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Critics Converse with Ghosts

Johann Wolfgang von Goethe begins his 1772 essay “On German Architecture” with 
an account of a failed attempt to find the grave of Erwin von Steinbach, the architect 
of the Strasbourg Cathedral, followed by the realization that the masterpiece was, in 
fact, the ultimate “memorial” to its architect. What follows must be one of the strang-
est (and certainly the spookiest) pieces of architectural writing, with a cameo appear-
ance by the ghost of the architect. 
	 The piece begins with the young German polymath standing in front of the church, 
recording his feelings: 
	 “So I shuddered, anticipating a misshapen, grotesque monster. But what unex-
pected emotions seized me when I finally stood before the edifice! My soul was 
suffused with a feeling of immense grandeur, which, because it consisted of thousands 
of harmonizing details, I was able to savor and enjoy, but by no means understand and 
explain. They say it is thus with the joys of heaven, and how often I returned to savor 
such joys on earth, to embrace the gigantic spirit expressed in the work of our brothers 
of yore!”1 
	 In addition to pioneering a proto-phenomenal account of architectural experience, 
the essay gave birth to a new concept, Geist, to address the ineffable, non-material 
essence of architecture. In the English the word has been translated as “spirit,” but the 
German original can also be translated as “ghost.” To make sense of this strange term 
with its double meaning we need to come to terms with Goethe's epistemological 
project, which he paraphrased in the advice he gave to his Neoclassicist contemporar-
ies: measure less and feel more. Goethe insists that Gothic architecture cannot thus 
be comprehended with reason alone. Instead, one needs to “feel” its brilliance by 
teasing out the spirit of the building with one’s eyes and letting it flow through the 
body into a writable experience. With the ghost of the architect serving as his guide, 
all Goethe needs to do is to record his words:
	 “Why are you so amazed? He whispered, ‘All these masses were necessary. Don’t 
you see them in all the older churches of my city? I have merely elevated the arbitrary 
vastness to harmonious proportions. Above the main portal dominating the two 
smaller ones on either side, see the broad circular window! Once there was only a 
small hole to let in light, and now it harmonizes the nave of the church. See the bell 
tower above – it demanded smaller windows. That was all necessary and lent it beauty. 
But oh, when I float through these dark and sublime side apertures, which appears to 
be empty and useless! In these bold, slender forms I have concealed the mysterious 
forces, which were to raise two towers high into the air.2 
	 Here we must acknowledge the historical dimension of the Romantic imagination. 
Thinkers in this intellectual lineage believed that the present moment not only marked 
the advent of the future but allowed for the discovery of the past as well. 

10.12
Visiting professors Emre 
Arolat and Gonca Paşolar joined 
students for dinner at Florian 
after their Context and Pluralism 
lecture. The Dean's Council was 
also in attendance, including its 
founder: Robert A.M. Stern. 
10.13
Outlines held a working meeting 
to discuss funding, open house 
paraphernalia, and a conference 
called Radicalizing the Architec-
tural Discipline organized by Emily 
Golding (BA ‘18) as part of the 
larger upcoming IvyQ conference.
10.16	
Eero Saarinen Visiting Professor 
Elia Zenghelis began his lecture 
with a statement of faith: 

“Architecture is a pixel of the city, 
and the city is the epitome and 
paradigm of our civilization.” 
A post-reception dinner was held 
at Shake Shack, so that Zenghelis 
could have all of his student 

“buddies” with him at dinner.
10.17
Equality In Design has begun 
teaching at Conte West Hills 
Magnet School in New Haven. 
This semester, YSoA students 

will be working with three classes 
of 7th graders on spaces of 
democracy, using Ancient Greek 
examples to analyze and inspire 
contemporary imaginations. 
10.19
Members of the class of ‘18 
and Advanced Studio Faculty 
were invited to visit the 50th 
Jim Vlock Building Project at 54 
Adeline St., after missing the 
October 2nd reception during 
Travel Week. Highlights of the 
evening were Sunil Bald as 
acting dean, catching up with 
Adam Hopfner, and touring the 
beautiful house. Congratulations 
@yalebuildingproject2017!
10.20
Last Friday’s 6/7, “Petting 
Therapy,” yielded one cat, one dog, 
two small children, and one 
desk plant. 
10.22
FC YSOA lost a well-fought 
intramural soccer game to Yale 
Medicine, 2-1. Our lone goal 
was scored by Blair Chang (M. 
Arch II ‘19). 
10.23
Trebor Scholz, author of 
Uber-Worked and Underpaid: 

