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Abstract 

Still Not Game reflects on the use of an Unreal Engine “world” as a visual artist’s studio space. The artist presents her personal 
journey of learning and making with the software, never having played a computer game. Determined to create abstract work 
unrelated to games or simulation, she built a virtual realm more concerned with non-worldly experience. That  world formed into 
a sublime landscape, a timeless space that might transport visitors to altered states. Years later, after many software updates, 
the artist still feels like a beginner, using only fragments of UE’s vast potential. Through experimentation and accretion, that 
original world had morphed into an overwhelming space, full of strange objects, overgrown like a crazy garden. A revelation, a 
shift in the artist’s mindset, suddenly turned it into an artist studio: a site where iteration, what-if scenarios and serendipitous 
insights give rise to an endless flow of new works, exploring luminosity and transcendent spaces afforded by the new form of 
the world and the software. 

This paper originated from the artist talk This is not a Game, delivered at the International Symposium of Electronic Art (2025) 
in Seoul, South Korea. 

Keywords: Virtual reality, experimental art, 3D, abstraction, game engine, visual art, digital art, artist studio 
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Introduction

Unreal Engine (UE), developed by Epic Games, is among the 
most advanced real-time 3D creation tools available, widely 
recognised for its application in the design and production of 
video games such as Fortnite. Publicly available and largely 
free, UE’s technical capacity and its relentless pace of devel-
opment have made it a staple within the video game industry 
and entertainment media more broadly. However, its utility 
extends well beyond these domains. 

In this position paper, I provide an account of my adaptation 
of UE as an artistic medium, from my viewpoint as a visual 
artist who uses various digital tools, such as video editors, 
photo software, 3D modelling software, TouchDesigner 
software, Processing (a programming language for artists), 
scanning, and more. I have an experimental, process-oriented 
digital arts practice. I often use photos and videos of light-
based phenomena, transforming and distorting them beyond 
recognition, resulting in abstract digital works of indetermi-
nate form. These are invariably slow moving, colourful, and 
usually retaining their inherent luminosity. Little is obvious for 
the rational mind to grasp.  

Artwork formats include video, still image, prints, projections, 
3D scanning, 3D model “sculptures” as augmented reality 
pieces, and so on. UE was yet another platform of interest, 
with its potential to integrate all facets of my work, given its 
spatial 3d world building capacity. 

Without going into the technical vagaries of UE in this paper, 
I explore how I eventually realised, via my artistic process, 

that I was using the 3D world I created inside UE as an artist’s 
studio space rather than thinking of UE as an instrument for 
gameplay or narrative simulation.

In this paper, I will briefly present a lineage of theoretical 
frameworks and historical references that inform and give 
context to my artistic practice. I will then outline the journey 
towards the pivot point of recognising my new studio “head-
space”. Finally, I will reflect on the meaning of this artistic 
turn, in the context of various conceptual discussions around 
studio, post-studio and making.  

This paper originated from the artist talk This is not a Game, 
delivered at the International Symposium of Electronic Art 
(2025) in Seoul, South Korea. 

My art framework

Theoretically, my abstract practice and interest in light is 
aligned with a Neoplatonic framework, particularly as articu-
lated by Plotinus (c. 270 CE) and Iamblichus (c. 245-325 CE), 
who emphasised the role of light and the intelligible realm 
in accessing immaterial, transcendent realities (Iamblichus, 
2003, Plotinus, c. 270 CE, Shaw, 1995). For Iamblichus, cer-
tain visual experiences could serve as vehicles for theurgy, 
the practice of ascending to higher states of consciousness 
through ritual and contemplation. I am interested in the poten-
tial for my luminous, abstract digital spaces to function sim-
ilarly as possible sites for transcendence, inviting viewers to 
apprehend states that might be beyond ordinary perception. 
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My attraction to luminosity, then, has a philosophical basis: 
light as both aesthetic phenomenon and metaphysical prin-
ciple.

While Neoplatonism frames light as a metaphysical con-
duit to the intelligible realm, Kant offers a complementary 
aesthetic account of transcendence. His  conception of the 
mathematical sublime in the Critique of the Power of Judgment 
(1790/2000), evokes awe through the encounter with vastness 
and infinity. The sublime gestures toward the formless, the in-
finite, the boundless. My desire to create transcendent spaces, 
in as abstract a form as possible, directly engages this Kantian 
framework, along with the artists of the Romantic Sublime pe-
riod, such as Caspar David Friedrich (Duffy, 2023).

Modernist abstraction, particularly in its spiritual dimensions, 
provides further contextual background. Early and explicit 
expressions can be found in Wassily Kandinsky’s aspirations 
towards spiritual ideas (Kandinsky, 1911/1977). Similarly, 
Kazimir Malevich’s Suprematism sought to liberate art from 
the world of appearances, aspiring toward pure feeling and 
non-objective representation (Malevich, 1927/2003). In a lat-
er context, Mark Rothko’s color field paintings, with their lumi-
nous, hovering rectangles of color, aimed to evoke emotional 
and spiritual responses. James Turrell’s light installations go 
further to manipulate perception itself, creating spaces where 
light becomes tangible, volumetric, and phenomenologically 
transformative (Adcock, 1990). These artists form a lineage 
of abstraction concerned not with formal experimentation for 
its own sake, but with accessing altered states of conscious-
ness and using luminosity, colour and ethereal spatial experi-
ence to create conditions for transcendence.

