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Abstract 
 
American architect and educator, Peter Eisenman, treats architecture as a form of text – something 

that could be read through the traces produced from a design process. Eisenman’s Guardiola House, 

an un-built project of 1988, introduces a design innovation that has been overlooked by existing 

scholarship – that of the interstitial. This is a condition of the in-between that in Eisenman’s architecture 

forms the framework for processes that narrate transformations by way of novel notational strategies of 

tracing, recording, and indexing multiple absent-present references. 

 

The thesis proposes that the Guardiola House is a critical shift in Eisenman’s work, since for the first 

time, the trace, through the operation of imprinting, is explored in three dimensions as a condition of 

interstitiality, which merges the constituent geometries of the design expressing the simultaneous co-

existence of two or more systems. The interstitial condition provided a new way of blurring or 

hybridising geometry which had not been seen in his previous work. The geometry of the Guardiola 

House reflects a shift in Eisenman’s approach, moving from the rule-bound transformations framed in 

structuralism to the complex, interpretive, and unpredictable ‘events’ of poststructuralism. This thesis 

asks: what is the significance, in terms of theory, culture, and program, of this notion of the interstitial 

for the design of the Guardiola House, as well as for the development of Eisenman’s subsequent 

work? 

 

This research analyses the concepts of the ‘trace’ in the Guardiola House, in both the published 

transformational narrative and the actual process of designing as documented in the archived 

drawings. Through a critical comparison of these processes, several paradoxes were found revealing 

how Eisenman’s intention to make architecture be read as a text or linear narrative turns out to be a 

fictional idealisation of reality. This thesis demonstrates that these dual processes do not result in mere 

inconsistencies, but are internally consistent means of productivity. It is argued that the Guardiola 

project – as an idea and as a process – has operated throughout Eisenman’s career, ever since his 

dissertation and through to his more recent work, as one consistent idea with multiple manifestations. 
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Eisenman, Giuseppe Terragni: transformations, decompositions, critiques (New York: Monacelli Press, 
2003), 81, axonometric diagrams of figures 107, 108, 109, and 110. 
 
Figure 2.10: Projecting glazing on the facade of Giuseppe Terragni’s Casa del Fascio, from Peter 
Eisenman, Giuseppe Terragni: transformations, decompositions, critiques (New York: Monacelli Press, 
2003), 87, figure 120, photograph of northeast facade. 
 
Figure 2.11: Peter Eisenman’s diagrammatic analyses of Giuseppe Terragni’s Casa Giuliani-Frigerio, from 
Peter Eisenman, Giuseppe Terragni: transformations, decompositions, critiques (New York: Monacelli Press, 
2003), 184, facade diagrams of figures 306, 307, 308, 310, 311, and 312. 
 
Figure 2.12: Peter Eisenman’s House I, 1967-1968, from Peter Eisenman et al., Tracing Eisenman: Peter 
Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 2006), 33, axonometric 
diagrams. 
 
Figure 2.13: Peter Eisenman’s House II, 1969-1970, from Peter Eisenman et al., Houses of Cards (New York: 
Oxford University Press, 1987), 58, axonometric diagrams. 
 
Figure 2.14: Peter Eisenman’s House II, 1969-1970, from Peter Eisenman et al., Tracing Eisenman: Peter 
Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 2006), 37, photograph of 
west elevation. 
 
Figure 2.15: Peter Eisenman’s House III, 1969-1971, from Peter Eisenman et al., Tracing Eisenman: Peter 
Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 2006), 43, photograph. 
 
Figure 2.16: Peter Eisenman’s House III, 1969-1971, from Peter Eisenman et al., Houses of Cards (New 
York: Oxford University Press, 1987), 26, sketches. 
 
Figure 2.17: Peter Eisenman’s House III, 1969-1971, from Peter Eisenman et al., House X (New York: Rizzoli, 
1982), 11, axonometric figure 1(c). 
 
Figure 2.18: Peter Eisenman’s House III, 1969-1971, from Peter Eisenman et al., Houses of Cards (New 
York: Oxford University Press, 1987), 130, elevations. 
 
Figure 2.19: Peter Eisenman’s House IV, 1971, from Peter Eisenman et al., Houses of Cards (New York: 
Oxford University Press, 1987), 70-71, diagrams. 
 
Figures 2.20-2.21: Peter Eisenman’s House IV, 1971, from Peter Eisenman et al., Tracing Eisenman: Peter 
Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 2006), 47, model 
photograph; 46, axonometry. 
 
Figure 2.22: Peter Eisenman’s House VI, 1972-1975, from Peter Eisenman et al., Tracing Eisenman: Peter 
Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 2006), 67, photograph. 
 
Figures 2.23-2.24: Peter Eisenman’s House X, 1975, from Peter Eisenman et al., Tracing Eisenman: Peter 
Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 2006), 75, model 
photograph; 73, model photograph. 
 
Figure 2.25: Peter Eisenman’s House X, Scheme H, west elevation, 1975, from Peter Eisenman et al., House 
X (New York: Rizzoli, 1982), 135, elevation, figure 174. 
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Figure 2.26: Peter Eisenman’s House X, 1975, axonometric model and study sketches, from Peter 
Eisenman et al., Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: 
Thames and Hudson, 2006), 74, sketches and model photograph. 
 
Figures 2.27-2.28: Peter Eisenman’s House 11a, 1978, from Peter Eisenman, “Sandboxes: House XIa,” 
Architecture and Urbanism no. 112 (January 1980): 229, figure 2, model photograph; 231, figure 4, 
formation diagram. 
 
Figures 2.29-2.30: Richard Meier’s Museum for the Decorative Arts in West Germany, 1979-1985, from 
Richard Meier, Richard Meier, architect: 1964/1984 (New York: Rizzoli, 1984), 272, site plan; 276, upper level 
plan. 
 
Figures 2.31-2.33: Peter Eisenman’s Cannaregio Project, 1978, from Peter Eisenman et al., Tracing 
Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 2006), 
79, model photograph; 76, photograph of section model; 78, section, cropped by author. 
 
Figures 2.34-2.35: Peter Eisenman’s IBA Social Housing in Berlin, 1981-1985, from Peter Eisenman et al., 
Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 
2006), 82, conceptual diagrams; 25, plan. 
 
Figure 2.36: Peter Eisenman’s Moving Arrows, Eros, and Other Errors (Romeo + Juliet) Project, 1985, from 
Peter Eisenman et al., Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: 
Thames and Hudson, 2006), 119, scaling diagram. 
 
Figure 2.37: Peter Eisenman’s Long Beach University Art Museum, 1986, from Peter Eisenman et al., 
Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 
2006), 128, model photograph. 
 
Figure 2.38: Peter Eisenman’s Frankfurt Biocentrum, 1987, from Peter Eisenman et al., Tracing Eisenman: 
Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 2006), 134, model 
photograph. 
 
Figure 2.39: Peter Eisenman’s superimposition diagram of the Wexner Center for the Visual Arts, 1983-1989, 
from Kurt Forster, Robert E. Somol, Philip Johnson, and Charles Jencks, Wexner Center for the Visual Arts 
[Architectural Design Profile 82], Architectural Design 59, no. 11-12 (1989): 18, drawing. 
 
Figure 2.40: Peter Eisenman’s Wexner Center for the Visual Arts, 1983-1989, from Peter Eisenman et al., 
Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 
2006), 115, plan and aerial view photograph. 
 
Figures 2.41-2.42: Peter Eisenman’s Wexner Center for the Visual Arts, 1983-1989, photographs by author, 
2013. 
 
Figure 2.43: Bernard Tschumi’s axonometric of Parc de la Villette, 1982-1998, from Jacques Derrida and 
Peter Eisenman, Chora L Works: Jacques Derrida and Peter Eisenman, ed. Jeffrey Kipnis and Thomas 
Leeser (New York: Monacelli Press, 1997), 128, axonometry. 
 
Figure 2.44: Rem Koolhaas’ La Villette, 1982, from Rem Koolhaas, “Parc de la Villette: Paris France 1982,” 
OMA@work.a+u. [1972-2000], Architecture and Urbanism no. 5 (May 2000): 248, 249, master plan and 
conceptual diagrams, edited by author. 
 
Figures 2.45-2.46: Peter Eisenman’s La Villette, 1987, from Peter Eisenman et al., Chora L Works: Jacques 
Derrida and Peter Eisenman, ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), 56, 
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Drawings 27 and 28, January-August 1986, diagrams; 74, Drawing 56, August 1986, sections; 75, Drawing 
59, August 1986, sections. 
 
Figures 2.47-2.48: Peter Eisenman’s La Villette, 1987, from Peter Eisenman et al., Tracing Eisenman: Peter 
Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 2006), 143, section; 142, 
exploded axonometric drawing. 
 
Figures 2.49-2.50: Peter Eisenman’s La Villette, 1987, from Peter Eisenman et al., Chora L Works: Jacques 
Derrida and Peter Eisenman, ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), 88, 
model photograph; 89, model photograph. 
 
Figure 2.51: Peter Eisenman’s Carnegie Mellon Research Institute, 1988-1989, from Peter Eisenman et al., 
Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 
2006), 145, model photograph. 
 
Figure 2.52: Peter Eisenman’s Aronoff Center for Design and Art, 1988-1996, model, photograph by author, 
2013. 
 
Figure 2.53: Peter Eisenman’s Aronoff Center for Design and Art, 1988-1996, interstitial space, photograph 
by author, 2013. 
 
Figure 2.54: Peter Eisenman’s Aronoff Center for Design and Art, 1988-1996, from Peter Eisenman et al., 
Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 
2006), 158, sections. 
 
Figure 2.55: Peter Eisenman’s Koizumi Sangyo Corporation Headquarters Building, 1988-1990, from Peter 
Eisenman et al., Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: 
Thames and Hudson, 2006), 167, photograph. 
 
Figure 2.56: Peter Eisenman’s Koizumi Sangyo Corporation Headquarters Building, 1988-1990, from Peter 
Eisenman et al., Blurred zones: investigations of the interstitial: Eisenman Architects, 1988-1998 (New York: 
Monacelli Press, 2003), 92, section. 
 
Figures 2.57-2.58: Peter Eisenman’s Nunotani Corporation Headquarters, 1990-1992, from Peter Eisenman 
et al., Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and 
Hudson, 2006), 203, photograph; 203, photographs of study models and final presentation model. 
 
Figure 2.59: Peter Eisenman’s Nunotani Corporation Headquarters, 1990-1992, from Peter Eisenman et al., 
Blurred zones: investigations of the interstitial: Eisenman Architects, 1988-1998 (New York: Monacelli Press, 
2003), 175, section. 
 
Figure 2.60: Peter Eisenman’s Aronoff Center for Design and Art, 1988-1996, from Peter Eisenman et al., 
Blurred zones: investigations of the interstitial: Eisenman Architects, 1988-1998 (New York: Monacelli Press, 
2003), 36, model photograph. 
 
Figure 2.61: Peter Eisenman’s Banyoles Olympic Hotel, 1989, from Peter Eisenman et al., Tracing 
Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 2006), 
171, site perspective and model photograph. 
 
Figure 2.62: Peter Eisenman’s Groningen Music-Video Pavilion, 1990, from Peter Eisenman et al., Tracing 
Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 2006), 
197, axonometric and plan. 
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Figure 2.63: Peter Eisenman’s Greater Columbus Convention Center, 1990-1993, from Peter Eisenman et 
al., Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and 
Hudson, 2006), 205, model photograph. 
 
Figures 2.64-2.65: Peter Eisenman’s Greater Columbus Convention Center, 1990-1993, from Peter 
Eisenman et al., Blurred zones: investigations of the interstitial: Eisenman Architects, 1988-1998 (New York: 
Monacelli Press, 2003), 119, plan; 121, axonometry. 
 
Figures 2.66-2.67: Peter Eisenman’s Tours Regional Music Conservatory and Contemporary Arts Center, 
1993-1994, from Peter Eisenman et al., Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia 
Davidson (London: Thames and Hudson, 2006), 238, model photograph; 237, transverse and longitudinal 
sections. 
 
Figure 2.68: Peter Eisenman’s Church of the Year 2000, 1996, from Peter Eisenman et al., Tracing 
Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 2006), 
248, model photograph. 
 
Figures 2.69-2.70: Peter Eisenman’s BFL Software Headquarters Building, 1996, from Peter Eisenman, “BFL 
Software Headquarters, Bangalore, India, 1996,” El Croquis no. 83 (1997): 164, AA section, section CC, and 
ground floor plan. 
 
Figure 2.71: Peter Eisenman’s Bibliothèque de L’IHUEI, 1996-1997, from Peter Eisenman et al., Blurred 
zones: investigations of the interstitial: Eisenman Architects, 1988-1998 (New York: Monacelli Press, 2003), 
293, diagram. 
 
Figures 2.72-2.73: Peter Eisenman’s IIT Student Center, 1997-1998, from Peter Eisenman et al., Tracing 
Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 2006), 
263, model photograph; 262, sections. 
 
Figure 2.74: Peter Eisenman’s Rebstockpark Master Plan project, 1990-1992, from Peter Eisenman et al., 
Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 
2006), 213, site plan and model photograph. 
 
Figure 2.75: Peter Eisenman’s Rebstockpark Master Plan project, 1990-1992, from Peter Eisenman et al., 
Blurred zones: investigations of the interstitial: Eisenman Architects, 1988-1998 (New York: Monacelli Press, 
2003), 135, conceptual diagrams. 
 
Figures 2.76-2.77: Peter Eisenman’s Nördliches Derendorf Master Plan, 1992, from Peter Eisenman et al., 
Blurred zones: investigations of the interstitial: Eisenman Architects, 1988-1998 (New York: Monacelli Press, 
2003), 246, model photograph; 254, model photograph. 
 
Figure 2.78: Peter Eisenman’s Alteka Office Building project, 1991, from Peter Eisenman et al., Tracing 
Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 2006), 
215, diagrams and model photograph. 
 
Figure 2.79: Peter Eisenman’s Max Reinhardt Haus, 1992, from Peter Eisenman et al., Tracing Eisenman: 
Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 2006), 225, section 
and plans. 
 
Figures 2.80-2.82: Peter Eisenman’s Haus Immendorff, 1993, from Peter Eisenman et al., Tracing Eisenman: 
Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 2006), 232, wire-
frame structural studies; 234, sections and plan. 
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Figure 2.83: Peter Eisenman’s Staten Island Institute for Arts and Sciences, 1997-2001, from Peter 
Eisenman et al., Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: 
Thames and Hudson, 2006), 265, concept diagram and perspective. 
 
Figures 2.84-2.85: Peter Eisenman’s Bruges Concert Hall Competition, 1998-1999, from Peter Eisenman et 
al., Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and 
Hudson, 2006), 280, exterior rendering; 283, analytic diagram. 
 
Figures 2.86-2.87: Peter Eisenman’s IFCCA Prize Competition for the Design of Cities, 1999, from Peter 
Eisenman et al., Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: 
Thames and Hudson, 2006), 300, 3D section; 301, perspective. 
 
Figure 2.88: Peter Eisenman’s Musée du Quai Branly, 1999, from Peter Eisenman et al., Tracing Eisenman: 
Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 2006), 16, model 
photograph. 
 
Figures 2.89-2.90: Peter Eisenman’s (New) Guangdong Museum, 2003-2004, from Peter Eisenman et al., 
Peter Eisenman: Feints, 1st ed., ed. Silvio Cassarà (Milan: Skira, 2006), 188, axonometry; 184, model 
photograph. 
 
Figure 2.91: Peter Eisenman’s Il Giardino dei Passi Perduti, 2004-2005, from Peter Eisenman et al., Tracing 
Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames and Hudson, 2006), 
393, photograph. 
 
Figure 2.92: Interstitial collage of Peter Eisenman’s projects, drawn and composed by author. 
Based on sections of the Guardiola, Aronoff, Koizumi Sangyo, Nunotani, Max Reinhardt Haus, and Haus 
Immendorff projects, as per figures 1.132, 2.54, 2.56, 2.59, 2.79, and 2.81.  
 
Figure 2.93: Peter Eisenman’s City of Culture of Galicia, Santiago de Compostela, 1999-, from Peter 
Eisenman et al., Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: 
Thames and Hudson, 2006), 309, deformation diagram.  
 
Figure 2.94: Peter Eisenman’s City of Culture of Galicia, 1999-, from Peter Eisenman et al., Peter Eisenman: 
Feints, 1st ed., ed. Silvio Cassarà (Milan: Skira, 2006), 170, plan. 
 
Figures 2.95-2.96: Peter Eisenman’s City of Culture of Galicia, 1999-, sectional model photographs by 
author, 2012. 
 
Figures 2.97-2.103: Peter Eisenman’s City of Culture of Galicia, 1999-, exterior and interior photographs by 
author, 2012. 
 
Figure 2.104: Guardiola as Endless Chain Model. 
 
Figure 2.105: Guardiola as Simulacra Model. 
 
Figure 2.106: Guardiola as Morphogenetic Evolution Model. 
 
Figure 2.107: D’Arcy Wentworth Thompson’s morphological transformations, from D’Arcy Wentworth 
Thompson and John Tyler Bonner, On growth and form, an abridged ed., ed. John Tyler Bonner 
(Cambridge, Eng.: Cambridge University Press, 1961), 294, figure 142, gridded deformations of carapaces 
of crabs. 
 
Figure 2.108: Comparing Peter Eisenman’s Guardiola House process to an L-system. 
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Figure 2.109: Guardiola as Cheshire Cat Model. 
 
Figures 2.104-2.106 and 2.108-2.109: Diagrams composed by author. Image sources: 

 Peter Eisenman’s Guardiola House, 1988, from Peter Eisenman et al., Peter Eisenman: Feints, 1st 
ed., ed. Silvio Cassarà (Milan: Skira, 2006), 133, axonometry. 

 Peter Eisenman’s House II, 1969-1970, from Peter Eisenman et al., Peter Eisenman: Feints, 1st ed., 
ed. Silvio Cassarà (Milan: Skira, 2006), 84, axonometry. 

 Peter Eisenman’s La Villette, 1987, from Peter Eisenman et al., Tracing Eisenman: Peter Eisenman 
complete works, ed. Cynthia Davidson (London: Thames and Hudson, 2006), 143, model 
photograph. 

 Peter Eisenman’s Aronoff Center for Design and Art, 1988-1996, from Peter Eisenman et al., Blurred 
zones: investigations of the interstitial: Eisenman Architects, 1988-1998 (New York: Monacelli Press, 
2003), 39, model photograph. 

 Peter Eisenman’s Greater Columbus Convention Center, 1990-1993, as per figure 2.63. 
 Peter Eisenman’s City of Culture of Galicia, Santiago de Compostela, 1999-, as per figure 2.93. 
 Peter Eisenman’s Guardiola House, 1988, process diagrams, from Peter Eisenman, “Guardiola 

House, Puerto de Santa Maria, Cadiz, Spain,” Architecture and Urbanism no. 220 (January 1989): 
12, figure 2, conceptual diagram. 

 
Chapter 3 
Figure 3.1: Peter Eisenman’s linear process diagrams and his nonlinear sketches, from Peter Eisenman’s 
Guardiola House, 1988, process diagrams, from Peter Eisenman, “Guardiola House, Puerto de Santa 
Maria, Cadiz, Spain,” Architecture and Urbanism no. 220 (January 1989): 12, figure 2, conceptual diagram; 
and Eisenman’s Guardiola House, 1988, sketches, archived drawing, CCA, Montréal. 
 
Figure 3.2: Peter Eisenman’s Guardiola House, 1988, physical model, from Peter Eisenman, “Guardiola 
House, Puerto de Santa Maria, Cadiz, Spain,” Architecture and Urbanism no. 220 (January 1989): 16, figure 
8, model photograph. 
 
Figure 3.3: Peter Eisenman’s process diagrams of his Guardiola House, 1988, as per figure 3.1. 
 
Figure 3.4: Peter Eisenman’s Wexner Center for the Visual Arts, 1983-1989, exterior, photograph by author, 
2013. 
 
Figure 3.5: Peter Eisenman’s Aronoff Center for Design and Art, 1988-1996, from Peter Eisenman et al., 
Blurred zones: investigations of the interstitial: Eisenman Architects, 1988-1998 (New York: Monacelli Press, 
2003), 39, model photograph. 
 
Figures 3.6-3.7: Peter Eisenman’s City of Culture of Galicia, 1999-, Library of Galicia and Museum of 
Galicia, photographs by author, 2012. 
 
Figure 3.8: Peter Eisenman’s Greater Columbus Convention Center, 1990-1993, photograph by author, 
2013. 
 
Figures 3.9-3.10: Peter Eisenman’s House IV, 1971, from Peter Eisenman et al., Houses of Cards (New 
York: Oxford University Press, 1987), 70-71, axonometric diagrams; 30, study sketches. 
 
Figure 3.11: Peter Eisenman’s Greater Columbus Convention Center, 1990-1993, photograph by author, 
2013. 
 
Figure 3.12: Peter Eisenman’s Aronoff Center for Design and Art, 1988-1996, photograph by author, 2013. 
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Figure 3.13: Guardiola as Schrödinger’s Cat Model, diagram composed by author with diagram of 
Schrödinger’s cat theory from Doug Hatfield, “File:Schrodingers cat.svg,” Wikipedia, the free encyclopedia, 
SVG diagram, http://en.wikipedia.org/wiki/File:Schrodingers_cat.svg (accessed January 26, 2011); and 
Peter Eisenman’s Guardiola House, 1988, from Peter Eisenman et al., Peter Eisenman: Feints, 1st ed., ed. 
Silvio Cassarà (Milan: Skira, 2006), 133, axonometry. 
 
Figure 3.14: Peter Eisenman’s Guardiola House, 1988, section A-A – published scheme, drawing by author. 
 
Figure 3.15: Peter Eisenman’s Guardiola House, 1988, longitudinal section – orthogonal scheme, based on 
archived drawing, CCA, Montréal, drawing by author. 
 
Figure 3.16: Peter Eisenman’s Guardiola House, 1988, cross section details through lower volume. 
 
Figure 3.17: Peter Eisenman’s Guardiola House, 1988, intermediate level plan – published scheme. 
 
Figure 3.18: Peter Eisenman’s Guardiola House, 1988, main level plan – conceptual rotated scheme B, 
based on archived drawing, CCA, Montréal. 
 
Figure 3.19: Superimposed intermediate level plans of published + conceptual rotated schemes. 
 
Figure 3.20: Peter Eisenman’s Guardiola House, 1988, section E-E – published scheme. 
 
Figure 3.21: Peter Eisenman’s Guardiola House, 1988, cross section – development scheme 1B, based on 
archived drawing, CCA, Montréal. 
 
Figure 3.22: Superimposed cross sections of published + development schemes. 
 
Figures 3.23-3.24: Physical models on site of Guardiola Houses by Frank Gehry, John Hejduk, Peter 
Eisenman, and Álvaro Siza, from Álvaro Siza et al., Álvaro Siza: private houses, 1954-2004 (Milano: Skira, 
2004), 156, model photographs. 
 
Figures 3.25-3.26: Peter Eisenman’s Wexner Center for the Visual Arts, 1983-1989, lattice and hanging 
column, photographs by author, 2013. 
 
Figure 3.27: Peter Eisenman’s Guardiola House, 1988, interior render by author. 
 
Figure 3.28: Peter Eisenman’s City of Culture of Galicia, 1999-, Central Services building and Museum of 
Galicia, photograph by author, 2012. 
 
Figure 3.29: Peter Eisenman’s Aronoff Center for Design and Art, 1988-1996, photograph by author, 2013. 
 
Figures 3.30-3.33: Peter Eisenman’s Guardiola House, 1988, 3D renders by author. 
 
Figure 3.34: Peter Eisenman’s Guardiola House, 1988, longitudinal section details through lower volume. 
 
Figure 3.35: Peter Eisenman’s Guardiola House, 1988, section A-A – published scheme, drawing by author. 
 
Figure 3.36: Peter Eisenman’s Guardiola House, 1988, longitudinal section – development scheme 1B, 
based on archived drawing, CCA, Montréal. 
 
Figure 3.37: Superimposed longitudinal sections of published + development schemes. 
 
Figure 3.38: Peter Eisenman’s Wexner Center for the Visual Arts, 1983-1989, photograph by author, 2013. 
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Figures 3.39-3.41: Peter Eisenman’s Aronoff Center for Design and Art, 1988-1996, photographs by author, 
2013. 
 
Figures 3.42-3.43: Peter Eisenman’s City of Culture of Galicia, 1999-, Library of Galicia and Museum of 
Galicia, photographs by author, 2012. 
 
Conclusion 
Figure i: Peter Eisenman’s Guardiola House, 1988, 3D interior render by author. 
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I. Eisenman’s Search for the In-Between: The Development of the Interstitial Trace 

The un-built project of the Guardiola House of 1988 has been overlooked in existing scholarship on 

Peter Eisenman’s theoretical and architectural work. The project established and elaborated one of the 

fundamental notions of his work, that of the interstitial condition. This condition of the interstitial derives 

from Eisenman’s search for the in-between to blur binary oppositions and to create a discourse based 

on narrativity. Following the Guardiola project, the formulation of the design process is captured and 

recorded, constituting the possibility of a narrative and textual open-endedness, by the interstitial 

condition. His emphasis on process established his most important contribution to architecture, which 

is the re-conceptualisation of architecture as a form of text or communication, so that one would read 

and experience his buildings as a trace of their becoming. 

 

A major part of Eisenman’s significance is that his work anticipates the process-driven work of today, 

that is, design projects with particular emphasis on the articulation of the process by which they came 

about. The persistence of process today extends his investigation of the indexical trace developed 

since the 1970s. Although this has taken many forms in the contemporary scene involving digital 

design tools, such as animated or simulated forms, parametric or algorithmic (rule-based) geometries, 

to evolutionary or genetic analogies, these emergent systems of form making (or rather form finding) 

all inherently work with transformations or deformations of geometric primitives, hence reinforcing the 

idea that architecture is a result of formal manipulations. However, a fundamental difference exists in 

how Eisenman’s conceptual intentions have been somewhat lost. 

 

Following Colin Rowe’s and Robert Slutzky’s discussion of transparency, Eisenman investigates the 

textualisation of architectural form and formal relationships.1 His investigations probably stem from 

their phenomenal transparency, a transparency which deals with reading multiple layers 

simultaneously; a transparency which is fundamentally intellectual or conceptual.2 They describe the 

                                                            
1 Colin Rowe was Eisenman’s mentor during his time in Cambridge (UK). Jeffrey Kipnis points out that Eisenman’s work 
stems from a reading of the notion of phenomenal transparency as posited by Rowe and Slutzky, in “P-Tr’s Progress,” 
in Eleven authors in search of a building: the Aronoff Center for Design and Art at the University of Cincinnati. A building 
by Eisenman Architects, ed. Cynthia Davidson (New York: Monacelli Press, 1996), 172-173. 
2 Rowe’s formalism constituted paintings (particularly Cubist artworks) or buildings as ‘texts’ or a code to be read, which 
led him to discover a condition of transparency, such that these ‘texts’ could be experienced as a cause for multiple 
meanings. This is following Rowe’s mentor, Rudolf Wittkower, who thought that a building’s essential idea or meaning 
was codified as clues which could be ‘read’ from the plan, section, or elevation. Together with Slutzky, Rowe advocates 
the notion of a ‘phenomenal transparency’, while borrowing concepts from Cubist theory associated with the notion of 
transparency, such as simultaneity, overlapping, and ambiguity. As Rowe’s successor, Eisenman further elaborates 
these notions pertaining to Rowe-Wittkower’s idea of architecture as a form of text or code to be read. See Sandra Kaji-
O’Grady, “Formalism and Forms of Practice,” in The SAGE handbook of architectural theory, ed. C. Greig Crysler, 
Stephen Cairns, and Hilde Heynen (London: SAGE Publications Ltd., 2012), 157, 
http://dx.doi.org.ezproxy.auckland.ac.nz/10.4135/9781446201756 (accessed March 9, 2014); Sandra Kaji-O’Grady, 
“Serialism in Art and Architecture: Context and Theory” (PhD diss., Monash University, School of Literary, Visual and 
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transparency which is seen, inherent to substance, as in the clear physical layering of panes of glass 

as a real or ‘literal transparency’. Whereas ‘phenomenal transparency’ is more ambiguous, being 

inherent in spatial or compositional organisation, as in a layered reading of a seeming transparency 

producing effects of equivocal depth.3 The proposition here is that Rowe and Slutzky’s phenomenal 

transparency became Eisenman’s first step towards a discursive architecture (more specifically, a 

discourse on discourse), positioning him in the long tradition of Alberti’s and Palladio’s discourses of 

composition. Ever since his doctoral dissertation, Eisenman uncovered a discourse in selected 

modern works by Le Corbusier, Giuseppe Terragni, Frank Lloyd Wright, and others, and through 

formal and diagrammatical analyses, he pulls apart components of possible narratives and traces. 

This thesis posits that Eisenman is fundamentally involved in a conceptual transparency of formal 

relations in architecture. This allows him to explore effects of ambiguity and the condition of the ‘in-

between’. 

 

This notion of the in-between is fundamental to Eisenman’s work, such that it is a key theme 

throughout his analytical, research, and design work. His series of projects may be read as an 

evolution of the idea of the in-between space. During the 1970s and 1980s, he was referred to as ‘Mr. 

In-between’.4 As will be demonstrated, Eisenman finds this condition of betweenness and ambiguity in 

the notion of the trace. The trace is to be understood in the context of his treatment of architecture as a 

kind of language or writing, which was part and parcel of postmodernism’s development of a linguistic 

model for architecture, which sought to establish a theoretical basis of codes, meanings, messages, 

and metaphors, so architecture could be a means of communication.5 In this context, he employed 

Noam Chomsky’s linguistic theory as a heuristic or exploratory device to uncover the syntactic deep 

structure6 of architecture as a means of providing its sign of intentionality.7 Whilst Chomsky’s 

                                                                                                                                                                                              
Performance Studies, 2001), 142, http://arrow.monash.edu.au/hdl/1959.1/9120 (accessed March 19, 2014); and Kipnis, 
“P-Tr’s Progress,” 172. 
3 See Colin Rowe and Robert Slutzky, “Transparency: Literal and Phenomenal,” in The mathematics of the ideal villa and 
other essays (Cambridge, Mass.: MIT Press, 1982, 1976), 161. Rowe and Slutzky describe Gropius’ Bauhaus as an 
example of literal transparency, whereas Le Corbusier’s Villa Stein is a case of phenomenal transparency. The 
‘phenomenal’ of phenomenal transparency is a reversal of ‘phenomenology’, as phenomenology refers to that which 
appears or of what you see, whereas Rowe’s use of ‘phenomenal’ is of what you do not or cannot see, but rather is 
implied, that is, to be read. 
4 This insight was provided by Thomas Leeser, interview by Adrian Lo, digital recording, New York City, New York, April 
2, 2013. See also John Taylor, “Mr. In- between: Deconstructing with Peter Eisenman,” New York 21, no. 41 (October 
17, 1988): 46-52. 
5 Charles Jencks, The language of post-modern architecture, rev. enl. ed. (New York: Rizzoli, 1977), 6, 39. The term 
‘postmodernism’ as used here is without the hyphen, whereas Jencks uses it with the hyphen. 
6 Chomsky distinguishes between a deep structure, which is the inherent mental aspect, and a surface structure, as the 
outer physical aspect, of a sentence. See Noam Chomsky, Language and mind, enl. ed. (New York: Harcourt Brace 
Jovanovich, 1972), 14-32.  
7 Eisenman describes in his dissertation that the essence of any creative act is the communication or transmission of 
the original intentions of the author to a receiving mind. Peter Eisenman, The formal basis of modern architecture (PhD 
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structuralist linguistics primarily occupied Eisenman during his formative years, his discovery of 

poststructuralism with the onset of Jacques Derrida’s deconstruction led to a substantial shift in his 

work and thinking. This is demonstrated in the un-built project of the Guardiola House of 1988, leading 

him to establish new ways of conceiving a textual approach to architecture.8 

 

Eisenman’s ‘trace’ is an ambiguous term with regards to both his use of the word and its manifestation 

in his projects. His traces are the marks of presence of absent steps of a narrative design process (left 

as imprints and other indexical notations), which do not only permit reconstruction of this process by 

the viewer, but more importantly, allow one to follow his discourse on architecture. Eisenman’s first use 

of the term ‘trace’ was in his project for House X, 1975, where the project was conceived as a series of 

traces, followed by his first artificial excavations project of Cannaregio, 1978, which employed the trace 

to mark the absences of former presences.9 Eisenman appropriates the term ‘trace’, following Jacques 

Derrida, in their Chora L Work for La Villette, 1987, which they did in conjunction, and established a 

common ground, though controversial, for discussion. From there, Eisenman has referred to the traces 

of process (as a condition of the in-between) throughout most of his career, and has labelled and 

relabelled the term in various ways, including the index, the chora, the imprint, the interstitial, the 

absent presence, and the mark of erasure.  

 

Many publications reproduce the diagrams of Eisenman’s formal processes and manipulations, that is, 

his tracings; illustrating how he transforms an original starting form, such as a cube, step-by-step into 

something more complex. However, over the decades, Eisenman’s process-driven work led not only to 

his development of absence in presence and the voided trace, but also to the conceptual 

disappearance of the author, as Cynthia Davidson claims: “Yet Eisenman the author wants to be 

                                                                                                                                                                                              
diss., Trinity College, University of Cambridge, 1963; Baden, Switzerland: L. Muller, 2006), 25. See also Peter Eisenman, 
“Notes on Conceptual Architecture II A,” in Environmental Design Research 2, ed. Wolfgang F. E. Preiser (Stroudsburg, 
PA.: Dowden, Hutchinson and Ross, 1973), 319, http://www.edra.org/sites/default/files/publications/EDRA04-Eisenman-
319-323.pdf (accessed August 14, 2013). 
8 Chomsky’s structuralism, particularly his generative grammars analogised as a generative formal process, occupied 
Eisenman’s early phase of work, a series of houses produced from the transformations of an initial cube. Chomsky’s 
structuralist thinking makes Eisenman’s explorations of the cube possible, as per his early work, but this does not 
necessarily mean Eisenman intended to illustrate the principles of the movement, see Kaji-O’Grady, “Serialism in Art 
and Architecture,” 147. Eisenman has noted that problems exist in the transposition or appropriation of linguistic 
analogies and models to architectural design methodologies, see Eisenman, “Notes on Conceptual Architecture II A,” 
319. Subsequently, Eisenman departs from structuralism as there is a considerable leap from linguistics to architecture, 
see Kaji-O’Grady, “Serialism in Art and Architecture,” 145. 
9 Peter Eisenman, “Transformations, Decompositions and Critiques: House X,” in House X (New York: Rizzoli, 1982), 70; 
and Peter Eisenman, “Cannaregio: Three Texts for Venice,” in Cities of artificial excavation: the work of Peter Eisenman, 
1978-1988, ed. Jean-François Bédard (Montréal: Canadian Centre for Architecture; New York: Rizzoli International, 
1994), 47. 
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caught, as Manfredo Tafuri writes, in the web of his own weaving, for the traces he leaves pose a 

mystery not for solution today but as questions for tomorrow.”10 

 

Central to Eisenman’s conception of the trace is the technique of superimposition, that is, the layering 

or overlapping of various figures, diagrams, or texts of a given project. This is the case between two 

city grids, between two cubes or other diagrammatic entities, producing a relationship of figure-figure, 

as opposed to the traditional figure-ground dialectic (object and its context, first elucidated by Edgar 

Rubin, as exemplified by the Rubin vase optical illusion) of Gestalt psychology. Where superimposition 

refers to the overlapping of distinct figures, Eisenman subsequently uses superposition, both the term 

and the operation, as a means to merge figures so they become blurred and indistinct.11 Eisenman 

sought “the possibility of a non-dialectical relationship between figure and ground, the possibility of 

producing groundless figures,”12 so as to break away from the figure/ground opposition, “to find a way 

to figure without ground, to start from nothing.”13  

 

Superimposition is evident since Eisenman’s early houses which were all derived or generated from 

basic cubes, subdivided, cut, and shifted in multiple ways in a series of ‘transformations’, a term used 

with reference and analogy to Chomsky’s transformational grammars.14 These initial projects explored 

the possibility of an in-between or ambiguous reading, such as between form-meaning relationships, 

or between actual and implied readings.15 This in-between condition is seen in Eisenman’s House III 

                                                            
10 Cynthia Davidson, “The Absence of Presence; or, the Void,” in Tracing Eisenman: Peter Eisenman complete works, 
ed. Cynthia Davidson (London: Thames and Hudson, 2006), 31; and Manfredo Tafuri, “Meditations of Icarus,” in 
Houses of Cards (New York: Oxford University Press, 1987). 
11 Rowe and Slutzky use the terms ‘superimposition’, ‘simultaneity’, ‘interpenetration’, and ‘ambivalence’ in their article, 
“Transparency: Literal and Phenomenal,” 160, written in 1955-6, first published in Perspecta, 1963, and reprinted as 
Transparenz, B. Hoesli, ed., Birkhäser, Basel, 1968, to describe Cubist artworks, especially of the work by Picasso and 
Braque of 1911-12. Their use of these terms reiterates the terms and concepts used by Cubist theorists such as Alfred 
H. Barr, Jr., Douglas Cooper, and John Golding, who describe the works of Picasso and Braque as demonstrating 
simultaneity of views, fusion of spatial and temporal factors, and ambiguous depth of space produced by the 
overlapping of transparent, interpenetrating, and interacting planes. Spatial continuity between figure and surroundings 
was achieved by the opening up of planes and forms, such that figure and background were fused or merged, and 
space itself was materialised. See Alfred H. Barr, Jr., Picasso: fifty years of his art (New York: The Museum of Modern 
Art; Boston: distributed by New York Graphic Society, 1974, first published in 1946), 68, 73; Douglas Cooper, The 
Cubist epoch (New York: Phaidon in association with the Los Angeles County Museum of Art and the Metropolitan 
Museum of Art, 1971), 37, 40, 42, 48; and John Golding, Cubism: a history and an analysis, 1907-1914, 2nd ed. 
(London: Faber and Faber, 1968), 84, 86, 132. 
12 Peter Eisenman, “A Conversation with Peter Eisenman,” El Croquis no. 83 (1997): 20. 
13 Ibid. 
14 See Robin Evans discussion of Eisenman who treats language as a model for his paradigm, and drew a connection 
between Chomsky’s Transformational Component and his own geometric transformations, in Robin Evans “Not to be 
used for wrapping purposes: Peter Eisenman: Fin d’ou T Hou S: 20 February - 23 March 1985,” AA Files no. 10 (1985): 
69-70, http://www.colorado.edu/envd/courses/envd4114-001/Spring%2006/Theory/Evans.pdf (accessed June 4, 2013). 
15 This ambiguity of reading architecture is exemplified in Eisenman’s House II, 1969, where he distinguishes between 
actual (real) spaces and implied (conceptual) spaces formed by the articulation of the columns and beams. See Peter 
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(1970), where one grid is transformed (rotated) and overlaid over another orthogonal grid, constituting 

an interlocking rectangular, figure-figure (groundless) motif.16 This is then taken to an urban scale in 

Eisenman’s Cities of Artificial Excavation projects of the 1970s and 1980s. 

 
  

                                                                                                                                                                                              
Eisenman, “Cardboard Architecture: House II,” in Five architects: Eisenman, Graves, Gwathmey, Hejduk, Meier (New 
York: Oxford University Press, 1975), 25-26. 
16 The superimposition evident in Eisenman’s early houses and artificial excavations is a form of literal transparency, 
whereas phenomenal transparency is argued here to begin with his Guardiola House, where the geometry undergoes 
superposition; thus, blurring or merging the figures with reciprocal effects, likened to the interpenetration or 
‘compenetrazione’ of the Futurist artworks by Umberto Boccioni. For a further discussion on the simultaneity of 
compenetrazione, see Ester Coen, Umberto Boccioni, trans. Robert Eric Wolf (New York: Metropolitan Museum of Art: 
Distributed by H.N. Abrams, 1988), xxviii; and Brian Petrie, “Boccioni and Bergson,” The Burlington Magazine 116, no. 
852, Modern Art (1908-25) (March 1974): 144, http://www.jstor.org/stable/877621 (accessed October 14, 2010). 
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Figure i: Eisenman’s Guardiola House, 1988. 
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Figure ii: Timeline of Eisenman’s work, tracing the progression and development of the interstitial as a condition of 
betweenness and ambiguity. The diagram of the interlocking figure-figure condition of two overlapping entities is 
reiterated and transformed throughout Eisenman’s work. 
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In his artificial excavations, Eisenman moved away from his explorations of the cube (which were self-

referential and context-less) to, and literally into, the ground, with superimposed historical and 

contextual grids to create new histories, stories, and fictions to a given site. The figure-ground dialectic 

has been reversed where the context or the ground has been given the status of a figure or object to 

be manipulated, such as the rotation of superimposed grids used in the IBA Berlin Housing project 

(1981-1985), where one grid is parallel to the Berlin wall and another grid is aligned to the city. Here, 

Eisenman literally produces fiction through his superimpositions, that is, telling stories of the site 

through the processes of layering, aligning, and scaling of historical maps and other figures. In these 

artificial excavation projects, he explored the notion of the trace as an absent presence through a 

series of master planning projects, which continue this idea of a betweenness or ambiguous reading, 

especially in the case of reading traces of various layers of histories of a given site, manipulated 

through operations such as superimposition, substitution, scaling, and grafting. These ideas are 

carried through and culminate in the interstitial trace and chora (as defined by Plato via Derrida, as a 

womb of space, a bearer of imprints, or a receptacle) of the Guardiola House.  

 

By 1988, in Eisenman’s un-built project of the Guardiola House (also called Casa Guardiola, proposed 

on a site near Cadiz, along the southern coast of Spain), superimposition takes a turning point, as it 

explores layering and traces in multiple dimensions and in temporal space. The artificial excavation 

master plan projects only investigated the trace in two dimensions, where everything is planar, and in 

elevation elements were straight and flat, due to simple vertical extrusions from a more complex 

horizontal plan, whereas the Casa Guardiola project took the principle to three or more dimensions, 

and constituted the notion of the trace as an interstitial condition. The interstitial condition was a means 

to experiment novel and constitutive notational strategies to trace, record, and index multiple absent-

present, figure-figure relationships of a narrative process of formal transformation. Superimposition in 

the Guardiola House can be diagrammatised as two overlapping in-between entities, a figure-figure 

relationship, which is a constant in Eisenman’s series of works (figure ii) and, as will be argued in this 

thesis, his work can be seen as a serial repetition and deviation from the Guardiola diagram, that is, a 

simulacra of the Guardiola House. The Guardiola House is a diagram for itself, for Eisenman’s 

projects, and potentially a diagram with implications on the wider architectural discourse.  
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Figure iii: 3D Section of Eisenman’s Guardiola House showing the interstitial envelope of the white thickened shell 
blurring the figural matrix of orthogonal and rotated geometries. Also evident is the uncanny red frame as a trace of 
intersecting forms. 
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The Guardiola House is significant as it is Eisenman’s first house that worked with two different kinds 

of notations or markings, namely, traces and imprints. Eisenman describes this with an analogy to a 

foot in the sand: “when a foot walks in the sand, and you pick the foot up, the thing that’s left in the 

sand is an imprint of the foot, but on the bottom of the foot are grains of sand which are the trace of 

the sand – the surface. So this house is the first house that I worked, not just with traces, but 

imprints.”17 The imprint is that which is subtracted or pushed in (a negative impression into a surface), 

whereas the trace is the addition (a positive projection from a surface).18 This is a departure from 

Eisenman’s first description of the imprint and the trace. The operations of imprinting and tracing as 

per his original project description in 1988 refers to two processes – imprinting to produce the 

interstitial envelope and the trace is manifested as two red frames, however, in an interview 25 years 

later, imprints and traces are described as reciprocals of each other.19 

 

Another departure Eisenman makes is the notion of figure-figure to define the interstitial. In Eisenman’s 

seminal text of the interstitial condition, “Processes of the Interstitial: Notes on Zaera-Polo’s Idea of the 

Machinic,” published in 1997, he suggests the interstitial is produced by a figure-figure relationship.20 

However, in 2013, Eisenman said the Guardiola project was not about figure-ground, nor figure-figure, 

but “it’s the interstitial condition between the two which is important.”21 Eisenman here attempted to 

emphasise the ‘otherness’ of the interstitial condition evident in the Guardiola House, by breaking 

down the figure-ground relationship, and the specific meanings of figure and ground, so that these 

terms no longer provide an understanding of the specific condition of the Guardiola House. Thus, 

Eisenman reinterprets the Guardiola House as not conceived of in terms of figure-ground, but as 

something other, an ambiguous, in-between, or third aspect, that of interstitial space. Eisenman states, 

“it’s not the whole hand that hits the ground, but it’s an external layer of that, hitting the external layer of 

the ground, so the interstitial is where everything happens.”22 

 

These inconsistencies between tracing and imprinting, and the figure-figure relationship in terms of the 

interstitial, are not mere contradictions Eisenman makes over time, but are part of a continuous 

                                                            
17 Peter Eisenman, interview by Adrian Lo, digital recording, New York City, New York, March 21, 2013. 
18 Ibid. 
19 See Peter Eisenman, “Guardiola House, Puerto de Santa Maria, Cadiz, Spain,” Architecture and Urbanism no. 220 
(January 1989): 9-10.  
20 “The interstitial, then, is the result of a process of extraction which produces a figural as opposed to a formal trope, 
and, it exists as a condition of spacing as opposed to forming, as a presence in an absence, that is between two 
conditions of figure as opposed to figure and ground.” Peter Eisenman, “Processes of the Interstitial: Notes on Zaera-
Polo’s Idea of the Machinic,” El Croquis no. 83 (1997): 32. 
21 Peter Eisenman, interview by Adrian Lo, digital recording, New York City, New York, April 1, 2013. 
22 Ibid. 
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redefinition of the terms.23 His vocabulary does not have a static permanent meaning, but blurs, 

following a poststructuralist shift of meaning, where he changes his way of using the language. The 

interstitial traces open the question of the paradoxical in Eisenman’s work. The paradox operates in his 

work and thinking in various ways, both spatially – such as the interstitial as being a condition of 

ambiguity between inside and outside – and procedurally – such as in the discrepancies of the 

process, between what is presented and what happens in reality. The paradox presented here is 

procedural as it describes the different ways of interpreting the process. The interstitial is 

simultaneously produced from a figure-figure relationship, yet not conceived of in terms of figures. 

Both these interpretations occur at the same time, as will be demonstrated, where in Eisenman’s work 

and thinking, these, like many other terms, have no fixed definition. It is this continuous redefinition 

which gives a critical dimension to his work. The inconsistencies become ‘in-consistent’ over time, 

revealing the permanent (and developing) strategies that Eisenman employs (see matrix of Eisenman’s 

keywords in chapter two). 

 

The interstitial is conceived as something dynamic, a malleable substance which can record the 

actions and forces of the transformations. The entire Guardiola project is an interstitial condition, where 

everything is a registration of the presence of absence, of the generative and manipulative processes, 

as traces and imprints. The interstitial manifests in the thickened mass which hybridises the various 

figures of the process; its matter is thicker than necessary for just plain structure or enclosure.24 In 

other words, the interstitial is the poché, the in-between space contained within the actual structure 

(figure iii). However, Eisenman argues that the interior spaces of the house are also considered poché, 

as one inhabits this (in-between) space defined by the interstitial envelope of walls and floors, such 

that both the interior spaces and the interior of the interstitial spaces are considered poché in 

Eisenman’s work – “That’s why it’s a text, it’s not stable; it’s both.”25 The Guardiola House laid the 

founding operations and understanding of the interstitial trace, that is, the trace as an interstitial 

condition, and anticipates the remainder of his projects, such that the Guardiola House, as this 

research seeks to prove, became a diagram for Eisenman‘s work and thinking.  

 

                                                            
23 See Emmanuel Petit’s discussion on Eisenman’s interest in the deconstructive ‘freeplay’ of meaning, that is, the 'in-
between-ness’, aporias, or paradoxes of meaning, in Emmanuel Petit, Irony, or, the self-critical opacity of postmodern 
architecture (New Haven: Yale University Press, 2013), 149-150. 
24 Eisenman, interview by Adrian Lo, April 1, 2013. 
25 Ibid. 
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Figure iv: Series of Eisenman’s interstitial poché seen in sectional models, from the Guardiola House to the Aronoff 
Center and the Santiago project. 
 
Following on from the Guardiola House, Eisenman investigates the trace as a means of blurring, this is 

exemplified in the texts and projects of the 1990s, such as the Aronoff Center and the Greater 

Columbus Convention Center where he blurs the distinction between binary opposites, such as 

horizontal and vertical, figure and ground, as evident in the interlocking diagram of his Nunotani 

Corporation Headquarters Building in Tokyo (1990-1992, figure ii). The Aronoff Center in Cincinnati 

(1988-1996) takes the idea of the interstitial much further, becoming one of Eisenman’s more 

sophisticated conditions of tracing and imprinting, blurring old and new, artificial existing buildings and 

natural site, where figures are superimposed to create an interstitial condition of stacking and colliding 

geometries as a development of the Guardiola House. In the Greater Columbus Convention Center 

(1990-1993) the interstitial condition manifests in the overlapping curvilinear tubes, further elaborating 

the concept of blurring (and becoming) – the dissolution of the seam or edge – creating a seamless 

transition between one state and another, which, in turn, opens onto Eisenman’s exploration of 

Deleuzian smooth and folded spaces. 

 

The interstitial trace in more recent terms is seen applied to Eisenman’s City of Culture of Galicia, 

Santiago de Compostela, in Spain (1999-), in which the ideas from his various un-built artificial 

excavation projects are rewritten with the Guardiola House diagram into a large scale project. Here, the 

ghost of the Guardiola appears in the Santiago by means of the interstitial condition, evident in the 

geometric difference between the exterior artificial landscape and the interior volumes (figure iv), which 

marks the processes of tracing and imprinting, and their notational records of overlapping the 

topographical grid, the topological surface of the mountain, the historic city grid, and the Cartesian 

grid. 

 

Hence, the Guardiola House exemplifies Eisenman’s notion of the interstitial trace as a condition of 

betweenness arising from superimposing while marking, imprinting, and recording the stages or 

iterations of a transformational process. The interstitial condition is a notation of process, and marks 
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the traces of a process, or a process in the act of becoming, whilst also being a rhetorical concept of 

betweenness and indeterminacy which evolves over the course of Eisenman’s career from notions of 

ambiguity to conditions of blurring, becoming, and folded smooth spaces. 

 

This thesis is an investigation of interstitial space through a critical reading of the Guardiola House by 

looking at the body of texts around the project, reconstructing the project by means of retracing the 

design, and examining the documentation (published and archived drawings) of the house. This thesis 

asks: what is the significance, in terms of theory, culture, and program, of this notion of the interstitial 

for the design of the Guardiola House, as well as for the development of Eisenman’s subsequent 

work? In establishing the Guardiola project as a diagram and its notion of the interstitial condition as 

being fundamental to the overall Eisenman project, both built and un-built, moreover, this research 

also questions what makes the specifics of this house particularly relevant to the discipline of 

architecture, that is, what bearing does it have on design practice today. 
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II. Guardiola as a Diagram 

The thesis proposition is that the Guardiola House, from 1988, a project that was not built, is a diagram 

of Eisenman’s work. Similarly, as Palladio’s houses have been reduced to the diagram of the nine-

square grid, and the Maison Dom-ino maybe considered Corbusier’s diagram, then this Guardiola 

diagram, as will be demonstrated, is considered Eisenman’s.26 It summarises Eisenman’s ideas, not 

just in terms of superimposition and the layering of figures, but more importantly in terms of the trace 

as a condition of interstitial space, and it is this interstitial space which this research focuses on, and it 

manifests in the thickening of mass of the walls and floors, as well as the idea of the ambiguous and 

blurred relationship between the interior and the exterior, producing effects of exteriority within an 

interior.  

 

In one sense, the Guardiola House was where Eisenman completed his search for an in-between in 

formal terms to a particular degree, which allowed him to investigate these forms and to see whether 

the language (of the interstitial) operates in non-orthogonal or non-Platonic geometries. The Greater 

Columbus Convention Center can be seen as Eisenman’s first breaking away from Platonic orthogonal 

geometries to employ curvilinear forms, which was then further elaborated in other projects, and 

culminated in the Santiago project in which he moved into the landscape, whilst keeping the grids of 

his earlier schemes. But it all started with the Guardiola House. 

 

This thesis argues that the ambiguity and betweenness that Eisenman discovered in Rowe and 

Slutzky’s transparency establishes the conceptual framework for the interstitial condition. In House III 

each geometric system (figure of the grid) remains intact and unaffected by the other, whereas in the 

Guardiola House the systems are blurred and integrated. Something emerges, something other or 

different to the conventional. If House III could be considered as an example of literal transparency (in 

Rowe and Slutzky’s terms) of the physical overlapping – superimposition – of distinct grids, where one 

cube is rotated in two dimensions and then simply extruded from plan, then the Guardiola House 

demonstrates a phenomenal transparency where the systems are made ambiguous, triggered by the 

rotation of cubes in three dimensions – a superposition or merging of geometries as constituted by the 

interstitial condition. The traces between the constituent geometric figures of the design become more 

important than the figures themselves. The interstitial traces not only record the transformations 

between figures, but produce a new merged or hybridised entity. The Guardiola starts to transform the 

                                                            
26 Anthony Vidler describes the Dom-ino as a diagram for Le Corbusier, whose ensuing villas are architectural 
elaborations of this diagram. See Anthony Vidler, “What is a Diagram anyway?,” in Peter Eisenman: Feints, 1st ed., ed. 
Silvio Cassarà (Milan: Skira, 2006), 25. 
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space between the overlapping figures, where architectural elements such as floors, walls, stairs, and 

structure, start to merge and become undefined, where everything loses part of itself (as in Derrida’s 

différance, differing and deferring of meaning), so that a wall is no longer just a wall, or a frame is no 

longer just structure, but something other.27 This is the conceptual and formal hybridity constituted by 

the Guardiola project, as a diagram of the interstitial condition.  

 

The Guardiola House is important from the point of view of design, as it becomes a constitutive theory 

or rule for Eisenman where ambiguity becomes fundamental. However, the establishment of the 

interstitial condition of the Guardiola is not a sudden turn. This is due to the fact that the Guardiola 

project is a variation of Eisenman’s early houses (literally as a variation of half of House X), and part of 

his continuous development or search for formal, spatial, and conceptual ambiguity. 

 

The Guardiola House is not only a diagram of the interstitial, but also a diagram of the spatial and 

procedural paradoxes associated with this interstitial trace. For Eisenman, the traces are what appear 

to record and index the design process, but these traces may be the result of something else, as there 

are actually other elements at play, such as his own aesthetic judgements. Thus, the traces do not 

necessarily explain the whole design process. The published set of process diagrams for the 

Guardiola House were created after the fact, rather than actually producing the project, as the actual 

project was designed on paper, which one can detect from the original drawings in the archives of the 

Canadian Centre for Architecture in Montréal. Thus, one of the procedural paradoxes operating in 

Eisenman’s work is that what appears to be a linear process is actually a nonlinear process, as even 

when he is working nonlinearily, with trial and error, with judgements based on his own expertise, there 

is still an attempt at linearising the whole process.  

 

The thesis argument is twofold; firstly, the Guardiola House is a significant diagram, not only of the 

Guardiola House, but a blueprint of Eisenman’s projects, and secondly, this particular project 

exemplifies Eisenman’s use of the trace of process as a paradoxical entity. The hypotheses apply to all 

of Eisenman, because all the projects before this lead to the Guardiola, and the projects after this are 

an explication of the Guardiola moment.  

 

                                                            
27 Jacques Derrida coins the term différance to designate the production of differing and deferring. The signifier, due to 
différance, differs and defers other signifiers so that meaning, that is, the signified, is never reached, such that concepts 
and meanings are no longer static or stable, but can be changed, see Jacques Derrida, Of Grammatology, 1st 
American ed., trans. Gayatri Chakravorty Spivak (Baltimore: Johns Hopkins University Press, 1976), 23. 
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Like Michel Foucault, via Jeremy Bentham, who made the Panopticon into an ideogram (a diagram 

which captures the idea of the internalised logic of a centralised surveillance mechanism to promote 

ideals of auto-discipline and self-restraint28), Eisenman’s ideogram of the Guardiola House captures 

his thinking in his work and research. A diagram has the ability to describe the essence of a design 

and, like a subway map, a diagram distorts the actual condition, as it is an abstraction or simplification 

of reality, leaving out particular information for better clarity regarding the specific purpose it serves.29 

The Guardiola House is an abstraction of the overall Eisenman project; it describes the essence of his 

work and thinking, that is, the Guardiola is the ‘idea’ of Eisenman, born in his imagination, and 

preferably kept “there for as long as possible because it is at its purest.”30  

 

Hence, the Guardiola project is not a literal diagram, but more of a diagram in a Deleuzian sense. For 

Gilles Deleuze, the diagram in a way specifies the relations between unformed or unorganised matter 

and unformalised or unfinalised functions, such that the diagram is an unstable or fluid condition, and 

in a constant state of becoming.31 The Guardiola is a theoretical diagram of an idea (that of the 

interstitial condition), a fluid diagram of becoming, an abstraction whereby the conditions of the in-

between and ambiguity become fundamental and constitutive to a project. In this context, the 

Guardiola is not a diagram in a conventional sense, but rather an immanence, that is, a diagrammatic 

project or idea which contains the immanent workings of Eisenman’s projects. 

 

A building can suggest multiple diagrams open to various interpretations,32 so the Guardiola House, in 

this sense, can be read in multiple ways, but itself can be configurated (reconfigurated as a new figure) 

and manifested into Eisenman’s other projects. The Guardiola diagram is Eisenman’s key drawing, “an 

expression of the author as it is of the author’s idea,”33 such that the diagram is a hermeneutic device, 

acting as an intellectual midwife to visualise and manifest complex ideas through interpretation.34 This 

notion of hermeneutic interpretation is necessary for the Guardiola’s multiple manifestations, whereby 

Eisenman, given the site, program, and other contingencies of a project, will reinterpret the Guardiola 

model or idea of interstitiality into alternative configurations (from a generic form to a specific form). 

 

                                                            
28 Petit, Irony, 190. 
29 David Dunster, “Design essence,” Architectural Review 219, no. 1307 (2006): 29, 31. 
30 Alan Phillips, “Lines of Inquiry,” Architectural Review 219, no. 1307 (2006): 72. 
31 Anthony Vidler with reference to Gilles Deleuze, “What is a Diagram anyway?,” 23-24. 
32 Douglas Graf, “Diagrams,” Perspecta no. 22 (1986): 53. 
33 Phillips, “Lines of Inquiry,” 72. 
34 Ibid., 69. 
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Figure v: Rudolf Wittkower’s diagrammatisation and reduction of Palladio’s villas (as specific forms) to an essential base 
composition or pattern (generic form). 
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III. Guardiola as a Turning Point 

Eisenman has thought and worked in series ever since his doctoral dissertation, analysing the works of 

others as a series of steps, which has undoubtedly informed his own projects. These works have been 

published based on specific projects as well as collections of ‘works’. The publications presented as 

‘works’, such as Houses of Cards, Cities of Artificial Excavation, and Blurred Zones are themselves 

individual series within the overall series of Eisenman’s career.35 There are other publications, such as 

Tracing Eisenman, which present the overall series and show the entire Eisenman serial project as one 

metaproject, where the individual series are interconnected at three different scales: the transformative 

series within a project (such as House I) is presented within the series of the arc of that period of 

Eisenman’s work (such as the early houses) which, in turn, is presented within the overall series of 

Eisenman’s works (the Eisenman project).36 What follows seeks to establish the overlooked 

significance of the Guardiola House within the overall Eisenman series. 

 

The Guardiola project is not widely published and infrequently mentioned in the writings compared to 

his other works, particularly those which have been built, such as the Wexner Center or the Santiago 

de Compostela complex. The primary and secondary texts on the Guardiola House are available in a 

variety of forms: Eisenman’s own project description which is republished with modifications across 

several publications,37 Eisenman’s own writing about the house as part of a wider discussion,38 

secondary authors’ articles on the house (which are scant and short),39 and the house being 

mentioned by secondary authors, in passing, as part of their discussions.40 The project is overlooked 

                                                            
35 See Peter Eisenman et al., Houses of Cards (New York: Oxford University Press, 1987); Peter Eisenman et al., Cities of 
artificial excavation: the work of Peter Eisenman, 1978-1988, ed. Jean-François Bédard (Montréal: Canadian Centre for 
Architecture; New York: Rizzoli International, 1994); and Peter Eisenman et al., Blurred zones: investigations of the 
interstitial: Eisenman Architects, 1988-1998 (New York: Monacelli Press, 2003).  
36 Peter Eisenman et al., Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: Thames 
and Hudson, 2006). 
37 See Peter Eisenman, “Guardiola House, Puerto de Santa Maria, Cadiz, Spain,” Architecture and Urbanism no. 220 
(January 1989): 9-10; Peter Eisenman, “Guardiola House,” in Peter Eisenman: Barfuss auf weiss glühenden Mauern = 
Barefoot on white-hot walls, ed. Peter Noever (Ostfildern-Ruit: Hatje Cantz, 2004), 100, 103; and Peter Eisenman, Peter 
Eisenman: Guardiola House = Guardiola Haus (Berlin: Aedes Galerie für Architektur und Raum, 1989), unpaginated. 
38 See Peter Eisenman, Diagram diaries (New York: Universe, 1999), 194-196; Peter Eisenman, “Separate Tricks,” in 
Chora L Works: Jacques Derrida and Peter Eisenman, ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli 
Press, 1997), 132-136; and Peter Eisenman, “Digital Scrambler: From Index to Codex,” Perspecta no. 35 (2004): 51, 
http://www.jstor.org/stable/1567341 (accessed July 14, 2010). 
39 Four short articles were found: Tim Clarke, “The man who puts windows in the floor,” Blueprint (London, England) no. 
58 (1989): 34-35; Diana Periton, “Tracing Eisenman [Guardiola House, exhibition review],” Architects’ Journal 189, no. 
20 (1989): 26-27, 29; “Guardiola House [El Puerto de Santa Maria, Cadiz, Spain],” Progressive Architecture 70, no. 1 
(1989): 78-80; Daniel Libeskind, “Space is greater than heat,” in Peter Eisenman: Guardiola House = Guardiola 
Haus (Berlin: Aedes Galerie für Architektur und Raum, 1989), unpaginated. 
40 See, for instance, Jean-François Bédard, “Introduction” to Cities of artificial excavation: the work of Peter Eisenman, 
1978-1988, ed. Jean-François Bédard (Montréal: Canadian Centre for Architecture; New York: Rizzoli International, 
1994), 16-17; and David Goldblatt, “The Dislocation of the Architectural Self,” The Journal of Aesthetics and Art Criticism 
49, no. 4 (Autumn 1991): 338-340, http://www.jstor.org/stable/431034 (accessed July 13, 2010). 
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by both Eisenman and his critics, but this does not necessarily mean that the Guardiola House is not a 

significant project, nor that it does not occupy a fundamental place within the wider architectural 

discourse. Instead it exemplifies a series of concepts based on the interstitial trace, and it is a 

culmination of Eisenman’s previous work, whilst projecting forward to his later work. The Guardiola 

House is a critical and decisive middle, whilst also being overlooked, a tension thus exists in itself 

being an important project in crisis, and consequentially it can be considered a generator or a creator 

of a fundamental paradox, disruption, crisis, or uncertainty within the genealogy of Eisenman’s work 

and the contemporary architectural discourse.  

 

While the scant texts by secondary authors on the Guardiola House do prove insightful in terms of the 

unconventionalities of the project, they do not mention the term ‘interstitial’ and its underlying 

significance, both for this concept and the project. It is only in Eisenman’s own texts that we have 

some clue to the overlooked significance of the project, as in Diagram Diaries he claims that the “Casa 

Guardiola proposed a further development of the diagrammatic trace that would eventually lead to 

ideas of interstitial and folded space.”41 In contrast, rather than the interstitial being an idea that the 

Guardiola merely looks forward to, this thesis proposes that the Guardiola House actually established 

the interstitial and folded space to which Eisenman is referring, which would be further developed in 

his subsequent projects.  

 

The interstitial condition of the Guardiola project, as Eisenman describes, is actually developed out of 

two volumes of House X. He describes the process of producing the Guardiola House from House X in 

terms of the foot in sand metaphor. Two of the volumes of House X acted like the foot, and these were 

imprinted into a displaced duplication of these same volumes which acted like the sand (or mould). 

Due to the displacement, a space was left between the imprinting volumes and the mould. Eisenman 

elaborates: 

 

The resulting space bore both traces and imprints from the volumes and the mold. This was the 

first use of an interstitial space as a trope of interiority. Here, the interstitial was no longer 

understood as the traditional idea of solid poché, but rather as a space between spaces, 

articulated only by marks, traces, and imprints of its defining conditions.42 

  

                                                            
41 Eisenman, Diagram diaries, 194. 
42 Ibid., 195-196. 
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Eisenman mentions the interstitial again in his description of his Tours Art Center and its morphing 

process of combining two different figures, where the project “began to suggest conditions of 

interstitiality like those found in Casa Guardiola.”43 He gives no further elaboration here of the 

Guardiola’s interstitiality, but has hinted that the interstitial condition is already found in the Guardiola 

moment, as opposed to merely leading to the idea of the interstitial. Moreover, in Eisenman’s key 

writings on the notion of the interstitial, such as “Processes of the Interstitial: Notes on Zaera-Polo’s 

Idea of the Machinic”44 and “Processes of the Interstitial: Spacing and the Arbitrary Text,”45 the 

Guardiola House is not mentioned. Likewise, the reverse is also true, where in Eisenman’s project 

descriptions of the Guardiola House, the term ‘interstitial’ is not used.46 This research aims to elaborate 

these comments about the interstitial Guardiola House left open by Eisenman, and seeks to establish 

a greater significance that Eisenman himself has missed. Mr. In-between appears to have missed the 

in-between – the key decisive middle of the Guardiola project. The fact that the project was not built, 

yet Eisenman continuously reiterates and develops the concept of the Guardiola’s interstitial condition 

into his other projects, suggests he was making up for what he lost. His un-built project is constantly 

being re-built (at least conceptually if not in reality) in his subsequent works. 