How Workers are Disrupting the 
Digital Economy, lectured for 
Peggy Deamer’s Architecture and 
Contemporary Labor seminar.
10.24
Students paused midterm 
production for pizza at the 
Alternative Paths: Fellowships, 
Research & Teaching talk with 
graduates Ashley Bingham (M. 
Arch II, ‘13) and Erik Herrmann (M. 
Arch II, ‘12). They discussed their 
post-graduate travel, teaching, 
and research trajectory, advising 
students to aim for even unlikely 
opportunities, keep abreast of 
the many travel fellowships, and 
to use this academic setting 
to bolster interests especially 
through elective courses. 
	 A fire alarm briefly disrupted 
ongoing first and second year 
reviews. Students and jury alike 
were forced out Rudolph and into 
the drizzling rain.
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			   CRITICS CONVERSE WITH GHOSTS		          609

	 His 1920 article “Das Grosse Schauspielhaus” culminates the intellectual trajectory 
that began with Goethe conversing with the ghost in the Strasbourg Cathedral by 
discussing architect Hans Poelzig’s colossal theatre, which was destroyed during 
World War II. The author explains that the theatre’s greatness can be traced to the 
creative genius of the architect. What is new here is that the architect is seen as being 
possessed by the Gothic spirit. As Scheffler writes, “through the ‘Gothic’ in him, 
[Poelzig] strives for the pathos of expression and hugeness, breaking all stylistic imita-
tion and leads towards the new…”6 Like his predecessors, Scheffler used language to 
capture the tender moment when the restless, striving spirit was at the cusp of making 
its presence become palpable. These lovers of the Gothic remind us that—like no 
other art—architecture can embody destinies of whole civilizations, and, in so doing, 
insert some magic into our daily existence.

	

1	 Johann Wolfgang von Goethe, “On German Architecture” 
	 from Goethe: Essays on Art and Literature, John Gearey ed. 
	 (New York: Suhrkamp Verlag, 1986), 7.
2	 Ibid., 6.
3	 Ibid.
4	 Karl Scheffler, Geist der Gotik (Insel Berlag, 1917), 92. 
	 Translation my own.
5	 Ibid., 107. Translation my own.
6	 Karl Scheffler, “Das Grosse Schauspielhaus” 
	 in Kunst und Künstler (1920): 232. Translation my own.
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Friedrich Nietzsche’s essay on the “Advantage and Disadvantage of History for Life,” 
written in 1874, made an important point that only animals live in the present tense; 
human beings, whether they want it or not, are always haunted by the past. Following 
on Goethe’s footsteps Nietzsche invests the built environment with ghosts from the 
past:
	 “The history of the city becomes for him the history of his self; he understands the 
wall, the turreted gate, the ordinance of the town council… he looks beyond the 
ephemeral, curious, individual life and feels like the spirit of the house, the generation, 
and the city. Occasionally he will greet the soul of his people as his own soul even 
across the wide, obscuring and confusing centuries; and power of empathy and divi-
nation, of scenting an almost cold trail, of instinctively reading aright the past however 
much it be written over, a quick understanding of the palimpsests, even polypsest — 
these are his gifts and virtues.”3

