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Historically, Surrealism is defined as a literary and artistic movement 

which developed from Dadaism in the early twentieth century. Many artistic and 

literary historians assess that the lifespan of Surrealism did not persist beyond 

the 1960’s – that in fact, after notable surrealist such as René Magritte, Man Ray, 

Max Ernst and Salvador Dali challenged the limited cultural assumption of 

rationalism, the pursuit to explore and visualize the subconscious faded from 

artistic ambition. However, the purpose of this paper is to propose an alternative 

notion that suggests that digital interactive mediums –  such as contemporary 

games and virtual technologies –  have revitalized Surrealism, enabling game 

developers to build upon the initial philosophies made popular by the avant-garde 

movement. 



 

vi 

Surrealism 2.0/Contemporary Games 

Analyzing Contemporary Games as a Re-emergence of Surrealism 

List of Figures ...................................................................................................... vii 

I. Brief History of Surrealism/Exploring the Subconscious ................................ 1 

II. Exploring Early Surrealist Games .................................................................. 9 

III. Surrealism in Contemporary Games ......................................................... 14 

IV. Methods .................................................................................................... 23 

V. Conclusion ................................................................................................ 50 

VI. References ............................................................................................... 52 

 

 

 

 

 

 

 

 

 

 

 



 

vii 

List of Figures

Figure 1 Osamu Sato. LSD. (1998) Screen Shot 1. Digital. ................................ 16 

Figure 2 Osamu Sato. LSD. Screen Shot 2. (1998).Digital. ................................ 16 

Figure 3 Gottfried Haider. Hidden in Plain Sight. (2008). Digital. ........................ 19 

Figure 4 Gottfried Haider. Hidden in Plain Sight. (2008). Digital. ........................ 19 

Figure 5 Alan Kwan. Bad Trip. (2012). Virtual Installation Shot 1. Digital. .......... 21 

Figure 6 Alan Kwan. Bad Trip. (2012). Virtual Installation Shot 2. Digital. .......... 21 

Figure 7 Meg Stone. Ceiling. Charcoal on Paper. 30” x 22” ............................... 24 

Figure 8 Max Ernst. La forêt pétrifiée (1929). Pencil on paper. National 

Contemporary Art Museum, Paris ........................................................ 24 

Figure 9 Demetrius Dukes. Maya Character Screen Shots. (2016). Digital. ....... 25 

Figure 10 Demetrius Dukes. Maya models 1. (2016). Digital.............................. 26 

Figure 11 Demetrius Dukes. Maya models 2. (2016). Digital.............................. 26 

Figure 12 Demetrius Dukes. Maya models 3. (2016). Digital.............................. 27 

Figure 13 Demetrius Dukes. Maya models 4. (2016). Digital.............................. 27 

Figure 14 Demetrius Dukes. Maya models 5. (2016). Digital.............................. 28 

Figure 15 Demetrius Dukes. Photoshop Sketch 1. (2016). Digital. ..................... 29 

Figure 16 Demetrius Dukes. Photoshop Sketch 2. (2016). Digital. ..................... 29 

Figure 17  Demetrius Dukes. Photoshop Sketch 3. (2016). Digital. .................... 30 

Figure 18 Demetrius Dukes. Photoshop Sketch 4. (2016).Digital. ...................... 30 

Figure 19  Demetrius Dukes. Maya Character rig 1. (2016). Digital. .................. 31 



 

viii 

Figure 20  Demetrius Dukes. Maya Character rig 2 (2016). Digital. ................... 31 

Figure 21  Demetrius Dukes. Unity Example 1. (2016). Digital. .......................... 33 

Figure 22 Demetrius Dukes. Unity Example 2. (2016). Digital. ........................... 33 

Figure 23 Demetrius Dukes. Unity Example 3. (2016). Digital. ........................... 34 

Figure 24 Demetrius Dukes. Unity Example 4. (2016). Digital. ........................... 34 

Figure 25 Demetrius Dukes. Unity Example 5. (2016). Digital. ........................... 35 

Figure 26 Demetrius Dukes. Unity Example 20. (2016). Digital. ......................... 35 

Figure 27 Demetrius Dukes. Unreal Example 1. (2016). Digital. ........................ 36 

Figure 28 Demetrius Dukes. Unreal Example 2. (2016). Digital. ........................ 37 

Figure 29 Demetrius Dukes. Digital Sketch Example 1. (2016). Digital. ............. 38 

Figure 30 Demetrius Dukes. Digital Sketch Example 2. (2016). Digital. ............. 38 

Figure 31 Demetrius Dukes. Digital Unreal Ink Material 1. (2016). Digital. ......... 39 

Figure 32 Demetrius Dukes. Digital Unreal Ink Material 2. (2016). Digital. ......... 40 

Figure 33 Demetrius Dukes. Unreal Screen Figure Screen shot 1. (2017).  

Digital. ................................................................................................ 41 

Figure 34 Demetrius Dukes. Unreal Screen Figure Screen shot 2. (2017).  

Digital. ................................................................................................ 41 

Figure 35.Demetrius Dukes. Unreal. Antagonist Screen shot 1. (2017). Digital. 42 

Figure 36 Demetrius Dukes. Unreal Screen Antagonist Screen shot 2. (2017). 

Digital. ................................................................................................ 43 

Figure 37 Demetrius Dukes. Unreal Screen Idea Screen shot 1. (2017). Digital.44 

Figure 38 Demetrius Dukes. Unreal Screen Gallery Screen shot 1. (2017). 

Digital. ................................................................................................ 46 



 

ix 

Figure 39 Demetrius Dukes. Unreal Screen Gallery Screen shot 2. (2017). 

Digital. ................................................................................................ 47 

Figure 40 Demetrius Dukes. Unreal Screen Gallery Screen shot 3.(2017).  

Digital. ................................................................................................ 47 

Figure 41 Demetrius Dukes. Unreal Screen Gallery Screen shot 4. (2017). 

Digital. ................................................................................................ 48 

Figure 42 Demetrius Dukes. Unreal Screen Gallery Screen shot 5. (2017). 

Digital. ................................................................................................ 49 

Figure 43 Demetrius Dukes. Unreal Gallery Screen shot 6. (2017). Digital. ....... 49 



 

1 

I.Brief History of Surrealism/Exploring the Subconscious

The surrealist revolution was founded near the end of World War I, as 

transitioning Dadaists became heavily influenced by psychoanalyst, Sigmund 

Freud’s, theories of the struggle between the human conscious and 

subconscious. Notable surrealists from this founding era include Louis Aragon, 

Braulio Arenas, René Daumal, and perhaps most importantly André Breton. 