 

Eisenman’s Guardiola project is a transition which follows on from two consecutive phases (or series), 

each spanning about a decade. The first phase (1960s-1970s) consisted of the theorised isolated 

objects of the early houses which have little site connection, whereas the second phase (late 1970s-

1980s) consists of urban projects of campus buildings conceived for sites with existing buildings.47 

Between these two early phases of Eisenman, there were significant shifts, namely, shifts in scale and 

program, as well as drawing and representational technique, not to mention the theoretical and 

ideological shifts between Chomsky’s grammars and Derrida’s deconstruction. The Aronoff Center is 

described as being at the threshold of the third phase of computer-generated geometries.48 

 

                                                            
43 Ibid., 201. 
44 Peter Eisenman, “Processes of the Interstitial: Notes on Zaera-Polo’s Idea of the Machinic,” El Croquis no. 83 (1997): 
21-35. 
45 Peter Eisenman, “Processes of the Interstitial: Spacing and the Arbitrary Text,” in Blurred zones: investigations of the 
interstitial: Eisenman Architects, 1988-1998 (New York: Monacelli Press, 2003), 94-101. 
46 The next chapter starts with an elaboration of Eisenman’s text of the Guardiola House; Peter Eisenman, “Guardiola 
House, Puerto de Santa Maria, Cadiz, Spain,” Architecture and Urbanism no. 220 (January 1989): 9-10. 
47 Sarah Whiting, “Building inside out: Perspectives on the conspicuously inconspicuous,” in Eleven authors in search of 
a building: the Aronoff Center for Design and Art at the University of Cincinnati. A building by Eisenman Architects, ed. 
Cynthia Davidson (New York: Monacelli Press, 1996), 100; and Kurt Forster, “Rising from the land, sinking into the 
ground,” in Eleven authors in search of a building: the Aronoff Center for Design and Art at the University of Cincinnati. A 
building by Eisenman Architects, ed. Cynthia Davidson (New York: Monacelli Press, 1996), 116. 
48 Whiting, “Building inside out,” 100. 
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This thesis posits that the Guardiola House is a critical shift in Peter Eisenman’s work. This is in 

contrast to other scholars, such as K. Michael Hays and Alejandro Zaera-Polo, who argue that the 

Aronoff Center, 1988-1996 (Guardiola House was also from 1988), was a key point of inflection 

between Eisenman’s superimposed-layered grids of the Wexner Center and other artificial excavation 

projects, and his later computer-generated forms which were more complex than the earlier orthogonal 

work.49 Here, the Aronoff Center is considered the first ‘built’ turning point project at this stage, 

whereas the Guardiola House was the first ‘textual’ turning point project, which preceded the Aronoff in 

terms of ideas. Thus, the Guardiola House constitutes the real turning point where Eisenman was 

experimenting with traces and imprints in three dimensions, with more sophisticated transformations to 

achieve interstitial spaces, all of which is subsequently carried out in the Aronoff Center and other 

projects which follow. This period of Eisenman’s work is charted in the book Blurred Zones, where the 

Guardiola House is presented as the first project in this publication, followed by the Aronoff, 

suggesting a development.50 Additionally, the Guardiola House is presented as the last project of Peter 

Eisenman: Recent Works, suggesting it as an end of a period (excavation works employing traces).51 

This is the last of Eisenman’s el-shaped projects (before the els get blurred or folded in the Alteka 

Office Building, 1991). It appears Eisenman has exhausted his use of orthogonal gridded geometry 

and el-forms by this house, before moving into more non-Euclidean geometries. 

 

Eisenman’s ‘machinic’52 and serial architecture is a critique of conventional systems of architectural 

thought, where his process opens up new and alternative modes of architectural practice, such as the 

interstitial condition disturbing the idealism of the surface, producing a phenomenal ambiguity and 

continuity of the envelope while absorbing the traces and imprints of the process.53 If architecture’s 

main role is to produce space, Eisenman’s architecture, especially in the trope of the interstitial, 

attempts to produce the possibility of architectural knowledge and alternative ways of conceiving 

space.54 

                                                            
49 K. Michael Hays, “Theory after building,” in Eleven authors in search of a building: the Aronoff Center for Design and 
Art at the University of Cincinnati. A building by Eisenman Architects, ed. Cynthia Davidson (New York: Monacelli Press, 
1996), 24; and Alejandro Zaera-Polo, “The making of the machine: Powerless control as a critical strategy,” in Eleven 
authors in search of a building: the Aronoff Center for Design and Art at the University of Cincinnati. A building by 
Eisenman Architects, ed. Cynthia Davidson (New York: Monacelli Press, 1996), 31. 
50 See Peter Eisenman et al., Blurred zones: investigations of the interstitial: Eisenman Architects, 1988-1998 (New York: 
Monacelli Press, 2003). 
51 See Peter Eisenman: recente projecten = recent projects, ed. Arie Graafland (Nijmegen: SUN, 1989). 
52 The notion of ‘machinic’ is used with reference to Gilles Deleuze and Félix Guattari’s use of the term (via Michel 
Foucault) as an independent ensemble or assemblage of interrelations and components, simultaneously autopoietic 
and self-productive like a system without input nor output. Félix Guattari, “On Machines,” in Complexity: 
Architecture/Art/Philosophy, ed. Andrew Benjamin, trans. Vivian Constantinopoulos (London: Academy Editions, 1995), 
9. 
53 Zaera-Polo, “The making of the machine,” 35. 
54 Ibid., 36. 
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Thomas Leeser, a senior associate who worked with Eisenman on the project, reaffirms the Guardiola 

House as being a key step for Eisenman’s work and thinking. In the IBA “project there’s no elevational 

shift. You get the shift in plan, but you don’t get it in elevation at all.”55 The plan shift in IBA Social 

Housing, as with other schemes in the Cities of Artificial Excavation, was then introduced in the 

elevational shift in the Guardiola which is, in turn, seen in the Aronoff and Santiago projects. This 

notion of a turning point is reaffirmed by Jean-François Bédard, who mentions that Eisenman identified 

the Guardiola House as a turning point which explored his previous two-dimensional interpenetration 

of forms in three dimensions.56 Eisenman reiterates how it was only in the Guardiola House that both 

traces and imprints were attempted in the vertical, compared to the horizontal experiments of tracing 

found in the artificial excavations.57 The next chapter of this thesis aims to explore this tracing in 

multiple dimensions, and further elaborate on these remarks of why the Guardiola is such a turning 

point.  

 

Eisenman’s projects evolve and transform throughout his various series, yet, the notions of ambiguity, 

in-between readings, the positive void of the trace, and the interstitial, are constant throughout. 

Eisenman’s play on the notions of ambiguity and betweenness develops, progresses, yet transforms 

and changes throughout his work, from his early houses with the bi-valent and ambiguous readings of 

architectural signs, to his Cities of Artificial Excavation projects where the betweenness is now seen as 

a betweenness of different grids and figures of the site, superimposed over each other, to the 

interstitial as a record of tracing and imprinting processes, typified in his Guardiola House, through to 

the projects which follow employing betweenness conditions of blurring and becoming, to finally 

folding and rewriting of the index.  

                                                            
55 Leeser, interview by Adrian Lo, April 2, 2013. 
56 Bédard, “Introduction” to Cities of artificial excavation, 16-17. 
57 Eisenman, “Digital Scrambler,” 51. 
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IV.	Methodology: Looking through the Guardiola Kaleidoscopic Lens 

The thesis investigation is in three parts, corresponding to the three sections of the thesis: 1) 

qualitative, empirical, and theoretical analyses of the Guardiola House, its texts, diagrams, drawings, 

and other material; 2) historical and theoretical mapping or coding of the Guardiola project and its key 

ideas into the rest of Eisenman’s projects; and 3) critical identification and interpretation of how 

paradoxes and inconsistencies operate in Eisenman’s work, the Guardiola House, and the interstitial 

trace.  

 

The first chapter on ‘Tracing the Guardiola’s Interstitial Condition’ seeks to explore what is meant by 

the trace, the chora, and the interstitial in the Guardiola House by analysing the texts on this project, 

associated philosophical writings, and architectural precedents. This is followed by an analysis of the 

context of this house leading to a discussion of why the project remains un-built. Then, by means of a 

graphical investigation of the Guardiola’s transformational processes and presentation drawings, this 

research aims to investigate the specifics of the making (poïesis) of the project through the same 

tracing and imprinting procedures as the design. This chapter aims to explicate the dual process of 

the Guardiola House – what will be referred to as a ‘fictional’ and a ‘real’ process of designing. This 

seeks to reveal how apparent fictional linear traces and imprints are manifested into the interstitial 

condition of the house, and how these processes compare to the nonlinear reality of designing with 

pen on paper. The fictionally ‘linear’ process will be juxtaposed with an analysis of the real ‘nonlinear’ 

evolution of the project by comparing the published drawings to a set of archived drawings for the 

Guardiola House, establishing an approximate chronology of the different steps – a genesis of what 

happens.  

 

The second chapter on ‘The Eisenman Project: Re-tracing the Guardiola’ seeks to provide an 

interpretation of the Guardiola House’s role in Eisenman’s work by analysing, mapping, or editing the 

Guardiola project into the other projects. This will re-trace the development towards the interstitial 

condition in projects before the Guardiola House, and how this condition is manifested into the 

subsequent projects. The analysis begins with a discussion of how Eisenman’s thinking of the 

Guardiola-interstitial-trace began from his textual and diagrammatic analyses of significant architects, 

and how this idea – as well as an idea of process, here termed as the ‘Guardiola idea-process’ – runs 

through to his houses, as a search for the in-between in formal operations and in the topological el-

form, to the in-between superimposed figures of his artificial excavations, and to the blurred and folded 

projects of his later work. 
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The investigation will elaborate the network or matrix of ideas from which and to which Eisenman 

draws and refers, centering on the Guardiola House. From Rowe and Wittkower, to Chomsky, Derrida, 

Krauss, Deleuze, and Guattari, a matrix of ideas will develop through a collage of texts explicating the 

sources and influences, as well as the various manifestations of the Guardiola House, that is, 

Eisenman’s work before and after. This analysis aims to reestablish Eisenman’s line of work as a 

development of one idea, which transforms and evolves, that of the ‘Guardiola idea-process’, and will 

discuss this in relation to various metaphoric modes of interpretation, whereby the Guardiola House 

(as an idea, a process, and a diagram of the interstitial) will be conceived of as a genealogic-

metaphorical lens to observe and edit the other projects. These metaphors reiterate the anagrammatic 

nature of Eisenman’s reworking of the ‘Guardiola idea-process’, but manifested in different sites and 

programs. Thus, the Guardiola is posited as simulacra, as a differing and deferring chain, and as a 

Cheshire Cat which is constantly appearing and disappearing in Eisenman’s work and thinking. 

 

Eisenman’s tracing is not necessarily linear and logical, but rather it is post-factual, a narrative of 

tracing a design process after the nonlinear process has taken place. The third chapter on ‘The 

Paradox of the Trace’ seeks to elaborate on the fiction and reality of Eisenman’s design processes by 

highlighting how the trace is paradoxical in his work, not only in the flattening or blurring of space and 

time in the process of tracing, but the very intention of tracing has been made paradoxical, as it tells, 

not a story, of how the architect designed an object, but it tells of the mixing and interweaving of 

authorial-decision and machinic-arbitrariness involved in finding this story. Eisenman’s fiction is to 

idealise and linearise the illogicalities of a real design process, such that his design process can be 

considered a ‘perfect fiction’. This apparent paradox between the dual processes of designing is 

explicated in terms of a comparison to the thought experiment of Schrödinger’s Cat, where 

Eisenman’s fictional and real processes are likened to the live and dead states of a cat in a box with an 

unstable gas. The Schrödinger’s Cat provides an interpretation of the interstitial trace as being 

simultaneously alive and dead in the works of Eisenman. In the elaboration of the tensions occurring in 

Eisenman’s work, this chapter will argue how its various inconsistencies are actually ‘in-consistent’, 

and how the paradoxes are productive in various ways for Eisenman’s work. 

 

Two recurring and underlying methodological themes of this thesis are the notions of genealogy and 

metaphor. Both are at work in the three parts of the investigation; the first section is a genealogical 

analysis of the Guardiola House’s text, site, program, and the dual processes of a fictional narrative 

and a real design process, while the next section employs the Guardiola diagram as a metaphoric lens 
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to genealogically edit Eisenman’s work, and the last section seeks to better understand the internal 

inconsistencies, paradoxes, and aporias within the genealogy of the Eisenman-Guardiola-trace by 

referring to the metaphor of Schrödinger’s Cat. 

 

“Genealogy, as an analysis of descent, is thus situated within the articulation of the body and history," 

58 writes Foucault, and “[i]ts task is to expose a body,”59 that is, in this thesis, the body of Eisenman’s 

work and its implications on contemporary architecture. Genealogy, as Foucault explains, in order for it 

“to follow the complex course of descent is to maintain passing events in their proper dispersion; it is 

to identify the accidents, the minute deviations.”60 Yet, genealogy simultaneously discovers the 

reversals, the errors, the false appraisals,61 as well as the problems, the symptoms, and the various 

aporias which arise.62 This genealogical assessment of Eisenman’s work, and particularly the 

Guardiola House, is also a discovery of its multiple heterogeneous possibilities. Genealogy is an 

identification of the “conditions of possibility,”63 seeking the “conditions of emergence”64 or the 

“context of emergence.”65 Giorgio Agamben, quoting Foucault, states that genealogy “opposes itself 

to the search for ‘origins,’”66 and instead it explicates “the moment of arising,”67 emergence 

(Entstehung),68 descent (Herkunft),69 and “the non-place of the origin.”70 Following these conditions, 

the research will analyse the Guardiola House within the body and history of Eisenman’s work, and 

identify the multiple conditions of possibilities and emergence (or reemergence) of the ‘Guardiola idea-

process’. 

 

                                                            
58 Michel Foucault, “Nietzsche, Genealogy, History,” in The essential Foucault: selections from essential works of 
Foucault, 1954-1984, rev. ed., ed. Paul Rabinow and Nikolas Rose, amended trans., original trans. Donald F. Brouchard 
and Sherry Simon (New York: New Press, 2003), 357. 
59 Ibid. 
60 Ibid., 355. 
61 Ibid. 
62 See Piret’s discussion on the Lacanian sinthom and the psycho-analytical symptom being an expression of 
unconscious conflict, in Bertrand Piret, “From Freudian Symptoms to Lacanian Sinthom,” trans. Mosito Lelimo, Words 
without borders, http://www.psf-en.com/spip.php?article19 (accessed November 10, 2010); and Derrida’s description 
of the notion of aporia as a difficulty or non-passage, in Jacques Derrida, Aporias: dying--awaiting (one another at) the 
“limits of truth” (mourir--s’attendre aux “limites de la vérité”), trans. Thomas Dutoit (Stanford, Calif.: Stanford University 
Press, 1993), 8. 
63 Rudi Visker with reference to Michel Foucault, in Rudi Visker, Michel Foucault: genealogy as critique, trans. Chris 
Turner (London; New York: Verso, 1995), 39. 
64 Visker, Michel Foucault: genealogy as critique, 61. 
65 Ibid., 59. 
66 Michel Foucault, “Nietzche, Genealogy, History,” in Aesthetics, Method, and Epistemolooy, trans. Robert Hurley (New 
York: New Press, 1998), 370, quoted in Giorgio Agamben, The Signature of All Things: On Method, trans. Luca D’Isanto 
with Kevin Attell (New York: Zone Books, 2009), 83. 
67 Foucault, “Nietzsche, Genealogy, History,” 357; and Agamben, The Signature of All Things, 84. 
68 Foucault, “Nietzsche, Genealogy, History,” 357; and Agamben, The Signature of All Things, 84. 
69 Foucault, “Nietzsche, Genealogy, History,” 355; and Agamben, The Signature of All Things, 84. 
70 Agamben, The Signature of All Things, 84. 
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In order to provide a genealogical interpretation to Eisenman’s ‘Guardiola idea-process’, a series of 

metaphors will be employed to compare and situate the Guardiola House’s position within Eisenman’s 

works, whilst offering new lenses to redefine the project and its significance. While the issue of a 

‘genealogical’ metaphor will be the basis of analyses in the chapter on the Eisenman Project, one such 

metaphor will be introduced here to establish the notion of the Guardiola House as an optical or 

observational device: a kaleidoscope where the images transform from a set of contents or 

components, where one looks through the looking glass of the Casa Guardiola as a Casa (House of) 

Observation, as a visual aid, a tool to observe architecture. 

 

Not only is the Guardiola House a means of guarding or observing the sea – as a “Guard House” – 

which was one of the key ideas of this house, where the glass floor is designed to see the sea in a 

particular way, but the house is also a means of guarding, or to put it better, looking, seeing, or 

observing Eisenman’s work (figures vi-vii). In other words, the concept of observation not only pertains 

to the Guardiola House as a house about looking at the sea, but also as a lens, that is, a kaleidoscopic 

lens to observe the multitude or the sea of Eisenman’s projects.  

 

The Casa Guardiola as a tool or device for observation can be seen in a coincidental play on the 

names/terms between Guardiola House and Guard House. The Spanish garita71 means a watchtower; 

however, the Italian garitta72 refers specifically to a sentry box, and the implication is that both the 

Guardiola House and the garitta act as a box from which to guard or to observe. Not only is a typical 

garitta a box or a similar rectilinear volume, but it is also located on the top of a cliff or otherwise on a 

steeply sloping site, simulating Eisenman’s guard house even more. What is most significant here is 

not only its formal-contextual comparison, but its conceptual-modal comparison: namely, they act as 

observational devices, or are objects of observation. The phrase ‘objects of observation’ is ambiguous 

as it simultaneously refers to an ‘object’ as both the ‘thing’ to be ‘looked at’, that is, observed, as well 

as the ‘thing’ to be ‘looked through’, that is, observation, as in the difference between looking at an 

optical device or looking through an optical device, such as a kaleidoscope, or a telescope, 

microscope, spectacles, or a magnifying glass. 

 
  

                                                            
71 “garita,” English translation, Bab.La Spanish-English dictionary, http://en.bab.la/dictionary/spanish-english/garita, 
(accessed September 3, 2010).  
72 “garitta,” WordReference.com, Dizionario Italiano-Ingles, http://www.wordreference.com/iten/garitta (accessed August 
30, 2010). 
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Figure vi: This early conceptual sketch of the house is titled “Guard House” like a guard tower perched on a hill, 
acknowledging both the name of the client (Guardiola) and the idea of seeing or observing (guarding) the sea, which 
was an underpinning concept for the house and the glass floor. 
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Figure vii: Guardiola as kaleidoscopic observational device, looking through the Guardiola House to see the sea of 
Eisenman’s multitude of projects. 
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To take the comparison further and to explicate a multiplicity of readings, the observational device of 

the kaleidoscope is one where we are always looking at the same set of contents, but each time it is 

viewed (after being rotated or shaken), the configuration changes, transforms, and shifts. Such is also 

the condition of the Guardiola House, where the same set of aspects, ideas, texts, diagrams, spatial-

formal potentials, and especially the manifestation of the interstitial trace, are being reiterated, 

repeated, yet transformed and seen differently throughout Eisenman’s work (figure vii).  

 

At the same time, the Casa Guardiola is a means of ‘looking out’, as in a telescope, and a device for 

‘looking in’, as in a microscope. Understanding Eisenman’s guard house, that is, the Casa Guardiola 

as a multi-observational device like a telescope-microscope-kaleidoscope, which simultaneously 

exists between the ‘looking in-and-out’ and the ‘looking-but-changing/transforming’ operations, 

permits the interpretation of the Casa Guardiola, and the associated interstitial condition, as a project 

which looks in-and-out of Eisenman’s work, whilst also being something which changes and 

transforms throughout his career. Eisenman’s series of works, starting with his Houses of Cards, is 

marked by a critical shift of his House of Guards; whether the Casa Guardiola is an end to a series, or 

the beginning of another series, or something beyond the series, nevertheless runs throughout the 

series.73 

 
 

                                                            
73 For a further discussion of Eisenman working in series, see Sandra Kaji-O’Grady, “Architectural Serialism,” 
Architectural Theory Review: Journal of the Department of Architecture, The University of Sydney 3, no. 2 (1998): 21. 
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1.1	Guardiola Text: Project Description 

This chapter attempts to analyse the various qualitative and empirical aspects of the Guardiola House, 

followed by a theoretical interpretation of the project comparing its published and archived schemes. It 

will begin with a textual analysis of the project description for the Guardiola House, leading to a 

discussion of the project’s relation to House X which acted as an initial text. This is followed by a 

discussion of the site, program, and colour/materiality of the project, offering insight missing from 

current scholarship. In order to appreciate the spatial, procedural, and theoretical underpinnings of the 

interstitial condition that this house first establishes in Eisenman’s work, precedent studies regarding 

the notions of the interstitial and the index will elaborate on the reconstructed design process of the 

house as per the published drawings. This reconstruction will then be compared to the actual 

development of the project as per the archived drawings, which aims to reveal significant aspects 

about the design of the house. 

 

How has Eisenman described his own project? What are the key ideas of the Guardiola House from 

his point of view, and to whose ideas has he referred? Eisenman’s own text for the Guardiola House, 

that is, his project description, is found in various publications, and sometimes with slight variations, 

but for the following textual analyses, his description published in the January 1989 issue of 

Architecture and Urbanism will be used, as this seems closest to the project’s commission period in 

1988.1 A copy of this text is also found in the archives for the Guardiola House at the Canadian Centre 

for Architecture (CCA). This text for the project description also appears to be a condensed version of 

another text by Eisenman, called “Separate Tricks,”2 of which certain parts will be referred to in order to 

elaborate the discussion here. The following discussion will be divided into four sections according to 

the four paragraphs of the description. 

 

Paragraph 1: 

An idea of place, or topos, has always been central to man’s relationship to his environment. 

This design for a house researches the meaning of place, and how it has been affected by a 

changing understanding of the world. Since the time of the Romans, when the crossing of the 

cardo and the decumanus marked the topos of the Roman encampment, man has been 

                                                            
1 Peter Eisenman, “Guardiola House, Puerto de Santa Maria, Cadiz, Spain,” Architecture and Urbanism no. 220 (January 
1989): 9-10; see also, for instance, Peter Eisenman, “Guardiola House,” in Peter Eisenman: Barfuss auf weiss glühenden 
Mauern = Barefoot on white-hot walls, ed. Peter Noever (Ostfildern-Ruit: Hatje Cantz, 2004), 100, 103; and Peter 
Eisenman, Peter Eisenman: Guardiola House = Guardiola Haus (Berlin: Aedes Galerie für Architektur und Raum, 1989), 
unpaginated. 
2 Peter Eisenman, “Separate Tricks,” in Chora L Works: Jacques Derrida and Peter Eisenman, ed. Jeffrey Kipnis and 
Thomas Leeser (New York: Monacelli Press, 1997), 132-136, written in 1989. 
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defining place as the mark – whether a cross or a square, a clearing in the forest or a bridge 

over a river – of his struggle to overcome nature. Today two things have happened to bring the 

traditional forms of place-making into question. First, technology has overwhelmed nature – 

the automobile and the airplane, with their potential for unlimited accessibility, have made the 

rational grids and radial patterns of the nineteenth century obsolete; second, modern thought 

has found “unreasonableness” within traditional reason, and logic has been seen to contain 

the illogical. These challenges to order had been repressed by traditional reason, but in man’s 

new condition, these ideas can no longer be repressed. In architecture this is seen in the 

questioning of whether man’s marking of his conquest of nature is still significant, and further, 

in the acknowledgement that place (topos) has always contained “no place” (atopia). With this 

breakdown of the traditional forms of place has come a concurrent breakdown of the 

traditional categories of figure/ground and frame/object.3 

 

Eisenman introduces the Guardiola House project as a questioning of the idea of place or topos, and 

its potential to be marked or made. This marking of place develops to the marking of traces and 

imprints as notational devices within the placelessness of the Guardiola place. This notion of making 

or marking place drives Eisenman’s search for a making of a place between, by means of clearing or 

spacing. Man’s definition of place by an act of clearing can be read in terms of Heidegger’s notion of 

“Clearing-away (Räumen),”4 where space is released in this clearing-away.5 For Heidegger, making 

room (Einräumen) admits something in a twofold manner: granting and arranging, giving and 

assembling.6 Eisenman explains, “Jacques Derrida first suggested the term spacing in reference to 

writing.… ‘the spacing of another kind of writing.’ The term espacement is distinguished from 

Heidegger’s use of the term as a gathering; for Derrida, it is more of a distancing.”7 Heidegger’s 

clearing-away becomes for Eisenman a form of removal or subtraction, manifested in the imprinting 

process of the Guardiola, where el-cubes are duplicated and spaced apart (translated, displaced), 

and subtracted. The results of the removal (clearing) process forms the ‘interstitial condition’ which is a 

term Eisenman uses to post-rationalise the project.8 

 

                                                            
3 Eisenman, “Guardiola House, Puerto de Santa Maria, Cadiz, Spain,” 9. 
4 Martin Heidegger, “Art and Space,” trans. Charles H. Seibert, 5, pdfLibrary, WordPress, 
http://pdflibrary.files.wordpress.com/2008/02/art-and-space.pdf (accessed June 12, 2012). 
5 Ibid. 
6 Ibid., 6. 
7 Peter Eisenman, “Processes of the Interstitial: Spacing and the Arbitrary Text,” in Blurred zones: investigations of the 
interstitial: Eisenman Architects, 1988-1998 (New York: Monacelli Press, 2003), 100. 
8 See Peter Eisenman, Diagram diaries (New York: Universe, 1999), 194. 
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Eisenman defines the interstitial as “the space of difference between the exterior and the interior and 

the space of difference that is also within the interior.”9 This ‘space of difference’, as this thesis poses, 

is a ‘space of différance’, following Derrida’s notion of difference and deferral, where meaning (of the 

various conventional oppositions in architecture) is ultimately undecidable. In the first paragraph of the 

Guardiola House’s description, Eisenman suggests the possible breaking down of dialectic 

oppositions such as technology/nature, unreasonableness/reason, logic/illogical, place (topos)/no 

place (atopia), figure/ground, frame/object; such is the deconstructionist invasion – différance – of one 

term within its opposite term.10 This Eisenman sought to achieve by means of granting and arranging 

(imprinting and tracing) through the process of spacing or clearing, which manifests into the interstitial 

condition. Andrew Benjamin, author of “Opening the Interstitial: Eisenman’s Space of Difference,” 

elaborates that the interstitial is a space of difference which operates by undoing conventional binary 

oppositions in architecture, whereby terms such as interior/exterior, old/new, void, and surface, can be 

rethought as they start to operate in different ways.11  

 

Eisenman writes that the interstitial is “an affective difference from its condition as an articulated 

presence between two spaces.”12 The interstitial, as described by Benjamin, is an in-between condition 

or ‘spacing’ as well as a “consequence of a particular process.”13 This process of spacing produces 

the interstitial as an embodied figure, “as an absent presence within an absence (a kind of double 

absence).”14 For Eisenman, spacing as a design process opposes to what he refers to as a traditional 

forming process, whereby spaces are produced by the presences of enclosing walls, floors, and 

roofs.15 This traditional process of design can be described as an ‘on/off’ procedure in which one has 

to choose between the alternatives of solid or void, figure or ground.16 Eisenman’s notion of spacing 

attempts to operate against this on/off mode of thinking and instead seeks to operate in a way in 

which the two opposing conditions are potentially embedded within one another; hence, destabilising 

                                                            
9 Peter Eisenman, “Blurred Zones: The Time of the Vertical Plane,” lecture given at AIT Berlin, quoted in Andrew 
Benjamin, “Opening the Interstitial: Eisenman’s Space of Difference,” in Blurred zones: investigations of the interstitial: 
Eisenman Architects, 1988-1998 (New York: Monacelli Press, 2003), 309. 
10 The Guardiola House, 1988, was of the same year as the Deconstructivist Architecture exhibition organised by Philip 
Johnson and Mark Wigley. Sanford Kwinter describes Eisenman as a structuralist, attentive to oppositional logic; see 
Sanford Kwinter, “Can one go beyond Piranesi? (Liner notes for a building revisited),” in Eleven authors in search of a 
building: the Aronoff Center for Design and Art at the University of Cincinnati. A building by Eisenman Architects, ed. 
Cynthia Davidson (New York: Monacelli Press, 1996), 157. 
11 Benjamin, “Opening the Interstitial,” 310. 
12 Eisenman, “Processes of the Interstitial: Spacing and the Arbitrary Text,” 100. 
13 Benjamin, “Opening the Interstitial,” 308. 
14 Peter Eisenman, “Zones of Undecidability I The Interstitial Figure: The Church for the Year 2000,” in Blurred zones: 
investigations of the interstitial: Eisenman Architects, 1988-1998 (New York: Monacelli Press, 2003), 259. 
15 Eisenman, “Processes of the Interstitial: Spacing and the Arbitrary Text,” 95. 
16 Ibid. 
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and re-conceiving the dialectic.17 He sought to question the dialectical relationship between figure and 

ground by attempting to produce figures without ground, “of spacing as opposed to forming.”18 The 

new object produced from spacing is “neither figure nor ground but rather could be considered 

interstitial – figure as ground.”19 This leads to Eisenman suggesting that the interstitial condition is a 

result of a process of spacing within, what he calls, a ‘figure/figure relationship’: 

 

Spacing, as opposed to forming, begins to suggest a possible figure/figure, as opposed to 

figure/ground, relationship, which in turn suggests a new possibility for the interstitial. Spacing 

produces a displaced condition of the interstitial. The interstitial could be a void within a void, 

an overlapping within space of space, creating a density in space not given by the forming of a 

container with a profile…. It is space conceived of as a matrix of forces. It is affective in that it 

displaces previous forms conceived of the interstitial.20 

 

The interstitial is a condition of spacing, that is, a process of spacing, of “the becoming unmotivated of 

formed object presences,”21 a “space in a perpetual state of becoming.”22 Eisenman describes the 

interstitial condition as dynamic, that is, one of movement as opposed to stasis.23 The interstitial 

interval becomes this new dynamic figural condition that passes through contours and dissipates into 

the material structure, and is no longer something that merely wraps around a contour or defines a 

profile, but re-conceptualises the relationship between inside and outside.24  

 
 
 
 
 
 
 
 
 
 
 
 
 

                                                            
17 Ibid. 
18 Peter Eisenman, “A Conversation with Peter Eisenman,” El Croquis no. 83 (1997): 20. 
19 Eisenman, “Zones of Undecidability I The Interstitial Figure,” 260. 
20 Eisenman, “Processes of the Interstitial: Spacing and the Arbitrary Text,” 100. 
21 Ibid., 95. 
22 Ibid., 96. 
23 Peter Eisenman, “Processes of the Interstitial: Notes on Zaera-Polo’s Idea of the Machinic,” El Croquis no. 83 (1997): 
33. 
24 Ibid. 
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Figure 1.1: Physical model of Eisenman’s Guardiola House. 
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Paragraph 2: 

Since classical times there has been an other definition of place which suggested such a 

simultaneity of two traditionally contradictory states. This is found in Plato’s Timaeus in the 

definition of the receptacle (chora) as something between place and object, between container 

and contained. For Plato, the receptacle is like the sand on the beach: it is not an object or a 

place, but merely the record of the movement of water, which leaves traces of high tide lines 

and scores imprints – erosions – with each successive wave receding to the water. Much as 

the foot leaves its imprint in the sand and the sand remains as a trace on the foot, each of 

these residues and actions are outside of any rational or natural order; they are both and 

neither.25 

 

From the outset, Eisenman is interested in an ‘other’ definition of place. This other condition of place, 

or third condition, that is neither place nor nonplace, Eisenman finds in Plato’s (via Derrida’s) notion of 

chora. Plato’s receptacle and chora came timely in this project, not only do they follow from Eisenman-

Derrida’s La Villette project of 1987 where these ideas first arise, but also the fact that the Guardiola 

House is situated by a beach, as Eisenman mentions in the text, where the sand on the beach records 

the movement of the tides. This thesis argues that the receptacle’s record of movement of water on 

sand is what informs the interstitial recording seen in the building. Eisenman states, 

 

The diagrams of Casa Guardiola elaborated the work of trace and imprint begun at La 

Villette.… Casa Guardiola proposed a further development of the diagrammatic trace that 

would eventually lead to ideas of interstitial and folded space. The house suggested two 

distinctions: first, between geometry and the tropes of architecture; and second, between 

tropes which are manifest by the fullness of presence and what could be called a between 

condition that was neither full presence nor total absence. In the La Villette project, absences 

were marked as imprints; again, an object was pushed into a mold, and when it was taken 

away, it left an imprint in the mold. In Casa Guardiola the idea of trace was introduced, which 

was seen as conceptually different from an imprint. The difference was similar to what 

happens when you put your foot in sand on the beach. The foot makes an imprint in the sand, 

but when the foot is lifted up, sand crystals remain on the toe, instep, and heel of the foot – not 

                                                            
25 Eisenman, “Guardiola House, Puerto de Santa Maria, Cadiz, Spain,” 9-10. 
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in any kind of formed way but as a fragmentary trace of the step imprint. The trace is the 

random condition of the sand displaced by the foot which remains on the foot.26 

 

Whereas the idea of a figure/figure relationship produced from a palimpsest or layers of 

superimpositions were employed in many of Eisenman’s previous projects, especially his Cities of 

Artificial Excavation, the La Villette project was the first to distinguish between mere layering and tracing 

and imprinting, and it is the Guardiola House which first executes this distinction in three dimensions.27 

Eisenman argued that the idea of chora developed a new condition into the relationship between 

figuration and abstraction, as the previous projects dealt with figure/figure relationships primarily in 

plan, that is, in horizontal two dimensions, the vertical third dimension was achieved with simple 

extrusions, such that the sections did little justice to the more complex plans.28 The chora proved to be 

a pivotal idea for Eisenman’s introduction of tracing and imprinting in the third dimension (vertically 

and in section),29 as he reiterates, “in the case of the Guardiola House (1988) were both imprints and 

traces attempted in section.”30 

 

As the structuralist oppositions or dialectical pairs Eisenman refers to in this paragraph are 

place/object, container/contained, and natural/rational, his metaphorical interpretation of the chora as 

sand or similar substance starts to engage in the breaking down of these dialectics of contradictory 

states, particularly in the tracing and imprinting processes which re-conceptualises the notion of a 

container and what is contained within, constituting an ambiguity between outside and inside. 

 

It is in the notion of the chora that Eisenman crosses the boundary between the disciplines of 

architecture and philosophy, and enters a zone of conflict with Derrida’s (via Plato’s) conception, 

exploring the potential of spatially and theoretically ambiguous concepts as architectural design 

methodologies. The movement from a theoretical discourse to architectural practice may not be simply 

an object-based or figurative means of correspondence, or a demonstration or re-elaboration of 

theory. It is a complex matter to move a concept from one discourse to another, but could Eisenman’s 

interpretation of the chora be a means of entering into another communicative medium, that is, 

architecture as communication, where the making and thinking opens up alternative means of 

discussion, methodology, and production? By experimenting with various notions of the trace, such as 

                                                            
26 Eisenman, Diagram diaries, 194-195. 
27 Eisenman, “Separate Tricks,” 134. 
28 Ibid. 
29 Ibid. 
30 Peter Eisenman, “Digital Scrambler: From Index to Codex,” Perspecta no. 35 (2004): 51, 
http://www.jstor.org/stable/1567341 (accessed July 14, 2010). 
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the absent presence, chora, and the interstitial, within architecture, Eisenman moves between various 

fields, including geometry, materiality, and spatial pragmatics. 

 

Etymologically, the chora or chorus derives from the Greek term khoros, meaning a band of dancers 

and singers, or a dance within a ring or enclosure.31 Eisenman’s choreographed design process (his 

transformational geometrical dance), of copying and tracing the el-forms of the Guardiola House thus 

becomes a ritual, a methodical translating and copying of objects, recorded in the dancing ground of 

the house itself. This dance is notated in the process diagrams commonly published with the project 

(figure 1.29). For Eisenman, the notion of the chora not only helped to justify his theoretical 

(philosophical) approach to architectural thinking, such that it is a means for him to expand and modify 

the terms of architectural discourse, but it was also a way to re-think architectural design processes, 

and how spaces can be conceived or re-conceived. The chora opened and enabled Eisenman to 

understand and translate his previous two-dimensional attempts of tracing and imprinting from figure-

figure relationships into three dimensions. What follows is a discussion of the potentiality of chora, and 

the contradictions or paradoxes of its representation. 

 

In Plato’s dualistic cosmology, as described in the Timaeus, our sensible world is a copy or 

representation of eternal beings. As Derrida explains, “we have two kinds of being: the eidos, which is 

eternal and unchanging, and the becoming world, the sensible. Two kinds of being, one the copy of 

the other.”32 However, there exists a third element or third kind which “is neither the eternal eidos nor 

its sensible copy, but the place in which all those types are inscribed – the chora.”33 Derrida says chora 

“means the place, the unique place or interval or space, in which each copy had been inscribed 

forming the cosmos, the arrangement, the composition of the world,”34 where “the chora is space, 

spacing.”35 Moreover, he claims that this “chora is neither sensible nor intelligible, it is a third 

something which does not belong to being…. it is place, but place is nothing.”36 

 

Giorgio Agamben elaborates that the chora or khôra (place/nonplace) is the term that Plato gives to 

matter (fundamentally relating space to matter) and is located between the imperceptible (ideas) and 

                                                            
31 Walter W. Skeat, An etymological dictionary of the English language, 2nd ed. (Oxford: Clarendon Press, 1888), 108. 
32 Jacques Derrida, “Transcript One,” New York, September 17, 1985, in Chora L Works: Jacques Derrida and Peter 
Eisenman, ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), 9. 
33 Ibid. 
34 Jacques Derrida, “Transcript Seven,” New York, October 27, 1987, in Chora L Works: Jacques Derrida and Peter 
Eisenman, ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), 108. 
35 Ibid. 
36 Jacques Derrida, “Transcript Four,” New York, April 3, 1986, in Chora L Works: Jacques Derrida and Peter Eisenman, 
ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), 70. 
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the perceptible (that which is sensible), such that the khôra is paradoxically neither perceptible nor 

imperceptible.37 Agamben adds, “Khôra is thus the perception of an imperception, the sensation of an 

anaisthésis, a pure taking-place (in which truly nothing takes place other than place).”38 This notion of 

the chora works well with Derrida’s concepts of différance, the trace, the undecidability of meaning, 

and other aporias, such that place, as an idea, has been deconstructed by the opposite excluded 

trace of nonplace, which invades place itself, exceeding both place and presence, where the dialectic 

of place and nonplace is made ambiguous. He notes, “The trace is nothing, it is not an entity, it 

exceeds the question What is? and contingently makes it possible.”39 For Derrida, the chora is likewise 

not an entity and exceeds presence. 

 

Agamben situates Derrida’s notion of the chora-trace in terms of Aristotle’s potentiality. Aristotle, in De 

Anima, writes, “Now matter is potentiality, and form is actuality, and this in two ways, one that in which 

knowledge, the other that in which contemplation, is actuality.”40 Agamben elaborates, “The trace is 

nothing other than the most rigorous attempt to reconsider – against the primacy of actuality and form 

– the Aristotelian paradox of potentiality, the gesture of the scribe who dips his pen in thought and 

writes solely with his potentiality (not to write).”41 The trace of writing ‘without presence or absence’ is 

not a form, nor a passage from ideas to sensibility, that is, from potentiality to actuality, “rather, it is a 

potentiality that is capable and that experiences itself, a writing tablet that suffers not the impression of 

a form but the imprint of its own passivity, its own formlessness.”42 Potentiality is a pure matter, a trace 

of its own formlessness, a formless form, that is, “the trace is the passion of thought and matter; far 

from being the inert substratum of a form, it is, on the contrary, the result of a process of 

materialization.”43  

 

  

                                                            
37 Giorgio Agamben, “Pardes: The Writing of Potentiality,” in Potentialities: collected essays in philosophy, ed. and trans. 
Daniel Heller-Roazen (Stanford, California: Stanford University Press, 1999), 218. 
38 Ibid. 
39 Jacques Derrida, Of Grammatology, 1st American ed., trans. Gayatri Chakravorty Spivak (Baltimore: Johns Hopkins 
University Press, 1976), 75. 
40 Aristotle, De Anima = On the Soul, 412a, trans. Hugh Lawson-Tancred (Harmondsworth, Middlesex, England; New 
York, N.Y., U.S.A.: Penguin Books, 1986), 156. 
41 Agamben, “Pardes: The Writing of Potentiality,” 216. 
42 Ibid. 
43 Ibid., 218. 
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The perceptibly imperceptible mark or trace of the chora “is neither ‘sensible’ nor ‘intelligible,’ [and] 

belongs to a ‘third genus’”44 such that “the chora exceeds the polarity.”45 Paradoxically, Eisenman 

attempts to make sensible “[t]he presence of the absence of chora,”46 as he states, “our project [for La 

Villette] is the attempt to bring into figuration an idea of chora.”47 Yet Derrida reiterates that the chora 

“is that ‘something’ which is not a thing,”48 as Renato Rizzi reaffirms, “Chora is a place that exists in 

one’s thinking. It’s definable, yet indefinable; empty, then full – quite a paradox.”49 

 

Regarding the non-representational capacities of chora, Derrida states, “chora cannot be represented 

in any form, in any architecture. That is why it should not give place to an architecture.… What is 

interesting is that the non-representable space could give the receiver, the visitor, the possibility of 

thinking about architecture.”50 Derrida speaks of the paradox of representing “an architecture of 

representation, of chora.”51 Eisenman employs the notion of the imprint as a kind of chora, as a “mark 

of the erasure,”52 where one can only indirectly perceive the object, as he states that in “the chora idea 

of the imprint: you can only have access to the imprint, not to the real object – there is no ‘real’ 

object.”53 However, for Derrida, 

  

chora is not architecture. Chora has nothing to do with architecture. Chora is itself, but there is 

no ‘itself’ in chora. Chora is not something, that would be identical with itself. It is not a being, 

not a character, not a person…. Chora is nothing, but not nothing in the sense of the void, it is 

not a void…. it is not something, it is not a thing. So to that extent you cannot say that chora is 

architecture or a new space for architecture.54 

 

                                                            
44 Jacques Derrida, “Chora,” in Chora L Works: Jacques Derrida and Peter Eisenman, ed. Jeffrey Kipnis and Thomas 
Leeser, trans. Ian McCloud (New York: Monacelli Press, 1997), 15. 
45 Ibid., 16. 
46 Peter Eisenman, “Transcript One,” New York, September 17, 1985, in Chora L Works: Jacques Derrida and Peter 
Eisenman, ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), 10. 
47 Ibid., 12. 
48 Derrida, “Chora,” 18. 
49 Renato Rizzi, “Transcript Two,” Paris, November 8, 1985, in Chora L Works: Jacques Derrida and Peter Eisenman, ed. 
Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), 35. 
50 Jacques Derrida, “Transcript Two,” Paris, November 8, 1985, in Chora L Works: Jacques Derrida and Peter Eisenman, 
ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), 35. 
51 Ibid. 
52 Peter Eisenman, “Transcript Two,” Paris, November 8, 1985, in Chora L Works: Jacques Derrida and Peter Eisenman, 
ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), 36. 
53 Peter Eisenman, “Transcript Six,” New York, January 10, 1987, in Chora L Works: Jacques Derrida and Peter 
Eisenman, ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), 91. 
54 Derrida, “Transcript Seven,” 109. 
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The metaphorical figure of the chora in Plato’s Timaeus is both unformed and formless, something 

which is not a thing55 and is described as “a mother, a nurse, a receptacle, a bearer of imprints 

[imprint-bearer] or of gold.”56 Like a womb, the chora receives, it is a receptacle. Derrida reiterates that 

the chora herself “‘is’ nothing other than the sum or the process of what has just been inscribed ‘on’ 

her.”57 In the transcripts between Derrida and Eisenman, Derrida notes, “It [chora] is a place without 

space, before space and time. The Demiurge, looking at the Ideas, copies them and inscribes those 

copies into chora, thus making the world. Plato says that chora is unthinkable, that it can only be 

conceived of as if in a dream.”58 

 
  

                                                            
55 Derrida, “Chora,” 18. 
56 Ibid., 16. 
57 Ibid., 19. 
58 Jacques Derrida, “Transcript Six,” New York, January 10, 1987, in Chora L Works: Jacques Derrida and Peter 
Eisenman, ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), 91. 
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Figure 1.2: Physical model of the Guardiola House. 
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Although the chora cannot be represented, Benjamin explains that the chora nevertheless has a 

“potentially productive potential”59 which is characterised by movement and process.60 Eisenman’s 

interpretation of the chora is essentially productive and analogical; he is concerned with the potentiality 

and productivity of the concept in a design, as a problematic absence which “creates the possibility of 

another conception of presence.”61 Benjamin writes, “In Derrida’s Khora his opening concern is the 

productive potential of a space without space; a place without an automatic and thus autonomous 

site, i.e. the site of khora. Its importance concerns its effect on what is produced and thus the overall 

estimation of that production.”62 

 

This productivity Eisenman finds in the metaphor of the receptacle. Derrida states that the 

“[r]eceptacle is a metaphor: it is a container in which the traces form and are inscribed.”63 This is 

where Eisenman treats the chora as some malleable concept and refers to the Casa Guardiola as a 

kind of receptacle which can receive imprints: “the material of the receptacle can be thought of as 

some malleable, putty-like substance. The receptacle, conceptually, is then a construction that has the 

potential constantly to change its shape as well as to change the shape of another object, without 

being material itself.”64 This Eisenman illustrates metaphorically with a description of a foot in sand, in 

which the two entities have a reciprocal effect on one another, changing its own shape and the shape 

of another, where figure and ground are affecting each other. 

 

The Guardiola House is this receptacle project, which consists of the oscillation or reverberation 

between figural L-volumes “that causes them to react to one another,”65 where the “lost presence is 

then recorded in a series of traces.”66 The formal process of the Guardiola House constructs “traces 

that reveal the condition of the imprint as the intersection of the two figural elements”67; thus leading to 

the condition of interstitial space, which is neither positive nor negative. The chora produces “a 

condition of imprinting by being the negative of itself in itself. ‘It’ is neither the positive nor the negative, 

yet at the same time both,”68 so that the receptacle is a negative shape or form, “which is not there 

                                                            
59 Andrew Benjamin, Architectural philosophy: repetition, function, alterity (London; New Brunswick, N.J.: Athlone Press, 
2000), 15. 
60 Ibid., 16. 
61 Ibid., 19. 
62 Ibid., 139. 
63 Derrida, “Transcript Four,” 70. 
64 Eisenman, “Separate Tricks,” 134. 
65 Ibid. 
66 Ibid. 
67 Ibid., 135. 
68 Jeffrey Kipnis, “Transcript Six,” New York, January 10, 1987, in Chora L Works: Jacques Derrida and Peter Eisenman, 
ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), 92. 
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except as a trace.”69 Though this term ‘trace’ was much employed after the Eisenman-Derrida 

exchange, Eisenman had the idea of the trace before Derrida, though not yet as a trace, but as a 

positive void, in his search for ambiguous formal conditions in architecture.70  

 

Eisenman understands the void not as a negative, but rather as a positive condition. The void is to be 

understood not just as where there is no matter, that is, the absence of material, but as something 

figural – a trace of something absent. His investigation of the positive void predates the notion of the 

trace. Eisenman’s search for the in-between develops over his career, as traces, indices, chora, and 

the interstitial, which are all a reiteration of the same concept, manifested in his projects and 

particularly exemplified in his project for the Guardiola House. The notion of the trace has always been 

there, as a core idea inherent in Eisenman’s work. His first use of the term ‘trace’ was with his project 

for House X (1975), where the plan was a series of traces, produced by his process of decomposition. 

The traces in terms of solids and voids were used as reciprocal marking devices or relational notations 

of presence recording the history of the process,71 such that Eisenman’s first artificial excavations 

project of Cannaregio (1978), employs the trace to mark the absences of former presences.72 

 

Eisenman claims that he differs from Derrida’s use of the ‘trace’ in stating, “Trace … is used differently 

from Jacques Derrida’s use of the term to suggest the absence of a transcendental signified, a thing 

that comes before all other signifiers. Here [regarding his own work and that of Terragni’s] it is used to 

suggest the marking of an absence of a stable or fixed relationship to a single set of primary and thus 

transcendental forms.”73 However, Derrida’s trace also refers to how every term is invaded by a ‘trace’ 

of its excluded opposite, so that presence is defined in terms of absence (as not absent). When 

Derrida says, “There is nothing outside of the text,”74 it is because everything is already included and 

reflected in the text, so that things external to the text are already inside and co-implicated, as traces. 

The context co-defines the text. ‘Context’ in terms of architecture will necessarily need to be 

distinguished between its more general use as the site, surroundings, or ‘outside’, and in terms of the 

                                                            
69 Thomas Leeser, “Transcript Five,” New Haven, April 21, 1986, in Chora L Works: Jacques Derrida and Peter Eisenman, 
ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), 77. 
70 The notion of the trace is explicated by Derrida in his Of Grammatology (originally published in French in 1967 and in 
English in 1976) and Writing and difference (originally published in French in 1967 and in English in 1978). Eisenman 
first uses the term trace in 1975 for House X. 
71 Peter Eisenman, “Transformations, Decompositions and Critiques: House X,” in House X (New York: Rizzoli, 1982), 
70. 
72 Peter Eisenman, “Cannaregio: Three Texts for Venice,” in Cities of artificial excavation: the work of Peter Eisenman, 
1978-1988, ed. Jean-François Bédard (Montréal: Canadian Centre for Architecture; New York: Rizzoli International, 
1994), 47. 
73 Peter Eisenman, Giuseppe Terragni: transformations, decompositions, critiques (New York: Monacelli Press, 2003), 29 
n *. 
74 Derrida, Of Grammatology, 158. 
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discipline of architecture, such that the ‘context’ of architecture is ‘internal’ to culture, history, and 

society. Contrary to Eisenman’s stated difference to Derrida’s differential trace, he, in fact, analogously 

employs the deconstructive approach in his own work and analyses, using traces to redefine the 

context of architectural thought and practices. This is evident in the Guardiola House where the 

physical manifestations of the interstitial traces and imprints redefine architectural conventions 

(questioning the signifier-signified relationships) such as walls and floors (interstitial imprints become 

slanted walls and floors), and structure (floating red frames as signs of structure). 

 

In his early projects Eisenman worked with Chomsky’s transformational grammars which permitted 

architecture to be understood as a means of communication (as a language) and as a system of 

transformations (as a process). In shifting from Chomsky’s grammar to Derrida’s différance and chora, 

there has been a move from structuralism to poststructuralism, where an incompatibility ensues. 

Eisenman here, as noted by Charles Jencks, was “always on the lookout for linguistic and 

philosophical justifications for architecture.”75 Eisenman changes masks, changing his mind to affirm 

and justify architecture with different modes of thought, alternating discourses to expand the terms of 

architecture and its processes. In Eisenman’s work, a tension exists between architectural textualism, 

that is, the exploration of architecture, in the design of space and tectonics, and philosophical 

textualism, that is, the aspects of communication and speculation inherent in philosophy. This is 

evident in the Eisenman-Derrida correspondence exemplified in their Choral Work, and in the letters 

between the two.76 There exists a symptomatic divergence between the theorising of architecture and 

the application of philosophy. The Eisenman-Derrida exchange may be a demonstration of where 

doing philosophy breaks down, typified in the misinterpretations or misreadings of misreadings of their 

dialogue.77  

 

To highlight the communication breakdowns and the misreadings between the architect and 

philosopher, one has to look to Jeffrey Kipnis’ article “Twisting the Separatrix,” where he mentions that 

throughout the meetings between Derrida and Eisenman, Derrida “reluctantly defers to Eisenman on 

                                                            
75 Charles Jencks, “Deconstruction: the pleasures of absence,” Architectural Design 58, no. 3-4 (1988): 17. 
76 See the various transcripts between Eisenman, Derrida, and others in Chora L Works: Jacques Derrida and Peter 
Eisenman, ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), as well as the letters between 
Eisenman and Derrida, such as, Jacques Derrida, “Letter to Peter Eisenman,” October 12, 1989, in Chora L Works: 
Jacques Derrida and Peter Eisenman, ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), 161-
165; and Peter Eisenman, “Post/El Cards: A Reply to Jacques Derrida,” in Chora L Works: Jacques Derrida and Peter 
Eisenman, ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), 187-189. 
77 Eisenman, “Transcript One,” 7. See also Kipnis’ discussion on the tensions and conflicts, as well as the misreadings 
and misinterpretations between Eisenman and Derrida, in Jeffrey Kipnis, “Twisting the Separatrix,” in Chora L Works: 
Jacques Derrida and Peter Eisenman, ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), 137-
160. 
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every aspect of the design process,”78 whereas Eisenman “ignores his collaborator.”79 Within 

Eisenman’s architectural textualism, a paradox arises in an architectural textual translation of chora. 

The notion of chora is inscribed into Derrida’s “list of undecidables,”80 and as Kipnis writes, “one 

cannot get to, achieve, expose, define, determine or reveal chora.”81 Yet Eisenman intended to 

translate it into an architectural con-text, as traces and imprints in projects such as La Villette and the 

Guardiola House. However, is Eisenman translating chora or just employing chora as a ‘new word’ for 

architecture? Eisenman, in the transcripts, admits, “If anything, I misinterpret your [Derrida’s] work as 

an unconscious protection. Jeff would have been happier had I operated less unconsciously in our 

relationship.”82 It is questionable whether there is any obligation on any architect’s part to correctly 

understand what they read, and especially if Eisenman came close to anything like a philosophical 

understanding of what Derrida was writing.83 

 

However, Eisenman has also stated that “I have probably misread Derrida’s work, but misreading is in 

the end a way of creating, and it is through misreading that I succeed in living in reality and that I am 

able to work with it.”84 This suggests Eisenman is concerned with the productive potential of concepts, 

such as chora, and even in misreading Derrida and his concepts; it permits creativity and production. 

As mentioned, Eisenman was first infected by Derrida’s/Plato’s notion of the chora since the La Villette 

project of 1987. It makes sense that the Guardiola House (1988) picks up on this, and becomes a 

post-rationalisation of La Villette’s attempt at ‘getting to’ the chora, which was limited due to simple 

extrusions from a more sophisticated two-dimensional plan. Yet the chora is inaccessible, one does 

not simply ‘get to’ the chora. It is not even (re)presentable. Eisenman appears to be paradoxically 

translating the untranslatable chora, presenting that which is not even presentable. What he has 

achieved, however, is an architectural production, that of the interstitial condition, which allows one to 

conceptualise the inaccessible chora. The chora allowed for a mode of production and spatial 

conception, that of tracing and imprinting, giving and receiving, constituting the (foot in sand) 

‘receptacle-like’ interstitial condition.  

 

                                                            
78 Kipnis, “Twisting the Separatrix,” 140. 
79 Ibid., 140-141. 
80 Ibid., 152. 
81 Ibid., 151. 
82 Eisenman, “Transcript Six,” 92. 
83 Jeffrey Kipnis, interview by Adrian Lo, digital recording, Columbus, Ohio, March 23, 2013. 
84 Peter Eisenman quoted in Andrew Benjamin, “Eisenman and the housing of tradition,” Oxford Art Journal 12, no. 1 
(1989): 53 n *, http://pao.chadwyck.co.uk.ezproxy.auckland.ac.nz/PDF/1352964888993.pdf (accessed November 15, 
2012). 
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Eisenman reiterates the potentiality of conceiving the chora as a sand-like substance: “chora is like the 

sand on the beach,”85 a record of movement, such as tides on a beach, or a foot in the sand, leaving 

an impression (imprint) in the sand, but also a residue (trace) of this sand on the foot. For Eisenman, 

the chora can be understood as a three-dimensional notation and recording, such that the chora is like 

a malleable plastic potentiality or substance like sand. Eisenman purposely misinterprets (translates) 

the chora as his ‘foot in sand’ analogy, as an illustration to produce traces and imprints (this will be 

further elaborated in section 1.7).86 Eisenman misreads Derrida’s notion of chora, as Derrida himself 

reiterates that chora is not architecture, not an object, not even a thing, and would prefer that ashes 

embody the notion of a trace which erases itself totally in its presentation, such that it is a form of 

writing under erasure.87 

 

The notions of deliberate misinterpretations and translations deserve elaboration. Eisenman states that 

he does not apply Derrida’s work to architecture, where his “work has nothing to do with 

deconstruction per se,”88 and that Derrida’s work is more like a stimulus for him, rather than a doctrine 

for application.89 Although Eisenman claims he does not apply Derrida’s ideas, this thesis 

demonstrates that Eisenman’s ideas and processes become particularly more Derridean (influenced 

by notions of the trace, absence and presence, chora, différance, and associated concepts such as 

the supplement) around the period of his artificial excavations, culminating in the Guardiola project. 

Whereas Derrida deconstructs philosophical texts, Eisenman probes the possibility of ‘deconstructing 

architectural texts’ in conceiving buildings as discourses. Mark Wigley, who has written extensively on 

this matter of deconstruction between architecture and philosophy asks, “How then to translate 

deconstruction in architectural discourse?”90 and “Can deconstruction survive architecture?”91 Wigley 

describes how architecture can be understood as a material representation or application of 

deconstruction (from idea/theory to material form/practice).92 However, is Eisenman’s work simply an 

architectural translation or material (re)presentation of an abstract idea, such as the trace, différance, 

or chora? The operation of translation, for Eisenman, has multiple manifestations, firstly, the translation 

of theory into practice (such as Chomsky’s grammars and Derrida’s/Plato’s chora) and secondly, the 

more literal translation of forms and geometries in space (spatial translations, interpenetrations of 

                                                            
85 Eisenman, “Separate Tricks,” 134. 
86 Tim Adams, “The Eisenman-Deleuze Fold” (BArch Thesis, University of Auckland, 1994), 71, 103-104. 
87 Ibid., 103-104. 
88 Eisenman, “Transcript Six,” 92. 
89 Ibid. 
90 Mark Wigley, “The Translation of Architecture, the Production of Babel,” in Architecture theory since 1968, ed. K. 
Michael Hays (Cambridge, Mass.: The MIT Press, 1998), 660. 
91 Ibid. 
92 Ibid. 
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figures). The following will demonstrate how Eisenman does not merely give theoretical concepts 

physical manifestations, but employs architectural theory to both produce and justify his designs.  

 

The translation of deconstruction (into architecture) is also the production of deconstruction,93 as 

Derrida describes the essential link between deconstruction and translation: “the question of 

deconstruction is also through and through the question of translation, and of the language of 

concepts.”94 This productive translation occupies both the architectural-spatial and philosophical-

communicative discourses, happening not between the texts of these discourses, but as something 

that reorganises both, so that there is a mutual two-way “architectural translation of philosophy and a 

philosophical translation of architecture,”95 whereby in the translation, philosophy is represented and 

produced as architecture.96 

 

However, as Andrew Benjamin asserts, the stakes between the discourses of philosophy and 

architecture are different, as the former is primarily textual whereas the latter has a specific material 

presence.97 The text, in translation, survives; it neither lives nor dies, and is rewritten as “a continual 

capacity for reinterpretation, rereading, and redeployment.”98 For Walter Benjamin, translation is an 

infinite form of survival, of continuous life, of ‘living on’.99 

 

                                                            
93 Ibid., 662. 
94 Jacques Derrida, “Letter to a Japanese Friend,” in Derrida and Différance, ed. David Wood and Robert Bernasconi, 
trans. David Wood and Andrew Benjamin (Warwick: Parousia Press, 1985), 1, University of Kent at Canterbury – CSAC 
(The Centre for Social Anthropology and Computing) Ethnographics Gallery, 
http://lucy.ukc.ac.uk/Simulate/Derrida_deconstruction.html (accessed June 30, 2010). 
95 Wigley, “The Translation of Architecture,” 662. 
96 Ibid., 665. Following Andrew Benjamin’s line of argument, deconstruction is not simply an application of Derrida’s 
ideas into architecture, but a means of ‘reiteration within architecture’, here, conceived as an ‘autonomous discourse’ 
that questions the dominant traditions operating within it. Deconstruction, regarding its translation and production in 
architecture, is a displacement and a problematising of the architectural discourse, distancing and affirming, reiterating 
and refusing its traditions and principles, see Andrew Benjamin, “Passing through Deconstruction: Architecture and the 
Project of Autonomy,” in Critical architecture, ed. Jane Rendell et al. (London; New York: Routledge, 2007), 44-45. 
According to Benjamin, there are two approaches to translating deconstruction in architecture, one is Gehry’s aesthetic 
approach, and the other is Eisenman’s critical reading with formal possibilities, see Andrew Benjamin, “Passing through 
Deconstruction,” 43-46. 
97 Andrew Benjamin, “Passing through Deconstruction,” 41. 
98 Andrew Benjamin, Translation and the nature of philosophy: a new theory of words (London; New York: Routledge, 
1989), 5; see also Wigley, “The Translation of Architecture,” 661. 
99 Walter Benjamin, “The Task of the Translator,” in Illuminations: Essays and Reflections, 1st ed., ed. Hannah Arendt, 
trans. Harry Zohn (New York: Schocken Books, 2007), 71; Emmanuelle Ertel, “Derrida on Translation and his 
(Mis)reception in America,” Trahir Deuxième année (September 2011): 10, http://www.revuetrahir.net/2011-2/trahir-ertel-
derrida.pdf (accessed July 16, 2014); and Jacques Derrida, “What Is a ‘Relevant’ Translation?,” trans. Lawrence Venuti, 
Critical Inquiry 27, no. 2 (Winter, 2001): 199, http://www.jstor.org/stable/1344247 (accessed July 16, 2014). 
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Translation is conventionally understood “as an unmediated exchange of signs,”100 as an act of 

communication, a negotiation towards the aim of understanding.101 Both interpretation and translation 

aim to point to an original or referent (object) of interpretation.102 Walter Benjamin states that “a 

translation issues from the original – not so much from its life as from its afterlife.”103 He distinguishes 

between the “intention and object of intention,”104 and states that “[t]he task of the translator consists 

in finding that intended effect [Intention] upon the language into which he is translating which 

produces in it the echo of the original.”105 

 

In the act of translation, the original is abused and transformed,106 so that in the survival of the literary 

work in translation, the original itself undergoes a change.107 Following the logic of the essential 

supplement, the original is not a whole or a unity; instead it is corrupted or incomplete, such that it 

requires translation to cover over what it lacks.108 For Derrida, translation describes a paradoxical and 

supplementary relation (addition and substitution) between the original and its translation; the 

translation seeks to fend for a lack, that is, the original’s lack of translation (it demands for translation), 

such that he admits this lack and tries to make the lack functional.109 As Derrida asserts, translation is 

paradoxically necessary and impossible, as nothing is translatable, yet also nothing is 

untranslatable.110  

 

The change and survival of the original in translation Derrida interprets as a means of extending, 

growing, enlarging, and thereby completing the original (which lacked translation).111 He claims that 

translation, as opposed to a mere act of communication, is in fact neither reception nor representation 

(as image or copy).112 Translation is here conceived like a tangent, an extension (of language) which 

                                                            
100 Andrew Benjamin, Translation and the nature of philosophy, 6. 
101 Ibid., 37. 
102 Ibid., 161. 
103 Walter Benjamin, “The Task of the Translator,” 71. 
104 Ibid., 74. 
105 Ibid., 76. 
106 Wigley, “The Translation of Architecture,” 661. 
107 Andrew Benjamin, Translation and the nature of philosophy, 91. 
108 Wigley, “The Translation of Architecture,” 661. 
109 Arka Chattopadhyay, “Jacques Derrida and the Paradox of Translation: ‘You must go on. I can’t go on. I will go on,’” 
Academia.edu, 
https://www.academia.edu/589470/Jacques_Derrida_and_the_Paradox_of_Translation_You_must_go_on._I_cant_go_o
n._I_will_go_on._ (accessed July 16, 2014). 
110 Derrida, “What Is a ‘Relevant’ Translation?,” 178, 183. There is always an untranslatable remainder, an untranslatable 
supplement, as Wigley states, “Deconstruction is concerned with the untranslatable, the remainder that belongs neither 
to the original nor to the translation, but nevertheless resides within both.” Wigley, “The Translation of Architecture,” 671. 
111 Jacques Derrida, “Des Tours de Babel,” in Difference in translation, ed. and trans. Joseph F. Graham (Ithaca: Cornell 
University Press, 1985), 188-189. 
112 Ibid., 180. 
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touches a circle in a fleeting manner and only at a single infinitely small point.113 Derrida asserts that 

translation does not copy, reproduce, represent, nor render the meaning of the original literary work, 

except at this point of contact, whereby translation transforms the original as a moment of growth.114 

Translation is hence a form of reviviscence and regeneration of the original, producing each other at 

the border of the same limit, which, in turn, changes them both, a kind of linguistic supplementarity, 

where one language completes another, by giving it what it lacks – an emergent crossing, 

development, and growth of languages.115 Translation is hence understood as tangential, and 

Eisenman’s reading of Derrida is a deliberate ‘tangential’ misreading whereby the chora is not merely 

reproduced or represented (as it cannot be produced or presented), but it extends and emerges in an 

architectural context as traces and imprints. 

 

The term ‘translation’ names both a plurality of activities and a plurality of potentially conflicting 

significations.116 ‘Translation’ is an ambiguous term, with regards to language, it can be taken simply to 

mean a way of understanding, but with regards to architecture, it could be part of a process, that is, a 

way of doing something. In this case, Eisenman is translating as a means of doing something – a 

poïesis – a mode of making or production, that is, his translation (and misreading) of Derrida is a 

production of chora, trace, etc., in architectural design, as opposed to a mere linguistic translation as a 

means of understanding or the transmission of information. Architecture is not just a translation of 

ideas, but a reinterpretation, a way of doing things, so that Eisenman’s concept of translation is not 

just linguistic, but spatial. The chora, as analogously interpreted by Eisenman in the Guardiola House, 

attempts to physically manifest the design process, yet problematise spatial experiences – as a space 

of difference (différance), allowing one to rethink the possibilities of architectural design, that is, how 

walls, floors, windows, and structure are to be conceived. 

 
 
 
 

                                                            
113 Ibid., 189. 
114 Ibid., 188, 190. 
115 Ibid., 191, 202. 
116 Andrew Benjamin, Translation and the nature of philosophy, 35. 
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Figure 1.3: Structural model of the Guardiola House. 
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Paragraph 3: 

This house can be seen then, as the manifestation of a receptacle where the traces of logic 

and irrationality are intrinsic components of the object/place; the arabesque. It exists between 

the natural and the rational, between logic and chaos. It breaks the notion of figure/frame, 

because it is figure and frame simultaneously. Its tangential L-shapes penetrate three planes, 

always interweaving. These fluctuating readings resonate in the material of this house, which, 

unlike a traditional structure of outside and inside, neither contains nor is contained. It is as if it 

were constructed of a substance which constantly changes shape – formed by imprints left in 

it and traces of material removed by the pattern. These traces are recorded in two linear 

frames of steel grids which mark an other position of the structure, before the interweaving. 

Then, the imprinted forms, which record movements of the pattern, are no longer either frame 

or object. Finally, the pattern appears again in the surface of two of the quadrants in the form 

of glazed and unglazed tiles, and the remaining quadrants are treated with a coral and white 

stucco surface to reiterate the duality of the reading. The house is neither an expressionist 

work nor one of mechanical precision. It rather has the qualities of a controlled accident, of a 

line once put down which cannot be erased, but in whose linearity is the density of 

unpredictable reverberations.117 

 

Eisenman hints at the notion of an interstitial matter, like clay, sand, or other mouldable matter, which 

is a ‘substance which constantly changes shape’, formed by the traces and imprints. It is here that the 

notion of chora can be equated to the condition of the interstitial, as the chora is the womb of space, a 

nurse, or interstitial matter receiving imprints and traces. The interstitial envelope of the Guardiola 

House can be described similarly to the notion of the chora, it receives all things, it is a receptacle, it is 

a matrix for everything (itself literally a double matrix of orthogonal and rotated geometries), and it is 

changed and diversified by the things that enter (water and sand, exterior/interior forces, etc.). Like the 

chora, the interstitial matter takes impressions (imprints) from copies (of the el-forms). Perhaps the 

chora also influenced the material of the coral and white stucco as specified for the Guardiola-choral 

work. 

