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On 7 June 1552, an audience attended a performance of Ane 

Satyre of the Thrie Estaitis at Castle Hill, Cupar in Fife.  This audience 

were the inhabitants of a country sick with war, and economic 

failure.  The strife wrought by an eight-year war with England had 

left Scotland weak. This was compounded by famine, and political 

oppression.  The church, too, was in a poor state and subject to 

serious criticism from Protestant Reformers.2  Indeed, the play’s 

author, Sir David Lindsay believed that it had become too late 

for the Church to reform itself from within.  In a very difficult 

political climate, Lindsay addresses the serious issue of reform 

through lively, allegorical theatre.  Knowing full well the capital 

consequence for heresy, Lindsay deploys the following disclaimer 

at the beginning of the play:

 Prudent peopill, I pray yow all,

 Tak na man greif in speciall,

 For wee sall speik in generall,

 For pastyme and for play.

 Thairfoir, till all our rymis be rung

 And our mistoinit sangis be sung,

 Let everie man keip weill ane toung,

 And everie woman tway!3

INTRODUCTION

‘Tis well an Old Age is out,
And time to begin a New.1
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1 Lindsay, D. Ane Satyre of the Thrie Estaitis



Thus Lindsay informs the audience that they should not take the 

play too seriously, because after all it is only a play and that it is 

not about any living person in particular.  By seeking to deflect the 

directness of his criticism, Lindsay is not only protecting his life, but 

is cleverly utilising the play-sphere to engage in the most serious 

matter of Ecclesiastical Reform.  In actual fact, he intends for the 

audience to heed his warnings very well indeed!

More than four hundred years later, John Hejduk, the American 

architect and educator, found himself creating in an architectural 

climate that he believed to be similarly ailing.

 David Shapiro: You’ve said to me that you    

   think of architecture as being in a sick  

   state in many ways today.

 John Hejduk: In a diseased state.4

Hejduk did not build a large number of buildings.  Rather, he 

imagined and designed vast cities, worlds, and the inhabitants of 

them in the form of Masques published in books.  The involvement 

of the reader is necessary, and inevitable once the Masques are 

opened and thought about.  Like a labyrinth, the deeper one 

becomes embedded in it, the surer one must be of the way out!

The purpose of this investigation will be to investigate the serious 

nature of play in Hejduk’s Masques and the final three chapters 

relate specifically to the Masques in their role as a mirror to the city, 

providing an overview of them, and a more detailed discussion of 

their component parts and ultimately the relationships that exist 

between those parts.  In order for this to be an illuminating and 

worthwhile exercise, it is first necessary to outline the function 

of the play element and to define what the city is, and what its 

mirror might be.

2
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In the English language, play primarily has two distinct but 

fundamentally interconnected meanings.  The first meaning is that 

of the verb, to play; i.e. to take part in a game.  The second meaning 

is that of the noun, a play; i.e. a theatrical performance.  The Oxford 

Dictionary expands upon these definitions as follows:

play

• verb 1 engage in games or other activities  for enjoyment 

rather than for a serious or practical purpose. 2 take part in 

(a sport or contest). 3 compete against. 4 take a specified 

position in a sports team. 5 represent (a character) in a 

play or film. 6 perform on or have the skill to perform on 

(a musical instrument). 7 produce (notes) from a musical 

instrument; perform (a piece of music). 8 move (a piece) or 

display (a playing card) in one’s turn in a game. 9 make (a 

record player, radio, etc.) produce sounds. be cooperative: he 

needs financial backing, but the banks won’t play. move lightly 

and quickly; flicker.

• noun 1 games and other activities engaged in for enjoyment. 

2 the progress of a sporting match. 3 a move or manoeuvre 

in a sport or game. 4 the  state of being active, operative, or 

SUMMATION OF THE PLAY 
ELEMENT

It is fun to have fun
But you have to know how.1
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1 Bruegel, P. Children at Play



effective: luck came into play. 5 a dramatic work for the stage 

or to be broadcast. 6 the ability or freedom of movement in 

a mechanism. 7 light and constantly changing movement.2

In seeking to define play, it is instructive to consider what its 

opposite might be.  Huizinga suggests that earnestness is the 

antithesis of play but that play is not in turn the antithesis of 

earnestness.  This, of course, has significant ramifications for the 

serious nature of play.  The argument is as follows:

Leaving aside the linguistic question and observing the play-

earnest antithesis somewhat more closely, we find that the 

two terms are not of equal value: play is positive, earnest 

negative.  The significance of ‘earnest’ is defined by and 

exhausted in the region of ‘play’  - earnest is simply ‘not 

playing’ and nothing more.  The significance of ‘play’ on the 

other hand, is by no means defined or exhausted by calling 

it ‘not earnest’ or ‘not serious’.  Play is a thing by itself.  The 

play-concept as such is of a higher order than is seriousness.  

For seriousness seeks to exclude play, whereas play can very 

well include seriousness.3

It is important to define those characteristics recognizable in play.  

Huizinga accords the following properties to play:

Let us enumerate once more the characteristics we deemed 

proper to play.  It is an activity which proceeds within certain 

limits of time and space, in a visible order, according to 

rules freely accepted, and outside the sphere of necessity 

or material utility.  The play-mood is one of rapture and 

enthusiasm, and is sacred or festive in accordance with the 

occasion.  A feeling of exaltation and tension accompanies 

the action, mirth and relaxation follow.4

Play is an activity, then, that exists temporarily outside the bounds 

of normal life, both in time and in space, with its own specific rules 

that must be abided by, and moreover, voluntarily adopted.  If 



these are the characteristics of play, then the corresponding mood 

of elation is symptomatic of those participating.  Huizinga makes 

a convincing case that the concept of play not only permeates 

culture and civilization, but precedes it.  Furthermore, play is 

deeply rooted in our spiritual being, and all great original activities 

of human society (including architecture) are suffused with this 

idea of play.

Play has rules.  Every game has a set of laws which govern the 

play.  Anyone who wishes to play must know the rules, and abide 

by them.  It is no fun if one is forced to play, forced to participate.  

It can often be uncomfortable to join in a strange activity, with 

an unusual crowd.  At first, one is naturally cautious, suspicious 

perhaps, until the rules of engagement are fully understood 

and appreciated.  That play is voluntary is crucial; after all play is 

associated with freedom, frivolity, and superfluity.  One can only be 

invited to play, enticed to participate.  However, once the rules are 

voluntarily adopted, they become completely binding.  Thus play 

introduces order for its duration:  “It lends a temporary, limited 

completeness to the incomplete reality of the world and the  

chaos of life.”5

If there are rules, then there is order.  If the rules of play are 

broken, then so is the order, and consequently the spell of play is 

also broken. The figure of the spoil sport is historically one of the 

most despised.  This figure appears in Hejduk’s Masques under the 

guise of The Inhabitant Who Refused to Participate or The Participant 

of Refusal.

The insularity of play is significant, both in time and space.  It has 

a beginning and an end.  Indeed, it is an end unto itself.  Play is an 

interlude, a tableau that acts as an accompaniment to our lives.  It 

is recognizably distinct from real (ordinary) life.  Play steps out of 

real life into another sphere.  All are familiar with the childhood 

imperative ‘let’s pretend!’.

4

4 House of the Participant Who Refused to 
Participate.



Because play takes place within specific boundaries of time 

and place, it is isolated from ordinary life.  It is not ‘actual’ life, 

but rather a withdrawal into a temporary sphere of activity 

with its own purport.6

The tools and devices which assist in enabling one to enter the 

play-sphere include the wearing of masks or costumes and the 

demarcation of spaces in which play unfolds.  In the donning of 

masks or disguises, the play-sphere is marked in its difference to 

normality.  In disguise or masked, one plays at being someone 

or something different or strange.  Masks have a certain power 

ascribed to them, and not just a superstitious power.  Their power 

is transformative.  Masks act as a portal to a savage world.

Modern man is very sensitive to the far-off and strange.  

Nothing helps him so much in his understanding of savage 

society as his feeling for masks and disguise.  While ethnology 

has demonstrated their enormous social importance, they 

arouse in the educated lay-man and art-lover an immediate 

aesthetic emotion compounded of beauty, fright and mystery.  

Even for the cultured adult of to-day the mask still retains 

something of its terrifying power, although no religious 

emotions are attached to it.  The sight of the masked figure, as 

a purely aesthetic  experience, carries beyond ‘ordinary life’ 

into a world where something other than daylight reigns; it 

carries us back to the world of the savage, the child and the 

poet, which is the world of play.7

 The play-grounds set out the limits within space to which the play 

is bound.  These may variously include: the arena; the card-table; 

the magic circle; the temple; the stage; the screen; the dance-floor; 

the tennis-court; the court of justice; the house of parliament etc.