As the established patriarch of the surrealistic movement, French writer 

and poet, André Breton fabricated Surrealism to liberate human cultures from the 

repressive boundaries of rationalism. Breton believed Freud’s philosophies 

contended that dreams are an undervalued resource that should be regarded as 

essential to enhancing the very foundation of life. One of Breton’s most vital 

contributions to the surrealist movement was his collection of transgressional 

manifestoes.  

In his First Manifesto of Surrealism ,1924, Breton laid the framework for 

this revolutionary movement. Breton defined Surrealism and its use of 

Autonomous production.  Autonomous art is defined a discipline that eliminates 

conscious control of the artistic process and replaces it with chance, unconscious 

movements. 

Breton’s first manifesto was essential to outlining fundamental techniques 

and philosophies that he and other poets had chosen to facilitate in their works, 

including automatism. Early in the manuscript, Breton states: “psychic 
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automatism in its pure state, is by which one proposes to express – verbally, by 

means of the written word, or any other manner – the actual functioning of 

thought”. It is in this same text that Breton expresses his admiration for the 

nascent imagination of children:  

There, the absence of any known restrictions allows him the 

perspective of several lives lived at once; this illusion becomes 

firmly rooted within him; now he is only interested in the fleeting, the 

extreme facility of everything. Children set off each day without a 

worry in the world. Everything is near at hand, the worst material 

conditions are fine. The woods are white or black, one will never 

sleep. (A. Breton) 

From this exerpt, it’s possible to surmise his respect for minds of children was 

rooted in the belief that a child’s untainted perception of reality allows for them to 

perceive several realities simultaneously, a concept that is overtly beneficial to 

distorting established concepts of rational thinking. These are founding principles 

of Breton’s experimental movement.  

In the earlier days of his works, while utilizing these motifs based on the 

thought processes of children, Breton developed ways to combine text and 

imagery to access the unconscious and illustrate provocative symbols for 

experiencing irrationality. One of Breton’s earlier works was a literary montage 

entitled Poeme. Poeme showcased Breton’s conviction that traditional literature 

and journalism areas effective artistic vehicles for the surrealistic movement. This 

multi-layered encrypted montage was produced in 1924, and is riddled with 
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absurdist text that make it nearly impossible for readers to decipher a specific 

purpose of intent.  

Initially, the more conservative surrealist poets were hesitant to accepts 

traditional artistic practices such as drawing, painting and sculpture, as they 

believed these mediums did not merit the same impulsive expression as their 

literary counterparts. For most established surrealists, the key to experiencing 

heightened consciousness relied heavily on spontaneity. Breton and others 

believed that the necessary laboring of previously mentioned mediums robbed 

their authors of this capability, and there by excluded them from taking refuge 

amongst more suitable forms.  

This ideology eventually gave birth to a well-documented rift within the 

surrealist movement, a conflict that Breton believed would ultimately dismantle 

everything that he sought to establish with his departure from Dadaism.  Feeling 

compelled to assert and define irrefutable perpetual guidelines eventually lead 

Breton to publish his 2nd Manifesto of Surrealism,1929.  

While the first manifesto was intended to define the prolific movement, its 

sequel was projected to refute multiple artists that Breton believed threatened the 

essential ideas of Surrealism. One of Breton’s specific targets in his second 

manifesto was an established French writer by the name of Georges Bataille. A 

notable quote from this document reads as follows: 

It is to be noted that M. Bataille misuses adjectives with a passion: 

befouled, senile, rank, sordid, lewd, doddering, and that these 

words, far from serving him to disparage an unbearable are those 
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through which his delight is most lyrically expressed (A. Breton). 

While both artists possessed an unprecedented appreciation for the teachings of 

Freud, they both also possessed conflicting notions of the natural progression of 

Surrealism. Due to Breton’s governing stature, he felt obligated to defend his 

position as the creator and proverbial law when determining the evolutionary 

nature if Surrealism. 

Amidst this internal conflict, founding surrealists acknowledged 

exceptional artist that managed to make a compelling statement with their works. 

Breton openly admired renowned artists such as Marcel Duchamp, Pablo 

Picasso, and Francis Picabia. Due to his growing appreciation, Breton ultimately 

authenticated his previously hesitant approval of visual expressive mediums. It 

was in this moment in which surrealists welcomed traditional art forms and 

subsequently enabled generational progressions to expand upon established 

principles. This expansion allowed artists such as Salvador Dalí, Man Ray and 

René Magritte to also successfully enter the previously selective movement. 

In 1927, an inspired René Magritte began laying the foundation for notable 

works that would eventually establish him as a leading figure in the visual 

surrealist movement. Magritte’s commitment to Surrealism served as a 

compelling split between conventional notions of automatism and more 

illusionistic surrealists, such as Salvador Dali. Throughout his career, Magritte 

would often paint ordinary objects out of expected context in order to create a 

simple juxtaposition that forced viewers to challenge their consistent disregard of 

common objects. One of Magritte’s most notable trademarks in his work was a 
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reoccurring presence of men in bowler hats.  

Some of Magritte’s most notable works include The Treachery of Image, 

1929, and This is a Piece of Cheese ,1936. Within these specific paintings, 

Magritte managed to seemingly question the very fabric of reality while striving to 

break society’s primitive need for the descriptive sorting of objects. 

Simultaneously, Magritte also uses his work to assert that there should be equal 

subjective validity placed on an object’s physical presence, name and 

representational images.  

Magritte’s The Treachery of Image specifically challenges the gap 

between language and interpretation. This monochromatic painting combines the 

image of a conventional smoking pipe with the caption “Ceci n’est pas une pipe 

(This is not a pipe)” placed firmly underneath. Essentially, with this simple 

painting Magritte manages to create a three-way paradox that further insists the 

subjective nature of objects, words and text.   

Until his death in 1967, Magritte would continue to enjoy a prolific career 

as a mainstay in the conceptual world of Surrealism. Additional works produced 

by Magritte include: The Son of Man, 1946, Empire of Light, 1950, The Lovers II 

1928 and Le Blanc Seing, 1965. 

Another significantly relevant artist from the surrealist movement would 

Spanish painter, sculpture, and filmmaker Salvador Dali – arguably one of the 

most famous artists to emerge from the twentieth century. Known for his overtly 

flamboyant personality and technical diversity, Dali’s earlier paintings were 

heavily influenced by Renaissance art as well as other established Spanish 
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painters including Pablo Picasso and Joan Miro. The methodology behind Dali’s 

techniques was to encourage hallucinations to gain access into his subconscious 

and pull substance from his creative pieces. 