This lineage of spiritually and phenomenologically orient-
ed abstraction finds a direct continuation in the Californian 
Light and Space movement of the 1960s and 1970s, includ-
ing artists such as Robert Irwin, and Doug Wheeler and the 
above-mentioned Turrell, explored phenomenological percep-
tion through carefully orchestrated light, space, and material-
ity (Butterfield, 1993). 

Beyond art history, these concerns resonate strongly with the 
field of ‘transpersonal psychology’ (sometimes discussed as 
“consciousness studies”), which informs much of my think-
ing, and effectively embraces the above ideas, along with 
Buddhism and other mystical traditions (Daniels, 2024; Fried-
man & Hartelius, 2013; Grof, 2000; Wilber, 2000). 

I hope to extend this lineage into digital space, where the af-
fordances of real-time rendering engines create possibilities 
for luminosity and spatial immersion that might contrast with 
physical media. Of course, not all my work aligns fully with 
the above interests, but it is always my lofty ideal. 

As a result, I share a language with certain visual affinities 
with computer graphics pioneers like Kawaguchi (1982), 
whose evolutionary morphological algorithms produced 
organic, shimmering forms. However, while the interest of 
artists like Kawaguchi’s lay predominately in the formal pos-
sibilities of algorithmic generation, and I am drawn to formal-
ism too, my preponderance for colour and luminosity stems 
from experiential and phenomenological concerns. I am less 
interested in the technical achievement of graphics than in 
immersion and experience as extensions of states of mind 
and consciousness. Where Kawaguchi’s work demonstrates 
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computational process, much of mine seeks to dissolve 
awareness of process entirely, creating spaces for contem-
plative absorption.

My attraction to luminosity, color, translucency, and ethereal 
forms might seem to romanticise the digital’s supposed im-
materiality. The fantasy of pure information unencumbered 
by physical infrastructure has been critiqued by media theo-
rists who remind us of the material realities of digital technol-
ogies: the servers, cables, electricity, minerals, labor, and the 
environmental impacts that make “virtual” worlds possible 
(Parikka, 2015; Gabrys, 2011). As a digital artist, it is impossi-
ble not to be fully aware of these facts and I acknowledge this 
reality as a given. However, the primary focus of my practice 
and inquiry is on the interior experience of the mind. 

First encounters with UE 

When I embarked on learning the software, I had never played 
a video game in my life. The culture was entirely new to me 
and the learning curve proved to be steep. Anyone who has 
worked with UE will have endured a high volume of tutorial 
videos that involve producing game assets: guns, animated 
characters, idealised male and female forms, shooters run-
ning around, stereotyped fantasy landscape and architecture, 
and fantastical explosions. Very few of the online resources 
showed any diversity among the presenters, panelists and 
forums. Of course, I now know that games and game cul-
ture are much more expansive and sophisticated than this, 
but first impressions, and ongoing experiences, hold true for 
much of this context. 

This initial encounter represents what Shklovsky (1917/2015) 
might identify as a moment of defamiliarisation, but in re-
verse. Rather than making the familiar strange, I found myself, 
as an artist, made strange within a familiar creative impulse 
transplanted into foreign soil. The software’s assumed user, 
the implied creative subject (game developer) in its tutorials 
and interface, bore no resemblance to my aesthetic concerns 
or conceptual frameworks. As Vilém Flusser argues, every 
technical apparatus contains embedded programs that chan-
nel and constrain creative possibility (Flusser, 1983/2000). In 
UE, the apparatus was programmed for narrative, action, and 
simulation; for worldbuilding in the context of gameplay, not 
for the exploration of non-representational form or transcend-
ent experience.

What brought me to UE was that I dreamed of making a 3D 
space, potentially in virtual reality (VR), that had nothing to 
do with games or simulating ‘reality’, and everything to do 
with non-worldly experience. I wanted to explore luminosi-
ty, and transcendent spaces, in as abstract a form as pos-
sible. I approached UE as a generative space in which pos-
sibilities could unfold outside the paradigms of established 
game-making genres and expectations.

This aspiration connects somehow to Malevich’s (1959) su-
prematism, which sought “the supremacy of pure feeling in 
creative art” (p. 68) through geometric abstraction untethered 
from representation. In a similar way, I sought to create digital 
spaces that accessed pure aesthetic experience, unmediated 
by narrative or simulation. Clearly, I saw possibilities for cre-
ating what Turrell describes as “spaces that engage celestial 
events” (Adcock, 1990, p. 35); environments concerned with 
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perception, light, and transcendence rather than action and 
achievement.

Thus, I embarked on making my first VR experience, a world 
of its own, a finished artwork for the viewer to explore, and my 
own line in the sand at that time. 