More striking even than the limitation to time is the limitation 

as to space.  All play moves   and its being within a playground 

marked off beforehand either materially or ideally,  deliberately 



or as a matter of course.  Just as there is no formal difference 

between play and ritual, so the “consecrated spot” cannot 

be formally distinguished from the play-ground ... forbidden 

spots, isolated, hedged round, hallowed, within which special 

rules obtain.  All our temporary worlds within the ordinary 

world, dedicated to the performance of an act apart.8

The function of play is derivative of one of two strands of play - that 

of a contest for something, or else a representation of something.  

It follows, then, that these may be developed so that play can 

also be a representation of a contest, or a contest for the best 

representation of something.  There are games of strength and 

skill, inventing games, guessing games, games of chance, exhibitions 

and performances.  All of these aspects serve as civilizing functions 

in culture, but much more than that, Huizinga argues that the play-

element precedes culture.

When speaking of the play-element in culture we do not 

mean that among the various activities of civilized life an 

important place is reserved for play, nor do we mean that 

civilization has arisen out of play by some evolutionary 

process, in the sense that something which was originally 

play passed into something which was no longer play and 

could henceforth be called culture.  The view we take ... is 

that culture arises in the form of play, that is played from the 

beginning.9

Play is a world within a world, a metadramatisation of life.  To play is 

to perform acts not in the immediate business of life but in mimicry 

or rehearsal or display.  That play is a miniature version of life, or 

an aspect of life is most significant.  Society gives its expression of 

life and of the world through play.  In its earliest phases, culture 

has the characteristics of play, but as culture develops this play-

character becomes hidden behind cultural phenomena such as 

the law courts, and becomes formalized in folklore, poetry and 



philosophy.  However, in its most explicit, basic form as the play of 

children or young animals, the function of play is to nurture skills 

and relationships that will serve them as adults in ‘real’ life.  Thus, 

play is integral to education, and in architecture students need to 

undergo a process of initiation before they may enter the ‘real’ 

world of architecture.

One of the problems (and great pleasures) for young 

architects is that, like the priesthood, architecture is almost 

more of a vocation than a profession.  In one of his last pieces, 

Reyner Banham compared the training of architects with 

the long initiation of young Samoans in the tribal longhouse 

famously described by anthropologist Margaret Mead. 

In architectural longhouses all over the world architects 

are involved with the mores and customs and habits and 

traditions of the international tribe and come out from their 

final ritual cleansing to take their place in the hierarchy of the 

tribal community.10

Wim van den Bergh insists upon his students reading the opening 

paragraphs of Antoine de Saint-Exupery’s Le Petit Prince by way 

of initiation to Hejduk’s work.  By donning the child-glasses that 

the Little Prince requires, one prepares oneself to be absorbed in 

Hejduk’s work.  To be able to see like the child is to see for the first 

time again, to see innocently.  Hejduk’s work itself can be viewed as 

a kind of initiation to architecture and its most primitive essence.  

As an educator at the Cooper Institute, Hejduk himself initiated 

students for the world of architecture, and through teaching by 

osmosis in his Masques, his reach is far greater and outlasts his 

Deanship at the Cooper.

The temporal worlds that Hejduk creates, will be studied in due 

course, but include the arenas of the Masques, the sketchbook, and 

cities (real and imagined).  That these playgrounds can be sacred 

is particularly noteworthy when considering his work.  Further to 

the sanctity of his various architectural elements, Hejduk’s work 
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5 Saint-Exupery’s Petit Prince
6 Sketchbook for Berlin Masque



alludes to mythology and ritual, and indeed in some instances 

pertains to mythology and ritual.  It deals with the sacred act of 

architecture; of extracting and displacing soil from the ground in 

order to demarcate space and create shelter.  His architecture 

and his teaching are rooted in returning to the essence of this 

primordial need for architecture, a primordial need as ancient 

as play.  At this point, it is worthwhile quoting Huizinga at some 

considerable length on the subject of metaphor, myth and ritual, 

and their binding relationship to play:

The great archetypal activities of human society are all 

permeated with play from the start.  Take language, for 

instance – that first supreme instrument which man shapes 

in order to communicate, to teach, to command.  Language 

allows him to distinguish, to establish, to state things; in short, 

to name them and by naming them to raise them into the 

domain of the Spirit.  In the making of speech and language 

the spirit is continually ‘sparking’ between matter and mind, 

as it were, playing with this wondrous nomenclative faculty.  

Behind every abstract expression there lie the boldest of 

metaphors, and every metaphor is a play upon words.  Thus 

in giving expression to life man creates a second, poetic 

world alongside the world of nature.

Or take myth.  This, too, is a transformation or an ‘imagination’ 

of the outer world, only here the process is more elaborate 

and ornate than is the case with individual words.  In myth, 

primitive man seeks to account for the world phenomena 

by grounding it in the Divine. In all the wild imaginings of 

mythology a fanciful spirit is playing on the border-line 

between jest and earnest.  Or finally, let us take ritual.  Primitive 

society performs Its sacred rites, its sacrifices, consecrations 

and mysteries, all of which serve to guarantee the well-being 

of the world, in a spirit of pure play truly understood.

Now in myth and ritual the great instinctive forces of civilised 



life have their origin: law and order, commerce and profit, 

craft and art, poetry, wisdom and science.  All are rooted in 

the primeval soil of play.11

Hejduk writes architecture.  He playfully uses words and poetry as 

well as drawings and models to create and describe space .

Notes

1 Seuss, Dr. 1957. The Cat in the Hat. New York: Random House  
 Inc., p18.
2 Oxford English dictionary
3 Huizinga, J. 1949. Homo Ludens. Boston: Beacon Press, p45
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6 Bergh, W.  Van Den. Voiceless Reason Silent Speech IN: Hejduk, J.  
 1993. Berlin Night. Rotterdam:  NAi Uitgevers/publishers, p9
7 Huizinga, J. 1949. Homo Ludens. Boston: Beacon Press, p26
8 Ibid. p10
9 Ibid. p46
10 Assael, J. 2007. Careers Guide. Architects Journal, no7/volume  
 225, p47
11 Huizinga, J. 1949. Homo Ludens. Boston: Beacon Press, pp4&5



THE CITY AND ITS MIRROR

If a way to the Better there be, it exacts a full 
look at the Worst.1

Before addressing the issue of what the mirror of the city might 

be, or indeed what it might reveal, it is instructive to consider what 

a city is, what it is composed of and what in fact is the meaning 

of the city. 

We think of the town as a tissue of buildings which grows 

more or less unpredictably and is traversed by roads, pierced 

by squares, or else as a mesh of roadways fringed by buildings 

at the outskirts and webbed by them at the centre.2

Certainly, the city is the product of more than just the bricks and 

mortar from which it is built, or of the streets and lanes which 

criss-cross its fabric; and even with regard to them, it may appear 

blurred as to which came first.

...the streets so narrow, that lead off at right angles, seemed 

quarried and blasted out of some Babylonian brick kiln; 

bored, not raised artificially by the builders hand. But if you 

enquire of the worthy men who live in that neighborhood 

you will find it unanimously deposed - that not the streets 

were quarried out of the bricks, but, on the contrary, (most 

ridiculous as it seems) that  the bricks have supervened upon 

the streets. The streets did not intrude amongst the bricks, 



but those cursed bricks came to imprison the streets.3

Clearly, De Quincey is being half facetious, but there is much to be 

gleaned from considering where a city comes from, where it begins, 

what its history is.  Is a collection of buildings which resemble a 

city, a city if no one lives there?  Are the people themselves the 

city?  People congregate in cities not just to fuel its economy by 

working but to utilise its institutions and spaces as a playground: 

“But people do not only gather together in cities to meet their 

basic physiological needs; they also come to cities searching for 

love, esteem and self-actualization, and to experience the diversity 

of the world around them and to learn to understand it.”4

Italo Calvino understood the role of the memory of the city and 

describes the way in which the city reveals its memory in his 

Invisible Cities:

The city does not consist of this but of relationships between 

the measurements of its space and  the events of its past...

... As this wave from memories flows in, the city soaks it up 

like a sponge and expands... The city,  however, does not tell 

its past but contains it like the lines of a hand, written in 

the corners of the street, the gratings of the windows, the 

banisters of the steps, the antennae of the lightning rods, 

the poles of the flags, every segment marked in turn with 

scratches, indentations, scrolls.5

On the one hand, the city is considered as material in space; on 

the other hand it can be considered as spiritual in time.  It is built 

over the duration of time, an ongoing, fluctuating work in progress.  