Dali’s works are known for possessing overt themes of decay, death and 

eroticism. Before fully venturing into Surrealism, Dali produced a film by the 

name of Un Chien Andalou, which represented a glimpse into his allure for 

Freudian ideologies and tapping into the subconscious. This experimental film 

radically departs from traditional narratives with its non-sequential scenes and 

lack of a noticeable plot. A noticeable caveat for the films vulgar tendencies, 

comes in the opening scene of the film, which depicts a woman getting her eye 

sliced open by a shaving razor. In corresponding scenes, continuous notions of 

amputation, death and sexual innuendoes are dominant themes throughout the 

film. Historically, Un Chien Andalou is regarded as the first surrealist film and was 

proven to be pivotal in establishing Dali’s arrival into the movement.   

Even though Dali embraced André Breton’s theories of automatism, he 

would eventually craft his own sub-system in 1930 which he referred to as 

“Paranoiac Critical”. Paranoiac Critical was described by Dali as “Irrational 

Knowledge”. In his 1935 publication entitled Conquest of the Irrational, Dali 

specifically states:  

Paranoiac-critical activity organizes and objectivizes in an 

exclusivist manner the limitless and unknown possibilities of the 

systematic association of subjective and objective 'significance' in 

the irrational...its makes the world of delirium pass onto the plane of 
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reality (S. Dali). 

Dali associated Paranoiac Critical with the ability, to conceptualize multiple 

substances form one isolated object.  Serving as a culmination of Dali’s works to 

date; Inside this multi-chaptered text, readers can find numerous essays, 

sculptures, drawing etc., each feeding into Salvador’s obsession with exploring 

the autonomous proficiencies of the subconscious minds. Since its publication, 

Conquest of the Irrational has a been regarded as a trove for individuals 

searching for insight into Dali’s artistic motivations. 

 In addition to his film and literature endeavors, Dali’s paintings are 

perceived as perhaps his most significant contribution to the avant-garde 

movement. Like other common aspects of distorting rationality, Surrealists, such 

as Dali, also sought to explore a reality absent of time. One painting The 

Persistence of Memory, holds significance for its illustrated depiction of the 

decaying of time. Because the traditional pocket watch serves as an undisputed 

trope to the principles of time, by misrepresenting the symbolic form, this 

historical painting creates endless subjective innuendoes regarding its validity. 

Since creating visual representations of dreams was one of the most prominent 

goals of Surrealism, it’s logical to concluded that The Persistence of Memory 

uses time to depict a similar motif.   

In building on this idea, some scholars have even argued that Dali 

intended this painting to serve as a symbol of Einstein’s Theory of Relativity. 

Einstein theorized that time is overtly complex; something that cannot be mended 

and tracked with rudimentary gadgets – such as a pocket watch. The depictions 



 

8 

of melting clocks explicitly draws attention to the idea that eventually, clocks will 

lose their relevance to the world around them. Through this painting, Dali found a 

way to deduce the most prevalent aspect of human existence to an unattainable 

entity, thus questioning the foundation of reality itself –  which as previously 

clarified, is a vital component of Surrealism. 

In retrospect, Breton, Magritte and Dali were collectively some of the most 

important artists to emerge from the avant-garde movement. Contemporary 

popular culture is rife with practices influenced by Surrealism. As an example, 

visual Juxtaposition has proven to be a common technique employed by 

Contemporary advertisements, films, and more relevant to this document, 

Contemporary games and digital interactivity. 
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II.Exploring Early Surrealist Games

Surrealists employed numerous tactics, including the use of collaborative 

games, as a vehicle to test the boundaries of spontaneity, as many of them 

believed impulsiveness to be a key component – necessary for tapping into the 

subconscious mind. Surrealist games are intended to remove rationality from the 

use of words and correlating images. In a search for new ways to explore 

automatism, surrealists adopted popular children’s games to exploit the unique 

outcomes of chance. 

A Book of Surrealist Games, by Alastair Brotchie’s is a collection of games 

and principles developed by surrealists. In this book, he categorizes these games 

based on their relevance to language, visual techniques or their attempts to 

distort notions of rationality. In fact, most of the games listed in Brotchie’s book 

were developed or influenced by practicing surrealists.  

The first subcategory of the language chapter explores the use of chain 

games. Chain games are collaborative by design and are intended to maximize 

potential revelations of the subconscious. Select surrealists often prophesized 

about the untapped potential of collective activities amongst artists. These games 

served as an homage to those proposed notions.  André Breton even discussed 

the possibility of collective imagination in his Second Manifesto:  

Surrealist texts obtained simultaneously by several people, written 

from such a time in the same room, collaborative efforts intended to 
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result in the creation of a unique sentence or drawing, only one of 

whose elements (subject, verb, or predicate adjective – head, belly, 

or legs) was supplied by each, in the definition of something not 

given, in the forecasting of events which would bring about some 

completely unsuspected situation etc. (A. Breton) 

One of the most widely recognized chain games from the surrealists is Exquisite 

Corpse.  

The rules of Exquisite Corpse are like that of another game by the name 

of Consequence – In fact, Breton’s first wife, Simon Collinet, insisted that the 

game was born as a subsidy of a random game of Consequence, played by 

Breton and colleagues one evening. Thus, the rules of the two games are very 

similar – both games require each player to write private notations on a sheet of 

paper, then fold the paper to conceal their writing and pass it along to the next 

player in the chain. Once all players have had a turn, the resulting sentence is 

then read aloud and/or revealed to all players.  

The resulting sentences can be just as inquiring and juxtaposed as other 

developed pieces from the era. In this section, Brotchie provides possible 

example sentences from this specific game. Per the rules, possible outcomes 

could include: “The wounded woman disturbed the guillotine with blonde hair… 

The average topaz shall devour with kisses the paralytic of Rome… And, the 

endless sex sleeps with the orthodox tongue (Brotchie 25)”. 

 As mentioned in previous sections, the experimental exploitation of text 

was an essential component of literary and poetic surrealists. André’ Breton, the 
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founder of Surrealism, insisted that the adaptation of this game began as a 

playful endeavor and eventually grew into an elevating experience for fellow 

surrealists. It’s believed that the name Exquisite Corps was given to the rendition 

of Consequence as result of the first fully Autonomous sentence produced by 

Breton and fellow artists, “The exquisite corpse shall drink the new wine” 

(Brotchie). 

A fascinating attribute for the concept of the Exquisite Corpse is its 

potential longevity; the game can essentially continue forever if an artist is 

inspired to continuously seek out colleagues willing to contribute to the game. To 

serve as an example, the longest game of Exquisite Corpse to date, was played 

by surrealist poet Ted Joans. Joans began his game of corpse in 1975 and has 

managed to assemble a fifty-foot-long panel which includes the works of: Allen 

Ginsberg, Peter Orlovsky, Leroi Jones, and Octavia Paz. 