Figure 1 shows a snapshot from my first hour learning UE; 
the beginning of many experiments before my final project 
emerged, but a marker in time I remain fond of, for its dreamy 
evocation. The composition reveals an exploration of spatial 

depth through layered translucent planes, creating an atmos-
pheric perspective. Its luminous quality, achieved through UE’s 
real-time lighting calculations, suggests an immaterial space, 
more concerned with visual sensation than physical presence.

Invariably, my work evolved into a sublime landscape, despite 
my abstract intentions. It provided an open and timeless 
space where a visitor could teleport around in VR, exploring 
the weird forms, and following their own curiosity. There were 
no set paths and there were many areas to encounter, often 
by surprise as the nooks and crannies revealed themselves 

Figure 1  Snapshot view of author’s first hour learning UE. © Linda Loh/Licensed by Copyright Agency.
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unexpectedly. I equate it with the experience of going for a 
‘hike’, in a place where the explorer can be immersed in a 
space of awe and wonder, surrounded by colour and trans-
ported to an altered state. Multiple drone sounds I created 
were placed in specific locations. One visitor exclaimed the 
experience was “like being on another planet”. This ‘world’, 
made in 2021, was called Agog, and a video made within it is 
Beyond Agog (2021). It was a finished artwork. One of the fea-
tures of this world was the use of moving images as textures 
applied on multiple surfaces; I used videos as variables, so 
that I had the flexibility to change them as desired.

In formal terms, this composition presents a layering of 
semi-transparent geometric and organic forms. The color 
palette, dominated by luminous purples, blues, and magen-
tas, creates an ethereal atmosphere enhanced by volumet-
ric fog and particle effects. The spatial composition extends 
both horizontally and vertically, inviting exploration in multi-
ple dimensions and directions. There were hidden platforms 
and surfaces to navigate, below and behind the first visible 
starting space, affording vast views and totally different per-
spectives. 

Figure 2  Agog (2021) VR scene view. © Linda Loh/ Licensed by Copyright Agency.
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This composition of hidden spaces and unexpected vistas 
relates to the Japanese aesthetic concept of “ma”, a negative 
space or interval, which emphasizes what is not immediate-
ly visible, inviting contemplative discovery (Pilgrim, 1995). It 
also connects to the phenomenological theory articulated 
by Merleau-Ponty (1962), who emphasised embodied per-
ception and the body’s active role in experiencing space. In 
the VR experience, the visitor’s embodied movement through 
space becomes essential to the work’s unfolding.

The emergence of the landscape from the initial abstract 
intention became what Kant (1790/2000) identified as the 
mathematical sublime: the aesthetic experience that occurs 
when we encounter something so vast, so powerful, that our 
imagination fails to comprehend it fully, resulting in a mixture 
of pleasure and terror. The embodied VR experience of the 
virtual landscape operated within this sublime register: the 
immersed perception of a vast, boundless territory charac-
terised by luminous forms that exceed ordinary visual com-
prehension. The teleportation mechanic reinforces this sub-
lime discontinuity. Rather than walking through space in a 
measured, rational manner, visitors jump between locations, 
disrupting conventional spatial logic and emphasising the 
space’s otherworldly nature.

Figure 2 is just one sample view within the world of Agog 
(2021); the views were many and varied, too much to en-
capsulate here, with a variety of small and large 3D abstract 
sculptures and models made by myself, placed at eye level 
in the virtual world, as well as above and below the “terrain” 
where the viewer finds themselves. Ostensibly, the viewer 

explored around the obvious “walkable” area - the “land”, for 
lack of a better term. 

This VR world was a finished artwork at the time (2021), and 
while bringing additional images would help illustrate it, it is 
not entirely necessary for the essence of this paper, since my 
focus is more about the effect of what the follow up  “dupli-
cate” version became over time and how THAT became the 
crucial space. 

After Agog (2021)

Years have passed since 2021, and UE has been updating 
relentlessly fast. Some incredible features have been intro-
duced since I first made my initial world, mainly to do with 
film production, animation and the emergent Metahumans; 
hyper-realistic digital humans. As an artist who rarely in-
cludes the figure in my work, at least overtly, much of this 
technological expansion passes me by. However, the devel-
opment and flexibility of lighting systems, materiality tools, 
3D modeling, visual detail, volumetric effects, real-time ren-
dering, and the camera sequencer affords great potential for 
experimental and novel possibilities within my practice. 

My artistic work since 2021 has included other software and 
methods, such as phone scanning, 3D sculpture creation 
with Gravity Sketch, (using a VR headset), videos with Davinci 
Resolve, and 3D in Blender. I would often import the results 
into a version of my UE Agog world, trying out textures on the 
scans, adding to the models, exporting again. I had no real 
intention of maintaining this version of Agog, it rather became 
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a temporary space, even a dumping ground, for the current 
pieces I was focusing on, and their versions. Eventually there 
were so many objects in the new Agog, large and small, that 
it became crowded and messy, like a crazy overgrown gar-
den. It was now unrecognisable from its original version; a 
sprawling, unruly environment, with no sense of composition, 
sometimes chaotic, always expanding (Figure 3). 