	 Nietzsche used Goethe’s experience of standing on the grave of Erwin von 
Steinbach to exemplify a moment when the temporal barrier between present and 
past erodes: Nietzsche observes how, as the author let the “tempest of his emotions” 
activate his soul, the “historical cloudcover spread between them tore.” For him, this 
communion between a living person and a ghost from the past acted as an ultimate 
manifestation of how historical memory can nourish life. 
	 It is important to acknowledge that Nietzsche wrote this essay during the century 
that invented historical thinking, including architectural historicism. In that model, 
the present was considered a summation of historical moments leading to that point.  
In contrast, Nietzsche did not consider history as belonging to the past; instead, like 
Goethe’s ghost, history had to be woken up and activated by the “plastic powers of 
life” of a living person. In such a ghostly encounter, the past and the present fold into 
a seamless topology that helps life propel towards the future.  
	 It is for this reason that Gothic architecture became catnip during the early years of 
the tormented 20th century. Among the most lucid, yet forgotten architectural writers 
from this period was Karl Scheffler, best known as the editor-in-chief of the influential 
magazine Kunst und Künstler. His 1908 book, Der Geist der Gotik (Spirit of the Gothic) 
turns the Gothic into a symbol of the eternal strife between man and the world. On 
occasion, his prose reads like a Gothic novel where the spirit impregnates matter to 
the point of unhinging: “The stone became immaterial, the weight became lifted, as it 
were, the wall became erased, the spatial boundaries became invisible, and everything 
resolves into a atmospheric synthesis [Stimmungssynthese].”4

	 Importantly, Scheffler did not treat the Gothic as a historical style but saw it rather 
as a manifestation of an eternal striving embodied in art and architecture of all ages, 
visible in the Cathedral of Riga, Auguste Rodin sculptures, as well as in the buildings 
of his time. He observes a “restless force towards power, which governs the whole 
world, find[ing] its fulfillment in storage buildings [Speicherbauten], department 
stores, and skyscrapers, the industrial buildings, railway stations, and bridges.” In this 
“rough functional form,” he argues,  “lies the pathos of suffering, the Gothic spirit.”5

[Electronic church bells chime 
ominously as Matt Wagstaffe 
begins the conversation...]
Let’s begin with some logistical 
questions: when do you start 
setting up the store?
We typically begin in August, 
probably towards the end of the 
month. 
What are the spatial require-
ments that Spirit looks for in a 
store?
It depends on the size of the loca-
tion, but we generally go with 
something that has enough room 
for different sections—whether 
they be kids or adults—as well as 
dressing rooms and sufficient 
space for a stockroom. 
How big is the stockroom?
Off the top of my head, I’m not 
really sure. But at least one-sixth 
of the space.
So you start setting up the 
store. Then when does inven-
tory begin to arrive?
It fluctuates, but they give us 
enough time to build out the store. 
We don’t use the actual wall-walls. 
We bring in our own walls. We 
build the walls ourselves and set 
them up according to the plano-
grams that Spirit provides. Then, 
not too soon after, we are sent an 
initial shipment of products so 
that we can get an idea of how 
things will be pegged up. 
[Church bell rings again…]
And when you say “us,” who…
It is all of the associates that we 
are hiring at that time, as well as 
returning associates who are typi-
cally district managers. 
So the same people that sell 
items in the stores build them?
Yes. I myself set up three or four 
stores this year.
Do you work at a number of dif-
ferent locations?
No, this is my store.
How many days does it take to 
move it all in?
They gave us an initial set up time 
of eleven days this year.
The spatial arrangement within 
the store… Is there a hot-spot 
to put high-priced items, or are 
there any sort of rules for that?
People’s eyes go up towards the 
top—that’s the strike zone. That’s 
where we put the hot items. There 
are also focal walls that are above 
the lower walls. These focals 
walls go up higher so that they 
can be seen as one goes through 
the store. For example, from right 
here you can see Stranger Things, 
Nightmare Before Christmas, and 
a few other things that are our 
main focuses. 