 Additional text-centered games from this section highlight the possible 

dissociation of cause and effect and removes the relevance of a response to a 

proposed question. In building on the principles of the Exquisite Corpse, one 

game simply referred to as “Definitions and Answers”, only requires the 

participation of two players. The rules state that the one player is to propose an 

arbitrary question and write it down on a sheet of paper. The concealed question 

is then passed to the other player for he/her to provide an answer while 

remaining ignorant of the proposed question.  

The third game of a similar design uses the same principles from the 

previous game, though substitutes questions and answers for more broad 
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“conditional statements”. These rules require one player to propose an “if” or 

“when” statement, while the other player provides a conditional response. A 

provided example of this exercise would read: “If we were no guillotine…Wasps 

would take off their corsets” (Brotchie). 

The final game of relevance from this chapter is titled One into Another. 

The game is played by a collection of individuals. The creation of One into 

Another is also credited to the collaborative efforts of André Breton and Benjamin 

Peret. The duo intended to use this interactive framework to draw attention to 

additional important aspects of surrealist thoughts.  

The rules of the game are as follows: The first player leaves a room while 

taking with him/her a concealed idea, or a tangible object. The remaining players 

also choose an object. The first player returns to the room, and must attempt to 

describe his object while using the properties of the objects previously selected 

by the other players. The game continues until the stationary players can guess 

the identity of the first player’s object.  

It’s a well-documented fact that surrealist often experiment and distort our 

perceptions of everyday objects. The notion of an object to surrealists is more 

complex than traditional societal associations of the term. Breton described an 

object as, “Beauty: convulsive, exploding, fixed – the frisson caused by the 

coupling of two terms” (A. Breton). Artists that shared mutual regards for 

Freudian philosophies often categorized objects by the following terms: natural 

objects, perturbed objects, interpreted objects, book objects, mathematical 

objects, and poem objects. These broad classifications for the term object would 
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make games such as One into Another a liberating experience for surrealists.  

The second chapter of the book explores visual techniques using 

autonomous drawings and photographic montage. The visual based games 

depicted in this chapter can be played collectively or by a single individual. Like 

autonomous writing, one game encourages artists to draw collectively, without 

thinking, to increase the possibility of spontaneity – Subsequently the rules from 

the literary version of Exquisite Corpse are then applied. The only caveat is that 

players are discouraged from removing their pencils from the page once initial 

contact is made. This technique often results in contour style sketches of 

irrational figures. Supplementary alternative methods for producing hand-driven 

textures in these games include frottage (rubbings) and sand painting. 

Channeling the visual techniques made popular by the works of surrealist 

Max Ernst and his use of illustrated collage, one game allows players to 

metaphorically “reassemble” reality by collecting and juxtaposing images from 

numerous two-dimensional sources. To preserve aspects of spontaneity and 

chance, images were collected then placed in a bag. Participants would then 

randomly select images from the bag then combine them to produce an 

ambiguous image. An alternative rendition of this game can also be played with 

the use of printed text, creating a poetic. 

While surrealists weren’t fondly recognized for their interactive games. 

These games did possess essential characteristics of the movement. The games 

discussed above were intended to broaden notions of deconstructing rationalism. 
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III.Surrealism in Contemporary Games

For decades, video games have provided an evolutionary vehicle to 

escape the confines of reality. While artists such as Breton and Dali relied solely 

on literature; and two-dimensional images to provide passage into the 

subconscious, Contemporary games expand on these limited mediums, allowing 

surrealistic ambitions of deconstructing reality to be fully realized. Virtual 

simulations by design, distort the boundaries of physical limitations, creating a 

plethora of opportunities for an individual to experience multiple realities 

simultaneously. Therefore, it shouldn’t be too inconceivable to suggest that 

Contemporary games provide a platform suitable for revitalizing an avant-garde 

movement (like surrealism).  

Over the last decade, there have been numerous examples of how artists 

have used the gaming platform to expand the breadth of Surrealism. Presently, 

artists have seemingly gained the ability to recess into their subconscious through 

virtual simulations. Artists such as Osamu Sato, Gottfried Haider and Alan Kwan 

have each been responsible for producing autonomous experiences that speak 

directly to the notions made popular by founding surrealists.  

 LSD is a surrealism inspired video game designed and produced by artist 

Osamu Sato. By design, LSD is a first-person interactive experience in which 

players navigate through a dream-world derived from the subconscious of the 

author. This experimental production was developed by Asmik Ace Entertainment 
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for Sony’s first-generation PlayStation console. Since its introduction in October of 

1998, there has yet to be another game that captures the essence of a dream with 

such fidelity. The most compelling aspect of Sato’s experimental prototype, is how 

seamlessly the game mimics the fluidity of dream like conversions.  

Sato designed LSD to produce endless dream simulations – each lasting 

only ten minutes. After the completion of each dream, players “awake” to a virtual 

calendar that documents each experience. While in this sub-menu, players have 

the option to exit the game or begin a new dream. Although there is no clear 

objective or distinguishable antagonist within the game, players can experience 

isolated incidents that resembles a virtual death – scenarios such as falling down 

a giant hole. These events can also force a player to abruptly exit a dream, 

returning them to the start screen calendar. 

The framework of LSD promotes exploration by using simple motion 

mechanics. This desire for exploration is rewarded by what is referred to as a 

“linking” system. The process of linking is described as a game logic that allows 

players to collide with objects – such as people, animals or rudimentary 3D 

geometry to transition deeper into each dream simulation. In regards to its visual 

approach, LSD randomly combines a variety of juxtaposed colors, textures, 

shapes, forms and environmental compositions in a seemingly organic disposition. 

(See figures 1-2) Accordingly, the games graphical architecture manages to create 

an endless paradox between objects and their expected physical presentation – 

much like works of René Magritte.   
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Figure 1 Osamu Sato. LSD. (1998) Screen Shot 1. Digital.  

 

Figure 2 Osamu Sato. LSD. Screen Shot 2. (1998).Digital.  

Now considered dated by the current production standards of digital media, Sato’s 

dream simulations instills nostalgia in its viewers that is dependent on its crude 

pixelated structures.  

Furthermore, in a 2015 interview with Vice magazine, when asked about 
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the premise for his work, Sato expressed his allure for utilizing his subconscious 

as a focus for developing his interactive prototype: "Dreams are irrational without 

any rules, and you most often don't remember when you wake up in the morning. 