Figure 3 reveals the space’s transformation into what 
might appear as visual cacophony, or the previously men-
tioned strange overgrown garden: dozens of forms overlap, 

intersect, and compete for attention. The composition lacks 
the careful balance of Figure 2; instead, it embodies accu-
mulation, process, and the detritus of experimentation. Tex-
tures range from highly reflective metallic surfaces to trans-
lucent organic forms, creating complex patterns of light 
interaction. This accumulation somehow recalls Schwitters’ 
“Merzbau” (1923-1937), his legendary environment con-
structed from found materials that gradually consumed his 
entire studio, transforming his living space into an artwork 
(Elderfield, 1985).

Figure 3  Screenshot view of the evolving, uncontrolled 3d space. © Linda Loh/ Licensed by Copyright Agency.
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Virtual studio as a state of mind

However, eventually, during my work with these items, and 
despite the apparent disorder, fresh new views of the space 
formed, almost as a chance shift in perspective. I discovered, 
with creative excitement, that I could encounter the space 
from many new angles and new sightlines, creating a mul-
titude of new (sometimes accidental) compositions from 
which to make new videos, images, and 3D forms.

Although it seems unremarkable, it formed a new headspace; 
a paradigm shift.

A revelation! 

I then saw that this was a place that afforded a framework for 
iterative experimentation, one that diverged significantly from 
typical game development pipelines. Unintentionally, it had be-
come like a living artist studio space, with the concomitant cu-
rious mindset and the activity of creative process. That messy 
world almost echoed the atmosphere of a (clichéd) traditional 
artist’s studio, full of possibilities. The world was certainly no 
longer recognisable as the single artwork that was finished in 
2021. Although similar to  Schwitters’ blurring boundaries be-
tween studio, sculpture, and environment, gradually expanding 
to encompass entire rooms in an obsessive accretion of form, 
I did not consider this an artwork in itself.

This UE world shares that expansive, accumulative logic. It 
is a working space for making art, for seeing new angles and 
possibilities, but it is not itself an artwork for others to experi-
ence in its raw form. The distinction matters to me: the studio 

is a space of production, privacy, and process; the artwork 
is what emerges from that space, refined and presented for 
public encounter.

Rosalind Krauss’s notion of the “expanded field” (Krauss, 
1979), is pertinent here, extending to the digital realm her 
reconceptualisation of sculpture: the studio itself expands 
beyond physical boundaries into virtual territories. It must 
be noted that Gene Youngblood’s Expanded Cinema (1970) 
precedes Krauss’ thinking, where he describes moving-image 
practices that go beyond traditional narrative screen formats 
into interactive video, computer environments, holography, 
multiple screens and networks. He linked these expanded 
new digital media to the shifts in human consciousness and 
vision of the time. 

In this instance, the distinction above connects to what 
Krauss (1979) identified in the expanded field of sculpture: 
not all spatial interventions or constructions are intended as 
artworks. Some function as infrastructure, as conditions of 
possibility, operating as frames rather than pictures. My ap-
proach in my UE studio functions this way, grounded in prac-
tice-led methodologies, where the studio, in this case a virtual 
one, becomes a site of theoretical investigation, a state of 
mind, a mode of engagement as much as material.  It forms 
a generative matrix from which artworks emerge rather than 
being the artwork itself.

 We can see that this might be considered a form of “expand-
ed studio”,  a conception of studio practice that includes virtu-
al spaces, networked collaborations, and digitally native pro-
cesses. Jacob (2009) notes that many contemporary artists 
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have abandoned the studio entirely, working in situ or through 
delegation. However, I find that the studio model retains rele-
vance precisely because it names a particular mode of work-
ing: private, experimental, iterative, and generative.

Through this perceptual shift, what had been merely a clut-
tered workspace suddenly revealed itself as a rich field of 
aesthetic possibility. This also aligns with theories of crea-
tivity that emphasize the role of incubation and insight; the 
“aha moment” that reorganises existing information into new 
patterns (Csikszentmihalyi, 1996). My accumulated digital 

objects, previously seen as clutter, became resources for fu-
ture work.

Now, new 3D objects and videos come in and out of the world 
as they form within my artistic process, and the space, or “the 
world”, continues to be a playspace for testing out new fea-
tures of UE, creating new items of interest in the space, and 
new spaces around them, without having to be concerned 
about formal compositions. Existing works spawned new 
variants; experiments with one technology fed the evolution 
of others. A vast sense of possibility had suddenly opened up. 

Figure 4   A second screenshot view of the space. © Linda Loh/ Licensed by Copyright Agency.
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As inferred above, the knowledge I generate through this prac-
tice is experiential and phenomenological rather than purely 
technical. Working in UE, designed for game development, I 
defamiliarise its intended purpose, transforming game space 
into contemplative space, narrative structure into abstract 
experience, and achievement-oriented interaction into im-
mersive being. This process generates new knowledge about 
what digital space can afford beyond its designed intentions.