What’s the split between cos-
tumes, decorations…
That’s a very good question. As far 
as I know, we are the only store in 
the area that sells animatronics. I 
know Halloween City mostly does 
costumes because they are the 
off-shoot of Party City. Spooky 
Town also mostly does costumes. 
We do a little bit of everything. 
Obviously, because the walls are 
lined with costumes, we too deal 
mainly in costumes. [Church bell 
rings.] But because we are the 
only ones that sell decor… I’d say 
we have 50% costumes, 40% 
décor, and 10% miscellaneous. 
What’s the breakdown between 
scary and non-scary products?
Honestly, it’s half-and-half. As you 
can tell, our inventory is broken 
down into licensed and unli-
censed merchandise. Most 
licensed products are faced 
towards the door so that some-
thing familiar catches customers’ 
eyes, whereas the unlicensed—
our products specifically—are 
splashed in intermittently. Scary is 
mostly left up to our animatronics, 
which you can’t find anywhere 
else.
Do you have a special licensing 
agreement with the animatron-
ics producers?
I’m not entirely sure. I know that 
they come from the Spirit/Spen-
cer’s company, so we don’t need 
licensing from anyone else. It’s 
just ours. [Church bell rings.]
 If anything, we did get some 
Nightmare Before Christmas ani-
matronics this year, which we 
probably had to license from Dis-
ney. Other than that, most of our 
products are originals. 
How many boxes of the fake 
spiderwebs do you sell?
Spiderwebs? It depends. We 
have different sizes and styles. 
Probably ten boxes at least, 
depending on how well packed 
they are. 
Where does Spirit keep 
all of the inventory for the rest 
of the year?
I’m assuming that it goes back to 
a warehouse. At the end of the 
season we do the inventory our-
selves, pack everything up, and 
send it back. 
Pause for customers. 
[Adams Family theme song plays.]
Do you know what happens 
to the space during the rest of 
the year?
I believe it is typically closed. 
Most people know that this is 
where Spirit is in Ansonia. This 
year there was a bidding war with 

Halloween Town. They were prob-
ably trying to take our spot 
because they know that locals are 
familiar with the location.
And what about employees, 
what do they do during the rest 
of the year?
I work at a Spencer’s, so I go back 
there. Everyone else has other 
jobs, or they just pick this up as a 
part-time gig.
How frequently do employees 
return for another season?
That also fluctuates. It depends 
on how they felt the experience 
was. Some people don’t cut it 
towards the end, just because it’s 
a high pressure situation. We are 
a seasonal store with a certain 
demand, and because we special-
ize in specifically Halloween… 
We are—not to boast—better than 
most Halloween stores because 
we sell costumes, décor, and a 
multitude of other things, as well 
as exclusives. [Church bell rings.] 
We get a fair amount of business, 
and sometimes it’s a little too 
much for some people to handle.
Does working here ruin Hallow-
een for employees, or is it 
something that you still love 
and look forward to?
Whenever I hold interviews, typi-
cally the first question I ask is if 
you like Halloween. [to associate 
standing next to him behind the 
counter] Hailey! Is that what I 
asked you?
Hailey: 	 Absolutely!
Do you like Halloween?
	 I love Halloween!
You get used to it. If anything, the 
worst part is the music. We only 
get one playlist. I’m here everyday, 
Hailey is here most days, and we 
all have that one song that we 
hate. 
	 [Laughs] I have 

	 multiple.
I really like “What Does the Fox 
Say?” It’s so good. It doesn’t 
make sense, it’s not even a Hal-
loween song. [Laughter] Other 
than that, you get used to it. Eh.
And one last question: What is 
your favorite scary movie?
That’s a very good question… I 
like gore porn, so I am a big fan of 
the Saw series. I really enjoyed 
the recent IT remake [All: Yeah, 
yeah, it’s great]. I thought Skars-
gård was great and Pennywise 
was very funny. I like thinking 
about him waving the kid’s arm 
while eating it in the bushes. That 
was pretty cool. I also like his 
dance. 