I wanted to make a piece like that" (Vincent).  Just as surrealists echoed decades 

before, Sato designed LSD to capture nuances produced to tapping into the 

irrational formulation of human perception.  

By creating a gaming algorithm capable of randomly generating a playable 

environment, completely independent of the artist’s conscious choice, Sato has 

created a gaming logic that computes the governing philosophies behind the game 

of Exquisite Corpse. Regardless of how many times a gamer plays through the 

dream simulations, it’s nearly impossible to experience the same dream simulation 

twice.  At the heart of Exquisite Corpse, Breton insisted on creating visual or literary 

piece, completely removed from the confines of rational thought. By utilizing the 

framework of Exquisite Corpse in a playable gaming experience, Sato has 

removed the need for multiple artists to collaborate to produce an autonomous 

experience. 

As a second example of the surrealistic presence in Contemporary games, 

Gottfried Haider developed a game more aligned with the literary spectrum of 

surrealism.  Hidden in Plain Sight, is an interactive “meta- game” – as defined by 

Haider. With Hidden in Plain Sight, Haider created a computational reality, by 

writing source code.  

"While a computer game is running, both the game and the compiler 

that turns readable program code into executable machine code are 
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themselves being compiled. This endless, recursive bootstrap cycle 

creates a myriad of short-lived 3D environments, which have the 

insignia of the process written on their walls" (Haider). 

In regards to the artistic representation of the game, Haider’s experiment produces 

a navigable world, completely composed of digital source code. Visually, the 

experience is perceived as a chaotic monochromatic compilation of text and 

punctuation characters (see figures 3-4.).  

The stimulating aspect of the gameplay is how the source code compiler 

engulfs the environment, making a distinction between the third-person character 

and surrounding structures nearly impossible at times. Thus, creating a reality 

where form, text and spatial dispositions are deprived of their logic. Within the 

framework of the game, as the compiler continues to produce new source code, 

the foundation of the environment often goes undergoes radical changes without 

warning. This is a result of the program being constantly killed and replaced with 

a new variant. 
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Figure 3 Gottfried Haider. Hidden in Plain Sight. (2008). Digital. 

 

Figure 4 Gottfried Haider. Hidden in Plain Sight. (2008). Digital. 

During game play, gamers can experience floating orbs of text and walls 

that contort and provide a false sense of motion. In addition to randomly 

regurgitated overlays of code that conflict with the solid environmental structures. 

The noticeable juxtaposition of water themed audio sound clips adds additional 

complexity to deciphering of the games intent. 

Like other surrealist games, Hidden in Plain Sight, by design, does not 

possess a clear objective or linear story arc. The entire experience can be summed 

up as an aimless expedition. Assuming the source code continues to compile 

different virtual simulations, the game can continue indefinitely until players decide 

to end the program. While not stated directly by Haider, because the game 

possesses no distinguishable portrayal of beginning or end, he also manages to 

remove the presence of time from the game, thereby removing a vital componenet 

for establishing rational logic. Without logic, surrealists believed the subconscious 

was free to run rampant. As mentioned in previous sections, Dali also made similar 
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declarations about the complexity of time as represented in his painting The 

Persistence of Memory.  

 Lastly, artist Alan Kwan created a virtual instillation that grants players the 

ability to navigate through his dreams. Kwan developed Bad Trip while completing 

his Master’s degree at Massachusetts Institute of Technology. Over the course of 

a year, Kwan recorded various aspects of his day to day experiences through the 

use a camera mounted on a pair of glasses. Kwan then took those experiences 

and imported the recorded video sequences into a playable game engine.  

In addition to compiling memories, Kwan also created animation sequences 

that served to represent manifestations of his dreams. Players randomly 

experience a visual barrage of the accumulated memories by stepping into large 

square structures. To divide his dreams into isolated experiences, the artist 

created many different homes in which to store them. Regarding the games 

design, Kwan created a minimal sketch themed rendition of his subconscious (See 

figures 5-6), in addition to evoking numerous surrealistic tropes such as distorted 

and juxtaposed objects and anatomy.  
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Figure 5 Alan Kwan. Bad Trip. (2012). Virtual Installation Shot 1. Digital. 

 

Figure 6 Alan Kwan. Bad Trip. (2012). Virtual Installation Shot 2. Digital. 

One interesting aspect of Bad Trip is how it speaks directly to the Paranoiac 

Critical ideologies made popular by Salvador Dali. As Dali stated in his essay The 

Stinking Ass: 

Paranoia uses the external world in order to assert its dominating 

idea and has the disturbing characteristic of making others accept 
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this idea’s reality. The reality of the external world is used for 

illustration and proof, and so comes to serve the reality of our mind.  

By compiling mental resources from the outside world and then creating a digital 

representation of his mind to store them, Kwan, is creating a paradox where his 

memories are a prominent aspect of reality.  

 By developing these titles, Sato, Haider and Kwan each provided 

substance to the notion that games provide a plausible medium for the re-

emergence of surrealistic ideologies. Their games collectively offer a glimpse into 

the untapped potential of contemporary games and the ability to manifest the 

human subconsciouss



 

23 

IV.Methods

The development of Erased began as a conceptual idea to incorporate 

surrealist ideologies into an interactive experience. Throughout development, the 

scope of this project has gone through multiple iterations and incorporated two 

separate game engines – Unity and Unreal Engine 4. Additional software used in 

the development of this game included Autodesk Maya, Autodesk Mudbox, 

Adobe Photoshop, and Adobe After Effects.  

Initially, Erased was to be developed inside of the Unity game engine. 

Conceptually, Unity seemed to offer all the necessary tools to build the first 

feasible prototype. Drawing influences from triple-A game titles such as Mirrors 

Edge and Alan Wake, the initial concept for the game, was for it to resemble an 

open world first-person parkour-inspired adventure. Additionally, the entire game 

was intended to unfold on one seemingly endless level, without following a 

traditional narrative. The goal in this experiment was to create an interactive 

environment that would promote continuous exploration by removing the 

traditional notions of game play.  

The first stage of production began with the collection of reference images 

for plausible level and character designs. Conceptually, the game’s environment 

was to be nonrepresentational of any space or setting. Thus, all the collected 

environmental reference images were heavily influences by traditionally abstract 

art forms – such as frottage (see figure. 7) and expressionistic sketches (See 
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Figure. 8) and contour style drawings. 

 

Figure 7 Meg Stone. Ceiling. Charcoal on Paper. 30” x 22” 

 

Figure 8 Max Ernst. La forêt pétrifiée (1929). Pencil on paper. National 
Contemporary Art Museum, Paris 

The first-person designs concepts were influenced by the notion to not 

promote any individual characteristics that would subtract from the intended 

experience. To do this, I Intentionally excluded any indications of gender, 
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character weight, personality or any other distinctive features were intentionally 

excluded when considering plausible designs. Because the Erased is completely 

void of color, an additional focus was given to finding a way to ensure that the in-

game character would not get lost in such a chaotic and perplexing environment.  