More than that, the city is home to its occupants, their histories and 

their collective memories and consciences; themselves proponents 

in their cities’ monuments.  These monuments may be subdivided 

into two distinct categories:  those physical monuments; and 

those enacting monuments.  Both types serve in remembrance to 



propagate the collective memory of the city. 

Indeed, the founding rites acted out in the creation of the ancient 

settlement contain all the hallmarks of the play-sphere, and the 

city, therefore, is much more than just its physical attributes.  The 

city may be considered as embodying elements of myth, and 

elements of ritual.  

The rite of the founding town touches on one of the great 

commonplaces of religious experience.  The construction of 

any human dwelling or communal building is in some sense 

always an anamnesis, the recalling of a divine ‘instituting’ of a 

centre of the world.  That is why the place on which it is built 

cannot arbitrarily or even ‘rationally’ be chosen by builders, it 

must be  ‘discovered’ through the revelation of some divine 

agency.  And once it has been discovered, the  permanence 

of revelation in that place must be assured.  The mythical 

hero or deity attains the centre of the universe or the top 

of the cosmic mountain by overcoming epic obstacles.  The 

ordinary mortal may find this place anagogically through the 

agency of ritual.6

Moreover, the theatrical nature of the ritual ceremony in the 

founding of the ancient settlement was a dramatic portrayal of 

the creation of the world.  The incarnation of that drama is then 

realized in the plan of the settlement.  The achievement of this 

was by way of aligning the settlements’ axes with those of the 

universe.  Regular festivals, and various monuments allowed the 

inhabitants to rehearse the foundation of the settlement, itself 

a scaled representation of the Cosmos.  Thus, the city may be 

considered as the mirror of the universe.

If the city is to be considered the mirror of the universe, then it 

is equally reasonable to say that the city is a mirror to life itself.  

Certainly, it is the arena upon which life unfolds.  Perhaps the most 

explicit demonstration of this in Classical architecture are Serlio’s 
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three plates; the city in its various manifestations as the theatre, 

with the play as the mirroring of real life.  

The three scenes chart the development of the city from its 

antecedent in the Scena Rustica, through to the recognizable 

urban landscapes in the Scena Gotica, and the Scena Classica.  In 

the Scena Rustica, the setting is an open, natural landscape, relieved 

by obstacles in the form of dwellings.  Movement in space is 

free-flowing and dynamic.  In the ordered and artificial settings 

of the Scena Gotica, and the Scena Classica, movement becomes 

institutionalized in the form of clearly defined streets (in the case 

of the Scena Gotica) and promenades (in the case of the Scena 

Classica).

The Scena Gotica represents the normal life of urban man, the 

ordinary citizen.  With no characteristic buildings or monuments, this 

is the private part of the city where everyday life takes place.  The 

Scena Classica represents that part of the city where monuments, 

sculptures, institutions abound, constituting the materialization 

of the city’s collective memory.  In his Masques, Hejduk takes 

these elements of collective memory, and transposes them into a 

primitive environment, much akin to the Scena Rustica, where the 

components of the city are given a dynamism and ability to move 

freely, unhindered by the rigid confines of the street.  The Masques, 

like Serlio’s three plates, are a mirror to the city, and in Hejduk’s 

case it is ultimately a return to the primitive.

The French psychoanalyst, Jacques Lacan developed the theory of 

the double articulation of the subject as both viewer of the object 

and under the regard of the object.  To illustrate this he describes 

his young self looking out to the sea and seeing a sardine can 

floating on its surface.  The can, glittering as it was in the sun, 

seemed to be looking back at him, “situating him, pinning him 

to a fundamental lack in his old self and to his own decentred 

moment.”7

8
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7 Lacan’s ‘double articulation’
8 Serlio’s Scena Rustica,
9 Scena Gotica,
10 Scena Classica.



The notion of mirroring a given object in order to gain an altered 

perspective, and thereby a greater understanding of it, and 

furthermore a fuller understanding of one’s own preconceptions 

about the object is a driving motive behind Hejduk’s use of 

the Masque as a medium to explore the idea of the city.  In an 

appraisal of Baudelaire, Walter Benjamin develops this notion of 

the benefits of mirroring and creating a dialogue between viewer 

and object:  “To perceive the aura of an object we look at means 

to invest it with the ability to look at us in return.  This experience 

corresponds to the data of the memoire involuntaire.”8

Indeed, it is in Classical Mythology that the mirrored image has its 

roots in Western thought.  Narcissus, of course, became a victim 

of vanity fueled by his own reflected image, but it was Perseus 

who was the only Hero able to cut off the Gorgon’s head, where 

everyone else had failed.  Others had perished when turning their 

gaze upon Medusa’s petrifying stare, but Perseus looks only upon 

her reflected image in his bronze shield.

To cut off Medusa’s head without being turned to stone, 

Perseus supports himself on the very lightest of things, the 

winds and the clouds, and fixes his gaze upon what can 

be revealed only by indirect vision, an image caught in a 

mirror.9

With Vermeer, too, it is intrinsically about the act of seeing and 

about the act of inviting the viewer into a new world in which to 

participate. This is most particularly apparent in both his Couple 

Standing at a Virginal and Artist in His Studio.  In both these examples 

there is a triangulation of gaze - subjects mediated by objects: in the 

former, between the couple and the painting behind the virginal 

(the painting itself appears uncannily like the mirrored image of 

the girl playing the instrument); in the latter, the triangulation is 

between artist, his subject and the bust.  It is in this bust that the 

face becomes a mask and thereby achieves object-hood.



In a like manner, it seems no longer a question of merely 

depicting desire and its boundaries, or even constructing it 

as a theme; the image itself is charged with a desire that 

seems intrinsic to representation, one that finds only partial 

embodiment in the human moment it pictures. Space itself 

takes on the quality of the uncanny... as if it were not so much 

mimicked on a canvas as carved out of thin air...10

In an architectural climate which Hejduk deemed regressive, he 

sought to devote his efforts into developing imaginary worlds; 

worlds which nevertheless reflected a grim reality but which were 

also intended to point a new way forward for the next generation 

of architects and architecture students.  Hejduk believed that his 

generation were at an impasse, regarding the past naively and thus 

invoking the petrification of cities.  With allusion to the biblical 

account of Lot’s wife being turned to a pillar of salt when looking 

back upon the destruction of Sodom and Gomorrah, Hejduk 

expresses his dissatisfaction with his contemporaries.

Just looking back is a sin.  Just looking back!  They don’t take 

risks.  There is no risk taken!  Chance of possibility, element of 

doubt and the risk of failure.  That kept Le Corbusier going.  

Interesting.  You see how today they are just  looking back.  

In looking back they all turn to rock  candy, not even salt.  

Today rock candy.11

The fear of an endemic architectural, urban and consequently social 

stagnation was not unique to Hejduk.  In fact, it was an opinion 

prevalent amongst other contemporary commentators, including 

Julia Kristeva who describes a projected dystopia created by social 

polarization and the cancerous, ill-considered expansion of cities.  

She, too, portrays the city as a mirror which sheds reflected, 

revealing light harshly upon itself and upon its occupants:

I am picturing a sprawling metropolis with glass and steel 

buildings that reach to the sky, reflect it, reflect each other, 



and reflect you - a city filled with people steeped in their 

own image who rush about with overdone make-up on and 

who are cloaked in gold, pearls, and fine leather, while in the 

next street over, heaps of filth abound and drugs accompany 

the sleep or the fury of the social outcasts.  This city could 

be New York; it could be any future metropolis, even your 

own.  What might one do in such a city? Nothing but buy 

and sell goods and images, which amounts to the same thing, 

since they both are dull, shallow symbols.  Those who can 

or wish to preserve a lifestyle that downplays opulence as 

well as misery will need to create a space for an ‘inner zone’ 

- a secret garden, an intimate quarter, or more simply and 

ambitiously, a psychic life.12

As will become apparent in the following chapters, it is not those 

representing that opulent lifestyle which Hejduk sympathizes 

with, but with those itinerant merchants and journeymen, those 

perpetually displaced modern-day nomads.  In his Masques, Hejduk 

creates such ‘secret gardens’, and intimate new quarters for psychic 

inhabitation.  In doing so, he holds up his new, bronze shield for 

us to gaze freely upon an architectural hinterland wrought with 

danger and crisis, and thereby gives us the opportunity and tools 

to begin to deal with it.  There is hope in the middle of good 

and evil.  Like the Box of Pandora prior to its opening, Hejduk’s 

Masques offer hope.  His Masques mirror the city just as play 

mirrors life, theatre mirrors life.  Mirroring in order to see, in order 

to learn, in order to understand.