 

Eisenman’s oxymoron of a ‘controlled accident’ where a line once drawn cannot be erased is most 

paradoxical, as his drawing (or tracing) is full of erasures and blurring. For Eisenman, the controlled 

indeterminacy is inherent in his productive misreading of the chora, as unpredictable reverberations, 

                                                            
117 Eisenman, “Guardiola House, Puerto de Santa Maria, Cadiz, Spain,” 10. 
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recorded in the event space of the house.118 Eisenman’s ‘unpredictable reverberations’ is another 

paradox, that is, the interweaving processes of the el-forms are accidental and unpredictable, yet the 

question remains of how Eisenman makes these unpredictable accidents controllable. Paradoxically, 

Eisenman, the author, attempts to control the parameters, logic, or rules of a process that generates 

‘authorless’ random events.119 

 

Eisenman’s Guardiola House, produced by the traces and imprints from his controlled accident, as 

Tim Adams describes, is a manifestation of the sand-like chora of superimpositions or intersections in 

the form of a non-structural ‘arabesque’ steel frame floating within the reinforced concrete house.120 

This is partially true, as the sand-like chora is primarily manifested in the interstitial envelope of the 

house (as seen in plan and section) as a thickened structure enclosing the spaces whilst capturing or 

recording the orthogonal and rotational geometric forces of the process. Thus, the interstitial-chora 

condition is manifested in both the non-structural red frames (figure 1.4) which mark the intersections 

of the superimposed volumes as a materialisation of the overlapped geometries, as well as in the walls 

and floors. 

 

The binary oppositions that Eisenman employs in this paragraph involve the simultaneity of 

logic/chaos, expressionist/mechanist, and natural/rational in the breakdown of figure/frame, 

outside/inside, contains/contained, and frame/object denoted by glazed/unglazed tiles. The 

breakdown of the figure and frame dialectic can be suggested to be a case of Derrida’s différance and 

supplementarity in Eisenman’s work. Within Derrida’s series of undecidables, the frame is a 

supplementary parergon. Derrida, in The Truth in Painting, speaks of the frame as parergon, related to 

the Kantian notion of Einfassung (‘framing’)121 and that the Parergon is both, paradoxically, “the integral 

part and the detachable part.”122 

 
  

                                                            
118 Adams, “The Eisenman-Deleuze Fold,” 87. 
119 Ibid. 
120 Ibid., 101. 
121 Jonathan Culler, On deconstruction: theory and criticism after structuralism (Ithaca, N.Y.: Cornell University Press, 
1982), 195. 
122 Jacques Derrida, The truth in painting, trans. Geoff Bennington and Ian McLeod (Chicago: University of Chicago 
Press, 1987), 59. 
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Figure 1.4: Axonometric drawings of traces and imprints of the Guardiola House; center drawing identifies the non-
structural intersecting frames. 
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Derrida describes the parergon as a “supplement outside the work,”123 a “frame, of the limit between 

inside and outside.”124 Jonathan Culler elaborates, “The logic of the parergon is … quite similar to the 

logic of the supplement, in which the marginal becomes central by virtue of its very marginality.”125 The 

relation between a frame and what it frames is a relation of différance, the frame differs and defers 

what it frames, such that framing can be considered as a frame-up, establishing the process of 

framing as unavoidable, where the supplement (what is secondary) is paradoxically essential 

(primary).126 In Derrida’s own words, “[the] supplement, [is] another name for differance.”127 He 

elaborates, “The supplement adds itself, it is a surplus, a plenitude enriching another plenitude, the 

fullest measure of presence…. But the supplement supplements. It adds only to replace.… As 

substitute.”128 

 

Thus, this paradoxical or “aporetic supplement”129 is both a surplus or addition and a substitute or 

replacement, as the notion of adding a supplement indicates that something is not complete, and 

necessarily requires an addition; such is the relation between speech and writing, where writing is a 

supplement to spoken language.130 As Culler describes, “The supplement is an inessential extra, 

added to something complete in itself, but the supplement is added in order to complete, to 

compensate for a lack in what was supposed to be complete in itself.”131 The supplement is 

simultaneously inessential yet necessarily compensative, such that “the supplement is presented as 

exterior, foreign to the ‘essential’ nature of that to which it is added or in which it is substituted.”132 

Derrida speaks of a chain of supplements,133 like the endless chain of differing and deferring 

movements of différance: “The supplement is maddening because it is neither presence nor 

absence.”134  

 

The notion of the supplement very much describes the trace employed by Eisenman, as a differential 

network of traces endlessly referring to something else, of différance differed-and-deferred.135 The 

                                                            
123 Ibid., 55. 
124 Ibid. 
125 Culler, On deconstruction, 195. 
126 Ibid., 196-197. 
127 Derrida, Of Grammatology, 150. 
128 Ibid., 144-145. 
129 Jacques Derrida, Aporias: dying--awaiting (one another at) the “limits of truth” (mourir--s’attendre aux “limites de la 
vérité”), trans. Thomas Dutoit (Stanford, Calif.: Stanford University Press, 1993), 67. 
130 Culler, On deconstruction, 102. 
131 Ibid., 103. 
132 Ibid. 
133 Derrida, Of Grammatology, 152. 
134 Ibid., 154. 
135 Peter Eisenman with reference to Jacques Derrida, “Architecture as a Second Language: The Texts of Between,” in 
Eisenman inside out: selected writings, 1963-1988 (New Haven, CT: Yale University Press, 2004), 227. 
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supplementary trace, as an absent presence, constitutes the notion of the index, that is, a record of a 

process, a deferred presence. The traces of the frames within the Guardiola House are supplementary 

architectural elements as they are not load-bearing, yet they are essential to Eisenman’s narrative of 

traces as these frames index and notate a step within the process, marking the absence of presence 

of intersecting volumes. 

 

Eisenman usually presents his projects as a series of diagrams, as a narrative of the design process. 

He invents, according to Stan Allen, a series of morphological fictions or narratives explaining the 

formal operations from start to end, whereby the traces of the process are registered, imprinted, or 

inscribed onto the object as indexical signs.136 Allen also recognises Eisenman’s interpretation and 

theorisation of architecture as a text or writing, which permits an act of reading the traces of a design 

process. He describes the object (for Eisenman) has to be conceived as being composed of a soft 

material, like wet clay or sand, and thereby confirming Eisenman’s idea of a sand-like chora, which is 

intended to register the traces and imprints of his various transformative operations.137 This imprinting 

of indexical signs in which the steps or traces of the design process are somehow embedded into the 

resulting object is what allows Eisenman to speak of his architecture like writing, designing by 

inscribing, which presumes the viewer has the ability to read or decode the traces in reconstructing the 

narrative of the design procedures.138 

 

Eisenman in “The End of the Classical: the End of the Beginning, the End of the End” describes the 

possibility “of architecture as ‘writing’ as opposed to architecture as image. What is being ‘written’ is 

not the object itself – its mass and volume – but the act of massing.”139 Eisenman elaborates, 

 

This idea gives a metaphoric body to the act of architecture. It then signals its reading through 

an other system of signs, called traces. Traces are not to be read literally, since they have no 

other value than to signal the idea that there is a reading event and that reading should take 

place; trace signals the idea to read. Thus a trace is a partial or fragmentary sign; it has no 

objecthood. It signifies an action that is in process. In this sense a trace is not a simulation of 

reality; it is a dissimulation because it reveals itself as distinct from its former reality. It does not 

                                                            
136 Stan Allen, “Trace Elements,” in Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: 
Thames and Hudson, 2006), 60. 
137 Ibid. 
138 Ibid. 
139 Peter Eisenman, “The End of the Classical: the End of the Beginning, the End of the End,” Perspecta no. 21 (1984): 
171, http://www.jstor.org/stable/1567087 (accessed October 25, 2010). 
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simulate the real, but represents and records the action inherent in a former or future reality, 

which has a value no more or less real than the trace itself.140 

 

For Eisenman, the trace is not concerned with the representation of previous traditions or uses of 

architecture, but rather the trace is concerned with the act of marking, that is, the figuration or 

becoming, of its own internal design processes; hence, “the trace is the record of motivation, the 

record of an action, not an image of another object-origin.”141 This trace as a record of action is seen in 

the Guardiola project’s transformational process demonstrated in section 1.7. 

 

The trace and imprint are both means of notation, and Eisenman employs notation as a design 

technique, not just to aid in a potential understanding of a project (process), but to achieve a textual 

quality in the project. With reference to La Villette, “[i]t is not important that anybody understands this 

scheme,”142 as Eisenman states, as the significance of the notations is that they permit the project to 

be seen as a text.143 As ever since his early projects, such as the Houses of Cards,144 the process 

diagrams employed can be understood as a series of indexical signs, a notational system of 

differences, different from other formal systems.145 

 

Eisenman writes, “In the Guardiola project, a series of oscillating and interweaving L-shapes generates 

a succession of mutual imprints and traces. While the first oscillation is arbitrary, each succeeding 

trace becomes a new initial condition. Traces are left on both the imprinted form and imprinting 

object.”146 What Eisenman describes as an arbitrary first move is, in fact, a highly motivated operation 

constituting the first iteration of transformation, a production of difference in repetition which triggers a 

formal displacement permitting a tracing and imprinting process between the initial object and its 

subsequent copies. 

 

The L-shapes, which Eisenman refers to in the third paragraph of the project description, can be said 

to exemplify the supplementarity of the figure/frame dialectic. The L-shape or the topological el-form 

makes its first appearance in Eisenman’s House X and is continually explored in House 11a, and 

through to the Guardiola project. The el-forms of Eisenman’s projects not only represent a condition of 

                                                            
140 Ibid. 
141 Ibid. 
142 Peter Eisenman, “Transcript Five,” New Haven, April 21, 1986, in Chora L Works: Jacques Derrida and Peter 
Eisenman, ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), 78. 
143 Ibid. 
144 Peter Eisenman et al., Houses of Cards (New York: Oxford University Press, 1987), 9ff. 
145 Eisenman, Diagram diaries, 64. 
146 Eisenman, “Guardiola House,” in Peter Eisenman: Barfuss auf weiss glühenden Mauern, 100. 
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fragmentation of a cube, but also simultaneously reveal their interior and exterior surfaces, as being in 

a state of inside and outside at the same time.147 The els approximate the topological properties of a 

Möbius strip, which is a continuous surface with neither inside nor outside.148 Because of this 

ambiguity and metaphorical likeness to the Möbius strip, the three-dimensional folded space of the el-

form typifies Eisenman’s search for the in-between, and becomes his ‘signature’ el-form, which 

simultaneously speaks of interiority and exteriority, as it is both inside and outside, figure and frame, 

container and contained, complete and incomplete.  

 

The volumetric el configuration is a sign of absence or fragmentation, which “can be seen as both a 

fragment in itself and the sign of a fragment: in three dimensions it is a cube minus three adjacent 

sides, manifesting an el in all three directions, unlike a linear or planar el,”149 according to Eisenman’s 

description. This “el is moving toward completion as a cubic solid or else dissolution (non-existence) 

as a cubic void. The fragment is never complete in itself.”150 Guido Zuliani reitarates Eisenman’s el-

form as “the antithetical structure of solid-void,”151 such that “[t]he el-form may … be understood as a 

pure manifestation of Eisenman’s theory, its most original contribution to the tradition to which that 

theory belongs.”152 The supplementary (simultaneously incomplete and complete) el-form figures of 

the Guardiola project oscillate and reverberate in a figure-figure relationship, causing them to react to 

each other, so that an orthogonal el-form leaves an imprint on a rotated el-form and vice versa; thereby 

losing some of its figural presence, but maintaining its presence as an absence.153  

 

Paragraph 4: 

The structure of the house is reinforced concrete poured in place. It is located on the Bay of 

Cadiz in Santa Maria del Mar in Spain and will be a weekend house for a single father and his 

grown son who live in Seville. Construction is expected to begin in late November of 1988.154 

 

The text concludes with a brief comment on the construction, site, and client. This site, which is rather 

steep, is further south of Spain (along the coast) from where the client and his son were living (Seville). 

                                                            
147 Jean-François Bédard, “Cannaregio: Project History,” in Cities of artificial excavation: the work of Peter Eisenman, 
1978-1988, ed. Jean-François Bédard (Montréal: Canadian Centre for Architecture; New York: Rizzoli International, 
1994), 58. 
148 Ibid. 
149 Eisenman, “Transformations, Decompositions and Critiques,” 54. 
150 Ibid., 58. 
151 Guido Zuliani, “Evidence of Things Unseen,” in Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia 
Davidson (London: Thames and Hudson, 2006), 345. 
152 Ibid., 346. 
153 Eisenman, “Separate Tricks,” 134. 
154 Eisenman, “Guardiola House, Puerto de Santa Maria, Cadiz, Spain,” 10. 
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The site is actually not in Cadiz proper, but rather in a location between Rota and Puerto de Santa 

Maria, a place called Punta Bermeja.155 

  

                                                            
155 Llàtzer Moix, “Punta Bermeja, un sueño arquitectónico,” La Vanguardia, May 8, 1988, 59, Hemeroteca – 
LaVanguardia.com, http://hemeroteca.lavanguardia.com/preview/1988/05/08/pagina-
59/33044493/pdf.html?search=entrevista%20a%20guardiola (accessed December 6, 2012). 
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Guardiola House – Back Story of a ‘Single’ Father 

Eisenman explicitly states that the house is designed for a ‘single’ father. Eisenman’s Guardiola 

House, as with Frank Gehry’s, John Hejduk’s, and Álvaro Siza’s, were in fact commissioned because 

this father was ‘single’. The commission of the Guardiola House was due to a ‘single’ father trying to 

reclaim his relationship with his ex-wife, who was most likely the mother to the ‘grown’ son in the 

description. Llàtzer Moix, writing for La Vanguardia, in May of 1988 (the year of the Guardiola project), 

actually does not mention the real story behind the project, making her news article sound very much 

like a means to publicise the culturally noble intentions of the client, Javier Guardiola.156 

 

From Moix’s article, one can learn that Mr. Guardiola was a farmer, businessman, and promoter of 

culture. Javier Guardiola supposedly bought a large plot of land by the sea at Punta Bermeja some 

years ago, and intended to build houses for his children and himself. He commissioned four houses, 

each designed by a famous architect, approximately 300 square meters each, and to be spaced a 

relatively short distance apart (as four adjacent properties), essentially marking Spain on the 

architectural world map. The houses were initially to be designed by American architect Peter 

Eisenman, Austrian architect Hans Hollein, Spanish architect Rafael Moneo, and Portuguese architect 

Álvaro Siza.157 This arrangement was subsequently changed so that Hollein and Moneo were replaced 

by Gehry and Hejduk. 

 

However, Eisenman provides more insight than the press and indicates why this grand initiative never 

became a reality. From Eisenman’s account of the story, Mr. Guardiola (around 50 years old at the 

time) was the son of a very famous raiser of bulls (especially for bulls which would fight in the ring) and 

married a woman from a noble family in Seville. This woman left her husband for an artist in the 

Spanish capital of Madrid, due to Mr. Guardiola’s disinterest in culture and the arts. This subsequently 

led Mr. Guardiola to commission four significant architects to design four stunning artistic houses to 

prove to his wife that he was indeed involved in culture. However, just before the construction of the 

houses began, the wife left her lover and came back to Mr. Guardiola, so that he had no need to build 

the houses.158 Hence, the construction of the Guardiola Houses (as there were, in fact, four Guardiola 

Houses), which was expected to start in late November of 1988, never took place. The houses were a 

statement for Mr. Guardiola “to prove to his wife that he was not an artisan, but an artiste.”159  

 

                                                            
156 Ibid. 
157 Ibid. 
158 Peter Eisenman, interview by Adrian Lo, digital recording, New York City, New York, March 21, 2013. 
159 Ibid. 
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Eisenman also comments on the site, which he visited, and states that: 

 

it was on a very steep sloping site. And the whole idea of the glass floor in the living room was 

that when you look straight out, because of the angle, you couldn’t see the sea, you had to see 

the sea looking down. And therefore, the whole idea was to look through the floor as a window 

to see the sea. That was the reason for the glass floor.160 

 

From the conceptual drawings, one can see Eisenman’s early scheme for the occupant of the house 

to ‘see the sea’ by looking out from a glass floor (developed from his ideas of material and functional 

inversions of horizontality and verticality in House X and House 11a). From this early scheme one can 

also gauge the project as being relatively small – “designed for, basically, not a family, but two 

people,”161 and that the conceptual disposition of the house consisted of two el-forms mirrored along a 

steep slope towards the sea, that is, both the view and the site had some implication or impact on the 

design of the house (see “Guard House” conceptual sketch, figure vi in the introduction chapter). 

 
 
   

                                                            
160 Ibid. 
161 Ibid. 
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Figure 1.5: Google Map of Spain. 
   



Tracing the Guardiola’s Interstitial Condition  

 

64 
 

 
 
 
 
 
 
 
 
 

  
Figure 1.6: Aerial photograph of southern Spain, Punta Bermeja, the supposed site of the Guardiola Houses, is between 
Rota and Puerto de Santa Maria. 
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Figure 1.7: Aerial photograph of Punta Bermeja, the supposed approximate site of the Guardiola Houses. 
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Figure 1.8: View of beach at a location between Rota and Puerto de Santa Maria, south of Spain, the supposed site of 
the Guardiola Houses. Photograph taken in 2012. 
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1.2	Guardiola as Half of House X 

Eisenman initially conceived the Guardiola House as being half of House X (designed more than a 

decade earlier in 1975).162 He describes the Guardiola project used the diagrams of House X as a 

starting or initial text.163 He claims this to be an arbitrary decision, but this is not the case, as the 

projects have a similar site and scale relationship.164 When Eisenman was commissioned for the 

project, he saw the site in the south of Spain as having a steep slope, and knowing the scale of the 

project being similar to House X, simply took half of the scheme, that is, two of the four els, and 

reconfigured them for House Guardiola, where the two els had to be shifted further apart vertically due 

to the greater steepness of the Guardiola site. Thus, the central staircase of House X becomes the 

exterior stairs of the Guardiola House.165 However, it is worth noting that House X, also being an un-

built project, and having gone through eight successive versions (Schemes A through to H), there is 

no one real House X; each scheme contributes to the overall scheme for House X, and if House 

Guardiola is derived from House X as a starting text, then the Guardiola House can be seen as a 

continuation of the incomplete House X series, as House X Scheme I (following H, becoming the ninth 

scheme). Seen in this way, the Guardiola House’s own series of steps and variations can be 

considered as iterations of Scheme I. 

 

Like the Guardiola House, Eisenman’s previous House X project is a development of his search for the 

in-between and textual readings in architecture, that of the index, notation, or marking of formal 

relationships within a process. Eisenman describes his decompositional House X in terms of 

developing a concept of marking or notation, dependent on the relative positional relationships of the 

elements. A notational set of relationships occurs on or within the solid or void of the elements, 

inflecting the figural el-forms, and are records of history, actual traces (absences) in a physical 

presence, like the pockmarks on a stone tracing the melting of ice. The relationships of the different 

quadrants of House X are a series of reciprocal marks or relational notations in three-dimensional 

solids and voids.166 This relational marking in three dimensions is subsequently developed into the 

tracing and imprinting of figural el-forms of House Guardiola marking their absent presences in the 

reverberating and oscillating movements of the transformational process, manifested in the interstitial 

condition. 

                                                            
162 Ibid. 
163 Eisenman, Diagram diaries, 194. 
164 Ibid. 
165 The following pages superimpose drawings of the Guardiola House with those of House X; whereas the published 
Guardiola plans are compared with House X plans of scheme G, the Guardiola elevations are compared with House X 
elevations of scheme B, for better clarity of comparison. 
166 Eisenman, “Transformations, Decompositions and Critiques,” 70. 
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As described in the introduction, the Guardiola House is developed out of two el volumes (and their 

duplication) of House X in a foot in sand relationship. One set of els was the imprinting or form giving 

device (foot), while the other set was the form receiving device or mould (sand). In pulling the 

imprinting els away from the mould, an imprint was made on the mould, but a trace of the mould 

remained on the imprinting els. This formed the interstitial condition, as a space between the foot and 

the sand.167 

 

One of the key differences between the Guardiola House and House X is the introduction of rotated el-

cubes in the Guardiola project. This rotation is fundamental to the shift between Eisenman’s early work 

before the Guardiola instance and what comes after. The rotation in the Guardiola project is expressed 

by ‘imprinting through surface’, constituting a hybridising or blurring of geometries. This notion of 

rotation will be further elaborated with regards to the archived drawings in section 1.9. 

  

                                                            
167 Eisenman, Diagram diaries, 195-196. 
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Guardiola House as Half of House X 

Published scheme + House X: Roof plans 
 

Previous page 
Top, Figure 1.9: Guardiola House, 1988, roof plan – published scheme. 

Bottom, Figure 1.10: House X, 1975, roof plan – Scheme G. 
 
 

Current page 
Figure 1.11: Superimposed roof plans of Guardiola House + House X. 
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Guardiola House as Half of House X 

Published scheme + House X: Intermediate floor plans 
 

Previous page 
Top, Figure 1.12: Guardiola House, 1988, intermediate level plan – published scheme. 

Bottom, Figure 1.13: House X, 1975, second floor plan – Scheme G. 
 
 

Current page 
Figure 1.14: Superimposed floor plans of Guardiola House + House X. 
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Guardiola House as Half of House X 

Published scheme + House X: Elevations 
 

Previous page 
Top, Figure 1.15: Guardiola House, 1988, south elevation – published scheme. 

Bottom, Figure 1.16: House X, 1975, north elevation – Scheme B. 
 
 

Current page 
Figure 1.17: Superimposed elevations of Guardiola House + House X. 
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Guardiola House as Half of House X 

Published scheme + House X: Elevations 
 

Previous page 
Top, Figure 1.18: Guardiola House, 1988, east elevation – published scheme. 

Bottom, Figure 1.19: House X, 1975, west elevation – Scheme B. 
 
 

Current page 
Figure 1.20: Superimposed elevations of Guardiola House + House X. 
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1.3	Guardiola Site 

Based on the available written discourse of the Guardioa House, one asks if there is a missing 

discourse on the Guardiola House’s relationship to its ground. The project is discussed in terms of 

traces and imprints, and its breakdown of dialectical opposites, but what about the house’s 

relationship to its context? How does it sit on the site? Does it even sit on the site? The Guardiola 

House, following the modernist clearance of the ground, for both the upper and lower volumes, each 

only has one corner touching the ground, suspending the house over the site.  

 

Both Mies van der Rohe and Le Corbusier raise their buildings (platforms) off the ground, but how they 

do it is quite different. Le Corbusier, who wants to free the ground as a datum, lifts his building off by a 

whole floor, whereas Mies only raises his Farnsworth House slightly off the ground, construing the 

platform as a theatrical stage.168 The Guardiola House, due to the way it is configured on a sloping 

site, has both of the aforementioned conditions, one of a large displacement from the ground, that is, 

raised in a way similar to Le Corbusier’s, but no attempt has been shown to make the ground 

inhabitable (such as possible paving in the space underneath the lower el), as well as the condition of 

a small displacement from the ground, but neither is the Guardiola a flat platform to conform to Mies’ 

treatment. Rather, the Guardiola House looks as though it could tumble over at any point, like 

gambling dice rolling down the site, but frozen or suspended in their tumbling or rotating movements. 

 

The Guardiola House and House X have similar relations to ground, as opposed to the more or less 

flat sites of Eisenman’s previous houses. All the early houses sought to have an abstracted relation to 

the ground, treating the ground as something nasty, trying their best not to touch it; even photographs 

were best taken during times of snow, so as to heighten the sense of abstraction. Regarding the 

Guardiola House, Jeffrey Kipnis strongly disagrees with Eisenman’s response to the site. He claims 

that “Eisenman should have never put this thing on the side of the mountain, in terms of its own 

discourse.… every other house was located on a flat tablet, in order to increase the degree of its 

abstraction.”169 In contrast, Diana Periton, who wrote an article on an exhibition of the Guardiola 

House, claims the project used the sloping site to good effect, where spaces open out over other 

spaces, whilst terracing down the steep hill towards the sea (figure 1.24).170 

 

                                                            
168 Jeffrey Kipnis, “On Criticism,” Harvard Design Magazine (Fall 2005): 102, 
http://davidrifkind.org/fiu/library_files/14.%20On%20Criticism-23.pdf (accessed June 4, 2013). 
169 Kipnis, interview by Adrian Lo, March 23, 2013. 
170 Diana Periton, “Tracing Eisenman [Guardiola House, exhibition review],” Architects’ Journal 189, no. 20 (1989): 29. 
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The ground starts to question the external stairs in the Guardiola House, a conventional architectural 

element of circulation which appears merely inserted into the ‘ground’ of the building. Inserted, as the 

stairs are not included in any of Eisenman’s transformational diagrams of this house, but are 

hypothetically added to the design at some stage. The transformational process presented by 

Eisenman’s diagrams shows how the el-forms were transformed, duplicated, rotated, subtracted, etc., 

for half the house (figure 1.29). However, the transformations do not show how the resulting form 

relates to the site, specifically the slope and the view to the sea. Then comes the stairs, it forms a kind 

of spine to the house’s configuration, extended to the site’s boundary. The site section (figure 1.22) 

suggests the stairs are a response to the slope of the site and a way of getting from one volume of the 

house to another, however, there is no sign of how the stairs are included in the transformational 

process. This suggests the stairs are part of another process, that is, a process of making the house 

work, or the actual design development behind the published process diagrams (see the archival 

discussion of ‘The Case of the Stair’ in section 1.9). 
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Figure 1.21: Guardiola House, archived site plan – the unpublished site boundary shown in dashed line. 
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Figure 1.22: Perspective and site section of the Guardiola House as an object suspended above the site. 
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The site, as discussed, belonged to the client, Mr. Guardiola. Yet, to name the project after the client, 

unlike Eisenman’s previous numbered houses, is to give a sense of identity to the Guardiola House, 

that is, giving a sense of identity and reality to something which does not want to be identified, or even 

be realised, as the drawings show a house that does not want to belong to the site on which it is barely 

sitting. Eisenman presents the house as being on the site in theory, but in reality it is trying not to be on 

the site. 

 

This discussion on the site of the Guardiola brings to mind an article by Mark Wigley, “On Site,” where 

he writes, “To think about the identity of architecture, one has to reexamine how a building sits on the 

ground.”171 Wigley, in typical deconstructionist fashion, reverses the binary opposition of site and 

project, claiming that the site precedes the project,172 as “there is no site without project.”173 A site has 

intentionality. As opposed to the site and a project being independent entities, Wigley emphasises the 

interdependent relationship between site and project, stating, “The project actually produces the site it 

appears to be aimed at,”174 and ironically claims that “the project is never more than the construction 

of a site. Indeed, it is the site that is realized and occupied, not the project.”175 The project, in making 

the site talk or giving the site a voice, reframes nature, so that it is artificialised, transformed into 

artifice.176 The architect has to design and lay out the sites, provide ‘artificial sites’, as Wigley asserts, 

“Sites are designed rather than designed for.”177  

 

Was Eisenman designing for the site or rather for the absence of the site? The object that is the 

Guardiola, due to the way the structure and foundations are considered, appears to not want to be ‘of’ 

the site, but rather ‘off’ the site. The structural elements appear so minor that they will let the object of 

the house sit on the ground, but not be in the ground or of the ground. The Guardiola object is on the 

site, but does not want to be physically attached to the site, it prefers to be free or liberated from the 

site. 

 

Eisenman wants his work to be in the realm of ideas or the intellect as opposed to the 

phenomenological realm of material or grounded presence. The Guardiola House exhibits a desire to 

be in the space of ideas or concepts. This is a critical shift in Eisenman’s thinking between his designs 

                                                            
171 Mark Wigley, “Il luogo = On site,” Lotus International no. 95 (1997): 119. 
172 Ibid. 
173 Ibid. 
174 Ibid. 
175 Ibid. 
176 Ibid., 121-124. 
177 Ibid., 119. 
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of houses vs. his designs of master plans. As demonstrated in his artificial excavations, the site heavily 

informed his design decisions, whereas his earlier houses appear to be autonomous from the ground. 

However, the Guardiola House which chronologically follows Eisenman’s artificial excavations may 

actually have some inclination to these grounded projects in terms of the relation to the site boundary. 

 

As Wigley claims that a building’s “very lightness of its touch allows it to lift off and touch down on 

different places,”178 could the Guardiola House simply lift off and be placed in another location? It 

appears Eisenman would have allowed for this. It could even land upside down or on its side, due to 

the formal-spatial coherency of its organisation. In this design, Eisenman intended the plans and 

sections to be very coherent, and that if one was to turn the drawings around, it would still be very 

similar. There is a formal and diagrammatic consistency of the horizontal and vertical planes in the 

Guardiola project. Only the exterior stairs and the rotation based on the site boundary appears to be 

related to the immediate context (as to be developed in section 1.9), the rest could easily be taken off 

the site, leaving the view through the glass floor subject to change. Eisenman proves himself to be the 

complete modernist where “[t]he very appeal to site-specificity entails an appeal to site-generality.”179 

 

As mentioned, even in the process diagrams there is no site. It is just the pure Platonic objects 

dancing in its transformations, becoming more like a three-dimensional illogically-logical puzzle, a 

Rubik’s cube gone berserk. Like a Rubik’s cube, the Guardiola does not privilege any particular side or 

face. Eisenman does not want the floor to be different from the walls, as he is not interested in gravity, 

which would imply an absolute point of reference (of up or down, wall or floor), and prefers that the el-

shapes which make up the house can go in any direction, such that the project was intended to be in 

the air and hover over the site.180 Whilst this discussion is about how the Guardiola House sits, or 

rather, does not sit on its site, the following discussion is about how the house responds to the site in 

other ways. 

 
 
  

                                                            
178 Ibid., 128. 
179 Ibid., 130. 
180 Mark Wigley, interview by Adrian Lo, digital recording, New York City, New York, April 2, 2013. 
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Figure 1.23: Guardiola House, exterior render, view from the northeast. 
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Figure 1.24: Guardiola House, interior render of upper level master bedroom looking out to the sea. 
 
 

 Upper Level Plan. 
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1.4	Guardiola Program 

To begin a discussion regarding the program of the Guardiola House, it is worth elaborating a 

fundamental distinction that Eisenman makes between what he refers to as architecture’s ‘anteriority’ 

and ‘interiority’. Anteriority describes the cultural aspect of architecture, particularly in relation to the 

evolution or history of types (in this case, the house as part of a long tradition of villas and country 

houses, from classical Roman instances such as Pliny’s Laurentian villa to Palladian villas and their 

rationalisations by Wittkower and Rowe). Whereas interiority describes the social and empirical 

aspects of architecture, particularly the character of types, such as the functions, perceptions, spatial 

organisations, that is, the relationship between space and people’s practices.181 One ought to ask: 

what are the implications of the Guardiola House on the anteriority and interiority of architecture? In 

other words, what are the cultural and social implications of the Guardiola House?  

 

Typologically, the villa is a building designed for its owner’s enjoyment and relaxation.182 The evolution 

of the villa type spans from their early instances in imperial Rome to the late medieval period, to its 

advancement in Palladian villas in the Renaissance, and its dissemination to England and America in 

the centuries that followed. In the course of the villa’s historical development, two predominant 

categories were formed: one is the working country or farm house (agricultural estate) and the other is 

the villa conceived primarily for retreat (holiday home).183 The Guardiola House is clearly a case of the 

latter. The ideology of the villa is inherently connected to the city, as the villa is a counterbalance to 

urban values, a retreat from the city for cleaner air, healthier lifestyles, and delightful views.184 The villa, 

in promoting the idealisation of country life, was hence always a particular response to the natural 

context it was situated in. According to James Ackerman, the author of The villa: form and ideology of 

country houses, the modern villa type developed into two polarities or categories, following historical 

precedents. On one side we have Le Corbusier’s villas which sought to set themselves apart from 

nature, as pure rectilinear forms with smooth white surfaces evoking the spirit of the mathematical 

harmonies of classical Greek and Roman architecture. On the other side is the villa which sought to 

reflect the informality of nature and its irregularity, asymmetry, and rich textures, typified by the country 

houses of Frank Lloyd Wright.185 

 

                                                            
181 Peter Eisenman, “Diagrams of Anteriority,” in Diagram diaries (New York: Universe, 1999), 37. 
182 James S. Ackerman, The villa: form and ideology of country houses (Princeton, N.J.: Princeton University Press, 
1990), 9. 
183 Ibid., 15. 
184 Ibid., 9, 14. 
185 Ibid., 253. 



Tracing the Guardiola’s Interstitial Condition  

 

88 
 

Eisenman’s Guardiola House needs to be interpreted within this anteriority of the villa type, that is, its 

conceived space (that which is culturally represented and imagined, in terms of Lefebvre’s and Soja’s 

trialectics of spatiality – perceived, conceived, and lived spaces).186 The Guardiola House clearly 

continues its traditional conception and social program as a place of retreat, following the ideal of a 

villa being away from the city. It is a weekend house for Mr. Guardiola and his son who live in Seville, a 

seaside house reminiscent of Pliny’s Laurentian villa.187 The project is an intervention to the evolution of 

the villa type, breaking away from Palladio’s centralised cubic villas with a central hall flanked by side 

rooms, moving beyond the nine-square grid (as operated in Eisenman’s early houses) towards an 

abstraction of architectural elements formed by the traces and imprints of the tumbling of cubes. Yet, 

the project provides an interesting combination of Ackerman’s two categories of how a villa responds 

to nature. The Guardiola House, though appearing to be set apart from its natural context with its cubic 

forms like a Corbusian villa, is nevertheless still a response to this natural environment, particularly the 

slope and the view, and more significantly, it reflects, by means of abstraction, the tumbling of the 

waves on the beach in its reverberating rotated el-forms tumbling through themselves. In this sense, 

one can see how the waves of the sea and the sand on the beach (as referred to in Eisenman’s project 

description) inform the interstitial tracing and imprinting of the house. 

 

The Guardiola House’s response to its specific conditions or characteristics of the place – the sea 

(glass floor to see the sea) and the slope (cubes tumbling down the site) – brings to mind the house’s 

interiority, that is, the spatial practices of the house or its perceived space.188 The Guardiola House is 

divided into lower and upper volumes with an exterior staircase on the side (figure 1.23). One enters 

between the two volumes into the entry level where there is the living space and the glass floor. Going 

up a few steps (in the upper volume of the house) is the dining and kitchen spaces on the intermediate 

level, and further up is the master bedroom and bathroom. Below the entry level is the lower level 

which almost acts like a separate guest house (two bedrooms and a bathroom), though contained 

inside the lower volume with its own separate side entrance from the exterior stairs. One effect of the 

aforementioned tumbling is that spaces open onto other spaces and views towards the sea are 

unobstructed at multiple levels (whereby the bedrooms as well as the dining and living spaces have 

                                                            
186 Edward Soja, “Thirdspace: expanding the scope of the geographical imagination,” in Architecturally speaking: 
practices of art, architecture and the everyday, ed. Alan Read (London; New York: Routledge, 2000), 17-19. 
187 See letter XXIII of Pliny’s “Letters of Pliny,” trans. William Melmoth, revised by F. C. T. Bosanquet, Project Gutenberg 
EBook, http://www.gutenberg.org/files/2811/2811-h/2811-h.htm (accessed January 5, 2015). See Alain Corbin’s 
account of the changing ways in which the sea has been perceived in Western culture, in which prior to the 18th century 
the ocean was associated with chaos and darkness, and between 1750 and 1840, with the onset of the Enlightenment, 
the western world discovered the attraction of the seaside, where the sea was to be looked at and enjoyed, and the 
beach became a place of pleasure, recreation, and relaxation. Alain Corbin, The Lure of the Sea: The Discovery of the 
Seaside in the Western World 1750-1840, trans. Jocelyn Phelps (Cambridge: Polity Press, 1994). 
188 Soja, “Thirdspace,” 17-19. 
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views to the sea, framed by windows of various unconventional shapes). The glass floor destabilises 

the conventional notion of a sea view, the non-structural red frames interrupt the space and movement 

within the house, and floors are at times slightly slanted to disturb one’s perception of a horizontal 

surface. Thus, the Guardiola House is not only a recording of the movements of a transformational 

process, but becomes a catalyst of reinterpreting particular cultural (conceived) and social (perceived) 

aspects of a house.  
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  Figures 1.25-1.26: Guardiola House floor plans, upper level (above) and intermediate level (below). 
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  Figures 1.27-1.28: Guardiola House floor plans, entry level (above) and lower level (below). 
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1.5	Guardiola Colour/Materiality 

Eisenman’s interest is in marking or notating the presence of absence or the absence of presence 

through the use of material/colour, such that he uses material as a form of indexical coding. Eisenman 

is not concerned with material for its structural capacity or texture, but rather for its indexical 

capabilities to code formal-spatial relationships, as he states, “here is material A, here is material B, 

you put A and B together here, you can put it together over here, that’s what I call an index, in other 

words, it is a record, both in scale and space, in material, of the process of making and being – 

becoming and being – of a project.”189 

 

Eisenman and his fellow New York Five member, Michael Graves, both avoid construction, detailing, 

and emphasis on structure which calls attention to materiality (for example, when building in brick, they 

stack and bond the brick as a veneer so as to avoid an appearance of being load-bearing), and 

employ structure to be shown as a sign detached from any structural function, such as the hanging 

column in the Wexner Center (figure 3.26).190  

 

Eisenman may not have been interested in materiality as such, but he certainly cared about colour; not 

whether a colour was beautiful or not, but more for what the colour (or shades of colour) could indicate 

in his notational scheme. He saw colour as having potential to mean something in his transformational 

processes, giving positive and negative qualities to colours, such that red means plus or green means 

minus, solid or void, absence or presence, etc.191 Wigley notes that Eisenman employs “the colours 

coming from Robert Slutzky,”192 as Slutzky was one of his collaborators and provided Eisenman with a 

palette of colours which he would use in his conceptual designs, but may not necessarily manifest in 

the resulting building. However, these colours do occasionally manifest, and they make their first 

appearance in House VI, and were also used in larger projects such as the Aronoff Center.  

 
 
 
 
 

                                                            
189 Eisenman, interview by Adrian Lo, March 21, 2013. 
190 Greg Lynn, “The Talented Mr. Tracer,” in Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson 
(London: Thames and Hudson, 2006), 184. 
191 Thomas Leeser, interview by Adrian Lo, digital recording, New York City, New York, April 2, 2013. 
192 Wigley, interview by Adrian Lo, April 2, 2013. 
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Figure 1.29: Eisenman’s published process diagrams for the Guardiola House. 
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Like the Santiago project and the Wexner Center, colour (or materiality, or even structure) is used in the 

Guardiola House as a sign or notational device. There is colour-coding in the Guardiola House, that of 

the white, the off-white, the grey, and the red non-structural frame. This coding is essentially what 

Eisenman’s work is all about, that is, his writing, who conceives his buildings as made of cardboard, 

as he is not interested in specific materials and would not care less if the construction was of marble or 

paper, as for him, the design is all about the procedural, indexical, and conceptual thinking.193 Thus, 

Eisenman can be considered “the perfect paper architect,”194 as Thomas Leeser claims.  

 

As seen in the process diagrams for the Guardiola House (figure 1.29), the colour indices show that 

the light yellow refers to an original condition, whereas the white refers to a copy. The grey, in different 

shades, refer to increasing levels of presence, of intersections, that is, the overlaps or interferences 

between figures. The dark grey marks or records the difference between consecutive steps of the 

process. Where these diagrams show four or five moves, the actual project captures all the moves 

overlaid, so that consecutive steps are simultaneously present, indicated in these diagrams by the 

colour indices and various intensities of layered grey. 

 

Eisenman’s anti-phenomenological approach to materiality implies that nothing of the atmosphere, 

such as lighting or material texture, matters to him, as he is only interested in the logic – the processes 

of textualising architecture. Such is the case of the ‘floating’ red non-structural steel frame, marking the 

intersections of the el-forms of the Guardiola House. The red could have been any other colour, but 

one that would nevertheless provide a clear distinction from the other elements in the scheme, so that 

the frame would be easily recognisable in the drawings (figure i in introduction chapter). 

 
 
 

                                                            
193 Leeser, interview by Adrian Lo, April 2, 2013. 
194 Ibid. 
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1.6 The Guardiola Idea: The Interstitial Trace 

In a discussion with Thomas Leeser, who collaborated with Eisenman on this project, he mentioned 

that the Guardiola House attempted two significant things. In its development of superimposition and 

the trace, it attempted the trace and shifts in three dimensions, which was largely due to a rotation in 

three-dimensional space. This produced another important aspect, which was the emphasis on the 

remnant of the process, specifically the operation of subtraction, leaving behind a residual space or an 

in-between gap. This was the beginning of interstitial space. Leeser mentions that there was “a 

conceptual struggle for understanding this space, that the residual space is more important than the 

actual space. There was a shift in mind set from how this project is different from previous projects.”195 

Additionally, this project was done without a computer; the processes employed are typical of Boolean 

operations of addition and subtraction, common operatives found in three-dimensional software today, 

but were done pen on paper and physical modelling in 1988. 

 

This idea of interstitial space can be communicated with a series of diagrams (figure 1.30). The first is 

the actual (or factual) condition of the building; in section, the black represents what has been cut, and 

in this case it is the structure. The second diagram shows the black interior solid which will be 

subtracted from the white exterior mass; the diagram presents the space as a paradoxical condition of 

a solid-space or a positive void. The third diagram shows the result of the subtraction, that is, the 

residual mass, recorded as thickened structure. This constitutes the apparent (or fictional) condition; 

from someone looking at this building, one would get the impression of thickened masses, thicker than 

necessary for just plain structure or enclosure. This thickening of matter on the boundary is the 

interstitial condition, as a malleable substance, as interstitial matter, where everything happens, as 

Eisenman would say.196 

 

                                                            
195 Ibid. 
196 Peter Eisenman, interview by Adrian Lo, digital recording, New York City, New York, April 1, 2013. 
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Figure 1.30: Solid-void analyses of the Guardiola House, from top to bottom, i: actual structure, ii: inhabitable space, 
and iii: the interstitial ‘apparent’ structure. Eisenman, since the Guardiola moment of 1988, like Aires Mateus, indicates 
the interstitial space in the drawings. The real structure is contained inside the apparent ‘interstitial’ shaded structure, 
which is intended to be perceived as a thickened mass, a paradox of solid-space, that is, a solid containing a pocket of 
space – a poché. 
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In other words, this is the poché, the pocket of space, which is found in the thickened walls of 

medieval castles, the work of Louis Kahn (the servant spaces of the Mikveh Israel Synagogue project, 

1961-72), and more recently in the inhabitable masses seen in the projects of the Portuguese brothers, 

Aires Mateus. The poché of the Beaux-Arts tradition was a key vehicle for Louis Kahn’s distinction 

between servant and served spaces, where the main space was the served space, and the wall 

defining the main space is (perceptually) thick enough to support secondary servant spaces – a 

poché. The servant space is perceived and experienced as part of a solid wall or construction, a thick 

habitable wall, as Kahn describes, “In Gothic times, architects built in solid stones. Now we can build 

with hollow stones….”197 It was Kahn’s fascination with the thick walls evident in the plans of Scottish 

castles that led him to the discovery and exploration of interstitial hollow spaces within perceptually 

solid structural systems.198 Kahn’s differentiation of space challenged the modernist ideal of spatial 

continuity,199 as he notes that a wall has both an interior and an exterior which are different, and the 

ability to separate an interior wall from an exterior wall effectively creates a space between in which to 

walk (figure 1.34).200 The wall can now be reconceived as hollow, as opposed to a solid wall, such that 

this articulated wall can contain pockets of spaces (poché) as in the walls of Roman and Baroque 

architecture.201 Kahn intended the enclosing walls of his buildings to be thick and heavy exaggerated 

masses, where he would occasionally insert built-in furniture to justify this extra thickness, such as 

bookcases and window seats.202 

 

Unlike the Beaux-Arts, in terms of their compositional strategies of making beautiful plans or 

elevations, Eisenman claims his work “is to produce a notational system which is not representational, 

nor iconographic.”203 Eisenman’s poché is notational, attempting to record transformational 

processes. The difference between the poché’s traditional use as a mere inhabitation of thickness and 

Eisenman’s is that his interstitial thickened masses are a record of the transformative design process 

as three-dimensional traces and imprints. The interstitial is the recording ‘matter’, like a malleable 

substance, in-between the exterior and interior forces carving the object. 

  

                                                            
197 Louis I. Kahn, “Toward a Plan for Midtown Philadelphia,” Perspecta no. 2 (1953): 23, quoted in David B. Brownlee 
and David G. De Long, Louis I. Kahn: in the realm of architecture (Los Angeles: Museum of Contemporary Art; New 
York: Rizzoli, 1991), 56. 
198 Brownlee and De Long, Louis I. Kahn, 56, 68. 
199 Ibid., 53. 
200 Louis I. Kahn, typed transcript of a November 14, 1961, talk to the Board of Standards and Planning for the Living 
Theater, “Boards of Standards & Planning – N.Y. Chapter – ANTA,” Box LIK 57, Kahn Collection, quoted in Brownlee 
and De Long, Louis I. Kahn, 71. 
201 See Louis I. Kahn quoted in William H. Jordy, “The span of Kahn,” Architectural Review 155 (1974): 332. 
202 Brownlee and De Long, Louis I. Kahn, 68. 
203 Eisenman, interview by Adrian Lo, April 1, 2013. 
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Eisenman’s interstitial principle is seen applied to a sectional model of the Aronoff Center, and 

reiterated in the Santiago project, but for him, this started with the Guardiola House (figures 1.31-1.32). 

In Santiago, there is 10m of this interstitial matter or ‘perceptually’ solidified space where the internal 

layer, that is, the imprint, of the space is enclosed within the external layer of the artificial ground. Here, 

figure and ground are made ambiguous in the model. There is no clear distinction; instead, there is the 

interstitial. The Guardiola House is the first instance of Eisenman’s interpretation and application of the 

interstitial condition (see solid-void analyses, figures 1.76-1.85). 
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Figure 1.31: Interstitial masses between the orthogonal and diagonal geometries in the segmented model of 
Eisenman’s Aronoff Center for Design and Art, 1988-1996. 
 
 
 
 
 
 

 
 
Figure 1.32: Interstitial masses between the orthogonal and artificial topographic geometries in the sectional model of 
Eisenman’s City of Culture of Galicia, Santiago de Compostela, 1999-. 
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Figure 1.33: Plans of Scottish castles; spaces contained inside solids, inhabiting thick walls. 
 
 
 
 
 

 
 

 
 
Figure 1.34: Plan of Louis I. Kahn’s project for Mikveh Israel Synagogue, 1961-72. Top, apparent condition of thick solid 
walls like a medieval castle. Bottom, actual condition of hollowed walls containing servant spaces. 
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The interstitial poché is a series of spaces within a space, constituting an idea of multiple enclosure, as 

in the Baroque folding of a house within a house. As opposed to modern architecture’s limitless and 

open space, the poché is an articulation of in-between spaces, an articulated transition between inside 

and outside.204 The poché, in contrast to a unified continuity of inside and outside spaces, is part of a 

development seen in the work of Luigi Moretti, Louis Kahn, Colin Rowe, and Robert Venturi, which 

provides the possibility of seeing space as moulded, where the relationship between mass and space 

is an articulation of figure-ground, solid-void, and positive-negative dialectics (figure 1.36, Nolli’s Map 

of Rome, 1748, black denotes the figures, solids, or positive masses, and white denotes the ground, 

voids, or negative spaces).205 

 

The figure-ground dialectic of the Gestalt Psychologists (as in the optical illusion of Rubin’s Vase which 

perceptually oscillates between the black and white interchangeable figures of a vase or two faces in 

profile) is a main concern for Eisenman’s work and thinking, as he is primarily trying to abolish, break 

down, or make ambiguous this fundamental distinction. This is not achieved in a way that Mies or Le 

Corbusier employed (free and open space), but in a way which contrasts the interior with the exterior, 

by setting up an articulation between (conceiving space as being formed from a mould). Eisenman 

accomplishes this by developing the poché into his interstitial condition. 

 

The spatially paradoxical idea of solid-space of the interstitial condition stems from the models of Luigi 

Moretti (figure 1.35), which represented and emphasised the shape of the interior, by treating the 

interior space like a cast solid, employing the inner surface of the walls as a mould.206 The most 

significant aspect of Moretti’s models is the conception of interior space as positive (figure), defined 

against the negative (ground) of the walls.207 Figure/ground or positive/negative have been reversed, in 

that the positive presence of the solid walls are understood as negative, whereas the absence or 

space which the walls enclosed are understood as positive, solid figures in their own right. 

 
  

                                                            
204 Robert Venturi, Complexity and contradiction in architecture, 2nd ed. (New York: Museum of Modern Art in 
association with the Graham Foundation for Advanced Studies in the Fine Arts, Chicago; New York: Distributed by Harry 
N. Abrams, 1992), 80-82. 
205 Juan Antonio Cortés, “Building the Mould of Space: Concept and experience of space in the architecture of 
Francisco and Manuel Aires Mateus,” El Croquis no. 154 (2011): 21-25. 
206 Ibid., 21. 
207 Ibid. 
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Figure 1.35: Luigi Moretti’s representation of the inner spaces as solid masses of the Basilica of S. Pietro in Vatican. 
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Figure 1.36: Nolli’s Map of Rome, positive buildings, negative open spaces. 
 
 

 
 
Figure 1.37: Nolli’s Map of Rome inverted, spaces made positive. 
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The work of Aires Mateus extends this idea in which their spaces can be conceived as being moulded, 

as evident in their House in Melídes (2000), where an interstitial zone of a residual mass is created by 

the removal of a mass – designing by subtraction (figure 1.38).208 Here, the void of the house is 

perceived as a positive condition, whereas the negative or residual solid that remains from the 

subtraction actually contains the functions of the house, that is, as a poché.209 This constitutes the 

notion of ‘living the boundary’, which is the title of Francesco Cacciatore’s book on 12 houses by Aires 

Mateus. The Aires Mateus brothers “give the walls an apparent thickness and turn them into 

inhabitable space.”210 This is seen in many of their works, such as the House in Alvalade (1999/2000) 

and the House in Brejos de Azeitão (1999/2000), where “[t]he auxiliary, or servant spaces are 

conceived as a thick inhabited wall,”211 such that auxiliary or secondary functions like the kitchen, 

storage, and bathrooms which serve the primary space of the living area, are located within habitable 

interstices – spaces excavated within a wall.212 Such reversal of solid and void, positive and negative, 

is evident in the graphic communication of Aires Mateus, where certain spaces or zones are indicated 

in black, permitting one to ‘read’ this space as its opposite, that is, as a mass or a solidified space. 

This is an innovative graphic representational technique to convey the idea of inhabiting a thickened 

wall, where the thickened wall, or black mass, contains habitable spaces.  

 

The poché is an articulation or play of distance and closeness, as well as the contrasts of shape 

between the interior wall and the exterior wall, which produces the interstitial space between the 

walls.213 As Robert Venturi argues, the complexities and contradictions between the inside and the 

outside generating these residual poché spaces of interstitiality constitute the wall as an event, where 

architecture is a spatial record and a meeting between the contrasting and conflicting forces of the 

inside and the outside.214 

 
 
  

                                                            
208 Francesco Cacciatore, Abitare il limite: dodici case di Aires Mateus & Associados = Living the boundary: twelve 
houses by Aires Mateus & Associados, 1st ed., trans. Antonella Bergamin (Siracusa: LetteraVentidue, 2011), 58. 
209 Cortés, “Building the Mould of Space,” 41. 
210 Ibid., 27. 
211 Cacciatore, Abitare il limite = Living the boundary, 40. 
212 Ibid., 48. 
213 Venturi, Complexity and contradiction in architecture, 80. 
214 Ibid., 82-86. 
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Eisenman describes the interstitial as a formal trope seen in the poché, which was “an articulated solid 

between two void conditions, either between an interior and an exterior space or else between two 

interior spaces.”215 The interstitial condition was important as it was no longer merely a containing 

presence such as a wall, but instead a figure, that is, an articulated presence which records the 

dynamic forces in its processes of becoming.216 For Eisenman, the interstitial condition goes beyond 

the solid figuration of the poché to a condition of spacing of a void within a void or an overlapping of 

space within a space, producing a density in space not given in traditional forming processes.217 

 

Moreover, Eisenman emphasises that the interstitial condition is something that should be theorised 

differently from the poché, as the poché presumes a base condition where the solid is a precondition 

for the void, where in contrast, the interstitial has no primacy of origin, whether it be solid or void.218 For 

Eisenman, the key difference between the poché and the interstitial is the dynamic relationship 

between solid and void, as he writes, “[w]here poché is the result of a mute solid being eroded by an 

active void, in the interstitial, solid and void are active simultaneously.”219 

 

The difference between the poché of Louis Kahn or Aires Mateus and the interstitial as employed in 

Eisenman’s Guardiola House is that the pockets inside the thickened structures are not inhabitable 

(figure 1.78). One inhabits either side of the interstitial enclosure, which is a continuous envelope or 

wrap of the additive and subtractive orthogonal and rotated el-forms.220 Although the interstitial 

material itself is not inhabitable, Eisenman’s interstitial condition takes an extra step as it captures the 

interior and exterior forces of the tracing and imprinting processes over time, becoming a record of the 

double matrices or geometries of the project.  

                                                            
215 Eisenman, “Processes of the Interstitial: Notes on Zaera-Polo’s Idea of the Machinic,” 31. 
216 Ibid. 
217 Ibid., 33. 
218 Peter Eisenman, “Zones of Undecidability II The Processes of the Interstitial: Destabilizing Tropes,” in Blurred zones: 
investigations of the interstitial: Eisenman Architects, 1988-1998 (New York: Monacelli Press, 2003), 288. 
219 Ibid. 
220 In contrast, the poché as seen in the work of Aires Mateus demonstrates an innovative reconceptualisation of Kahn’s 
hierarchical relationship between served and servant spaces, not only can one inhabit the thickened walls, but the 
brothers’ work produce an ambiguous distinction and reversal between the traditional servant and served zones, where 
the dominant and residual spaces can be read as interchangeable entities. See Cacciatore, Abitare il limite = Living the 
boundary, 68, 76. 
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Figure 1.38: Aires Mateus’ House in Melídes, 2000, solid-void plans, house as excavated mass. 
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Figure 1.39: Aires Mateus’ House in the Serra de Mira de Aire, 2001, subtraction from the ground. 
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The interstitial condition is like the sand on a beach or some soft and malleable substance that can be 

affected by external forces, as Eisenman says, “like a series of balloons filled with sand that can both 

conceptually push into space and be pushed into. These zones of alternation or pulsation produce an 

interstitial condition that is neither all solid nor all void but rather something that contains both.”221 The 

interstitial of the Guardiola project is a kind of ‘soft system’, or what Sanford Kwinter describes in terms 

of a ‘piano’, which etymologically means softness.222 He argues that “[a] soft system refers to the 

aspect of any coherent ensemble that ensures its continuing coherence or stability over a broad range 

of conditions or changing values,”223 such that the perceivable structure (the apparent thickened 

masses) are inherently linked to the dynamic or flexible parameters within the system (buried or 

distributed, traced or impressed). He adds, “the whole remains in interaction with itself, with its parts, 

and with all of its past, future, and possible states. Through resonance and periodicity comes a kind of 

material intelligence.”224 Hence, this soft interstitial condition acknowledges the temporality and all the 

states of transformations of the Guardiola process, constituting a whole which interacts with its parts, 

as the exterior interacts with the interior, and vice versa. Kwinter reiterates his notion of a ‘material 

intelligence’ saying, “Matter, in short, is active, dynamic, and creative.”225 The interstitial is conceived in 

this sense to be intelligent matter, matter which resonates (as in Eisenman’s project description – 

‘reverberates’) with periodicity (over time, like waves hitting a beach), is essentially active, dynamic, 

and creative. 

 

The way Eisenman articulates the solids and walls of the Guardiola House is considerably 

postmodernist, in contrast to Le Corbusier’s articulation through layering of planar surfaces.226 The 

interstitial condition treats the exterior and interior in an unconventional way, as the interstitial ‘wall’ 

demarcating inside and outside is a left over or residual element of a tracing and imprinting process. 

Eisenman mentions that he “attack[s] the space all over with the exterior.”227 This is in contrast to the 

models of Luigi Moretti, where the exterior does not have any role in shaping the interior, as it is simply 

the space made solid – as pure geometry. Leeser affirms, “Peter’s work has never been about interior, 

once he blurs interior and exterior he can’t really talk about interior anymore, because it’s so 

contaminated by the exterior, it’s also exterior at the same time.”228 With the Guardiola House, the 

                                                            
221 Eisenman, “Zones of Undecidability II The Processes of the Interstitial,” 289. 
222 Kwinter, “Can one go beyond Piranesi?,” 159. 
223 Ibid. 
224 Ibid. 
225 Sanford Kwinter, “The Genius of Matter: Eisenman’s Cincinnati Project,” in Re:working Eisenman (London: Academy 
Editions; Berlin: Ernst and Sohn, 1993), 93. 
226 Leeser, interview by Adrian Lo, April 2, 2013. 
227 Eisenman, interview by Adrian Lo, April 1, 2013. 
228 Leeser, interview by Adrian Lo, April 2, 2013. 
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exterior attacks and imprints (interpenetrates) through to the interior. Although Eisenman is clearly 

working the house as an object, and thereby sculpting or manipulating it from the exterior, the interior 

is nevertheless affected by the actions on the outside. The interior is not independent of the exterior, 

instead it is interdependent, a direct result of his transformative manipulations, as one can see in the 

‘interstitial envelope’ indicated in the plans and sections. Leeser comments that “interiority has an 

exterior as well; you have these volumes penetrating each other.”229 He describes a particularly 

interesting condition, first seen in the Guardiola House, namely, the spatially paradoxical condition of 

an exterior within the interior: 

 

Once these things penetrate each other, you get a new condition which is the exterior within 

the interior. In order to make this legible we had to build a structure model, which is, of course, 

not to be confused with real structure, it’s a model that only delineates the edges of things, it 

doesn’t talk about inside-outside, and everything becomes ambiguous.230 

 

The structural model (figure 1.40) for the Guardiola project does not model the real structure; instead it 

represents an ambiguous and paradoxical spatial condition. It is neither inside nor outside, but 

intended to be both. The model shows the end faces of the el-cubes as a continuous wrapping 

element without their dominant surfaces (the rectangular faces), the frames produced by the 

intersections, the abstracted transparent foundations (for both the upper and lower volumes), and the 

external stairs, also rendered transparent. The elements which ‘ground’ the Guardiola House, namely 

the stairs and foundations, are made ‘virtual’ and ghosted as if they do not really exist, emphasising 

the suspended quality of the house and its objecthood. 

 
 
 

  	

                                                            
229 Ibid. 
230 Ibid. 
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Figure 1.40: Structural model of the Guardiola House. 
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1.7 The Guardiola House: Published Scheme 
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Re-tracing the Guardiola House 

The analyses of the Guardiola House will take the following three forms: 

1. Formal-compositional analyses 

To discover the diagram or idea of a project, revealing the hidden, latent, or invisible geometric 

systems. This will be accomplished through a series of three-dimensional re-tracings (as tracing was 

already the supposed means of producing the Guardiola House, that is, the ‘fictional’ traces). 

2. Solid-void analyses 

To identify the interstitial condition or the poché. This will be done through sectioning horizontally and 

vertically to reveal the thickening of structure. 

3. Evolutionary analyses 

To chart the evolution of the project by revealing the ‘real’ traces, transformations, changes, and 

development of the design process. This will be demonstrated in a series of superimposed drawings 

overlapping published and archived material, especially the previous states of the project (section 1.9). 

 

As part of this investigation, a 3D digital model of the Guardiola House was made based on the 

published plans, sections, and elevations, which essentially involved retracing the traces of the 

Guardiola process, as making the house by conventional plan extrusions would not yield the complex 

rotated geometries of the diagonal walls and floors, as only by virtually overlapping and rotating the 

volumes, then subtracting them, would the interstitial condition actually result.  

 

The reconstruction of the house provided here differs from the published representation of the 

process, that is, it does not follow the published process exactly. The published process does not 

show the development of the whole house, as per the published plans and sections. The two-

dimensional published diagrams only shows the step-by-step procedures for one el-volume of the 

house (half of the house, in principle) and do not illustrate how the other half was conceived, as well as 

the insertion of the idiosyncratic practicalities of the house such as the stairs.231 In other words, the 

published process diagrams do not describe how the stairs, internal walls, floors, doors, etc. were 

designed. These elements were added after the process, to make the house work. The reconstruction 

here attempts to show the development of the house as per the plans and sections, and uses the 

                                                            
231 The process presented here differs from the one seen on YouTube by Rodrigo Herrera Velazco, which does not 
show particular manifestations of the tracing process, such as how the intersections become frames, and other interior 
elements. See Rodrigo Herrera Velazco, “Peter Eisenman – Casa Guardiola,” 2004-2005, YouTube video, animation of 
morphologic development of Peter Eisenman’s Casa Guardiola, http://www.youtube.com/watch?v=JAH97LcQ2Cs 
(accessed July 5, 2010). 



Tracing the Guardiola’s Interstitial Condition  

 

113 
 

published process as an approximation, that is, the same operations as doubling, rotating, tracing, 

and imprinting, as a re-rationalisation of Eisenman’s post-rationalised narrative. 

 

It is important to note that documents describing un-built architectural designs are never complete nor 

entirely consistent, such that any computer reconstruction requires the missing information to be filled 

in and ambiguities or other inconsistencies resolved.232 As in the documentation of the Guardiola 

project – as an incomplete design – various details are not fully described, alternative design solutions 

as represented are not definitive and are ambiguous, and contain logical inconsistencies (such as 

misalignments or differing positions of elements from drawing to drawing).233  

 

The process re-traced here attempts to show how the traces and imprints, and their manifestations 

into and with the various elements of the house, are combined. More critically, the model also serves 

to demonstrate how the interstitial condition manifests in three dimensions and provides a glimpse into 

the interior of the Guardiola House itself.  

 

The Guardiola House consists of two main interlocking volumes, a detached volume, and a stair 

running from the top of the site to the beach at its lowest point, facing south (figure 1.41). Regarding 

the exterior, the two main (upper and lower) volumes of the house consist of two el-forms each, 

Eisenman’s topologically incomplete cubes, where one is orthogonal and the other is rotated, 

displaced, and overlapped in three-dimensional space. The upper and lower volumes are mirrored 

(figure 1.46) and are almost identical in section, but the upper volume is substantially larger than the 

lower volume in plan. Hence, there is symmetry in the vertical, but asymmetry in the horizontal. This 

size differentiation was already apparent since the two volumes of House X were conceived for the 

Guardiola House, where the upper el was wider than the lower el in plan. The double volumes were 

already apparent in the early sketches for the house in a way that the els were ‘always already there’. 

The el-form was a precondition for the Guardiola House as a trace of House X. Hence, despite the fact 

that the process (the tracing narrative) starts from a production of the el-form, that is, a cube is 

doubled and displaced from another cube from which it is subtracted, the real process of the 

Guardiola House assumes this. The real design process (of pen on paper) already takes the double 

els from House X as the real starting point, in which the process of subtracting a cube to form an el-

form has already taken place. The idea of the house was to inhabit the spaces of the ‘els’, that is, the 

                                                            
232 These issues regarding inconsistencies in a project’s documentation are highlighted in William J. Mitchell’s 
discussion on digital renderings of Louis Kahn’s un-built projects produced by Kent Larson, see William J. Mitchell, 
“Afterword: Contenders,” in Louis I. Kahn: unbuilt masterworks (New York, NY: Monacelli Press, 2000), 226. 
233 Mitchell, “Afterword: Contenders,” 226. 
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‘el’ form or ‘the’ forms, as ‘el’ is Spanish for the English article ‘the’. It was Eisenman’s signature form, 

the definitive form – ‘the’ form.  
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The Guardiola Process: Tracing and Imprinting 

The Guardiola House is a construction and a recording of its own internal history of making, where the 

traces and imprints mark the movement of the transformations to form the interstitial condition. The 

interstitial is the recording, marking, and imprinting of the processes of addition and subtraction 

between el-figures, involving a series of formal operations including shifting, cloning, rotating, scaling, 

and mirroring. 

 

The process begins with an initial condition of a white cube which is copied and overlapped in three-

dimensional space (in red). The intersection of this initial cube and its copy has been removed or 

subtracted to produce an el-form. The el-form is the original white cube leaving behind a red trace or 

an imprint of the subtracted interior volume. As discussed, the el-form is an incomplete cube, a 

manifestation of Eisenman’s in-between thinking and a key constituent of his formal vocabulary 

(figures 1.42-1.44). This subtraction forms the basis of the rest of the iterative design process. 

Eisenman notes that an iterative process of becoming essentially replaces a process of extrusion from 

a two-dimensional basis, in which the process becomes more of a deformation (pushing into sand) 

rather than a transformation.234 The red imprint (pushed-in deformed cube) is an indexical absent 

presence, a record of the operation that had just occurred. The red and white, as employed in this 

retracing sequence, are colour indices, notational records to aid the reading process. 

 

The el-form of the original cube has been copied, translated, and rotated, producing a double el-form 

condition by means of superimposition, where one is displaced diagonally from the other in three 

dimensions (figure 1.45 and step 4 of Eisenman’s process diagrams seen in figure 1.29). This 

assemblage (the upper el-configuration) is duplicated, then mirrored horizontally and vertically, and 

then transformed, displaced, and recombined to achieve the house’s current configuration of a 

diagonally interlocked and mirrored double el-form volumetric condition (figures 1.46-1.47). This 

mirroring or inversion operation had the pragmatic aim of producing a second volume to ‘roll’ down 

the hill of the site, similar to a dice roll, as a means of producing additional space for the house at a 

lower level (this double el-form disposition was already assumed from House X).  

 

This process continues in copying, transforming, scaling, adding and subtracting the figures, and is 

recorded in the self-referential and self-reproduction of el-forms, marking traces and imprints along the 

way. The traces in Eisenman’s Guardiola House are in reality self-referential traces, that is, traces 

                                                            
234 Eisenman, “Processes of the Interstitial: Spacing and the Arbitrary Text,” 97. 
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which trace the act of tracing. Hence, the trace is paradoxically ambiguous in Eisenman’s project. 

What is the trace of what? They are traces of traces, traces of the action of tracing, self-referential 

traces within an endless network of differing and deferring, additive and subtractive el-form 

configurations. As in Derrida’s notion of a textual graft, the various el-forms and their iterations 

intervene and insert themselves into each other. Such as the writing of multiple texts at once by means 

of superimposition, which produces absent-present traces of différance, where the various constituent 

layers are differed and deferred from one another, blurred and made indistinguishable in the result. 