How did you get involved in the 
paranormal? Were you trained?
When I was maybe 9 or 10 years 
old, I read a book on hauntings by 
a gentleman named Lloyd Auer-
bach, and ever since then, I've 
kept reading all about it—not 
ghost stories, but paranormal 
investigation and the science 
behind it.
	 On training, there used to be 
an accredited parapsychology 
course that you could take, but 
the last one closed in the eighties. 
It was at the JFK University in Cal-
ifornia. Now it’s recommended 
that if someone is really interested 
in following this field of study that 
they get a degree in abnormal 
psychology and perhaps biology, 
with an understudy in some sort 
of energy science. Which I have 
none of. I just did a tremendous 
amount of reading. I then took an 
educational approach and went 
to the Rhine Research Center at 
Duke University where I did an 
energy study with Dr. William G. 
Roll. But there is no apprentice-
ship or anything like that. It’s 
mostly field study, going out and 
doing it—that’s really the best way 
to learn in this particular field. 
In your fieldwork, have you 
found that there is a particular 
type of building that is more 
prone to haunting?
We have found that buildings with 
running water beneath their foun-
dations or limestone in their struc-
ture tend to have a higher degree 
of activity. But it’s more con-
nected to the land and the ener-
gies associated with the land than 
the actual structure itself. 
Overall, it seems to be trauma, tur-
moil, and those sorts of things 
that work as catalysts. 
So is it more about events that 
have occurred at a place, or are 
their energies embedded in 
certain locations?
The events-based route seems to 
be a little more accurate accord-
ing to most of the research. 
But it is also attachment-based. 
There may not be an event, but 
maybe some guy spent thirty 
years hand-building his house, 
or maybe he built a mansion for 
his wife and died before she 
could enjoy it. People could be 
emotionally attached to some-
thing and stick around for what-
ever reason. The mechanics are 
still unclear, but we do see that 
that happens sometimes. 
Does that mean that you have 
found ghosts of architects that 
are inhabiting their designs?
I don’t know of any specific exam-
ples of professional architects… 
but it would make sense. If some-
one had spent a tremendous 
amount of time really focusing on 
this building and its design, and 
they had a real passion for it, then 
they could stick around and want 
to interact with that. We find that 
a lot. If you put something 
together, you are the architect. 
We had a case where a woman 
spent five years taking different 
fabrics from loved ones and mak-
ing this quilt for family members, 
but she passed away before 
she could finish it and it seems 
like she is still attached to that. In 
essence, she would be the archi-
tect of the quilt, right?
Yeah, totally. Do you find ghosts 
in places that they inhabited a 
lot, or are there any general 
types of spaces—corners, attics, 
or basements—that ghosts tend 
to congregate in?
It depends on the type of haunt-
ing. If it’s a residual haunting 
where the spirit is doing its 
own thing and not aware of time 
and space—more like a playback—
it seems to be more loca-
tion-based: always on the stairs 
and then disappears into the wall, 
or always seen in the bedroom. 
But if it has an intelligence—an 
intelligent type of haunting where 
the spirit interacts with its sur-
roundings and seems to be aware 
of time and space—it will free-float 
throughout the structure and not 
be confined to a certain area. For 
instance, in the Winchester Mys-
tery House in California, they 
seem to think that one of the spir-
its there is mostly confined to the 
bedroom, but she has some intel-
ligence, so maybe that's where 
she spent her final days. 

Do you ever encounter entities 
that are not the spirits of the 
deceased but are something 
else entirely?
Yes. There seem to be some that 
are just energy. We can’t say 
that it’s a person. You seen some-
thing move or a door slam, but 
does that mean that there is a 
spirit that was once a human and 
is closing a door, or is it just 
energy? Then there is what we 
call inhuman, which if you are reli-
gious you may call a demon—
something that doesn’t seem to 
have ever walked on earth in living 
human form, something that 
seems to be here to get rid of 
humans. Then there is the whole 
realm of poltergeists, which are 
based on the self-manifestation of 
energy that just happen and 
nobody knows why. In those 
cases we will suggest that the 
individual receives some psycho-
logical counseling, and some of 
the time they find that when they 
work through their issues the phe-
nomena stop. So that is more of 
an energy phenomena, not the 
case of something that was once 
on earth living as a human. 
On the theme of slamming 
doors, are there other parts of 
a house that spirits typically 
interact with?
We have found that spirits 
will interact with just about any-
thing. I saw a clock fall over 
in slow motion, which was crazy 
to me. I never thought that 
I would see anything like that. I’ve 
seen spontaneous fires, where all 
of the sudden a fire just erupts on 
a table. I’ve seen holy water start 
to bubble. Paranormal activity is 
not confined to just the opening 
and slamming of doors, but 
maybe something like opening a 
door or a window is a little easier 
and more forthright for a spirit.
Why do you think that spirits 
are confined to structures like 
this and not free-roaming 
throughout the landscape?
To be completely honest, that is 
something that nobody in this 
field has an answer to. This is a 
field that has not one fact.
Architecture is just like that.
Then we have something in com-
mon! There is speculation though. 
The spirit may have a different 
understanding of time and space 
than we do—fifty or sixty years 
to us may only be a few seconds 
for it, the mechanics of why a 
spirit would decide to remain 
in a place, whether they are 
bound by some sort of ethereal 
tether that we don’t know about, 
that’s one of the answers that we 
are trying to find.
You have encountered all of 
these spirits. Have this experi-
ences helped you to answer the 
question of what happens after 
we die?
Our research seems to indicate 
that there is some sort of afterlife. 
We find what we believe to be 
spirits—we use spirit as an 
umbrella term that has been tradi-
tionally a religious term, but we 
use it to generally refer to what 
you may call ghosts. We have 
found that there appears to be 
something after this life, and that 
your consciousness travels with 
you in some respect. Personally, I 
am Roman Catholic and I believe 
that there is an afterlife, and the 
work that I have done has helped 
to solidify that belief. 
And a question we’ve been ask-
ing everyone: what’s your favor-
ite horror movie?
Ghostbusters—which is my 
favorite movie of all time and 
should be everybody’s favorite 
movie of all time. 