11

11 Hejduk’s Itinerant Performers



Notes

1 Hardy, T. IN: Hejduk, J, 1985. Mask of Medusa. New York: Rizzoli  
 International Publications Inc 
2 Rykwert, J.  1976. The Idea of a Town: the anthropology of   
 urban form in Rome, Italy and the Ancient World. 2nd MIT ed.  
 Cambridge, Massachusetts: The MIT Press, 1989 p23
3 De Quincey, T.  1845. Suspiria de Profundis IN: De Quincey,  
 T. Confessions of an English Opium-Eater and Other Writings.2nd  
 Penguin Classics Ed. London: Penguin Books, 2003, pp96&97
4 Stevens, Q. 2007. The Ludic City. New York: Routledge, p5
5 Calvino, I. 1972. Le cita invisibili, trans. Weaver, W. 1974. Invisible  
 Cities. London: Vinatage, 1997, pp10&11
6 Rykwert, J.  1976. The Idea of a Town: the anthropology of   
 urban form in Rome, Italy and the Ancient World. 2nd MIT ed.  
 Cambridge, Massachusetts: The MIT Press, 1989 p90
7 Hays, K. M. 2003. Architecture’s Destiny IN: Hays, K.M.   
 Sanctuaries, The Last Works of John Hejduk. New York: Whitney
8 Ibid.
9 Calvino, I. 1988. Six Memos For The Next Millenium, trans.   
 Creagh, P. London: Vintage, 1996, p4
10 Snow, E. 1994. A Study of Vermeer. London: University of   
 California Press, p101
11 Shapiro, D., Hejduk, J. 1991. Conversation/ John Hejduk or/ The  
 Architect Who Drew Angels. Architecture and Urbanism no. 244,   
 p62
12 Kristeva, J. 1993. Les Nouvelles maladies de l’ame. trans.   
 Guberman R. 1995 In Times Like These, Who Needs   
 Pychoanalysts?. IN: Ballantyne, A. 2005 Architecture Theory, A  
 Reader in Philosphy and Culture. London: Continuum, p118



THE CITY AS TOTALITY IN THE 
MASQUES

What city is this? Is this the City of All?  Is this 
the city where all parts are joined, all choices 
balanced, where the void between what we 
expect of life and what we draw is filled?1

John Hejduk was an architect and a writer.  He was unusual in 

this but certainly not alone.  The comparison with Vanbrugh is 

obvious: both were architects and writers; both created Masques.  

Hejduk’s Masques are contained in and played out in the form of 

printed books, similar in manner to Edgar Allan Poe’s Masque of 

the Red Death2 being a fictional account of a Masque.  (Perhaps, 

more precisely they are played out in the ‘psychic labyrinth’3 of our 

minds which are facilitated by the Masques but that will be the 

subject of later attention).  In attempting to define the relationship 

between Hejduk’s Masques and the city, it is firstly necessary to 

outline the parallels between the city as built form and the book.  

The book has a special relationship to buildings.  Both are caskets.  

The relationship between the built form and the book as vessels of 

knowledge, containers of information that can be read, deciphered 

and understood was documented by Victor Hugo.  The Ark (as a 

building) is the old vessel, and the book is the new vessel.

The temple of Solomon, for example, was not only the 

binding of the holy book, but was the holy book itself.  Upon 

each one of its concentric walls, the priests could read the 

Word, interpreted and manifested to the eye; and thus they 

followed its transformations from sanctuary to sanctuary until 

they seized it in the inner tabernacle, in its most concrete 



form, which was still architectural, the Ark itself.4

Hugo considered cathedrals as ‘built scripture’ in that through the 

symbolism of their architecture, their hidden meaning could be 

revealed to their keen and attentive readers whilst to the informal 

viewer its meaning would remain vague and obscure. However, 

with the advent of the printing press, Victor Hugo prophesied that 

the book would sound the death knell for architecture.

Once the mysteries could be spelt out - so Hugo thought 

- from printed words, the desire for a built summa, for the 

cathedral and for the monument, would atrophy and so 

dispose of the whole notion of a man-made environment 

charged with meaning.5

It is noteworthy and ironic, then, that Hejduk would choose 

the medium of the printed book in which to inhabit his own 

man-made environments charged with meaning.  It can also be 

suggested that to the casual reader of Hejduk’s Masques that 

their meanings are alien, strange and obscure.  However, it is by 

their very strangeness that Hejduk seduces his reader to look 

closer, demands attentiveness, and through this process is able 

to impart meaning through his Masques.  Hejduk’s Masques 

may be considered as the city as a book.  In them, he writes his 

architectures - in words, symbols and drawings:  “An architect who 

writes architecture - and also here ‘writing’ should be understood 

as the idea of original creation.”6

The book is a physical entity, an object, but in the case of Hejduk’s 

Masques, the book is a container of space in which Hejduk fills 

with his landscapes, cityscapes.  This architectural landscape is not 

merely a cityscape of forms, but rather a community of subjects/

objects with which the reader is invited to traverse, indeed 

converse.  Moreover, by this engagement of participating, the 

reader becomes irrevocably involved in the play of the Masques 



themselves.  The last in the series of Hejduk’s major books of 

Masques bears the title Soundings.  The following elucidations are 

offered by Van den Bergh in his preface to it:

There is this object, this body, the space contained in this 

book on architecture, and there is its subject, its title on 

the cover reading Soundings, beginning to build a puzzling 

relationship between and to each other.  As subject and 

object, title and book, they are involved in a specific way with 

each other; they are the essential parts of an ingeniously 

designed mechanism, an artifice which is put into operation 

by the observer at the moment one starts to think about it.  

So the moment you start thinking about the poetic ambiguity 

of its title, you are part of the involvement, part of a kind of 

involving space.7

This idea of the involvement of the reader is key to understanding 

both the importance and purpose of Hejduk’s Masques but also 

to understanding its place in the lineage of the Masque form.  

The word masque is derived from the Italian maschera, which 

had been popular with Giulio Romano, and was a form of festive 

entertainment which flourished in the 16th & 17th Centuries in 

Europe.  The Masque was an intriguing form of play, often taking 

course over several days, with everyone attending, a participant 

and in costume.  Professional actors and musicians were hired 

to perform special characters.  The masques involved music, 

dancing, singing and acting and required elaborate stage design.  

The architectural framing and costumes were often designed 

by a renowned architect.  The masques themselves developed 

from elaborate pageants and courtly shows of ducal Burgundy in 

the Middle Ages.  At their height, Masques were considered the 

highest form of art.  In England, Inigo Jones, the most important 

architect of his time, designed masques.  Hejduk, himself describes 

the various crafts and skills that Jones utilised in the creation and 

orchestration of his masques:



...not only was Inigo Jones interested in doing the masque but 

also what’s behind the masque.  He was just as interested in 

all the mechanical stuff that made sunbursts, waterfalls, fire 

etc.  Jones had the illusionary aspect of what was on stage.  

He also had the participation of the people, not only of the 

cast.  People came in and started shouting.  Behind that, 

he was also a scientist and a physicist.  He built all systems, 

systems of thought.  By the way, architects of that time if 

they received a masque to do, that was the highlight of 

their life.  It wasn’t only a building they mastered, they could 

incorporate all that multiple material... A painter can be a 

purist, a sculptor  can be a purist.  Architects are not purists, 

they deal only in approximation.  They are approximate.  You 

can always shift something in architecture.8

The Masque for Hejduk, too, was universal.  Everything down to 

the smallest detail is considered and designed, but the narrative 

(whilst there are clues) is left to the reader who must inhabit 

them.  His Masques are machines for generating narrative in the 

same way that some of Italo Calvino’s and Georges Perec’s works 

are machines for generating stories.  In each author’s case, systems 

and rules are developed to which the narrative must conform and 

emerge henceforth.  Again, the play-element is engaged.  Perec 

was a member of the Ouvroir de Litterature Potentielle or Oulipo9 

for short, which was a group of writers and mathematicians who 

were interested in word-games and formal restraints in literature.  

His piece, La Disparition or A Void as it was translated into English is 

a lipogram (being a playful text from which a certain letter of the 

alphabet is removed) written entirely without the most common 

alphabetical letter ‘e’.  