 

The intersections within the upper two els and the lower two els are manifested as red frames, ghosted 

geometries which mark the absent presences of the intersecting volumes (figures 1.48-1.49). These 

red non-structural frames are the predominant elements of the interior, invading the spaces, activities, 

and movement inside the house. These red frames are subsequently cut where ingress for the stairs is 

needed (figures 1.90-1.93). Another intersection occurs between the upper and lower volumes, which 

produces a threshold element where the stair between the two volumes is inserted (figures 1.50-1.51).  

 

In addition to the four main exterior els, there are four interior els, produced by transforming, scaling, 

and displacing (repositioning) the four exterior els (figures 1.52-1.56). These are then subtracted from 

the exterior els producing the key idea of this project – the interstitial condition (figures 1.57-1.58). 

These four inner els are hidden or latent geometries which compose the interior surfaces of the 

interstitial mass as interior imprints which, at certain moments, pierce or intersect with the exterior. 

When the exterior surface of a particular volume is orthogonal, the interior surface will be rotated, and if 

the exterior is rotated, then the interior surface will be orthogonal. The building operates between the 

relations of exterior-interior and orthogonal-rotated, such that these two geometries, these double 

matrices, are always at work – orthogonal within rotated geometries and rotated within orthogonal 

geometries. 

 

When the corner of an inner rotated volume extends past the surface of an outer orthogonal volume, or 

vice versa, these extensions or interpenetrations appear as triangular additions to the object. The red 

triangular element (figure 1.59) is orthogonal compared to the white el-form which is rotated in three-

dimensions, so when assembled and overlapped, the red element will stick out. These triangular and 

other oddly shaped elements become portions of glazing for the house, evident in the lower floor 

son’s/guests’ room, upper floor master bedroom, the trapezoid main entry, as well as the glass floor. 

Here, Eisenman’s systematic open process allows for these inconsistencies of geometries, such as 

the various juxtapositions of diagonal elements with orthogonal elements, to be ‘in-consistent’ within 
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the overall design of the house, that is, to make use of the elements of the formal game that he plays – 

physically manifesting a trace or imprint as actual architectural elements. 

 

Regarding Eisenman’s text for the Guardiola House, as per his project description (see section 1.1), 

his ‘foot in sand’ analogy is somewhat misleading. The foot does not change its shape or properties 

after making an imprint in the sand. It merely picks up residues of sand on the underside of the foot. 

Only the sand has changed its form, but the form of the foot remains intact. However, this is not the 

Guardiola case. The Guardiola is a different kind of foot, a foot which allows sand to penetrate into it, 

thus affecting its shape. 

 

Regarding this particular stage of the Guardiola process (imprinting to produce the interstitial 

envelope, see figures 1.56-1.59), the project is a case of interlocking or interpenetration, which 

produces two components: 

1. The first component, the imprinted object, is where the red object is subtracted from the white 

object (figure 1.58). 

2. The second component is what remains, that is, what was subtracted or removed, a residue of the 

subtracted red object with faces of the white object (reciprocal of the first component, the red parts 

sticking out of the white, figure 1.59). 

 

However, there is no real subtraction as such, as nothing is lost, all the geometry is still there, as the 

process is an interpenetration, that is, the volumes passing through each other. From this, two 

components are produced from the interaction. What Eisenman does, however, is give different 

treatments (or manifestations) to these components. So the second component of the protruded red 

fragments is made transparent and they become the ‘windows’, and the first component is the poché, 

the interior red imprinted surfaces are the floors, ceilings, and walls of the house, which are ‘different’ 

to the exterior white surfaces. ‘Different’ in the sense that the inner surfaces are not simply parallel 

‘offsets’ of the exterior surfaces, such that the wall’s thickness and shape vary (constituting the 

interstitial poché). 

 

It is important to note that the ‘foot in sand’ is a metaphor or an analogy, intended to shift or transfer a 

key meaning of one idea to understand another. The metaphor breaks down if we start to engage in a 

direct comparison of each characteristic pertaining to both. Eisenman is using metaphor to describe 

the process of the project in more recognisable terms (foot in sand), but similarly he could have 
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referred to processes of carving or imprinting wax. Furthermore, his foot in sand is a metaphorical 

concept to understand another concept, that of the chora. 

 

The ‘foot in sand’ as a spatial metaphor is valid up to the point of making an imprint (a negative 

impression into a substance), but not beyond this. It is properly termed an ‘imprint’, as a foot in sand 

displaces the sand, where matter is shifted, rather than simply disappearing. The metaphor starts to 

break down as the Guardiola project is actually an intersection of two ‘soft’ entities, where they can 

pass through or interpenetrate each other. Whereas sand does not physically intersect or pass through 

into the foot, the foot displaces the sand, thereby changing the sand’s form, but the foot remains intact 

and unchanged. In the Guardiola House, the figures are affecting each other, passing through each 

others’ volumes, such that Eisenman’s term ‘foot’ is a misnomer, as in reality, the foot is impenetrable 

(though liquid or other small particles can still seep through the pores). In the Guardiola the foot is a 

‘virtual’ or otherwise malleable or liquid cube where the sand (another cube) can enter and 

interpenetrate, thus affecting each other. Perhaps it would make more sense if it was a ‘sand in sand’ 

analogy, or two water droplets ‘on the way’ to becoming merged. Following Eisenman’s 

reinterpretation of the trace and imprint in 2013, the trace is indeed what is picked up from the sand, 

not by a foot, but rather by some substance (matter) as malleable as the imprinted sand. Eisenman, as 

mentioned previously, also uses the metaphor of balloons filled with sand which can push into each 

other.235 

 

Alternatively, the foot in sand metaphor can still hold if we were to conceive the foot (B) and sand (A) 

relationship reversing: sand minus foot (A-B), foot minus sand (B-A) (as per the illustrated process, 

figures 1.57-1.59, white minus red, red minus white) to produce the constituent parts of the interlocking 

configuration. Interpreted in this way, the foot and sand have reversible roles, where the foot is initially 

the form giving element and the sand is the form receiving element, and vice versa. In today’s three-

dimensional digital software, this process would be known as a Boolean subtraction (A-B and B-A). 

 

Similarly, the previous step of defining the frames marking the intersections of the els would be termed 

a Boolean intersection (where A overlaps with B). In Eisenman’s project description he mentions, “It 

[the house] breaks the notion of figure/frame, because it is figure and frame simultaneously.”236 Here, 

the ‘figure’ is referring to the object and the ‘frame’ the edges or profile of this object. This breaking of 

figure/frame or object/profile is manifested in the traces “recorded in two linear frames of steel 

                                                            
235 Eisenman, “Zones of Undecidability II The Processes of the Interstitial,” 289. 
236 Eisenman, “Guardiola House, Puerto de Santa Maria, Cadiz, Spain,” 10. 
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grids.”237 The label of this step in Eisenman’s process diagrams (step 6 in figure 1.29) ambiguously 

describes trace and frame definition, suggesting two separate things, where the project description 

says the trace is actually defined by the frame. 

 

The imprint and the trace, as per the project description by Eisenman, refer to two different processes, 

namely, the making of the shell (interstitial envelope) and the definition of the frame (where he clearly 

defines the shell as the imprint and the frame as the trace). In the interview of 2013, traces and imprints 

are reconceived as reciprocals of each other, and the frame is not mentioned. Hence, Eisenman has 

reinterpreted the notions of traces and imprints after 25 years. This is not a mere inconsistency or 

contradiction, as Eisenman’s conception of the terms is constantly shifted and redefined. As his 

strategies of tracing and imprinting develop beyond the Guardiola project, his terms, including the 

notions of figure, ground, and the interstitial, start to become more multivalent and ambivalent. 

  

Returning to the transformational process; to interpenetrate the Guardiola els even more, further 

subtractions are made to produce window slit openings around the perimeters. The two original 

orthogonal els of the exterior are copied and displaced (figures 1.60-1.61), as per Eisenman’s process 

diagrams steps 1-3 (figure 1.29). The intersections between the original and displaced els (both upper 

and lower) are then temporarily solidified in order to be subtracted from the interstitial els (figures 1.62-

1.63) creating slit openings (figure 1.64). Additionally, the two shifted and displaced orthogonal els add 

further components to the overall form, they subtract their original counterpart els and leave behind 

residues, where the larger components are removed, retaining only two smaller rectangular pieces 

(figures 1.66-1.67).  

 

Finally, there is the creation of the lower detached el (figures 1.69-1.72) which only appears to be part 

of the overall process. This detached el configuration is conceptually produced from the interlocking of 

the extensions of the lower orthogonal and rotated els. This detached el volume, as will be 

demonstrated, is in fact a phantom volume, a leftover trace or residual element from the ‘real’ design 

process, made part of the ‘fictional’ design process of tracing as illustrated here.  

 

The resolution of the various processes combines all these els – in their absence or presence – into 

the published scheme of the house, combined with the two intersections which become frames, the 

intermediate intersecting threshold element, the exterior stairs, the interior stairs, the internal walls and 

                                                            
237 Ibid. 
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floors, and the doors and window glazing (figure 1.74).238 The combination of the various elements and 

the manifestations of the traces and imprints are seen in the perspective renders (figures 1.86-1.94). 

The interior perspective renders show the predominance of the red non-structural frame, seemingly 

interfering with all aspects of life inside this house.  

 

Due to Eisenman’s emphasis on architecture as a continuous dislocation of what locates (atopia within 

topos), Tim Clarke describes the Guardiola House as being the most extreme case of a ‘machine for 

living in’, where its inhabitation was actually intended to be difficult, if not impossible.239 While the 

house can be dismissed as “an extremely complicated way of making some nice shapes,”240 as Diana 

Periton claims, with rooms of rather inconvenient or odd shapes with various awkward bits, the house 

could also be read as a beautiful object. 

 

As evident in the process, the Guardiola House constructs and records its own history of making. In 

the diagrammatic formal process involving superimposition or layering of the various cubic el-forms 

and their iterations, the transformations are recorded, frozen, and suspended in time and space by the 

traces and imprints. Hence, the Guardiola House is a suspended history of its own construction. 

However, as the iterations or (re)configured el-forms are added together, their process in time and the 

individual iterations or layers have been somewhat lost or blurred. The dynamic seriality and repetition 

constituting the process has been reduced to a combined static assemblage. Eisenman overlaps the 

figures (superimposition), but as a result, the forms are merged or blurred (superposition), causing 

time and space to be displaced. 

 
 

  

                                                            
238 Elements of furniture have also been included in the published plans, but they merely act as conventional indicators 
of function and scale in this house, as such, they are not illustrated in this reconstruction of the process which aims to 
highlight the tracing and imprinting operations. 
239 Tim Clarke, “The man who puts windows in the floor,” Blueprint (London, England) no. 58 (1989): 34. 
240 Periton, “Tracing Eisenman,” 29. 
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Re-tracing the Guardiola Process: Formal-Compositional Analyses of the Guardiola 
House 
 
 
 
 
 
 
 
 

 
 
 
Figure 1.41: The Guardiola House’s upper, lower, and detached volumes, and stairs leading down to the beach facing 
south. 
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Figures 1.42-1.43: Left, initial condition, the starting cube. Right, the copied and displaced cube, superimposed over 
the initial cube. 
 
 
 
 
 

 
 
Figures 1.44-1.45: Left, the first subtraction producing the el-form. Right, copying, displacing, and rotating the el-form – 
the upper volume. 
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Figures 1.46-1.47: Left, mirroring, scaling, and displacing the two els – the lower volume. Right, the four external els of 
the house, two orthogonal els and two rotated els. This is the real starting point for Eisenman, as the double orthogonal 
el-forms were already preconceived in House X; with the addition of the two rotated el-forms. 
 
 
 

 
 
Figures 1.48-1.49: Left, the intersections within the two upper and lower els. Right, these intersections of the els become 
frames. 
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Figures 1.50-1.51: Left, the intersection between the upper and lower volumes. Right, this intersection manifests as a 
threshold element for the stairs. 
 
 
 
 

 
 
Figures 1.52-1.53: Left, the two orthogonal els. Right, the two orthogonal els are copied, displaced, and transformed. 
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Figures 1.54-1.55: Left, the two rotated els. Right, the two rotated els are copied, displaced, and transformed. 
 
 
 
 
 

 
 
Figures 1.56-1.57: Left, the combined transformed els – the four internal els. Right, the intersection of the four internal 
els with the four external els. 
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Figures 1.58-1.59: Left, the interstitial els produced from the subtraction of the internal els from the external els. Right, 
the interpenetrations (the residual parts of the four internal els from the subtraction) projected or piercing through the 
external els become glazed elements (windows), including the glass floor. 
 
 
 

 
 
Figures 1.60-1.61: Left, the two original orthogonal els. Right, the two orthogonal els are copied and displaced. 
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Figures 1.62-1.63: Left, the intersections of the original and displaced orthogonal els. Right, the intersections of the 
orthogonal els contained inside the interstitial els of figure 1.58.  
 
 
 
 

 
 
Figures 1.64-1.65: Left, subtracting the intersections of the orthogonal els from the interstitial els for window slits. Right, 
the two copied and displaced orthogonal els as per figure 1.61. 
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Figures 1.66-1.67: Left, the two copied and displaced els subtracting the two original orthogonal els. Right, the larger 
subtracted components are removed, retaining only the two smaller rectangular pieces. 
 

 
 
Figure 1.68: The combined assemblage of elements produced from tracing and imprinting: the interstitial els, the 
interpenetrations, and the subtracted components. 
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Figures 1.69-1.70: Left, extension of the lower orthogonal el. Right, extension of the lower rotated el. 
 
 
 
 
 

 
 
Figures 1.71-1.72: Left, interlocking detached els to produce the detached lower volume. Right, the resulting main 
volumes of the Guardiola House: upper, lower, and lower detached volumes. 
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Figures 1.73-1.74: Left, the additional elements of the house: the stairs, the internal floors, walls, and doors. Right, 
superimposition of the elements including the frames and the intermediate intersection. 
 

 
 

Figure 1.75: Superimposition of all the elements of the Guardiola House with the foundations. 
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Solid-Void Analyses – 3D Plans and Sections 

 
Figure 1.76: 3D longitudinal section of the interstitial els – the four external and four internal els. 

 

 
Figure 1.77: 3D longitudinal section of the interstitial els subtracted. 
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Figure 1.78: 3D longitudinal section – solid-void reading showing the space behind and around the sectional cut. 
 

 
 
Figure 1.79: 3D cross section through upper els. 
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Figure 1.80: 3D cross section through intersection of the els. 
 

 
 
Figure 1.81: 3D cross section through lower els. 
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Figure 1.82: 3D upper level, master bedroom with bathroom. 
 

 
 
Figure 1.83: 3D intermediate level, living space, kitchen, dining, and toilet. 
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Figure 1.84: 3D entry level, living space with glass floor. 
 

 
 
Figure 1.85: 3D lower level, son’s/guests’ rooms and bathroom. 
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Guardiola House Rendered Perspectives  
 
 
 
 
 
 

 
 
Figure 1.86: Exterior render, view from the southwest. 
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Figure 1.87: Exterior render, view from the northeast. Inner els cut and interpenetrate the exterior surface as glazing 
elements.  
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Figure 1.88: Exterior render, view from the southeast. 
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Figure 1.89: Exterior render of exterior stairs and main entry in-between the two volumes; the main door is a trapezoidal 
trace.  
 
 

 Entry Level Plan.    
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Figure 1.90: Interior render of entry level looking towards the intermediate intersection and stairs.  
 
 

 Entry Level Plan.    
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Figure 1.91: Interior render of entry level showing stairs, red frame marking the intersection, and glass floor on the right. 
 
 

 Entry Level Plan.   



Tracing the Guardiola’s Interstitial Condition  

 

143 
 

 
 
 
 
 
 
 
 
 

 
 
Figure 1.92: Interior render of entry level glass floor seen from the steps at the intersection of the two volumes. 
 
 

 Intermediate Level Plan.    
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Figure 1.93: Interior render of intermediate level; stairs to upper level, with a red frame cutting through the space. 
 
 

 Intermediate Level Plan. 
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Figure 1.94: Interior render of lower level son’s/guests’ room with triangular window. 
 
 

 Lower Level Plan. 
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Indexicality of Disappearance 

Having established the process of tracing and imprinting in the Guardiola project, it is also worth 

investigating the associated concept of the index, as a registration of absence, and as an extension of 

the idea of the trace. There are two continuities in Eisenman’s use of the trace, as Greg Lynn 

describes: one being the perpetual use of the term, and the other being his ongoing development of 

manifesting sequential design processes into spatial and material reality.241 These continuities reveal 

what Lynn calls a codependency between technique and concept, between tracing as a theory and 

tracing as a design practice, which has not always been consistent, as Eisenman may adjust particular 

architectural elements to improve the aesthetic quality of a project rather than conforming to a 

theoretical discourse.242 What is consistent, however, is Eisenman’s search for the in-between in both 

spatial thought and design practice, and the index is an appropriate mediator or instigator of the in-

between as it combines materialism with signification.243 What follows is an explication of the trace as a 

form of index, whereby the trace is employed to mark absent-presences to record the memory of 

events, with reference to C. S. Peirce, Rosalind Krauss, and Didi-Huberman, among others. 

 

The trace can be considered indexical as it indicates or points to something. Eisenman’s index is a 

trace of an event. This event is his design process of transformations where he simultaneously 

appears and disappears, leaving traces and clues for one to decipher, constituting an “indexicality of 

disappearance.”244 C. S. Peirce posits that a sign can take the form of an icon, an index, or a symbol, 

and defines the index as follows: 

 

An index stands for its object by virtue of a real connection with it, or because it forces the 

mind to attend to that object. Thus, we say a low barometer with a moist air is an indication of 

rain…. A weathercock is an indication, or index, of the direction of the wind…. The pole star is 

an index, or pointing finger, to show us which way is north.245 

 

This notion of the index, though a term associated with Peirce, is also used by Rowe and Slutzky, as 

early as 1955-56, in their essay on transparency, where they describe the corners and angles of Le 

                                                            
241 Lynn, “The Talented Mr. Tracer,” 192. 
242 Ibid. 
243 Robert E. Somol and Sarah Whiting, “Notes around the Doppler Effect and Other Moods of Modernism,” Perspecta 
no. 33 (2002): 74, http://www.jstor.org/stable/1567298 (accessed March 18, 2014). 
244 Robert E. Somol, “Accidents Will Happen,” Architecture and Urbanism no. 252 (September 1991): 7. 
245 Charles Sanders Peirce, “Of Reasoning in General,” in The essential Peirce: selected philosophical writings, vol. 2, 
ed. Peirce Edition Project, general ed. Nathan Houser (Bloomington: Indiana University Press, 1992-1998), 14. 
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Corbusier’s Palace of the League of Nations (1927) as “indices of spatial dimension.”246 The origin of 

the architectural indexical trace can be sourced to Vitruvius, where in the introduction to Book VI of his 

Ten Books, he describes the geometrical drawings seen on the Rhodian shore as traces of 

civilisation.247 Similarly, Eisenman claims that “[t]he footprints [of Robinson Crusoe’s discovery] are the 

trace of a previous presence, yet also record the current absence of that presence.”248 With reference 

to Peirce, he describes the index as “a trace or record of an actual event or a process.”249 Eisenman 

speaks of the footprint as a form of index, and mentions that it involves a “notation of time; the 

footprint registers the span between the moment of human presence in making the imprint and that of 

human absence.”250 Hence, for Eisenman, the index, in its implication of absence, suggests a notion of 

time.251 However, this temporality as implied by the indexical traces in a given design process of a 

building is only ever imaginary, implicit, and fictional in the formal outcomes.252 

 

An index is a notational record of events, a multiple palimpsest that overlays and juxtaposes fact with 

fiction, truth with ideality.253 An index points back in time, and in the case of Eisenman’s architecture, 

Allen asserts that an indexical sign points “to the event of design and the hand of the author. A closed 

circle results, in which the means of interpreting things are recycled as a model for making things…. 

The result is a self-referential architecture, locked in the examination of its own history.”254 This self-

referential architecture is evident in the Guardiola House, where the indexical traces of each iteration 

refer back to itself, as a cycled examination of its own internal history, of the design event and the 

invisible hand of the author. The Guardiola is an index of an event of tracing and imprinting, 

reconstituted in architecture as a representation of an index, ironically becoming an index of an index. 

 

                                                            
246 Colin Rowe and Robert Slutzky, “Transparency: Literal and Phenomenal,” in The mathematics of the ideal villa and 
other essays (Cambridge, Mass.: MIT Press, 1982, 1976), 171, written in 1955-6, first published in Perspecta, 1963, and 
reprinted as Transparenz, B. Hoesli, ed., Birkhäser, Basel, 1968. 
247 Vitruvius Pollio, Vitruvius: The Ten Books on Architecture, trans. Morris Hicky Morgan (New York: Dover Publications, 
1960), Bk. VI, Introduction, 167. 
248 Peter Eisenman, “The Deconstruction of the Axis: Daniel Libeskind, Jewish Museum, 1989-1999,” in Ten Canonical 
Buildings 1950-2000, ed. Ariane Lourie (New York: Rizzoli: Distributed to the U.S. trade by Random House, 2008), 231. 
249 Ibid. 
250 Ibid. 
251 Eisenman, Diagram diaries, 73. 
252 Sandra Kaji-O’Grady, “Serialism in Art and Architecture: Context and Theory” (PhD diss., Monash University, School 
of Literary, Visual and Performance Studies, 2001), 163, http://arrow.monash.edu.au/hdl/1959.1/9120 (accessed March 
19, 2014). 
253 Peter Eisenman, “Giovanni Battista Piranesi: A Critical Analysis,” in Peter Eisenman: Barfuss auf weiss glühenden 
Mauern = Barefoot on white-hot walls, ed. Peter Noever (Ostfildern-Ruit: Hatje Cantz, 2004), 85. 
254 Allen, “Trace Elements,” 63. 
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Eisenman links the absent-present trace to Peirce’s indexical sign as a re-elaboration of his thoughts 

on the in-between and ambiguity.255 Eisenman states, “It is the nature of an indexical sign that leads to 

an idea of absence.”256 The trace, now manifested as an index of time and movement, is of 

fundamental importance to his work, as well as a constant point of development which transforms over 

the span of his career, as Allen affirms, 

 

In every case, some notion of the indexical sign, however mediated, is at work. This has been 

the one point of consistency as Eisenman has explored a wide range of formal and procedural 

vocabularies over the past thirty years. Regardless of the formal character of the operation, i.e., 

whether it is a shifted grid (1970s), scaling (1980s), or folded surfaces (1990s), the implication 

of narrative time and fictional movement persists.257 

 

Contributing to Eisenman’s development of the trace are Rosalind Krauss’ two articles on the index 

and its manifestation in art.258 It is important to understand why the index became so crucial, so that 

even Eisenman was absorbed by its impetus, and the type of art and architecture that came to 

predominate. In “Notes on the Index: Seventies Art in America” Krauss defines, “indexes establish their 

meaning along the axis of a physical relationship to their referents. They are the marks or traces of a 

particular cause, and that cause is the thing to which they refer, the object they signify.”259 She places 

physical traces like footprints, medical symptoms, and cast shadows into the category of the index, as 

indexical signs.260 

 

Georges Didi-Huberman describes the indexical trace as a symptom,261 noting that Peirce’s semiotic 

index is not only understood “as the material remains of a past enigma, its trace, obvious or invisible 

… but also as the vestige of a contact, a blow, a material imprint.”262 The index implies a resemblance 

by contact, and “presupposes dissemblance and a manner of touching.”263 Resemblance by contact 

is “the direct physical transference of a form or configuration from one surface or material to another, 

                                                            
255 Cynthia Davidson, “The Absence of Presence; or, the Void,” in Tracing Eisenman: Peter Eisenman complete works, 
ed. Cynthia Davidson (London: Thames and Hudson, 2006), 30. 
256 Eisenman, Diagram diaries, 74. 
257 Allen, “Trace Elements,” 62. 
258 Eisenman refers to Krauss’ articles on the index in “Digital Scrambler,” 40. 
259 Rosalind Krauss, “Notes on the Index: Seventies Art in America,” October 3 (Spring 1977): 70, 
http://www.jstor.org/stable/778437 (accessed July 14, 2010). 
260 Ibid. 
261 Georges Didi-Huberman, Fra Angelico: dissemblance and figuration, trans. Jane Marie Todd (Chicago: University of 
Chicago Press, 1995), 7. 
262 Ibid. 
263 Ibid., 8. 
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as in molding, casting, and imprinting.”264 Didi-Huberman offers the footstep and smoke from a fire as 

examples of a vestigium,265 of traces with indexical characteristics, which involve “the material contact 

they suppose between the sign and the object signified.”266 An indexical trace results from direct 

physical contact of something which existed and made a mark, before disappearing. Even though the 

moment of contact was brief, what matters is that a visible mark has been left behind as evidence.267 

One is left asking, does a trace merely ‘represent’ an object or could the trace instead be an extension 

of an object’s ‘presence’?268 In other words, is the indexical trace simply a representation of the absent 

presence of an object, or is the indexical trace another form of presence in its own right, that which 

points to or extends presence? Krauss emphasises that “the index is structured around a notion of the 

visual object as literally having been caused by its model: by having come into physical contact with 

it.”269 The indexical trace attempts “to manifest the making process in the end image,”270 so that the 

result has a record of its process or its means, as is evident in Eisenman’s tracing and imprinting 

process being manifested in the resulting Guardiola House. 

 

Beyond presenting or representing, referring or deferring an object, the indexical trace can also point 

to the absent presence, or extended presence of an actor or author. In a discussion of the holy shroud, 

Didi-Huberman describes it as a “negative imprint of the body of Christ, its luminous index miraculously 

produced and miraculously inverted in the very act of resurrection.”271 Eisenman establishes an 

indexical relationship in his design processes of tracing, but simultaneously he attempts to remove 

himself from this process, as an anonymous author. If Eisenman’s indexical imprints can be 

considered impersonal and anonymous, then how does one explain the inconsistencies and 

incoherencies apparent in the resulting design scheme?272 This will be discussed later with regards to 

Eisenman’s seemingly coherent process being a paradox, where he is critically interrupting and 

                                                            
264 Richard Shiff, “‘L’empreinte.’ – various artists, Centre Georges Pompidou, France,” Artforum (Summer 1997), 
FindArticles.com, http://findarticles.com/p/articles/mi_m0268/is_n10_v35/ai_19677882/?tag=content;col1 (accessed 
June 12, 2012). See Plotinus on tracing, imprinting, or impressing: “Shape is an impress from the unshaped; it is the 
unshaped that produces shape, not shape the unshaped,” Plotinus, The Enneads, VI. 7. 33, 2nd rev. ed., ed. B. S. 
Page, trans. Stephen MacKenna (London: Faber and Faber, 1956), 587. 
265 Didi-Huberman, Fra Angelico: dissemblance and figuration, 36. 
266 Ibid. 
267 Peter Geimer, “Image as Trace: Speculations about an Undead Paradigm,” trans. Kata Gellen, Differences: A Journal 
of Feminist Cultural Studies 18, no. 1 (2007): 10, http://www.wiss.ethz.ch/uploads/tx_jhpublications/Image_as_Trace.pdf 
(accessed June 12, 2012). 
268 Ibid., 17. 
269 Rosalind Krauss, “Critical reflections,” Artforum (January 1995), The Free Library, 
http://www.thefreelibrary.com/Critical+reflections.-a016462113 (accessed June 12, 2012). 
270 Ibid. 
271 Georges Didi-Huberman, “The Index of the Absent Wound (Monograph on a Stain),” trans. Thomas Repensek, 
October 29 (Summer 1984): 65, http://www.jstor.org/stable/778307 (accessed June 12, 2012). 
272 See Richard Shiff’s discussion of Didi-Huberman’s notions of the anonymous process of making and the impersonal 
imprint, in Shiff, “‘L’empreinte.’ – various artists.” 
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intervening in what appears to be an automatic process. The index as employed by Eisenman allows 

him to simultaneously appear and disappear, like a criminal running away from a crime scene and 

leaving behind clues for the reconstruction of a narrative. 

 

The anonymity of Eisenman as an author likens him to a criminal leaving behind clues for detection. 

Carlo Ginzburg relates the trace to the notions of symptoms and clues, saying, “infinitesimal traces 

permit the comprehension of a deeper, otherwise unattainable reality: traces – more precisely, 

symptoms (in the case of Freud), clues (in the case of Sherlock Holmes), pictorial marks (in the case 

of Morelli).”273 Allen describes Eisenman’s traces as permitting a decoding operation elicited for the 

viewer “to unpack the process of the making of the object, much as the indexical sign elicits a 

reconstruction of causes from effects, or a detective reconstructs a coherent narrative of the crime 

from scattered clues.”274  

 

Lynn reasserts the ‘criminal’ nature of Eisenman as he writes, “Eisenman behaves as if, and invites us 

to believe that, he is on the run from some unthinkably astute investigator who tracks his every 

movement and is gradually building a criminal case against him.”275 Eisenman is like a criminal 

needing the viewer to act as a detective. Eisenman’s “difference between the trace and imprint is 

initially a difference of notation. Both are records of transformational formal operations. These traces of 

the genesis, and therefore the genetics, of design were left for the detectives.”276 However, are these 

indexical traces and imprints essential to the building or just another form of ornamentation and 

decoration, as supplements to the architecture? Lynn highlights Harry Cobb’s insight into Eisenman’s 

indexical traces as a contemporary or new form of ornament as seen in the impressed surfaces of 

plasterboard in the Aronoff Center, which are conceived as indices for reading the design process.277 

Lynn writes, “These are neither indexical nor are they decoratively applied. They are ornament left for 

their capacity to provoke reading.”278 For Eisenman, the indexical trace as a means of ornamentation is 

also the necessary device to permit reading and reconstruction of a process (chapter three will further 

elaborate on this issue of ornamentation in relation to Eisenman’s traces). 

 

                                                            
273 Carlo Ginzburg, “Clues: Roots of an Evidential Paradigm,” in Myths, Emblems, Clues, trans. John and Anne C. 
Tedeschi (London: Hutchinson Radius, 1990), 101. 
274 Allen, “Trace Elements,” 59. 
275 Lynn, “The Talented Mr. Tracer,” 184. 
276 Ibid., 194. 
277 Ibid., 194-195. 
278 Ibid., 195. 
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Two particular projects provide interesting three-dimensional examples of the indexical trace. The first 

is Michael Arad’s scheme for the World Trade Center memorial competition, Reflecting Absence 

(2004), which demarcates or marks the outlines of the bases of the twin towers with two voids (pools) – 

implying the language and logic of the silhouette – where walls of water, reminiscent of the constant 

falling of debris, give way to reflecting pools reconstituting the architectural footprint of lost objects as 

uncanny voids.279 The two solids which rose up from the ground became two voids submerged into 

the ground, so that negative space becomes concretised into an architectural memory.280 The second 

example is Rachel Whiteread’s House (1993), a concrete cast of the interior of a Victorian terrace 

house.281 Whiteread’s House was a site-specific sculpture whereby solid and void were reciprocated, 

space was transformed into solid substance, inverting the architectural and perceptual notions of 

presence/absence and figure/ground.282 This is already illustrated in modelled form in Luigi Moretti’s 

work on solidified spaces, where the walls became negative and the spaces became positive. As seen 

in Arad’s competition scheme and Whiteread’s cast, the indexical trace becomes a means of marking, 

concretising, and memorialising absence.283 

 

Three particular buildings exemplify the use of the index in architecture, namely Philip Johnson’s Glass 

House, (1949), Robert Venturi’s Franklin Court, a garden-house-museum (1972-1976), and notably 

Daniel Libeskind’s Jewish Museum in Berlin (1988-1999). Johnson’s Glass House, a glass and steel 

container encasing a brick chimney, was supposedly influenced by a burnt wooden village leaving only 

the brick remains as traces, whereas Venturi’s Franklin Court consists of ghostly steel structures, a 

reconstructed trace of its former historical built presence. Like Eisenman’s artificial excavations, 

Libeskind’s Jewish Museum employs the site as an indexical trace – an absent presence – where the 

form of the building is based on an invisible matrix of connections in the form of an urban and cultural 

constellation of the site’s history.284 

  

                                                            
279 Lisa Saltzman, Making memory matter: strategies of remembrance in contemporary art (Chicago: University of 
Chicago Press, 2006), 20-21. 
280 Ibid., 20-21. 
281 Ibid., 81. 
282 Ibid., 82, 89. 
283 Ibid., 20. 
284 Daniel Libeskind, “Between the Lines,” in Daniel Libeskind: Countersign (London: Academy Editions, 1991), 86-87. 
See Allen’s discussion of the influence of Eisenman’s investigations of the index in Allen, “Trace Elements,” 62-63. 
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Figures 1.95-1.96: Michael Arad’s Reflecting Absence, 2004, and Rachel Whiteread’s House, 1993. 
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Figures 1.97-1.98: Philip Johnson’s Glass House, 1949 (above), and Robert Venturi’s Franklin Court, 1972-1976 
(below).  
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Figure 1.99: Daniel Libeskind’s Jewish Museum in Berlin, 1988-1999, star matrix of symbolic traces. 
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Figure 1.100: Daniel Libeskind’s Jewish Museum in Berlin, 1988-1999, model. Geometry of building based on traces of 
an invisible matrix of figures. 
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Eisenman’s Guardiola House differs from these examples in that it is self-referential. It does not aim to 

remember or commemorate some past building or significant historical event. Compared to other 

postmodern and contemporary practices of indexical tracing in art and architecture, where the use of 

the trace or index is to mark the absent presence of some referent, as seen in Libeskind’s reference to 

the Jewish history of Berlin for his Jewish Museum, or Venturi’s ghostly steel frame at Franklin Court, or 

Whiteread’s House cast solid, or Arad’s Reflecting Absence of the former presences of the twin towers, 

Eisenman’s work, in contrast, is autonomous and self-referential like the conceptual and minimalist 

artworks of the 1960s which were aimed at seriality and repetition, and do not symbolise anything 

other than themselves (their own processes). Though Eisenman’s Guardiola employs strategies of 

frames and solidified voids, his contribution to the index in creative practice is its textuality, the 

capacity or potential for the work to be read as a transformational narrative as part of a discursive 

process, beyond historical or symbolic references. Furthermore, Eisenman develops the indexical 

trace into an interstitial condition, not just to mark absence, but to produce a new kind of space or 

structure, where the inside penetrates to the outside, figures become frames, and geometries become 

hybridised, expressing the differences and complexities of the constituent figures. 

 

Eisenman, like a conceptual artist, is more concerned with the process than the result. But is this really 

the case? Eisenman’s Guardiola-trace is self-referential; a cloned el-cube marking an absence as a 

presence on the original el-cube. The trace, in this case, is a trace of something which just occurred 

within the system or process, that is, traces which record the process of making. The traces are in 

themselves traces; they are traces of traces within the overall tracing process. Eisenman’s 

autonomous architecture of the trace is likened to the conceptual and minimalist artworks where the 

process is emphasised more than the end product.285 Sol LeWitt writes in “Paragraphs on Conceptual 

Art,” “In conceptual art the idea or concept is the most important aspect of the work…. The idea 

becomes a machine that makes the art.”286 He states, “What the work of art looks like isn’t too 

important.”287 However, an ambiguity exists regarding this matter. Eisenman may be giving an 

impression of a process that is smooth and autonomous, but he actually intervenes and interrupts this 

seemingly linear and automatic process, directly affecting the result. 

 
 

                                                            
285 For a further discussion on processes of seriality and repetition, see Sandra Kaji-O’Grady, “Architectural Serialism,” 
Architectural Theory Review: Journal of the Department of Architecture, The University of Sydney 3, no. 2 (1998): 17-31. 
286 Sol LeWitt, “Paragraphs on Conceptual Art,” Artforum (June 1967), DDOOSS, 
http://www.ddooss.org/articulos/idiomas/Sol_Lewitt.htm (accessed August 3, 2010).  
287 Ibid.  



Tracing the Guardiola’s Interstitial Condition  

 

157 
 

Inconsistencies and Idiosyncrasies of the Published Scheme 

Before moving on to a discussion of the archived drawings of the Guardiola House, certain 

idiosyncrasies resulting from the project’s un-built state should be mentioned. The Guardiola House 

has been published in various texts and there are inconsistencies between the presentation of the 

drawings of this project, as well as discrepancies between the drawings. For instance, some 

publications show the ‘interstitial’ zones shaded, emphasising the subtraction and the thickened 

masses, while others only show the structure. Similarly within the same set of drawings for a given 

published representation of the project, there are also inconsistencies between drawings, such as the 

case of the detached lower el, where in the west and south elevations, it is shorter than the lower 

volume, but in section EE, the detached el is aligned to the lower volume along their bottom edges 

(figures 1.101-1.104). 

 

The main entrance to the house is located fittingly ‘in the middle’, in-between the two volumes (upper 

and lower) through an unconventionally trapezoidal door (figure 1.89). In the upper level plan, there is 

a door opening onto the top of the lower volume ‘roof terrace’ (figure 1.105), and like the entrance, this 

door is unconventionally triangular, as seen on the south elevation (figure 1.106). If this roof terrace is 

to be occupied, issues would arise regarding the slope of this surface and the fact that there are no 

balustrades. 

 

Additionally, there is a detached upper wall (figure 1.107), similar to the lower volume, thinner and 

adjacent to the upper volume of the house, which only appears as a trace (dashed line) in the lower 

level plan. This upper detached element used to enclose the external staircase in a previous 

orthogonal scheme (figure 1.109), which became a redundant rotated thickened wall in a developed 

version of the rotated scheme, and was ultimately removed in the final scheme, exposing the stair. This 

detached upper wall is an inconsistent element in the published set of drawings as it only appears in 

one of the plans and nowhere else – a trace of the re-drawings of the house. In the Aedes publication 

of the Guardiola House, not only are the model photos mirrored in print, but the lower level plan 

removed this detached upper wall, that is, the corrected set of plans were presented here, unlike the 

other publications of this house.288 

 
 
 
 
                                                            
288 Peter Eisenman, Peter Eisenman: Guardiola House = Guardiola Haus (Berlin: Aedes Galerie für Architektur und 
Raum, 1989). 
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Figures 1.101-1.102: Left, Guardiola House, 1988, south elevation. Right, Guardiola House, 1988, section EE. 
 
 
 
 
 
 
 

  
 
Figure 1.103-1.104: Inconsistent height of the detached lower el. Left, Guardiola House, 1988, south elevation + section 
EE. Right, Guardiola House, 1988, west elevation, detached el shorter than volume behind. 
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Figures 1.105-1.106: Left, Guardiola House, 1988, upper level plan, door to roof terrace. Right, Guardiola House, 1988, 
south elevation, triangular door of upper level. 
 
 

   
Figure 1.107: Guardiola House, 1988, lower level plan, trace of upper detached el, not visible in other drawings of the 
set. 
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1.8 The Guardiola House: Archived Drawings 
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The Evolution of the Guardiola project 

There are different stages to the Guardiola drawings, as archived at the CCA, consisting of conceptual 

sketches, to design development and working drawings, and to the published scheme of drawings 

and images. The initial sketches involve a translation from the pre-conditional starting text of half of 

House X (two els along the slope, figure 1.108), where Eisenman is investigating the transformative 

potential of the els and their configurations, which eventually leads to a series of conceptual schemes 

of possible Guardiola Houses, all exhibiting a dual el-volume distribution of programs, one lower 

volume and one higher to work with the slope of the site (figures 1.110-1.111, and 1.125). The 

development stages demonstrate an investigation of interstitial space (envelope) of the house, 

triggered by the rotational shift. The later stages consist of articulating and expressing the newfound 

interstitial condition, as well as detail drawings, model pieces, and even carpet designs. The following 

is an approximate chronology of drawings (stages/versions) as most of the drawings found in the 

archives are undated. 

 

Conceptual Schemes 

1. Conceptual orthogonal scheme “Guard House” sketch 

2. Conceptual orthogonal scheme 

3. Conceptual ‘sausage’ scheme 

4. Conceptual rotated scheme 

 

Design Development Schemes 

1. “Guard House” development scheme 1: A and B 

2. Development scheme 2 

3. Development scheme 3 

 

Current Published Scheme 

 The set of drawings and images found in the publications of the Guardiola House project 

 

Additional Drawings 

 Construction detail drawings 

 Door detail studies 

 Conceptual sketches 

 Study sketches 

 Model pieces (surface developments) 
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 Carpet/fabric drawings 

 

Re-tracing the Guardiola House, again 

By analysing and comparing the published drawings to the archived drawings, one can unravel the 

fictional process (the transformations of a cube) to discover the real heuristic process and its 

idiosyncrasies (pen on paper). Superimposition of the various states of the drawings will make clear 

the differences and changes, and see the ‘real’ transformations necessary to produce the house. This 

reflects how Eisenman Architects would have worked as they actually used tracing paper to transfer 

one set of information to another while making adjustments.  

 

The term ‘scheme’ is used as Eisenman’s various stages or versions for his House X project are also 

termed schemes. The term ‘current scheme’ is used to describe the published project as opposed to 

‘final scheme’, as there is no real finality in the Guardiola House. Like House X, the Guardiola House 

remains a project, it was never realised, there are inconsistencies in the various published drawings of 

the project, and there are multiple presentations and representations of the Guardiola House 

constituting a multiplicity of Guardiola Houses – plans, sections, perspectives, structural model, etc.289 

                                                            
289 The schemes as labelled here are named by the author as a basis of reference. However, the overall Guardiola 
process is not limited to these schemes, as there are other drawings of in-between steps not referred to in this 
discussion due to their lesser significance or not documented due to the limited time of the author’s visit to the CCA. 
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Conceptual Schemes 

 
1. Conceptual orthogonal scheme “Guard House” sketch 
 
 

 
 
Figure 1.108: Eisenman’s sketches for the Guardiola House – archived conceptual scheme. 
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2. Conceptual orthogonal scheme 
 
 

 
 
Figure 1.109: Sketches for the Guardiola House – archived orthogonal scheme. 
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3. Conceptual ‘sausage’ scheme 
 

 
 
 

 
 
Figures 1.110-1.111: Sketches for the Guardiola House – archived ‘sausage’ scheme.
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4. Conceptual rotated scheme 
 

 
 
Figure 1.112: Conceptual rotated scheme A. 
 
The conceptual rotated scheme employed the rotation of the el-cubes to align with the diagonal of the 

site boundary. This early rotated scheme explored an interstitial continuous element, an enveloping 

wall wrapping around the perimeter containing the double (orthogonal and rotated) geometries of the 

design. The exterior stairs were initially located at the position of the current detached lower el, which 

was a platform for the stairs. This left a gap between the lower segment of the stairs and the lower 

volume of the house, allowing entry from the side. The upper segment of the exterior stairs was initially 

diagonally shaped to follow the site boundary. 
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Figure 1.113: Conceptual rotated scheme B. The red wave drawn on the glass floor suggests a superimposition of the 
view of the sea waves and the frame of this view. 
 
In conceptual rotated scheme A, the middle internal stair was centrally configured on the intersection, 

which was subsequently changed in scheme B to a side configuration attached to the eastern wall, 

rearticulating the intersection between the upper and lower volumes. The stair on the side meant one 

would descend with a view through the glass floor, whereas the previous stair, which went across the 

intersection, meant one would walk perpendicular to the glass floor. The move of the central internal 

stair appears primarily as a re-articulation of how one is to perceive and approach the glass floor. In 

both conceptual rotated schemes, the glass floor (denoted red) was conceived to be on a platform 

lower than the main floor of the house, changing one’s perception of the glass floor as one descends 

the stair. 
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Design Development Schemes 

 
1. “Guard House” development scheme 1A 
 

 
 
Figure 1.114: Development drawing for the Guardiola House, development scheme 1A, plan of intermediate floor. 
Simplified and without context, which will be subsequently developed in scheme 1B. 
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1. “Guard House” development scheme 1B 
 

 
 
Figure 1.115: Development drawings for the Guardiola House, development scheme 1B, plans of lower and 
intermediate floors. 
 
The exterior stairs are wider than those in the current scheme. The entry to the upper volume of the 

house is adjacent to the upper segment of the exterior stairs, which meant entering from the side, as 

seen in the conceptual orthogonal scheme. There is an upper detached wall which is subsequently 

removed in the published scheme. The lower segment of exterior stairs is ‘walled’ by the lower 

detached el, which is subsequently repositioned by being inserted into the ‘gap’ between the lower 

detached el and the lower volume in a later scheme. This essentially made the detached el volume in 

the current scheme redundant, left as a real trace of the design process (figures 1.140-1.142). 
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Figure 1.116: Development drawings for the Guardiola House, development scheme 1 sections. 
 
These drawings show a development of the interstitial envelope. The exterior faces do not yet show the 

triangular interpenetrations of glazing. As seen in the right section, the substructure is more substantial 

than the foundations of the current scheme. 
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2. Development scheme 2 
 

 
 
Figure 1.117: Development drawing for the Guardiola House, development scheme 2 plan. The glass floor was located 
adjacent to the intersection of the two volumes before being moved to the front of the lower el. The upper segment of 
the exterior stairs follows the diagonal of the site boundary. 
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3. Development scheme 3 
 

 
 
Figure 1.118: Development drawing for the Guardiola House, development scheme 3 plan. This is close to the current 
scheme where the main difference is that the lower part of the main stair is enclosed in the lower detached volume. 
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Figure 1.119: Development drawing for the Guardiola House, development scheme 3 cross section. 
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Current Published Scheme  

 
 
Figure 1.120: The published scheme, sections.
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Additional Drawings 
 
Construction detail drawings 
 

 
 
Figure 1.121: Construction details for the Guardiola House. 
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Door detail studies 
 

 
 

 
 
Figures 1.122-1.123: Archived door detail drawings for the Guardiola House showing doors of overlapping geometries. 
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Conceptual sketches 
 

 
 

 
 
Figures 1.124-1.125: Conceptual sketches for the Guardiola House. 
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Study sketches 
 

 
 
Figure 1.126: Conceptual archived sectional study of the interstitial condition.  
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Model pieces (surface developments) 
 

 
 

 
 
Figures 1.127-1.128: Surface developments for Guardiola House model. 
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Carpet/fabric drawings 
 
 

 

Figure 1.129: Munari Furniture design development, carpet/fabric studies for Guardiola House. 
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1.9 Eisenman’s Dual Narratives  
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From Straight to Rotated: Why the Rotation? 

The transformative operation of rotation in the Guardiola House is significant for two reasons. Firstly, it 

starts a discourse about the Guardiola project’s relationship to the site, and secondly, it is the first 

project which used rotation in three dimensions which produced the interstitial condition. 

 

The Guardiola House is a significant project in that it acts as a constitutive diagram of Eisenman’s 

processes (transformations of figures) and the interstitial condition (hybridised and blurred 

geometries), which is subsequently translated and articulated into projects such as the Aronoff Center 

(DAAP) and the Santiago project (City of Culture). The Guardiola House is such a diagram because it 

is literally an exercise in shifts, rotations, and other transformations, as well as tracing and imprinting, 

whereas the other projects are not only applications of this diagram, but applications in terms of being 

applied to the actual site. The Santiago project would have used grids, the shape of the medieval city, 

and the topography of the mountain – these elements were shapes that Eisenman was able to use to 

inform the shape of Santiago, whereas in the Guardiola project, it is more of an abstract starting point. 

So what informs the rotated form in the Guardiola? 

 

Daniel Libeskind, in an article on the Guardiola House, inaccurately claims that Eisenman’s rotation for 

the Guardiola was a “rotation without motive.”290 Rotation, as an operation, was already developed 

from the Cities of Artificial Excavations where complex plans were produced, combining orthogonal and 

rotated geometries. The operation of rotation, in three dimensions, came later in the design 

development of the Guardiola House as a means of introducing the idea of the interstitial poché as 

pockets of space within the walls. As opposed to its earlier representation in the published design 

process (step 4 of figure 1.29), the rotation occurred later in the Guardiola project, after Eisenman had 

already drawn up plans and sections of possible orthogonal schemes. As illustrated in the 

chronological mapping of the archived drawings, the rotation comes after a series of orthogonal 

schemes (House X iterations). Eisenman never talks about this rotation. At a certain stage he decides 

to rotate the el-cubes, but what informs this? 

 

Thomas Leeser comments, “I remember the rotation was a big step in this poché.”291 Furthermore, 

Leeser believes that this rotational shift may have been something to do with the external site 

condition, as arbitrary as that may be. On inspection of the model on the site (figure 1.130), one can 

detect that the orthogonal volumes of the house are parallel to the orthogonal site boundaries, 

                                                            
290 Daniel Libeskind, “Space is greater than heat,” in Peter Eisenman: Guardiola House = Guardiola Haus (Berlin: Aedes 
Galerie für Architektur und Raum, 1989), unpaginated. 
291 Leeser, interview by Adrian Lo, April 2, 2013. 



Tracing the Guardiola’s Interstitial Condition  

 

183 
 

whereas particular edges of the rotated volumes appear parallel to the diagonal site boundaries, such 

that these volumes were referring to “the angles of the site.”292 The published drawings and images, 

especially the site plan, do not indicate these ‘angles of the site’, only the physical model base hints at 

the shape of the site boundary (figures 1.130-1.131, see also figure 1.21). 

 

The rotational shift in the Guardiola House clearly comes from Eisenman’s transformative operations 

that he employed since his artificial excavations (and since House III). The rotation in Eisenman’s IBA 

Housing project, for instance, is derived from the historical urban context. Eisenman tried to work with 

the site in his projects, as in Cannaregio, La Villette, or the IBA Housing, the site is where the story is, 

there is a history, and he is interested in making those traces or those paths somehow legible. Hence, 

Leeser assumes the rotational strategy must have been derived from the site conditions, or else 

without this rotation, they would not have achieved the interstitial spaces. As in many of Eisenman’s 

other projects, especially the Santiago, the site and contextual conditions would have informed his 

strategy.293 

 

The rotational move for Eisenman fundamentally relates back to the discussion on the ground or the 

site. Eisenman’s history of working with plans is evident from his artificial excavations projects, where 

the horizontal information from the site plan has some implication on his design operations. Kipnis 

mentions that for La Villette, there is a little rotation off the grid, just “to get the section more interesting, 

there’s no theoretical discourse, it was strictly an architectural decision,”294 to improve the sectional 

(vertical) quality of the project. This is part of Eisenman’s intentions, prioritising the hidden role of 

arbitrary rotations over particular contextual or theoretical discourses. 

 

The rotation of the el-form in the Guardiola House is an offset of approximately four degrees on the 

horizontal plane, and about three degrees on the vertical plane. Comparing the conceptual orthogonal 

to the current rotated schemes, the organisation of spaces is more or less similar. However, 

idiosyncrasies are apparent. On the upper level plan, for example, the orthogonal scheme shows a 

large bedroom space with two adjacent spaces; these two spaces were scaled down in the published 

scheme (figures 1.155-1.157). But, if Eisenman kept the programmatic-spatial arrangement of the 

activities of the house intact from the straight to the diagonal scheme (master bedroom on upper floor, 

guest bedrooms on the lower floor, and living and dining in-between), then why the need to rotate? 

                                                            
292 Ibid. 
293 Ibid. 
294 Kipnis, interview by Adrian Lo, March 23, 2013. 
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Figure 1.130: Physical model of Guardiola House with diagonal site. 
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Figure 1.131: Guardiola House, site plan with site boundary imported from an archived plan; rotation of volumes to 
southern boundary (lower dashed line). 
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Eisenman’s early houses were limited to orthogonal geometry, and in House III we can see he used 

the operation of rotation for the first time. However, House III’s rotation still has the two systems 

distinct, that is, a rotated cube distinctly overlapped with an orthogonal cube, where the geometries 

were not yet blurred or merged as would be seen in the Guardiola House. Eisenman’s Cities of Artificial 

Excavations have complex plans, with rotations, such as IBA Berlin, but the verticals were still simply 

extruded. Based on the archived site plan with its site boundary, it is now possible to see that the 

rotation of the Guardiola House is derived from the context. Given the steepness of the site, this is the 

first time Eisenman rotated in three dimensions to allow for a complex vertical quality in a design. As 

opposed to his earlier houses, where the formal operations were entirely autonomous without external 

references, Eisenman’s cities projects employed the site to generate the forms and alignments, which, 

in turn, influenced his decision to refer to the site to make a geometric shift in the Guardiola design, 

that is, the rotational shift of the el-cubes to the site boundary (figures 1.130-1.131). 

 

The Guardiola shift takes a step further than both Eisenman’s early houses and cities projects, as it is 

more generative, where the two systems are blurred to create a third. The interstitial space created 

exists as an exterior within the interior. The orthogonal and rotated matrices are absorbed and 

crystallised by the interstitial matter. The interstitial condition is the difference between the exterior and 

the interior, but is neither yet both at the same time. The interstitial is the ‘stuff’ between the exterior 

and the interior, a new condition between these two spaces. The interstitial records the processes of 

becoming between the exterior and interior by marking the traces and imprints of the transformational 

procedures. 

 

The rotational shift in the Guardiola House becomes interesting as it produces a discussion of 

disturbing the idea of the surface; the interstitial condition produced gives the house a degree of 

abstraction which does not refer to any previous conception of architectural convention. The rotation 

blurs the entire system by re-conceiving the floor, windows, structure, etc. The elements are not just 

structural, but become something other, as seen in the exploratory sketches of the interstitial condition 

in section (figure 1.126). 
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The Double Matrix of Orthogonal vs. Rotated Geometries 

Regarding longitudinal section A-A, the conceptual orthogonal scheme is more fragmented than the 

published scheme (figures 1.132-1.134). In the published scheme, the elements which have been cut 

(the interstitial) appear more coherent and homogenised, due to a blurring and integration of the 

orthogonal and rotated geometries, whereas in the conceptual orthogonal scheme, the horizontal and 

vertical elements are more disparate and disconnected. The fragmentation in the orthogonal scheme 

dissolves the individual elements and produces a singular reading of its constituents (array of straight 

elements, figure 1.133), whereas in the published scheme, the double matrix of the orthogonal and the 

rotated produce a blurring of the elements which creates a double reading (straight and diagonal, 

figure 1.132). The fragmentation of the previous scheme becomes polarised and hybridised by the 

double matrix, where the interstitial space is concealed within the structural elements. 

 

The red ‘non-structural frame’ is a concrete realisation of the dashed line established in the orthogonal 

scheme (figure 1.133); it maintains a continuity of the forms (volumes). This red frame can be read 

structurally or intellectually. It is the realisation of the intersection between the interlocking el-forms, as 

the intersecting space within the els are hollowed out, their ‘profile’ (trace) is kept intact to allow for the 

exterior els to be read inside as continuing. 

 

Various questions arise regarding the articulation of the rotated and subtracted geometries: what are 

the dimensions, variables, or modifiers to adjust the articulation of the double matrix? How are the 

traces dictating the scheme? Are the hidden or latent geometries (continuity of volumes, double matrix) 

a result of local adjustments relating to or as a response to program or specific conditions of the 

space? 

 

The issue of Eisenman interrupting his own linear process is to do with how the local adjustments 

become legitimated according to an empirical logic (making the house work) or a procedural logic 

(intrinsic processes of tracing and imprinting). The interstitial condition provides a new way of 

designing, such that a window opening may be made, but only in accordance to the overall system of 

tracing and imprinting, so that these windows are interstitial interpenetrations of the exterior els (figure 

1.59). Alternatively, the interpenetrations could be seen to be made in advance, but were then applied 

as windows after the fact. Is the process of augmentation of the traces an open or closed system? Are 

local adjustments made based on empirical decisions of height (floor to ceiling), flatness (of the 

surface/floor for walking), or the intrinsic logic of tracing and imprinting? In other words, are the shifts 
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and adjustments in the design made according to procedural logic or the practicality of reality? The 

following discussions attempt to probe these issues. 

 

Eisenman believes theory is a critical driver for architectural design, yet he knowingly assumes the 

reality of architecture. That is, working theoretically and conceptually, he still accommodates the 

idiosyncrasies of reality and pragmatics. He claims that the Guardiola House is designed according to 

the minimal dimensions for inhabitation.295 This assumption for the accommodation of human needs 

constitutes a procedural paradox of anthropocentrism for Eisenman in which his intellectualised 

processes seek to break away from the anthropocentrism of architecture, but ironically he is very 

anthropocentric and uses the Modulor of Le Corbusier as a proportioning system.296 Kipnis notes that 

Eisenman’s early houses actually deployed Le Corbusier’s Modulor, which is not only a proportional 

system derived from a man, but also an aesthetic device of harmonious proportions, based on the 

Fibonacci series, which, in turn, is based on golden ratios.297  

 

Eisenman’s anthropologisation of the house, that is, his processes of making it inhabitable, is part of 

the paradoxes of his design process, whereby conventionality and traditional anthropomorphism 

seemingly invade his unconventional approach to design. Conventional elements enter within the 

unconventionality of the house, so that the interior spaces – floors and ceiling heights – are 

conditioned to fit a person, the floors are still made flat (or gently sloped) for walking, the foundations 

are added to support the house, typical toilets, basins, and kitchen furniture are included in the plans, 

etc. However, the doors, though not published, are more integrated into the design than the furniture. 

The archived working drawings show these doors as containing diagonal elements and working 

between the dual geometries of the house. 

 

Eisenman’s Guardiola House puts into question the notions of intention and the legitimation of the 

conceptual processes. How do certain programmatic moves become integrated into the logic of 

tracing and imprinting? The process diagrams, and the house itself, appear to be generated by a 

certain algorithm, a particular set of rules which dictate the logic. How are these rules tuned, and 

thereby legitimated, to accommodate for the local decisions of inhabitability, walking, sleeping, dining, 

etc.?  

 

                                                            
295 Eisenman, interview by Adrian Lo, March 21, 2013. 
296 Suzanne S. Frank, “The Client’s Response,” in Peter Eisenman's House VI: the client's response (New York: Whitney 
Library of Design, 1994), 55. 
297 Kipnis, “Twisting the Separatrix,” 156. 
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The Guardiola House is not a house in a traditional sense, there are no conventional rooms, doors, or 

windows, as the functions are not necessarily associated with spaces, but rather spaces can be 

inhabited or activated by particular activities (sleeping, dining, etc.).298 As Eisenman notes, “The 

resultant space is clearly different from the space of a house, even though it clearly may function as a 

house.”299 The walls, floors, and ceilings of the Guardiola House do not necessarily contain, instead 

they blur inside and outside, frame and object, and rather than resulting from mere functional 

necessity, the elements of the house are intended to be part of an indexical logic of a process of 

tracing and imprinting.300 Nevertheless, certain idiosyncrasies particular to the functioning and 

appearance of the house add more determining factors to the design beyond those of tracing and 

imprinting. 

                                                            
298 See Claudia Perren’s commentary of Eisenman’s House VI for a similar discussion regarding unconventional 
practices, Claudia Perren, Dan Graham/Peter Eisenman – Positionen zum Konzept (PhD diss., Kassel University, 2005; 
Kassel: Kassel University Press, 2005), 184.  
299 Eisenman, “Separate Tricks,” 134. 
300 Ibid. 
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Guardiola House Drawings 

Published scheme + conceptual orthogonal scheme: Longitudinal sections 
 

Previous page 
Top, Figure 1.132: Guardiola House, 1988, section A-A – published scheme. 

Bottom, Figure 1.133: Guardiola House, 1988, longitudinal section – orthogonal scheme, 
as per archived drawing figure 1.109. 

 
Current page 

Figure 1.134: Superimposed longitudinal sections of published + orthogonal schemes. 
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The Case of the Stair: The purpose of the Detached Lower Volume 

The detached volume, made to appear as extensions of the two lower volume els is, in fact, not 

inhabitable. It contains no functions and is simply a monument; a monumental trace of the real design 

process, a residue of previous states of design, rather than part of the fictional tracing process given in 

the published diagrams. This detached volume, referring to an earlier state of the project, previously 

enclosed the stair adjacent to the lower volume of the house (figure 1.137). It was a volume for a 

space of movement and circulation. However, the stairway was normalised in the current scheme 

(published drawings), and was brought back to a more conventional position, pushed into the existing 

gap between the detached volume and the lower volume, so that one walks in-between the two 

volumes which frame the beach and the sea beyond (figure 1.139, 1.145, and 1.148, current black 

stairs shifted from previous red stairs). Previously there was a redundant in-between gap, as the lower 

detached volume had a purpose to contain the stairs (as seen in the conceptual orthogonal scheme 

and development scheme 3), then the redundant gap became occupied by the stairs, but the 

detached volume, in turn, became a redundant phantom volume, leftover as a ‘real’ trace of the 

process. 

 

This stair running along the side of the house down the steep hill was part of the original orthogonal 

scheme (conceptual orthogonal scheme) which, in turn, comes from House X. In this earlier 

orthogonal scheme, the detached volume was not necessarily conceived of as a ‘separate volume’, 

but as an enclosed space to contain the stairs (figures 1.151, 1.154, and 1.157, current black stairs 

shifted from previous red stairs). The entrances into the house in this previous scheme were all located 

along the side of the house where the stairs landed. Initially the lower stairs would rise to a landing in 

which there was a clearance and the stairs to progress further up were adjacent to this clearance, 

allowing for a main path where there was an entrance to the lower volume (figure 1.150). The platform 

of the stairs joined the floor of this lower level, becoming part of the floor. Thus, the main stair was 

previously more integrated into the overall design. In the published scheme, the stair appears more of 

an ‘inserted’ element, made more apparent in light of the published process diagrams which show 

neither stair nor site. 

  



Tracing the Guardiola’s Interstitial Condition  

 

193 
 

 

 
 
Figure 1.135: Guardiola House, entry level floor plan; stairs inserted between detached and lower els. Section lines are 
shown here as reference for sectional drawings. 
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Figure 1.136: Guardiola House, published scheme. 
 

 
 
Figure 1.137: Previous version of the Guardiola House, development scheme 3.   
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Figure 1.138: Transparent render of the Guardiola House, published scheme. 
 

 
 
Figure 1.139: Published scheme + development scheme 3, with differences in red – shifted stairs and upper detached 
el.   
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Guardiola House Drawings 

Published scheme + development scheme 1B: Lower level plans 
 

Previous page 
Top, Figure 1.140: Guardiola House, 1988, lower level plan – published scheme. 

Bottom, Figure 1.141: Guardiola House, 1988, lower level plan – development scheme 1B, 
as per archived drawing figure 1.115. 

 
Current page 

Figure 1.142: Superimposed lower level plans of published + development schemes. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 

 
 



Tracing the Guardiola’s Interstitial Condition  

 

198 
 

 



Tracing the Guardiola’s Interstitial Condition  

 

199 
 

 
Guardiola House Drawings 

Published scheme + development scheme 3: Upper level plans 
 

Previous page 
Top, Figure 1.143: Guardiola House, 1988, upper level plan – published scheme. 

Bottom, Figure 1.144: Guardiola House, 1988, upper level plan – development scheme 3, 
as per archived drawing figure 1.118. 

 
Current page 

Figure 1.145: Superimposed upper level plans of published scheme + development scheme 3. 
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Guardiola House Drawings	

Published scheme + development scheme 3: Cross sections 
 

Previous page 
Top, Figure 1.146: Guardiola House, 1988, section E-E – published scheme. 

Bottom, Figure 1.147: Guardiola House, 1988, cross section – development scheme 3, 
as per archived drawing figure 1.119. 

 
Current page 

Figure 1.148: Superimposed cross sections of published scheme + development scheme 3. 
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Guardiola House Drawings 

Published scheme + conceptual orthogonal scheme: Lower level plans 
 

Previous page 
Top, Figure 1.149: Guardiola House, 1988, lower level plan – published scheme. 

Bottom, Figure 1.150: Guardiola House, 1988, lower level plan – orthogonal scheme, 
as per archived drawing figure 1.109. 

 
Current page 

Figure 1.151: Superimposed lower level plans of published + orthogonal schemes. 
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Guardiola House Drawings 

Published scheme + conceptual orthogonal scheme: Intermediate level plans 
 

Previous page 
Top, Figure 1.152: Guardiola House, 1988, intermediate level plan – published scheme. 

Bottom, Figure 1.153: Guardiola House, 1988, main level plan – orthogonal scheme, 
as per archived drawing figure 1.109. 

 
Current page 

Figure 1.154: Superimposed intermediate level plans of published + orthogonal schemes. 
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Guardiola House Drawings 

Published scheme + conceptual orthogonal scheme: Upper level plans 
 

Previous page 
Top, Figure 1.155: Guardiola House, 1988, upper level plan – published scheme. 

Bottom, Figure 1.156: Guardiola House, 1988, upper level plan – orthogonal scheme, 
as per archived drawing figure 1.109. 

 
Current page 

Figure 1.157: Superimposed upper level plans of published + orthogonal schemes. 
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Literal and Phenomenal Interstitiality 

The previous drawings show how Eisenman already had an idea of a house following half of House X. 

The rotation, based on the site boundary, was a key step which distinguishes the Guardiola House 

from its predecessor, by opening up the possibility of an interstitial blurring and hybridising of 

orthogonal and rotated figures. The Guardiola House was produced to investigate the condition of the 

interstitial. This interstitial condition is more than just the meeting or encounter of the foot in the sand 

(resemblance by contact), but produces a new conception of space, where space is conceived to be 

interstitial or in-between, ambivalent and paradoxical, composed of and contributed to by various 

factors, in-between foot and sand, interior and exterior, space/figure and structure. 

 

Returning to the question of how the intrinsic processes of tracing and imprinting are tuned to 

accommodate decisions of inhabitability, a particular move in the published process diagrams points 

to an interesting discovery made in relation to the archived drawings. Substantial to the development 

and understanding of the interstitial, as a result of imprinting, are steps 7 and 8 of the process 

diagrams provided by Eisenman (figure 1.158).  

 
Figure 1.158: The imprinting stage of Eisenman’s process diagrams for the Guardiola House in sectional elevation. 
Regarding the leftmost wall, in step 8 the void is pushed out and pierced through the solid surface in order to manifest 
and express the interstitial as a hybrid condition. In contrast, regarding step 7, it is not as obvious that the wall has a 
hybrid shape when perceived from inside or outside. 
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Step 7 shows a solid grey el with a white void subtracted, whereas step 8 shows this white void has 

expanded and now intersects with the grey el. What is the conceptual difference between these two 

steps? Why did Eisenman provide this in-between ‘imprinting solids’ step? On closer inspection, 

regarding the leftmost wall, for instance, step 7 shows a wall (grey) which is a clear interface between 

inside and outside, where the inside is denoted by a void (white), but step 8 shows an interpenetration, 

where the interstitial wall is pierced by the white void, where both wall and void (grey and white, outside 

and inside) are affected. This generates, following Rowe and Slutzky’s use of the terms literal and 

phenomenal, a conceptual difference between what would be referred to as a literal interstitiality and a 

phenomenal interstitiality. 

 

Step 7 shows a literal interstitial condition, where the white (interior el) is differentiated from the grey 

(exterior el), and the white interior is unaffected, such that there is an autonomy of grey and white (solid 

and void), but step 8 shows a phenomenal interstitial condition, where the grey and the white (exterior 

and interior els) are interfering with and redefining each other in an interpenetration. This thus 

enhances the interstitiality of the interface and heightens the sense of hybridity, effectively producing 

ambiguity between the constituent elements. Here, Eisenman forces the condition of the foot and sand 

(reciprocally), by deliberately generating or expressing the engagement, interplay, and transfiguration 

of the interstitial condition, constituting the interstitial as being ‘phenomenal’ – a spatial paradox 

suggesting the simultaneous absence and presence of geometries, as well as a blurring of interior and 

exterior.  