*     *    *    *

TOWN & MONSTER
Jacob Schaffert, M.Arch ‘19

In 2012 the Ontario suburb of Brampton—a 
rapidly growing, diverse community of 
Canadians living in a contrastingly homoge-
nous housing stock—had a problem: a con-
struction permit, for what the neighbors 
spitefully dubbed “the Brampton Monster,” 
had been granted for a 6,600 square foot 
house in a neighborhood of identical “bunga-
lows” (to put it generously).  Unlike its 
neighbors, the Brampton Monster eschewed 
the standard gable form and zoning-man-
dated setbacks, choosing to sit in the site like 
an engorged tick, with a high flat façade that 
tapered like an abused Amazon package 
arriving uninvited and neglected on the door-
step of the neighborhood. The community 
was indignant and shouty. The villagers gath-
ered their digital torches and pitchforks in a 
clamor of heated online flaming and 
self-righteous blogging. Local “news ser-
vice,” Brampton Focus even produced an 
hour-long, spittle-filled YouTube special 
denouncing the house. Was it a hideous eye-
sore? Did it have architectural merit? It 
didn’t matter: the neighbors were incensed 
and airing their grievances, from the truly 
outrageous to the unbelievably petty, to the 
city. The resulting legal melee was predict-
ably ugly and protracted, culminating in the 
partially-built home’s forced demolition last 
August.
	 This type of suburban NIMBY savagery 
is of critical concern to us architects. Bramp-
ton’s angered mob presents a case study of a 
community’s psychological response to the 
architecturally monstrous. One’s opinions of 
the home’s appearance here are irrelevant; it 
is classified as a monster in the taxonomic 
sense of the word. It is monstrous not 

because of any positive qualities, like a pen-
chant for brains or a thirst for blood, but 
because of exclusively negative characteris-
tics; that is, its deviation from a contextually 
established archetype of housing. This is due 
partially to its extraordinary size, but equally 
to its confounding of the local and societal 
definitions of suburban, gabled-roof domes-
ticity. Monstrosity, both of the wood-framed 
and wooden-stake-in-the-heart varieties, is  
always a contextually dependent construct. 
	 In classic monster tales, the village estab-
lishes a mode of domesticity; the monsters in 
their castles live outside of that norm, meta-
phorically and literally. If Dracula lived 
within the small Romanian village, instead 
of outside in his exurban castle, he likely 
would have been considered a troubled man 
with a skin condition who got bitey at times, 
and not a terrible creature of the night. It is 
architectural deviance that contextualizes the 
monster—Nosferatu’s castle represents an 
alternative model of living, establishing him 
as a perpetual outsider and externalized exis-
tential threat to the villagers below. The 
sense of moral threat prompts the villagers, 
our narrative proxy, to raise their torches in 
morally unambiguous fury. Because the 
monster threatens us as outsider, we are not 
forced to confront the sticky questions that 
the burning of even a bitey neighbor’s home 
would prompt.
	 This theme of architecture as beast-defin-
ing device recurs in popular monster narra-
tives. Hitchcock’s titular psycho would be 
more of a Freudian oddity than a terrifying 
murderer without the seclusion of his motel 
and the mysterious silhouette in the window. 
In Kubrick’s THE SHINING, the hotel itself 
antagonizes Nicholson’s already creepy 
“Jack,” driving him into a homicidal frenzy. 
Even in the most recent adaptation of Ste-
phen King’s IT, an abandoned home medi-
ates the connection between the human 
realm of the village and the subterranean 
realm of the monstrous. This trope is by no 
means an accident: we feel a need to contex-
tualize aberrations in our constructions of 

