originating in China, is characterised by the use of a wide range of shades Gris.
of black ink and water, but sometimes also red.
Style that uses a small number of polygons (polygons) to create objects, giving
Low-poly, flat- | them a simplified geometric look with clear edges. Flat design is a minimalist
. . . . League of Legends.
design approach that focuses on flat elements without gradients or shadows, creating
a two-dimensional interface rather than simulating volume.
Art created using algorithms, rules, or instructions that automatically generate
a visual result. In other words, the artist does not draw each element with his ,
Procedural art No Man’s Sky.

Invisible Heads-

Design approach where familiar health panels, items, or a map disappear from
the screen, and all information is transmitted through the game world itself or

Ghost of Tsushima, Dead

“enhanced” by digital elements.

Up Displ . S .

p Lisplay the character’s behaviour. pace
Adaptive Interface that adapts to the user or their conditions to make working with a God of War: Ragnarok,
interface programme or game more convenient and efficient. The Last of Us Part 2.

. Way to present the plot and atmosphere through the game space itself, rather The .Last of U.S' Wbat

Environmental . . ) Remains of Edith Finch,
. than direct dialogues or cutscenes. That is, the player learns the story by
storytelling observine the environment Dark Souls, Bloodborne,
g ' Red Dead Redemption 2.
Animation created according to the principles of cinema is as realistic and
Synematic emotional as possible. In games and multimedia, this term usually refers to .
. . . . . : Detroit: Become Human.
animation animation for cut scenes or moments that are presented with staging, camera
work, and cinematic drama.
Virtual reality Technology that. creates.a complete sense of presence in the digital world for a Half-Life: Alyx.
person using special devices (helmets, glasses, gloves, controllers).
Augmented Technology th.at overlays virtual objects or mformatlon on the real world_m. The Witcher: Monster
. real time. That is, the player sees the usual environment around them, but it is
reality Slayer.

Source: compiled by the authors of the study

The results of the study showed that contempo-
rary visual practices in video games form not only an
aesthetic dimension, but also determine the narra-
tive, communication, and cognitive strategies of the
player’s interaction with the digital environment. The
identified trends are generally consistent with the best
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practices of leading scientists in recent years, although
in some aspects they demonstrate new accents. Thus,
M. Okur et al. (2024) argued that the transition from
realism to stylised graphics in the gaming industry
opened up opportunities for deeper emotional engage-
ment of the user. The results obtained confirmed this
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thesis: examples of cel-shading, pixel art, and sumi-e
showed that the rejection of photorealism becomes a
conscious artistic strategy. Simultaneously, the cultural
significance of such stylisations was also emphasised -
in particular, the use of local ornaments and traditional
aesthetics. In the paper by M. Okur et al., this aspect was
less pronounced, because their emphasis was mainly on
the functional and emotional aspects of graphic design.

K. Svensson & W. Bergman (2024), analysing the
game Unpacking, showed that environmental storytell-
ing functions not only as a way to “tell without words”,
but also as a mechanism for forming multi-valued in-
terpretations. The researchers emphasised the impor-
tance of the pace, ambiguity, and gradual appearance
of objects that create space for the emotional narrative
that is born in interaction with the player. In the cur-
rent study, this position expands: along with the role of
space as a carrier of history, it is proposed to consider
environmental storytelling as a tool of the metaphorical
and symbolic level of storytelling. For example, the col-
our scheme or destruction of architecture may reflect
the psychological state of the character, and the change
in lighting may reflect its internal transformation. Thus,
the authors of this study agreed with the conclusions of
K. Svensson & W. Bergman about the interpretative po-
tential of this approach, but proposed a broader inter-
pretation of environmental storytelling as a polyphonic
visual language capable of combining plot, metaphor,
and atmosphere.

The research by E. loannou & S. Maddock (2023)
focused on the use of Neural Style Transfer for Al styl-
ing. The researchers showed the technical ability to
adapt artistic styles in real time. Current research has
confirmed the effectiveness of this tool, but also hy-
pothesised its potential to create a personalised visual
experience that varies depending on the player’s choice
or emotional state. This idea was presented to a less-
er extent by E. loannou & S. Maddock, however, was
becoming relevant in the context of the general trend
towards individualising gaming practices. Similar con-
siderations were observed in the study by S.A. Alhar-
thi (2025), who analysed the role of generative artificial
intelligence in game design. The researcher showed that
Al significantly expands the possibilities at the stages
of ideation and prototyping, increasing the productivi-
ty and variety of content. Simultaneously, the danger of
excessive dependence on algorithms was noted, which
can lead to aloss of originality and unification of artistic
solutions. The study resonated with these findings: in-
tegrating Al into visual practices does open up new cre-
ative scenarios, but it also focuses on cultural and aes-
thetic risks that go beyond purely technical efficiency.