 

Hence, step 8 – Eisenman’s move to ‘imprint through surface’ – becomes rather significant, as leaving 

the house at step 7 would have resulted, nevertheless with a hybrid geometry, but one not perceivable 

unless seen in section, such that the interstitial condition would have lacked a visible or physical 

engagement. As seen in step 8 and the set of published drawings of the Guardiola House, Eisenman 

intended the interstitial phenomenon to engage the viewer, to create and express a perception of two 

simultaneous systems of orthogonal and rotated geometries. Rowe and Slutzky’s phenomenal 

transparency is hence deeply embedded in Eisenman’s conceptual and experiential thinking for the 

Guardiola design, evident in the reiteration of phenomena such as simultaneity, ambivalence, and 

interpenetration of geometric systems. 

 

However, step 7 is not an entirely fictional step that Eisenman made up, but, in fact, it is a trace of a 

real step in the development of the Guardiola project. In the archived conceptual and development 

schemes of the house, we can see a developing condition of the interstitial similar to step 7 of the 
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process diagrams, where the interior volume does not yet pass through the exterior surface (figures 

1.162, 1.165, and 1.168). Thus, Eisenman is attempting to demonstrate (and abstract/diagrammatise) 

between steps 7 and 8 an entire development process between his development schemes and the 

penultimate (published) scheme. What Eisenman achieves between steps 7 and 8 is a redefinition of 

the interstitial condition, from a literal interstitiality, where the wall is simply an in-between wall and the 

interior is unaffected, to a phenomenal interstitiality, where the interstitial wall-and-space is merged and 

hybridised, so as to blur the interior and exterior. The different el-cubes (displaced, rotated, and 

scaled) are juxtaposed through superposition, producing different characteristics to the dual layers of 

inside and outside surfaces, thereby expressing the rotational geometry’s interaction with the 

orthogonal geometry.  

 

House III used rotation, but only in plan, and the result was simply extruded. The Guardiola House 

started as half of House X (labelled here as the ‘conceptual orthogonal scheme’ where plans and 

sections were drawn up), but the operation of rotation was introduced later to trigger and develop the 

interstitial condition, adding further geometric complexities to the design (‘conceptual rotated 

schemes’). In other words, the rotation is actually what motivates the development of the interstitial. 

However, Eisenman took this one step further and pulled the rotated figures out from the orthogonal 

figures (and vice versa) so that they would interpenetrate, as a means of expressing the hybridity of 

geometries. 

 

This discussion refers back to section 1.7 of re-tracing the Guardiola process (see figures 1.57-1.59), 

where step 8 of the published process diagrams refers to the interpenetration of the inner and outer 

volumes. The orthogonal and rotated volumes pass through each other whilst expressing their 

differences, creating the two components of the interstitial condition – the interstitial envelope and the 

protruded window fragments. The phenomenal interstitiality is manifested here as these latter elements 

of glazing, thus doubling the sense of transparency, that is, the interpenetrating transparent elements 

are made physically transparent as windows and the glass floor (section 3.5 further elaborates on this 

notion of the interpenetration as a condition of phenomenal interstitiality). Thus, these elements of the 

Guardiola House’s phenomenal interstitiality combine literal and phenomenal transparencies together, 

whereby the spatially (phenomenally) ambiguous is made optically (literally) transparent. 

 

The difference between steps 7 and 8 of the process is a difference between Eisenman’s real and 

fictional processes, and their coming together. The clearly distinct moves of Eisenman producing the 

interstitial condition in step 7 and his articulation of representing this interstitiality in step 8 reflects his 
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intention to linearise a process into an ideal narrative, but also captures the idiosyncrasies of his 

exploration and expression of this interstitial phenomenon that he discovers in the Guardiola design. 

Eisenman has stated an interest “in self-generating algorithms as a mechanism for vectoring time and 

space, to produce spaces.”301 The Guardiola project is a discursive process; it appears scripted and 

looks algorithmic, but in fact, it is not. Here, Eisenman intended to tell stories in different ways, building 

a (fictional) narrative of a design’s own formation, yet including many parallel (real) narratives of 

possibilities. The result allows one to engage in the processing of all the information and textuality 

constituting the project. 

 

The traces of the Guardiola House are simultaneously legitimated by the empirical (pragmatic) logic as 

well as the procedural (theoretical) logic. Certain programmatic practicalities such as the windows 

become integrated into the logic of tracing and imprinting. As discussed, the step to imprint through 

surface – that of an interpenetration – becomes a way to articulate the windows of the house. The logic 

of making the house work combines with the logic of producing (and reading) traces and imprints, and 

the notion of phenomenal interstitiality makes this particularly apparent, as the simultaneity and 

ambiguity of the design is physically manifested as transparent elements of architecture. In other 

words, the windows of the house are designed according to the process, that is, the interpenetrations 

are manifested as glazed components, so that the process (of form making) produces the 

practicalities (functions) of the house. This clearly illustrates Andrew Benjamin’s claim that the 

interstitial seeks to break or destabilise the conventional and homological relation between form and 

function.302 The Guardiola House hence re-conceives conventional design processes and questions 

the different possibilities of geometric systems and their becoming into built reality. The interstitial not 

only captures the in-between condition of the design process (as traces and imprints), but also 

becomes in-between elements of architecture (as new notions of wall, floor, window, etc.).  

 
 
 
 
 
  

                                                            
301 Eisenman, “A Conversation with Peter Eisenman,” 20. 
302 Benjamin, “Opening the Interstitial,” 308. 
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Figure 1.159: Cross section details through upper volume of Guardiola House (as per figures 1.167-1.169, and below). 
Regarding the leftmost wall, on the left, there is a literal interstitiality of a void differentiated from the red solid (diagonal 
wall inside orthogonal wall) as seen in development scheme 1B, and on the right, there is a phenomenal interstitiality of 
an interpenetration (diagonal wall passing through from outside to inside) as seen in the published scheme. See figure 
1.86 for exterior render of this interpenetration manifesting as a triangular element on the upper volume. 
 
 

   
 
Guardiola House, cross sections through upper volume. Left: development scheme 1B. Right: published scheme.
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Figure 1.160: Plan details through intermediate level of Guardiola House (as per figures 1.161-1.163, and below). 
Regarding the middle vertical wall, on the left, there is a literal interstitiality of a wall simply hybridised into one upside-
down ‘L’ shape as seen in conceptual rotated scheme A, and on the right, there is a phenomenal interstitiality of an 
interpenetration (protruded element becomes glazing, treated differently to the piece around the corner, so as to 
express the inside interpenetrating to the outside) as seen in the published scheme. See also figures 1.59 (upper front 
red piece) and 1.83 (3D render of above plan). 
 
 
 

  
 
Guardiola House, intermediate level plans. Left: conceptual rotated scheme A. Right: published scheme.  
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Guardiola House Drawings 

Published scheme + conceptual rotated scheme A: Intermediate level plans 
 

Previous page 
Top, Figure 1.161: Guardiola House, 1988, intermediate level plan – published scheme. 

Bottom, Figure 1.162: Guardiola House, 1988, main level plan – conceptual rotated scheme A, 
as per archived drawing figure 1.112. 
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Figure 1.163: Superimposed intermediate level plans of published + conceptual rotated schemes. 
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Guardiola House Drawings 
Published scheme + development scheme 1B: Intermediate level plans 

 
Previous page 

Top, Figure 1.164: Guardiola House, 1988, intermediate level plan – published scheme. 
Bottom, Figure 1.165: Guardiola House, 1988, main level plan – development scheme 1B, 

as per archived drawing figure 1.115. 
 

Current page 
Figure 1.166: Superimposed intermediate level plans of published + development schemes. 
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Guardiola House Drawings 

Published scheme + development scheme 1B: Cross sections 
 

Previous page 
Top, Figure 1.167: Guardiola House, 1988, section C-C – published scheme. 

Bottom, Figure 1.168: Guardiola House, 1988, cross section – development scheme 1B, 
as per archived scheme of figures 1.115-1.116. 
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Figure 1.169: Superimposed cross sections of published + development schemes. 
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Design of a Building vs. Design of a Process 

Eisenman’s analytical work sought to reveal and discover the latent invisible systems underlying the 

designs of Wright, Le Corbusier, and Terragni, among others. Eisenman subsequently employs this 

analytical technique in his designs as traces susceptible for ‘reading’ a building. These latent systems 

inform his notion of the trace, and its related notions of the index, marking, notation, imprint, etc., as 

analytical-formal devices. His analyses of selected modern architectural works suggested to him that a 

project results from a process of generative formal transformations based on a set of rules and 

geometries. This is consequently applied to his own work as seen here in the genealogical analyses of 

the evolution of the Guardiola House. 

 

As investigated in this chapter, the analyses of the Guardiola design process traces the relationships 

between the real and fictional narratives, that is, the double evolution of traces and their blurring. For 

Eisenman, the process is not necessarily the final goal, where the result is the process itself, but rather, 

the final building shows this process. There are two layers of design, two processes: a real process 

(the actual heuristic design development as documented in the archived material) and a fictional 

process (the tracing narrative of the published transformational diagrams), both operating at the same 

time, informing each other. They constitute a double narrative of tracing.  

 

In chapter one of his dissertation, Eisenman states, “The essence of any creative act is the 

communication of an original idea from its author, through a means of expression, to a receiver. The 

means of expression must be such as to transmit the original intention as clearly and fully as possible 

to the receiving mind.”303 If Eisenman emphasises the need to communicate the expression or sign of 

intentionality, then we have a case of double intentionality as seen in the case of the stairs, as the 

stairs is part of the real process and not the fictional process. The stairs were part of the detached 

volume, but this detached volume is not explained in the published process diagrams. The stairs were 

subsequently moved out of this volume, but the detached volume remained as part of the house, as a 

real trace of a previous stage of the design process, monumentalised as part of the fictional traces. In 

other words, this redundant detached volume served both an aesthetic-empirical purpose, to complete 

the ‘look’ of the house, and a textual-procedural purpose, to be read as part of a potential narrative. 

 

  

                                                            
303 Peter Eisenman, The formal basis of modern architecture (PhD diss., Trinity College, University of Cambridge, 1963; 
Baden, Switzerland: L. Muller, 2006), 25. 
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The real pen on paper traces were reduced, reorganised, or reordered to make the fictional process. 

The real process thus anticipates the fictional process, where the real steps, traces, or layers are 

somewhat lost or ‘flattened’. This is seen in the previous discussion on step 7 of the process 

diagrams, which is shown as one step in the published process, but in fact marks a series of steps in 

the real design process (figures 1.112-1.116 and 1.126). Thus, the fictional process is to mask the 

decisive ‘trial and error’ development of the real process. Whereas the real traces or steps are 

somewhat erased in the production of the fictional traces, the fictional traces, however, as per the 

published process diagrams, are not erased, but are indexed and recorded in the resulting house, 

though the sense of time and the individuality of each step have been blurred.  

 

There are discrepancies between the published and real processes, one of which is the ‘rotation’, the 

other is the step to ‘imprint through surface’ (interpenetration). Both of these prove pivotal to the 

development of the interstitial condition. The published process diagrams suggest a transformational 

sequence leading up to the resulting scheme, but the real process reveals something different. In 

reality, schemes were drawn up (in plan and section) at each stage, where the house at different 

stages worked with orthogonal, then rotated, and then interpenetrated figures.  

 

The inconsistencies and discrepancies within the dual design process have revealed an underlying 

significance of unexplained procedures such as the rotation and interpenetration. As is evident in the 

archived drawings, the operation of rotation occurs later than what is represented in the published 

process, whereas the imprinting though surface is part of a much wider exploration of the interstitial, as 

a means of expressing the ambiguity or simultaneity of systems. The steps represented in the 

published process are not equal in their significance. What the archived drawings reveal are, indeed, 

the more important steps for the development of the Guardiola House, that is, why they happened, 

such as the tumbling through itself. The published representation gives no reason to these moves.  
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Eisenman, in the discrepancies within his dual process of designing, regarding the step of the passing 

through or interpenetration of volumes, is trying to express and engage the in-between condition as 

something ‘phenomenal’, following his metaphorical interpretation of the chora as a ‘foot in sand’. Step 

8 of his process diagrams is hence a means of expressing rotation through interpenetration. In other 

words, the rotation expresses the imprint as a record of an act of removal or excavation, and 

simultaneously, the imprinting through surface expresses the rotational geometry being hybridised with 

the orthogonal geometry.  

 

The moves of rotation and interpenetration are much bigger than what Eisenman presents them to be, 

they are not just mere steps in a linear process, but rather, they are a trigger of a shift in both the 

Guardiola project and in Eisenman’s work. The real objective of the Guardiola House was to 

investigate the interstitial condition which sought to express the complexity and difference produced by 

rotating figures in three dimensions. The rotation and imprinting of figures thus changed Eisenman’s 

way of working, as it provided a new way of expressing the condition of the in-between by merging or 

hybridising geometry which had not been seen in the work prior to the Guardiola House. 

 

Eisenman’s concealing of his hand as an author, like the disappearing act of the Cheshire Cat, 

dissolves the elements of the orthogonal scheme and leaves unclear traces, whereas in the current 

scheme, the section displays a clear definition of both the house and its traces (of the double 

geometries, see figures 1.132-1.134). For Eisenman there are two parallel narratives, like two 

overlapping sine waves, they meet and separate, appearing and disappearing: a fictional one 

(analysed in the three-dimensional diagrammatic process) concerned with design as a pure geometric 

exercise and a real one (analysed in the overlapping drawings), designing according to the 

contingencies of site and program. The dual process is like the trace of the signified within the signifier, 

the excluded real process folds into the fictional process and vice versa, as a literal trace, where the 

real traces appear and disappear from the fictional process. Eisenman deliberately misinterprets his 

real process to produce a fictional process, as a logical narrative of the design. The inconsistencies 

between the real and fictional processes are his tricks to blur one system into another, that is, to blend 

certain elements into the double matrices. 
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Figure 1.170: The Guardiola House; the fictional process (series of transformations) vs. the real process (pen on paper).  
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Eisenman’s transformational process is not just a set of defined actions, but is also a catalyst of 

unconventional spatial experiences. The significance of the Guardiola House lies in how the house 

opens new opportunities for design, new dimensions, new ideas of pragmatics, that is, the relationship 

between the programmatic and geometric systems of the design, or how the function (of the house) 

works with the form (of tracing and imprinting). This opens up new ‘planes of immanence’, in 

Deleuze’s diverse sense of the term, where all events and concepts occur and are brought together, 

producing interactions in a field of becoming.304 The Guardiola House is an innovative moment for 

Eisenman, where he blurs intentions, reconceptualises spatial practice, and adds to his repertoire the 

interstitial (poché) condition. 

 

In this context, we can start to speak of an in-between or underlying objective operating between the 

dual interrelated intentions of a real process and a fictional process. The underlying intention or real 

objective of this house was to explore and develop the interstitial condition, not only to record the 

tracing and imprinting transformations, but to re-conceive and challenge traditional modes of design. 

This is the main Eisenman line of thought, that is, the Guardiola’s interstitial condition is a key idea 

which operates throughout his work. This is evident in the Aronoff Center and the Santiago project; 

both differ substantially in terms of site, program, and material to the Guardiola House, but maintain a 

trace of the Eisenman-Guardiola-idea in the development of the interstitial condition. 

 
 
 
 
 

                                                            
304 Gilles Deleuze and Félix Guattari, A thousand plateaus: capitalism and schizophrenia, trans. Brian Massumi 
(Minneapolis: University of Minnesota Press, 1987), 254-255; and Cliff Stagoll, “PLANE,” in The Deleuze dictionary, ed. 
Adrian Parr (Edinburgh: Edinburgh University Press, 2005), 204-205. 
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2. The Eisenman Project: Re-tracing the Guardiola 
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2.1	The Guardiola Idea-Process 

This chapter introduces what might be termed a ‘Guardiola idea-process’, that is, the Guardiola 

simultaneously understood as an idea (that of the interstitial) and as a process (recording the traces 

and imprints of a figure-figure relationship), to ‘edit’ and examine Eisenman’s work and thinking. This 

will entail an elaboration of several of Eisenman’s projects from each of the key phases of his work in 

relation to the key concepts and their contributors while maintaining the development and 

transformation of the ‘Guardiola idea-process’. This is introduced as analytical mappings (using 

available literature) with regards to Eisenman’s projects and ideas, as well as their overlap (figures 2.1-

2.3). The Guardiola House will be used as a ‘house of guards’ to observe Eisenman’s work, acting as 

a lens or kaleidoscope to see the work as a development, transformation, and manifestation of the 

‘Guardiola idea-process’. The Guardiola House is proposed as the blueprint for Eisenman, as if he was 

only ever working on one project his entire career, though this project took different forms, but it was 

essentially one project. In this sense, a particular keyword (figure 2.2) that comes and goes in his 

overall career may not be central to his project, but more marginal; however, other keywords could 

evolve and become something else, constituting a developing idea. 

 

In order to see if the Guardiola House is really the key idea or diagram of Eisenman, that is, to assess 

how the Guardiola is an index or code for his projects, the following analysis will use the Guardiola 

project to edit Eisenman’s works not in terms of the specifics of a project, such as the site and the 

program, but in terms of concepts, procedures, and geometries. For instance, two buildings of 

particular significance for this study, namely, the Aronoff Center and the Santiago project have very 

different sites and programs to the Guardiola House, but they both further elaborate and extend the 

‘Guardiola idea-process’. (The Aronoff Center is a school, as opposed to a house, and it is on an 

American hill, rather than on a Spanish coastline, whereas Santiago is a complex of six buildings and it 

replaces the top of a mountain.) In other words, the Guardiola will be discussed in relation to 

Eisenman’s other projects, not in terms of their specific size, client, functions, materials, or site, but 

how these are employed conceptually, that is, in terms of the project’s ideas and processes.  

 

This thesis proposes the Guardiola as the constitutive diagram for Eisenman in conceptual terms as 

opposed to the specifics of the project, such that issues like materiality, though apparent in his works, 

are not important as to what materials are used, as materiality is used only to support the conceptual 

reading of the building as an index of a figure-figure relationship (material coding of the traces). The 

investigation will re-trace Eisenman’s projects (the narrative or series of the projects’ ideas and 
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processes) as an establishment, development, and transformation of the ‘Guardiola idea-process’ (as 

the site, program, and the ‘house-ness’ of the Guardiola are merely variables affecting the idea’s 

application). The analysis will be followed by a discussion of juxtaposed lenses or metaphors which 

are analogous models to reframe the Eisenman project in terms of the ‘Guardiola idea-process’. The 

discussion of how the Guardiola and its principle of interstitiality is predominant within the overall 

Eisenman project, as an index, diagram, or blueprint, starts not with Eisenman’s own works but with 

his reworkings of the works of other architects, from his thesis to his ongoing analytical research and 

writings. 

 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Page 228 
Figure 2.1: Mapping of Eisenman’s projects by chronology and significance. 
 
Page 229 
Figure 2.2: Mapping of Eisenman’s keywords by chronology and significance. 
 
Page 230 
Figure 2.3: Superimposed mappings of projects and keywords.   
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2.2 Eisenman’s Analyses and Writings 
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Eisenman’s Textual Readings and his Dissertation 

It is important to situate Eisenman’s first projects and interests within his research and investigation of 

Giuseppe Terragni and Le Corbusier, as well as his readings of Noam Chomsky’s structural linguistics. 

This is undoubtedly an influence from Colin Rowe, who in turn was taught by Rudolf Wittkower. It was 

Rowe who situated Eisenman within the formalist line of work, in his establishment of a series of 

essays which emphasised that architecture can be understood as a kind of text to be read.1 

 

Eisenman’s fundamental discourse of architecture is one of language, of reading and writing, which 

was essentially a result of Rowe’s formalist training, as Eisenman describes,  

 

Learning to see requires something other than slides or drawings. My most important lesson in 

architecture was the first time I saw a Palladian villa…. and Colin said, “Sit in front of that 

facade until you can tell me something that you can’t see. In other words, I don’t want to know 

about the rustication, I don’t want to know about the proportion of the windows, I don’t want to 

know about the ABA symmetries, or any of those things that Wittkower talks about. I want you 

to tell me something that is implied in the facade.”2 

 

Eisenman is a formalist, whose anomalous behavior insisted on applying a linguistic model to his work 

and criticism, which attenuated his analytic work initiated from his dissertation. As for Eisenman, 

formalism is a particular type of reading, in which linguistics should be seen not as foreign to the 

discipline, but rather inherent to the discourse of architecture as a form of text.3 

 
  

                                                            
1 Rosalind Krauss, “Death of a Hermeneutic Phantom: Materialization of the Sign in the Work of Peter Eisenman,” 
Architecture and Urbanism no. 112 (January 1980): 193. 
2 Peter Eisenman, “The last grand tourist – travels with Colin Rowe: interview with Peter Eisenman,” Perspecta no. 41 
(2008): 133. 
3 Krauss, “Death of a Hermeneutic Phantom,” 189. 



The Eisenman Project: Re-tracing the Guardiola  

 

233 
 

  
 
Figures 2.4-2.5: Analytical diagrams of Le Corbusier’s Villa Stein in Garches (left) and Palladio’s Villa Malcontenta (right). 
 
This formalistic reading is exemplified in Rowe’s “The Mathematics of the Ideal Villa”, where Le 

Corbusier’s Villa Stein and Palladio’s Villa Malcontenta are conceived of as single blocks of 

comparable bay structures, that is, the houses display a comparable tripartite composition in an 

alternating rhythm of single and double spatial intervals.4 Rowe describes the slight and significant 

differences in the distribution of compositional lines which parallel the facades of these two villas: “at 

Garches, reading from front to back, the fundamental spatial interval proceeds in the ratio ½ : 1½ : 1½ 

: 1½ : ½, while at the Malcontenta we are presented with the sequence 2 : 2 : 1½.”5 

 

Here, Rowe’s analytical readings take modernist works and demonstrate how they are essentially 

Palladian – a reversal of a modernist to a humanist (or neohumanist) mode of compositional thinking. 

This is derived from Wittkower’s readings of identifying a pattern to Palladio’s villas, that is, how they 

conform to a diagram of the nine-square grid.6 This thinking will be applied to Eisenman’s Guardiola 

House, which, as this thesis proposes, is the essential diagram of Eisenman. Both Rowe and 

Wittkower, in their analytical readings, sought to reconstruct history in terms of compositional and 

formal principles, as developed in the Beaux-Arts tradition. Eisenman’s own work exploits this, and 

develops a genealogy of analytical readings applied to his own work and those of other significant 

architects, and extends the discourse to include ideas of Krauss, Derrida, Deleuze, etc. 

 

                                                            
4 Colin Rowe, “The Mathematics of the Ideal Villa,” in The mathematics of the ideal villa and other essays (Cambridge, 
Mass.: MIT Press, 1982, 1976), 3-4. 
5 Ibid., 4. 
6 Rudolf Wittkower, Architectural principles in the age of humanism, 3rd ed. (New York: Norton, 1971), 73. 
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Eisenman, over the years, has produced various texts about implied readings of various buildings in 

which he interprets these buildings as critical texts. In his doctoral dissertation, The formal basis of 

modern architecture, he analysed the formal and syntactic configurations of buildings by Le Corbusier, 

Frank Lloyd Wright, Alvar Aalto, and Giuseppe Terragni and showed that these buildings were based 

on a few “simple syntactic conditions: the linear versus the centroidal, the pinwheel, the spiral, and the 

echelon.”7 

 

The Guardiola House’s interstitial principle is inherent ever since Eisenman’s thesis on form and his 

early projects, which sought to develop a discourse on form. The Guardiola is the completion of his 

early formal language by using topological el-forms in rotated space. The diagrams of the Guardiola 

process are heavily indebted to the diagrammatic sequence of readings of the buildings studied in his 

thesis, in which he saw architecture as a result of a narrative sequence (figure 2.6). The interstitial 

condition which captures the traces or steps of a narrative process culminates Eisenman’s ongoing 

search for a formal basis in architecture. 

 

Eisenman’s search for a logical sequence of formal transformations was part of his reading of 

architecture as a narrative of articulating and manipulating a basic form, what he calls a ‘generic form’ 

(such as a cube), to something more complex, that is, a ‘specific form’.8 Eisenman, in his analytical 

work, sought to introduce a sense of continuity and time into static objects (buildings) whilst 

attempting to expose the communicative aspects of a project.9 In his dissertation, he emphasised the 

need for architecture to communicate the author’s intentions; by finding the continuity and logic behind 

a sequence, he sought to expose the deep structure, that is, the inherent communicative aspect within 

a given work. 

 

It is worth establishing the significant moments of Eisenman’s ‘textual’ analyses of architecture, and 

their contribution to the ‘Guardiola idea-process’ and his overall work and thinking; tracing from his 

discovery of Piranesi’s figure/figure urbanism, to the absent presences in the work of Mies, and to his 

significant volume of research on Terragni’s transformations and decompositions. 

  

                                                            
7 Emmanuel Petit, Irony, or, the self-critical opacity of postmodern architecture (New Haven: Yale University Press, 2013), 
148. 
8 Peter Eisenman, interview by Adrian Lo, digital recording, New York City, New York, March 21, 2013; see also Peter 
Eisenman, The formal basis of modern architecture (PhD diss., Trinity College, University of Cambridge, 1963; Baden, 
Switzerland: L. Muller, 2006), 33-35. 
9 Sanford Kwinter, “Kaddish (For an Architecture Not Born),” Bookforum 10, no. 4 (Winter 2003): 16. 



The Eisenman Project: Re-tracing the Guardiola  

 

235 
 

 
 
 

 
 
Figure 2.6: Eisenman’s analytical diagrammatic sequence of Alvar Aalto’s Saynatsalo Civic Centre. 
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Eisenman-Piranesi 

Eisenman’s analysis of Piranesi’s Campo Marzio proves highly significant to his conception of 

interstitial space – as a space made between two figures. Eisenman perceives that in the Campo 

Marzio, Piranesi adds interstitial figures as a means of eliminating the ground. These figures are 

inserted between the major figures to save it from being a conventional figure-ground drawing.10 

Eisenman writes, “the Campo Marzio would not function as an urban entity. First, there are no streets 

as such; rather, the ground is filled with what can be called interstitial figures.”11 He adds, “In this fabric 

of fact and fiction, there are no clear figure/ground relationships, one of the underpinnings of the 

dialectics of contemporary architecture.”12  

 

With the Campo Marzio’s “figure/figure urbanism,”13 Eisenman develops the notion of a ‘figure/figure 

relationship’, which, in retrospect, can be used to understand many of his projects as essentially 

working on figures, whether it be a cube over a cube as in his early houses, or an overlay of different 

contextual grids of his artificial excavations. The Guardiola House takes this figure-figure relationship 

one step further to produce the interstitial condition of a hybridised and ambiguous envelope that 

records the orthogonal and rotated el-figures in their movements which, in turn, is a mode of operation 

that Eisenman employs in his subsequent projects. 

 

In the Campo Marzio “the ground becomes an interstitial trace between objects, traces that exist in 

both time and space,”14 as Eisenman writes, referring to Colin Rowe’s and Fred Koetter’s concept of 

the interstitial as mentioned in Collage City, where they discuss Rome as a city of collisions, accidents, 

and “interstitial debris.”15 The notion of an interstitial figure/figure condition manifests in Eisenman’s 

superimpositions and layering where figure and ground are interchangeable, seen to be fluctuating 

between each other, producing in-between interstitial traces and imprints, and consequently reversing 

the figure/ground dialectic (especially evident in his Santiago project). 

 
  

                                                            
10 Peter Eisenman, interview by Adrian Lo, digital recording, New York City, New York, April 1, 2013. 
11 Peter Eisenman, “Giovanni Battista Piranesi: A Critical Analysis,” in Peter Eisenman: Barfuss auf weiss glühenden 
Mauern = Barefoot on white-hot walls, ed. Peter Noever (Ostfildern-Ruit: Hatje Cantz, 2004), 84-85. 
12 Ibid., 85. 
13 Ibid. 
14 Ibid. 
15 Colin Rowe and Fred Koetter, Collage City, 1st MIT Press pbk. ed. (Cambridge, Mass.: MIT Press, 1983), 107. See 
also Alejandro Zaera-Polo and Peter Eisenman, “A Conversation with Peter Eisenman,” El Croquis no. 83 (1997): 10. 
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Figure 2.7: G.B. Piranesi’s Campo Marzio, 1762.   
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Eisenman-Mies 

 
 
Figure 2.8: Mies van der Rohe’s Concrete Country House, 1923. 
 
In Eisenman’s analyses of Mies van der Rohe’s work, he also identifies a textual figure to figure 

relationship. This he finds in the Hubbe House, a courtyard house which has been split into two 

figures, where there is no ground, but rather a free-floating set of interchangeable figures.16 He adds 

that there is also a superposition or a simultaneous presence of two systems, such as 

classical/modern, symmetry/asymmetry, absence/presence, which starts to suggest the house as a 

text to be read, that is, a condition of textuality, an architecture not originating from the purposes of 

sheltering, use, or symbolism.17 

 

Following from Eisenman’s discussion of architecture having both a literal and a symbolic function 

(such as the case of a column18), he applies this ambiguous condition of the symbolic sign in 

architecture to Mies’ Barcelona Pavilion, in stating that “the hovering roof, formerly a symbol of shelter 

and enclosure, is stripped of this meaning.”19 He notes, “It hovers, but symbolically shelters and 

encloses nothing – it is extracted from its former symbolic presence and recast as a sign. Indeed, 

there is no interior space in the pavilion; its symbolic presence is one of spatial continuity and the 

denial of usable interior space.”20 Eisenman, here, is essentially reiterating Manfredo Tafuri and 

Francesco Dal Co’s reading of the Barcelona Pavilion as “pure negative dialectic.”21 Similarly, 

                                                            
16 Peter Eisenman, “miMISes READING: does not mean A THING,” in Eisenman inside out: selected writings, 1963-1988 
(New Haven, CT: Yale University Press, 2004), 198. 
17 Ibid. 
18 Eisenman describes that an architectural sign, such as a column, there is a distinction between the actual condition of 
a column and the symbolic condition of a column’s function, that is, a literal column actually holding something up vs. a 
symbolic sign of holding something up, see Peter Eisenman, introduction to Eisenman inside out: selected writings, 
1963-1988, by Peter Eisenman (New Haven, CT: Yale University Press, 2004), xiv. 
19 Eisenman, “miMISes READING,” 196. 
20 Ibid. 
21 Manfredo Tafuri and Francesco Dal Co, Modern architecture, trans. Robert Erich Wolf (New York: H. N. Abrams, 
1979), 155. 
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Eisenman claims that Mies’ Brick Country House, due to its glass wall planes as mere demarcations of 

space, “encloses and shelters, but it does not represent or symbolize shelter and enclosure.”22 Here, 

“absence is marked by a sign,”23 as in Mies’ Concrete Country House, where a floor plane is read as a 

slot or cut that marks the absence of man’s (floor) plane, suggesting the metaphorical support of a 

wall being eroded, as Eisenman posits, “It is as if Mies purposely undercut the wall’s ‘meaning’ as 

clear and logical support.”24 

 

Eisenman writes of the use of the column in the Barcelona Pavilion becoming a notational device, “For 

Mies, the column is employed as a sign, not a symbol…. they signify the absence of corners.”25 This is 

emphasised by the use of reflective stainless steel, causing the columns to mirror and double their 

infinitude, as Eisenman adds, “their absent presences. When the corners disappear, the negative 

space is read as presence…. The glass planes further mirror and enforce these voids as presences 

(echoing the roof’s function – to shelter nothing), thus becoming the signs of absent enclosure.”26 For 

Eisenman, these absences become a form of constructive presence,27 and these notions of signs, 

voids, and absent presences play a significant part, not only in Mies’ work, but also in that of 

Eisenman. This culminates in his Guardiola House’s non-structural red frames, as signs of the 

geometric process, as absent presences of the intersections of el-cubes, but having no structural role. 

 
 
 
 
 

                                                            
22 Eisenman, “miMISes READING,” 194. 
23 Ibid. 
24 Ibid. 
25 Ibid., 196. 
26 Ibid. 
27 Ibid., 198. 
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Eisenman-Terragni 

Eisenman’s research on Giuseppe Terragni was part of the search for architecture as a form of text 

that could be read, and a formal language driven by narrative processes, which eventually lead to his 

development of the trace. For Eisenman, the work of Terragni “provokes ambiguous, contradictory, or 

even unstable readings.”28 In his analyses of Terragni, he conceives two of his buildings, the Casa del 

Fascio and the Casa Giuliani-Frigerio, as critical architectural texts.29 One can read their facades, 

plans, and sections as being unstable, as displacements from an architectural tradition of hierarchy, 

unity, sequence, progression, continuity, and origin,30 to an architecture of “fragmentation, disjunction, 

contingency, alternation, slippage, and oscillation.”31 Eisenman elaborates that the idea of a critical 

text opens up the possibility of a formal language reformulated in terms of a linguistic analogy, that is, 

a text as a tissue of traces and interpretations.32  

 

Eisenman reads Terragni’s Casa del Fascio as an alternating movement which goes back and forth 

with stable intervals, whereas the Casa Giuliani-Frigerio demonstrates an oscillating movement which 

is a constant back and forth reading which never resolves itself. “Both conditions are textual, but they 

are different.”33 Eisenman elaborates, “While alternating readings imply origins, oscillating readings 

imply that there is no possibility of stability or origin, but only a vibrating, blurring condition that is 

indeterminate.”34 He notes that an oscillating reading is unsettling and that the Casa Giuliani-Frigerio 

does not allow any two readings to exist simultaneously,35 so that any primary reading is confounded 

and made ambiguous, vibrating between two readings and never settling.36 

  

                                                            
28 Peter Eisenman, Giuseppe Terragni: transformations, decompositions, critiques (New York: Monacelli Press, 2003), 
17. 
29 Ibid., 11. 
30 Ibid. 
31 Peter Eisenman, “Terragni and the Idea of a Critical Text,” in Written into the Void: Selected Writings, 1990-2004 (New 
Haven: Yale University Press, 2007), 129-130. 
32 Ibid., 131. 
33 Eisenman, Giuseppe Terragni: transformations, decompositions, critiques, 157. 
34 Ibid., 153. 
35 Ibid., 177. 
36 Ibid., 38. 
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Figure 2.9: Eisenman’s analyses of Terragni’s Casa del Fascio. 
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Figure 2.10: Projecting glazing on the facade of Terragni’s Casa del Fascio. This is similar to Eisenman’s Guardiola 
House’s interpenetrative els which project past the exterior surface as glazing. 
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Figure 2.11: Eisenman’s analyses of Terragni’s Casa Giuliani-Frigerio  
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Eisenman reads Terragni’s Casa del Fascio as a transformational machine which “brings to light a 

series of antitheses – stasis/rotation, addition/subtraction, symmetry/asymmetry.”37 The significance of 

Terragni’s Casa del Fascio, for Eisenman, does not arise from the formal nature of its elements, nor 

from their conceptual-spatial relationships, but instead, as Eisenman writes, “from their relationship to 

a transformational process within which each stage records a residue of elements from a previous 

stage.”38 This residual relationship or temporal overlap of stages within a process of transformation 

leads to his notion of the trace.39 Eisenman’s “entire analysis of Terragni centers on method: how to 

explain structure in terms of movement rather than disposition, how to grasp the temporality that 

haunts organized matter and in so doing to give place to a fully independent theory of form.”40  

 

Eisenman’s meticulous analyses of the successive versions of Terragni’s two buildings (reconstructed 

from archival drawings and printed in black and red inks) demonstrate “the perpetual presence and 

preservation of past operations, within the material itself, of the building’s geometries and their 

consecutive states.”41 Eisenman sought to “anatomize a compositional process,”42 as Sanford Kwinter 

asserts, whereby his analysis of Terragni’s two buildings displays “an almost animistic belief in the 

agencies that dispose and displace the walls and perforations within their respective cages and 

blocks. Every time something – plate, integer, or mass – slides to a new position along a virtual track, 

the trace of its travel, narrativized as literal, is exposed.”43  

 

This notion of tracing is not only an attribute of Terragni’s Casa del Fascio and Casa Giuliani-Frigerio, 

but also a fundamental aspect of Eisenman’s own formal repertoire and vocabulary of operations 

throughout his work.44 For Eisenman, this thinking began with his dissertation on Corbusier, Wright, 

Aalto, and Terragni.45 From the beginning, Eisenman saw that architecture was “an intelligent and 

complex artifact of history, generated by precise rules drawing on invisible systems,”46 a text to be 

read, which can describe the building in terms of movement over time, so that the steps or the traces 

used to produce a building are recorded in the very fabric of the building. The Guardiola House’s 

                                                            
37 Manfredo Tafuri, “Giuseppe Terragni: Subject and ‘Mask,’” in Giuseppe Terragni: transformations, decompositions, 
critiques, trans. Diane Ghirardo (New York: Monacelli Press, 2003), 282. These opposing transformational processes of 
stasis and rotation, addition and subtraction are, of course, also of significant value to Eisenman’s work, as is evident in 
the Guardiola House. 
38 Eisenman, Giuseppe Terragni: transformations, decompositions, critiques, 27. 
39 Ibid., 27, 29. 
40 Kwinter, “Kaddish,” 14. 
41 Ibid. 
42 Ibid., 16. 
43 Ibid., 14. 
44 Ibid. 
45 Ibid., 15. 
46 Ibid., 14. 
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interstitial condition culminates Eisenman’s search for an intelligent and complex artifact which records 

the narrative time of the design process as an event, yet nevertheless, this time is frozen or suspended 

in the object. Eisenman, in both his analytical work on Terragni and his own designs, sought to 

emphasise formal-spatial relationships over matter, points, and things, so that for Eisenman, matter is 

no longer a ‘thing’, but rather an ‘event’.47 Eisenman’s interstitial condition is thus this ‘event’ which is 

discovered for the first time in the Guardiola House (section 3.6 will return to this notion of the ‘event’). 

                                                            
47 Ibid., 14-15. 



The Eisenman Project: Re-tracing the Guardiola  

 

246 
 

2.3 Eisenman’s Projects 
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Eisenman’s Early Houses 

The first series of works by Eisenman was a series of ‘cardboard houses’ done during the 1960s-

1970s. The early houses were generated by geometrical interactions and conflicts within a sustained 

15-year exercise in formalist transformations and manipulations.48 Following from the analytical 

transformational narratives of his dissertation, Eisenman employs the Platonic cube as a starting point 

for his own narratives. In Eisenman’s early series of house projects, he determined the Platonic cube 

as the architectural ‘stem cell’ which was a generic and abstract condition of three-dimensionality, and 

an “‘a-signifying’ foundation of architecture.”49 This Platonic cube is the fundamental datum for both 

Eisenman’s early houses and Terragni’s Casa del Fascio and Casa Giuliani-Frigerio, where all creation 

is modification or manipulation, like the transformational procedures for deep structures to create 

surface structures in Chomsky’s structural linguistics.50 The cube, for Eisenman, is either primordially 

solid or void (or simultaneously solid and void). All articulations which emerge are products of addition 

or subtraction, insertions or deletions, as per the generative transformations of Chomsky.51 For 

Eisenman’s work, “[a]ll action is transformation, and substance is simply an organization of 

accumulated marks that are the residues [or traces] of these transformations.”52 

 

In Eisenman’s ‘cardboard architecture’, he sought to emphasise the notational qualities of architectural 

elements, that is, its textuality of formal-spatial relationships.53 As Kurt Forster writes, Eisenman’s early 

“houses had little specific connection to their location, but their conceptual facades remained intact as 

he continued the modernist search for an inner process of design that reveals itself in external 

manifestations.”54 These inner processes of design were the deep structures being revealed as 

external surface structures, such that the authorial intentions of the process were manifested as 

readable traces in the end result. As part of Eisenman’s postmodern ironies, his autonomous 

cardboard architecture of the early houses attempted “to avoid any semantic references to the world 

                                                            
48 Ibid., 14-15. 
49 Petit, Irony, 153. 
50 Chomsky’s transformational operations can be applied to deep structures (inner thoughts) to form surface structures 
(outer appearance of a sentence). These transformations are a series of operations that relate ‘deep’ mental structures 
expressing the semantic content of the utterance to the physical ‘surface’ realisation of phonetic content. One forms 
surface structures from deep structures by performing operations such as replacing, deleting, inverting, rewriting, etc. 
Noam Chomsky, Language and mind, enl. ed. (New York: Harcourt Brace Jovanovich, 1972), 15-26. 
51 Kwinter, “Kaddish,” 16. 
52 Ibid., 15. 
53 Colin Brent Epp, “The education of Rosalind Krauss, Peter Eisenman, and other Americans: why the fantasy of 
postmodernism still remains” (PhD diss., University of British Columbia, 2007), 160. 
54 Kurt Forster, “Rising from the land, sinking into the ground,” in Eleven authors in search of a building: the Aronoff 
Center for Design and Art at the University of Cincinnati. A building by Eisenman Architects, ed. Cynthia Davidson (New 
York: Monacelli Press, 1996), 116. 
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outside of architecture.”55 That is, Eisenman wanted to keep his objects in the realm of ideas – of 

conception and the intellect – and free from any reference to the reality of things, such as history, site, 

context, technology, and even gravity. The transformational processes of Houses I, II, III, IV, VI, and 

11a were triggered by the shifting of two selfsame volumetric or planar configurations, either vertically 

or horizontally, additionally, Houses III and V were derived from the rotational shifts of cubes, and 

House X, and the later House El even Odd, Fin d’Ou T Hou S, and Guardiola House employed a 

similar repertoire of procedures of distancing or spacing, but with additional complexity and 

transformative operations such as combining shifting with nesting or scaling.56 

 

Evident since House I (1967-1968) is Eisenman’s strategy of transformations and his emphasis on the 

design process, from basic cubes to more sophisticated outcomes, which is what drives the Guardiola 

House and its shifting, adding, and subtracting of el-forms (incomplete cubes). House I demonstrates 

Eisenman’s treatment of architecture as a form of text or language, as the project is concerned with 

readings between actual and implied conditions by alternating conceptions of spatial organisations 

and formal relationships. This in-between reading stems from the dual readings of Rowe and Slutzky’s 

dual modes of transparencies, here seen in structural/non-structural and conceptual/perceptual 

dialectics. In House I, Eisenman sought to expose the deep structure of its environment by playing off 

form-meaning relationships. House I begins with a basic cubic space where he superimposes two 

spatial divisions or notations, that is, an incomplete ABABA-notation over an asymmetrical ABAA-

notation.57 

 

Taking up the transformational aspect of Chomsky’s deep structure, House II (1969-1970) begins with 

a basic cubic space like House I, but slightly shifts it diagonally to achieve superimposed cubic 

spaces which are slightly displaced from one another. Following this, a series of divisions (symmetrical 

and asymmetrical or stepped) are applied alternatively to the two superimposed initial cubic spaces.58 

Superimposition (the basis of Eisenman’s figure-figure relationships and the development of the 

Guardiola House’s interstitial space) has been evident since Eisenman’s House I, in the 

superimposition of two spatial notations, whereas in House II, superimposition takes the form of a 

cubic column house sliding off a cubic wall house.59 House III (1969-1971) also anticipates the 

Guardiola House in terms of superimposition or a double matrix of overlapping geometries, as a 

manifestation of Eisenman’s search for in-between readings, especially seen in the house’s ‘literally 
                                                            
55 Petit, Irony, 156. 
56 Ibid., 154. 
57 Epp, “The education of Rosalind Krauss, Peter Eisenman, and other Americans,” 160-161. 
58 Ibid., 161. 
59 Eisenman, interview by Adrian Lo, April 1, 2013. 
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transparent’ interlocking of an orthogonal and a rotated grid in plan. This thesis claims that Eisenman’s 

early houses exhibit, in Rowe and Slutzky’s terms, a literal transparency where Eisenman is clearly 

working with multiple figures, but are held in abeyance, that is, not yet phenomenally transparent in 

which the figures become merged or hybridised. 
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Figure 2.12: Eisenman’s axonometric diagrams for House I, 1967-1968. 
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 Figure 2.13: Eisenman’s axonometric diagrams for House II, 1969-1970. 
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Figure 2.14: Eisenman’s House II, 1969-1970, photographed when the ground was covered in snow, heightening its 
degree of abstraction.  
 

 
 
Figure 2.15: Eisenman’s House III, 1969-1971.  
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Figure 2.16: Eisenman’s study sketches for House III, 1969-1971, showing the interplay of superimposed grids; a literal 
transparency of orthogonal and rotated grids.  
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Figure 2.17: Axonometric of Eisenman’s House III, 1969-1971, traces of rotating a grid 45 degrees. 
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Figure 2.18: Elevations of Eisenman’s House III, 1969-1971, traces simply extruded as orthogonal elements. 



The Eisenman Project: Re-tracing the Guardiola  

 

256 
 

Eisenman’s conception for House VI (1972-1975) was a series of ironic inversions, as intentional 

rhetorical devices.60 The postmodern device of inversion that Eisenman employs is to invert or detach 

the fundamental modes of conception and perception, that is, how one thinks of the project compared 

to how one sees a project.61 One such detachment regards the building’s traditional relation to the 

ground, that is, how a building should sit on its site. The construction of House VI is elevated on a 

podium to suggest a notion of floating above the ground, where “the ground was seen as a kind of 

(meta)physical given (transcendental signified) from which this construction had to be distanced.”62 

 

The projects for House IV (1971), House V (1972), and House VIII (1973), not only continue Eisenman’s 

formal transformations of a cube, but as with most of his houses, they are conceived in white 

‘cardboard’ or abstract materials, and their relation to the ground is also abstracted, appearing to float 

free or not belong to the ground, liberated from any conceptual relationship to the ground, detached 

and autonomous, so as to move away from the ground as a defining condition of architecture. This is 

reaffirmed by the axonometric representations of these houses, which often show no ground, depicting 

pure abstract objects in space. 

 

Eisenman’s House VI is a play between conception and perception of notational and conventional 

systems, manifested in the columns, planes, slits in the walls and ceilings to represent planes, which 

mark the geometry of his notational system.63 Eisenman believes that a sense of distortion or 

fluctuation occurs due to the mind’s tendency to order or conceptualise physical facts in particular 

ways, whether it be the need to complete a sequence, or the need to read symmetries, etc.64 House VI 

is designed so as to set up intellectual games for one to read the notations whilst experiencing its 

consequences as non-traditional or unconventional experiences, such as the hanging column, the 

column which invades the dining space, the upside-down stairs, or the gap between the beds in the 

master bedroom. Here, Eisenman’s architecture interrupts conventional function, to make one pay 

attention to it and question why it is there. Similarly in the Guardiola House, interstitial non-structural 

structure interferes with the movement inside the house and openings are unconventionally shaped. 

 

                                                            
60 Petit, Irony, 157. 
61 Peter Eisenman, “House VI,” in Peter Eisenman's House VI: the client's response (New York: Whitney Library of 
Design, 1994), 22. 
62 Petit, Irony, 157. 
63 Robert Gutman, “House VI,” in Peter Eisenman's House VI: the client's response (New York: Whitney Library of Design, 
1994), 31. 
64 Eisenman, “House VI,” 23. 
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If the previous House II diagrams supplement the project as a text, then the diagrams for House VI, as 

Eisenman explains, are symbiotic and interdependent with its reality, as if the diagrammatic process is 

necessary for one’s conception of the house as a house. Eisenman saw the process itself becoming 

an object, as “the house is not an object in the traditional sense – that is the end result of a process – 

but more accurately a record of a process. The house, like the set of diagrammed transformations on 

which its design is based, is a series of film stills compressed in time and space.”65 House VI, for 

Eisenman, was an exploration into the various potential manipulations or range of possibilities latent 

within the nature of architecture.66 This interest would subsequently develop into his Guardiola House 

as a series of film stills recorded in the built form of the house. This notion of an object as a score (as 

for music) of its own process, where the product is a record of its own history as an architectural text 

reprises in Eisenman’s project of the Fin d’Ou T Hou S (1983). 

 
  

                                                            
65 Ibid. 
66 Ibid. 
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Figures 2.19-2.21: Eisenman’s transformational diagrams (involving processes of shifting, rotating, compressing, and 
extending a cubic volume), model, and axonometry for House IV, 1971. This project explores the binary oppositions 
between frontal/oblique relationships and simultaneous/sequential perceptions. 
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Figure 2.22: Interior of Eisenman’s House VI, 1972-1975, column in dining space.  
Here, colour appears for the first time as part of a notational system. 
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House X (1975) marks Eisenman’s “first attempt at a comprehensive writing of an architectural text 

through decomposition.”67 He introduced this notion of decomposition in his analytical readings of 

Terragni’s Casa Giuliani-Frigerio, where he was able to trace the sequential increase of complexity in 

the massing, fenestration, structure, and panelisation.68 By reversing his analysis of Terragni’s process, 

Eisenman essentially turned devolution (evolving backwards) into a design technique, such that 

Eisenman designed his houses through shifting, rotating, and other transformations of cubic primitives 

into complex texts of traces.69 

 

Eisenman’s decomposition is a “superimposition of several readings,”70 and in House X, the reverse-

analytical design process produces disjunctive readings, which are layered and superimposed as a 

series of contradictory and ambiguous readings of relations, such as the unstable and oscillating 

readings he deduced from Terragni’s Casa Giuliani-Frigerio, where a search for an originary stable 

condition cannot be resolved.71 Eisenman achieves this through the experimentation and exploration of 

the relationships between the various elements, their configurations, alignments, and misalignments, 

as well as the choice of materials.72 

 

The architectural elements of House X are given contradictory materials to produce ambiguous 

readings. As Rosalind Krauss says, House X has “rooms with transparent (glass) floors and ceilings, 

and opaque (windowless) walls. The plane on which openings normally occur is thus transposed to 

the planes that are expected to be visually solid.”73 This reversal of material to plane 

(horizontal/vertical) relationship Eisenman employs again in his Guardiola House, which has a glass 

floor to see the sea. 

 
  

                                                            
67 Jeffrey Kipnis, “Architecture Unbound: Consequences of the recent work of Peter Eisenman,” in Fin d’Ou T Hou S 
(London: Architectural Association, 1985), 18. 
68 Greg Lynn, “The Talented Mr. Tracer,” in Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson 
(London: Thames and Hudson, 2006), 192. 
69 Ibid. 
70 Mario Gandelsonas, “From Structure to Subject: The Formation of an Architectural Language,” in House X (New York: 
Rizzoli, 1982), 22. 
71 Ibid., 26. 
72 For a more in-depth discussion of Eisenman’s processes of decomposition, refer to his text for House X, Peter 
Eisenman, House X (New York: Rizzoli, 1982). 
73 Krauss, “Death of a Hermeneutic Phantom,” 213. 
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Eisenman also develops his signature el-form in this house, which exemplified his interest in the in-

between during this period of work, as he saw the el-form (el-cube) as an incomplete cube working 

towards a complete solid or towards a complete void. Eisenman was not interested in whether the el 

was inhabitable or not, but rather, he was interested in the uncanny and uninhabitable house, such as 

the axonometric house of House El even Odd (1980), which has an inaccessible center.74 This 

ambiguous el-form is reprised in his Guardiola project. As discussed previously, House X is the ‘initial 

text’ for the Guardiola House itself, as a precondition of the completed conceptual vocabulary of the 

Guardiola, such that House X is a pre-manifestation of the ‘Guardiola idea-process’, as it does not yet 

deal with rotated or interstitial spaces. 

 

For House 11a (1978) for Mr. and Mrs. Forster, Eisenman used the geometric logic of the Moebius 

strip as the organising principle, embodied in the el-form structure, permitting a topological continuum 

between inside and outside, as well as a bending back on itself; thus, suspending the inside/outside 

dialectic.75 In the project for House El even Odd the el-shape returns as an axonometric object 

suggesting multiple ambiguous (in-between) readings, and like House 11a, and as an antithesis to his 

earlier houses, it is excavated into the ground. Right from his early works and writings, Eisenman 

treated language as a model for his architecture, starting with Chomsky’s ‘Transformational 

Grammars’, then later to Jacques Derrida’s ‘Writing’, but despite the change from one movement to 

the other – that is, moving from structuralism to poststructuralism – Robin Evans, who talks about 

Eisenman’s use of writing to support or protect his architecture, claims that there was no noticeable 

effect on his series of work.76 Evans, here, is reiterating the consistency of the overall Eisenman project 

as a manipulation of forms. However, this thesis poses that a noticeable change did occur in the 

sense that Eisenman’s work started to negotiate with the ground, whereas previously his houses were 

seemingly autonomous discourses of the cube, abstracted from the site. This in turn led to the sudden 

rotation of the el-cubes of the Guardiola House in response to the site boundary. 

  

                                                            
74 Thomas Leeser, interview by Adrian Lo, digital recording, New York City, New York, April 2, 2013. 
75 Petit, Irony, 171. 
76 Robin Evans, “Not to be used for wrapping purposes: Peter Eisenman: Fin d’ou T Hou S: 20 February - 23 March 
1985,” AA Files no. 10 (1985): 69, http://www.colorado.edu/envd/courses/envd4114-
001/Spring%2006/Theory/Evans.pdf (accessed June 4, 2013). 
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Figure 2.23: Axonometric model of Eisenman’s House X, 1975. 
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Figure 2.24: Axonometric model of Eisenman’s House X, 1975. 
 
 
 

 
 
Figure 2.25: Elevation of Eisenman’s House X, 1975.
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Figure 2.26: Axonometric model and study sketches of Eisenman’s House X, 1975.
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Figure 2.27: Model of Eisenman’s House 11a, 1978.
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Figure 2.28: Eisenman’s House 11a, 1978, axonometric diagrams of topological el-forms. 
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Cities of Artificial Excavations (Eisenman’s Grounded Projects) 

The following period of Eisenman’s work witnessed his move into depth psychology which coincided 

with his architectural works’ shift into the ground in a series of projects titled the Cities of Artificial 

Excavation.77 This represented Eisenman’s first critical inconsistency, moving from his autonomous 

context-less houses to his context-full artificial excavations. Eisenman’s formal vocabulary transits from 

the geometry of the cube of his early houses to the incomplete cube or the el-form in House X and 

11a, then, in his artificial excavations projects, not only did his work move literally into the ground, but 

also the geometries he employed belonged to the site as opposed to his previous contextually 

autonomous cubes. Eisenman nevertheless returns to the cube and el-forms in his Guardiola House 

project, but starts to introduce non-Euclidean and folded geometries into the work thereafter. 

 

For Eisenman, the artificial excavations projects were particularly to investigate his developing interest 

in the notion of the absent presence as an in-between condition, that is, he leaves behind his self-

referential and abstract language of cubic el-forms for a new wave of large-scale master plan projects, 

where he questions the absence of presence vs. the presence of absence. This investigation started 

with his project for Cannaregio, and formed the basis for the idea of the absent-present trace, the trace 

of a previous presence, containing a reminiscence of this presence.78 Eisenman’s Cannaregio and La 

Villette projects contained traces of their histories, but not physically written into the site.79 

 

The Cities of Artificial Excavation is a phase or series of Eisenman’s work where he explores the 

superimposition or layering of grids, diagrammatic texts, or figures, producing traces and analogous 

relationships, as well as the dislocation of space and time. In the artificial excavations, he takes 

existing forms, grids, figures, or texts, from historical maps of a given site and transposes, 

superimposes, and scales them according to a scenario associated with the site or program. 

 

Eisenman describes this process of superimposition as being evident in the church facade of Alberti’s 

Sant’Andrea in Mantua (1470), where the Greek temple front, with the pediment, has been 

superimposed with the Roman triumphal arch, an operation of a text referring “spatially between 

Greece and Rome and temporally between the present and the past.”80 As Rudolf Wittkower notes, not 

only does Alberti combine the temple front with a triumphal arch, but so does Andrea Palladio, where 

                                                            
77 Epp, “The education of Rosalind Krauss, Peter Eisenman, and other Americans,” 262-263. 
78 Arie Graafland, “Peter Eisenman: Architecture in absentia,” in Peter Eisenman: recente projecten = recent projects, 
ed. Arie Graafland, trans. Charlotte I. Loeb and Arthur L. Loeb (Nijmegen: SUN, 1989), 124. 
79 Leeser, interview by Adrian Lo, April 2, 2013. 
80 Peter Eisenman, “Architecture as a Second Language: The Texts of Between,” in Eisenman inside out: selected 
writings, 1963-1988 (New Haven, CT: Yale University Press, 2004), 229-230. 
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the facades of the two churches, S. Giorgio Maggiore (1610) and Il Redentore (1592),81 suggest a 

“visual impression of an interpenetration of two temple fronts.”82 

 

Hence, for Eisenman, the condition of the in-between manifests in the superimpositions of past and 

present, and the interpenetration of grids and figures, whereby analogies and coincidences between 

his work and the works of others are produced. This is seen in the combination of Le Corbusier’s 

Venice and Bernard Tschumi’s La Villette projects in La Villette, which displaces space and time in the 

overlapping and scaling of the various constituent layers, creating a fiction of superimpositions, that is, 

telling stories through these processes of layering, aligning, and scaling. Eisenman’s technique of 

superimposition eliminates traditional design methodology based on causal relationships between 

architectural intention and form, and instead searches for and articulates the alignments and chance 

encounters between the various historical and contextual information in which a new (fictional) history 

is given to the site. As Jean-François Bédard describes in his introduction to the Cities of Artificial 

Excavation, fiction is at the origin of Eisenman’s process, where the “meaning is found in the riddle of 

the analogous relationships between figures.”83 

 

Yve-Alain Bois writes that the most significant aspect of Eisenman’s artificial excavations is the notion 

of the chance encounter, “engendered by the superposition of two or more grids drawn at various 

angles and scales. It is through these superpositions that what Eisenman called ‘rhetorical figures’ 

arose by themselves.”84 Bois compares Eisenman’s design technique to the work of the French artist 

François Morellet (early 1950s on) whose strategies included superpositions and interferences.85 

Superposition is where Morellet employs two or more grids superimposed at different angles 

completely over a surface,86 whereas interference “involves the superimposition of grids made of 

similar elements but not separated by the same intervals.”87 Bois mentions three other strategies 

employed by Morellet, namely, juxtaposition, chance, and fragmentation, which also play a role in 

Eisenman’s projects.88 

 

                                                            
81 Wittkower, Architectural principles, 90-91. 
82 Ibid., 95. 
83 Jean-François Bédard, “Introduction” to Cities of artificial excavation: the work of Peter Eisenman, 1978-1988, ed. 
Jean-François Bédard (Montréal: Canadian Centre for Architecture; New York: Rizzoli International, 1994), 15. 
84 Yve-Alain Bois, “Surfaces,” in Cities of artificial excavation: the work of Peter Eisenman, 1978-1988, ed. Jean-François 
Bédard (Montréal: Canadian Centre for Architecture; New York: Rizzoli International, 1994), 41. 
85 Ibid., 42. 
86 Ibid. 
87 Ibid. 
88 Ibid. 
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It is worthwhile noting that Eisenman distinguishes between two modes of layering, that is, 

superimposition and what he calls superposition, as he writes, “Superimposition refers to a vertical 

layering differentiating between ground and figure. Superposition refers to a coextensive, horizontal 

layering in which there is no stable ground or origin, where ground and figure fluctuate between one 

another.”89 Eisenman elaborates, “Superposition is different from superimposition, in that it proposes 

no originating ground; figure and ground are interchangeable integers…. From this idea, the traditional 

figure-ground notation was reversed and the ground was figured.”90 As discussed, Eisenman is 

fundamentally engaged in the destabilisation of the key dialectic in Gestalt psychology, that of the 

relationship between figure and ground, to produce a “figure/figure relationship.”91  

 

As opposed to Eisenman’s distinction of superimposition and superposition (and those who follow the 

way he uses these terms) which is defined according to how a figure relates to its ground, this thesis 

suggests that their differences, instead, lie in how the figures are combined. Here, both 

superimposition and superposition work with figures, whether it be the figures themselves or the 

ground treated as a figure. Appropriating Rowe and Slutzky’s terms, this thesis distinguishes that 

superimposition is a ‘literal transparency’ of figures simply overlapped as a result of the steps of the 

process (as in Eisenman’s House III and his artificial excavations), whereas superposition is a 

‘phenomenal transparency’ of figures merging or blurring, where the figures start to lose part of 

themselves in the new form of hybridity and ambiguity constituted by the interstitial condition (so that 

binary oppositions, such as inside/outside, become ambiguous, starting with his Guardiola House).92  

 

Hence, the superimposition of grid patterns referring to distinct urban orders at different scales is what 

constituted Eisenman’s artificial excavations.93 This is clearly evident in the formal solution of the 

Wexner Center at Ohio State which resulted from the dynamic multiplication of two grids, one of the 

city and the other of the campus, 12½ degrees askew.94 These archaeological projects employed 

                                                            
89 Peter Eisenman, “Diagram: An Original Scene of Writing,” in Written into the Void: Selected Writings, 1990-2004 (New 
Haven: Yale University Press, 2007), 90. 
90 Peter Eisenman, Diagram diaries (New York: Universe, 1999), 178-179. 
91 Peter Eisenman, “Processes of the Interstitial: Notes on Zaera-Polo’s Idea of the Machinic,” El Croquis no. 83 (1997): 
32; see also Mads Soegaard, “Gestalt principles of form perception,” Interaction-Design.org, http://www.interaction-
design.org/encyclopedia/gestalt_principles_of_form_perception.html (accessed July 26, 2011); and the discussion of 
the differences between figure and ground in Edgar Rubin, “Figure and Ground,” in Visual perception: essential 
readings, ed. Steven Yantis (Philadelphia: Psychology Press, 2001), 225-229. 
92 Rowe and Slutzky imply that Robert Delaunay’s use of superimposition is a literal transparency in contrast to the 
phenomenally transparent work of Juan Gris. See Colin Rowe and Robert Slutzky, “Transparency: Literal and 
Phenomenal,” in The mathematics of the ideal villa and other essays (Cambridge, Mass.: MIT Press, 1982, 1976), 164-
166. 
93 Bédard, “Introduction” to Cities of artificial excavation, 14-15. 
94 Robert E. Somol, “Between the Sphere and the Labyrinth,” [Architectural Design Profile 82], Architectural Design 59, 
no. 11-12 (1989): 45. 
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mapping techniques to produce what Greg Lynn refers to as ‘residual figures’.95 These residual figures 

produced from superimposition will later develop into Eisenman’s notion of the interstitial trace. 

 

Eisenman’s superimposition and overlapping of grids could well have been related to his 

contemporary and fellow New York Five architect, Richard Meier, and his use of interlocking 

geometries as seen in the Hoffman House in New York (1966-1967) and his Museum for the 

Decorative Arts in West Germany (1979-1985). The Museum complex in Germany employs a grid 

based on two geometries, that of a near-perfect cubic Villa Metzler and that of a slight angle to the river 

bank site and existing buildings.96 Meier elaborates that the project involves an overlaying of grids, 

where one involves a slight rotation “to establish a frontal relationship with the other buildings on the 

embankment. The superimposition of … grids generates the design at nearly every scale, giving rise to 

a shifting and subtle interplay within the highly ordered set of formal relationships.”97 

 

In addition to the operation of layering, Eisenman employs the technique of scaling in his excavations 

projects. The forms of his Romeo and Juliet project were produced from a seemingly autogeneration 

of grids and surfaces, where their punctuation derives from an autonomous procedure termed by the 

author as ‘scaling’, which refers to the fractal geometries of Benoit Mandelbrot, such that Eisenman’s 

transparent overlays achieves a notion of a continuum between all scales and intervals.98 In The fractal 

geometry of nature, Mandelbrot writes, “The most useful fractals involve chance and both their 

regularities and their irregularities are statistical. Also, the shapes … tend to be scaling, implying that 

the degree of their irregularity and/or fragmentation is identical at all scales.”99 This is known as self-

similarity, where “the shapes seen at one scale are similar to the shapes seen in the detail at another 

scale.”100 This is particularly true throughout most of Eisenman’s projects, where the interlocking 

geometries seen at one scale is similar to those seen at another. This is in line with Eisenman’s search 

for the conditions of the in-between and ambiguity, as John Briggs, an author on fractals, states, 

“fractal geometry has come to be known as a geometry between dimensions.”101 

 

                                                            
95 Greg Lynn, “Architecture versus Sculpture,” in Peter Eisenman: Barfuss auf weiss glühenden Mauern = Barefoot on 
white-hot walls, ed. Peter Noever (Ostfildern-Ruit: Hatje Cantz, 2004), 163. 
96 Richard Meier, Richard Meier, architect: 1964/1984 (New York: Rizzoli, 1984), 269. 
97 Ibid. 
98 Anthony Vidler, “Shifting Ground,” in The architectural uncanny: essays in the modern unhomely (Cambridge, Mass.: 
MIT Press, 1992), 130. 
99 Benoit B. Mandelbrot, The fractal geometry of nature, updated and augmented ed. (New York: W.H. Freeman and 
Company, 1983), 1. 
100 John Briggs, Fractals: the patterns of chaos: discovering a new aesthetic of art, science, and nature (London: Thames 
and Hudson, 1992), 23. 
101 Ibid., 25. 
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Figure 2.29: Superimposed grids of Richard Meier’s Museum for the Decorative Arts in West Germany, 1979-1985. 
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Figure 2.30: Superimposed grids of Richard Meier’s Museum for the Decorative Arts in West Germany, 1979-1985, 
upper level plan. 
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Figure 2.31: Eisenman’s Cannaregio Project, 1978, involving superimposition of grids and the copying and scaling of 
House 11a.  
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Figures 2.32-2.33: Eisenman’s Cannaregio Project, 1978, scaling of House 11a, inserted into the ground.  
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Briggs writes, “Self-similarity and scaling are characteristic of fractals in general,”102 and that fractals 

“have led to a growing contemplation of our reality as a place made up of folded worlds within self-

similar worlds – that is, of worlds folded in between dimensions.”103 Fractal geometry involves 

equations which are ‘nonlinear’, where “the feedback of iteration that produces a fractal can bend 

straight lines into curves and swirls and make the self-similarity at different scales variously deformed 

and unpredictable – a ‘statistical self-similarity.’”104 Similarly, Eisenman, through his iterative design 

procedures, produces fractal scaling and self-similarity which are both deformed and unpredictable. 