normalcy; we reject them in order to main-
tain our sense of ordered reality. This can be 
seen in the dichotomy of the woodsman, a 
rugged individualist who derives his liveli-
hood from nature, and the man-who-lives-in-
the-woods, a deranged hermit who survives 
off of acorns and pine-needles. Although the 
actual day-to-day life of each may be strik-
ingly similar, the lens through which we 
accept one and shun the other is architec-
tural. We see ourselves reflected in the 
woodsman, because he lives in a house, 
while the man-of-the-woods is alien because 
of his forest vagrancy.
	 The three act monster narrative plays out 
identically in the village of Brampton and the 
village of Frankenstein—the birth of the 
monster, its rejection by the village, and its 
ultimate destruction at the hands of a figura-
tive torch-wielding town mob—because of 
the ease with which we collectively slip into 
this trope. We prefer the moral clarity this 
narrative grants us villagers to the ambiguity 
inherent to recognizing the monstrous as a 
constituent within the body of the commu-
nity. As architects, we must be cognizant of, 
if not actively in opposition to, dominant 
models of domesticity and their archetypal 
architectural forms these monstrous narra-
tives engender. We need to understand our 
role as the Dr. Frankenstein (Frank-en-
STEEN) of this story, creating our own mon-
sters that we then release into the world. Our 
obligation is to counter the torch-wielding, 
knee-jerk response of society and expand the 
metaphorical village walls to include the 
monstrous castle lair.

How are you today?
I barely have a voice but I’m doing 
great. It’s one of the drawbacks of 
being a scarer—your voice doesn’t 
get back to normal until around 
Wednesday. And then you gotta 
use it a few more days.
Is it from screaming?
From screaming and scaring, 
yes sir.
To start off with a basic question, 
how did you get involved in 
haunted houses?
I’ll tell you how I got started loving 
horror. I was about five years old, 
living in the Bronx. My mom loved 
monster movies. There was no 
such thing as a horror movie in 
those days, there were monster 
movies—the Frankensteins, the 
Draculas, the Mummies and all of 
that. Back then we didn’t have 
cable or Netflix, but there was the 
Million Dollar Movie: every night at 
seven o’clock, the same movie on 
Channel Nine. So Monday, Tues-
day, Wednesday, Thursday, Friday, 
Saturday it’s Bride of Frankenstein, 
and Mom said “You gotta watch 
this with me—I don’t want to watch 
it alone.” And I go, “Sure,” until the 
music starts and I scream and say, 

“No way” and I go to bed alone. The 
next night she asked me, “Are you 
going to watch it tonight?” And 
you know, I sit there and I close my 
eyes the whole movie and I tuck 
my head into her shoulder and I 
don’t watch it. On Wednesday 
night I watch it through my fingers 

— I watch it a little. And on Thursday 
night I can’t wait to see the whole 
movie. On Friday I’m reciting lines 
from it. From there I was buying 
monster models, watching every 
possible monster movie, and get-
ting monster magazines.
My other great passion was rock n' 
roll. I’ve always worked in the 
entertainment field — DJing, MCing, 
and producing music events. So 
rock n' roll and horror. From those 
passions spawned tours — I orga-
nized niche travel adventures. We 
did Beatles tours to Liverpool, 