In Calvino’s The Castle of Crossed Destinies, a group of travelers 

meet in a castle (and thereafter in a tavern), where their power 

of speech is removed, and instead they are given tarot cards.  The 

conceit of the work is that the tarot cards are laid out around a 

table with each vertical and each horizontal line reading as a linear 
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narrative, telling each traveler’s tale.  This is complicated by the 

fact that each line also reads backwards as an entirely different 

(though not necessarily unrelated) narrative.  The interlinking tales 

retell the myths of Oedipus, Faust, Hamlet, etc.  At a certain point, 

after several of the tales, the narrator explains the operation of 

the tarot to the reader:

In fact, the task of deciphering the stories one by one has 

made me neglect until now the most salient peculiarity of our 

way of narrating, which is that each story runs into another 

story, and as one guest in advancing his strip, another from 

the other end, advances in the opposite direction, because 

the stories told from left to right or from top to bottom, 

and vice versa, bearing in mind  that the same cards, 

presented in a different order, often change their meaning, 

and the same tarot is used at the same time by narrators 

who set forth from the four cardinal points.10

Whilst it is possible to read snippets of Hejduk’s Masques in the 

linear manner that Calvino’s narrator describes, as is the case in 

The Castle of Crossed Destinies that would be to miss the point 

and to deny embracing the fullness of his work.  The body of 

work that comprises the Masques can variously be dipped into 

fleetingly at intervals or equally, can become wholly engrossing 

for considerable periods of time.  Such is the nature of the play-

sphere which Hejduk invites us to participate.

They embody these somehow private, safe but still largely 

undiscovered spaces that one loves to nose about in, 

comparable to spaces to which one constantly returns - like 

gardens or museums to just have a look and a stroll, spaces 

simultaneously for learning and enjoying, spaces literally for   

amusement.11

In his introduction to Vladivostok, Hejduk describes his architectural 

journey as commencing from Venice and moving north through 
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Prague to Berlin, northeast to Riga, east to Lake Baikal and then 

onto Vladivostok.12  He references the bodies of water that 

permeate the route: the Adriatic, lagoons and canals of Venice; 

river Vltava in Prague; the waterways of Berlin; the Gulf of Riga; 

Lake Baikal; the Sea of Japan.  Each place exudes its own particular 

aura.  Hejduk organises his works along this route into a trilogy 

of Masque trilogies: in Venice these are The Cemetery of Ashes of 

Thought, The Silent Witnesses, The 13 Towers of Cannaregio; in Berlin, 

Berlin Masque, Victims, Berlin Night; in Russia, Riga, Lake Baikal, 

Vladivostok.  From this particular list, the Hanover/Lancaster Masque, 

and Bovisa in Milan are omitted.

[The Masques are] a revelation of ideas: marvelous buildings, 

astounding cities and vistas  originating in a distant world.  

An unexpected and unknown otherness has been made 

concrete in the shape of a world that really exists in its own 

distinct place but nevertheless in our time.13

The Berlin Masque is perhaps Hejduk’s first true Masque project 

(the Venice projects serve as prototypes to the development of 

his Masques but are on a much smaller scale, too small to be 

considered proper Masques).  It is an architectural camp of two 

adjacent walled compartments, inside which are contained a variety 

of curious subject/objects, buildings that seem part concrete, part 

human, part machine.  Accompanying the Masque, and integral 

to it are long lists defining the subject/object relationships, and 

providing brief textual sketches in order to further stoke the 

reader’s imagination.

Victims, too, is a Masque contained within a site surrounded by a 

perimeter wall, as would be found in a mediaeval citadel.  However, 

the Lancaster/Hanover Masque, the Russian Masques and Bovisa 

Masque do not have any such a boundary.  In a sense it is a return 

to the primitive and Serlio’s Scena Rustica.  By eliminating the wall, 

Hejduk emancipates his subjects/objects from their shackles and 

their disposition seems arbitrary; they seem to float and be able 
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to move freely at will. 

It is in this deliberate alchemical act of dispersion that Hejduk 

erases the distinction between the sacred and the profane 

to allow the subject/objects which inhabit these grounds 

to exhibit their own alchemical resolutions: ordinary and 

extraordinary co-exist and co-habitat.14

Hejduk’s Masques (as well as numerous of the subject/objects 

that inhabit them) resemble in form and concept the fairgrounds, 

village fetes, and mediaeval and Baroque festivals from which are 

inspired.  However, they are more than mere transient interludes, 

and despite his ensemble reappearing in different masques, less 

itinerant than this would imply.  The Masques are powerful and 

considered implants, collaged into their respective cities.  They 

demand to be grappled with, questioned and explored, that the 

participant might learn and understand.

In their festive and temporal appearance Hejduk’s Masques 

look a bit like abandoned fairgrounds, but in reality they are 

synthesis machines with variable geometries, monuments 

not in space but in time; rare mixtures of symbolism and 

spectacle, challenge and simulation, seduction and biography.  

They are paradoxical, mythical configurations which confront 

the order of reality - the idea of  architecture in general 

and the architecture of the city in particular - with something 

absolutely imaginary, with something that is absolutely useless 

on the level of reality, but which emanates such enormous 

implosive energy that it absorbs the total order of reality.  

Like a poem Hejduk’s Masques have a logic of their own.  

They have neither rational content nor aim, but they display 

a ‘mysterious sense’ which lends them an intense evocative 

power.15
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COMPONENTS OF THE CITY

People who are really serious about software 
should make their own hardware.1

The above is a quotation from the keynote speech, by Alan Kay, 

introducing the iPhone to the world.  The point that he is making 

is that it is all very well for software manufacturers to make their 

software as well as they possibly can, but this is limited by what 

hardware there is on which to run their software.  He is proclaiming 

that Apple are not prepared to be limited by other manufacturer’s 

hardware and therefore develop their own hardware tailored 

exactly to their demands.  In the case of Hejduk’s Masques, it may 

be suggested that the cities’ ‘hardware’ is the building elements, and 

that the cities’ ‘software’ is the interconnections between them.

A poem is a poem, a building is a building, architecture is 

architecture, music is ... it’s all structure.  I use it as language.  

Architects are organically responsible today to have their 

language run parallel with their structure.  You know what 

I’m getting at?  The new edge in architecture.  I cannot do a 

building without building a new repertoire of characters of 

stories of language and it’s all parallel. It’s not just building per 

se. It’s building worlds.2

There is a correlation between naming things and territory - 

possession of territory is achieved by naming things in it.  Moreover 

survival depends on it.  The plight of Christopher McKindless (or 

18

18 Texas House
19 9 Square-Grid
20 Diamond House
21 Mondrian’s Diamond With Grey Lines



Alexander Supertramp as he refers to himself) is described in 

the book and its film adaptation Into the Wild.3  Resorting to 

forage for himself in the Alaskan winter, he fatally discovers too 

late the absolute imperative of calling things by their right name,, 

mistaking an inedible wild potato varietal for an edible one.  In 

Bruce Chatwin’s The Songlines the Aboriginal conception of the 

possession of territory is described:

In other words, by naming all the ‘things’ in his territory, he 

could always count on survival...

“You’re saying that man ‘makes’ his territory by naming the 

‘things’ in it?”

“Yes I am!”.4

Hejduk, too, takes possession of his architectural territory, his 

Masques by naming his subject/objects.  Hejduk’s architectural 

designs developed from the 9-square grid, in which the elements 

are based on an abstract, architectural syntax.  Hejduk considered 

the 9-square grid problem as a pedagogical tool - the elements 

of architecture are learned: grid, frame, post, beam, panel, centre, 

periphery, field; edge, line, plane, volume, extension, compression, 

tension, shear.  From henceforth, it was Hejduk’s concern to move 

away from the reductive formalism of these exercises that would 

ultimately culminate in his Masque projects.  Through his Texas 

House, Diamond House, and Wall House projects he would attempt 

to ‘exorcise’ himself from his own reductive tendencies.5

Inspired by Mondrian and Van Doesberg, Diamond House is 

Hejduk’s quasi-Cubist, architectural dream of a new order. ideas 

about front, back, side are called in to question.  Given, that the 

architectural plan is a 2-dimensional problem, Hejduk questions 

the nature of its projections when rotated 45 degrees, similar to 

the questions posed by Mondrian when he rotated his canvas 

45 degrees (but keeping the lines of his painting parallel and 

perpendicular to the wall).
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 The isometric projections of the diamond are Cubist 

projections in architecture, thereby completing the formal 

relationship between Cubist projection in painting and 

Cubist projection in architecture.6

Together the above precursors slowly begin to take on the 

form of a vocabulary, an architectural nomenclature that Hejduk 

continuously developed, amended and revisited throughout his 

career and became most pertinent in his Masque projects.  It is 

important to note these early projects for their methodological 

development and in their questioning of his early formalist 

approach.  