The metaphor of the “overgrown garden” captures some-
thing essential about the creative process that more orderly 
accounts may obscure. Gardens, even cultivated ones, pos-
sess their own generative agency; plants grow beyond their 
assigned boundaries, seeds scatter unpredictably, organic 
forms resist geometric containment. The garden, especially 
the overgrown garden, becomes a space where human in-
tention and organic process, control and wildness, planning 
and accident, exist in productive tension. This metaphor res-
onates with Gilles Deleuze and Félix Guattari’s concept of the 
rhizome, a non-hierarchical, multi-faceted structure of growth 
and connection (Deleuze & Guattari, 1980/1987). Unlike tree-
like structures with clear origins and linear development, 
rhizomatic growth spreads horizontally, making unexpected 
connections, generating new nodes and pathways. My UE 
environment had become rhizomatic; a tangle of forms and 
possibilities without clear genealogy or hierarchical organiza-
tion.

Figure 4 presents a sample image of one of the views of 
the crowded world, albeit composed more formally, offering 
a different experience of space due to a wide and distant 
camera view. The composition demonstrates greater spatial Figure 5  3D digital sculpture Grand Design Iridescent (2024) viewed 

in augmented reality.  © Linda Loh/ Licensed by Copyright Agency.
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coherence than Figure 3, with forms arranged to create depth 
through overlapping layers. Again, the distant viewpoint 
evokes the sublime’s relationship to vastness. The color 
harmonies, warm oranges and yellows against cool blues 
and purples, create atmospheric depth enhanced by what 
appears to be volumetric lighting or fog effects. This formal 
organisation suggests a transition point: the studio space re-
vealing its potential for curated aesthetic experience.

Figure 5 shows an example of a 3D digital sculpture when 
viewed via a mobile phone in augmented reality. This was 

part of the original world, modelled with some simple UE 
methods, and subsequently extracted as a separate work 
from the “studio” space. The iridescent colouring originates 
from a video also from that period, but the ideas to export the 
inworld items were a more recent outcome allowed by the 
shift in perspective mentioned earlier. The iridescent surfaces 
are enhanced in natural light, emphasising the luminosity of 
the virtual and non-real, slightly weird, object.  

Many of the works presented so far have been frames from 
video screen captures of fly-through views, accentuating the 

Figure 6  Golden Mist (2024), video still. © Linda Loh/ Licensed by Copyright Agency.
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luminous translucent and glassy textures of the 3d objects as 
the camera zooms through and past. These could be consid-
ered prototypical video samples, or works in progress, and the 
next phase will involve formal camera set ups in-world, using 
rig rails and other methods for animating the cameras for opti-
mal and novel viewing of the world. The capacity for UE to ren-
der high resolution video is one of its most desirable features, 
and the potential for doing this within my world is exciting.

Figure 6 is a still image from a series of videos that was made 
in the world, using some of the previously mentioned meth-
ods. Sometimes a fixed camera with a composed view cap-
tures a subtle contemplative video, where the only movement 
is produced by the animated materials used in the scene. It 
is static yet surrounded by perpetual motion, an unreal space, 
perhaps magical and contemplative.

Other works are videos capturing the visual experience of 
slowly flying the camera past and through the shimmering 
and translucent forms. In slowing down the capture journey 
I am interested in evoking a poetic sense of elusive form 
and materiality, highlighting the intangible nature of digital 
space. They present a journey through an unreal space, with 
views obscured by forms that are luminous and unable to 
be grasped. Dreamy and mesmerising, we are just passing 
through; nothing stays the same, but eventually the obstacles 
dissipate. 

Unlike traditional cinema where the camera records a pre-ex-
isting reality, in UE the camera generates the image in re-
al-time through computational rendering. The camera is not 
passive but constitutive; without it, the image does not exist. 

This somehow aligns with quantum physics’ observer effect, 
where the act of observation affects what is observed, and 
suggests interesting parallels between digital rendering and 
consciousness itself (Hoorn & Ho, 2024). Such reflections 
might not have been made without the process of being “in 
the studio”. 

In turn, this can be thought of as a metaphor for the illuso-
ry nature of our own interior lives. The entangled clutter and 
mess of the objects the camera must fly through before it 
reaches open space seem to be in parallel with the obstacles 
of our own minds, obscuring the clear space of awareness 
that is always there, an abiding sense of infinity enabled by 
the enormous sense of vast 3D space and luminosity that UE 
affords. Here my practice engages with Buddhist and other 
mystical traditions, particularly the notion of sunyata or emp-
tiness, not as nihilistic void but as luminous spaciousness 
beyond concept (Nāgārjuna, 2nd century CE/1995). The Ti-
betan Buddhist concept of rigpa, pristine awareness, points to 
a fundamental clarity obscured by discursive thought (Norbu, 
1989). My videos aim to evoke this progression from obstruc-
tion to openness, from multiplicity to spaciousness. 