Dracula tours to Transylvania, and 
ghost tours to Europe. But I always 
felt the desire to put together a 
world-class haunted house. About 
ten years ago the opportunity 
arose. A haunt in the Midwest 
went out of business and I had an 
open building in West Haven. We 
put the right team together — the 
perfect assemblage of consultants, 
actors, electricians, and engineers. 
It was an amazing haunted house, 
but unfortunately it only lasted two 
years because the building was no 
longer available. It was very 
depressing for a while because I 
wasn’t able to find another ideal 
location until last year. We finally 
found a building in Stratford that 
fits all of our specifications — it’s 
visible from the highway, has 
unlimited parking, is 20,000 sq ft, 
and is just affordable. Unlike past 
places, we are able to occupy the 
building throughout the year: we 
pay a lot of money for three 
months, and then just storage rent 
for the rest of the year, so we 
can always get in there to recon-
struct it and improve it for the Hal-
loween season.
So when do you start setting up 
for the haunted house and how 
long does it take to get it fully 
operational?
All in all, it usually takes three to 
four months to build, but a haunted 
house is never finished. As we go, 
we continue to tweak and improve 
it. We’ll realize that there is a cer-
tain room, that as people walk 
through it, they come out bending 
down, which is really not a plus, 
because when they are bending 
down it ruins their scare in the next 
room, which requires them to be 
standing up perfectly. And we 
keep adding stuff. We added a 
motion simulator ride called “Bur-
ied Alive.” It’s as if you are in a cof-
fin, and it’s pretty special. Our goal 
is to always keep making it scarier, 
more professional. And also to 
make it a longer attraction: we 
don’t want visitors to just run 

through in fear; they’d be in and 
out in fifteen minutes. We want 
to engage them.
What are some of the strate-
gies for elongating the 
experience?
The best scare is a startle scare, 
where the actor is hidden in the 
room or in an unexpected loca-
tion, or there is a distraction and 
then the scare comes out. But 
that’s a fast scare. There are 
also the longer, more interactive 
scares: actors who will mess 
with you, actors who will invite 
you into the kitchen to eat brains 
or clowns who won’t let you 
escape the room. We try to jug-
gle the two in order to give the 
people the best of both worlds. 
We combine these strategies 
with things like a Vortex, which 
are those turning tunnels of ter-
ror you walk through that make 
you think the whole thing is spin-
ning around. So it’s not just 
actors scaring, it’s also illusions 
and special effects.
The next question is about 
balancing audience needs. 
How do you make it scary but 
not too scary, or do you not 
consider that when you are 
designing?
We want to make it as scary as 
possible while knowing that 
there are certain haunts around 
the country that are fully immer-
sive and fully interactive — that 
are hands-on. We are not 
hands-on: there is no touching. 
However, the week after Hallow-
een, we do something called 
Blind Rage. For one weekend 
it’s a waiver show, where people 
have to sign waivers that they 
are going to be touched and 
thrown around. We put bags 
over their heads. We can take 
off their shoes and socks and 
they can walk around barefoot. 
We put rats on them… Anything 
that’s extreme. During the Hal-
loween season, it’s pretty much 
a traditional haunted house, but 

we still try to make it as scary as 
possible while understanding that 
our audience is wide — anywhere 
from 12-year-olds up to 70-year-
olds. Also, on the Sunday before 
Halloween, we do one lights-on, 
music-off, actors-gone, kid-
friendly show. It’s an educational 
matinée. We walk the kids 
through and teach them that this 
is where we would scare you, this 
is where the monster would hide, 
this is where the special effects 
go. It’s really smart, because in 
the long-run we’re grooming an 
audience that will come back 
when they are older and ready to 
be scared. 
Do you think inhabitable space 
is always scarier than, say, a 
movie or a book?
No, I think a book is scarier than 
anything else because it’s all in 
your imagination, you put yourself 
in places that you can’t be put 
into. Movies, though, you watch a 
horror movie and maybe there are 
those three scenes where some-
thing pops out and the music gets 
ridiculously loud. A haunted 
house is that times fifty — there 
could be that around every corner. 
And our last question: What’s 
your favorite scary movie?
I’m going to give you two answers 
here. The movie that scared me 
most as a child was Wait Until 
Dark, with Audrey Hepburn. I just 
remember that it was the only 
time that I had nightmares from a 
movie. But if you were to ask me 
what the greatest horror movie of 
all time is, it’s The Exorcist. Hands 
down. Movies have been scarier 
since, but that was revolutionary 
for horror movies. 
Any last words?
Good luck and SCARE YOU 
SOON! HAHHAHAHAHAHA!!!!! 
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