Eisenman was concerned with a process of form-making that was not dependent on scale as a 

theoretical basis for the project.105 Like Mandelbrot’s fractals, Eisenman repeats transformations ad 

infinitum; as with his Cities projects, the various contextual maps or grids are multiplied at larger or 

smaller scales, retaining a constant shape or pattern, but at a different scale.106 

 

Bédard relates this notion of scaling to the textual notion of the graft, as he writes, “Grafting is made 

apparent in Eisenman’s notion of ‘scaling.’ As a procedure which displaces and multiplies architectural 

plans of existing buildings or topographical contours of a given site and places them in altogether 

different contexts, thereby removing any fixed and identifiable reality.”107 A discussion of grafting as a 

technique, initiated by Derrida, is relevant here. Jonathan Culler describes Derrida’s writings, such as 

Glas, in terms of the techniques he employs for “grafting discourses onto one another. A simple graft, 

though complex in its potential ramifications, binds two discourses side by side on the same page.”108 

Culler, with reference to Derrida, elaborates, 

 

Glas employs similar techniques on a larger scale…. [with] explorations of signifying links 

between words associated by phonological resemblance or etymological chains. Constantly at 

work in this book is the problematical relation between the two columns or texts. “Why pass a 

knife between two texts?” asks Derrida. “Or at least, why write two texts at once?” … While 

reading one column you are reminded that the gist lies elsewhere, in the relation between 

                                                            
102 Ibid., 68. 
103 Ibid., 25. 
104 Ibid., 68. 
105 Epp, “The education of Rosalind Krauss, Peter Eisenman, and other Americans,” 271. 
106 Graafland, “Peter Eisenman: Architecture in absentia,” 110. 
107 Bédard, “Introduction” to Cities of artificial excavation, 14. 
108 Jonathan Culler, On deconstruction: theory and criticism after structuralism (Ithaca, N.Y.: Cornell University Press, 
1982), 135-136. 
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columns if not in the other column itself. One effect of this graft, though, is to produce 

chiasmus.109 

 

Derrida’s textual “graft is the very figure of intervention,”110 and it intervenes and inserts one discourse 

into another, “intervening in the discourse one is interpreting,”111 producing a chiasmus, or crossing of 

multiple texts. Etymologically, the term graft is derived from the Greek graphein, that is, “to write.”112 

The graft of Derrida, likened to the graft employed by Eisenman, is the writing of multiple texts (or 

contexts) at once, the simultaneous inscription of various textual entities, figures, or grids. The 

operation of writing multiple and the consequent grafted insertions permits a blurring and obfuscation 

of the boundaries, as Culler reiterates, “self-inclusion blurs the boundaries of the text.”113 

 

Grafting is an operation which displaces oppositions and interpretations, such as the central and the 

marginal, the essential and the inessential, implying the logic of the supplement, where the marginal 

graft reverses the hierarchy of the centralised text, constituting a deconstructionist subversion between 

the distinctions of essential/inessential and inside/outside.114 By employing the technique of the graft 

as an architectural strategy, Eisenman’s artificial excavation projects further elaborate his 

destabilisation of dialectic pairs by displacing traditional opposites. 

 

Eisenman’s artificial excavations began with the Cannaregio project in Venice (1978), where he used 

the techniques of graft and superimposition, whilst copying and scaling the topological el-forms of 

House 11a.115 The project developed his use of the trace as notation or marking of an absent former 

presence, which was key to the establishment of the Guardiola’s trace as interstitial record. Here the 

autonomous grids of his early houses become the contextual grids for him to manipulate and 

superimpose to create invented archaeologies and fictitious histories of a given site. Here, Eisenman’s 

Cannaregio used Le Corbusier’s hospital project and House 11a as starting texts, additionally, 

Cannaregio itself became a starting text for his later La Villette project – a Russian doll-like fold upon 

fold or a fractal scaling of self-similarity and recursivity.  

                                                            
109 Jacques Derrida, Glas (Paris: Galilée, 1974), 76, quoted in Culler, On deconstruction, 136; and Culler, On 
deconstruction, 136. 
110 Culler, On deconstruction, 141. 
111 Ibid., 135. 
112 Douglas Harper, “graft,” Online Etymology Dictionary, 
http://www.etymonline.com/index.php?allowed_in_frame=0&search=graft&searchmode=none (accessed February 22, 
2011). 
113 Culler, On deconstruction, 139. 
114 Ibid., 140. 
115 Sandra Kaji-O’Grady, “Architectural Serialism,” Architectural Theory Review: Journal of the Department of Architecture, 
The University of Sydney 3, no. 2 (1998): 21. 
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In Cannaregio, Eisenman employs the grid of Le Corbusier’s Venice Hospital project to achieve a 

fictional history of Venice.116 Originally intended for this particular site, Eisenman describes Le 

Corbusier’s project as “imposed as a fictional past – an invented archaeology – over the irregular 

context of Venice. Rather than conceiving of the site as either a tabula rasa or a contextualizing grid, 

the site is marked as an absence, as a series of voids – holes in the ground.”117 Eisenman describes 

the Cannaregio project in terms of traces and absent presences of the site, where traces are left to 

“mark the absence of their former presence: their presence is nothing but an absence.”118 Bédard 

reiterates that Eisenman’s Cities projects are a “palimpsest [which] holds the traces of the site’s 

memories,”119 where the traces symbolise the “fictitious existence in the past (as memory), present (as 

presence), or future (as immanence).”120 

 

The discussion of the trace, inherent in Derrida’s deconstruction, is enabled by Eisenman’s modelling 

of architecture as a language or writing. The concept of the trace comes at a critical period of 

postmodern thinking and architecture of the 1970s and 1980s, as Charles Jencks claims in his The 

language of post-modern architecture, the notion of post-modernism includes those designers which 

treat architecture as a kind of language.121 This postmodern interpretation of architecture as a textual 

condition is highlighted by Lynn, who writes, “there has never been an architect more committed to the 

project of undecidability and the perpetual interpretation of architecture as a text than Peter 

Eisenman.”122 Additionally, Jeffrey Kipnis claims that “Derrida’s ideas infect Eisenman’s thought…. 

[and as] Derrida generalizes the concept of writing into ‘archi-writing,’”123 this provides Eisenman “with 

the intellectual framework within which to theorize architecture as writing.”124 Derrida demonstrates that 

writing (the text) is “the very possibility of meaning, also always destabilizes meaning. Hence, the 

meaning of any text is intrinsically instable, or as Derrida terms it, ‘undecidable.’”125 

 

                                                            
116 Peter Eisenman, Eisenmanamnesie, ed. Toshio Nakamura (Tokyo: A+U Publishing Co., 1988), 14. 
117 Ibid. 
118 Peter Eisenman, “Cannaregio: Three Texts for Venice,” in Cities of artificial excavation: the work of Peter Eisenman, 
1978-1988, ed. Jean-François Bédard (Montréal: Canadian Centre for Architecture; New York: Rizzoli International, 
1994), 47. 
119 Bédard, “Introduction” to Cities of artificial excavation, 15-16. 
120 Ibid., 16. 
121 Charles Jencks, The language of post-modern architecture, rev. enl. ed. (New York: Rizzoli, 1977), 6.  
122 Lynn, “The Talented Mr. Tracer,” 187. 
123 Jeffrey Kipnis, “Introduction: Act Two,” in Written into the Void: Selected Writings, 1990-2004 (New Haven: Yale 
University Press, 2007), xii. 
124 Ibid. 
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In the Cities projects, it can be suggested that Eisenman appropriated and applied Derrida’s notion of 

‘writing under erasure’, that is, writing, “to unhinge architecture’s traditional logic of signification.”126 

‘Writing under erasure’ is where a word is simultaneously made present and absent by being written 

and deleted at the same time, producing plurality, contradiction, and instability.127 Presence is 

rethought as a trace, as différance differed-and-deferred, as Derrida states, “Always differing and 

deferring, the trace is never as it is in the presentation of itself. It erases itself in presenting itself.”128 For 

Derrida, the trace is a differing and deferring movement or an erasure,129 in which “[t]he (pure) trace is 

differance.”130 

 

Derrida asserts that the trace is not a presence, but rather a simulacrum of a dislocating presence, 

such that the present becomes the sign of a sign, or the trace of a trace, “and a trace of the erasure of 

the trace.”131 The trace of différance is an “indefiniteness of reference,”132 where “every concept is 

inscribed in a chain or in a system within which it refers to the other, to other concepts, by means of 

the systematic play of differences.”133 As without recourse to a transcendental signified, acts of reading 

or writing become endless plays of signifiers within a constantly changing condition of in-betweenness 

– différance endlessly differing and deferring.134 It is in this context, of differing and deferral, as a 

condition of betweenness that Derrida describes the sign or trace as a deferred presence, leading to 

the notion of “[t]he presence-absence of the trace.”135 Eisenman, in his superimposition projects, 

employs this differential absent-present trace in architecture as a paradoxical sign of deferred 

presence, a sign in place of something absent. It is here that Eisenman crosses the border between 

disciplines, and enters a zone of contention, and loosely or softly appropriates – by misreading and re-

reading – Derrida’s textualism into an architectural medium. 

 

In Eisenman’s intention to challenge the traditional norms of architectural thinking and design, he 

searches for betweenness and ambiguity, and he does this by means of a paradoxical tracing of 

différance, whereby the various layers of time and space, absence and presence, constantly differ and 

                                                            
126 Petit, Irony, 166. 
127 Ibid. 
128 Jacques Derrida, “Différance,” in Margins of Philosophy, trans. Alan Bass (Chicago: University of Chicago Press, 
1982), 23, Stanford University, http://www.stanford.edu/class/history34q/readings/Derrida/Differance.html (accessed 
June 30, 2010).  
129 Jacques Derrida, Of Grammatology, 1st American ed., trans. Gayatri Chakravorty Spivak (Baltimore: Johns Hopkins 
University Press, 1976), 71. 
130 Ibid., 62. 
131 Derrida, “Différance,” 24.  
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defer each other. The differing and deferring readings of the endless signification of the architectural 

sign (texts, figures, grids, etc.) is achieved through the open-ended processes of superimposition, 

grafting, and scaling of the contextual material of historic maps and grids in analogical relationships. 

 

Eisenman’s cities projects are not only an exercise in superimpositions and layering, but also in 

reading or decoding a project’s narrative. The projects are arrays of layered historical and fictional 

information about a site, where subjects are permitted to rearrange and assemble the information 

provided, and are thereby engaged in the writing of the project’s narrative. Sarah Whiting asserts, “This 

strategy was modern in its desire to use architecture to affect a subject, and postmodern in its 

flattening out of source material, rendering all ‘origins’ equal and hence simultaneously valuable and 

suspect.”136 The reading event is signaled by the traces left behind, not only of the process, but of 

Eisenman himself, as the author. Eisenman paradoxically attempts to detach himself from the project 

whilst leaving traces for the viewer or reader. He presents the evidential clues of a project to be read 

and decoded, but he does not give away all the clues needed to explain and understand a project; 

hence producing a tension between the clarity of the text and its obscurity. 

 

The diagrams of Eisenman’s project of the IBA Social Housing (1981-1985) in Berlin were mapped by 

superimposing a series of ground inventions for a history of the site.137 There were two main grids 

(gridded directions) for the IBA Berlin project; one grid is parallel to the Berlin wall, and the other is the 

grid of the city, and these were superimposed over each other, creating an overlay.138 It is in the 

rotation and alignment of grids or figures to contextual cues seen in the artificial excavations which 

prompts the rotation evident in the Guardiola House.  

 

The design of the IBA Berlin project, as with Eisenman’s other archaeological projects, proceeds by a 

sequential process of artificial excavation, superimposition, and substitution, where the ground 

becomes an archaeological site, that is, the ground becomes a figure for him to manipulate, forming a 

nexus to become a “composite datum of memory.”139 The processes also result in the dislocation of 

origin and destination, time and space,140 topos and atopia, place and no place, as reiterated in 

Eisenman’s Romeo and Juliet (Moving Arrows, Eros, and Other Errors) project (1985), where “there 

                                                            
136 Sarah Whiting, “Euphoric Ratio,” in Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson 
(London: Thames and Hudson, 2006), 107. 
137 Eisenman, for the IBA Berlin project, uses the term superposition, where this thesis argues he is still using 
superimposition where the grids are not yet affecting each other. Eisenman, Diagram diaries, 177-179. 
138 Leeser, interview by Adrian Lo, April 2, 2013. 
139 Eisenman, Eisenmanamnesie, 28-29. 
140 Eisenman, “Architecture as a Second Language,” 232. 
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was a text of between; a fabric of images referring to something other than itself in order to create a 

dislocation in time and space.”141 Produced by superimposing and scaling, this project treats the site 

as a dynamic palimpsest which records traces of memory and immanence, anticipating the interstitial 

matter of the Guardiola House. These techniques of superimposition, overlapping, or intersection of 

orthogonal and rotated figures were further explored in the Long Beach University Art Museum (1986) 

and the Frankfurt Biocentrum (1987).  

 

  

                                                            
141 Ibid., 231. 
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Figures 2.34-2.35: Eisenman’s IBA Social Housing in Berlin project, 1981-1985, superimposition of diagrams. 
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Figure 2.36: Eisenman’s Romeo and Juliet Project, 1985, scaling and superimposition.   
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Figure 2.37: Eisenman’s Long Beach University Art Museum, 1986, conceived of the site as a geological tablet and the 
project as an archaeological artifact which was formed out of overlapping registration of various maps. 
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Figure 2.38: Eisenman’s project for the Frankfurt Biocentrum, 1987, is where he draws an analogy between architectural 
and biological processes, by using DNA as a model for his processes of replication, transcription, and other 
transformations of figures.   
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In the Wexner Center for Ohio State University (1983-1989), Eisenman explored the archaeological 

past of the site in an “attempt to evolve a kind of contextual version of deconstructivism.”142 Herbert 

Muschamp describes Eisenman’s ‘reconstruction’ of the old armory at Wexner as an allusion to Michel 

Foucault’s ‘archaeology’ of “extracting the past from the distortions of historical narrative.”143 The 

Wexner Center employs shifted superimposed grids between those of the city and the campus, which 

sought to break down binary oppositions such as exterior/interior, past/present, process/product, 

building/non-building, as seen in the scaffolding and hanging column.  

 

Eisenman’s Cities projects, due to their superimpositions of cartographic figures of differing times 

presents to the viewer a displaced set of contextual information – a dislocated space-time of the site. 

This investigation of a displaced time, of past-present-future, is manifested in Eisenman’s development 

of the imprint as a residue of the trace, introduced in the project for La Villette. La Villette (1987) 

employs the scaling and superimposing of site information, projects (by Tschumi and Eisenman), and 

the ideas of Derrida/Plato into an assemblage of traces and imprints marking the activity of the 

process. The intersubjective text of La Villette is an interdisciplinary dialogue between Eisenman and 

Derrida which “attempted the aporetic rapprochement of architecture and philosophy,”144 constituting 

a double work between architect and philosopher. Here, Eisenman used Derrida’s text on Plato’s 

Chora as a basis for an evolving idea of imprinting surfaces: 

 

In the process, Cannaregio was seen as a mold or Chora which was overprinted and then 

pulled away so that on the underside of the surface of the overprinting device, there would be 

the traces of this double work. Finally, the object that was imprinted would have similar marks 

on its surface, the trace of the activity of this process.145 

 

Whilst the La Villette project introduced the imprint, the Guardiola House took this further in section by 

rotation and interpenetration in three dimensions. For La Villette, Eisenman integrates the La Villette in 

1867, Paris in 1848, and Paris in 1968 to produce a “presence of memories of past and future.”146 The 

project proceeded in a similar way to the Moving Arrows project, in terms of scaling and 

superimposing, for La Villette employs this strategy of scaling in relation to a coincidental site 

                                                            
142 Paul Goldberger, “The Museum that Theory Built,” New York Times, November 5, 1989, C38. 
143 Herbert Muschamp, “With the opening of the first major public building by Peter Eisenman, theory and reality collide: 
Herbert Muschamp examines the results,” Vogue (October 1989): 274. 
144 Petit, Irony, 165. 
145 Eisenman, Diagram diaries, 191, 194. 
146 Peter Eisenman, “Transcript Four,” New York, April 3, 1986, in Chora L Works: Jacques Derrida and Peter Eisenman, 
ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), 69. 
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connection of the abattoir, where the abattoir in Venice (Cannaregio project) was scaled over the 

abattoir in La Villette.147 The superimposition of various layers is clearly evident in the axonometric 

drawing of Eisenman’s La Villette project. This is in line with both Bernard Tschumi’s and Rem 

Koolhaas’ projects for La Villette, where they also used modes of superimposition. Tschumi states that 

the overriding concept of his La Villette “consisted in the superimposition of different systems”148 and 

“the programmatic distribution of activities along the discontinuity of a point grid (the grid of follies).”149  

 

Whereas for Koolhaas’ La Villette proposal, as Eisenman writes, “breaks with a figure/ground urbanism 

to propose a montage of programmatic lateral bands linked by the strong vertical of a proposed 

promenade,”150 to achieve what Eisenman calls a “contiguous discontinuity.”151 Contiguous 

discontinuity occurs where superimposition or overlapping of the various layers takes place alongside 

the technique of juxtaposition, that is, the adjacent placement of the contrasting activities, for instance, 

into bands or strips linked by a promenade. In Koolhaas’ La Villette, contiguous discontinuity is evident 

in how the very different or even opposing activities on adjacent strips are connected by an indifferent 

promenade. 

 

  

                                                            
147 Leeser, interview by Adrian Lo, April 2, 2013. 
148 Bernard Tschumi, “Introduction” to Chora L Works: Jacques Derrida and Peter Eisenman, ed. Jeffrey Kipnis and 
Thomas Leeser (New York: Monacelli Press, 1997), 125. 
149 Ibid. 
150 Peter Eisenman, “Strategies of the Void: Rem Koolhaas, Jussieu Libraries, 1992-93,” in Ten Canonical Buildings 
1950-2000, ed. Ariane Lourie (New York: Rizzoli: Distributed to the U.S. trade by Random House, 2008), 203. 
151 Ibid. 
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Figure 2.39: Eisenman’s superimposition diagram of the Wexner Center, 1983-1989. 
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Figure 2.40: Eisenman’s Wexner Center, 1983-1989, plan and aerial view. 
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Figure 2.41: Eisenman’s Wexner Center, 1983-1989, reconstructed armory and scaffolding-lattice grid. 
 
 

 
 
Figure 2.42: Eisenman’s Wexner Center, 1983-1989, scaffolding-lattice grid by night.  
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Figures 2.43-2.44: Bernard Tschumi’s La Villette, 1982-1998 (left), and Rem Koolhaas’ La Villette, 1982 (right). 
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Figure 2.45: Eisenman’s diagrams for La Villette, 1987. 
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Figures 2.46-2.47: Eisenman’s sections for La Villette, 1987. Extrusions to produce the vertical aspect of the project. 
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Figure 2.48: Eisenman’s exploded axonometric for La Villette, 1987. 
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Figures 2.49-2.50: Models of Eisenman’s La Villette, 1987. 
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In sum, the superimpositions of various layers of historic figures, scaled and grafted to produce 

analogous relationships, typify the period of Eisenman’s Cities of Artificial Excavation, where his search 

for ambiguity and betweenness develops into the concepts of the trace, imprint, dislocation, and 

displacement. The dedication of the Wexner Center in 1989 marked the conclusion of Eisenman’s 

excavations projects, whereby he identified the Guardiola House project as the turning point, as 

Bédard explains: “Abandoning the simple extrusion of two-dimensional superpositions determined by 

scaling, Eisenman creates in the Guardiola design a complex, three-dimensional form. His signature 

els, earlier eclipsed by cartography, return; their interpenetration produces volumetrically what was 

once achieved in plan.”152 

 

A project with clear implications for the Guardiola House is Eisenman’s Carnegie Mellon Research 

Institute (CMRI, 1987-1989). The form of the research center is based on the Boolean Cube of 

computer processing, made from pairs of cubes, consisting of two solid cubes and two frame cubes, 

with the overlaps of solids or frames producing imprints and traces. The Guardiola House not only 

takes the idea of the Boolean (additive/subtractive, on/off) Cube further as a rearticulation of House X, 

but it also takes the notions of tracing and imprinting to the development of the interstitial condition. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

                                                            
152 Bédard, who follows Eisenman’s use of the term superposition, is here understood as superimposition. Bédard, 
“Introduction” to Cities of artificial excavation, 16-17. 
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Figure 2.51: Eisenman’s Carnegie Mellon Research Institute, 1988-1989. 
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Eisenman’s Traces and Imprints: the Interstitial 

Following from his development of imprinting in La Villette, Eisenman’s Guardiola House explores this 

in three dimensions (made possible by the rotational shift), which subsequently produces the 

interstitial condition, first seen in this house, and manifested in the projects which follow. Eisenman’s 

production of interstitial space is a development, since his early work, from the traces and imprints of 

transformations of orthogonal cubic grids, which did not produce mere figures, but rather, as Lynn 

asserts, are “interstitial spaces between multiple grid alignments.”153 The Guardiola House introduces 

into Eisenman’s work a condition of phenomenal transparency whereby dialectical terms are made 

ambiguous (such as inside and outside, figure and ground), as notions of the in-between and hybridity 

become fundamental and constitute the project. Thus, this thesis argues that the projects prior to the 

Guardiola House are part of Eisenman’s search for the in-between, and are literally transparent, 

produced from a superimposition of steps of the process, where the in-between is a direct result of the 

transformations and movements such as the shifting and rotation of figures. Whereas in the Guardiola 

House, for the first time, he employs a phenomenal transparency, produced from a superposition of 

geometries, that is, through the work of the imprint constituting the interstitial condition. Here, the 

constituent figures of the design are further operated on (as per the interaction of the ‘foot and sand’), 

such that they are blurred, merged, or hybridised into each other, enhancing the conditions of 

ambivalence and ambiguity. This phenomenal transparency of the interstitial condition describes both 

the literal and phenomenal interstitialities as discussed in chapter one, whereby phenomenal 

interstitiality becomes doubly phenomenal (as physical and conceptual in-betweeness). Whilst 

phenomenal interstitiality was constituted by an interpenetration of rotated and orthogonal figures in the 

Guardiola House, this thesis poses that Eisenman’s subsequent work continues to explore this 

condition in yet other means such as through morphing or other deformational techniques. 

 

Thus far, the projects before 1988 anticipate the Guardiola moment, where the houses establish a 

formal alphabet or vocabulary, and the artificial excavations explore a repertoire of transformational 

operations. The Guardiola House employs Eisenman’s el-forms coupled with the more complex 

transformations of his Cities, and integrates these with his new concept of the interstitial. There is no 

need for further elaboration of the Guardiola House and its ideas here, as this was the primary subject 

of the previous chapter. 

 

The Aronoff Center for Design and Art (1988-1996) culminates Eisenman’s most sophisticated 

investigation of tracing and imprinting at the time, as a manifestation of the ‘Guardiola idea-process’ of 

                                                            
153 Lynn, “Architecture versus Sculpture,” 162. 
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the interstitial trace between figures. The interstitial condition of the Aronoff Center resulted from the 

recontextualisation of the elements of the site, by encoding the accidental qualities of the site and 

program as indexical traces, constituting coherence between field and object, figure and ground; 

redefining ground as figure, and thereby initiating a dialogue of figure-figure.154 Thus, the figure of the 

building was figured out of the ground of existing figures. Fredric Jameson describes the Aronoff 

Center as “‘archaeological traces’ of the three older buildings enveloped in this new one and 

incorporated within it,”155 and through the layering and merging of the past, traces are left within the 

building’s configuration.156 

 

The serial transformational operations of displacements and reorientations, developed from 

Eisenman’s previous projects, are employed in the Aronoff Center to blur and erase the oppositions 

between the new addition and existing buildings, as well as to erase oppositions inherent between the 

three existing buildings, generating a seamless structure and organisation between the existing 

buildings and the site.157 The Aronoff Center is an exploration of techniques such as multiple grid 

juxtapositions to produce traces which “penetrate the architectural object not as a figure in itself but as 

a structure presenting multiple relationships within different fields.”158 The design process of the 

Aronoff is composed of two concurrent figure-figure processes (generating and tracing relationships of 

figures within a field), one operating on the natural topography of the topographical curved lines of the 

site’s northern boundary, and the other operating on the artificial topography of the indexical chevron 

profile derived from the outline of the existing buildings.159 In other words, the overall diagram for the 

Aronoff project combines the curved S line abstracted from the natural contours (which was 

segmented into a series of overlapping box geometries), and a rectilinear Z edge of the chevron 

(outline of the three existing buildings aligned as traces).160  

 

                                                            
154 Sarah Whiting, “Building inside out: Perspectives on the conspicuously inconspicuous,” in Eleven authors in search of 
a building: the Aronoff Center for Design and Art at the University of Cincinnati. A building by Eisenman Architects, ed. 
Cynthia Davidson (New York: Monacelli Press, 1996), 102; and Alejandro Zaera-Polo, “The making of the machine: 
Powerless control as a critical strategy,” in Eleven authors in search of a building: the Aronoff Center for Design and Art at 
the University of Cincinnati. A building by Eisenman Architects, ed. Cynthia Davidson (New York: Monacelli Press, 1996), 
31-32. 
155 Fredric Jameson, “Aronoff and Ideology,” in Blurred zones: investigations of the interstitial: Eisenman Architects, 
1988-1998 (New York: Monacelli Press, 2003), 67. 
156 Ibid. 
157 Zaera-Polo, “The making of the machine,” 32. 
158 Ibid., 30. 
159 Ibid., 32-34. 
160 Donna Barry, “Connecting the dots: The dimensions of a wireframe,” in Eleven authors in search of a building: the 
Aronoff Center for Design and Art at the University of Cincinnati. A building by Eisenman Architects, ed. Cynthia Davidson 
(New York: Monacelli Press, 1996), 50, 55; and Jeffrey Kipnis, “P-Tr’s Progress,” in Eleven authors in search of a 
building: the Aronoff Center for Design and Art at the University of Cincinnati. A building by Eisenman Architects, ed. 
Cynthia Davidson (New York: Monacelli Press, 1996), 174. 
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The chevron is the term to describe the shape of the eight-foot-wide corridor of the original building, 

and this Z figure was extended across the site and into the existing buildings, connecting them with the 

site and surroundings. A composite figure was formed out of the outline of the three buildings and the 

extended chevron, which was shifted to align the chevron orthogonally to the north edge of each 

building as traces.161 Regarding the natural topographical S line of box segments, this underwent a 

series of transformations, including exponential overlapping, asymptotic tilts, vertical stepping, 

exponential torquing, and phase shifting. The series of overlapping box volumes was put through this 

serial and sequential rotation in three dimensions, where each rotation was registered as an imprint, as 

Lynn elaborates, “[t]he rippling and cascading massing reverberates across the skin of the building as 

relief traces impressed into the volumes as well as gaps between elements as skylights and 

apertures.”162 

 

A reaction between the components then takes place with the various site/program inputs, followed by 

the intersection with the ground, the insertion of the column grid, the division of spaces, and the colour 

coding and modulation of the surfaces.163 The variations of colour or material for the different surfaces 

are indexical or notational marks to the systematic design process.164 

 

The figure produced by the overlapping torqued solid and torqued trace series of segmented boxes of 

the natural topographical S form defines a third element, the space of the atrium or College Hall, a 

negative space resulting from overlapping the solid form and the trace form.165 Following on from the 

serial transformations employed to produce the chevron traces of the Z form and the segmented box 

forms of the S line, a residual space results between the two. This space produced between the Z and 

S forms becomes a semi-public transition zone, an interstitial void between the old buildings and the 

new addition, activated by a café where people from the different disciplines can gather and mingle. 

This interstitial zone is fundamentally an outside within an inside (figure 2.53).  

 

Koizumi Sangyo Corporation Headquarters Building (1988-1990), Tokyo, Japan, is Eisenman’s first 

completed building in Asia, and is modelled very similarly to the Guardiola House, but reconceived as 

a parasitic interaction to a more conventional-looking urban building. Here, Eisenman intended to 

describe an architecture of its own making, marking, and reading processes by manifesting the traces 

and imprints formed by two interacting and tilting el-shapes (pink and green). The interstitial figure of 
                                                            
161 Barry, “Connecting the dots,” 54-55. 
162 Lynn, “Architecture versus Sculpture,” 165. 
163 Zaera-Polo, “The making of the machine,” 32-34; and Barry, “Connecting the dots,” 55. 
164 Barry, “Connecting the dots,” 59. 
165 Ibid., 53-54. 
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pink and green els is grafted onto the building, like a text within a text, a figure within a figure. The 

interstitial condition of the Guardiola House manifests in the Koizumi Sangyo scheme in both the in-

between geometries of the pink and green els, as well as in-between this structure and the more 

conventional-looking building it is attached to. 

 

As with his tumbling box configuration of the Guardiola House, Eisenman sought “to blur the reading 

of the box”166 in the tilting box configuration of the Nunotani Corporation Headquarters Building in 

Tokyo (1990-1992). With regards to the Nunotani building, Cynthia Davidson writes, “Eisenman’s tilted 

box is a metaphor for questions about transformation, movement, and identity. The architect uses a 

box – or stack of tilted boxes – to displace the traditional notions of shelter and enclosure and to 

rethink its metaphoric possibilities.”167 The interstitial space of the Guardiola is produced from the 

three-dimensional overlapping and collision of rectilinear volumes in the Nunotani building. 

 

As demonstrated in the following images of Eisenman’s Aronoff, Koizumi Sangyo, and Nunotani 

buildings is an interstitial condition of phenomenal transparency – a phenomenal interstitiality – as a 

conceptual and formal hybridity or ambiguity of figures which was developed in the Guardiola project. 

As evident in the sectional drawings, one can detect a clear intention to express two or more 

simultaneous geometric systems – distorted, ambivalent, and interpenetrated – manifested in the 

blurring of forms and apparent thickening of structure, harking back to the Guardiola’s interstitial and 

blurred condition between orthogonal and rotated geometries. Comparing these sections to the 

drawings of House III (figure 2.18), House X (figure 2.25), and La Villette (figures 2.46-2.47), one can 

see a shift in the geometries and their articulation. 

  

                                                            
166 Cynthia Davidson, “A Game of Eisenman Seeks,” in Blurred zones: investigations of the interstitial: Eisenman 
Architects, 1988-1998 (New York: Monacelli Press, 2003), 177. 
167 Ibid., 176. 
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Figure 2.52: Model of Eisenman’s Aronoff Center for Design and Art, 1988-1996, showing the pink-peach segmented 
boxes of the S form and the superimposition of the chevron Z form. 
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Figure 2.53: Interstitial space between the existing building and new addition at the Aronoff Center, 1988-1996. 
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Figure 2.54: Sections of the Aronoff Center, 1988-1996, showing the hybridised geometry and thickened structure of the 
interstitial masses. 
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Figure 2.55: Eisenman’s Koizumi Sangyo Corporation Headquarters Building, 1988-1990. 
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Figure 2.56: Eisenman’s Koizumi Sangyo Corporation Headquarters Building, 1988-1990, superposed geometries of 
the interstitial condition in section. 
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Figure 2.57: Eisenman’s Nunotani Corporation Headquarters, 1990-1992. 
 
 

 
 
Figure 2.58: Eisenman’s Nunotani Corporation Headquarters, 1990-1992, physical models. 
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Figure 2.59: Eisenman’s Nunotani Corporation Headquarters, 1990-1992, section of superposed interstitial geometries. 
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Eisenman’s Blurred Zones 

Ever since the Guardiola House, which investigated superpositions and interstitial traces in three or 

more dimensions, the projects which followed extended and developed these processes and 

concepts further. The work after the Guardiola project involved the processes of blurring and 

becoming. For Eisenman, tracing between figure/figure relationships was a means of blurring to record 

the movement of the transformational process. Tracing or blurring techniques resulted in relief 

imprints, or what Lynn calls “two-and-a-half dimensional techniques of registration”168 in space, and 

interstitial traces in the volumes of the Aronoff Center and subsequent projects. 

 

According to Andrew Benjamin, Eisenman, through his design projects, in his interruption and 

displacement of the conceptual oppositions in architecture, is after the notion of “the interstitial as the 

generative between. To arrive at this, he must blur or destabilize form/function to arrive not at the 

formless but the formed.”169 Benjamin notes that “the complex activity of blurring produces the yet-to-

be determined,”170 and “[i]n the case of the Aronoff, it is not in the addition itself but in the way the 

addition causes a destabilization of the determinations of exterior and interior.”171  

 

Eisenman describes blurring as a means to displace traditional binary opposites, and essentially 

detaches a one-to-one relationship between function and meaning, such that “[b]lurring seeks to 

undermine the conceptual as well as the physical clarity of elements such as figure and ground.”172 

This reiterates the definition of blurring for Eisenman as a condition of the in-between or the 

interstitial.173 

 

  

                                                            
168 Lynn, “Architecture versus Sculpture,” 165. 
169 Andrew Benjamin, “Opening the Interstitial: Eisenman’s Space of Difference,” in Blurred zones: investigations of the 
interstitial: Eisenman Architects, 1988-1998 (New York: Monacelli Press, 2003), 308. 
170 Ibid., 310. 
171 Ibid. 
172 Peter Eisenman, “Blurred Zones,” in Blurred zones: investigations of the interstitial: Eisenman Architects, 1988-1998 
(New York: Monacelli Press, 2003), 7. 
173 Ibid., 8. 
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Eisenman’s notion of the interstitial is a mode of becoming, deriving from the formal possibility of the 

yet-to-be, that is, “the yet-to-be determined.”174 This interstitial condition is phenomenal in Rowe and 

Slutzky’s terms as it is a blurred condition of ambiguity and ambivalence, or as Eisenman describes it, 

a “space in a perpetual state of becoming.”175 As Derrida refers to the trace as the becoming-

unmotivated of the sign, Eisenman describes blurring as an in-between, a becoming unmotivated of 

three conditions, namely, presence, the sign, and the subject, as Eisenman states, “The key concept 

in the process of blurring is becoming…. The becoming unmotivated is a movement from the fullness 

of motivation to something less motivated – a between condition.”176 

 

Eisenman elaborates the interstitial condition as a double absent condition, an absent presence within 

an absence, where the object is in the process of becoming, is neither figure nor ground, but where 

the ground becomes figured and blurred.177 This becoming of ground to figure or blurring between 

figure and ground is found in the Banyoles Olympic Hotel (1989) where Eisenman experiments with 

form and space which is beyond traditional or conventional architectural meaning and figure-ground 

relationships, such that the building is no longer conceived as a building, but rather is part of a 

landscape, where the figure is indiscernible with the ground – as an extension of the ground.  

 

Eisenman explores the interstitial condition with analogical processes in the Groningen Music-Video 

Pavilion (1990), which employs the analogy of the electron beam to form an interference of overlapping 

volumes, and the Greater Columbus Convention Center (1990-1993), which uses continuous, 

overlapping, and interpenetrating curved volumes, creating an analogy with the railway yards of the 

preexisting site and the bundled fiber optic cables of the information age. 

 

  

                                                            
174 Benjamin, “Opening the Interstitial,” 308. 
175 Peter Eisenman, “Processes of the Interstitial: Spacing and the Arbitrary Text,” in Blurred zones: investigations of the 
interstitial: Eisenman Architects, 1988-1998 (New York: Monacelli Press, 2003), 96. 
176 Eisenman, “Blurred Zones,” 7. 
177 Peter Eisenman, “Zones of Undecidability I The Interstitial Figure: The Church for the Year 2000,” in Blurred zones: 
investigations of the interstitial: Eisenman Architects, 1988-1998 (New York: Monacelli Press, 2003), 259-260. 
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If there were two distinct entities, such as A and B figures, the Guardiola-interstitial-trace can be 

conceived to be a between or blurred condition as a possibility to produce a figure between the letters 

A and B, combining and blurring the characteristics of both. This is evident in the Tours Regional 

Music Conservatory and Contemporary Arts Center (1993-1994), which in Eisenman’s terms, became 

a between figure.178 Eisenman states, “The diagrams of the morphing process became sectional 

templates which began to suggest conditions of interstitiality like those found in Casa Guardiola.”179 

The Tours Art Center involved the blurring of the figures of two existing buildings on the site, one from 

the eighteenth century and the other from the nineteenth century, through a computer morphing 

process, which effectively created an in-between boundary condition. This blurring by means of 

morphing conceived of the edge or boundary as a smooth transition between two profiles, where one 

figure becomes or transforms into another.180 The resulting profile (figure 2.67) exemplifies the 

phenomenal interstitiality developed since the Guardiola project, as a hybridised profile expressing the 

ambiguity of in-between forms. Whereas the Guardiola employed interpenetration to achieve 

phenomenal interstitiality, the Tours Art Center employs a morphing of profiles. 

 
 
 
  

                                                            
178 Eisenman, Diagram diaries, 201. 
179 Ibid. 
180 Ibid. 
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Figure 2.60: Physical segmented model of the Aronoff Center, 1988-1996, presenting the idea of an interstitial blurring 
of figure and ground by the omission of its distinction between structure and ground. 
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Figure 2.61: Blurring figure and ground in Eisenman’s Banyoles Olympic Hotel, 1989, merging building with landscape. 
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Figure 2.62: Eisenman’s Groningen Music-Video Pavilion, 1990, explores an interstitial condition of overlapping volumes 
based on an analogy of the electron beam in its production of video imagery, deriving an interference pattern traced 
from the left to right sweeping motion of analogous beams. 
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Figure 2.63: Eisenman’s Greater Columbus Convention Center, 1990-1993, overlapping curvilinear figural tubes. 
 
 

  
 
Figures 2.64-2.65: Eisenman’s Greater Columbus Convention Center, 1990-1993, plan and axonometric. 
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Figure 2.66: Eisenman’s morphing of sectional striations to create a between figure for the Tours Regional Music 
Conservatory and Contemporary Arts Center, 1993-1994. 
 
 

 
 
Figure 2.67: Eisenman’s interstitial figure of the Tours Regional Music Conservatory and Contemporary Arts Center, 
1993-1994. 
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Gilles Deleuze and Félix Guattari, in A Thousand Plateaus, describe the notion of becoming as always 

in the middle, an in-between or line of flight, constituting a zone of indiscernibility.181 The blurred zone 

or the zone of becoming is this zone of undecidability, or indiscernibility, a zone of interstitiality, 

betweenness, and ambiguity. This zone of undecidability constitutes the title of an essay by Eisenman 

in relation to his design for the Church of the Year 2000 (1996).182 Here, as well as in the BFL Software 

Ltd. Headquarters Building (1996), Eisenman explores the interstitial zone as a condition of spacing, 

between two conditions of figure as opposed to figure and ground; such that the interstitial object is 

neither figure nor ground, but figure as ground. He also employs a model from science – an arbitrary 

text – as a means of blurring disciplines, that of the liquid crystal, and he superposes or overlays the 

liquid crystal diagram over a diagram of function and site to produce a gradual distortion and 

deformation of solid/void, figure/ground, so that the church is figured out of a ground of the molecular 

liquid crystals. Both the Church of the Year 2000 and the BFL Software building are subsequent 

alternative manifestations of the Guardiola House, as developments of the interstitial figuration 

processes, by creating an analogy with the liquid crystal. Likewise, Eisenman’s Bibliothèque de 

L’IHUEI (1996-1997) blurred the diagram of neurological activity to the site, where space was 

conceived to be the initiating condition, producing a series of interstitial spaces, which were neither the 

product of framing ground nor form generated from a preexistent figure. Here, the interstitial is an 

intermediate condition between figure and ground, form and space, resulting from a process of 

spacing, where the form becomes a trace of its process. The images of these projects (figures 2.68-

2.71) exhibit a phenomenal interstitiality of superposed geometries which blur and hybridise their initial 

figures, expressed simultaneously as an in-between geometry. 

 

Both Eisenman’s projects for the Virtual House (1997) and the IIT Student Center (1997-1998) question 

traditional ideas of form and space. Eisenman’s IIT Student Center extends the idea of the figuration of 

the ground developed since the Banyoles Olympic Hotel. It destabilises the figure-ground dialectic as 

well as disturbs and re-conceives the idealism of the horizontal plane, which, in turn, was initiated by 

the figure-figure relationships (interplay of orthogonal/rotated geometries) of the Guardiola project. The 

IIT Student Center is an undulating, phenomenally interstitial landscape-object which is a hybrid, 

warped, and wrinkled field generated by the outlines of the campus buildings, where voids beneath the 

ground create a sense of an underground city. 

 
 

                                                            
181 Gilles Deleuze and Félix Guattari, A thousand plateaus: capitalism and schizophrenia, trans. Brian Massumi 
(Minneapolis: University of Minnesota Press, 1987), 293. 
182 Eisenman, “Zones of Undecidability I The Interstitial Figure,” 259-260. 
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Figure 2.68: Eisenman’s model for the Church of the Year 2000 project, 1996. 
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Figures 2.69-2.70: Sections and plans of Eisenman’s BFL Software Headquarters Building, 1996; interstitial blurred 
geometry produced by distortion and deformation of figure/ground. 
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Figure 2.71: Blurred diagram of Eisenman’s Bibliothèque de L’IHUEI, 1996-1997.  
Interstitial as intermediate condition between figure and ground, form and space.   
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Figure 2.72: Figuring ground seen in Eisenman’s IIT Student Center model, 1997-1998. 
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Figure 2.73: Eisenman’s IIT Student Center sections, 1997-1998; hybridised interstitial geometries between figure and 
ground. 
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Eisenman’s Foldings 

In Eisenman’s project for the Rebstockpark Master Plan (1990-1991), he investigates folding as a 

means of blurring. In retrospect, Eisenman has already investigated folding in his el-forms of House X 

and the Guardiola House as topological objects; however, it is the Rebstockpark project which was his 

first serious endeavor into the theory of the fold as explicated by Deleuze. For Rebstockpark, 

Eisenman sought to intervene or blur the notion of the edge by blurring the distinction between old and 

new, producing a seamless ‘folded’ transition from old to new.183 Whereas the Guardiola blurred or 

folded el-figures into each other, the Rebstockpark project folded figures of the site, thereby taking the 

contextual figures of the artificial excavations, but operating them with the notion of the fold. This 

procedure of the fold is a development of the interstitial condition, whereby the fold is not only a literal 

folding of various figures constituting the design to form hybridised and merged figures, but a 

conceptual folding of the cultural, historical, and social aspects pertaining to the site, context, and 

program of a given project.  
 

With regards to folding as a mode of blurring, Eisenman notes that blurring can occur from reading or 

reframing from another frame of reference, producing an out-of-focus blurred condition.184 In a 

discussion of Rebstockpark, Eisenman writes, “This out-of-focus condition has the possibility of 

blurring or displacing the whole, that is, both old [existing structures] and new [new urban structures]. 

One such possibility for displacement can be found in the form of the fold.”185 He also says, “By 

introducing the concept of the fold as a nondialectical third condition, one which is between figure and 

ground yet reconstitutes the nature of both, it is possible to refocus or reframe what already exists in 

any site.”186  

 
 
 
  

                                                            
183 Eisenman, Diagram diaries, 196-197. 
184 Peter Eisenman, “Folding in Time: The Singularity of Rebstock,” in Blurred zones: investigations of the interstitial: 
Eisenman Architects, 1988-1998 (New York: Monacelli Press, 2003), 131. 
185 Ibid. 
186 Ibid., 132. 
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Figure 2.74: Eisenman’s Rebstockpark Master Plan project, 1990-1992. 
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Figure 2.75: Folding diagrams of Eisenman’s Rebstockpark project, 1990-1992. 
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The fold that Eisenman employs is an extension of the graft.187 The aforementioned Derridean graft of 

intervention, with reference to Eisenman’s artificial excavation projects, is reexamined here in relation 

to the operation of the fold. Eisenman distinguishes between the operation of the graft as being 

different from the collage, whereas collage juxtaposes elements from disparate contexts into a new 

context, the edges are still articulated, the graft, however, is likened to montage, such that time is 

involved, like the jump-cut in film, where connections between events are seamless yet out of 

sequence. Eisenman’s graft intended to create a seamless connection between old and new at 

Rebstockpark, by erasing the boundary or frame, accomplished through the agency of the Deleuzian 

fold.188 

 

Deleuze describes the Baroque, not as an essence, but rather as an operative function, which 

endlessly produces folds,189 and states, “A fold is always folded within a fold, like a cavern in a cavern. 

The unit of matter, the smallest element of the labyrinth, is the fold, not the point which is never a part, 

but a simple extremity of the line.”190 Deleuze’s concept of the fold, developed from Leibniz’s monad, 

re-conceives the dialectic of inside and outside. Deleuze writes, “The monad is the autonomy of the 

inside, an inside without an outside. It has as its correlative the independence of the façade, an 

outside without an inside.”191 The folding monad can be considered paradoxical, topological, 

unbroken, and continuous, likened to Eisenman’s el-forms, such as those employed in House X, 11a, 

and the Guardiola House. Bédard describes it thus: “The els become quasi-topological forms, 

unbroken surfaces which approximate the properties of topological objects such as the Möbius strip or 

the Klein bottle.”192  

 

Topology is a branch of geometry which investigates the properties of structures that remain 

unchanged upon transformation, and this seemed to Eisenman to reflect a contemporary architectural 

condition.193 This topological condition is manifested in the Baroque fold which blurs binary opposites 

like inside and outside, figure and ground, matter and soul, in an endless fold upon folds. Eisenman’s 

artificial excavations can also be seen to be folding, as his repetition and scaling of House 11a in his 

                                                            
187 Eisenman, Diagram diaries, 197. 
188 Ibid., 197, 200. 
189 Gilles Deleuze, The fold: Leibniz and the baroque, trans. Tom Conley (Minneapolis: University of Minnesota Press, 
1993), 3.  
190 Ibid., 6. 
191 Ibid., 28. 
192 Bédard, “Introduction” to Cities of artificial excavation, 12. 
193 Jean-François Bédard, “Cannaregio: Project History,” in Cities of artificial excavation: the work of Peter Eisenman, 
1978-1988, ed. Jean-François Bédard (Montréal: Canadian Centre for Architecture; New York: Rizzoli International, 
1994), 58. 
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Cannaregio project in Venice suggests “that all matter is folded and folds divide infinitely into smaller 

and smaller folds,”194 suggesting a Russian doll-like folding of the Baroque.195  

 

The fold manifests Eisenman’s search for the in-between as evident in the Rebstockpark project, such 

that figure and ground, old and new, inside and outside can be blurred. Eisenman, with reference to 

his Rebstockpark project, states, “The folded surface does not look like the old, yet attempts a smooth 

transition, a between figure, between old and new.”196 Here, he is referring to Deleuze and Guattari’s 

distinction between the striated and the smooth, where the fold is conceived as a smooth transition. 

Deleuze and Guattari describe the striated as the intertwining of fixed and variable elements, where 

order is produced with a succession of distinct forms, organised horizontally and vertically, whereas 

the smooth is the continuous variation and continuous development of form, such as that found in the 

fold, like a diagonal drawn across the vertical and the horizontal.197 

 

This folded surface is reiterated in Eisenman’s project for the Nördliches Derendorf Master Plan (1992). 

The project involves a blurring produced from mapping superpositions (intersections) of radar and 

radio patterns (signals) to produce a third interference pattern, which is then overlaid on the site as a 

folded topological structure. The resulting moiré pattern acts as a matrix rather than a grid, where 

figures emerge out of the ground, such that figure and ground become merged, as a folded and 

smooth intermediate condition between the two. 

 

Deleuze and Guattari elaborate on the notion of smooth space in relation to continuous variation as 

follows:  

 

a line that delimits nothing, that describes no contour, that no longer goes from one point to 

another but instead passes between points, that is always declining from the horizontal and 

the vertical and deviating from the diagonal, that is constantly changing direction, a mutant line 

of this kind that is without outside or inside, form or background, beginning or end and that is 

as alive as a continuous variation – such a line is truly an abstract line, and describes a smooth 

space.198 

 

  
                                                            
194 Tim Adams, “The Eisenman-Deleuze Fold” (BArch Thesis, University of Auckland, 1994), 81. 
195 Ibid. 
196 Eisenman, Diagram diaries, 200-201. 
197 Deleuze and Guattari, A thousand plateaus, 478. 
198 Ibid., 497-498. 
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Figure 2.76: Folding figure-ground to produce hybridised geometries in Eisenman’s Nördliches Derendorf Master Plan, 
1992.  



The Eisenman Project: Re-tracing the Guardiola  

 

328 
 

 
 
 
 

 
 
Figure 2.77: Eisenman’s Nördliches Derendorf Master Plan, 1992. 
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Mario Carpo explains that smoothness is a mathematical function derived from differential calculus, 

which also describes topological surfaces and deformations.199 He writes, “Deleuze’s fold is itself a 

figure of differential calculus: it can be described geometrically as a point of inflection (the point that 

separates concavity and convexity in a curved line, or the point where the tangent crosses the line).”200 

This point of inflection of the fold is a zone of undecidability, an ontological continuity in architectural 

form, that is, a continuity of being, due to continual transitions and processes of becoming.201 Leibniz’s 

mathematics of continuity and topological differential calculus expressed a new idea of the object, one 

which does not describe the object, but rather its laws of change and its infinite or infinitesimal 

variations.202 

 

Eisenman refers to Deleuze’s notion of the fold in the article “Visions unfolding: architecture in the age 

of electronic media,” where he writes, 

 

Suppose … that architecture could be conceptualized as a Moebius strip, with an unbroken 

continuity between interior and exterior…. Gilles Deleuze has proposed just such a possible 

continuity with his idea of the fold. For Deleuze, folded space articulates a new relationship 

between vertical and horizontal, figure and ground, inside and out – all structures articulated 

by traditional vision. Unlike the space of classical vision, the idea of folded space denies 

framing in favor of a temporal modulation. The fold no longer privileges planimetric projection; 

instead there is a variable curvature.203 

 

In mathematical studies of variation, the idea of the object is changed and is no longer defined by an 

essential form. This new object Deleuze terms ‘objectile’, following Bernard Cache, which is an 

object/event which involves temporal modulation and a continuous variation of matter.204 Eisenman 

elaborates that the fold is this ‘objectile’, a continuous variation of form which also articulates new 

relationships between vertical and horizontal, figure and ground, by breaking up and destabilising the 

existing Cartesian order of space,205 such as in the folded structures of Rebstock, which “deals with 

the fact that the folded object neither stands out from the old nor looks like the old, but is somewhere 

                                                            
199 Mario Carpo, “Ten Years of Folding,” in Folding in architecture, rev. ed., ed. Greg Lynn (Chichester, West Sussex; 
Hoboken, NJ: Wiley-Academy, 2004), 16. 
200 Ibid. 
201 Ibid. 
202 Ibid. 
203 Peter Eisenman, “Visions unfolding: architecture in the age of electronic media,” in Digital Eisenman: an office of an 
electronic era (Boston, MA: Birkhäuser, 1999), 87. 
204 Eisenman, “Folding in Time,” 131; and Deleuze, The fold, 19. 
205 Eisenman, “Folding in Time,” 131. 
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in between the old and something new…. an in-between or third figure.”206 Hence, Eisenman asserts, 

“the fold is neither figure nor ground but aspects of both.”207 

 

The fold is something that is both horizontal and vertical, simultaneously affecting plan and section, as 

opposed to a mere traditional extrusion from a plan, as Eisenman writes, “The neutral surface of the 

catastrophe fold is already between figure and ground, between plan and section, yet it is 

homogeneous; it is not simply the appearance of a third, but a third in its own being.”208 This blurring 

of figure and ground, through the technique of the fold, is seen in several of Eisenman’s projects, 

including the Bruges Concert Hall Competition of the late 1990s, as well as the City of Culture, 

Santiago de Compostela, in Spain. 

 

The idea of the interstitial trace, as a condition of betweenness and ambiguity, developed into the 

notions of blurring and becoming is manifested in the operation of the fold and its consequent smooth, 

unbroken, and continuous spaces, and in Carpo’s terms, the production of a “formal continuity in 

architecture.”209 Eisenman reiterates that the “fold produces a dislocation of the dialectical distinction 

between figure and ground; in the process, it animates what Gilles Deleuze calls a smooth space.”210 

 

It was in a series of ‘tower’ projects that Eisenman explored these ideas of folding, dislocating figure 

and ground, and smooth spaces. For the Alteka Office Building (1991), he uses his signature el-forms 

of his previous work, but folded, where the object becomes an event (objectile), opening up and 

unfolding in continual variation as a form in the process of becoming and breaking away from the 

orthogonal, like a folded manifestation of the Guardiola House. The Max Reinhardt Haus (1992) is 

concerned with folding and imprinting in three dimensions, such that its form is generated from a 

Moebius strip (loop) which turns inside itself, where cubic volumes are folded between grids of plates 

and a phantom form is registered as an imprint on the initial form. These ideas of the fold between 

inside and outside and phantom imprints began with Eisenman’s Guardiola tracing and imprinting of 

el-forms. These imprinted forms are expressed in the phenomenal interstitiality evident in the drawings 

of the Max Reinhardt Haus (figure 2.79) where the various figures are blurred and hybridised into the 

simultaneous and ambivalent interstitial geometry of thickened walls and floors. Haus Immendorff 

(1993) employed the modelling of voids rather than solids, such as in the Guardiola’s modelling of a 

figure-figure relationship to produce interstitial spatial relationships that were neither merely poché nor 
                                                            
206 Ibid., 132. 
207 Ibid. 
208 Ibid. 
209 Carpo, “Ten Years of Folding,” 16. 
210 Eisenman, “Visions unfolding,” 89. 
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residual; here, figures were blurred and disrupted, their readings destabilised by a vortex-like 

intersection between a vertically twisting inner volume and an outer volume. 
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Figure 2.78: Eisenman’s Alteka Office Building project of folding an el-form into a tower, 1991. 
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Figure 2.79: Eisenman’s Max Reinhardt Haus, 1992, interstitial thickening of structure of the folded and imprinted 
geometries.  
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Figure 2.80: Eisenman’s Haus Immendorff, 1993, twisted figure-figure relationship. 
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Figures 2.81-2.82: Interstitial hybridised geometries in the sections and plan of Eisenman’s Haus Immendorff, 1993. 
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Eisenman’s Staten Island Institute for Arts and Sciences (1997-2001) involves an interlocking of layers 

like those found in the Guardiola project, but in the form of swirling, twisting, and folding figures. 

Similarly, the Bruges Concert Hall (1998-1999) project employed continual rewriting processes of the 

diagram, like a diagrammatic Guardiola rewriting of an (e)L-system (to be discussed later), in the form 

of a diagrammatic abstract machine applied to the hydrological formation of the site, unfolding 

multiple textural (textual) layers of archaeology. As folded manifestations of the Guardiola House, 

Eisenman’s Staten Island Institute for Arts and Sciences and the Bruges Concert Hall demonstrate a 

figure-figure relationship in the form of a figured ground, where an interstitial condition is made 

between the site and the building.  

 

Eisenman’s project for the IFCCA Prize Competition for the Design of Cities (1999) explores the 

Guardiola figure-figure condition in the form of a figured or warped ground conceived as a folding and 

warping of surfaces, where striated space becomes smooth to blur traditional figure/ground, 

building/context, past/present dialectics. Intersections were created to produce interstitial space 

activated for the programs. Similarly, Eisenman’s project for Musée du Quai Branly (1999) was 

conceived to be a ‘building-scape’ where the figure is an extension of the ground, landscape becomes 

building – an event of melding, blurring, and folding between landscape and object (topography and 

building). Here, the abstracted dual cubic relationship of the Guardiola project is manifested into an 

abstracted landscape and object relationship.211 

 
 
  

                                                            
211 Eisenman has a series of stadium projects, including the TSA/Cardinals Multipurpose Stadium (1997-2006), 
Razorback Stadium Expansion (1998-1999), Bayern Munich Stadium (2001), Deportivo at La Coruña (2001-), and 
Leipzig Olympic Park 2012 (2002). For the purpose of this thesis, these stadium projects are considered projects of 
lesser significance or importance to the overall Eisenman arc of projects, as the project descriptions do not sound very 
‘Eisenman-ian’, and lack the critically theoretical motive found in his other texts. Nevertheless, they add to Eisenman’s 
repertoire of forms, and contribute to some degree towards the in-between notions of figuring ground or a ‘building-
scape’. 
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Figure 2.83: Interlocking and swirling of layers in Eisenman’s Staten Island Institute for Arts and Sciences, 1997-2001. 
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Figures 2.84-2.85: Eisenman’s Bruges Concert Hall Competition, 1998-1999, illustrating the dislocation of the distinction 
between figure and ground, creating a Deleuzian smooth transition between the two, as a folded surface between figure 
and ground. 
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Figures 2.86-2.87: Blurring figure and ground in a warped and folded surface containing interstitial spaces for programs 
in Eisenman’s IFCCA Prize Competition for the Design of Cities, 1999. 
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Figure 2.88: Hybrid geometry of a ‘building-scape’ in Eisenman’s Musée du Quai Branly, 1999. 
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Eisenman returns to his activities of layering and tracing in the (New) Guangdong Museum (2003-

2004) and its folding of virtual paths and real paths. The museum works with figural pathways derived 

from the ancient Chinese logic of the I Ching, the Book of Changes, and its grid pattern of hexagrams. 

There are four real routes which connect the floors of the exhibition spaces, and four virtual routes, 

engraved as traces of paths that are not navigable. This brings back Eisenman’s notion of the 

conceptual or implied thinking (from phenomenal transparency), where the four traces of routes are 

conceptually (and physically) embedded into the museum, suggesting a further development of the 

latent, implied, or hidden geometries of the figure-figure condition of the Guardiola design. This figure-

figure interstitial principle is elaborated in Eisenman’s exhibition projects, such as the Il Giardino dei 

Passi Perduti (26 June 2004 - May 2005), which is inside the site of Carlo Scarpa’s Castelvecchio in 

Verona, Italy. Here, Eisenman’s amalgam of projects produces a ‘hypertext’ combining texts and 

objects, where his work is excavated and erupted out of the ground of Scarpa’s museum as absent 

presences, residues, and traces. 
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Figure 2.89: Eisenman’s (New) Guangdong Museum, 2003-2004, overlapping figure-figure real and virtual paths. 
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Figure 2.90: Eisenman’s (New) Guangdong Museum, 2003-2004, model of real and virtual paths. 
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Figure 2.91: Eisenman’s Il Giardino dei Passi Perduti, 2004-2005. Reprisal of red traces found in the Guardiola House. 
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Figure 2.92: Interstitial collage of Eisenman’s projects. The distorted and hybrid interstitial geometries of the Guardiola 
House (thickened structure shaded in light red in the background) informs the development of Eisenman’s subsequent 
designs, such as the Nunotani, Koizumi Sangyo, Aronoff, Haus Immendorff, and Max Reinhardt Haus projects. 
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Eisenman further elaborates his notions of writing and the trace in his more recent project of the City of 

Culture, Santiago de Compostela in Spain (1999-), where he introduces the notion of a code. In the 

article “Coded Rewritings: The Processes of Santiago” Eisenman states, “Our codex, our rewriting, for 

Santiago is a play on the words index and code”212 (also a wordplay on the religious manuscripts of 

the site and the idea of an index or notation). With this, he signals a movement from the notion of the 

index, as the internal writing of an action, transformation, or mutation, to the notion of the code, a 

means of rewriting, through “reorganization from an external source of an internal organization without 

necessarily leaving a trace of the activity.”213  

 

Sarah Whiting describes what Eisenman initiated after his Aronoff Center (more correctly, after his 

discovery of the interstitial in the Guardiola project), “he has almost infinitely multiplied in the more than 

one-million-square-foot project under construction for The City of Culture of Galicia in Spain.”214 In the 

Aronoff Center traditional norms of proportions, axes, and perspectives were eliminated within the 

interior, by emphasising the activation of the interstitial space between the existing building and the 

new addition.215 However, even if the Aronoff addition consisted of an interesting relation to its context, 

it did not significantly disturb the traditional figure-field (building-ground) relationship of architecture, 

whereas in the Santiago project, Eisenman engaged landscape and urbanism together in an 

architecture which carves and extracts the hilltop, making it impossible to discern the boundary 

between landscape and building.216  

 

Eisenman’s concepts of betweenness, such as tracing, interstitiality, and blurring, progressed from his 

Guardiola House to his folding projects, developed through transformative processes of translation 

and superimposition of figures, manifest in this large-scale complex in Spain comprising of six 

interrelated buildings. With reference to Compostela meaning the field of stars, Eisenman describes 

the project as being composed and superimposed of a field of four figures or four grids, namely, the 

topographical grid, the topological surface of the hill, the medieval grid, and the Cartesian grid. The 

exterior surfaces of the six buildings conform to the hill, the abstract Cartesian grid cuts into the form of 

the buildings, and the historic medieval city grid of old Santiago manifests as pathways between the 

buildings. These grid overlays produced traces and imprints as in his earlier projects, as interstitial 

geometries developed from the Guardiola House, as solids perceived as thickened structure (figures 

                                                            
212 Peter Eisenman, “Coded Rewritings: The Processes of Santiago,” in Code X: the city of culture of Galicia, ed. Cynthia 
Davidson (New York, N.Y.: Monacelli Press, 2005), 27. 
213 Ibid. 
214 Whiting, “Euphoric Ratio,” 109. 
215 Ibid., 109-110. 
216 Ibid., 109-110. 
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2.95-2.96) as well as spaces carved out of the mass between structures (walking between facades, 

figure 2.97). The process of superimposition, that is, the layering of the various composite grids, is 

evident on the facade, where a dynamic cut occurs as a marker, as well as on the floors and stairs, 

where the markings indicate the indexical traces of the grids generating the scheme (figures 2.98-

2.102).217 Kurt Forster, in the article, “La forza del destino: The New from the Shell of the Old,” speaks 

of traces of the old Santiago appearing as imprints.218 These contextual and textual markings, imprints, 

and traces have “an unstable presence, emerging and subsiding momentarily within the new. What 

has been transferred from one site to another are not simply streets but markings that always change 

their nature according to the (con)texts within which they appear.”219  

 

Guido Zuliani writes, “In Santiago, the surface of the artificial topography is engraved by a series of 

Cartesian grids; the confrontation of plenum and form takes the configuration of a superposition, of the 

reciprocal inscription of one element onto the other,”220 and adds that “[t]he technique of superposition 

holds this project within the condition of a suspended dialectic.”221 Not only are the processes of the 

project suspended, but the time and space of the site is also held in suspension, where the history of 

the site is exposed in a series of substitutions, subtractions, erasures, and recombinations of various 

layers and elements.222 This suspended dialectic is brought forward by Eisenman from his earlier Cities 

schemes, holding or keeping the various constituents – particularly place and placelessness (the 

grids), past and present (medieval referents) – in a state of suspension, but simultaneously other 

dialectics, such as figure and ground, building and landscape, inside and outside, become 

ambiguous. 

 
  

                                                            
217 Peter Eisenman, “Fragments of a City – Cidade da Cultura de Galicia,” internet video conference, lecture delivered 
by Peter Eisenman at the Architectural Forum Aedes in Berlin, 6/05/2010, Fundación Cidade da Cultura – Conferences, 
Fundación Cidade da Cultura de Galicia, 
http://www.cidadedacultura.es/proxecto/index.php?txt=e_conferencias&lg=ing (accessed January 19, 2011); and 
Eisenman, “Coded Rewritings,” 33. 
218 Kurt Forster, “La forza del destino: The New from the Shell of the Old,” in Code X: the city of culture of Galicia, ed. 
Cynthia Davidson (New York, N.Y.: Monacelli Press, 2005), 21. 
219 Ibid. 
220 Guido Zuliani, “Evidence of Things Unseen,” in Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia 
Davidson (London: Thames and Hudson, 2006), 347. 
221 Ibid. 
222 Kurt Forster, “Eisenman/Robertson’s City of Artificial Excavation,” in Cities of artificial excavation: the work of Peter 
Eisenman, 1978-1988, ed. Jean-François Bédard (Montréal: Canadian Centre for Architecture; New York: Rizzoli 
International, 1994), 23. 
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Figure 2.93: Eisenman’s City of Culture of Galicia, Santiago de Compostela, 1999-, deformation diagram.  
 
 



The Eisenman Project: Re-tracing the Guardiola  

 

349 
 

 
 
Figure 2.94: Eisenman’s City of Culture of Galicia, 1999-, master plan of superimposed grids. 
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Figure 2.95: Eisenman’s City of Culture of Galicia, 1999-, sectional model through Center for Music and Performing Arts, 
showing a substantial interstitial thickening of ‘perceived’ structure as hybridised and merged geometries between the 
artificial landscape (roof) and the interior volumes. 
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Figure 2.96: Eisenman’s City of Culture of Galicia, 1999-, close up of sectional model through Center for Music and 
Performing Arts. 
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Figure 2.97: Eisenman’s City of Culture of Galicia, 1999-, space between Galician Archives building and the Library of 
Galicia. 
 
 

  
Figure 2.98: Eisenman’s City of Culture of Galicia, 1999-, trace cut onto exterior of Galician Archives building. 
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Figure 2.99: Eisenman’s City of Culture of Galicia, 1999-, general exterior view. 
 
 

 
 
Figure 2.100: Eisenman’s City of Culture of Galicia, 1999-, white trace incised onto exterior of Galician Archives building. 
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The Santiago project reiterates the figure-figure relationship of the interstitial condition, developing 

from the Guardiola House, participating in the blurring and becoming dialogue of a figure/ground 

reversal, as Eisenman states, “No longer is there a dialectic between figure and ground but rather a 

ground becoming figure.”223 In the City of Culture at Santiago, figure-ground is read differently, where 

in the rewriting of the dialectic, the form of the project produces “a reading in which there is a 

seemingly unexplainable eruption of ground into figure.”224 

 

Both the Guardiola House (Eisenman’s first project in Spain) and the Santiago project have some 

discourse in relation to a hill. Whereas the Guardiola House is an abstraction (in cubes) attempting to 

float free from a hill, the Santiago project replaced a hill with a figure.225 Santiago uses the ground as 

one of the starting layers or diagrams, so the building is literally blurred with the ground, that is, forms 

an artificial ground, whereas the Guardiola House tries to physically detach itself away from the 

ground.  

 

For the Guardiola House, the building as an object is detached from the ground, and the interstitial 

condition manifests in the relationship between the various transformative figural cubes of the house. 

Whereas for the Santiago project, the ground is the building, or rather, the building is within the 

ground, hybridised with the ground as an artificial landscape or ‘building-scape’. The interstitial 

relationship, in this case, is between the building and its ground, establishing a phenomenally 

interstitial condition between figure and ground, so that neither is dominant; where there is an 

ambiguity in the dialectic. Here, the ground becomes artificialised into a building, where the ground 

has been turned into a figure (figuration of the ground), conceptually blurring and hybridising the 

geometries of the external layer of the ground and the interior series of volumes. As can be seen in the 

sectional models (figures 2.95-2.96), the interstitial masses express the simultaneity of in-between 

systems of the artificial ground surface and the interior. Hence, rather than an interstitial relationship 

that is created between cubes as per the Guardiola House, Santiago’s interstitial condition is derived 

from figuring ground, operating on layers of the context with programmatic volumes, producing traces 

and imprints. 

 

Despite both projects being in Spain, if understood solely in terms of the building’s relation to its 

ground, the Santiago project appears to be the anti-thesis of the Guardiola House, but in terms of their 

                                                            
223 Eisenman, “Coded Rewritings,” 35. 
224 Ibid. 
225 Thomas Leeser believes Eisenman did not do enough to the ground, as he observes that in the Santiago project, 
Eisenman leaves the ground relatively undisturbed. Leeser, interview by Adrian Lo, April 2, 2013. 
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idea – their conceptual underpinnings – these two projects are consistent, in that they are both about 

the production of interstitial space. Instead of pockets of spaces and the thickening of structure made 

between two abstract incomplete cubes (el-forms) in the Guardiola House, the interstitial spaces are 

made between the figure and its ground in the Santiago project. This presents a critical reinterpretation 

of the interstitial as a product of a figure-figure relationship, in the sense that the figures can be any 

form of geometric abstraction, whether it is a cube as an abstraction or the ground as an abstraction. 