Similarly, from a Neoplatonic perspective, for Iamblichus, 
the ascension out of the fragmented world towards the uni-
fied transcendent cosmos, from matter to intellect to unity, 
affords an experience of oneness that surpasses rational 
thought (Tummers, 2025). While - of course - this is not the 
practice of theurgy, when seen from Iamblichus’ lens, the 
digital process can be read as being transformed from mere 
technical operation into a metaphysical exploration (Iambli-
chus, 2003). 
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When I have shared various works with people it is pleasing 
that some have remarked that they do not “look like Unreal”. 
I agree with them that many mainstream UE projects indeed 
bear some of the hallmark features of the software, and that 
one of the considerations in producing work in this kind of 
“studio” space is to be cognisant of the stereotypical aspects 
of the medium. This observation stirs thoughts of medium 
specificity and digital materiality. Every medium develops 
its own recognisable visual clichés, its signature look. The 
challenge is to work within and against these conventions 
simultaneously, exploiting the medium’s affordances while 

resisting its default aesthetics. My success in creating work 
that “doesn’t look like Unreal” suggests that the software’s 
constraints are not absolute.  Yet it might be reasonable not 
to escape the software’s visual signatures entirely. Flusser 
argues that working “against” the apparatus, finding what it 
doesn’t want you to do, exploiting its glitches and limitations, 
constitutes the primary site of freedom within technical me-
dia (Flusser, 1983/2000).  This concern with transcending 
medium conventions recalls modernist debates about aes-
thetic autonomy and medium specificity (Greenberg, 1960, 
Manovich, 2001). Manovich (2001) points out that the notion 

Figure 7  Still image from an untitled video (work in progress). © Linda Loh/ Licensed by Copyright Agency.
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of medium specificity is obsolete in “new media” times, due to 
the inevitable mixing, yet he acknowledges that new aesthet-
ic possibilities arise from new tools. Just as Rothko sought to 
transcend the materiality of paint while remaining committed 
to painting, I seek to transcend UE’s game-oriented aesthet-
ics while exploiting its unique capacity for real-time luminous 
rendering. Perhaps my challenge now is not to try to disguise 
the medium but to reveal and emphasise it in unexpected 
ways. 

Figure 7, contrasts with Figure 4, also being a still image 
from a video, but recorded close to some of the objects in 
the scene. It encapsulates a different kind of work possible 
in the space, highlighting mood, shadow, and color amidst an 
ambiguous frame. The composition shows strong contrast 
between light and dark. The close cropping creates spatial 
ambiguity since we cannot determine the scale of objects or 
their relationship to a broader environment. The color palette, 
dominated by deep purples and browns with highlights of yel-
low, creates an intimate, almost nocturnal atmosphere, dis-
tinct from the more expansive compositions shown earlier. It 
has its own luminosity in a different context.

An Expanded Framework of Studio Practice

My experience in using UE as an artistic medium points 
towards a broader set of questions regarding the status of 
digital technology in contemporary art. What does it mean 
to construct a studio space, a zone of experimentation and 
thought, within a software application built for radically dif-
ferent purposes? How might the culture of game develop-
ment itself be transformed, even if only temporarily, by the 

presence of artists who value quietude, abstraction, and 
open-ended exploration?

Many artists now work in a post-studio context, where their 
studio is their computer rather than a physical space. This 
has long been my way of working, but my shift towards rec-
ognising my own 3D world in UE as a subset of this tendency, 
a microcosmic place of studio-like stimulation and thought, 
gives me opportunities to extend the general perception of 
how artists inhabit the world. This shift is in tension with 
McKewen (2016) who discusses post-studio theory in the 
context of digital practices in art education. He notes that the 
“laptop studio” might disrupt the processes of research and 
production in traditional studios. He prefers a mix of digital 
and analogue practices, enabling an integrated network of 
creative and critical activities. This feels somewhat separate 
from the artistic development and mindset that occurs entire-
ly within a digital space, such as in my UE world. It is difficult 
to articulate the recursive, process-based methodology of 
creativity that emerges in this context, with the “studio head-
space”. In the fluid matrix of UE, boundaries between virtual 
and actual production blur; the digital studio becomes both 
environment and collaborator, continually prompting the art-
ist towards new insights and questions, new forms, and new 
affective states, producing outcomes previously unimagined. 

This practice also contributes to ongoing expansions of what 
constitutes artistic studio space. From the traditional atelier 
through post-studio practices, to the computer-as-studio, to 
virtual environments like mine, the studio continues to evolve. 
Recognising virtual environments as legitimate studio spaces 
means recognising new ways of inhabiting creative process, 
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new relationships between artist and workspace, new possi-
bilities for iterative, experimental, serendipitous making.

Finally, situating my practice within theoretical frameworks 
ranging from Neoplatonism to Kant’s sublime, from modern-
ist abstraction to contemporary transpersonal psychology, 
demonstrates that digital art practices need not be under-
stood only through digital culture’s own terms. Digital work 
can engage with, and contribute to, long-standing aesthetic 
and philosophical traditions. In the context of artificial intelli-
gence, the digital realm, with its seemingly boundless poten-
tial and inhuman vastness, can be understood as the artificial 
sublime (Rini, 2024), or as I often place it, in the context of the 
“technological sublime” (Nye, 1994). I concur with Vassiliou 
(2017) who highlights that the sublime arises from inner im-
aginative and cognitive experience. He suggests that digital 
technologies expand the imagination’s capacity and shift the 
boundaries between the natural and artificial. The virtual sub-
lime is still a form of sublime; digitally produced light may still 
have the potential to evoke changes in states of mind. The 
digital represents not a break with aesthetic history but a con-
tinuation through new means, extending perennial questions 
about art, experience, consciousness, and transcendence 
into computational contexts.