To ensure that the character would remain visible always, I chose a 

posturized greyscale style, reminiscent of graphic novels (see figure. 9). 

 

Figure 9 Demetrius Dukes. Maya Character Screen Shots. (2016). Digital. 

Because the game would be played from a first-person perspective, there was no 

need for the player’s character to possess a torso or a head. The only 

components that needed to be developed were arms, legs, hand and feet. 

After all the necessary reference images were collected, the second stage 

in production began with building the character model as well as 3D assets that 

would be used to populate the environment using Autodesk Maya. While building 

those game assets, additional attention was given to ensure that each 

environmental asset did not exceed a 400-polygon face count – to maximize 
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game performance. After the environmental assets were developed; their 

corresponding UV texture maps were exported, then textures were applied using 

Adobe Photoshop (figures 10-14). In attempting to maintain a consistent 

production workflow, similar steps were also taken to develop the games 

character. 

  

Figure 10 Demetrius Dukes. Maya models 1. (2016). Digital.  

 

Figure 11 Demetrius Dukes. Maya models 2. (2016). Digital. 
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Figure 12 Demetrius Dukes. Maya models 3. (2016). Digital. 

 

Figure 13 Demetrius Dukes. Maya models 4. (2016). Digital. 
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Figure 14 Demetrius Dukes. Maya models 5. (2016). Digital. 

 

Once all the assets were complete, production then moved into the Unity 5 

game engine. Before the assets were imported into Unity, a blank 3D game 

project needed to be developed and formatted. To create the environmental 

landscape in Unity, I used Basic Terrain Mapper – a geographical Hight map 

replicator plugin, was used to generate a navigable sandbox. Basic Terrain 

Mapper allows developers to select any geographical location detectable by 

satellite, and create an in-game replication of that terrain. The software works 

best when populated cities are avoided. Instead, ideal locations include: forests, 

desserts or mountainous environments. To texture the landscape, Photoshop 

was used to create three different abstract sketches and corresponding normal 

maps (Figures 15-18), like the works previously mentioned in the document. 
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Figure 15 Demetrius Dukes. Photoshop Sketch 1. (2016). Digital. 

 

Figure 16 Demetrius Dukes. Photoshop Sketch 2. (2016). Digital. 
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Figure 17  Demetrius Dukes. Photoshop Sketch 3. (2016). Digital. 

 

Figure 18 Demetrius Dukes. Photoshop Sketch 4. (2016).Digital. 

After the environment was composed and the assets imported, the player 

controller needed to be rigged and animated. Autodesk Maya was used to 

develop the rig that would drive the player’s character animations. The 

character’s rig was a simple biped construction with only the necessary joints and 

articulations sufficient for animation (see figures 19-20). Once the rig was 
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constructed, a series of cycling animations (walk, run, idle, jump and roll) were 

developed in preparation for implementation in Unity. Before the animations 

could be sent over to Unity and applied to the player character, they needed to 

be “baked down” to the root of the player control ring, then exported as multiple 

FBX files. After the character and environmental assets were constructed, 

production moved back into Unity. 

 

Figure 19  Demetrius Dukes. Maya Character rig 1. (2016). Digital. 

 

Figure 20  Demetrius Dukes. Maya Character rig 2 (2016). Digital. 
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The next major issued encountered, was trying to figure out how to 

properly assemble the character’s animation cycles and have them accurately 

driven by the appropriate buttons. To aid developers in creating playable third 

person characters, Unity has a plugin called Mecanim. Mecanim, enables 

developers to create and re-target animations for in-game characters. The issue 

with Mecanim during this stage of development was not the result of an inferior 

software, but the issue arose due to a lack of supplemental material to aid in 

understanding how to properly use the plugin. Thus, there were often multiple 

unresolvable issues that ultimately led to the implementation of the first-person 

character being shelved. As a suitable alternative, a simple first-person capsule 

component was used to simulate an in-game playable character.  

The next major issue that was faced involved using Unity for the 

development of the first prototype, and this had to do with the fact that the 

software uses C # as its proprietary coding language. With limited experience 

working with any scripting languages, I had limited ways to develop the game 

logic needed to create a playable game. However, even without extensive 

programming knowledge, a navigable environment was achieved. Though 

without a valid alternative to supplement for a lack of coding experience, I 

ultimately halted production was ultimately halted. Figures 20-26, serve as an 

example of the work achieved while working in Unity. 
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Figure 21  Demetrius Dukes. Unity Example 1. (2016). Digital. 

 

Figure 22 Demetrius Dukes. Unity Example 2. (2016). Digital. 
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Figure 23 Demetrius Dukes. Unity Example 3. (2016). Digital. 

 

Figure 24 Demetrius Dukes. Unity Example 4. (2016). Digital. 
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Figure 25 Demetrius Dukes. Unity Example 5. (2016). Digital. 

 

Figure 26 Demetrius Dukes. Unity Example 20. (2016). Digital. 

With realizing that Unity would no longer be a viable option for game 

development, I began to research the capabilities of Unreal Engine 4 and its 

Blueprint visual scripting language. Blueprint is a node-based visual scripting 

interface that allows developers to create full-featured games without writing 

actual lines of code. Unlike Unity and its reliance on C #, Unreal Engine allows 
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developers the option to choose between either C++ or Blueprint when 

developing playable game logic.  

Blueprint, was developed by Epic, the parent company of Unreal Engine 4, 

with the intent to open the possibilities of coding to designers, and digital artists. 

With Blueprint, developers can control all aspects of game functions including: 

camera animations, game rules, timed events, NPC (non-playable character) 

behavior trees etc. Additionally, Blueprint takes traditional coding variables such 

as booleans, floats, Variables and Functions and color coordinates them into a 

web like diagram that allows for easy distinction and manipulation (figures 27-

28). My Overall production was halted for roughly two months while I researched 

and tested Blueprint for functionality. 

 

Figure 27 Demetrius Dukes. Unreal Example 1. (2016). Digital. 
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Figure 28 Demetrius Dukes. Unreal Example 2. (2016). Digital. 

While I tested the capabilities of Blueprint, my overall game design took a 

dramatic turn from the previous version. Instead of focusing on one level, the 

game’s concept expanded to include two additional levels – which would bring 

the overall level count to a total of three. An additional change from the first 

prototype was recanting the intent to create nonrepresentational environments. In 

attempting to maintain diversity amongst the levels, I decided each of my designs 

would be influenced by different artistic mediums. The first gallery design 

concepts were influenced by graphic novels, while the second level concept took 

the form of an abstract-influenced forest (figures 29-30). Because of timing 

constraints, I ultimately made the third level an altered version of the first, which 

is why I didn’t develop a separate concept. 
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Figure 29 Demetrius Dukes. Digital Sketch Example 1. (2016). Digital. 

 

Figure 30 Demetrius Dukes. Digital Sketch Example 2. (2016). Digital. 

Like Unity, Unreal Engine enables geographical information to be 

transformed into height maps. In using the same methods as the previous Unity 

prototype, the development of the forest level began with incorporating 

geographical height map data into a blank level terrain. After the height map was 
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loaded into Unreal, I used the engine’s robust terrain editing tools to add addition 

modification. Next, I began construction developing the “Ink filled” lakes from the 

concept drawings. To create this affect, I used Unreal’s node based material 

editor to create a reflective 2d texture that would evolve over time, and create the 

illusion of moving water. As seen in figures 31-32, the process combines 

traditional normal and displacement maps with incremental time algorithms to 

simulate motion.  

 

Figure 31 Demetrius Dukes. Digital Unreal Ink Material 1. (2016). Digital. 
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Figure 32 Demetrius Dukes. Digital Unreal Ink Material 2. (2016). Digital. 

In addition to working on the texture materials I decided to create 

additional tree models to add visual diversity to the landscape. Since there were 

several overlapping aspects between this level and its predecessor, many of the 

other modeled assets carried over from the previous game. After that, fully 

constructing basic terrain elements such as ground and trees, creating 

atmospheric lighting and environmental effects became my next focus in 

production. To create a cinematic aesthetic to the level, I paid close attention to 

establishing dynamic lighting and an overlapping vignette.  

After establishing the vegetation of the landscape, I created a juxtaposition 

of ambiguous figures to populate the stage. Feeding into Dali’s obsession with 

eroticism, I imported a series of nude figures and placed throughout the stage. In 

attempting to create a juxtaposition between these forms and their overlaying 

texture – and for the sake of cohesion, I textured my models with the same ink 
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material that was used to texture the ink lakes (see figures 33-34).   

 

Figure 33 Demetrius Dukes. Unreal Screen Figure Screen shot 1. (2017). Digital. 

 

Figure 34 Demetrius Dukes. Unreal Screen Figure Screen shot 2. (2017). Digital. 

Establishing an in-game objective became a very interesting – and often 

time consuming aspect in the production of Erased. For the sake of introducing 

some game like elements, I developed several ambiguous antagonists. The 
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major challenge with implementing these antagonists, was determining a suitable 

behavioral logic that would allow them to feel a part of the overall theme of the 

experience without demanding to much attention from the players. To achieve 

this, most of the interaction with these ambiguous figures, is masked by subtle 

notions of cause and effect. By simply exploring the various components of the 

game, players will eventually interact with various antagonists. 

Designing these ambiguous figures presented several different challenges 

as well. In attempting to again drive the influential presence of Surrealism in this 

second prototype, my first rendition of these characters, took the form of glowing 

white orbs of light (see figure 35). 

 

Figure 35.Demetrius Dukes. Unreal. Antagonist Screen shot 1. (2017). Digital. 

By negating a physical form, I designed the figures design to speak directly to the 

subjective nature of an objects form, name and representation – ideas made 

popular by the works of René Magritte. However, after additional revision, I 

changed the design of the antagonists substantially. During the final revision, 
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they were given a more autonomous figure, with a stark facial expression (see 

figure 36). 

 

Figure 36 Demetrius Dukes. Unreal Screen Antagonist Screen shot 2. (2017). 
Digital. 

The next major challenge with designing the antagonist, was trying to 

establish a logical behavior tree. Like other gaming engines, Unreal enables 

programmers to develop a series of behavior characteristics, then call on them 

when specific in game situations present themselves. To establishing a fully 

functional behavior tree the transition between various behaviors has to happen 

seamlessly. Often, when switching between various state machines, such as 

“Chase Player” and “Roam”, the actor would stop motion all together. Currently, 

due to various timing constraints there is no way to effectively remedy the 

situation. In later revisions – with additional time given to fully digest the concept 

of behavior trees, I assume these issues could be resolved. Even with the 

challenges with structuring the behavior tree, I was able to create a manageable 
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play environment. During most NPC (non-playable characters) interactions, any 

erratic behaviors in the antagonists might easily go unnoticed. 

The next stage in creating a playable in game dynamic, was establishing 

an object for the players inside the forest level. To create a situation that would 

mask, the notion of an objective was relatively challenging. Because the entire 

aspect of the game revolves around notions of artistic principles and 

philosophies, I decided to use these ideas to achieve a seamless objective. The 

purpose of the forest level is to create a metaphorical representation of the 

subconscious. Building on these notions, all my ideas or creative expressions 

begin as manifestations of the subconscious. To illustrate theses notions, the 

concept of an “idea” was contorted to represent a physical being that inhabits this 

world. The design for the “idea” NPC was intended to capture the essence of 

spontaneity and ambiguity that is present in fleeting thoughts (see figure 37). 

 

Figure 37 Demetrius Dukes. Unreal Screen Idea Screen shot 1. (2017). Digital. 

The significance of the ideas, is that players can use an in-game 
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sketchbook to capture these “ideas” as they float around the environment. To 

create the logic that would drive the “ideas”, a simple blueprint script was 

developed to make the NPC roam around the environment. To introduce a ghost 

like characteristic to the NPC, the models were given an overlapping collision 

component so that they can phase through solid objects. 

 When developing the first-person controller, A simple sphere capsule was 

used to place players inside the game. Unlike the original concept, the intent to 

introduce, hands and feet on the first-person character were abandoned 

altogether. Because the in-game character does not have noticeable extremities, 

I dedicated a line of blueprint script to cause the camera to shake slightly 

depending on player velocity. To supplement for a lack of physical extremities, I 

added sound components (footsteps and breathing) to the character to establish 

a physical presence within the game.  

 The final level that was constructed during the development of this 

prototype, was the gallery level. While my main influence is from noir-styled 

graphic novels, this space was to serve as both a launching point and conclusion 

for the interactive experience. When developing this interactive space, most of 

the assets were modeled and textured inside of Autodesk Maya and Adobe 

Photoshop. After I completed the assets, they were then imported into a blank 

level and positioned to reference the design concept of figure 24.  