However, it is in his Wall House projects that Hejduk’s departure 

from a traditional typology can first be clearly seen.  It is an early 

glimpse of the strange biomorphism that his Masque architecture 

entails; a biomorphic creation of hybrids of simple geometries and 

primitive figuration.  The Wall House, was itself ‘descended’ from an 

earlier Hejduk project, the Grandfather Wall House, in turn based 

on Hadrian’s Villa, with nods to Le Corbusier and Mies van der 

Rohe.  The Wall Houses emerged in plan from the Diamond House 

projects but are essentially exposed internal organs suspended 

from the tableau of a free-standing wall.  The wall acts as the 

dividing element between the collective and the private: on 

one side the ramp, stair and elevator; on the other, the private 

contemplative spaces.  One is contained in volumetric, opaque 

spaces constructed of concrete, steel and cement; the other 

overlooks the landscape beyond, with free views facilitated by 

glazing held between three cantilevered floors.  In his arrangement 

of accommodation, Hejduk is systematic, too:  entry, dining on 

level one; living, study on level two; bath, sleeping on level three.  

For Hejduk, one side of the Wall represented the past, the other 

the future.  The wall itself, then, was a portal between the two, 

namely the present.
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The new space was that space which was the quickest, the 

most fleeting, the most compressed,  the shortest distance, 

the present.  It was meant to heighten the fact that we are 

continuously going in and out of the past and the future, 

cyclical.  We never stop to contemplate the present for we 

can not; it passes too quickly... In a way, ironically, this house 

had to do with the “idea” of the present, the celebration 

of the two dimensional; it was leading and condensing to a 

point.  It had to do with time.7

Hejduk incorporated Wall House 3 into his Cemetery for the 

Ashes of Thought.  This project was the first in his Venice trilogy 

of Masques, which also includes The Silent Witnesses and The 13 

Watchtowers of Cannaregio.  That these projects are set in Venice 

is significant, the city is the physical embodiment of a magical 

labyrinthine network of waterways, and of course plays host to 

its annual festival, itself not dissimilar to the form of a masque.  

Hejduk, himself cites Venice as a constant source of inspiration:

It is a forum of my inner arguments.  The thoughts have to do 

with Europe and America;  abstraction and historicism; the 

individual and the collective; freedom and totalitarianism; the 

colours black, white, grey; silence and speech; the literal and 

the ambiguous; narrative and poetry; the observer and the 

observed.  I am in debt to Italy and to the City of Venice for 

provoking the impetus for my investigations.8

In these projects, Hejduk moves from his earlier investigations 

of figure and geometry to self-conscious, narrative structures 

about memory and iconography.  The long, extended walls of 

Cemetery for the Ashes of Thought are punctuated by translucent 

cubes at eye-level filled with ashes of books whose titles are 

indicated on bronze plaques below: Remembrance of Things 

Past, The Counterfeiters, The Inferno, Paradise Lost, Moby Dick, 

etc.  What makes this project a prototype for Hejduk’s masques 

is the provision of a small house on a man-made island in the 
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lagoon, which is prescribed by Hejduk to be solely inhabited by an 

individual for a limited period of time.  ‘The lone individual looks 

across the lagoon to the Cemetery for the Ashes of Thought.’9  

By including this brief narrative, Hejduk has introduced for the 

first time in his oeuvre the idea of the subject and object, the 

correlation between building and character.

This narrative theme of building and inhabitant is further developed 

in The 13 Watchtowers of Cannaregio, the thirteen towers each 

measuring 16’ x 16’ by 96’ high. Like the Wall House projects, each 

floor has a distinct function (first floor: entry door, elevator lift 

(glass transparent) and a large fireplace (tile-covered heating 

element) etc, and each elevation marked by distinct features (one 

elevation has a loading-pulley system, another with windows, 

balcony, telescope, etc.  The narrative included by Hejduk for their 

habitation requires that the city of Venice select thirteen men, 

one for the lifelong inhabitation of each tower.  A fourteenth 

man is selected to inhabit a house on the campo which acts as 

a counterpoint to the towers.  Upon the death of one of the 

inhabitants of the towers, his place is taken by the inhabitant of 

campo house, and he in turn is replaced by another selected by 

the city.  This conglomeration of towers is a theme that recurs 

throughout Hejduk’s Masques.

Also in Venice, and also a recurring subject/object is The House for 

the Inhabitant Who Refused To Participate.  This building is overtly 

similar in conceit to the Wall House projects, being a wall from 

which are hung twelve units, separating out the functions of living; 

the wall being the thirteenth unit (unit 1 contains a kitchen sink; 

unit 2 contains a kitchen stove, etc. unit 7 is empty).  It is the 

Participant of Refusal that distinguishes this from being just another, 

albeit rather pared-down, version of the Wall House. When he 

is in his empty room he reflects himself upon a mirror which is 

affixed to campo tower at precisely the right height.  Once again, 

the reflected image comes into play.
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I have established a repertoire of objects/subjects, and this 

accompanies me from city to city, from place to place, to 

cities I have been to and to cities I have not visited.  The cast 

presents itself to a city and its inhabitants.10

Whilst the Venice projects introduce the idea of subject/object in 

Hejduk’s work, it is really on the stage of Berlin Masque that his 

ensemble cast make their full debut.  Whilst it is impractical and 

unnecessary for the purposes of this investigation to provide a 

comprehensive list of all Hejduk’s Masques, the following elements 

comprise the Berlin Masque:  Wind Tower, Watch Tower, Bell Tower, 

Clock Tower, Water Tower, Observation Tower, Guest Towers, 

Pantomime Theatre, Reading Theatre, Public Theatre, Cross Over 

Bridge, Silo Passage, Book Market, Maze, Masque, Mask Taker, 

Shopping Booths, Public Facility, Lottery Woman, Waiting House, 

Caretakers House, House for the Eldest, Neighborhood Physician, 

Arbitration Hall, Conciliator, Units A and B, Wall Hung Units, 

Hedge-Gate.  These are fixed and mobile elements.

Each Element is then appended by a brief description outlining 

its purpose, its materials and construction and its siting within 

the Masque.  By way of example, the Pantomime Theatre is “a 

double exterior theatre with a double brass theatre underneath.  

A single player (mime) to a full audience, many players (mimes) to 

a single audience.  Many brass players to a single audience, a single 

brass player to a many audience.  Double theaters:  two outdoor 

(pantomime), two enclosed (sound brass). Located north of wind 

tower.  Structure: reinforced concrete faced with granite-stone. 

Open 24 hours a day”.11

The idea of each object having its own corresponding subject 

is expanded and clarified in his later Hanover/Lancaster Masque. 

Again, they are listed in methodical catalogues and here subject is 

explicitly juxtaposed alongside object:  
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 Object   Subject

1 Summer Visitor’s Place  The Summer Visitor

2 Bargeman’s Place  Bargeman

3 Hotel   The Transients

 etc. 12

Always methodical, Hejduk follows up his subject/object list with 

a textual sketch of both object and subject.  This may be a brief 

physical and historical description (The Summer Visitor’s Place is 

a red caboose, fabricated in St Louis, 1923) or a more expanded 

portrayal (The structure for The Hotel is “based on a painting 

by Edward Hopper.  The atmosphere could be found in 1910 

and 1936 - only in America. Awnings were an essential part of 

the brick buildings’ structure.  For some reason little girls with 

light brown knee socks and black high shoes were found playing 

next to the Hotel in an abandoned lot.  Rope skipping, jacks, tops 

and marbles were used.  The fact of kidnapping struck a sense of 

dread into the local neighborhoods.  Saint Mary’s Park was a place 

to be avoided.  So were men with spats and removable collars, 

particularly the ones that wore suspenders and waist belts at the 

same time”).13  

Descriptions of the subjects are placed alongside those of the 

objects, and may include how they arrived at the Masque, their 

likes and interests, and even the opinions of others about them:  

The Bargeman “became fascinated with Puccini’s Il Tabaro.  It 

always made him sad.  He travelled by foot until he found a 

straight canal that measured 28 days from point to point.  The 

problem was how to make a 360 degree turn.  His mistress lived 

at the Music House.  He treasured a print given him in Antwerp.  