M.F. Maleki et al. (2024), reviewing the latest prac-
tices for integrating large language models into the
field of procedural generation, emphasised that these
technologies open up new opportunities for creating
meaningful and variable game content. The researchers
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noted that large language models are able to comple-
ment traditional procedural content generation algo-
rithms, forming semantic depth and context, but effi-
ciency is achieved only in combination with classical
methods. The analysis carried out in this paper con-
firmed that procedural art not only remains relevant,
but also significantly expands the boundaries based
on examples like No Man’s Sky or Unreal Engine 5. The
combination of procedural algorithms and Al stylisa-
tion transforms it from a secondary tool to a full-fledged
artistic method of world building, providing both visual
variability and adaptability to the player’s choices and
actions. T. Zufri et al. (2022), who noted that even in
the age of 3D graphics, the pixel style retains a unique
aesthetic and cultural weight. The researchers stressed
that pixel-art, despite the technological development
of digital art, remains an integral part of contemporary
design, as it combines nostalgia, recognition, and sim-
plicity of visual language.

Regarding UI/UX design, ].M. Palm (2022) showed
that the process of creating an interface in the gaming
industry is based on close interdisciplinary collabora-
tion and a constant balance between aesthetic expres-
siveness and functional clarity. The presented study was
consistent with these findings, demonstrating that con-
temporary games are increasingly view the interface
not only as a convenience tool, but also as an element of
artistic style that can shape the aesthetics of the game.
This allows expanding the understanding of UI/UX as
a comprehensive visual and communication strategy
that combines practical effectiveness and cultural and
aesthetic functions. The study by H. Engstrom (2020)
emphasised the interdisciplinarity of video game de-
velopment as a complex cultural and technical phenom-
enon. The results confirmed this thesis: graphics, nar-
rative, sound, and interface design are interconnected
to create a holistic visual experience. Simultaneously,
the authors of the current study concretised this idea,
showing that visual practices act as a link between
technological innovation and artistic design.

Thus, the study generally confirmed the conclu-
sions of previous scientific papers, but also expanded
their range by integrating a cultural perspective. While
most researchers focused on technical or functional
aspects, the analysis showed that visual practices in
video games are also carriers of cultural memory, iden-
tity, and metaphorical thinking. This suggests that the
visual style of contemporary games should be consid-
ered not only as an aesthetic tool, but also as a holistic
strategy that combines artistic, technological, and cul-
tural dimensions.

CONCLUSIONS
In the course of the analysis of contemporary visual
practices in video games, it was found that the visual
component plays a central role in shaping the gaming
experience. The analysis showed that it is the graphic
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style that determines not only the aesthetic appeal of
the project, but also directly affects the cultural recog-
nition of the game and its commercial success. It has
been proven that the use of original artistic styles con-
tributes to creating a unique atmosphere, enhancing
emotional interaction and deeper immersion of the
player in the game world. Special attention was paid to
Al stylisation and procedural art. It was found that the
integration of deep learning algorithms and automated
content generation significantly expands the capabili-
ties of designers and allows creating large-scale, vari-
able, and inclusive game spaces. The analysis showed
that due to these technologies, the production process
becomes more flexible and efficient, time and financial
costs are reduced, and simultaneously the quality and
stability of visual content is improved.

The study also showed that Ul/UX design and en-
vironmental storytelling principles form key mecha-
nisms of interaction between the player and the game.
Intuitive interfaces and a well-designed visual narrative
environment have been proven to increase user en-
gagement, make it easier to master mechanics, and en-
courage them to stay in the virtual world for along time.
Cinematic presentation, in turn, provides emotional
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AHani3 CcBiTOBUX Bi3ya/IbHUX NPaAKTUK y pO3pobui irpOBMX NPOEKTIB
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[IOKTOP MUCTELTBO3HABCTBA, Npodecop

