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Interview with Katrin Brack 

Joslin McKinney and Kara McKechnie 

Katrin Brack is an influential and acclaimed German stage designer who has become known 

for her minimalist approach to design using single materials; confetti, snow, fog, tinsel, 

balloons. Her approach to set design represents a new way of thinking about what 

scenography is. Where many stage designs are solid and often static constructions, BƌĂĐŬ͛Ɛ 
designs are fluid, responsive and ephemeral. And rather than simply offering an 

environment for performers, her designs seem to be another character on the stage. Her 

book Katrin Brack: Bühnenbild/Stages (2010), which records many of her ground-breaking 

designs, won the PQ 2015 Best Scenography Publication Award.  

Although her work is sometimes described as sculpture or architecture, she says that her 

work is ŶŽƚ ĂƵƚŽŶŽŵŽƵƐ ĂŶĚ ͚ŽŶůