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INTRODUCTION

In Delirious New York, Rem Koolhaas views mod-
ern architecture from a Surrealist perspective
through the paranoid-critical method of Salvador
Dali. Pcm is basically the systematic encourage-
ment of the mind’s power to look at one thing and
see another, and the ability to give meaning to
those perceptions. A visual analogy-seeking mecha-
nism that exploits the mind’s ability to hold two
contradictory images at once, pcm was used by
Dali in his paintings that read as double images.
As such, pcm is a kind of dialectical thinking.
Koolhaas’s adaptation of pcm can be defined as a
way of directing coincidental oppositions into con-
tradictory assemblages, i.e. chance encounters. His
pc activity involves systematically making multiple
reinterpretations of the fragments of Manhattan.

Koolhaas presents pcm by narrating Dali’s and
Corbusier’s trips to Manhattan in the 1930s. The
“encounters” of artist and architect are juxtaposed
as a polemic adventure in which the protagonists
are the personification of confrontation between
the unconscious, irrational fantasy of Surrealism
and the conscious, rational didacticism of Modern-
ism. Dali is the model; paranoia, the method.
Koolhaas reveals how Le Corbusier’s conflation of
New York and Paris in the Ville Radieuse recalls
Dali’s method of alternative reading. He derives
his notions of Manhattanism and retroaction from
pcm. He subjects Manhattan to the Dalinian gaze
in order to look at the “modern architecture” from
different angles simultaneously.

Koolhaas got to Dali through Le Corbusier and his
rivalry with Surrealism in the sixties, when he in-
terviewed Le Corbusier for the Amsterdam-based
weekly news magazine, the Haagse Post. He makes
the conjunction, in Delirious New York, between

the Surrealist’s revolutionary project and the ar-
chitect who declared, “It is a question of building
at the root of the social unrest of today; architec-
ture or revolution. The artist and the architect rep-
resent the two faces of the avant-garde Modern
Movement: its canonical, elitist, authoritarian tra-
dition on the one hand and its concern with the
irrational, exotic other on the other. This dilemma,
of the Modern Movement’s split between the urge
towards heterogeneity and the drive for autonomy
and self-referentiality, was also already voiced by
Walter Benjamin:

“To win the energies of intoxication for the
revolution—this is the project about which
Surrealism circles in all its books and
enterprises...But are they successful in
welding this experience to the other revo-
lutionary experience we have to acknowl-
edge because it has been ours, the
constructive, dictatorial side of revolution?
In short, have they bound revolt to revo-
lution? How are we to imagine an exist-
ence oriented solely toward Boulevard
Bonne-Nouvelle, in rooms by Le Corbusier
and Oud?”

Koolhaas manifests the confrontation between
avant-garde, revolutionary art and architecture
through techniques associated with Stucturalism,
the revolution of poetic language. He moves from
Surrealism to structuralism as he assembles his
paranoid visions with a logic resembling the plu-
rality of binary oppositions found in the work of
Roland Barthes. Just as linguistic theory decoupled
the basic dual relationship between a word an ob-
ject where the former stood somehow for the lat-
ter, so is Manhattan a multiple bipolar structure, a
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language of relations based on the common de-
nominator of (apparent) opposites. Architecture is
pluralised at the level of concepts, buildings and
poetic devices, consciously and in an expanded
frame.

REALISING SURREALIST GOALS

With Delirious New York Koolhaas realises the Sur-
realist dream of discovering symbols and myths in
Manhattan. When the majority of the Surrealists
arrived in New York after the war, they found
America alien and as a whole a “land without myth.”
Looking for icons and symbols to give meaning to
their environment, they found nothing in the city
that would fit into the modes of thinking that they
had brought with them from Paris and elsewhere.
New York “lacked precisely that which gave reso-
nance to the places from which they had come.
Those sculptural and architectural icons that ful-
filled the need for unifying symbols, the streets,
buildings and squares resonant with the ever-
present past, had few counterparts in the urban
environments of the new world.”1 For Koolhaas,
America must have seemed surreal. A European
who had dreamed of New York as a child and ob-
served it from afar, he saw many things that a
native-born American might never have noticed.
Delirious New York is an examination of Manhat-
tan during the time the Surrealists were there. It
is as if Koolhaas experienced and recorded the “in-
terpretive delirium [which] begins only when man,
ill-prepared, is taken by a sudden fear in the for-
est of symbols.”2

The notion of structuring through polarities is based
on the surrealist chance encounter. Surrealism used
the chance encounter to reconcile the contradic-
tory conditions of dream (the unconscious, irratio-
nal) and reality (the conscious, rational). They and
other historical avant-garde artists used the
readymade as the linguistic expression of the col-
lective unconscious. It was a mass-produced ob-
ject that reflected the condition of modernity.
Koolhaas refers to this condition when he connects
the Empire State Building to automatic writing, the
practice used to reveal unconscious desires. The
Empire State Building is a readymade built by
“anonymous” contractors: “The last manifestation
of Manhattanism as pure and thoughtless process
... an automatic architecture, the surrender by its
collective makers, from the accountant to the
plumber, to the process of building taking place at

the same time the European avant-garde is ex-
perimenting with automatic writing.”3

THE PARANOID-CRITICAL METHOD (PCM)

Pcm is an interpretative and creative methodology
conceived by Salvador Dali that begins with the
simulation of paranoid delirium. Koolhaas uses pcm
to intellectualize, objectify, his work and give it
meaning. While Delirious New York is a work of
history on the places and skyscrapers of the ver-
nacular Manhattan, it is also the affectation of para-
noia and delirium to ground his work in the
framework of the critical avant-garde. The chapter
“Dali and Le Corbusier Conquer New York” demon-
strates and explains Koolhaas’s adaptation of pcm.
The fifth chapter of Koolhaas’s book was initially
submitted as an article entitled “Theft of New York”
to Oppositions and appeared in Architectural De-
sign (1978).

Dali began to be interested in paranoia as it be-
came a popular subject for medical research in
Paris. Paranoia was a term already in use in classi-
cal Greece to mean delusion or derangement that
could occur after an anxious or terrifying dream.
It was recognized in 19th century as a form of psy-
chosis in which all kinds of unrelated experiences,
images and events were associated and perceived
to have causal connections or relations to one cen-
tral idea, becoming an obsession that was coher-
ent for the subject of the delusion but meaningless
to an outside observer. Medically, it was defined as
a condition “lending itself to the coherent devel-
opment of certain errors to which the subject shows
a passionate attachment,” in which the “errors” are
typically worked into an organized system.

Dali recognized that paranoid delirium, when simu-
lated, had potential as a method of critical inter-
pretation. Pcm was to be the “critical exploitation
of the unconscious.” The logic of the paranoid state
of mind could be exploited, as “a form of mental
illness which consists in organizing reality in such
a way as to utilize it to control an imaginative con-
struction.”4 Paranoid delirium was determined by
the desire of the paranoiac. The delirium would
become critical, he proposed, after the fact—when
the subject deliberately subjected a chain of asso-
ciations that was determined by desire to analy-
sis. For Dali, this was a way to elaborate and
maintain his own neurotic complexes, which he
called “irrational knowledge.” In this context his
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well-known statement “The only difference between
myself and a madman is that I am not mad” takes
on more specific meaning. Echoing Dali, Koolhaas
“proposes a tourism of sanity into the realm of
paranoia.”5

AUTOMATISM VS. PCM

Dali conceived pcm as a critique and transforma-
tion of automatism. Although pcm was in effect a
kind of automatism, the identifying practice of the
Surrealist movement founded by André Breton, Dali
took great care to distinguish paranoia from the
hallucination provoked by automatic writing: Para-
noia was voluntary and active as opposed to auto-
matic writing, which was a passive mental state.6

The significant difference between pcm and auto-
matic writing resides in their respective attitudes
towards reality. Automatism was a form of real-
ism, the recording of “mental facts” that expressed
the “true functioning of thought,” a part of
Surrealism’s “future resolution of dream and real-
ity into a kind of absolute reality, a surreality, if
one may so speak ... not a matter of opposing
surreality to the real but to pushing out the bound-
aries of the latter in order to include areas nor-
mally excluded from it.”7 Dali, on the other hand,
wanted to substitute the world of his imagination
for the real world. He was critical of automatic
writing’s detachment from real circumstance, and
believed that all states of automatism should in-
tervene on the “level of action.” Pcm was in con-
trast to automatism an active and concrete way of
interpreting the world, as well as a “method” of
circulating those symbolic perceptions in life. Pcm
addressed real circumstance in order to de-realize
it. It was a form of “de-realization.” This was the
paradox of Dali’s method. Paranoid activity “uses
the external world as a means to assert the obses-
sive ideas, with the disturbing characteristic of
making [the] ideas reality valid to others ... the
reality of the external world serves as illustration
and proof, and is placed in the service of the real-
ity of our mind.” 8

Koolhaas re-words Dali’s ideas concerning the
paranoiacs distorted relationship with the real world
and paranoid-critical activity’s subversion of real-
ity when he writes:

“Just as in a magnetic field metal molecules
align themselves to exert a collective, cu-

mulative pull, so, through unstoppable,
systematic and in themselves strictly ra-
tional associations, the paranoiac turns the
whole world into a magnetic field of facts,
all pointing in the same direction: the one
he is going in. The essence of paranoia is
this intense—if distorted—relationship with
the real world.”9

“Paranoid-Critical activity is the fabrication of evi-
dence for improvable speculations and the subse-
quent grafting of this evidence on the world, so
that a “false” fact takes its unlawful place among
the “real” facts. These false facts relate to the real
world as spies to a given society: the more con-
ventional and un-noted their existence, the better
they can devote themselves to that society’s de-
struction.”10

THE DALINAN GAZE

Dali linked vision to particular states of mind. The
Dalian gaze is the mind’s eye described by the
statement, “to know how to look is a whole new
system of spiritual surveying.”11 Pcm is basically
the systematic encouragement of the mind’s power
to look at one thing and to see another—i.e. to
perceive different images within a single given con-
figuration and to give meaning to those percep-
tions. It is a visual analogy-seeking mechanism
that exploits the mind’s ability to hold two contra-
dictory images at once. Dali used it for his many
paintings that can be read as double images.12

Dali meant his couplings to be not just shockingly
paradoxical but also to stand for psychoanalytical
symbols. He argued the importance of knowing how
to look properly. Everything depends upon the abil-
ity of the author, he said, whose gaze transforms
the object. The images produced by the paranoiacs
associative mechanism are objectified after the
fact, interpreted as symbols. The associations could
theoretically and practically be multiplied, endow-
ing the visual aspects that make up the world with
various meanings.13 Dali’s method aimed for the
systematic interpretation of images and the inser-
tion of those interpretations back into the world.
Pcm sought “to materialize images of concrete ir-
rationality with the most imperialist fury of preci-
sion, in order that the world of the imagination ...
may have the same objective evidence, the same
consistency, the same persuasive and communi-
cable thickness as the exterior world of phenom-
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enal reality.”14 The unconscious mind becomes tan-
gible in vision.

PARANOIA AS METHOD

Compare Koolhaas’s conceptualization of the New
York Athletic Club with Dali’s Suburb of the Para-
noid-critical Town: Afternoon on the Outskirts of
European History (1936). Dali depicts three sepa-
rate, self-contained architectural spaces arranged
horizontally across the landscape composed like
three different stage sets. Each portrays a world
that represented places Dali knew well. His paint-
ing incorporates images from other artists such as
De Chirico and the two figures from the Angelus in
various manifestations. The NYAC juxtaposes ac-
tivities such as apartment, golf course, restaurant
whose only relationship is their physical adjacency.
Each floor is a different “performance.” This quint-
essential skyscraper, the essence of the 20th cen-
tury, contains the garden of paradise, where Adam
and Eve and temptation (the apple, mark of knowl-
edge and loss) have been usurped by two boxers
eating oysters at an institution dedicated to the
body.

Dali’s diagram of pcm demonstrates the desire to
make unproveable conjectures tangible. Dali ex-
plicitly expressed this aspect:

The paranoid mechanism, through which
the image with multiple figurations is born,
supplies the understanding with the key
to the birth and the origin of the nature of
simulacra, whose fury dominates the hori-
zon beneath which the multiple aspects of
the concrete are hidden.”15

Koolhaas architecturalizes and overlays double
meaning onto Dali’s diagram of pcm. The likening
of pcm to reinforced-concrete construction—”infi-
nitely malleable at first, then suddenly hard as a
rock”—describes the process by which dream im-
ages are “hardened”—solidified, made tangible—
through interpretation. The truly pc moment comes
when the calcified images begin to liquefy and a
stream of associations flows forth. Koolhaas makes
architecture a literal metaphor for the paranoid-
critical method:

“Diagram of the inner workings of the Para-
noid-Critical Method: limp, improvable con-

jectures generated through the deliberate
simulation of paranoiac thought processes,
supported (made critical) by the ‘crutches’
of Cartesian rationality.”16

“Dali’s diagram of the Paranoid-Critical Method at
work doubles as diagram of reinforced-concrete
construction: a mouse-gray liquid with the sub-
stance of vomit, held up by steel reinforcements
calculated according to the strictest Newtonian
physics; infinitely malleable at first, then suddenly
hard as a rock.17

The blob of the pcm diagram is one of the spheri-
cal objects Dali used in his writings and paintings
as metaphors of the eye. Dali refers to the power
of the eye to wander: “For us, an eye no longer
owes anything either to the face or the static con-
dition or the ideé fixe; it must no longer expect
anything from the idea of continuity. Quite the con-
trary; we learnt several days ago that the eyes,
just like grapes, have a proclivity for the craziest
velocities and that both have a gift for launching
themselves into the most contradictory pursuits.”18

The blob also represents the creative process mani-
fested as sexual desire. This is seen in the paint-
ing L’Angelus by Auguste Millet, called by Dali the
“the most troubling, enigmatic, dense, richest in
unconscious thoughts.” Dali explains the various
levels of delirious interpretation he made with this
painting in his book published in 1963. Koolhaas
explains Dali’s interpretation thus:

From what is at first a 19th-century cliché—
a couple on a barren field, saying prayers
in front of a wheelbarrow with a pitchfork
stuck in the earth and a basket and a
church spire on the horizon, Dali reshuffles
the contents and fabricates his own tab-
leau in which he discovers hidden mean-
ings of sexual desire: the man’s hat hides
an erection; the two bags in the wheelbar-
row become an image of the couple; the
woman, with the pitchfork, becomes (lit-
erally) the image of man’s desire, and so
on.”19

L’Angelus a cliché that is given “a new lease on
life.” This is the crux of Koolhaas’s investment in
pcm: to “reshuffle” and give “subversive depth and
resilience” to cliché. Koolhaas’s vision is made pre-
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dominantly out of cliché and symbol. A cliché is a
convention, stereotype, typology. These are re-
ceived forms related as being public, comprising
the “facts” and artifacts that make up the world as
we know it. Koolhaas looks at the mass culture of
modern architecture. He looks at how others have
looked at its basic paradigms, in so doing reveal-
ing new and unsuspected facets of the clichés and
myths constituting its construction. (A cliché is also
another name for the mold, also called a stereo-
type, into which copper is deposited. This old-fash-
ioned printing process is used in newspaper
composition and layout where one letter or image
could be reused in different ways. Koolhaas no
doubt became familiar with this kind of tool while
working in the Haagse Post layout and composi-
tion department.)

DEMONSTRATION

Koolhaas’s pc activity involves systematically mak-
ing multiple reinterpretations of the fragments of
Manhattan. He redirects pcm’s aspects of signifi-
cation in order to look at “modern architecture”
from different angles simultaneously in Delirious
New York. His readings of modern architecture are
integrated into a symbolic order in SMLXL.

His adaptation/adoption of pcm can be defined as
a way of pushing coincidental oppositions into con-
tradictory assemblages, i.e. chance encounters.
The work as a whole is marked by the collision of
“unsuspected correspondences.” Koolhaas finds the
points of convergence between supposedly exclu-
sive notions—such as indeterminate specificity,
Nietzschean frivolity, reverse epiphanies and vol-
untary prisoners, just as Dali’s “method” pairs the
(ostensibly) incompatible mental states of para-
noia and criticism. It is a kind of dialecticism that
encompasses his attraction to paradox and to lit-
erary tropes of oxymoron. In utilizing pcm Koolhaas
rethinks not only the dialectics posited by mod-
ernism, such as form/function, but also the dialec-
tical way of thinking that is itself defined as
modernist. Modernist dialectic thinking involves
synthesis and differentiation. Koolhaas invokes the
Surrealist double and its blurring of meanings.

Koolhaas defines pcm as a “delirium of interpreta-
tion” that “ties the loose ends left by the rational-
ism of the Enlightenment finally together.”20 The
Enlightenment was characterized by use of cata-
logues and models. PCM addresses “the fact that

all facts, ingredients, phenomena, etc. of the world
have been categorized and catalogued, that the
definitive stock of the world has been taken.”21 It
is “conceptual recycling” that “proposes to destroy
... the definitive catalogue, to short-circuit all ex-
isting categorizations, to make a fresh start—as if
the world can be reshuffled like a pack of cards
whose original sequence is a disappointment.”22

Manhattan is “a catalogue of models and prece-
dents: all the desirable elements that exist scat-
tered through the Old World finally assembled in a
single place.”23

MANHATTANISM AND RETROACTION

Koolhaas derives from pcm his notions of retroac-
tion and Manhattanism—both strategies of return
that, like pcm, bear a logic determined by the
author’s desire and challenge received ideas.

Like pcm, Manhattanism is situated in the realm of
the unconscious. Just as PCM aimed “to systematize
confusion and thus help to discredit completely the
world of reality,”24 so is Manhattanism’s “complex
ambition—to stimulate confusion while paying lip
service to clarification ... undertaken with the ex-
plicit intention of avoiding its logical conclusion.”25

Koolhaas uses pcm/Manhattanism to conceptual-
ize his own work. Just as PCM is the “conscious
exploitation of the unconscious,”26 so is his work
“a sequence of architectural projects that solidifies
Manhattanism into an explicit doctrine and negoti-
ates the transition from Manhattanism’s unconscious
architectural production to a conscious phase.”27

Koolhaas will “concretize” Manhattanism, the in-
explicit doctrine, i.e. “unformulated theory”—he
consciously formulates its unconscious production.

According to Koolhaas, pcm is retroactive—it “ex-
isted long before its formal invention.” Retroaction
is when an event is registered only through a later
occurrence that recodes it. Just as “Dali proposes
a second-phase Surrealism through PCM” so
Koolhaas proposes a “second coming of
Manhattanism” through retroaction.28

Through retroaction Koolhaas reads the history of
Manhattan as a reflection of his desire. He finds
the world is littered with historical artifacts that
can be subjected to pcm.  Thus amidst the
postmodernist search for meaning in its evocation
of pre-modern history, Koolhaas finds in pcm a
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strategy for reconceptualizing history for his own.
He finds a manouevre which would negotiate be-
tween his use of history and the autonomy required
by his desire to be modern, that established a way
of confronting the past that took neither an his-
toricist nor a tabula rasa approach and a means to
meaningfully reconstruct history’s fragments.
Koolhaas’s book is in fact a game loaded with his-
torical reference that shows an ironic pleasure in
faking the past while presaging the future. It calls
Manhattan a Rosetta Stone. Retroaction is present
in Koolhaas’s autobiography both as a series of
delays in the story of his activities and in recalling
a technique of scriptwriting. Manhattan is retroac-
tive and retroaction derives from pcm.

PARANOID EUROPEANS IN AMERICA

The fifth chapter of Delirious New York entitled “Dali
and Le Corbusier Conquer New York” interprets the
notion of double reading central to the paranoid-
critical method as the battle between two oppos-
ing forces that attract/repel each other. He tells
the story of Salvador Dali’s and Le Corbusier’s ad-
ventures in Manhattan. The artist and architect
reflect and represent two faces of the avant-garde
European Modern Movement, Surrealism and Mod-
ernism. They personify the confrontation between
conscious, rational didacticism and unconscious,
irrational fantasy. Dali’s project is strictly verbal
and therefore its conquest of New York is com-
plete. Le Corbusier’s is literal and architectural,
“therefore more implausible that Dali’s.”29 “Dali and
Le Corbusier Conquer New York” also establishes
Le Corbusier as the personification of “modern ar-
chitecture.” As such he is the alter ego of
Manhattanism: “Le Corbusier’s urbanism contains
no metaphor, except that of Anti-Manhattan, which
is, in New York, unseductive.”30 Koolhaas “discov-
ers” Le Corbusier was paranoid and unknowingly
used Surrealist techniques. He finds unsuspected
correspondences, analogies and patterns between
the apparently opposite Surrealism and Modern-
ism.31 He stages the confrontation of Dali and Le
Corbusier/Surrealism and Modernism only to re-
solve the opposition and reveal that they are ulti-
mately the same.

The relationship between Le Corbusier and Dali was
complex. Their encounters with Manhattan and
each other are documented.32 The architect and
artist ran in the same circles and for a time devel-
oped a mutual admiration although they ultimately

grew to despise one another. Le Corbusier ex-
pressed his rivalry with Surrealism in Quand les
cathedrales etaient blanches. Dali both mocked Le
Corbusier33 yet like his rival he valorised everyday
mechanical objects such as the telephone and the
refrigerator over decorative art. In a polemic vein
he cited Le Corbusier under the “spirit of today’s
great artists.”34

According to Koolhaas, Le Corbusier was paranoid.
When the French architect arrived in America with
the Plan Voisin, he found that skyscrapers already
existed in Manhattan. Why did he need to invent
skyscrapers when they already existed? “It is Le
Corbusier’s all-consuming ambition to invent and
build the new city commensurate with the demands
and potential glories of the machine civilization. It
is tragic bad luck that such a city already exists
when he develops this ambition, namely, Manhat-
tan.”35 Ultimately, Manhattans skyscrapers they
were more convincing than Le Corbusier’s, whose
urbanism was essentially boring and banal. In the
Plan Voisin, Everyday life will regain its eternal
immutability amidst the essential joys of sun, space
and vegetation. To be born, to die, with an ex-
tended period of breathing in between: in spite of
the optimism of the Machine Age, the Old World
vision remains tragic.”36 Corbusier needed justifi-
cation that his work was better than what already
existed and didn’t need improvement. Koolhaas
ridicules Le Corbusier’s failure to find a patron in
New York which led him to seek commissions in
other parts of the world and mocks his feigned
indifference to publicity and concomitant attempts
to position himself as leader, prophet and vision-
ary. Le Corbusier is “a paranoid detective who in-
vents the victims, forges the likeness of the
perpetrator and avoids the scene of the crime.”37

Le Corbusier represses his paranoia in contrast to
Dali, who critically and self-consciously cultivates it.

It is to ameliorate this situation that Koolhaas shows
how the French/Swiss architect unwittingly used
Surrealist techniques: The “Plan Voisin” is planned,
it seems, according to the early Surrealist theo-
rem  Le Cadavre Exquis, whereby fragments are
added to a body in deliberate ignorance of its fur-
ther anatomy.” Koolhaas subjects the architect
perhaps most associated with dialectics to further
dialecticism.38 Le Corbusier’s pairing of Manhattan/
Ville Radieuse, Plan Voisin/Paris and Paris/New York
in Urbanisme is evidence that his “method of op-
eration show(s) many parallels with Dali’s pcm.” It
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is the proof that “Architecture is inevitably a form
of pc activity.”39

WALLACE HARRISON

Juxtaposed to the paranoid-critical method in–De-
lirious New York is the chapter preceeding “Dali
and Le Corbusier Conquer New York” on the work
of Wallace Harrison. Harrison’s UN building is jux-
taposed to Le Corbusier’s unbuilt scheme. For
Koolhaas, Harrison embodied American profes-
sional skills and the unconscious of Manhattan.
Harrison’s lack of doubt enabled him to build the
UN. The 1939 World’s Fair exhibition designed by
Harrison had unknowingly rediscovered the sphere
and the tower, the two archetypes of Manhattanism.
The brilliance of Manhattan disappeared during the
era following World War II, manifest by the ap-
pearance of the curtain-wall glass boxes, buildings
X, Y and Z, at Rockefeller Center.

POSTSCRIPT

After the publication of Delirious New York, one of
Koolhaas’s preoccupations became the place of
the avant-garde architect within the profession. By
this time, OMA had already been criticised for its
investment in representation to the detriment of
practice, by Demetri Porphyrios in “Pandora’s Box”
in Architectural Design. Koolhaas reacted to this
critique by signaling his interest in the professional
skills of the architect who was Raymond Hood’s
assistant at Rockefeller Center, mounting in 1979
at the Institute an exhibition on Harrison.
The structuralist activity in Delirious New York
linked avant-garde art, Surrealism, to the prag-
matic architecture of Manhattan and the modern-
ism of Le Corbusier. Upon the publication of SMLXL,
almost 20 years later, the pcm’s aspects of signifi-
cation would be redirected and integrated into a
symbolic order reflecting the logic of Koolhaas’s
desire to look at “modern architecture” from dif-
ferent angles simultaneously. SMLXL expands and
augments its predecessor, to “bring together in a
living and viable way the most different and the
most contradictory elements in the greatest pos-
sible freedom.” (quoted from the well-known in-
terview of Benjamin Buchloh with Gerhard Richter)

NOTES

1 Martica Swain, Surrealism in Exile and the Beginning
of the New York School

2 Andre Breton, L’Amour fou, 1937

3 Delirious New York, p. 138

4 “The Moral Position of Surrealism,” lecture given in
Barcelona 3/1930, Oui, 112. Dali did not use the full
term paranoid-critical until about 1933. In his first piece
published for Le Surrealisme au Service de la Revolu-
tion, which coincided with his entry into Surrealism, he
recognized the potential of paranoia. He discusses a new
method simply using the term paranoia and relating it to
surrealist theory:  “I believe that the moment is near
when, thorough the process of thought of a paranoiac
and active character, it will be possible (simultaneously
with automatism and other passive states) to system-
atize confusion and contribute to the total discrediting of
the world of reality.” [Salvador Dali, “The Rotting Don-
key” (“L’ane pourri,” 1930) in Dali, Oui 1: la révolution
paranoïaque-critique (1971, Editions Denoël, ed. R
Descharnes), trans. Y. Shafir, Boston: Exact Change,
1998, p. 116] In his most complete discussion of pcm,
The Conquest of the Irrational, 1935, he recalls that it
was in 1929 that he first saw the possibility of “an ex-
perimental method based on the sudden power of the
systematic association proper to paranoia.”

5 Delirious New York, p. 237

6 Breton founded automatism on his exercises in Freud-
ian free association. Dali also drew on the explorations
of Freud and others into the interpretation of the lan-
guage of psychoanalytical symbols.   Dali exploited psy-
chology textbooks to provide material for his work. While
Dali was first verbalizing his thoughts on paranoia Breton
and Paul Eluard wrote “In Simulation of the Delirium of
Interpretation” (1930) and Lacan was working on para-
noia. Freud was also influenced by Dali, whose para-
noid-critical method is not mentioned by writers such as
Deleuze and Guattari.

7 André Breton, Second Manifesto, 1924.

8 Salvador Dali, “Rotting Donkey,” Oui,  p.116.

9 Delirious New York, p. 238.

10 Delirious New York, p. 241.

11 Salvador Dali, “Poetry of Standardized Utility,” Oui, p.
44.

12 The idea of double images was not a new one for
Surrealism. It is related to Max Ernst’s technique of frot-
tage and Lautreamont’s iconic notion of the chance en-
counter illustrated by the meeting of the sewing machine
and umbrella on an ironing board. One of the arguments
that Dali used to distance himself from Surrealism was
knowing how to look. He drew on a key Surrealist ontol-
ogy, the battle against the myopia obscuring the “mar-
vellous concealed within the everyday” when he said,
“To look is to invent.” (Salvador Dali, “My Paintings in
the Autumn Salon,” Oui, p. 16) He used painting and
photography to show that reality’s appearances were



22 THE ART OF ARCHITECTURE/THE SCIENCE OF ARCHITECTURE

unstable. Images were not to be accessed through the
senses but created by the mind’s eye, the Dalinian gaze.
It is the conscious use of this aspect of the unconscious
mind that distinguished Dali’s method from the passive
exercise of automatism.

13 “Paranoiac phenomena: common images having
double figuration: the figuration can theoretically and
practically be multiplied; everything depends upon the
paranoiac capacity of the author. The basis of associa-
tive mechanisms and the renewing of obsessing ideas
allows, as in the case in a recent picture by Salvador
Dali now being elaborated, six simultaneous images to
be represented without any of them undergoing the least
figurative deformation: athletes torso, lions head, gen-
erals head, horse, shepherdess’s bust, deaths head. Dif-
ferent spectators see in this picture different images;
needless to say that it is carried out with scrupulous re-
alism ...” Salvador Dali, “Conquest of the Irrational.”

14 Salvador Dali, “Rotting Donkey,” Oui, p. 116.

15 Salvador Dali, “Rotting Donkey,” Oui, p. 117.

16 Delirious New York, p. 236.

17 Delirious New York, p. 248.

18 Dali, “Limits of painting,” Oui, p. 29

19 Delirious New York, p. 243.

20 Delirious New York, p. 243.

21 Delirious New York, p. 241.

22 Delirious New York, pp. 238, 241.

23 Delirious New York, p. 7.

24 Dali quoted by Koolhaas, Delirious New York, p. 235.

25 Delirious New York, p. 119.

26 Delirious New York, p. 237.

27 Delirious New York, p. 11.

28 Delirious New York, p. 10.

29 Delirious New York, p. 269.

30 Delirious New York, p. 279.

31 Koolhaas’s “discovery” is interesting in connection with
the conception of Surrealism as “the underbelly of mod-
ernist techno-rationalism, the unconscious of modernist
sachlichkeit. [Rosalind Krauss, The Optical Unconscious
(Cambridge, Mass. and London: MIT Press, 1993), p.
34.] Krauss was a presence when Koolhaas was at the
IAUS and knew about his research on Dali. For historian
William Jordy, the modern by definition joins opposites.

32 Le Corbusier’s visit is recounted in “Le Corbusier et
L’Amerique, première rencontre” by Mardges Bacon in
Américanisme et Modernité, L’idéal américan dans
l’architecture [ed. J. L. Cohen and H. Damisch (Paris:
Flammarion, 1993), pp. 191-208.

33 He referred to the architect as Protestant and mas-
ochistic. Dali used culinary metaphors for artists and

thinkers. His article about the “eatable” beauty of mod-
ern architecture included calling Corbusier a Swiss cheese
drowning in concrete. (Minautaure, No. 3-4, 1933)

34 “Le Corbusier, under the heading of Eyes Which Do
Not See, endeavoured a thousand times, starting the
L’Esprit Nouveau’s logic—full of sensitivity and finesse—
to make us see the simple and moving beauty in the
miraculous newborn mechanical and industrial world, as
perfect and pure as a flower.” Salvador Dali, “Poetry of
Standardised Utility,” Oui, p. 44.

35 Rem Koolhaas, “La Ville Radieuse” in Le Corbusier,
1989, p. 173.

36 Rem Koolhaas, “La Ville Radieuse” in Le Corbusier,
1989 p. 174.

37 Delirious New York, p. 253.

38 Le Corbusier’s work was characterized as essentially
dialectical in the 70s. S. von Moos’ Elements of a Syn-
thesis (1968, Eng. trans. 1979) posited Le Corbusier’s
synthesis of dialectics. Paul Turner summed up the issue
in opening lines of his essay: “While we can usually de-
scribe the essential nature of other architect’s works, Le
Corbusier’s designs elicit from us stronger and less ob-
jective reactions, difficult to articulate. Thus, his work
has always aroused extremely emotional responses, and
any one of his designs can produce varying reactions—
for example some see the Villa Savoye as the very
epitome of a cold, passionless machine aesthetic, while
others see it as one of the most affective and poetic
creations of our age … This multiplicity is not simply in
the observer’s eyes but is inherent in the work itself and,
more that, in its underlying theoretical foundation. The
architectural thinking of Le Corbusier seems to be struc-
tured in a distinctive way that might be called dualistic
or dialectical, based on opposing principles or dichoto-
mies that he expresses on many levels in his work and
thought ... the dualistic pattern in Le Corbusier’s work
and thought appears to be a basic personality trait, a
tendency to see everything in terms of a struggle be-
tween opposing forces.” (Paul Turner, “Romanticism, Ra-
tionalism and the Domino System, “pp. 14-41 in The
Open Hand, Essays on Le Corbusier, MIT Press, 1977, p.
15.)

39 Delirious New York, p. 246.