It pictured a black sea gull flying in between the stripes of green 

and brown wall paper.  A French painter made the work. He could 

not remember the name.”14

It is worthwhile pointing out that various of Hejduk’s cast adopt 

different titles as they progress from city to city.  For instance, 
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it may be construed that the Arbitration Hall in Berlin Nights 

seems to correspond with the Court House in Lancaster/Hanover 

Masque, the House of the Eldest in Berlin approximates to the 

Old Farmers House in Lancaster/Hanover or the Waiting House in 

Riga and the Bargeman’s place and the Bargeman of the Lancaster/

Hanover Masque is only slightly modified to become the Bargeman 

and Woman and their Barge in Berlin Night, and so on.  It should 

also be clarified that Hejduk’s subjects do not necessarily denote 

human characters.  For example, the subject in the object/subject 

relationship of Tower Hill in Lancaster/Hanover are the Sentinels, 

elements uprooted from Berlin Masque including the Wind Tower, 

Watch Tower, Bell Tower, Clock Tower, Water Tower, Observation 

Tower, Guest Tower, albeit by Hejduk’s own parenthesis, “there are 

negotiations going on relative to the Guest Towers of Berlin. The 

situation remains ambiguous.”15

These descriptions are often amusing in their absurdity such as the 

Veterinarian in Lancaster/Hanover, loved by the farmers, but feared 

by the animals.  Hejduk employs humorous device to engage the 

reader to the same effect as the strangeness of his drawings, and 

this is not to detract from the serious message of his Masques 

content.  Indeed, many of the subject/objects are dark: “Hejduk’s 

objects stun us, inhumanly, with messages we sometimes wish we 

could suppress.”16

Hejduk’s subject-matter is often concerned with crime and 

punishment, death and religion as is transparent in his House of 

the Suicide (inspired by Cezanne’s House of the Hanged Man),17 

The Keeper of The Angels and the Confessor, (who is unable 

to define the Creator18) from Victims and the Justice Tower in 

Vladivostok, etc.

Accompanying the catalogued lists, and written descriptions are 

often glyphs of the subject/object that contribute to Hejduk’s 

developed language.  The subject/objects are then described 

in varying detail in sketches, paintings and technical drawings.  
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Sometimes they are modeled, occasionally they are built as 

temporary structures, and more rarely still as permanent buildings.  

The buildings/characters are suitably strange and dark like their 

subject matter.  They are unnerving and uncannily resemble human 

or animal body parts and seem to have their own hair, beaks, eyes, 

legs. 

Windows are no longer mere openings in the facade, but 

take on a de Chiricoesque sense of  absence.  Walls exude 

emotive power and buildings gain their own will: his buildings 

act as witness to the history and memory of cities.19

There are typological variations and thematic explorations. These 

include theaters, periscopes, funnels, traps, chapels, labyrinths, 

itinerancy, basic geometric forms. The relationship between 

their biomorphic appearance and their role in his Masques 

is fundamental.  By resembling a curious menagerie, it helps to 

complete the illusion.  Their role is akin to animals in a fable with 

voices, their imagery strong enough to be recognizable.  That there 

are specific, discernible characters, tends his Masques toward 

a mythological status.  Identifiable historical figures include The 

Widow, The Priest, The Night Watchman, The Lion Tamer, etc.

Hejduk’s objects are a kind of image type that are carried 

with him from masque project to masque project, becoming 

familiar in the way that an ensemble cast becomes familiar 

and understood without the need to explain why the 

actors are often portraying certain types. That we recognize 

ourselves or the universality of experience in these “types” 

renders them familiar and striking at the same time.20

As well as containing universally identifiable subjects/objects, they 

are also autobiographical in nature (Hejduk’s inner thoughts are 

revealed in characters such as The Confessor) as well as being 

rooted in a deep concern for the memory of the Holocaust 

and the Soviet regime.  Hejduk sets the scene for Berlin Night by 
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instigating a new sacred ritual:

Once a year the mobile units move out from their enclosed 

structures and continue on a premeditated route stopping 

at all the synagogue sites that existed in Berlin during the 

1920s  and early 1930s.  At each site a shovel full of earth 

is removed and placed in a large wagon pulled by horses.  

After completing the journey the mobile units return to the 

place of their origin.  The earth gathered is placed within a 

marked circle, which over many years will form a mound.21

There are parallels between this and the Etruscan founding rite 

mundus whereby earth from the home town was brought to the 

new town and placed in a specially prepared ditch at the centre 

of the town.  This hole acts as the towns navel to the underworld, 

and after the placing of the soil, it is covered by a stone altar.  At 

Dunadd, the ancient fortress of the Dal Riata in Argyll, Scotland, 

a similar ritual took place, with visiting royalty bringing earth from 

their homeland and placing it in a basin, specially carved into 

the rock.  More recently, when Nelson Mandela and his fellow 

pardoned prisoners revisited Robben Island for the first time, 

Mandela laid down a stone in the lime quarry where he was once 

put to work.  Each of the remaining 1,200 freed ‘residents’ added 

to it, each stone a different size, shape and colour.  Thus a cairn 

was formed, and apartheid was symbolically buried. 

The walled city of S. Gimignano in Tuscanny is an historical example 

of the subject/object relationship in built form.  The town is 

punctuated by 13 towers.  These are the remnants of a mediaeval 

Manhattan where the towers could once be counted in their 

dozens.  The towers were built competitively by feuding families, 

vying for status, each with their own megalomaniacal agenda.  Each 

tower, then, is the physical manifestation of its owners wealth, 

and moreover the embodiment of its family’s story, its family’s 

history.  The towers preside over the citadel with a gigantic, 

almost biomorphic omnipresence, watching over the city and the 
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surrounding countryside and its famed Vernaccia vineyards.  

It is when Hejduk’s subjects/objects are placed in their various 

historical and physical contexts that their effect is intensified.  

Subjectivity becomes objective, experience eaten, digested, and 

constructed.

Finally, the objetc/types/images are placed in a context that 

intensifies their effects through the relationships that become 

implied amongst them and through the dramatic transforming 

effects they have on the context - place - within which they 

are placed.  These contexts must already be considered 

partially fictive in that their reality is always encoded with 

the imaginative effects of their history or memories - or our 

own unfamiliarity with them.  There is, therefore a coupling  

between the story of the city and the story of the masque - 

like a small village it is understandable and familiar, yet at the 

same time as frightening and baffling as the mass historical 

consciousness of our time.22

Those interrelations between Hejduk’s subject/objects will form 

the discussion for the final chapter.
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INTERCONNECTIONS

       
Constellations are not natural phenomena but 
cultural impositions; the lines drawn between
stars are like paths worn by the imagination of 
those who have gone before.1

The allusion between the cities’ hardware and the cities’ software 

has been made in the preceding chapter.  Hejduk’s object/subjects 

have been defined and described as the ‘hardware’ of his Masques.  

Collectively, they form a colourful and varied ensemble cast, 

described in vivid detail with regard to the physical, material form 

and spiritually in terms of their histories, preferences and opinions.  

However, what makes Hejduk’s Masques really come alive are the 

interconnections between the object/subjects and these can be 

described as the Masques’ ‘software’. 

It is true that software cannot exercise its powers of 

lightness except through the weight of hardware.  But it is 

software that gives the orders, acting on the outside world 

and on machines  that exist only as functions of software 

and evolve so they can work out ever more complex 

programs.2

The notion of a city without a street has already been established 

in discussing Serlio’s Scena Rustica.  Hejduk’s masques are a 

reversion to this idea.  Rykwert outlines the role of the architect 

as being more just the designer of buildings but rather the 

choreographer of the events amongst its mass:  the architect must 

make movement the essential, even the controlling element of 



his plan.  “Not the interested movement of traffic, but the free 

and articulated movement of people to whom he offers a setting 

within which they may play the drama of their lives with dignity.”3

The role of the flaneur is well recognized in literature and art 

from Flaubert and Baudelaire to the Surrealists and Situationists.4 

There is a close relationship between the act of walking and act of 

thinking, the bodies movement working like a pendulum to keep 

the mind ticking5 and Hejduk invites the reader of his Masques 

to saunter through them, noticing new things and gaining fresh 

insights along the way.  Hejduk’s Masques require traversing by the 

explorers of his work despite their immediate aim being initially 

obscure:

And yet movement, not the purposive movement from one 

place to another but the apparently  aimless flaneur’s pace, 

is an essential part of our cognitive experience as citizens.  It 

is only by pacing and touching the surfaces which articulate 

any space, by inhabiting its good and bad smells that we can 

come to terms with it, come to know and possess it, make it 

ours.6

The Aboriginal understanding of space and territory has also 

already been encountered but is useful to revisit them in greater 

detail in order to gain an understanding of the implied mental 

constructs of Hejduk’s Masques and the constellations that can 

be drawn from his work.  Such is Hejduk’s conception of the 

world that his is more akin to that of the primordial mindset of 

the Aboriginal, and much can be gained by considering Chatwin’s 

work on the subject.  In particular, it is useful in helping to cast 

aside Western ideas regarding ownership, identity and possession 

of territory.