 

Furthermore, Eisenman claims that there are two important differences between the Guardiola House 

and Santiago de Compostela. The first is scale: when Eisenman first started he only did houses 

without any material being. Moving on from his early houses, he found that scale was a limiting factor 

and wanted to do larger-scale buildings (artificial excavations, Aronoff Center, etc.), and then 

complexes of buildings such as the Santiago project. Eisenman mentions that one does not get the 

complexities of the Santiago scheme in a single house of the Guardiola, as the Santiago complex is 

not only six buildings, but also consists of articulated spaces between them.226 The second main 

difference is the issue of phenomenology as presence. Eisenman is interested in absence and 

presence and their dialogue, and is against material presence. In the Santiago project, he used 

material as ‘anti-material’, that is, using stone “in a way that is nothing to do with the way stone is to be 

used.”227  

 

Eisenman’s interest is in the way material could be used as a form of index, for one to read the 

process. However, he still had to convince the client; hence, the material was paradoxically important 

and unimportant at the same time. It was important to the client, as to the client, it had to look like 

stone, but it is not structural stone, it does not even have to be stone, as it is merely part of a material 

coding. As Eisenman says, “The stone was a gesture to the local, its local stone. So this was a gesture 

… but it could have been something else.”228 

 

This research emphasises that everything that is fundamental to Eisenman is to be found in the 

Guardiola House – it is the full blueprint for Eisenman, where the Guardiola becomes an index for 

Eisenman’s projects – yet there are nevertheless specific aspects of this house which are clearly 

different to his other projects. However, these differences were mere variables for Eisenman. The 

relationship to ground seen in the Santiago is a variable, it was more of a way for him to experiment 

with the interstitial condition of the Guardiola House in another form of manifestation, one where the 

                                                            
226 Eisenman, interview by Adrian Lo, March 21, 2013. 
227 Ibid. 
228 Ibid. 
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ground is seen as a figure, likewise the Santiago project’s use of material (indexical colour) is a 

variable, as opposed to stone, the Guardiola House uses hints of colours instead. Hence, the 

‘Guardiola idea-process’ has taken various forms, but the idea (Guardiola) is still there, whether it be 

interstitiality or indexicality. 

 

Eisenman’s Santiago project is the culmination of the interstitial condition that has been developing 

since his Guardiola House. In the Santiago, the interstitial condition manifests as the space of 

difference between the external artificial landscape and the internal programmatic volumes. The 

complexities and contradictions of the interstitial poché between the curved exterior and the more 

rectilinear interior represents a transformation of the Guardiola diagram in response to a natural 

landscape and a more sophisticated program of six buildings. The Santiago project thus contains a 

trace of the Guardiola – a re-excavation and re-writing of the Guardiola House. In this context, the 

Santiago project can be considered not only as writing, but as a re-writing, or re-tracing, both in terms 

of a harking back to Eisenman’s earlier notion of architecture as a text to be written and read, as well 

as in terms of a genetic diagram of self-replication, reproduction, reorganising, coding, and indexing of 

the con-‘text’ of Santiago. Hence, the project re-writes and re-excavates, replicates and reproduces, 

records and reorganises the ‘Guardiola idea-process’. 
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Figure 2.101: Eisenman’s City of Culture of Galicia, 1999-, interior of the Library of Galicia. 
 
 

 
 
Figure 2.102: Eisenman’s City of Culture of Galicia, 1999-, indexical trace of a grid on the stairs inside the Library of 
Galicia. 
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Figure 2.103: Eisenman’s City of Culture of Galicia, 1999-, Museum of Galicia.  



The Eisenman Project: Re-tracing the Guardiola  

 

359 
 

2.4 Metaphorical Readings of Eisenman’s ‘Guardiola Idea-Process’ 

This chapter sought to re-trace the development and establishment of the Guardiola’s interstitial idea-

process up to the Guardiola moment, and from there, traced the transformation and evolution of the 

Guardiola principle in Eisenman’s projects which followed. What follows is a discussion of a series of 

analogous models, as lenses or interpretive metaphors, to reframe the Eisenman project in terms of 

the ‘Guardiola idea-process’. As is evident in the introduction chapter, the first genealogical model of 

interpretation was provided, that of the Guardiola as kaleidoscopic lens; the following will elaborate on 

this with the additional analogies of the endless chain, simulacra, morphogenesis, and the Cheshire 

Cat. These metaphoric models of interpretation and understanding are applied to Eisenman’s works 

and processes, to attest how, in fact, the Guardiola House is significant, that is, how it relates and 

informs the rest of his work, whilst genealogically exposing various aporetic conditions within, and as 

such, providing the basis for further interpretive modes and models of reading. 

 

Interpretation can be described as a means of understanding and positioning, as well as revealing and 

uncovering. The notion of aletheia refers to disclosure, a bringing out or uncovering of that which is 

concealed, hidden or unavailable, by means of revealing and interpretation.229 Metaphors and models 

are a particular means of interpretation, where ideas are transferred and compared through processes 

of interaction; they aim to communicate lesser-known phenomena with more familiar phenomena.230 

The term metaphor originates from the Greek metaphora, which means to transfer one concept to 

another.231 Metaphoric comparison works by transferring the connected ideas and implications of one 

system to another system.232 Metaphors select, emphasise, or suppress certain features whilst 

illuminating new slants, such that one set of ideas (a primary system) is ‘seen through’ the frame of 

another (a secondary system).233 Hence, metaphor is a process of extension and a carrying over of 

concepts, such that the metaphor is a seeing-as or a seeing-together, a transfer, a screen, or a lens 

                                                            
229 Hugh J. Silverman with reference to Martin Heidegger, in Hugh J. Silverman, Textualities: between hermeneutics and 
deconstruction (New York: Routledge, 1994), 36. 
230 Donald Schön talks about a seeing together to compare, in Donald Schön, Displacement of concepts (London: 
Tavistock Publications, 1963), 24; Adrian Snodgrass and Richard Coyne refer to I.A. Richards’ and Max Black’s notions 
of metaphorical interaction and inter-animation of terms and concepts, in Adrian Snodgrass and Richard Coyne, 
“Models, Metaphors and the Hermeneutics of Designing,” Design Issues 9, no. 1 (Autumn 1992): 66, 
http://www.jstor.org/stable/1511599 (accessed September 8, 2010); additionally, the notion of the model is a means of 
describing a lesser-known phenomenon in terms of a better-known or more familiar phenomenon due to a similarity of 
structure, see Richard Coyne, Designing information technology in the postmodern age: from method to metaphor 
(Cambridge, Mass.: MIT Press, 1995), 276-277.  
231 Snodgrass and Coyne, “Models, Metaphors and the Hermeneutics of Designing,” 62. 
232 Mary Hesse, Revolutions and reconstructions in the philosophy of science (Bloomington: Indiana University Press, 
1980), 114. 
233 Ibid. 
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for observation and interpretation.234 Thus, this thesis will employ and carry over concepts from 

secondary systems of reading such as the Cheshire Cat to the primary system of Eisenman’s work. 

 

Despite the generative quality of a metaphoric displacement or substitution of meaning, Derrida 

describes metaphors as a “wear and tear of our words,”235 and returns to the logic of the supplement, 

that is, a ‘metaphorical supplementation’ of the secondary associated set of ideas called in to 

supplement what the primary system lacks.236 Metaphors are a means of translation, yet they are 

inadequate, calling to mind the inadequacies of the subject needing metaphorical supplementation, 

however, one cannot simply avoid them, as the supplemental detour of the metaphor is also an 

anamnesis, that is, a recollection of meaning.237 

 

As interpretation is also a means to position or situate something within its context,238 the proposed 

interpretive metaphors are a means of finding and investigating the continuities and disruptions in 

Eisenman’s work. If a genealogical assessment is understood as finding the dissensions, conflicts, 

disparities, inconsistencies, and gaps within the moment of a phenomenon’s arising, then the notion of 

genealogy can be read in terms of these interpretive models and act as a means of interpretation of 

the interstitial trace and the Guardiola House’s position within Eisenman’s career. Thus, the notions of 

kaleidoscope, endless simulacra, morphogenetic evolution, and the Cheshire Cat will be introduced 

and discussed in this thesis as ‘genealogical’ interpretive metaphors which aid to open Eisenman’s 

Guardiola House and the interstitial trace to wider interpretation and speculation, whilst further 

illuminating his process and its various rhetorical paradoxes (which will be the subject of the next 

chapter). These metaphorical models seek to re-interpret the genealogical mappings of Eisenman’s 

projects and keywords at the beginning of this chapter (figures 2.1-2.3). The genealogical metaphors 

thus become re-mappings or re-readings of the overall Eisenman project as conceptual and 

diagrammatic means of visualising how the ‘Guardiola idea-process’ is indexed or traced into 

Eisenman’s projects. 

 

  

                                                            
234 Donald Schön, “Generative Metaphor: A Perspective on Problem-Setting in Social Policy,” in Metaphor and thought, 
ed. Andrew Ortony (Cambridge; New York: Cambridge University Press, 1979), 254ff.; and Schön, Displacement of 
concepts, 30ff. 
235 Jacques Derrida, “White Mythology: Metaphor in the Text of Philosophy,” trans. F. C. T. Moore, New Literary History 6, 
no. 1, On Metaphor (Autumn 1974): 9, 44, http://www.jstor.org/stable/468341 (accessed January 8, 2014). 
236 Ibid., 18. 
237 Jacques Derrida, “Transcript Four,” New York, April 3, 1986, in Chora L Works: Jacques Derrida and Peter Eisenman, 
ed. Jeffrey Kipnis and Thomas Leeser (New York: Monacelli Press, 1997), 70; and Derrida, “White Mythology,” 72-73. 
238 Adrian Snodgrass and Richard Coyne, Interpretation in architecture: design as way of thinking (London; New York: 
Routledge, 2005), 8. 
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Guardiola as Endless Chain 

 

 
Figure 2.104: Guardiola as endless chain; Guardiola becoming Aronoff and Santiago in an endless chain. 
 
Following Derridean deconstruction and the notion of différance being a continual phenomenon of 

differing and deferring, changing and suspending, transferring and postponing, this can be seen in the 

endless chain of signification of the Guardiola project. In light of Derrida’s notion of différance, the 

Guardiola differs from and defers to Eisenman’s other projects, and they in turn differ from and defer to 

the Guardiola.  

 

Derrida conceives the term différance as a play on words (in French) whereby meaning is always 

differed and deferred along an endless chain of signs.239 This endless chain of signification of deferring 

presence is elusive,240 in a dislocating movement of differing and deferring substitutions.241 The 

Guardiola House, and its concepts of the interstitial and betweenness, is being dislocated, differed, 

and deferred by its manifestations in works such as the Aronoff Center and the Santiago project, in an 

endless production of différance, a chain of endless signification, substitution, or supplementation.242 

The Guardiola’s elusiveness and “deferred presence”243 can be interpreted as being in its ‘un-built-

state’, yet it endlessly appears and manifests in the chain of Eisenman’s work as a trace. For Derrida, 

every concept is written or inscribed within a chain or systematic play of differences, that of différance, 

which is not just a concept, but rather the possibility of concepts, such as the Guardiola’s chain of 

différance in Eisenman’s work which provides the possibility of interstitial concepts to be inscribed into 

his projects.244  

 

Derrida’s différance implies endless deferral, where meaning is never reached and remains 

undecidable. The Guardiola is forever differed and deferred, where the text (of the ‘Guardiola idea-
                                                            
239 Derrida, Of Grammatology, 23; and Coyne, Designing information technology in the postmodern age, 112. 
240 Coyne, Designing information technology in the postmodern age, 110. 
241 Derrida, “Différance,” 26.  
242 Culler speaks of an endless chain of supplements in, Culler, On deconstruction, 104. 
243 Derrida, “Différance,” 9. 
244 Ibid., 11.  
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process’) never reaches closure, but rather brings out new interpretations and notions of the in-

between that can be added to or superseded.245 The Guardiola is simultaneously manifested and 

interpreted – re-manifested and re-interpreted – within the overall chain of Eisenman’s works. Like 

deconstruction, there is no final closure to meaning, no definitive or final interpretation, as there is not 

even an original, but only continual re-presentation or re-interpretation of something prior.246 The 

Guardiola is constantly deferred, yet new interpretations arise, as no final closure or interpretation 

comes to the definition of the Guardiola. Each of Eisenman’s projects is a re-presentation or a re-

interpretation of the Guardiola House, reiterating Manfredo Tafuri’s description where “Eisenman’s 

architectural works are serial by nature; they anagrammatize each other…. They repeat themselves in 

order to manipulate the letters of the essential alphabet from which they depart and return, repeatedly 

and always anew.”247 

 

                                                            
245 Snodgrass and Coyne, Interpretation in architecture, 174. 
246 Ibid., 175. 
247 Tafuri, “Giuseppe Terragni: Subject and ‘Mask,’” 293. 
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Guardiola as Simulacra 

 

 
 
Figure 2.105: Guardiola as simulacra; the different Eisenman projects as Guardiola nodes in a matrix of simulacra. 
 
With reference to the notions of seriality, simulation, and Deleuze’s Difference and Repetition,248 here 

the Guardiola can be understood as a repetition of difference, as copies of copies without originals, as 

simulacra. The various Eisenman projects, Aronoff Center, Santiago, etc., are depicted inside the 

container of the Guardiola and located within a matrix or timeline of these projects in relationship to the 

formal operations used. 

 

The notions of repetition and seriality expose the limits of representation, and break the distinction 

between idea/form, model/copy, essence/representation, constituting a production of difference by 

similarity, rather than maintenance of identity.249 Likewise, Eisenman’s ‘Guardiola idea-process’ is 

repeated within the scope of his works as a production of difference. Sandra Kaji-O’Grady writes, “In 

the sense that representation is the reappearance of that which appeared before, it involves the 

maintenance of identity. Repetition and seriality partake in, maintain and provoke the crisis of 

                                                            
248 Gilles Deleuze, Difference and Repetition, trans. Paul Patton (London: Athlone Press, 1994), 60. 
249 Kaji-O’Grady, “Architectural Serialism,” 18, 20. 
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representation by undermining the identity of the object.”250 In the repetition and seriality, and the 

representation and reappearance of the Guardiola throughout the work of Eisenman, its identity is 

undermined. The Guardiola project becomes no longer merely a house about its own generative 

processes, but rather in the evolution of Eisenman’s work, it becomes a generative device, as well as a 

constitutive theory, which informs the projects after the Guardiola moment, such that projects like the 

Aronoff Center, for example, becomes the Aronoff-Guardiola instance. The interstitial condition 

developed in the Guardiola is serialised and reiterated in the processes of the Aronoff, Nunotani, 

Santiago projects, etc., so that the Guardiola shifts its own identity as a mere project to a constitutive 

idea affecting Eisenman’s works, subsequently blurring its identity with these other projects. 

 

Seriality destabilises the object from a condition understood as original and enters a condition of 

simulacra, of multiple copies without originals, where things and their simulacra have been blurred.251 

Deleuze describes that the notion of simulacra overthrows Platonic icons or copies, and no longer 

operates within the traditional dialectical distinction of essence/appearance or model/copy, as the 

simulacrum negates the dialectic of original and copy, or model and reproduction.252 Here, the serial 

Guardiola (its founding condition of the interstitial which is serialised and repeated) can be understood 

to be multiple without original, an undecidable between original and copy, between being and 

nonbeing, between things and their simulacra, such that Eisenman’s series of works are simulacra of 

the ‘Guardiola idea-process’.253 

 

Deleuze states, “Difference and repetition in the virtual ground the movement of actualisation,”254 

where creation is achieved through difference. The Guardiola House is actualised through Eisenman’s 

other works by means of difference and repetition. The Guardiola House is a copy of a copy, a 

supplementation, a retracing, a simulacrum, a re-presentation, and a re-appearance that is duplicated 

and repeated in an endless chain of representation throughout Eisenman’s work (see interstitial 

collage, figure 2.92).255 

                                                            
250 Ibid., 19. 
251 Rosalind Krauss, “The Cultural Logic of the Late Capitalist Museum,” (1990) in Minimalism, ed. James Meyer 
(London: Phaidon, 2000), 287; and Deleuze, Difference and Repetition, 60. 
252 Gilles Deleuze, “Plato and the Simulacrum,” trans. Rosalind Krauss, October 27 (Winter 1983): 52-53, 
http://www.jstor.org/stable/778495 (accessed July 14, 2010). 
253 Ibid., 47. 
254 Deleuze, Difference and Repetition, 212. 
255 Krauss discusses the notions of originality, repetition, copies, and reduplication in Rosalind Krauss, “The Originality 
of the Avant-Garde,” in The originality of the avant-garde and other modernist myths (Cambridge, Mass.: MIT Press, 
1985), 160. Michael Phillipson speaks of the copy (simulacrum) as re-presentation in Michael Phillipson, Painting, 
language, and modernity (London; Boston: Routledge and Kegan Paul, 1985), 119, 121. See also Silverman, 
Textualities: between hermeneutics and deconstruction, 227; and Coyne, Designing information technology in the 
postmodern age, 109. 
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Guardiola as Morphogenetic Evolution 

 

 
Figure 2.106: Guardiola as morphogenetic evolution; Guardiola evolving into the Aronoff, Columbus Convention, and 
Santiago projects. 
 
Following from the previous two models, the Guardiola House can be conceived as an endless chain 

of simulacra for Eisenman’s work and thinking. The model here presents the Guardiola as a generative 

system, or even an evolutionary, serial, and emergent system. The Guardiola project is presented as 

genetic, or morphogenetic, as having a life of its own, within the artificial life of Eisenman’s works. 

 

What needs to be distinguished is whether the Guardiola project is algorithmically generative or 

parametrically generative. Algorithmic design is calculated, repeated, or reiterated, it is based on a set 

of rules, where inputs produce continuous variations of forms, which are simultaneously controllable 

(the rules) yet unpredictable (the results), whereas parametric design is based on known variations or 

adjustments of individual measurable elements or parameters, in which design becomes a relative 

procedure where changing one variable causes others to automatically change with it. 

 

Eisenman’s Guardiola is a pseudo-algorithmic design process, in the sense that it is set by rules, a 

series of iterations, and unpredictable, but these rules are necessitated by the architect or rule-maker, 

such that he tunes the rules to fit his intended logic of a narrative sequence of iterations. Hence, the 

unpredictability of the process or project is a ‘controlled accident’. In a way, Eisenman’s process is a 

reversed algorithm: his work is digital without computation, a manual and interrupted algorithm. This 

played-out algorithm is a reiteration of the transformative grammars of Chomsky, where the inherent 
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language of architecture (the Platonic cube) is manipulated by certain operations such as shifting, 

addition, subtraction, replacement, etc.  

 

By seeing the ‘Guardiola idea-process’ as a genetic-generative system, the project is a fundamental 

move away from Aristotle’s dualist cosmology, where form and matter are different, towards a 

Deleuzian monism of continual variation, where form and matter are interchangeable, so that form 

becomes matter and vice versa. This algorithmic, transformative, and sequential continual variation of 

form and matter is essentially the interstitial condition, which acts as a malleable substance receiving 

traces and imprints, capturing the multiple geometries of shifted figures in their transformations. The 

Guardiola House is the first instance of Eisenman’s interstitial condition of continual variation.  

 

Neil Leach, in his article, “Digital morphogenesis,” describes the term ‘morphogenesis’ (from biological 

sciences) as a privileging of performance within the processes of design, and “refers to the logic of 

form generation and pattern-making in an organism through processes of growth and 

differentiation,”256 whereby performance and process is emphasised over appearance or 

representation. Here, the Guardiola can be understood as a dynamic genetic evolution, mutation, or 

transformation. “Morphogenesis is derived from the Greek terms ‘morphé’ (shape/form) and ‘genesis’ 

(creation).”257 Morphogenesis, being the genesis or creation of form, with its physical and 

mathematical processes affecting biological growth (implying a systematic function of self-replication), 

was developed by D’Arcy Wentworth Thompson and Alan Turing.  

 

 

 
  

                                                            
256 Neil Leach, “Digital morphogenesis,” Architectural Design 79, no. 1 (2009): 34, 
http://onlinelibrary.wiley.com.ezproxy.auckland.ac.nz/doi/10.1002/ad.806/pdf (accessed October 13, 2010). 
257 Ibid., 37. 
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Figure 2.107: D’Arcy Wentworth Thompson’s morphological transformations (gridded deformations of carapaces of 
crabs).   
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Morphogenesis as a paradigm came concurrently with the onset of digital techniques, where 

architectural design was explored through parametricism, genetic algorithms, cellular automata, or 

even L-systems. Progressive designers manipulate and script form-generating programs with 

computers to experiment and evaluate alternative ‘breeds’ of designs.258 Digital tools can not only 

optimise design parameters, but also provide a more systematic “means of searching out possible 

options than what could be described as the pseudocomputational logic that often dominates 

contemporary practice.”259 Eisenman’s process for the Guardiola House is one example of a 

pseudocomputational logic, a digital project done without computation. The Guardiola House is 

Eisenman’s means of experimenting with the range of possibilities produced from a set of rules. 

However, this pseudoscientific thinking which affected architectural curriculum began with the 

observations of D’Arcy Wentworth Thompson, who saw growth and form as a record of development 

in the environment, and those of Stephen Wolfram who posited a computational theory for the 

universe, implying that the universe could be written into a single program which could be run over and 

over again.260 Pertaining to both Thompson and Wolfram is the idea that complexity emerges from a 

simple set of initial rules.261 

 

Karl Chu distinguishes between morphodynamics and morphogenetics, and claims that Eisenman’s 

rewriting processes of the diagram are essentially morphogenetic in principle. Chu, in his article 

“Toward Genetic Architecture,” describes two different approaches which have emerged within the 

contemporary landscape of architectural discourse; one is morphodynamic, basing form on external 

dynamics, and the other morphogenetic, generating form using internal genetic logics.262 Chu writes, 

“The genetic approach to architecture is premised on the idea of an internal principle that generates 

architectural form and organization,”263 and describes the notion of Genetic as “a generic concept 

based on the interconnected logic of recursion and self-replication.”264 Chu states,  

 

The idea of replication of heritable units is based on some rule inherent in the genetic code, 

and embedded within the mechanism for replication is a generative function: the self-

                                                            
258 Ibid., 35. 
259 Ibid., 36. 
260 Ibid., 37; and Robert Venturi, Complexity and contradiction in architecture, 2nd ed. (New York: Museum of Modern Art 
in association with the Graham Foundation for Advanced Studies in the Fine Arts, Chicago; New York: Distributed by 
Harry N. Abrams, 1992), 82. 
261 Leach, “Digital morphogenesis,” 37. 
262 Karl Chu, “Toward Genetic Architecture,” in The state of architecture at the beginning of the 21st century, ed. Bernard 
Tschumi and Irene Cheng (New York: The Monacelli Press, 2003), 62. 
263 Karl Chu, “Archaeology of the Future,” in Peter Eisenman: Barfuss auf weiss glühenden Mauern = Barefoot on white-
hot walls, ed. Peter Noever (Ostfildern-Ruit: Hatje Cantz, 2004), 124. 
264 Ibid., 125. 
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referential logic of recursion. Recursion is a function or rule that repeatedly calls itself or its 

preceding stage by applying the same rule successively, thereby generating a self-referential 

propagation of a sequence or a series of transformations. This logic encoded within an internal 

principle constitutes the autonomy of the generative that lies at the heart of computation. The 

essence of self-reproduction is organization – the ability of a system to contain a complete 

description of itself and to use that information to create new copies.265 

 

Understood in this way, the Guardiola is a self-replicating mechanism with an internal genetic principle 

containing a self-referential logic of recursion for propagation or reproduction, applying itself over and 

over again successively, not only within its own serial procedures, but also throughout Eisenman’s 

work. Chu notes, “Genetics presupposes the concept of rewriting within its system. Eisenman has 

introduced a less formal concept of rewriting: the diagram.”266 The Guardiola is constantly being re-

written into Eisenman’s projects as a genetic diagram. Eisenman himself has commented, with 

reference to Chu’s writings, that his work “is based on the idea of an internal principle similar to 

Derrida’s idea of unique architectural thought that generates or rewrites architectural form and 

organization. The idea of rewriting allows for copying internal or hereditary information necessary for 

self-replication.”267 In appropriating Chu’s terms, the Guardiola is to be read as a mode of rewriting, 

replicating, and evolving along a genetic-generative, mutative, and transformative chain. 

 
 

 
 

                                                            
265 Ibid., 125-126. 
266 Ibid., 126. 
267 Peter Eisenman with reference to Karl Chu, in Peter Eisenman, “The Diagram as a Space of Difference: The MAK 
Exhibition,” in Peter Eisenman: Barfuss auf weiss glühenden Mauern = Barefoot on white-hot walls, ed. Peter Noever 
(Ostfildern-Ruit: Hatje Cantz, 2004), 18. 
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Guardiola as L-system: L meets el 

Eisenman’s algorithm or set of rules for inscription or rewriting, though intervened or secretly 

calculated by him as the architect, starts to suggest an evolutionary or genetic nature to the Guardiola 

project. This we can see by simultaneously reading the Guardiola process with the rewriting series of 

an L-system or Lindenmayer system. This L-system is considered morphogenetic in the sense that it 

describes a change of form based on some genetic structure in biology, such as plants. 

 

Eisenman’s semi-automatic ‘algorithmic’ processes can be likened to Lindenmayer’s biomathematical 

algorithmic modelling of growth for plants. In his seminal text, The algorithmic beauty of plants, Aristid 

Lindenmayer, a biologist, proposes a string-rewriting system, the L-system, as a simple set of rules, 

which through multiple iterations, mathematically formulates and determines the growth of plants.268 

The permutative transformations of the L-system is based on Chomsky’s transformational grammars, 

where reciprocal operations of additions and subtractions, deletions and replacements, that is, the 

rewriting of strings, move towards ever greater complexity, but starting from a simple set of rules or 

logic. The iterative sequence of transformations involves the rewriting of A and B variables, much like 

the white and red els and their copies or rewritings in the Guardiola process. 

 
 
 
 
  

                                                            
268 Przemyslaw Prusinkiewicz and Aristid Lindenmayer, The Algorithmic Beauty of Plants, with James S. Hanan et al. 
(New York: Springer-Verlag, 1990), 2. 
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Figure 2.108: On the left is a derivative example of a simple L-system, and on the right are the series of conceptual 
diagrams tracing the evolutionary process in plan (top) and elevation (bottom) of Eisenman’s Guardiola House. This 
reconceives Eisenman’s Guardiola House process in terms of an L-system, as a morphogenetic self-referential iterative 
system produced from an axiomatic initial condition following a set of rewriting or production rules. 
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L-systems were conceived as a mathematical (biomathematical) theory of plant growth and 

development,269 and the core concept of L-systems is the notion of rewriting – “a technique for defining 

complex objects by successively replacing parts of a simple initial object using a set of rewriting rules 

or productions.”270 What follows is an example of a ‘DOL-system’ which is the simplest class of L-

system, deterministic and context-free.271  

 

In a simple L-system there will be a language, say two letters, A and B, and they can occur many times 

within a single string. Each letter or variable is assigned with a rewriting rule, such that rule B  A 

means that B is to be replaced by A, and the rule A  AB implies A is to be replaced by string AB. The 

L-system’s rewriting process starts from an initial string termed the axiom, and in this example, the 

axiom is B. The first derivation step or iteration is where the axiom B is replaced by A according to 

production B  A. In the second step or derivation, A is replaced by AB based on production A  AB. 

In the third step, the string AB consists of A and B, of which both will be replaced simultaneously, such 

that A gets replaced by AB, and B is replaced by A, producing the string ABA.272 This is essentially the 

beginning of a chain or series of rewritten productions yielding longer and longer strings as the 

derivations or iterations develop. In any given production or derivation, say, A  AB, A is the 

‘predecessor’ and AB is the ‘successor’ of this production.273 

 

Following this, one can draw strong comparisons between Eisenman’s Guardiola House’s 

morphological process and Lindenmayer’s L-system. Instead of letters, we have cubes, or specifically 

el-forms. The el-forms, like the variables A and B, are rewritten and replaced in each subsequent 

derivation or production. Like the Guardiola’s positive and negative processes of addition and 

subtraction (tracing and imprinting), the L-system employs replacing variables constituting an additive 

number of strings of increasing complexity. Each step of the Guardiola House’s process is like a 

successor to its previous step or predecessor, by recording the moves and adding other 

transformations in each subsequent step. The iterations or productions of the L-system are 

interweaving (adding, subtracting, replacing) like the manipulation of L-forms in the Guardiola’s L-

system.  

 

Of course, Eisenman’s Guardiola L-system is more spatial and three-dimensional: not only does each 

step operate on the step prior, but everything is happening in time and space, so that transformations 
                                                            
269 Ibid., 1. 
270 Ibid. 
271 Ibid., 3. 
272 Ibid., 3-4. 
273 Ibid., 4. 
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such as rotation, mirroring, and scaling could take place simultaneously. In other words, Eisenman’s 

rewriting or production rules are more complex (not to mention, he decisively intervenes in or interrupts 

this seemingly autonomous procedure), as he is nevertheless still designing a house for inhabitation, 

yet simultaneously producing (or reproducing, that is, producing after the fact) a linear and logical 

step-by-step narrative. 

 

Here, the L-system becomes Eisenman’s ‘(e)L-system’, that is, his morphogenetic el(Lindenmayer)-

system, where Lindenmayer’s system of rewriting strings is operated with Eisenman’s signature el-

forms (L-forms). The L-system variables or figures are not only applicable to the Guardiola’s figural els, 

but like A and B, which are abstractions in the biological algorithmic growth of plants, they can also be 

two contextual grids (as in the artificial excavations), or a mountain and a medieval city grid (as in the 

Santiago project), so that Eisenman always has these variable figures with which to write and rewrite 

his projects, as e(L)-systems. 

 

Hence, the Guardiola project is reinterpreted as a biomathematical model, a genetic-generative 

system or folding of the Eisenman-process. Thus, not only is Eisenman writing and rewriting the ‘text’ 

of the Guardiola in that the el-forms are rewriting each other in each iteration of the transformational 

process, but the Guardiola, as an ‘idea-process’, is rewritten into his other projects. This is 

fundamentally a case of fractal scaling, recursivity, and self-similarity, in which the generative system of 

the Guardiola (as rewriting of strings, and even self-similar scaling and recursivity of figures) is 

recursively scaled in the self-similar projects beyond the Guardiola House, that is, scaled up (and 

rewritten) to become the Aronoff and Santiago projects.  

 

The Guardiola House, now understood as a genetic diagrammatic organism or organisation, can be 

seen as self-reproducing, self-replicating, and self-referentially propagating or growing, through 

processes of recursion and rewriting. The Guardiola generates and rewrites the projects of Eisenman 

by means of diagrammatically copying internal or hereditary information, such that the Guardiola 

project mutates, evolves, replicates, and transforms along the genetic chain of Eisenman’s work. 

Hence, not only is the Guardiola morphogenetic, but Eisenman’s series of work can be considered 

morphogenetic of the ‘Guardiola idea-process’. 
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Guardiola as Cheshire Cat 

 

 
Figure 2.109: Guardiola as Cheshire Cat; Eisenman’s projects as blue Guardiola cats simultaneously appearing and 
disappearing. 
 
Not only is the Guardiola House part of an endless chain of simulacra in Eisenman’s work, constituting 

a key genetic moment within its evolution, but the Guardiola project can also be understood to be an 

inter or multi-dimensional absent-present object. The image of faded-blue Guardiola Houses, a mode 

of interpretation based on Lewis Carroll’s Cheshire Cat, seen in Alice in Wonderland, conceives the 

Guardiola project as an entity which phases in and out, is here and there, appearing and disappearing, 

jumping in and out of Eisenman’s works.274 What is being has never been. That is, the Guardiola is in a 

continual state of being, or rather, becoming, and as the project was never built, but instead 

manifested, though certainly transformed, given site and program, into the other projects, as such, it 

has never been. Similar to the simulacra model, the Guardiola repeats and reappears, simulated and 

copied, re-presented and re-duplicated, comes on and off as a series of nodes, that is, as a nonlinear 

sequence of nodes of Guardiolas in a field of Guardiolas. 

                                                            
274 The appearing and disappearing Cheshire Cat is visually demonstrated in Alice in Wonderland, film, directed by Tim 
Burton (United States; United Kingdom: Walt Disney Pictures, 2010), based on novels by Lewis Carroll, Alice’s 
Adventures in Wonderland, 1865, and Through the Looking-Glass, and What Alice Found There, 1871. 
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The explication of the various sources and referents of the Guardiola House and Eisenman’s 

appropriation, adaptation, translation, and transformation of its ideas to his other works can be seen or 

read through this inter- or multi-dimensional mode of interpretation, where the ideas are transformed 

and recombined like the blue Cheshire Cat, which changes its role each time it re-appears. The 

transformation and re-appearance of the cat is of a fragmentary nature, it is splintering and scattering, 

as the Guardiolas mentioned (Eisenman’s subsequent projects) are not Guardiola buildings in their 

plenitude and fullness, as this never was, but instead as appearing and disappearing Guardiola 

fragments, a phasing in and out of the various aspects of the ‘Guardiola idea-process’, such as its text 

(chora, foot in sand), interstitial condition (superposed and hybrid geometries), and 

presentation/representation (diagrammatic processes of tracing and imprinting), among others. 

 

The metaphorical Cheshire Cat can also be applied to Eisenman as it reframes his operation as a 

criminal author leaving traces, such that he is a disappearing author presenting conceptual absence in 

the presence of traces.275 Eisenman, the absent-present ‘Cheshire Cat’ author, attempts to produce an 

autonomous architectural process by displacing, detaching, or removing the architecture (object, 

project, or work) from the hands of the architect.276 Yet, in his attempt to make the architect absent, he 

paradoxically leaves traces, clues, or presences of his authorship.  

 

Eisenman provides the presence of evidential clues of a project, to be read and decoded, yet 

simultaneously he does not provide all the clues needed to understand a project. Thus, he leaves 

traces (a desire to be caught) whilst ironically running away from the crime (a desire to be removed 

from the criminal act), like a simultaneously appearing and disappearing cat. This self-contradictory 

desire to simultaneously be caught and be removed can also be seen to be a conflict between a 

desire to explain and a desire to obscure the facts or explanation277; hence producing a dialectic 

between the clarity of the text and the obscurity of the text, that is, the text in every sense of the word, 

including the project to be understood, the process to be interpreted, etc. 

 

                                                            
275 Cynthia Davidson, “The Absence of Presence; or, the Void,” in Tracing Eisenman: Peter Eisenman complete works, 
ed. Cynthia Davidson (London: Thames and Hudson, 2006), 31. 
276 This notion of the displacement or dislocation of the architect from the design process is discussed in David 
Goldblatt, “The Dislocation of the Architectural Self,” The Journal of Aesthetics and Art Criticism 49, no. 4 (Autumn 1991): 
340, 344-345, http://www.jstor.org/stable/431034 (accessed July 13, 2010). 
277 Charles Jencks, “Eisenman’s White Holes,” [Architectural Design Profile 82], Architectural Design 59, no. 11-12 
(1989): 23, 32. 
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The intent of Eisenman’s traces is ambiguous, as he is simultaneously appearing and disappearing 

much like the Cheshire Cat. Eisenman the author, and his concepts of the trace, index, and the 

interstitial condition, are transformed and recombined like the Cheshire Cat. Each time the Guardiola 

trace and its concepts appear and re-appear (as a trace of a trace), the transformations are in 

splintering and scattering fragments, never appearing fully, always as a blurred fragment, phasing in 

and out of the project (figures 2.1-2.3). This model of analogy of the Cheshire Cat leads to the next 

chapter on the paradox, elaborating on yet another analogy, the paradoxical Schrödinger’s Cat. 
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3. The Paradox of the Trace 
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3.1 Eisenman’s Perfect Fiction 

This chapter seeks to provide a critical reading of Eisenman’s work on the trace as being paradoxical, 

that is, observing his work as a series of productive contradictions and inconsistencies. Etymologically, 

the term paradox comes from para (distinct from, contrary to, alongside) and doxa (opinion), such that 

the term came to mean a contradictory proposition or self-contradictory statement. As seen in the 

Guardiola House’s published process diagrams, Eisenman presents the traces as a record of 

transformative operations over time. Not only are these traces obfuscated in the outcome, such that 

the resulting project is suspended in time and space, but the process diagrams of the Guardiola 

House were produced after the fact as an attempt to rationalise it – both the object and its process. A 

paradox ensues between what is presented and what happens in reality. Following the discussion of 

Eisenman’s dual narratives in chapter one, this chapter will argue how the ‘Guardiola idea-process’ 

operates as a procedural paradox between the dialectics of fact and fiction, linear and nonlinear 

processes, synchronic and diachronic representation, theory and reality, ornament and structure, as 

well as intention and accident. In reading the project for the Guardiola House, Eisenman’s peculiar use 

of the trace will be discussed as a live paradox, becoming a topos of production, a ‘space of 

speculation’. The paradox is active and productive, where the spatial discourse becomes an innovative 

and effective act of making. 

 

Eisenman treats architecture as a form of text, permitting narratives and stories to be told by his 

architecture. However, a potential conflict ensues as to who can actually understand and reconstruct 

these stories, constituting a dialectic between the users of the space and the readers of the text. The 

published process diagrams are part of Eisenman’s rhetorical and protective strategy of tracing, a 

means of saying what was the idea, a way of giving the project (the object produced) a voice through a 

narrative of transformations. His traces constitute a morphological fiction, in which a rhetorical narrative 

is made to retell the story of how the form came about. As discussed in chapter one, the differences 

between the real and the fictional processes reveal how particular elements were actually designed, as 

Eisenman’s real objective was to make a fictional narrative out of the real design process, so as to blur 

the two (figure 3.1). 
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Figure 3.1: Eisenman’s linear process diagrams (morphological fiction of tracing) vs. Eisenman’s nonlinear sketches 
(real design process by means of actual tracing on paper). 
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Robin Evans claims that “the story about its being made after the project was finished is of more than 

incidental interest.”1 He argues that Eisenman attempts to protect his objects from the viewer by 

creating a complex narrative about the object. Evans would nevertheless believe that the products are 

generally much more interesting and complex compared to their justifications.2 Partly due to 

Eisenman's influence, the transformation of a basic entity into something more complex “is typical of a 

host of morphological fictions that have grown up around contemporary architecture.”3 Implied notions 

of movement and time occur in these fictions, which become ironically static in the built result.4 

 

The multiplicity of the process drawings indicates a sense of time and sequence, like a series of film 

stills compressed on a page (like many of Eisenman’s other projects). Eisenman intends the object to 

be read as a process, as a cinematic transformational narrative, as opposed to being merely an object 

on a landscape. The story of the Guardiola object is animated by an internal logic, as he insists on a 

complex set of procedures that produced the object, which are manifested by the traces and imprints 

of these procedures. The project is frozen in time and space – a palimpsest of traces. For Eisenman, 

the project is never simply the object, but a story about how the object came to be, such that the 

Guardiola House is a sequential narrative of a range of possibilities of an object – a story about what 

the house could be.5 

 

The process diagrams present the transformations as a series of discrete diachronic steps 

(happening, evolving, or changing through time), where each step of the process is not forgotten, but 

instead recorded in each subsequent step. Paradoxically, the diachronic steps are presented 

synchronically (occurring at the same time) in the result, where there is a certain blurring of time; one 

step may come before another, but the operations are simultaneously present and indexed into the 

object, such that the diagrams later in the sequence contain multiple steps. The steps of the process 

“are basically histories of the process of the trace within the project, present within the project.”6 

 

The process for Eisenman becomes a kind of fiction, as Thomas Leeser asserts, “But it’s a perfect 

fiction. For Peter, it’s like the only fiction that’s possible, this is the only way it’s possible, and he likes 

                                                            
1 Robin Evans, “Not to be used for wrapping purposes: Peter Eisenman: Fin d’ou T Hou S: 20 February - 23 March 
1985,” AA Files no. 10 (1985): 70, http://www.colorado.edu/envd/courses/envd4114-
001/Spring%2006/Theory/Evans.pdf (accessed June 4, 2013). 
2 Ibid., 69. 
3 Ibid., 72. 
4 Ibid. 
5 Mark Wigley, interview by Adrian Lo, digital recording, New York City, New York, April 2, 2013. 
6 Thomas Leeser, interview by Adrian Lo, digital recording, New York City, New York, April 2, 2013. 
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the indication of its clarity, but it may not have been necessary that it was very clear.”7 Eisenman sees 

importance in the diagrammatic clarity of a process, so that there had to be rules, and these rules were 

played out. However, one could rewrite the rules as the initial rules may not work out to produce what 

was intended (whether it be the process or the resulting object). Leeser, having worked with Eisenman, 

comments that “Peter sees importance in rules; he may have an image in mind, but doesn’t know the 

rules yet. So I’m sure it wasn’t that linear … you look at some of the sketches, and it was like this state, 

and then one day Peter comes along and go, ‘We need to twist this.’”8  

 

As with many of Eisenman’s projects, which generate fictions in an attempt to define their own 

histories, the generative process becomes fictionalised as a dislocating text. “He describes this 

fictionalization as misreading. The misreading then becomes the project itself.”9 Eisenman’s 

transformative process, as Evans mentions, “looks systematic and mathematically rigorous because 

the drawings are presented in such a way as to give that impression. Knowingly, Eisenman drops in 

the occasional disclaimer, telling us they are not really so methodical.”10  

 

Eisenman’s mode of design is still conventionally trial and error, a process of eye-balling, that is, a 

nonlinear back and forth way of working. Nevertheless, he would still try to linearise it, with the hope of 

having a clear strategy which would be written afterwards.11 If the process was based on a simple set 

of rules, and all one had to do was to push a button and something would come out, then regarding 

the Guardiola House, one has to push a lot of buttons before being able to realise the right (or better 

looking) result. Hence, one would get the impression that a project is very linear, but it is only linear in 

its representation.12 

 
 
 
 
 
 
 
 
 

                                                            
7 Ibid. 
8 Ibid. 
9 Patricia D. Denmark, “Misreading – Peter Eisenman, Part II,” Ricker Notes 11, no. 10 (November 1993): 4. 
10 Evans, “Not to be used for wrapping purposes,” 70. 
11 Leeser, interview by Adrian Lo, April 2, 2013. 
12 Ibid. 
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Paradoxical Nonlinear Linearity of Eisenman’s Process  

The traces seen in Eisenman’s Guardiola House are paradoxical and ambiguous; the traces trace the 

action of tracing. They are self-referential traces within an endless network of differential traces, 

differing and deferring each other. The various cubes and their iterations operate on each other, 

producing traces, but the various constituent iterations are obfuscated between each other. In the 

drawings and models, each iteration or layer is blended into one another, especially evident in the 

model where the entire building is made of one material. 

 

The Guardiola House is a construction and a recording of its own internal history of making, where the 

interstitial traces and imprints mark the movement of the transformative process. In the Guardiola 

House, the el-forms oscillate and interweave in a sequential narrative generating imprints and traces 

as a record of the movement.13 However, this recording of movement is somewhat contradictory. 

 

The notion of spacing between figures of successive el-cubic volumes produces the interstitial traces 

and imprints through a process of extraction/excavation, of addition and subtraction, and of additive 

layering of these sequential extractions (see transformational sequence of figures in chapter one). This 

is similar to today’s Boolean operation of digital 3D software which operates on the addition or 

subtraction of two overlapping objects – two interacting figures – spaced apart. The absent-present 

traces are a suspension of time, as the iterations are compositionally added together, their process in 

time and the individual iterations, layers, or steps become lost or blurred.  

 

Hence, this layering of successive iterations is obscured by a ‘flattening’ process, as in Photoshop’s 

flattening of layers, making each step of the process no longer discernible. The sequential order of the 

operations has been lost as a result. This is thus a conflict between the process and the result. The 

intention to record and demonstrate movement within the process has been obfuscated and disguised 

by the flattened result. The project invites reconstruction, as necessitated by the traces, but a full 

reconstruction is denied due to obscurities and ambiguities. Hence, Eisenman’s trace is somewhat a 

paradox of a paradox. The trace is already paradoxical in its presentation of an absence, but has 

become doubly paradoxical (spatially and procedurally) due to its manipulation and flattening within 

the processes of tracing. 

 
 

                                                            
13 Peter Eisenman, “Guardiola House,” in Peter Eisenman: Barfuss auf weiss glühenden Mauern = Barefoot on white-hot 
walls, ed. Peter Noever (Ostfildern-Ruit: Hatje Cantz, 2004), 100, 103. 
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Figures 3.2-3.3: Eisenman’s Guardiola House, 1988, model of house (above) with traces synchronically flattened or 
blurred in the white material of the resulting house vs. the diachronic diagrams (below) of the process. 
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The flattening of the process is a paradox also in terms of monumentality, whereby the process exists 

within a dialectic tension between permanence and impermanence. Anthony Vidler, in a discussion of 

the Wexner Center, describes the scheme as being “established according to premises of the 

impermanent has become permanent; a form developed out of a criticism of monumentality has been, 

so to speak, instantly monumentalized.”14 This applies also to the Guardiola House as a conflict 

between the process and the result, where a dynamic procedure of impermanent recording of the 

events of tracing and imprinting, has resulted in monumentality and permanence, an object frozen in 

time and space, flattened and static – a monumentalised instability or an event made permanent 

(figures 3.2-3.3).  

 

In Eisenman’s formalist processes of narrative traces, he makes an important contribution to 

architecture in the presentation and representation of time. For Eisenman, the index is a notation of 

time, registering the presence of absence as exemplified by the footprint.15 He attempts to present his 

design as diachronic, but due to the interstitial flattening of the traces, the project becomes 

synchronic, such that the Guardiola House becomes a permanent representation of impermanent 

phenomena (that of the narrative movement). 

 

Eisenman presents clues (traces) of a project to be read, but at the same time he obscures these 

clues to be decoded. In the interior of the Aronoff, the traces are seen on every surface, some are two-

dimensional (markings), some are three-dimensional (3D reliefs), but who is here to understand it? Do 

we merely just appreciate it? Eisenman himself believes that an experiential response of the user is 

actually irrelevant, however an intellectual response is not entirely available either, as at the level of the 

interior (figure 3.12), reading the building is virtually impossible without a plan or diagram to connect all 

the various lines and traces. 

 
 
  

                                                            
14 Anthony Vidler, “Shifting Ground,” in The architectural uncanny: essays in the modern unhomely (Cambridge, Mass.: 
MIT Press, 1992), 136. 
15 Peter Eisenman, “The Deconstruction of the Axis: Daniel Libeskind, Jewish Museum, 1989-1999,” in Ten Canonical 
Buildings 1950-2000, ed. Ariane Lourie (New York: Rizzoli: Distributed to the U.S. trade by Random House, 2008), 231. 
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Figure 3.4: Eisenman’s Wexner Center, 1983-1989, as monumentalised impermanence; permanent representation of 
impermanent phenomena (overlays of grids). 
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Figure 3.5: Model of Eisenman’s Aronoff Center for Design and Art, 1988-1996, synchronic flattening of traces due to its 
single material. 
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Figure 3.6: Eisenman’s City of Culture of Galicia, Santiago de Compostela, 1999-. Traces monumentalised on the 
exterior of the Library of Galicia.  
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Figure 3.7: Monumentalisation of the traces of Eisenman’s Museum of Galicia, Santiago de Compostela, 1999-. 
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Figure 3.8: Obscured traces (reliefs) inside Eisenman’s Greater Columbus Convention Center, 1990-1993. 
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This thesis argues that these indexical traces of the process, evident ever since Eisenman’s 

transformational diagrams for his early houses projects, are a paradox, in the sense that the result or 

outcome may not necessarily correspond to the process or sequential series of transformations, that 

is, the effect is not directly proportional to its cause. This dialectic between result and process or 

between outcome and sequence may be understood as a tension between fiction and reality. There is 

an apparent linearity to the published sets of transformational diagrams of Eisenman’s early houses, 

but in reality, they are ‘fictional’ and an elaborate means of storytelling, as revealed in his Houses of 

Cards, where the various analytical sketches and studies reveal a nonlinear decisiveness (figures 3.9-

3.10). Eisenman’s emphasis on storytelling is reiterated in his Cities of Artificial Excavation projects, 

where analogical relationships and histories (stories and fictions) were given to the site.16  

 

As explicated in the dual process of the Guardiola House in chapter one – that is, between Eisenman’s 

fictive tracing and his real drawings – the real process is more exploratory than what is presented in 

the linear process diagrams. Eisenman’s real design process is based on trial and error, whereas his 

published transformational diagrams are, in fact, post-factual, that is, the history was retold through a 

set of linear diagrams after the design process was completed.17 Thus, the process diagrams can be 

considered as a ‘perfect fiction’. Similar to Palladio’s post-rationalisation of his buildings in his treatise, 

the drawings were idealisations, that is, for Palladio to say what ‘the idea’ was. For Eisenman, his 

fiction of the process is his idealised linear process. 

 

In reality, the process is not as linear as the published diagrams appear to be, but in hindsight it was 

Eisenman’s logic: he wants people to perceive this fictive process as a consistent, clear, logical, and 

idealised reality. It was not as simple as the decomposition of the cube into an el-form, then the 

doubling, overlay, and rotation, resulting in the interstitial space. That is what Eisenman wants you to 

believe. Through these process diagrams, many of his projects give the impression of a very logical 

and clear process, but that is the fiction that Eisenman has set up. In reality, he would exercise his own 

design judgements and adjust things as the project develops. The actual design process is nonlinear 

and inconsistent. Eisenman’s tracing is a nonlinear way of working, but intended to be linear, such that 

he may change the rules of transformation as he goes along, as something may not look right, as 

Eisenman himself said, “It has to look good, or you don’t do it.”18 The results of the post-factual story 

                                                            
16 Jean-François Bédard, “Introduction” to Cities of artificial excavation: the work of Peter Eisenman, 1978-1988, ed. 
Jean-François Bédard (Montréal: Canadian Centre for Architecture; New York: Rizzoli International, 1994), 15. 
17 Leeser, interview by Adrian Lo, April 2, 2013. 
18 Peter Eisenman, interview by Adrian Lo, digital recording, New York City, New York, March 21, 2013. 
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dictate the logic of the real process, and the opposite is true also, so the rules of the process are tuned 

to suit particular outcomes along the way.19 

 

Eisenman’s procedural way of working anticipates today’s emphasis on process, apparent in the wind-

up processes of contemporary architectural student projects,20 which is part of a wider movement in 

digital algorithmic and parametric practices. However, for Eisenman, his formalist process, which 

appears to be linear and autonomous, is actually nonlinear and decisive, that is, between an 

autonomous ‘systematicity’ and an ‘interventive’ decisiveness. His process diagrams, as seen in the 

Guardiola House and in his other works, suggests an autonomous transformative or even self-

generative, if not also arbitrary, process, but Eisenman critically and decisively intervenes and 

interrupts the seemingly automatic process, making it non-repeatable and non-falsifiable. Eisenman’s 

work exists in a dialectic tension between a linear process and a nonlinear process, that is, a scientific 

process and a pseudo-scientific (fictive) process (figures 3.9-3.10).  

 

Hence, Eisenman’s processes set up a paradox between a scientific logical linearity vs. an irrational 

illogical nonlinearity, as he states, “every architect has that [this paradoxical conflict], and that’s what 

differentiates architecture, not only the logic, but the gut, both, the two together. The consistency and 

the inconsistency, the scientific logic and the emotional logic.”21 Furthermore, in his design teaching he 

emphasises that “you are trying to reduce the illogical, so that they [his students] can reproduce the 

close to the logic of why that’s good.”22 This paradox of a subjective objectivity or a logical goodness 

is what Eisenman is after; it implies that a logically good outcome can be reproduced. But is this 

through reducing the illogical? Or merely hiding the illogical? As is evident with the Guardiola project, 

these illogicalities (of the real process) are erased and re-represented by a post-factual narrative of 

tracing, where an idealised linear fictional process is illustrated instead. 

 
  

                                                            
19 Leeser, interview by Adrian Lo, April 2, 2013. 
20 Stan Allen, “Trace Elements,” in Tracing Eisenman: Peter Eisenman complete works, ed. Cynthia Davidson (London: 
Thames and Hudson, 2006), 62-63. 
21 Eisenman, interview by Adrian Lo, March 21, 2013. 
22 Ibid. 
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Figure 3.9: Process diagrams for Eisenman’s House IV, 1971 – Eisenman's linear fictional process. 
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Figure 3.10: Eisenman’s sketches for House IV, 1971 – Eisenman's nonlinear real process. 
 

. 
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Anachronic Representation of Eisenman’s Process 

Eisenman’s tracing is a paradox of dynamic stasis, a static record of dynamic transformational 

processes of formal operations. The traces are blurred or flattened in the Greater Columbus 

Convention Center where Eisenman applied his Guardiola diagram of shifts and rotations in non-

Platonic geometries. The traces, though ambiguous, create a sophisticated diagonal shift in 

perspectival space (figure 3.11), where the dynamism of the intellectual process has been lost (in 

reading the process diagrams), but returns as an experiential dynamism. In the Guardiola House, as 

well as in the Santiago project (figure 2.94 in chapter two; photos of figures 3.6-3.7), there is a record 

of the transformations over time, but this is paradoxically flattened in the result, a monumentalised 

temporality providing a fictive sense of time. 

 

The traces of the process are paradoxically presented synchronically (at the same time), though 

intended to tell a story of their becoming diachronically (through time). However, the published fictional 

narrative presented by Eisenman elaborates a formal evolution that differs from the real process. 

Eisenman’s post-factual narrative of the becoming of the project is argued here as being ‘anachronic’, 

that is, a discrepancy or inconsistency between the chronological order of events in reality and the 

order it is presented. This is not to say that his published processes are entirely false accounts, but, in 

fact, they are anachronic linearisations of a real process to idealise and perfect a story of an object’s 

formal transformation. Eisenman’s real process is hence to rationalise and produce a linear process, 

which ultimately blurs fact with fiction. 

 

In the Guardiola project, not only is the diachronic process flattened in the synchronous result, but the 

steps of the published diachronic process are a flattening or reduction of the layers or steps of the real 

process into an anachronic fictional representation. The interstitial traces and imprints, which appear to 

result from a multi-layered process, are ‘flattened’ in a controlled step-by-step process. Eisenman’s 

anachronic story is a re-ordering or a re-telling of the steps of the real pen on paper process into a 

fictional idealised narrative, where particular stages (imprinting solids, as discussed in section 1.9 on 

literal and phenomenal interstitiality) is in reality a whole series of drawings, but reduced or flattened 

into one step in the published representation of the process. Likewise, the rotation in the Guardiola 

House happens later than what is represented in the process diagrams. Hence, in the published 

fictional process Eisenman selectively re-orders and re-represents the real process. This paradox of 

the representation of process reveals significant aspects of Eisenman’s work and thinking, opening up 

the multiplicity and textuality of architecture as a discursive practice. 
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Paradoxically, the flattening operation is the very obfuscation of the trace, where the process and its 

actuality are blurred. Eisenman’s rhetorical design process uses the apparently logical process of a 

tracing narrative as well as his own writing about the project as a means of anachronic distraction and 

presentation, where the events of the story are blurred with its chronological order in reality. However, a 

double blurring or flattening occurs. As discussed, not only are the published traces blurred and 

obfuscated in the result, but the actual tracing – that is, the real process of design, the ‘eyeballing’ or 

the decisive scrutiny that takes place, the unpublished real tracing of drawings on tracing paper – is 

also flattened through the fictive traces.  

 

Hence, there are two traces or modes of tracing in Eisenman’s work (figure 3.1), and both of these are 

obfuscated in the result. The first trace is the fictive trace, that is, the steps or traces of the published 

process diagrams which are linear – these are referred to as the ‘trace-full’ traces. Whereas the 

second trace is the actual trace, that is, Eisenman’s real process of drawing or tracing, which is 

nonlinear – these are referred to as the ‘trace-less’ traces, as they are unpublished and anticipate the 

published traces through anachronic flattening or reduction. The outcomes dictate the logic, that is, 

the results dictate the process, so that the linear fictive traces are in hindsight and are anticipated by 

the nonlinear actual traces. In other words, the actual ‘trace-less’ trace anticipates the fictive ‘trace-full’ 

trace. The double blurring is the blurring of both the fictive traces and the actual traces. The trace-full 

traces are lost with the trace-less traces in the result. The ‘perfect fiction’ of Eisenman’s tracing is to 

mask, wrap, or protect the object so as to ‘perfect’ the object. This ‘perfect fiction’ of the tracing 

narrative is therefore a means to blur, justify, and rationalise the ‘imperfect reality’ of the actual design 

process of eyeballing, so as to erase the illogicalities by representing an idealised fiction. Hence, the 

trace is paradoxical in its double flattening. The fictive traces are blurred in the flattened result (where 

the iterative layers are merged), but these fictive ‘trace-full’ traces were the effect of the actual ‘trace-

less’ traces of the real process, which are also blurred or flattened (in the anachronic production of the 

fictional process). 
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Figure 3.11: Distorted perspective in Eisenman’s Greater Columbus Convention Center, 1990-1993, diagonal cut in 
image as a dynamic spatial experience of geometries. 
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Figure 3.12: Eisenman’s Aronoff Center, 1988-1996, colour-coded traces as part of a master plan of traces, a master 
plan not easily deciphered.  
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3.2 The Nonlinear Cat-States of Eisenman’s Guardiola 

To better understand the ‘Guardiola idea-process’ and its role as a lens through which to observe 

Eisenman’s work, metaphors and analogies are employed. One of these metaphors, as previously 

provided, was the Cheshire Cat. Eisenman is simultaneously appearing and disappearing, jumping in 

and out of his own work like the Cheshire Cat, and the same could be said of the Guardiola House. 

Not only is the Guardiola project a Cheshire Cat in Eisenman’s works, but his writing or tracing under 

erasure, that is, tracing, is also like the Cheshire Cat’s appearance and disappearance from reality. 

The traces are simultaneously cleansed or blurred in their processes of becoming, such that in their 

reification or manifestation, that is, in their presence, they become somewhat absent or ‘smudged’. 

The physical materialisation of the traces, as seen in the Aronoff Center (figure 3.12), indicates 

Eisenman’s desire to express his formal communication. Yet, there are problems of deciphering these 

traces due to their erasure (from anachronic flattening) and lack of evidential clues to aid with one’s 

reading.  

 

For Eisenman, it appears his traces (formal narratives) are simply a means of justification for his 

aestheticisation, yet there is also a rhetorical dimension to these traces, such that they are, in fact, the 

formal driver for an Eisenman project. These tracings at different moments, seen in different scales of 

variable impact, emerge as a figure, like a Cheshire Cat, moving in and out of the building. These 

emergent traces or figures contain a peculiar haunting quality, disappearing and returning as ghosts, 

which could be said, not only of the trace, but also the trace of the ‘Guardiola idea-process’, such as 

the Guardiola re-emerging as the Aronoff, or as a phantom of the Santiago project. The Cheshire Cat 

becomes a useful metaphorical understanding of Eisenman’s ‘Guardiola idea-process’ as it produces 

simultaneously instantaneous readings of appearance and disappearance.  

 

In this context, Eisenman’s Guardiola House and its interstitial trace can be posited as a paradoxical 

condition of being simultaneously dead and alive throughout his work and research.23 This active and 

live paradoxical character suggests similarities of Eisenman’s processes to the thought experiment of 

the Schrödinger’s Cat. The paradox of the Schrödinger’s Cat is described as being  

 

a thought experiment in which a cat is locked in a box with a vial of poisonous gas that would 

be broken if a quantum particle was in one state, and remain intact if the particle was in 

another. While the box is closed, the particle exists in a superposition of both states 

                                                            
23 Zeeya Merali discusses the paradox of the simultaneously dead and alive Schrödinger’s cat in, Zeeya Merali, 
“Reincarnation can save Schrödinger’s cat,” Nature 454, no. 7200 (2008): 8, 
http://www.nature.com.ezproxy.auckland.ac.nz/news/2008/080702/pdf/454008a.pdf (accessed February 25, 2011). 
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simultaneously, so the poison must also simultaneously be both released and contained, and, 

in turn, the cat must be both alive and dead.24 

 

The Copenhagen interpretation of this simultaneously dead and alive cat is based on the principle of 

superposition, that is, the superposition of the decayed and not-decayed states of the particle, the 

simultaneously broken and not-broken states of the vial; hence the simultaneously dead and alive cat 

states.25 The paradox of the simultaneously live and dead cat is an example of nonlinear phenomena, 

where two opposing things are happening at the same time. Likewise, the apparent linear process of 

Eisenman (as seen in his process diagrams) is not necessarily directly proportional to the result, due 

to his nonlinear intervention and interruption of the system. For Eisenman, his process of tracing is 

paradoxically in a Schrödinger’s cat-state of being simultaneously linear and nonlinear, alive and dead, 

autonomously sequential, yet fragmented and interrupted. Eisenman’s published process appears to 

make sense, but in fact, it does not.  

 

The Many Worlds Interpretation of quantum physics describes the universe as perpetually “splitting 

into a multiplicity of mutually unobservable but equally real worlds.”26 In quantum mechanics, this 

multi-world interpretation conceives of the live and dead cats as inhabiting two simultaneous and non-

interacting branches of equally real worlds, which are unaware of one another.27 This could extend the 

splintering and scattering conception of the Guardiola project into the multiplicity of Eisenman’s 

projects as discussed in chapter two – the Guardiola as a splintering Cheshire Cat. The diagram 

(figure 3.13) illustrates Schrödinger’s box as a room or site for the Guardiola House, and the Guardiola 

being the cat in the thought experiment presents the idea of architecture as being simultaneously dead 

and/or alive. The Schrödinger’s Cat can be read into the ‘Guardiola idea-process’ as a simultaneously 

live and dead coexistence, where the project is present or co-present in many ways, for example, 

multiple Guardiola Houses coexisting in the space of Eisenman’s work. 

  

                                                            
24 Merali, “Reincarnation can save Schrödinger’s cat,” 8. 
25 For further discussion of the Copenhagen interpretation of quantum mechanics, the principle of superposition, and 
the Schrödinger-cat state, see C. J. Myatt et al., “Decoherence of quantum superpositions through coupling to 
engineered reservoirs,” Nature 403, no. 6767 (2000): 269-273, 
http://www.nature.com.ezproxy.auckland.ac.nz/nature/journal/v403/n6767/pdf/403269a0.pdf (accessed February 25, 
2011); and Andrew Zimmerman Jones, “What is Schroedinger’s Cat?,” About.com, 
http://physics.about.com/od/quantumphysics/f/schroedcat.htm (accessed February 25, 2011). 
26 Bryce S. DeWitt, “Quantum mechanics and reality,” Physics Today 23, no. 9 (September 1970): 30, 
http://scitation.aip.org/getpdf/servlet/GetPDFServlet?filetype=pdf&id=PHTOAD000023000009000030000001&idtype=
cvips&prog=normal (accessed February 25, 2011); see also Jones, “What is Schroedinger’s Cat?,” for a description of 
the Many Worlds Interpretation of quantum physics. 
27 DeWitt, “Quantum mechanics and reality,” 31-34. 
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Figure 3.13: Guardiola as Schrödinger’s Cat Model. 
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The Guardiola House, or better said, the Guardiola Houses (as Eisenman is constantly re-investigating 

the project into alternative manifestations as discussed in section 2.4), is a cause for multiple 

paradoxical readings, as it is itself a multiplicity, an inter-modal Guardiola, that is, a cross-between of 

multiple modes of operation and interpretation. The proposition is that there are multiple modes, 

models, or metaphors of reading the Guardiola House in relationship to the rest of Eisenman’s work, 

processes, and ideas. Thus, the Guardiola House is a multi-thesis and an aporetic condition. 

 

The paradoxical aporia or aporos is that which is not porous. Derrida describes aporia as the 

impossible or the impossibility, “as what cannot pass [passer] or come to pass [se passer],”28 that is, 

the difficult or impossible passage, a passage which has been refused or denied, such as the case of 

a non-passage.29 Aporia, in Greek, meant literally an impasse or blockage with no way to move 

forward,30 such that in philosophy, aporia “came to mean a puzzle, a perplexity, an intractable or at 

least deeply problematic issue.”31 The Guardiola House is an aporetic condition of non-passage and 

passage at the same time, as it exists in a paradoxical live and dead status, but simultaneously 

activates Eisenman’s projects and processes. For Derrida, the act of dying would be such an aporia of 

impossibility or non-passage, that is, “the impossibility of being dead, the impossibility of living or 

rather ‘existing’ one’s death, as well as the impossibility of existing once one is dead.”32 The 

paradoxical thought experiment of the Schrödinger’s Cat exemplifies this impossibility of dying, of 

simultaneously living one’s death. Such is the case of Eisenman’s un-built project for the Guardiola 

House: a paradoxical living of an un-built project within Eisenman’s other works.  

 

To appropriate Derrida’s term, différance, the proposed Guardiola modes of interpretation of the 

kaleidoscopic lens (as provided in the introduction), endless chain, simulacra, morphogenesis, 

Cheshire Cat (as discussed in chapter two) and the Schrödinger’s Cat, differ and defer from each 

other. The concept of the interstitial is not only a condition of betweenness of differing-deferring figure-

ground, container-contained relationships, but the concept itself, that is, the Guardiola-interstitial idea, 

is being differed-deferred by its manifestations in works such as the Aronoff and Santiago projects, in 

a process of diverging-converging, splintering-scattering, mutating-evolving. There is a reading 

between, as an extension of Eisenman’s analytical multiple readings, where the Guardiola is an 

                                                            
28 Jacques Derrida, Aporias: dying--awaiting (one another at) the “limits of truth” (mourir--s’attendre aux “limites de la 
vérité”), trans. Thomas Dutoit (Stanford, Calif.: Stanford University Press, 1993), 23. 
29 Ibid., 8. 
30 Nicholas Rescher, Aporetics: rational deliberation in the face of inconsistency (Pittsburgh, Pa.: University of Pittsburgh 
Press, 2009), 1. 
31 Ibid. 
32 Derrida, Aporias: dying--awaiting (one another at) the “limits of truth”, 73. 
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interstitial reading in itself. The genealogical metaphors, as provided in this thesis, emphasise this 

betweenness reading33 or tension that exists in the Guardiola, namely, the tensions of this un-built 

project between staggering, shifting, on-off modes of reading, between the kaleidoscopic model of 

interpretation, the simulacra model, the Cheshire Cat, etc. This begins the endless chain of reading (of 

signification), of re-readings, and of mis-readings.  

 

This thesis defines the interstitial as the blurring or hybridising of figures in a design process permitting 

its multiple and complex readings. This is illustrated in the various metaphors, such that the interstitial 

is kaleidoscopic in the transparency and recomposition of superposed figures; a chain of différance in 

the differing and deferral of figures; a simulacra and morphogenesis of iterative figures copied and 

manipulated; and a Cheshire or Schrodinger’s Cat in the appearance and disappearance, live and 

dead states of figures. 

 

The metaphoric models propose a sense of anagrammatisation of the ‘Guardiola idea-process’, but 

also a way of reading Eisenman’s projects and design processes. The Guardiola House exists in 

tension between the various kaleidoscopic and paradoxical modes of interpretation, such that it is 

simultaneously appearing and disappearing, or dead and alive. The various metaphoric interpretations 

are not necessarily mutually exclusive: some are distinct, some overlap. They inform each other, yet 

differentiate each other. They provide new readings between their readings, multiplying the 

interpretations, continually opening up and inviting further readings. 