In addition to creating environmental assets, this level was also home to 

silhouetted figures that represent traditional human forms. To feed into the 

ambiguity of these forms, and create a sense of isolation for the players, these 
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models were constructed to resemble cardboard cutouts that could easily be 

knocked over by players as they navigate this space. To make their presence 

more perplexing for players, these slim framed figures emit various dialogue cues 

that suggest that they are cognizant beings.   

 In addition to the human silhouettes, the most compelling aspect of this 

level, is the presence of numerous canvases that resemble analog static 

television sets. Much like all additional level and assets developed for this game, 

the static televisions, also maintain a consistent black and white theme. the static 

canvases do not emit sound and are intended to intrigue the players and promote 

exploration of the gallery (see figures 38-40).  

 

Figure 38 Demetrius Dukes. Unreal Screen Gallery Screen shot 1. (2017). 
Digital. 
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Figure 39 Demetrius Dukes. Unreal Screen Gallery Screen shot 2. (2017). 
Digital. 

 

Figure 40 Demetrius Dukes. Unreal Screen Gallery Screen shot 3.(2017). Digital. 

To serve as a trope reflecting the early days of surrealistic literature, a 

series of non-linear text comics were developed and plastered through the 

gallery level. Collectively the sectionalized text, represents an individualized 

attempt to recreate the autonomous examples of literary exploitation made 
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popular by the exquisite corps parlor games. To introduce an additional 

juxtaposition element, a 3-D model of a raven’s head was placed alongside the 

text. 

The non-linear comics were developed in Adobe Photoshop and exported 

as individual PNG images. These files were then imported into Unreal and 

attached to plain geometrical shapes, then positioned on top of the gallery walls. 

Hues of red, blue and green were introduced sparsely into these text comics to 

entice players to read the text (see figure 41). 

 

Figure 41 Demetrius Dukes. Unreal Screen Gallery Screen shot 4. (2017). 
Digital. 

The last level of the game is a direct redesign of the first visitation to the 

gallery (see figures 42-43). To introduce a climatic experience in the game, I 

introduced a timed flooding event to this level that forces players to find a way to 

stop the submerging of the space and survive the experience. To implement the 

flooding, a timed trigger event – developed through Blueprint, begins when the 
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player is spawned into the level. Once players overlap the trigger a textured 

geometric plane rises to the ceiling. If the players are not able to stop the flooding 

in a timely manner, the game simply restarts and the experience begins again.  

 

Figure 42 Demetrius Dukes. Unreal Screen Gallery Screen shot 5. (2017). 
Digital. 

 

Figure 43 Demetrius Dukes. Unreal Gallery Screen shot 6. (2017). Digital. 
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V.Conclusion

Even in its infancy, founding surrealists, incorporated games into their 

pursuits of combing through the artistic manifestations of the human 

subconscious. Their historic promotion for the deconstruction of reality, lead 

surrealist to reluctantly adopt various mediums that were once ostracized as 

being inadequate for producing Autonomous experiences. Just as the surrealistic 

breadth expanded to include mediums such as photography, film and sound, 

Contemporary video games, has undoubtedly presented traits that also make it 

fully capable of revitalizing the shelved artistic movement. 

Breaking down rational stereotypes of human perception – is one of the 

many traits that Contemporary games inherited from the surrealistic playbook. 

Through his manifesto, André Breton laid the framework for experiencing worlds 

that were free form the dimensional limitations of our reality. The intent behind this 

research was to create an interactive experience that could build on his framework 

and add substance to the minimal selection of game titles that embrace the 

surrealistic mantle.  

Historically, artists subtly use video games to promote individual 20 th 

century art forms. While it isn’t uncommon to find influences from other 

distinguished artistic genres riddled across Contemporary gaming culture, the 

ideologies of Surrealism offer a unique perspective that objectively take advantage 

of the resources made available through Contemporary games.  
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In collection, the second prototype of Erased still leaves room for additional 

improvements. In future research, I would like to experiment with the possibilities 

of including a virtual reality component to the title. By taking advantage of the 

current virtual technologies I theoretically can create a more immersive experience 

for users. Because such detail was given to the construction of the modeled assets 

and textured materials, it’s very enticing to imagine a more intimate experience 

with the various environments. 

In addition, because visual design became the focus to produce this project, 

sound design often became a secondary endeavor. Thus, there are still numerous 

areas where it can be improved. As an example, the presence of the antagonistic 

characters and “idea” models could be heightened by introducing a voice or some 

secondary sound element.  Also, due to time constraints most of the games sound 

designs were compiled from open source sound files. In later revisions, I would 

like to compose original material to be used instead. 

Lastly, by focusing on the presence of surrealism in contemporary games 

with this project, I began to ponder the possibilities of using the gaming platform to 

explore additional 20th century art forms; such as post-impressionism, cubism or 

neo-expressionism. Theoretically, in future research each genre could produce 

interesting interactive environments ripe for exploration. 



 

52 

VI.References 

Amin, Rohul. Einstein: Theory of Realtivity. Dhaka: Interantional University of 

Business Argiculture and Technology, n.d. Paper. 

Breton, Andre'. "Breton and Bataille." Batchelor, David. Realism, Rationalism, 

Surrealism Art between the Wars. Yale University Press in association 

with The Open University, 1993. 204. 

Breton, Andre. Manifestoes of surrealism. Trans. Richard Seaver. University if 

Michigan Press, 1969. 

Brotchie, Alastar. "A book of Surrealist Games." London: Redstone Press, 1991. 

25. 

Dali, Salavador. Conquest Of The Irrational. New York: Julien Levy, 1935. 

Dali, Salvador. The presisantance of Memory. Museum of Modern Art. Oil on 

Canvas. 

Diehl, Gaston. "The Modern: Treasury of Painting Throughout the World." Crown 

Publishing Group; 1st edition, 1978. 131. 

Haider, Gottfried. Gottfried Haider Is Hiding In Plain Sight Mathias Jansson. 

September 2012. Digital. 

Joans, Ted. The Educated Mouth John Barbato. November 2002. 

Magritte, Rene. The Treachery of Images. Los Angeles Country Museum of Art. 

Oil on Canvas. 

Mitchell, Grethe. Video Games and Art. Bristol: Intellect Books, 2007. Paper.



 

53 

Parkinson, Gavin. Surrealism, Art and Modern Sceince. Realitvity, Quantum 

Mechanics Epistemology. New Haven: Yale University Press, 2010. 

Rene Magritte and his paintings. 12 February 2007. 12 February 2017. 

Vincent, Brittney. LSD. 19 November 2010. 21 March 2017. 

Voncent, Britany. The Elusiv creator of the Most Terryfying Video Games. 15 

January 2015. 20 March 2017. 

 