Conclusion

When my view of the previously perfunctory, cluttered 3D 
space that was once Agog (2021) shifted to the unique head-
space of being in an artist studio, I suddenly saw an expanded 
sense of possibility. It was a paradigm shift in my own mind 
that opened up an unexpected way of working as an artist in 

that virtual space, even though it is a process similar to the 
way many artists in the physical space traditionally work. My 
overgrown garden inside of UE had transformed into an aes-
thetic resource, a place of constant rediscovery.

Engaging in the new evolved version of Agog involved setting 
up for moments of serendipity; playing with iteration, what-if 
scenarios, trial and error processes, and novel camera jour-
neys, all initiating fertile new directions. With the potential for 
a seemingly endless series of new works, I was not making 
games, rather I was inhabiting a place for art to happen.

Encapsulating the recursive approach to my work, where ex-
isting work often feeds into new work, and slowly exploring 
the expanded features of UE, this space now exemplifies the 
artist’s studio space as a state of mind. Continuing to be mo-
tivated by curiosity, and seeing the space with an artist’s eye, 
I hope to transfer some of the awe and wonder I experience 
in that world into artworks that could transport a viewer out-
side of their own everyday default mode, nudging them into 
an enhanced level of awareness, even if only momentarily. I 
want to enable works that are more about being, rather than 
doing, continuing to resist the game formats of storytelling, 
action and achievement. I want people to be immersed in 
light, scale, texture, and space, forgetting their sense of self, 
not reinforcing it.

This shift in perception matters not only for my individual 
practice, but also as a provocation to how we think about dig-
ital tools themselves. UE, so closely tied to the culture and 
aesthetics of game-making, and because it is a game engine, 
it can become instead an artistic medium for contemplative 
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spaces, evoking awe and wonder in a poetic sense, amidst 
the infinite possibilities of creative play.

Acknowledgements
I would like to express my gratitude to Rui Filipe Antunes for 
his guidance and valuable editorial assistance.

References 

Adcock, C. (1990). James Turrell: The art of light and space. 
University of California Press.

Butterfield, J. (Ed.). (1993). The art of light and space. Abbev-
ille Press.

Csikszentmihalyi, M. (1996). Creativity: Flow and the psychol-
ogy of discovery and invention. HarperCollins.

Daniels, M. (2024). Shadow, self, spirit: Essays in transper-
sonal psychology (Revised and enlarged edition). Imprint 
Academic.

Deleuze, G., & Guattari, F. (1987). A thousand plateaus: Capi-
talism and schizophrenia (B. Massumi, Trans.). University of 
Minnesota Press. (Original work published 1980)

Duffy, C. (2023). The sublime in Romantic painting. In The 
Cambridge Companion to the Romantic Sublime (pp. 178–
192). Cambridge University Press.

Elderfield, J. (1985). Kurt Schwitters. Thames & Hudson.

Flusser, V. (2014). Towards a philosophy of photography (A. 
Mathews, Trans.). Reaktion Books. (Original work published 
1983)

Friedman, H. L., & Hartelius, G. (Eds.). (2013). The Wiley‐Black-
well handbook of transpersonal psychology. Wiley‐Blackwell.

Gabrys, J. (2011). Digital rubbish: A natural history of elec-
tronics. University of Michigan Press.

Greenberg, C. (1960). Modernist painting. Forum Lectures. 
Voice of America.

Grof, S. (2000). Psychology of the future: Lessons from mod-
ern consciousness research. State University of New York 
Press.

Hoorn, J. F., & Ho, J. K. W. (2024). The observer effect in 
quantum: The case of classification. arXiv preprint arX-
iv:2406.08533.

Iamblichus. (2003). On the mysteries (E. C. Clarke, J. M. Dil-
lon, & J. P. Hershbell, Trans.). Society of Biblical Literature. 
(Original work published ca. 3rd century CE)

Jacob, M. J. (Ed.). (2009). The studio reader: On the space of 
artists. University of Chicago Press.

Kandinsky, W. (1977). Concerning the spiritual in art (M. T. H. 
Sadler, Trans.). Dover Publications. (Original work published 
1911)

Kant, I. (2000). Critique of the power of judgment (P. Guyer & 
E. Matthews, Trans.). Cambridge University Press. (Original 
work published 1790)

Kawaguchi, Y. (1982). A morphological study of the form of 
nature. In SIGGRAPH ‘82: Proceedings of the 9th Annual Con-
ference on Computer Graphics and Interactive Techniques, 
16(3), 223–232.



133

STILL NOT GAME      LINDA LOH

Krauss, R. (1979). Sculpture in the expanded field. October, 
8, 31–44.