White men, he began, made the common mistake of 

assuming that because the Aboriginals were wanderers, they 

could have no system of land tenure.  This was nonsense.  



Aboriginals, it was true, could not imagine territory as a block 

of land hemmed in by frontiers: but rather as an interlocking 

network of ‘lines’ or ‘ways through’7

This is particularly pertinent in relation to those masques in 

which Hejduk removes the boundary wall, but nevertheless still 

applicable to Berlin Masque, and Victims, where the pieces seem 

to freely float within the parameter of the wall, bonded by their 

relationships more than any physical grounding.  Hejduk’s Masques 

are like a board game where the pieces move freely and the 

board therefore gains added prominence:  “The ground becomes 

an indispensable protagonist in the drama of these masques...”8  

Just as Hejduk’s masques are played out in the sphere of the mind, 

so too is the mental cartography of the Aboriginal. 

Strehlow once compared the study of Aboriginal myths to 

entering a ‘labyrinth of countless corridors and passages’, all 

of which were mysteriously connected in ways of baffling 

complexity. Reading the Songs, I got the impression of a man 

who had entered this secret world by the back door; who 

had had the vision of a mental construction more marvelous 

and intricate than anything  on earth, a construction to make 

Man’s material achievements seem like so much dross - yet 

which somehow evaded description.  What makes Aboriginal 

song so hard to appreciate is the endless accumulation of 

detail.  Yet even a superficial reader can get a glimpse of a 

moral universe - as moral as the New Testament - in which 

the structures of kinship reach out to all living men, to all his 

fellow creatures, and to the rivers, the rocks and the trees.9

In Lancaster/Hanover, Hejduk encourages the reader to engage in 

the relationships between the subject/objects, firstly by providing 

another list.  This list reads as a timeline from 6.30am to 6.30pm 

and describes the actions of the subject/objects.  This assists in 

lending a comprehension of the temporal nature of the Masque.
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Object    Subject

6.30am to 6.30pm   6.30am to 6.30pm

The caboose is hooked up to the freight train The Summer Visitor holds up  

    her mirror

The bilges of the barge are opened  The Bargeman pulls in the  

    rope 

The Hotel awnings are lowered  The transient sits on the edge  

    of the bed 

etc.10

The relationships between the cast of subject/objects is then 

developed in textual sketches.  For instance, the Summer Visitor 

“arrives by rail and is housed in the caboose car of a freight train.  

The freight train disposes its cargo onto the barge owned by the 

Bargeman... A bouquet of farm flowers is delivered every morning 

to the Summer Visitor along with the daily schedule of the route of 

the Farm Manager.  The Summer Visitor’s main study is Cezanne’s 

painting The House of the Hanged Man, sometimes called The 

House of the Suicide.  On Tuesday evening’s she invites the Farm 

Manager and the Fabricator to play cards under the lamp of the 

caboose.  She is a good friend of the Time-Keeper.  She has always 

admired his invention of dual-time.”11

Thus Hejduk sets a narrative scene, and establishes the relationships 

between The Summer Visitor, The Bargeman, The Farm Manager, 

The Fabricator and The Time-Keeper, whilst also introducing 

another of his recurring subject/objects, The House of the Suicide.  

In the same way that Perec archives the ordinary, everyday and 

intertwined lives of his characters in Life, a user’s manual, Hejduk 

is meticulous in curating his strange subject/objects throughout 

his oeuvre, constantly listing, cataloguing, and refining. In this 

way Hejduk creates subjects/objects which relate to each other, 

interconnected within his Masques and moreover intraconnected 

throughout them and he engages his readers to participate in 

them.   Hejduk’s books are less like novels or stories that must 

be read linearly from beginning to end and more like dictionaries, 

encyclopedias, manuals, notebooks, catalogues that can be dipped 
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into briefly or otherwise more fully immersed into.

There are books that you somehow have the feeling are 

not books in the conventional sense of the word... The 

category of books that you have the feeling are not books 

in the conventional sense of the word, tend to escape this 

directional linearity by means of constantly breaking and/ or 

folding, multiplying the implied linearity of their discursive 

space.  These books are like corpo-realities that one enters 

by probing or sounding, because they do not really have a 

beginning or an end.  They  have a sort of dense space in 

which beginning and end are only implicit conditions, like in a 

labyrinth or a maze; spaces in which you can wander/ wonder 

and in which you might get lost or perhaps, find something.  

They are the kind of books you constantly - out of necessity 

or pleasure - will go back to.  The type of books that give 

you that specific feeling of owning a personal universe of 

knowledge; like possessing a pocket sized infinity.12

Through the creation of subject/objects, their associated 

corresponding symbols and their relationships within the multi-

cursal worlds of his Masques, Hejduk has created a new language:  

in his case it is a “ spatio-temporal language that is traversed by 

or traverses, the language of architecture.”13  He is an author 

or perhaps even a sage for new architectural era, heralding a 

way forward for generations to come.  It is in this that his true 

ingenuity lies.  In regard to this, it is illuminating to consider Roland 

Barthes’ outline of the four significant devices of the logothete 

in more detail.  They are: self-isolation, articulation, ordering and 

theatricalization.

The first of Barthes’ operations is self-isolation.  It is necessary 

for the new language to emerge from a vacuum.  In order to do 

this, Hejduk casts aside traditional typologies which had become a 

hindrance, and sets his imagination free. It is this liberating facility, 



which allows his new architectural language to arise.  This is not 

only important with regard to the creation of his Masques, but 

also in his duty as an educator in pointing out the ailments of the 

discipline.

Not only as an architect in relation to his discipline, but also 

as a teacher in relation to his students, he creates a kind of 

‘architectural vacuum’ that one can only fill with the air of 

one’s breath, one’s ‘anima’, one’s own Soul.  A ‘vacuum’ who’s 

absolute silence one can only fill with one’s own ‘architectural 

words’; inaudible words as long as there is not enough air of 

one’s breath to copy them.14

The second operation cited by Barthes is articulation.  The ‘stuff ’ 

that language is made from is signs, and in Hejduk’s case, these are 

the subject/objects and their glyphs, which he names, describes 

and locates both in space and in time, and with precision.  Each 

subject/object is a new typology, and wrought with descriptive 

meaning and their own accompanying histories. 

Like the subjects/objects in Hejduk’s Masques, and the 

basic geometric forms that he employs as signs throughout 

[Soundings], words also seem to possess a sort of secret life.  

On the one hand, there is their everyday practical usage, so 

that one thinks one knows them.  But on the other hand,  

they seem to have a private history, a life of their own which 

renders them ambivalent in a poetical way.  Words often have 

more than one meaning: what is the relationship between 

these different meaning, and what is their involvement with 

each other?15

That alone, however, is not enough.  A third operation is required: 

ordering.  These signs must be used and reused in combination, 

and Hejduk achieves this in his endless iterations, combinations and 

catalogues of his ensemble.  He arranges, rearranges and frames 

constellations of his subject/objects.  His material is “constantly 
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subjected to a meticulous and quasi-obsessive differentiation, 

or more exactly, that the material is this differentiation itself.  

Everything is real, immediate, divided, subdivided, separated, 

classified, numbered, accompanied by remarks, thoughts, 

meditations, measurements, materials.  This simple operation, 

which myth attributes to the creator of a world, separating day 

from night, man from woman, the elements from the species, 

divides or better distinguishes everything in Hejduk’s work.”16

The fourth operation, theatricalization, is required in order to 

embed the new language in its cultural context:  “not the decoration 

of the depiction, the design of a setting for representation, but 

to make the language boundless, to produce text.  So every 

logothete is a kind of scenographer: one who loses oneself in the 

devised framework and who arranges ad infinitum.”17 Thus, in the 

production of his Masques, Hejduk has performed the role of the 

director and scenographer, creating a rich body of work, and in 

doing so has playfully consolidated a new language of architectural 

signs in which he invites the reader to participate, and learn.  His 

is a subversion of the language of architecture, a bronze shield 

that he holds up, murkily reflecting his vision of the infested city in 

order to protect us from its petrifying stare.  Hejduk has created 

revelatory, labyrinthine worlds, ready for the psychic inhabitation 

and wanderings of the mind.

Every means and every weapon is valid to save oneself from 

death and time.  If a straight line is the distance between 

two fated and inevitable points, digressions will lengthen it; 

and if these digressions become so complex, so tangled and 

tortuous, so rapid as to hide their own tracks, who knows 

- perhaps death may not find us, perhaps time will lose its 

way, and perhaps we ourselves can remain concealed in our 

shifting hiding places.18
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