MpuKapnaTCbKMil HalioHabHKWIA yHIBEpCuTeT iMeHi Bacuna CtedaHumka
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AHOTaLiA. AKTYaJbHICTb AOCTI)KEHHSI 3yMOBJIEHA 3POCTAI0YMM BIJINBOM Bi3ya/IbHUX MPAKTUK HA GOPMYBaHHS
eCTeTHKH, HapaTUBY Ta KOPUCTYBALbKOI'0 ZIOCBiZly y Bifieoirpax, 1o po6UTh iX OJJHUM i3 KJIIOUOBUX YHNHHHUKIB
PO3BUTKY IJI06a/bHOI irpoBoi iHAycTpii. MeTa cTaTTi moJjisiraja B aHauti3i MpoBiAHUX TeHJEHI[iN Bidyasisarii,
sIKi BU3HAYAKOTh XY 0XKHI ¥ TEXHOJIOTIYHI 0COGJMBOCTI irpOBHUX CBiTiB OCTAHHBOTO AECATUIITTSA. JociKeHHs
6a3yBaJiocsl Ha KOMIApaTUBHOMY Ta CUCTEMHO-aHAJiTUYHOMY MiAxoJi ¥ BKJIIOYAJO KOHTEHT-aHaJi3 irop,
iHTepnpeTalilo IXHbOI'0 Bi3yaJIbHOI'0 AM3alHY Ta OIJIsA/, HAYKOBUX JpKepeJ. 3arajoM 6yJi0 IpoaHasi3oBaHo 23
IrpOBUX MPOEKTU PI3HUX XKaHPIB I CTUJIICTHUK, 10 AaJI0 3MOI'Y BUABUTH 3aKOHOMIPHOCTI Yy PO3BUTKY Bi3ya/IbHOI
CKJIAIOBOI iHAYCTpil Ta NPOCTEXUTH B3AEMO3B’S30K MK €CTEeTUYHHUMHU DPilleHHSMH, TEeXHOJIOTIYHUMH
iHHOBaLiIMU ¥ KOMepLiHHUM yciixoM. [lo BUGipKH YBIHLILIN 1K BUCOKOOIO/KeTHI AAA-IPOEKTH, TaK i He3asexHi
inpi-irpy, mWo A03BOJKUJIO0 OTPUMATH GiJbII KOMIJIEKCHE 0GayeHHs Cy4yacHUX MiAXOMiB A0 Au3adHy. AHasi3
[I0Ka3aB, 1[0 aKTyaJIbHi IPaKTHUKH OXOIJIIOIOTH CTUJIi30BaHy Irpadiky, cel-shading, mikcesb-apT, sumi-e Ta HOBITHI
pillleHHs Ha OCHOBI LUTYYHOT'O iHTEJIEKTY, BK/IFOYHO 3 IPOLeJYPHUM MUCTELTBOM i FeHepaTUBHOI CTUJIi3aLli€l0.
BusiBjieHO, 110 BaX/JIMBY POJIb Biflirpae Au3ailH KOPUCTYBalbKOTo iHTepdeicy Ta J0CBij KOPUCTyBaya, SKUN
BU3HAYa€ iHTYITUBHICTB i 3py4YHICTb B3aEMOi], a TakoXk «environmental storytelling» sik popma 6e3cioBecHOro
HapaTHBY, L0 MOTJIHGJI0E eMOLiHHUN 3B’I30K KOPUCTyBaya 3 irpoBuM cBiTOM. OCOGJIUBY yBary HnpujijieHo
BUKOPHUCTAHHIO KiHeMaTorpapiuyHuX TeXHiK i IHTepaKTUBHOI peXXUCYPH, 1110 3a6€3Me4YyI0Th r6pUAHICTE irpoBOro
JlOCBiZly Ta 36/IMXKYIOTh BiJleoirpu 3 iHmuMu ¢popMaMu ay/ioBisyaJJbHUX MUCTELTB. Pe3ynbTaTu AoC/IipKeHHs
MOXKYTb 6yTH BUKOPUCTAHI redMAu3aliHepaMHy, XyA0>)KHUKaMH, OCBITAHaMU Ta J0CJiJHUKaMU [UPPOBUX Me/ia
sIK aHaJIiTU4YHa 6a3a [IJis1 Po3PO0O6KH BidyasibHO IiTiICHUX | KOMEPLIMHO YCIIIIHUX irop, a TaK0K y cdepi 0cBiTHBOTO
JAU3alHy, KyJIbTYPHOI aHaJITUKU ¥ CTBOPEeHHS IHK/II03WBHOTO Bi3yaJlbHOTO cepe/l0BHUIIA

KawuvoBi cnoBa: crusizanis; mpoueaypHa rpadika; Ul-gusaiin; kiHemaTorpadidHicTb; aJanTUBHICTB;
rerMiM3aliH; HapaTUB
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