  

                                                            
33 Jeffrey Kipnis relates Derrida’s notion of différance to the operation of a betweenness reading, where meaning is 
endlessly differed and deferred, in Jeffrey Kipnis, “Architecture Unbound: Consequences of the recent work of Peter 
Eisenman,” in Fin d’Ou T Hou S (London: Architectural Association, 1985), 16. 
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3.3 Paradox of Intentionality 

Since his doctoral dissertation, Eisenman has been concerned with communicating the formal 

intentionality of the author. He searches for this formal intentionality in his analyses of Giuseppe 

Terragni by tracing the various stages of the design of two of his buildings, unraveling a multiplicity of 

readings. This tracing of a design process motivates Eisenman to continually design by making traces 

which record his own intentions of formal transformations based on a set of pseudo-logical rules. 

Eisenman is essentially working Terragni backwards. Eisenman’s own traces allow one to ‘read’ the 

process, that is, the conceptual intentions, the invisible systems, or hidden processes at work in a 

given project. However, these intentions are paradoxical. For Eisenman’s real agenda is to make a 

process, that is, his work is a process making another process, as the purpose of the real process (the 

actual design work) is to create a fictional process of tracing – making a narrative to simultaneously 

conceal and aggrandise the real process.  

 

The two design processes at work in a given Eisenman project, the fictional design process (of 

transformations in series) and the actual design (by means of heuristic processes, figure 3.1), operate 

at the same time, informing each other, whilst being blurred and obfuscated between in anachronic 

linearisation. If Eisenman is concerned about intentionality, then which set of intentions is he trying to 

convey in his designs? The fictional process is intended and anticipated by the real design, but he 

purposely hides the idiosyncrasies of the real process, such as the position of the external stair in 

relation to the detached lower volume, so that these real intentions, that is, the real traces, are not 

included in the fictional process diagrams. What is the sign of intentionality when there is a doubling or 

blurring of intentionality? Like his writing, Eisenman’s fictional process diagrams of his Guardiola 

House are a means of justifying, in both textual and narrative forms, his (real) underlying intention of 

exploring the interstitial condition. 

 

Of immediate concern is what is meant by intentionality. Eisenman’s intentionality springs from the 

need for architecture to communicate, whereby, ideas are transmitted to a receiver.34 Generally 

speaking, to have an intention is to have an objective or goal, which forms the basis of the logic (or 

establishes the criteria) to achieve this goal. Eisenman’s goal in the Guardiola House is double and 

blurred, producing reverberations and resonations between. One goal is the production of a critical 

textual object in the form of an inhabitable house, whereas the other objective is the production of a 

critical textual writing in the form of a transformative process of tracing and imprinting. The resulting 

                                                            
34 Peter Eisenman, The formal basis of modern architecture (PhD diss., Trinity College, University of Cambridge, 1963; 
Baden, Switzerland: L. Muller, 2006), 25. 
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design, which was never built, is structured by Eisenman’s underlying intention which was 

fundamentally to experiment with the notion of interstitiality (as a fundamental notion of the in-between, 

a new spatiality produced through tracing and imprinting), in the form of an intended house designed 

by an intended process. Hence, the first intention is to produce a house, the second intention is to 

produce a story about the making of this house, and in-between this double intention there is the real 

aim to produce, articulate, and express the interstitial condition, as an interpenetration of geometries 

forming part of an investigation of ambiguity and hybridity that becomes fundamental to the project. 

Eisenman’s double intention of a fictional process informed by a real process, and vice versa, is mired 

in this single underlying intention to discover a new form of notational language to be found in the 

interstitial condition (figures 3.16-3.22). 

 

Eisenman blurs one’s speculation about whether the Guardiola House was based on a geometric 

framework (algorithm) or the program of a house (inhabitation). Eisenman’s intention is split between 

his goal of producing a linear process and his objective of designing a house; these two intentions 

become blurred in the resulting Guardiola House. His logic of a linear procedure is blurred with his 

heuristic exploration of the interstitial condition which questions the conventions of a house. Eisenman, 

on the one hand, attempts to perfect the story about an object, and on the other, seeks to express the 

interstitial quality of the object produced. As the longitudinal section of the conceptual orthogonal 

scheme suggests, the previous conception of the design was fragmented where the elements are 

scattered within an invisible matrix, but by subsequently merging different (orthogonal and rotational) 

matrices together through the trope of the interstitial, as seen in the published scheme, the various 

elements are recomposed and become coherent (figures 3.14-3.15). The conceptual orthogonal 

scheme demonstrates Eisenman’s intention to explore the interstitial condition of thickened structure 

for this project (figure 3.15), but to express and simultaneously justify this move, he introduces the 

rotated matrix to blur with the orthogonal and articulates their interpenetration, whereby the figures are 

distorted and hybridised (figure 3.14; see also figures 3.16-3.22). 

 
 
 
 
 
 
 
 
Following page 
Figures 3.14-3.15: Longitudinal sections of the Guardiola House, 1988. The published scheme (top) shows an 
integration of the elements compared to a more dispersed fragmentation of the elements in the conceptual scheme 
(bottom, as per archived drawing figure 1.109). 
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What makes the Guardiola House significant is how Eisenman integrates and folds his multiple design 

intentions and processes, folding or tumbling through itself, acknowledged and recorded in the 

interstitial condition. Eisenman’s ‘Guardiola idea-process’ is somewhat like Mallarmé’s throw or roll of 

dice, but algorithmically transformed and controlled (yet Eisenman manually intervenes and seemingly 

controls how the dice moves). It is simultaneously and paradoxically a controlled event and an allowed 

happening – a seemingly random event ironically pulled by strings. Eisenman, in his blurring (or 

merging through anachronic flattening) of his dual process (dual intention of production), 

simultaneously controls the system yet lets it develop on its own, such that there exists a para-logic of 

inclusion where elements (chora, index, folds) start to enter, like a snowball effect whereby more and 

more matter gets accumulated as it goes downhill. Eisenman is always looking for legitimation in a 

clearly defined system, yet one knows the result is not numerically produced; there cannot be an 

algorithm to produce this house, as it is influenced by cultural, social, contextual, and conventional 

practices pertaining to Eisenman and his various specific collaborators.  

 

The Guardiola House is innovative for Eisenman in that it adds to his formal principles and devices that 

of the interstitial condition, which allows the initial cube to become something other than what the 

algorithm allowed for, that is, by introducing accidents, other intentions, such as the stairs and the 

views, which are inconsistent with the step-by-step procedure, subsequently become consistent with 

the overall project/process. The interstitial condition attempts to reconcile form and function, not only in 

a postmodernist sense of how to make form meaningful, but also to re-conceive conventional norms of 

spatial practice, to integrate and fold seemingly disparate possibilities and opportunities which 

traditional architects would automatically discard due to their problems.35 The way Eisenman 

articulates the interstitial space in his works following the Guardiola House, both through integration 

and paradox, and making inconsistencies consistent, makes one think of the multiple possibilities of a 

design project (section 3.5 elaborates on the accidental and unintentional aspects of design).  

 

  

                                                            
35 Alejandro Zaera-Polo, “The making of the machine: Powerless control as a critical strategy,” in Eleven authors in 
search of a building: the Aronoff Center for Design and Art at the University of Cincinnati. A building by Eisenman 
Architects, ed. Cynthia Davidson (New York: Monacelli Press, 1996), 35. 
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Eisenman’s critical engagement with the design process yields results often not achievable by more 

conventional practices, as his method of design has the ability to make explicit what is often concealed 

in an unexamined design process, exposing something inherently embedded in the discipline of 

architecture itself.36 Such is the case of the innovation of the interstitial condition which captures the 

linearity and nonlinearity of Eisenman’s thought processes, which makes something out of the design 

process, manifesting the steps or traces of a process of becoming, providing a new way of theorising 

morphing processes, and materialising its accidental or chanceful elements, allowing himself and 

others to speculate on the discursive aspects of architecture. 

  

                                                            
36 See Allen, “Trace Elements,” 60-61. 
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Figure 3.16: Cross section details through lower volume of Guardiola House (as per figures 3.20-3.22, and below). On 
the left, there is a literal interstitiality of a void subtracted from the red solid (diagonal surfaces inside orthogonal 
surfaces) as seen in development scheme 1B, and on the right, there is a phenomenal interstitiality of an 
interpenetration (diagonal surface passing through from outside to inside) as seen in the published scheme. 
 
 

   
 
Guardiola House, cross sections through lower volume. Left: development scheme 1B. Right: published scheme.
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Guardiola House Drawings 

Published scheme + conceptual rotated scheme B: Intermediate level plans 
 

Previous page 
Top, Figure 3.17: Guardiola House, 1988, intermediate level plan – published scheme. 

Bottom, Figure 3.18: Guardiola House, 1988, main level plan – conceptual rotated scheme B, 
as per archived drawing figure 1.113. 

 
Current page 

Figure 3.19: Superimposed intermediate level plans of published + conceptual rotated schemes. 
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Guardiola House Drawings 

Published scheme + development scheme 1B: Cross sections 
 

Previous page 
Top, Figure 3.20: Guardiola House, 1988, section E-E – published scheme. 

Bottom, Figure 3.21: Guardiola House, 1988, cross section – development scheme 1B, 
as per archived scheme of figures 1.115-1.116. 

 
Current page 

Figure 3.22: Superimposed cross sections of published + development schemes. 
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3.4	Paradox between Theory and Reality 

Eisenman’s involvement with paradoxes (contradictions and simultaneity of opposing phenomena) 

stems from his interest in the dialectical tensions between the form-meaning, figure-ground, inside-

outside relationships of architecture. This has been apparent since his early houses and his use of 

suspended or interfering columns, as well as glass floors. Part of his project is to make traditional or 

conventional design practices unclear by blurring one’s comprehension and intellectualisation of 

architecture. This was in line with the postmodern condition of architecture as one of irony and opacity 

to oppose modernism’s clarity and transparency, so as to reflect and communicate the complexities 

and contradictions between the world of things and the realm of ideas.37 Eisenman, nevertheless, 

operates with transparency as a condition of the in-between, thus he explores architecture as both a 

conceptually opaque and transparent condition. 

 

The intellectual opacity of postmodernism highlighted the divide or gap between theory and practice, 

between textuality and materiality, between the signifier and the signified, that is, between the form and 

its intended message, by playing off the opacity of signifiers and their différance of undecidable 

meanings.38 Common to both Eisenman and Tschumi is the idea of a paradox which emerged from 

treating architecture as a double orientation of a discursive (or textual) practice and a material 

practice,39 where the role of the architect is to reconfirm or play up the gap of the dialectical 

relationship created between concepts and the world of things, that is, between theoretical ideas and 

built reality in architecture.40  

 

For Eisenman, “paradox requires intentionality, i.e., conscious behavior.”41 He emphasises that there is 

a difference between error or untruth and the idea of a paradox. Are Eisenman’s traces intentionally 

paradoxical? Or were they just an error? It is important to note that he himself believes that “the artist – 

architect – is the least person to know what he or she is doing,”42 and that “[w]hen one is working, 

there are a lot of contingent relations, things that do become paradoxical.”43  

 

One of these contingencies is the site. Regarding the process diagrams of Eisenman’s Guardiola 

House, he claims that they were all conceived of in the horizontal plane and not the vertical, so that the 

                                                            
37 Emmanuel Petit, Irony, or, the self-critical opacity of postmodern architecture (New Haven: Yale University Press, 
2013), 17-18.  
38 Ibid., 17. 
39 Ibid., 151. 
40 Ibid., 150, 153. 
41 Eisenman, interview by Adrian Lo, March 21, 2013. 
42 Ibid. 
43 Ibid. 
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site was an afterthought: “What happens in the plan is what keys what happens in the elevation. So I 

don’t think it’s important that there’s a slope in the site. It is purely a contingency. This would have 

happened whether there’s a flat site or not.”44 The conceptual diagrams (figure 3.1) do not indicate in 

any way what the site is, or where the site is. Thus, even though the project is on sloping ground, none 

of the process diagrams have anything to do with this. However, we know that the project was 

‘preconceived’ as a disposition of interlocking el-forms sited on the slope down towards the sea (figure 

vi in introduction), the form was preconditioned in Eisenman’s mind (as half of House X), and the 

conceptual diagrams are a re-elaboration, a re-telling of the story, after the fact. Hence, paradoxically, 

the site informed the articulation of the project, but simultaneously appears not to inform it. In 

Eisenman’s work there is a productive collision of logics, specifically between theory and the 

externality of the contingent aspects of reality. The contingent relations simultaneously impede and 

open up the possibility of existence, so that the afterthought becomes the project by opening up the 

space of research and discourse. 

 

This paradox between theory (intellect) and reality (experience) was a key concern in a conversation 

between Mark Wigley and Peter Eisenman in 2012, which was about the role of the ground in digital 

practices, the return of phenomenology as presence in this mode of operation, and fundamentally the 

ground between conception and phenomenology. Eisenman is not only against phenomenology as 

the metaphysics of presence, but against the ground as presence, and on a site trip, he claimed that 

he would show students anywhere but the site. The theory is impeded by the ground, that is, the 

concept stops short of the phenomenology of presence as the architectural concept meets the reality 

of the site. Wigley quickly deconstructs Eisenman’s anti-phenomenological position by reversal. 

Phenomenology is an experience, but is not necessarily mutually exclusive to theory, as 

phenomenology is also the theorising or conceptualisation of experience, whereas the reverse also 

applies to conceptualisation, which although it is against phenomenology, is in reality, also an 

experience. In this conversation, Eisenman paradoxically shifts camp from being a conceptualist to a 

phenomenologist by self-contradictorily touching the ground.45  

 

Ironically, despite Eisenman’s distanciation from matters of the site, his Guardiola House captured the 

site the most compared to the three other Guardiola projects by Gehry, Hejduk, and Siza (figures 3.23-

3.24). The project appears to be not on or of the site, yet ironically responds to the site. The house 
                                                            
44 Ibid. 
45 See Peter Eisenman, Mark Wigley, and Enrique Walker, “Wobble: The Cat Has Nine Lives. The ninth in a series of 
conversations between Peter Eisenman and Mark Wigley. With Enrique Walker,” 9/12/2012, YouTube video, Columbia 
University Graduate School of Architecture, Planning and Preservation (GSAPP), 
http://www.youtube.com/watch?v=Gu4-ErX6hDA (accessed August 13, 2013). 
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appears to tumble (descend and rotate) down the hill, whilst framing a view of the sea through the 

glass floor, all at the same time as marking traces of high tide lines and erosions on his el-figural 

beach (where the sand is the interstitial matter recording imprints). 
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Figures 3.23-3.24: From left to right, physical models on site of Guardiola Houses by Frank Gehry, John Hejduk, Peter 
Eisenman, and Álvaro Siza.   
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Eisenman’s articulation of the Guardiola House also pertains to the contingencies of the program and 

the need to inhabit. He affirms the spatial dimensions of his design “are key to minimal dimensions for 

habitation. So that’s always a factor, these are not pure abstractions, they become a certain size.”46 

The interweaving el-forms were articulated out of Eisenman’s need to physically manifest the traces 

and imprints, as he says, “if you push too far in, and the thing becomes too thin, it warps and you can’t 

stiffen it,… architecture, in other words, no matter how pure these [process] diagrams are, and I think 

they are very pure, they are conditioned by a scale relationship that will always be in effect.”47 

 

Eisenman never explains the contingencies of his projects; they are left to the viewer to experience as 

‘affects’ (different from what one would normally see) or as accidents. He would never explain why 

elements are certain sizes, or describe their materiality. Even if a stair appears green or red, he would 

only indicate their indexical qualities as being part of a notational system, but never explain why it is 

specifically green or red. Eisenman claims that “there are a lot of things unexplained, but you can’t 

explain everything. That’s a paradoxical nature of reality – theory and reality.”48 He would want us to 

read his work purely for the theory, the language, the traces, or the concepts, as opposed to just the 

functions of a building. Like Shakespeare’s work, Eisenman wants us to read it not for the story, but for 

the language. However, in architecture, the reality of the story – the structure, bathrooms, doors, and 

other conventions of architecture – gets in the way of the theory.  

 

Despite the fact that the theory is compromised by the reality, Eisenman assumes that that reality has 

already been pre-conditionally compromised. Hence, he believes one would assume those 

compromises of reality in the design, so that certain spaces are of a particular size and a ceiling is at a 

particular height, as we already know people will be of a certain height and move in a particular way. 

These contingencies of reality, such as why a floor is flat, occur because they have already been 

assumed as prior conditions to the design. Eisenman claims, “We assume these things. Then we can 

make commentary on those assumptions, and again to me, the paradox of architecture, that is one of 

the great paradoxes, is how we can make theory a critical vehicle of reality? And that’s what we are 

trying to do in architecture.”49 These assumptions of the contingencies of reality contribute to 

Eisenman’s paradoxical operation. He attempts to liberate architecture from conventional and 

traditional modes of practice, yet he assumes the conventional realities within his work. His desire for 

                                                            
46 Eisenman, interview by Adrian Lo, March 21, 2013. 
47 Ibid. 
48 Ibid. 
49 Ibid. 
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one to experience difference in architecture is situated within the assumed conventional realities of 

architecture. 

 

Eisenman’s tracing is paradoxically both consistent and inconsistent at the same time: consistent in 

the sense that it is part of his overall intention to notate and record, but inconsistent due to paradoxes 

between theory (of tracing and imprinting) and reality (architecture’s material being), between the need 

to notate and the need to convince a client, between the need to break down traditional form-meaning 

relationships and the need for architecture to maintain its function. 
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3.5 Eisenman’s Double Crime: The Experiential Affects of the Trace 

Eisenman’s traces serve the role of emphasising the idea of the index, that one could read the building 

(and its process) not just figuratively, but literally. This was part of his desire to make the building 

perform like a text. His textual trace may appear to relate to Derrida’s arguments about textuality, 

however, Kipnis claims he does not “see any way to effectively compare the two. For example, there’s 

no such thing as exposing the presence of the trace, it’s always already past, whereas in Eisenman we 

can see the traces, they are just straightforward indices of the process.”50  

 

Whereas Eisenman thinks that these traces primarily play a role in an intellectual project, their 

imposing and sophisticated quality may also serve to produce an experiential impact (alluding to a 

more perceptual project), and at times the multiple roles of these traces may compete or conflict. Like 

a soundtrack of a film which can impose how one is to feel or react in a cinematic experience, it could 

also be more impressive or demanding than necessary where it distracts the viewer, Eisenman’s 

traces or his other architectural devices could also draw attention to themselves, distracting or at least 

changing one’s perception of the architecture.51 

 

The architectural devices of Eisenman’s Wexner Center are examples; neither the white scaffolding nor 

the hanging column on the staircase were intended to be dramatic experiences, yet accidentally they 

turned out to be just that. One could wonder why is there a dramatic permanent scaffolding inserted 

between the existing buildings? Or why is the intrusive column suspended and not supporting 

anything? When one starts to make such speculations instead of appreciating the artwork of the 

Wexner Center (an institution for art), then the architectural devices start to compete for attention.52 

 
  

                                                            
50 Jeffrey Kipnis, interview by Adrian Lo, digital recording, Columbus, Ohio, March 23, 2013. 
51 Ibid. 
52 Ibid. 
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Figure 3.25: Inside the white scaffolding lattice of Eisenman’s Wexner Center, 1983-1989. 
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Figure 3.26: Hanging column (ornamental structure) inside the Wexner Center, 1983-1989. 
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Figure 3.27: Eisenman’s Guardiola House, 1988, interior render of entry level with red frame marking the intersection of 
el-volumes, becoming a sign of structure (ornamental structure) as opposed to functioning structure . 
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Figure 3.28: Eisenman’s City of Culture of Galicia, Santiago de Compostela, 1999-. Imprinted grids as ornamental 
traces on the Central Services building and the Museum of Galicia. 
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Figure 3.29: Space of sensation vs. space of intellection.  
Traces forming the interstitial café space of Eisenman’s Aronoff Center, 1988-1996.  
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The impending question is hence what end does Eisenman’s scheme of tracing, and its various 

physical manifestations as markings, reliefs, and additional structure, really serve? How is one to read 

the traces? Are they even readable? Eisenman’s traces are clues left for the viewers (as detectives) to 

uncover his ‘crime’, that of his design process. The simultaneously appearing and disappearing 

author, Eisenman, is like a criminal who purposely leaves traces for reconstruction, but as these traces 

become more sophisticated and their relations become less apparent, how is one to perceive these 

indexical traces and imprints? His traces start to take on an ornamental value, and following from Adolf 

Loos’ dictum regarding ornament, these ornamental traces constitute Eisenman’s second crime 

(where his first crime is the process he is apparently running away from). Hence, Eisenman’s tracing is 

a double crime. His traces are fundamentally decorative. This was suggested by Henry Cobb who 

describes the Aronoff Center (figure 3.29) as “a new system of architectural ornament”53 which 

manifests and encodes the generative figure/figure design system made legible as indexical notations 

of gypsum wallboard.54 Cobb writes, “Eisenman’s architecture results not from an idea of construction 

but from the construction of an idea. In this case, the idea being constructed is by nature systemic, 

systematic, rhythmical, dynamic – and hence inherently decorative or ornamental.”55  

 

For Eisenman, the paradox of essential structure vs. inessential ornamental traces becomes an 

interesting dialectic. Traditionally, ornamentation is a form of expression and representation, and a 

mechanism for communication serving also as a legible sign of ‘style’ in architecture.56 Debra Schafter, 

the author of The order of ornament, the structure of style, describes the goal of ornamentation as 

providing the possibility for discourse about a building, that is, the possibility of its reading.57 This is in 

line with Eisenman’s intention for his traces to be read as part of an indexical sign system of the 

generative procedures of a design. His works are built in non-emotive materials so as to code the 

relations between forms and support the textuality of the design as something to be read or 

decoded.58 His traces serve a communicational, representational, and expressive purpose. 

                                                            
53 Henry N. Cobb, “A note on the criminology of ornament: From Sullivan to Eisenman,” in Eleven authors in search of a 
building: the Aronoff Center for Design and Art at the University of Cincinnati. A building by Eisenman Architects, ed. 
Cynthia Davidson (New York: Monacelli Press, 1996), 95. 
54 Cobb, “A note on the criminology of ornament,” 95-96; and Donna Barry, “Connecting the dots: The dimensions of a 
wireframe,” in Eleven authors in search of a building: the Aronoff Center for Design and Art at the University of Cincinnati. 
A building by Eisenman Architects, ed. Cynthia Davidson (New York: Monacelli Press, 1996), 59. 
55 Cobb, “A note on the criminology of ornament,” 97. 
56 Debra Schafter, The order of ornament, the structure of style: theoretical foundations of modern art and architecture 
(New York: Cambridge University Press, 2003), 1, 2, 63, 76, 182. 
57 For John Ruskin, ornamentation was a sign system – iconic and indexical, Schafter, The order of ornament, the 
structure of style, 64, 84. 
58 Jeffrey Kipnis, “P-Tr’s Progress,” in Eleven authors in search of a building: the Aronoff Center for Design and Art at the 
University of Cincinnati. A building by Eisenman Architects, ed. Cynthia Davidson (New York: Monacelli Press, 1996), 
178. 
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Paradoxically, for Eisenman, his traces are not only his residual signs of a seemingly autonomous 

process, but also his signs of ‘human touch’ (intended traces of a machinic process, as signs of his 

aestheticisation).59 Eisenman’s aestheticisation of his traces through ornamental manipulation of 

layered, folded, and inscribed surfaces gives voice to the idea of material indices to mark the formal 

design process.60  

 

Ornamentation follows the logic of the necessary yet inessential supplement, it allows a building to 

speak or express itself, as if the building needs ornamentation or decoration in order to communicate 

some idea, and without it, the building becomes mute.61 Eisenman’s traces allow his buildings to 

‘speak’. However, at times, his traces produce an ambiguity in the dialectical relationship between 

architectural structure and ornamental elaboration, where the ornamental traces become the 

expressive excesses of his architecture.62 The suspended column of the Wexner, as with the floating 

frame of the Guardiola, are clear examples of structure acting as ornamentation (figures 3.26-3.27). 

Eisenman’s ‘additional’ structure, layers of walls, as well as supplementary columns and frames, are 

part of his indexical system, but simultaneously they ‘act’ as supportive elements, similar to Loos’ use 

of false beams and non-load-bearing columns, which despite his promotion of structural clarity, are 

additive and non-supportive architectural embellishments.63 Eisenman, like Loos, instead of achieving 

a separation of art and utility, imperceptibly merged and integrated the two, combining ornament and 

structure, employing ‘ornamental structure’ where the terms of the dialectic are made ambiguous, 

integrating form with function (though fictional), message with material, and theory with reality.64 

 

Eisenman’s interstitial traces of the process blur the distinction between decorative ornamentation and 

functional structure, where ornament becomes structure, and a means of elaborating, articulating, and 

expressing the geometric coding system into an experience.65 His traces are hence ‘necessary 

ornamentation’, rather than decoration added to the essential elements (structure) of the building, the 

ornamental traces become the design and are integral with it. As is evident in the Guardiola House, the 

oddly shaped pieces resulting from the interstitial tracing and imprinting process are ornamental 

                                                            
59 See Schafter on ornamentation as the location of human touch, Schafter, The order of ornament, the structure of style, 
17. 
60 Cobb, “A note on the criminology of ornament,” 97. 
61 Schafter, The order of ornament, the structure of style, 63; see discussion of the supplementary parergon in chapter 
one of this thesis. 
62 Schafter provides a dialectic distinction between structural ‘core form’ or Kernform vs. ornamental ‘art form’ or 
Kunstform; see Schafter, The order of ornament, the structure of style, 62, 78, 84. 
63 Adolf Loos’ specific goal was to eliminate ornamentation only in objects of utility, where pleasure and utility should be 
separated, see Schafter, The order of ornament, the structure of style, 185-186. 
64 Schafter, The order of ornament, the structure of style, 187, 190. 
65 Ibid., 113, 157. 
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structure – elements which become integral to the design of the house as a house, such as the glazing 

(figures 3.30-3.33).  

 

The process produces the architectural elements of the house, so that the pragmatic logic of making 

the house work combines with the procedural logic of the tracing and imprinting process. Referring 

back to section 1.9 on literal and phenomenal interstitiality, phenomenally interstitiality is a condition 

whereby Eisenman is deliberately expressing the ambiguous and ambivalent condition of betweeness 

such that the figures are superposed, hybridised, and merged (a condition of phenomenal 

transparency as opposed to a literal transparency of mere overlapping). Here, Eisenman is allowing for 

a physical and experiential engagement of the interpenetration (imprinting through surface), where the 

interior els are passing through the exterior els. The phenomenally transparent condition of the 

interstitial is made doubly transparent due to the interpenetrated elements becoming physically 

transparent by being manifested as glazing (as illustrated in figure 3.34, where an architectural element 

is passing through from inside to outside).  

 

Eisenman’s phenomenally transparent intellectualisation or textualisation of architecture leads to his 

emphasis on the design process and the need for traces to physically manifest this narrative process, 

as a means to move away from and challenge the traditional anthropocentrism of architecture.66 The 

Guardiola House is a topos of production, a ‘space of speculation’, as it suggests a new way of 

design, questioning and redefining conventional design processes. The interstitial condition of the 

‘Guardiola idea-process’ is hence innovative for Eisenman whereby traces are employed to record the 

in-between steps of a design process, as well as to produce in-between (ambiguous) unconventional 

architectural elements. In this sense, Eisenman is decorating the house with traces of its own design 

process, as indexical decoration, yet these decorative traces, as discussed, are also the essential 

structural and conceptual elements of the house.   

                                                            
66 Jeffrey Kipnis, “Twisting the Separatrix,” in Chora L Works: Jacques Derrida and Peter Eisenman, ed. Jeffrey Kipnis 
and Thomas Leeser (New York: Monacelli Press, 1997), 155. 
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Figure 3.30: Red frame and trapezoidal glazing (the red oddly shaped piece indicated below) as parts of the system of 
traces operating in Eisenman’s Guardiola House, 1988. Interior render of upper level master bedroom.  
 
 
 

  
Figure 3.31: Red trace of interpenetration becomes a window.    
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Figure 3.32: Interior render of entry level of Eisenman’s Guardiola House, 1988. Red frame and glass floor (transparent 
horizontal ‘L’ shape on the right) as parts of the system of traces. The red frame marks the intersection of el-volumes. 
The ‘L’ shaped piece resulting from the imprinting stage of the Guardiola process – seen below – is manifested as the 
glass floor, demonstrating the notion of a phenomenal interstitiality, something that is in-between and ambiguous in 
terms of both process and architectural conventions. 
 

 
 Figure 3.33: Red trace of interpenetration becomes glass floor.    
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Figure 3.34: Longitudinal section details through lower volume of Guardiola House (as per figures 3.35-3.37, and 
below). On the left, there is a literal interstitiality of a void subtracted from the red solid (diagonal surfaces inside 
orthogonal surfaces) as seen in development scheme 1B, and on the right, there is a phenomenal interstitiality of an 
interpenetration (diagonal surface passing through from inside to outside) as seen in the published scheme. This 
phenomenal interstitiality seen in the right section is a condition in which the rotation and interpenetration are physically 
expressed as being phenomenally and spatially transparent, whilst also being literally and optically transparent as the 
glass floor of the house. 
 
 

  
 
Guardiola House, longitudinal sections. Left: development scheme 1B. Right: published scheme.  
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Guardiola House Drawings 

Published scheme + development scheme 1B: Longitudinal sections 
 

Previous page 
Top, Figure 3.35: Guardiola House, 1988, section A-A – published scheme. 

Bottom, Figure 3.36: Guardiola House, 1988, longitudinal section – development scheme 1B, 
as per archived drawing figure 1.116. 

 
Current page 

Figure 3.37: Superimposed longitudinal sections of published + development schemes. 
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As Eisenman’s work developed, especially in his later artificial excavations projects, the formal intricacy 

and complexity of his designs started to go beyond the point of legibility. In his Romeo and Juliet 

project, for example, the multitude of shifts, superimpositions, and excavations causes him somewhat 

to lose his privileged role as the author of the text.67 He maintained the notational formal relationships 

in these projects which provided one with the possibility of reading; however, due to the increasing 

number of formal devices at several scales, both intersecting and superimposing, legibility became an 

impossible task.68 This difficulty or impossibility of reading legibly is an essential part of Eisenman’s 

theory of writing and architecture – architecture as a text – and he makes no concessions as to how 

the inhabitants of a building might possibly mis-read it.69 Without a hermeneutic phantom70 or a 

supplementary descriptive text, certain traces may not even be coherent or noticeable without 

Eisenman’s explanations, as much of the design project “is intentionally obscured and left abstract.”71 

 

The referent (the process) is always and intentionally confounded in the design, so there exists a gap 

for the spectators due to the lack of visual legibility and connection between the process and the result 

(that is, between the theory and its built reality).72 The process of generating the building and its 

iconography (the traces) has been obscured by the experiential complexities resulting from this 

generative process.73 A paradox ensues regarding how the traces are to be perceived, as the traces 

may appear more systemic for an architecturally inclined visitor, but are more confounding to a 

layperson as the building does not fully reveal its own generative process.74 

 
 
  

                                                            
67 Charles Jencks, “Deconstruction: the pleasures of absence,” Architectural Design 58, no. 3-4 (1988): 29. 
68 Kipnis, “P-Tr’s Progress,” 173-174. 
69 Jencks, “Deconstruction: the pleasures of absence,” 28. 
70 As described in Rosalind Krauss, “Death of a Hermeneutic Phantom: Materialization of the Sign in the Work of Peter 
Eisenman,” Architecture and Urbanism no. 112 (January 1980): 195. 
71 Jencks, “Deconstruction: the pleasures of absence,” 28. 
72 Silvia Kolbowski, “Fringe Benefits,” in Eleven authors in search of a building: the Aronoff Center for Design and Art at 
the University of Cincinnati. A building by Eisenman Architects, ed. Cynthia Davidson (New York: Monacelli Press, 1996), 
135. 
73 Ibid. 
74 Ibid. 
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Figure 3.38: The ‘accidentally’ dramatic white scaffolding lattice of Eisenman’s Wexner Center, 1983-1989, as a 
manifestation of traces of grids. 
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Figure 3.39: Obfuscation of the traces in Eisenman’s Aronoff Center, 1988-1996; a dramatic perspectival space with 
pockets of spaces where traces become furniture (seats).  
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Eisenman’s theory becomes form, the traces of his generative systems become legible as encoded 

information in the materials and surfaces of the building, but this legibility is overwhelmed by 

everything else, that is, the experiences start to constitute a non-legibility of the traces, whereby, as K. 

Michael Hays describes, “the surplus of space whose inadvertent effects appear without having been 

sought,”75 in which architecture ultimately exceeds theory.76 The sensation overcomes the intellection 

of a project, so that unexpected, yet interesting, experiences were produced, like the dramatic 

perspectives of the white grid-lattice of the Wexner Center, which are “sensations rather than 

understandings, [and] these unintended effects did not properly belong to the formal readings the 

architect set out to embody.”77 Eisenman termed these new sensations of unexpected and unintended 

experiences as ‘affects’.78 Following Deleuze and Guattari, affects are transformations, changes, 

variations, or becomings which occur in an event, they are a trans-temporal and trans-spatial 

expression of change or modification of experiences.79 

 

Eisenman initially treated these experiential aspects, or affects, of his designs as ‘just desserts’, as the 

intended interest was attributed to an intellectual or conceptual understanding of the design process 

as a text or a narrative.80 However, due to the increasing complexity of the work, the possibility of 

reading for an intellectual interpretation receded, and the experiential effects (affects) took over the 

status of interpretation, constituting for Eisenman a continual paradox between the intended ‘formal 

readings’ vs. the unintended ‘experiential aspects’, where formal intellectualisation or textuality found in 

tracing the design process stopped being ends in themselves and instead became techniques 

employed to achieve these unusual experiential sensibilities.81 

 

The traces, in reality, become something other than what was conceptually intended, they become 

experiential ‘affects’ (accidental and perceptual). Eisenman, who is against phenomenological 

presence, is anti-material, and opposed to the atmospheric work of Peter Zumthor and Steven Holl, 

instead promotes absence, that is, the presence of absence, where material is used as a notational 

index to mark these absent presences. Eisenman’s work is fundamentally about making something out 

                                                            
75 K. Michael Hays, “Theory after building,” in Eleven authors in search of a building: the Aronoff Center for Design and 
Art at the University of Cincinnati. A building by Eisenman Architects, ed. Cynthia Davidson (New York: Monacelli Press, 
1996), 26. 
76 Ibid., 24. 
77 Kipnis, “P-Tr’s Progress,” 175. 
78 Ibid., 176. 
79 Gilles Deleuze and Félix Guattari, A thousand plateaus: capitalism and schizophrenia, trans. Brian Massumi 
(Minneapolis: University of Minnesota Press, 1987), 256-257; and Felicity J. Colman, “AFFECT,” in The Deleuze 
dictionary, ed. Adrian Parr (Edinburgh: Edinburgh University Press, 2005), 11-12. 
80 Kipnis, “P-Tr’s Progress,” 176. 
81 Ibid. 
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of the ‘changes’ of a design process, communicating the intentions of the author, so that the steps in 

the process are registered as absent presences, marks, or clues to enable the viewer to read the 

process. However, these ornamental residues of the process, these traces, become something more 

than just an intellectual game; they have the potential to overwhelm one’s perception of a space, 

becoming sensational affects – experiential accidents. 

 

Eisenman’s experiential ‘effects’ of the accidental ‘affects’ contribute to the observer’s overall 

impression. Such is the case of his Santiago project, where at the top of the stairs in the museum 

building, looking out of the north glazed wall, one can see the towers of the cathedral. Such happy 

accidents or ‘just desserts’ are part of his experience of difference. Eisenman claims he sees different 

things each time he visits the Santiago complex, and some of these differences are part of the 

paradox, that is, they can be intentional and unintentional.82  

 

Despite Eisenman’s appearance of not caring about what other people think about his work, what they 

experience, or how they feel about being inside his buildings, he paradoxically still expects them to 

experience a difference, that is, a difference from a normal or conventional experience. He claims it is 

irrelevant what other people think about his buildings, yet he ironically expects that ordinary people can 

experience or feel the difference, even though they may not be able to explain or understand it.83 

Eisenman’s Santiago complex was intended for one to sense or recognise (read or trace) a kind of 

über-plan that is at work,84 as the lines or traces work from building to building, rather than isolated in 

each building, so that all the traces are part of some overall scheme (figures 3.42-3.43).  

 

If the Guardiola House is an experiment in tracing and imprinting, then this is subsequently carried out 

by the Santiago project, so that one can get a sense of the Guardiola’s presence, as a ghost inside the 

Santiago. It is enough for Eisenman for someone to realise that there is a master plan at work, though 

one may not necessarily understand it, and each visitor can learn something more about the 

relationships between the forms, materials, and textual notations; as with the Guardiola House, the 

space would be constantly unfolding to someone who lived there or visited it.85 The various 

manifestations of Eisenman’s traces, as non-supporting floating red frames, trapezoidal openings, as 

well as cuts and marks on the surfaces, trigger an ‘affectual’ difference in perception and use of the 

space (as spatial experiential modifications). 

                                                            
82 Eisenman, interview by Adrian Lo, March 21, 2013. 
83 Ibid. 
84 Ibid. 
85 Ibid. 
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The traces of the design process became something ornamental, and as opposed to the intellectual 

interpretation these traces were produced for, they paradoxically resulted as decorative experiences. 

Hence, the traces become inconsistent, that is, tracing as an intellectual operation to produce 

something aesthetic. Eisenman’s buildings exemplify these productive yet inconsistent or completely 

different uses of the trace.86 Yet, there are different kinds of productivity, as these traces are about 

producing an interest, in contrast to producing an intellection, of the building, as one does not 

necessarily feel like he or she has to have an understanding.87 

 

Eisenman’s preoccupation with aesthetic concerns is apparent in the various inconsistencies and 

incoherencies of a design project. For instance, Charles Jencks describes how the green grid of the 

street and previous buildings of Eisenman’s IBA project changes its colour to the grey-red-white grid 

on the western corner as simply an aesthetic decision to harmonise the colours and forms of the 

facade. For Eisenman, there are always incoherencies and inconsistencies within the design – traces 

of nonlinearity within a seemingly linear process – and this is systematically the subject of his work – 

“systematic doubt.”88 

 

Following from the previous discussion of the anachronic flattening of the traces, the traces are not 

only blurred, but they become something else. The inconsistencies become internally consistent to the 

design, that is, they become ‘in-consistent’, where intentions and accidents are reversed or blurred, so 

that unintentional intentions arise. In other words, the inconsistencies in the design process become 

consistent in the designed product. Regarding the Guardiola project, the logic of designing a house 

informs the logic of the transformational narrative and vice versa – as productive collisions of logic. 

Eisenman interprets the process in which the traces produce the house, not just decorative elements. 

The dual processes or logics productively influence each other, reiterating architecture as a discourse. 

One would read the building for spatial ambiguity, as well as experience functional ambiguity. The 

interpenetrations become windows (which do not look like conventional windows), imprints become 

walls, and the intersections are marked by frames (traces). Thus, the traces and imprints become the 

house as redefinitions of architectural conventions.  

 

This is further elaborated in the Aronoff Center’s phenomenally interstitial wall outside the library which 

challenges traditional modes of designing a wall or a bench; it becomes both, not intended at the 

                                                            
86 Kipnis, interview by Adrian Lo, March 23, 2013. 
87 Ibid. 
88 Jencks, “Deconstruction: the pleasures of absence,” 28. 
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outset, but made into both as affect, after the fact, as accidental inclusion of a functional element to 

what could easily be dismissed as a strange or decorative wall (figures 3.40-3.41). Alternatively, the 

interstitial condition is also seen as a hybridisation of the artificial landscape and the interior volumes of 

the Santiago complex. Hence, the interstitial condition, through paradox and integration (anachronic 

linearisation of real and fictive procedures) blurs the distinction between elements of architecture, 

landscape, and even furniture. The geometries of Eisenman’s processes are superposed and merged 

in phenomenal interstitiality, producing distorted and hybrid elements combining functions, or 

articulating new functions, which otherwise would not have been conceived in a more conventional 

design process.  

 

Eisenman’s double crime of leaving behind decorative clues produces these phenomenally interstitial 

traces which blur structural necessity and inessential decoration, constituting a notion of ‘necessary 

ornament’ which becomes a space of affect for the experience of change. The interstitial condition not 

only notates a geometric exercise of producing traces and imprints, either fictionally or in reality, but 

becomes something other than what was conceived, such as accommodating unconventional 

functions and experiences. The interstitial traces become accidental affects of unintended intentions. 

The interstitial condition is hence a paradox of space (blurring of inside/outside) and process 

(anachronic narration) which is alive and active in Eisenman’s work, and a new way of design, which 

allows one to follow his spatial discourse, as well as to speculate on the conventions of architecture. 
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Figure 3.40: Phenomenally interstitial wall outside the library as 3D trace in Eisenman’s Aronoff Center, 1988-1996, 
registering interpenetrative shifts in the geometric process. Traces become something else, beyond intellectualisation, 
to something experiential, as a new mode of pragmatics and spatial practice.  
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Figure 3.41: Phenomenally interstitial wall (trace) becomes a bench in Eisenman’s Aronoff Center, 1988-1996, re-
conceiving architecture as furniture. Traces of process manifested as accidental elements of pragmatics, challenging 
traditional modes of designing. 
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Figure 3.42: Eisenman’s Library of Galicia, Santiago de Compostela, 1999-. Traces of generative grids on the floor 
operating from building to building. 
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Figure 3.43: Eisenman’s Museum of Galicia, Santiago de Compostela, 1999-.  
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3.6 Eisenman’s Game of Chance: The Event of the Guardiola Dice Throw  

Are the non-structural red frames and oddly shaped windows more than just the record of 

transformations? What do Eisenman’s processes and operations mean? Was the process merely 

heuristic; making things until they look good? Or has Eisenman applied Derrida’s deconstructionist 

notions of maintenance and critique to the villa type? 

 

This thesis argues that the geometry of the Guardiola House reflects a conceptual shift in Eisenman’s 

approach, whereby he has moved from Chomsky’s rigid generative grammars, as in the early houses’ 

manipulation of elements to question the relationships of form and function, to Derrida’s 

deconstruction, in which the Guardiola’s processes of the interstitial, open multiple and unpredictable 

interpretive circles. The following poses that the Guardiola House is more than just the sum of its 

operations, but brings into Eisenman’s work a notion of the ‘event’. 

 

Eisenman’s early houses are comparable to the elemental exploration of Chomsky’s structuralism of 

rigid manipulations and transformations of deep structures (innate thoughts and meanings) into 

surface structures (orderings of sounds in sentences). The Guardiola House is the point of a critical 

shift in Eisenman’s work whereby the project moves beyond this confined means of manipulations and 

enters into something comparable to Derrida’s concept of the ‘event’. Derrida describes the event as a 

rupture or a redoubling, which literally occurs in the Guardiola House’s doubling and redoubling of el-

cubes rolling down the site, as well as a play of structure and a disruption of presence (by repetition).89 

This event (évènement) is something which happens, it is unique and unpredictable, falls upon one like 

a surprise, suggesting notions of occasion, chance, and the aleatory (like a dice throw).90 Just as 

Eisenman decided to rotate the cubes through themselves and down the site (which took place later in 

the design development), the event cannot be appropriated or managed, it comes suddenly and 

unexpectedly. The Guardiola House is argued here as Eisenman’s first foray into the notions of 

unpredictability, risk, and tumbling, which have never been explored prior to this project.  

 

In Eisenman’s project for the Guardiola House, there is a certain element of tumbling, like in the rolling 

of dice. Perhaps this was a game of chance played by Eisenman? The hesitation of the Master, as 

described in Stéphane Mallarmé’s “A throw of the dice will never abolish chance,” might be suggested 

by Eisenman’s ambiguous dual-cubes suspended in-between the conditions of stasis and dynamism. 

                                                            
89 Jacques Derrida, Writing and difference, trans. Alan Bass (Chicago: University of Chicago Press, 1978), 278, 280, 292. 
90 Jacques Derrida, “Jacques Derrida, penseur de l’évènement,” interviewed by Jérôme-Alexandre Nielsberg for 
l’Humanité, 28 January 2004, quoted in François Raffoul, The Origins of Responsibility, trans. François Raffoul 
(Bloomington: Indiana University Press, 2010; Baltimore, Md.: Project MUSE, 2012), 303-304. 
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Eisenman’s interstitial thoughts are expressed by the Guardiola – “All Thought expresses a Throw of 

the Dice.”91 Like the spatial arrangement of words in Mallarmé’s poem, the ‘waves’ suggest a sense of 

trembling, collapse, and mystery in the interiority of the house, as a prelude to a ‘rhythmic suspense of 

the disaster’. 

 

This project certainly brings about the issues of chance, collapse, falling, arbitrariness, and 

decisiveness within a design process. The Guardiola House, seen as a throwing of two (or more) dice 

down a hill, could be related to Derrida’s discussion of chance. Derrida associates chance and luck 

with a movement of descent, a throw, a fall, or an accident.92 Derrida examined this falling or throwing 

movement in relation to Heidegger’s Dasein: thrownness into existence (Geworfenheit). Could the 

Guardiola House be interpreted to be thrown into the world, into uncanniness, into the ‘nothing’, and 

the possibility of death?93  

 

Derrida posits that “Dasein is itself thrown, originally abandoned to fall and decline or, we could say, to 

chance (Verfallen). Dasein’s chances are, in the first place and also, its falls.”94 Hence, in an act of 

tumbling held in suspension and a freezing of its own history of making, the Guardiola House is thrown 

into the world and into existence, falling to chance, and into an uncanny or unhomely condition, 

highlighted by the floating red frame inside the house, cutting through the living space, so that one has 

to walk over it to reach the stairs (figure 3.32). The Guardiola project could be considered as ‘cast’ into 

existence, that is, ‘cast’ in terms of both moulding-imprinting and in the ‘casting’ or rolling of dice.  

 

This notion of chance was already prefigured by Eisenman’s artificial excavations: the chance 

encounters of these Cities projects were nevertheless intended, controllable, and manageable in the 

sense that they were discovered after the grids have been overlaid and aligned according to the given 

scenario of the project. However, chance, as it occurs in the Guardiola, is different as it involves a 

condition of the event, or even risk, such that the chance elements happen suddenly and 

unintentionally, that is, they are unpredictable and cannot be managed. 

 

                                                            
91 Stéphane Mallarmé, “Un coup de dés jamais n’abolira le hasard (A throw of the dice will never abolish chance),” trans. 
A.S. Kline, of Stéphane Mallarmé’s Un coup de dés jamais n’abolira le hasard: poème (Paris: Éditions de la Nouvelle 
revue française, 1914), Poetry In Translation – A. S. Kline’s Free Poetry Archive, 
http://www.poetryintranslation.com/PITBR/French/MallarmeUnCoupdeDes.htm (accessed July 27, 2011). 
92 Jacques Derrida, “My Chances/Mes Chances: A Rendezvous with Some Epicurean Stereophonies,” in Taking 
chances: Derrida, psychoanalysis, and literature, ed. Joseph H. Smith and William Kerrigan, trans. Irene Harvey and 
Avital Ronell (Baltimore: Johns Hopkins University Press, 1984), 5. 
93 Ibid., 9. 
94 Ibid. 
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The interstitial condition of the Guardiola House is both a form of critique and maintenance of the 

anteriority (cultural aspects) and interiority (social aspects) of the villa. It critiques the notion of limitless 

open space of modernism whilst maintaining the ideal abstract cubes of the traditional villa typology. It 

brings into the interiority of the villa a sense of the uncanny and the unpredictable. The house opens 

the anteriority of the villa to conditions of the ‘event’, not only as conceived by Derrida, but also by 

Deleuze. The Deleuzian event is a potential immanence, always in the middle, neither a beginning nor 

an end.95 Ignasi de Solà-Morales, referring to Deleuze, describes the event as a vibration, an 

undulation, and a point of encounter.96 The Guardiola House is such a vibrating encounter between the 

various theoretical, cultural, and programmatic forces motivating the design.  

 

As in Heidegger’s thrownness, the Guardiola project is ‘projected’ or thrown into manifestation. 

Eisenman’s work not only incorporates accidents of the throw into the project but at times “reverses 

the usual opposition between essence and accident.”97 The paradox between essence and accident 

or necessity and contingency plays an important role in Eisenman’s work. He allows accidents 

(inconsistencies, contingencies, unpredictabilities) to enter into his work which are made consistent as 

practical ends, so that he blurs the traditional essential (intended) aspects of a project with the 

accidental (unintended) aspects, constituting a paradoxically controlled or intended accidental 

quality.98 As discussed, the traditional intended aspects, for instance, designing a window, ironically 

become accidental ‘affects’, that is, unintended aspects can combine with productive elements (an 

oddly shaped element resulting from the transformational process becomes a window) which would 

not have been conceived in a conventional way of working. The notion of working towards a goal is 

thus blurred as the intended goal is obfuscated with unintended intentions. 

 

Despite Eisenman’s shift from Chomsky’s rule-bound transformations to the complex and interpretive 

‘events’ of poststructuralism in the Guardiola project, Chomsky’s transformations still persist in 

Eisenman’s processes. Eisenman, paradoxically, attempts to tidy up chance in his fictional narratives 

of the process, as he does not want to leave anything to chance which may delegitimise his need for 

ideal linear narratives (perfect fictions done according to rules). However, the Guardiola project is more 

than the sum of its transformations. Although he still feels obliged to present consistent narratives as a 

                                                            
95 Cliff Stagoll, “EVENT,” in The Deleuze dictionary, ed. Adrian Parr (Edinburgh: Edinburgh University Press, 2005), 87-
88. 
96 Ignasi de Solà-Morales, Differences: topographies of contemporary architecture, ed. Sarah Whiting, trans. Graham 
Thompson (Cambridge, Mass.: MIT Press, 1997), 102; and Gilles Deleuze, The fold: Leibniz and the baroque, trans. 
Tom Conley (Minneapolis: University of Minnesota Press, 1993), 77. 
97 David Goldblatt, “The Dislocation of the Architectural Self,” The Journal of Aesthetics and Art Criticism 49, no. 4 
(Autumn 1991): 344, http://www.jstor.org/stable/431034 (accessed July 13, 2010). 
98 Ibid.  
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means of self-advertisement, chance elements are essential to his work. Eisenman has mentioned (in 

his project description) that his Guardiola House is a controlled accident of unpredictable 

reverberations, as he controls or manipulates his chances, which stops his formal transformative 

processes from being fully random and arbitrary. The Guardiola House thus marks a shift from 

structuralism (of Chomsky’s grammars) to poststructuralism (of Derrida’s and Deleuze’s 

unpredictability, chance, tumbling, and vibrations), that is, a move from structure to ‘event’.99  

   

                                                            
99 This discussion of the multiple notions of the ‘event’, though interesting, enters into a discussion beyond the scope of 
this thesis, as such it will be a potent point for further research. 
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This thesis investigates Peter Eisenman’s notion of interstitial space through a critical reading of his un-

built project for the Guardiola House. It studied how Eisenman discovered and developed a mode of 

design which employs a distinctive system of tracing and imprinting. This produced the possibility of 

working on the interstitial, as a condition of the in-between, which encompasses not only the 

ambivalent absence and presence of things in space, but also the gaps of time within the design 

process. This interstitial condition is a new form of spatiality, whereby the trace is developed through 

the operation of imprinting. This is not simply a means of pushing into a surface, but an 

interpenetration through masses, constituting the hybridised and blurred geometries not seen in the 

work prior to the Guardiola House. What was constituted in the interstitial condition of the Guardiola 

project was a situation where the interpenetration expresses the ambiguous and simultaneous 

coexistence of figures. 

 

This notion of interstitiality is a significant shift which reframed Eisenman’s whole mode of operating 

after the Guardiola House, and culminates his search for conditions of blurring, ambiguity, and 

ambivalence. Existing scholarship and literature on the Guardiola House overlook this significance of 

the project in the interpretation of Eisenman’s work and thinking. The thesis sought to remedy this gap 

by asking: what is the significance, in terms of theory, culture, and program, of this notion of the 

interstitial for the design of the Guardiola House, as well as for the development of his subsequent 

work? 

 

The thesis demonstrates that the Guardiola House is the point of a shift in Eisenman’s work and 

thinking, which moves from the generative processes motivated by Chomsky’s elemental grammatical 

structures (as explored in his series of early houses, for example) to the complexities influenced by 

Derrida’s deconstruction of these very structures, resulting in something which embraces the 

coexistence of difference. It is shown that there is a key distinction to be found between the work 

before and after the Guardiola House, where the traces formed between the constituent figures of the 

design (grids, cubes, els, etc.) become more important than the figures themselves. These traces 

which formed the Guardiola’s interstitial condition resulted from the operation of rotation and its 

expression through interpenetration. The traces were key to provide reinterpretations of the anteriority 

(conceived aspects) and interiority (perceived aspects) of the villa type. The pure white cubic 

geometries of the Guardiola House set it apart from its natural context, yet they respond to the specific 

conditions of the place, such as the unconventional glass floor to see the sea, the suspended tumbling 

of el-cubes down the slope of the site, and, though abstracted, the reverberations of these cubes 

reflect the tumbling of waves on the beach. 
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The interstitial traces open the question of the paradoxical in Eisenman’s work, such as absence and 

presence, inhabitable solids, and interpenetrating masses, suggesting notions of being simultaneously 

inside and outside. Whilst such ambiguities form the spatial paradoxes of the interstitial condition, this 

thesis also proposes another fundamentally different kind of paradox, that of the procedural, referring 

to the various contradictions, discrepancies, and inconsistencies within Eisenman’s design processes 

(which include the linear/nonlinear developments of the process, synchronic/diachronic representation 

of time, as well as dialectical tensions between theory and reality, ornament and structure, intention 

and accident). The following paragraphs elaborate on the key arguments and implications of each 

chapter.  

 

The first chapter investigated the qualitative and empirical aspects of the Guardiola House, followed by 

its theoretical interpretation in comparing its published and archived schemes. It explored what is 

meant by the trace, the chora, and the interstitial in the Guardiola House by examining the body of 

texts and graphic documentation of and around the project. The Guardiola project is demonstrated to 

be the culmination of Eisenman’s search for the in-between condition in architecture, found in the 

metaphorical interpretation of Plato’s notion of the chora (via Derrida) as a foot in sand, which permits 

the work on the interstitial condition to encompass processes of tracing and imprinting. The work on 

the interstitial subsequently develops and opens onto various concepts of other significant theorists 

and philosophers, such as the index, blurring, smooth space, folding, etc., explored in Eisenman’s 

projects following the Guardiola House.  

 

In order to engage in a heuristic exploration and examination of the Guardiola House’s design 

process, a reconstruction of the project according to the published documentation was first made, this 

was followed by a close reading to compare these documents to the actual development of the design 

as per the archived documentation. This study not only demonstrated various discrepancies between 

the published and archived processes, but also found a significant development in the Guardiola 

design. What is discovered was that Eisenman, only later in the design development, suddenly 

decided to rotate or tumble the el-cubes into each other, as in the rolling of dice, whereby chance and 

unpredictability for the first time enters into his projects. After this, he re-tells the entire process as a 

logical linear narrative to re-elaborate the transformations producing the house.1 

                                                            
1 One of the key limitations of this thesis investigation regards the access to the archival material for the Guardiola 
House project. A suggestion for further research would be to document these more fully, not just the drawings, but 
particularly the physical models which were not made available at the time of the visit to the Canadian Centre for 
Architecture. As many of the drawings are undated, a complete chronology will require more investigation. The drawings 
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Two important discrepancies were found; these regard the unexplained procedures or steps to ‘rotate’ 

and to ‘imprint through surface’, as per Eisenman’s published process diagrams. These discrepancies 

revealed an underlying significance of such procedures, as they are not just steps within the process, 

but fundamental moves which actually motivate the development of the interstitial condition, 

constituting a shift, not only in the Guardiola House, but in Eisenman’s work thereafter. These moves 

formed parts of a much wider development in the real process, which was a development of House X, 

that had used el-forms, but not yet employed rotating or imprinting. Drawing upon Rowe and Slutzky’s 

distinction between a literal and a phenomenal transparency in avant-garde art and architecture of the 

20th century, this thesis poses a distinction between a condition of what is termed phenomenal 

interstitiality (suggesting notions of the simultaneous and ambiguous interpenetrations of the figures 

producing the design), in opposition to a condition of literal interstitiality (where the figures do not fully 

interpenetrate or interact with each other). Eisenman saw the need further to express the condition of 

the in-between in the Guardiola House by making it experienced in its projected built fabric. This he 

achieves by forcing his translation of the chora (as a metaphorical foot in sand) in deliberately 

generating a more sophisticated and ambivalent engagement of the rotated and orthogonal figures of 

the design, where they become merged and hybridised through interpenetration. This constituted a 

phenomenal interstitiality, which is important as it produces a visible or physical engagement of the 

procedural steps or traces, whereby the interpenetration is a way of expressing tumbling geometries 

as a new form of the trace, creating a perception and interplay of simultaneous systems both inside 

and outside the building. 

 

The second chapter provided an interpretation of the Guardiola House’s role in Eisenman’s work by 

analysing, mapping, and coding it into the other projects. By re-tracing the development towards the 

interstitial condition in projects before the Guardiola House, and how this condition is manifested into 

the projects afterwards, the study re-established or re-framed Eisenman’s line of work as a 

development of one idea, which transforms and evolves, that of the ‘Guardiola-idea-process’. This 

chapter demonstrates that Eisenman’s early works are examples of literal transparency (referring to a 

transparency which is seen) of the physical overlapping or superimposition of geometrical figures and 

their transformations. A shift then occurs with the Guardiola House, which demonstrates a phenomenal 

                                                                                                                                                                                              
may provide insight into the transformational narrative between House X and the Guardiola House. The models may 
open further exploration, scrutiny, and inspection of the design process, revealing aspects of this process beyond the 
drawings, especially regarding the translation from abstraction (idea) to material (physicality). 
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transparency where the figures of the process are subject to further interpretation, that of their 

superposition or merging to form the interstitial condition. Here, the in-between condition is 

fundamental and constitutes the project. Hence, as opposed to two systems (of grids or figures) 

merely overlapped, such as House III, the two systems are integrated and become part of each other, 

redefining conventional dialectics of architecture, such as inside and outside, figure and ground. This 

interstitial condition is elaborated in a variety of Eisenman’s works such as the Nunotani, Koizumi 

Sangyo, Aronoff, Haus Immendorff, and Max Reinhardt Haus projects, and culminated particularly in 

the Santiago complex.  

 

Eisenman’s work is thereafter re-interpreted using the ‘Guardiola-idea-process’ as a key to understand 

his projects. This ought to reflect the initial aim of the thesis, that of employing the Guardiola House as 

a metaphorical device or lens like a kaleidoscope, to observe Eisenman’s works following the 

Guardiola as results of a project of phenomenal transparency and ambiguous formal compositions as 

constituted by the interstitial condition. Hence, the Guardiola (as an idea and a process) is read 

metaphorically as a differing and deferring chain, a simulation of serial repetition and derivation, a 

morphogenetic evolution, and as a Cheshire Cat which is constantly appearing and disappearing in 

Eisenman’s work and thinking. The Guardiola House, as with Eisenman himself, is conceptually and 

analogously morphogenetic, transforming, and recombining in occasional peaks, such as the Aronoff 

Center and the Santiago complex, disappearing and reappearing as new manifestations and 

developments of the Guardiola-interstitial-trace. 

 

The third chapter provides a critical reading of the aforementioned procedural paradoxes found 

through the investigation of the use of traces in Eisenman’s design processes. The paradox is found in 

his work and thinking in multiple ways, where apparent contradictions reveal significant aspects of a 

project. These paradoxes pertaining to the design process are seen to be ‘productive collisions’ of 

logic which further explore a project’s multiplicity. In relating the Guardiola to the thought experiment of 

the Schrödinger’s Cat, this chapter further elaborates the discrepancies of the process developed in 

chapter one regarding the distance between the linearity of the published design process and the 

nonlinearity and open-endedness of the project’s actual development. The interstitial traces and 

imprints, which result from a multi-layered (real) process, are indeed ‘flattened’ in a controlled step-by-

step (fictional) process to introduce a discourse on iterative geometries. Thus, not only is Eisenman’s 

diachronic (happening through time) published process diagrams flattened in the resulting project, as 

the process is ultimately obfuscated and made synchronic (shown at the same time), but within the 

representation of this process, he selectively re-orders and re-represents the order of events. Through 
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this anachronic reduction or flattening (deliberate chronological inconsistency or discrepancy) 

Eisenman intended to idealise and linearise the real process, reducing its decisive, trial and error 

illogicalities, so as to create a ‘perfect fiction’ of the becoming of the project. Thus, Eisenman’s 

transformational narrative of the process diagrams is actually a post-factual re-telling of the real pen on 

paper design process.  

 

The Guardiola House becomes an interesting subject to re-observe Eisenman’s work and validate his 

declared objective to communicate the sign of intentionality through architecture. As illustrated in the 

discussion of the project there is an obfuscation between multiple intentions, where the traces were 

doubled and flattened. However, this double process follows the single underlying intention of 

exploring the interstitial condition through traces and imprints as a fundamental condition of ambiguity, 

ambivalence, and hybridity in architecture. This is what makes the Guardiola House a critical turning 

point in Eisenman’s work as it opens a new area of exploration on architectural spatiality to the design 

process. It allows accidents and other intentions which are nonlinear and inconsistent to his formal 

procedures to enter into a dialogue which informs the overall project. 

 

This chapter argues that the architect intended the traces to be read for their indexical qualities – 

intended to code the process – as a means of theoretical intellection of the design, but the traces 

became increasingly more sophisticated and blurred to the point of non-legibility. This constitutes a 

paradox between theory and reality, that is, between the act of discourse (of narrativising a process) 

and the reality of designing a house (according to contingencies of site and program). The traces 

subsequently became experienced as ornamental effects. The interstitial condition constitutes a 

paradox of ‘necessary ornament’, whereby the traces are both essential and decorative, the traces are 

both structural or apparently structural (providing for inhabitation as a house – floors, walls, windows, 

etc.) and indexical (recording the transformational processes). The interstitial manifests in projects 

outside the Guardiola House as a reconceptualisation and blurring of the distinction between elements 

and components of architecture, landscape, and furniture. This appears in multiple instances such as 

the distorted wall in the Aronoff Center where the geometries of the process combines the functions of 

a wall and a bench. Thus, the interstitial condition provides a new way of conceiving space and 

articulating functions – as affects of accidental intentions. 

 

Consequently, following the three chapters of this thesis, what remains to be asked is: what bearing 

does the Guardiola House have on the discipline of architecture, particularly the practice of design? 

Within the context of Eisenman’s significance and contribution to the discipline of architecture (that of 
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architecture as a form of text or discourse, as coded traces to be read, whereby a building records the 

design process of in-between steps), the thesis has established that the Guardiola House, in its 

development of the interstitial condition, re-conceives conventional design processes, whereby traces 

become unconventional architectural elements. Eisenman operates on the strange and distorted 

geometries of the interstitial condition and seeks to make it inhabitable. The interpenetrations 

constitute the ‘windows’ of various unconventional shapes, whilst the slanted surfaces and interrupting 

frames start to engage with the users of the house, challenging the limits of inhabitability. The 

significance of the Guardiola House lies in how the immanent design process opens new 

opportunities, dimensions, and ideas of pragmatics, that is, how the traces manifest into physical 

reality and how they do or do not function as elements of a house.  

 

The ‘Guardiola idea-process’ proposes a new spatiality and design after modernism’s notion of 

limitless, extended, and flowing open space, where the interstitial condition is made to express a 

simultaneity and ambiguity of systems which not only records the process of designing, but also 

redefines architectural elements. The Guardiola House happened at a key moment in Eisenman’s work 

and thinking, where he no longer operated with the archetypes and rigid rule-bound transformations of 

Chomsky’s structuralism, rather, the phenomenal interstitiality of the Guardiola is linked to Derrida’s 

deconstruction, as a space of différance, whereby conventions of architecture are broken down and 

challenged. The geometric operations and articulations of the Guardiola House mark a conceptual 

shift in Eisenman’s approach, that is, a shift from structure to ‘event’ (in the different senses posed by 

Derrida, Deleuze, and de Solà-Morales, for example). The rotation or tumbling of el-cubes through 

themselves suggests notions of chance and unpredictability. This thesis posed that Eisenman has 

moved to the unpredictable, complex, and interpretive ‘events’ of poststructuralism, a shift made 

possible only by the discovery of the interstitial condition as something more than the record of traces 

of a design process, welcoming the possibility of risk and the open-endedness of a text. 

 

In the wider context of contemporary architectural practices, particularly those pertaining to digital 

processes, such as animated, parametric, algorithmic, and other script-based procedures, the 

Guardiola House is a significant antecedent to these particular modes of process-driven design. 

Emergent design practices today and their use of digital software’s geometric manipulative tools 

reinforces what Eisenman had established in the Guardiola House, that is, form as a result of a 

complex set of speculative procedures. Today’s wind-up parametric or algorithmic processes lack the 

concept of intentionality, a key principle inherent ever since Eisenman’s dissertation. His Guardiola 

project brings into procedural design systems a notion of intentionality, as the house is not just an 
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exploration of geometry, rather it develops a new spatiality, that of the interstitial condition – as a 

reinterpretation of the poché. The Guardiola project may resemble today’s parametric or algorithmic 

work, but the project is also a particular response to the anteriority and interiority of architecture in 

terms of typological, cultural, social, programmatic, and site aspects. Eisenman’s Guardiola 

foreshadows architecture as an event, by bringing into the house notions of tumbling, chance, and 

unpredictability. The interstitial condition, as developed in the Guardiola House is a form of 

deconstruction: critique and maintenance. The project maintains the cube, but challenges the spatial 

conceptions of classical and modern architecture. The Guardiola’s tumbling el-forms are not just 

iterations of transformations (as per contemporary parametric, animated, or scripted forms), but these 

transformations are indexed into the final outcome. The resulting forms are not just decorative 

elements, but reinterpretations of traditional architectural ideas and practices of designing a house. It 

is not just a house, as the interstitial condition starts to question the notion of house-ness, as well as 

the distinctions between inside and outside, the conception of a wall or floor, or even structure. It is an 

architecture about designing architecture.  

 

In conclusion, this thesis proposes that the Guardiola House is the single most important project and 

contribution by Eisenman. This house is not only a project, but an ‘idea-process’, since it posits his 

conceptual principles henceforth. It acts as a code or index of how the idea of the interstitial trace is 

paramount to his work. The Guardiola House is a resonating and reverberating ‘idea-process’ leaving 

traces and imprints in his work, in much the same way as the movement of water on a beach where 

the sand records traces of tides and erosions of the successive waves receding to the sea. Like the 

house itself, the project tumbles into his other projects, where the interstitial condition oscillates and 

fluctuates in figural volumes producing further spatial-temporal collisions and potential narratives. 
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Figure i: Interior render of Eisenman’s Guardiola House.  
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