Malevich, K. (1959). The non-objective world (H. Dearstyne, 
Trans.). Paul Theobald. (Original work published 1927)

Manovich, L. (2001). The language of new media. MIT Press.

McKewen, D. (2016). Developing digital literacies in open stu-
dio teaching for the post-studio art world. ACUADS Confer-
ence Proceedings, 1–15.

Merleau-Ponty, M. (1962). Phenomenology of perception (C. 
Smith, Trans.). Routledge & Kegan Paul.

Nāgārjuna. (1995). The fundamental wisdom of the middle 
way: Nāgārjuna’s Mūlamadhyamakakārikā (J. L. Garfield, 
Trans.). Oxford University Press. (Original work written 2nd 
century CE)

Norbu, N. (1989). Dzogchen: The self-perfected state. Snow 
Lion Publications.

Nye, D. E. (1994). American technological sublime. MIT Press.

Parikka, J. (2015). A geology of media. University of Minne-
sota Press.

Pilgrim, R. B. (1995). Intervals (ma) in space and time: Foun-
dations for a religio-aesthetic paradigm in Japan. In C. Wei-
hsun Fu & S. A. Heine (Eds.), Japan in traditional and post-
modern perspectives (pp. 55–82). State University of New 
York Press.

Plotinus. (c. 270 CE). Enneads (S. MacKenna, Trans.).

Rini, R. (2024). The artificial sublime. PhilArchive.

Shaw, G. (1995). Theurgy and the soul: The Neoplatonism of 
Iamblichus. Pennsylvania State University Press.

 Shklovsky, V. (1965). Art as technique. In L. T. Lemon & M. J. 
Reis (Trans. & Eds.), Russian formalist criticism: Four essays 
(pp. 3–24). University of Nebraska Press. (Original work pub-
lished 1917)

Tummers, N. S. (2025). Iamblichus: On the cosmos, the hu-
man soul and theurgy. N.p.

Vassiliou, K. (2017). Reconsidering the relation of the sublime 
to technology. Rhode Island School of Design.

Wilber, K. (2000). Integral psychology: Consciousness, spirit, 
psychology, therapy. Shambhala.

Youngblood, G. (1970). Expanded cinema. E. P. Dutton.


	_Hlk207381672
	_Hlk213586824
	_Hlk213518795
	_Hlk213614325
	_Hlk213579421
	_rpki42x5to1n
	_d4ehad4iuwnp
	_vrom8lqohvvp
	OLE_LINK1
	_o8ehq8w7kgbo
	OLE_LINK2
	OLE_LINK3
	_vufzd6z21cvm
	_9hk31vo8d5o
	_2exry8ocjtk1
	_afv0fcbanci8
	_ebq0ab7ua7tt
	_27euuyh0y0sq
	_heading=h.uxlzhw8j3vfo
	bookmark=id.o32yum4uk2mw
	bookmark=id.efgwxxp3y59s
	bookmark=id.3xspuj8lqkl1
	_heading=h.l6757rmolmhw
	bookmark=id.m7y0w67xvhod
	bookmark=id.8xbyr1cad1sk
	bookmark=id.e3w2b84c1z06
	_heading=h.5nx4eliep3jz
	bookmark=id.szxfef14
	_Hlk193529818
	_heading=h.gjdgxs
	_Hlk211251077
	_heading=h.mevcbwpnckxf
	_heading=h.7shj1ws28gzl
	_Hlk193522666
	_heading=h.30j0zll
	_Hlk205387216
	EDITORIAL
	Inquiring the Intersection of Game and Play through Contemporary Artistic Practices

	Hugo Barata
	Rui Antunes
	Tactile Texts: 
	A Multisensory Storybook Game for Reimagining Reading through Material and Collaborative Play

	Simone Downie 
	Collective Aesthetics through I-Position and Self-Engagement:
	Advancing Usability for Inclusive Solo Board Games

	Maryam FARAHANI 
	Ian Schermbrucker
	Art devices - play devices: immersion vs. estrangement 
in art-games 
	Maria Mandea
	DIGITAL ARTS, 
DIGITAL GAMES 
AND VOLUMETRY: 
	STATE-OF-THE-ART 
AND CURRENT SCENARIO

	Pablo Gobira 
	Emanuelle de Oliveira Silva
	Eduardo Séllos
	PRESS PLAY TO START:
	THE CHALLENGES OF EXHIBITING VIDEO GAMES AT THE MUSEUM

	Raquel Pereira
	STILL NOT GAME
	EXPERIENCING A GAME ENGINE WORLD AS AN ARTISTIC STUDIO SPACE

	Linda Loh
	HISTORY-THEMED GAMES FROM THE PLAYERS’ PERSPECTIVE:
	AN ANALYSIS THROUGH A SOCIAL MEDIA PLATFORM

	Ayşegül Nihan Erol Şahin
	Muhammed Erdoğan
	Gaming in the Crossfire: 
	How Toxicity Affects Player Experience in PUBG

	AKINADE ADEBOWALE ADEWOJO

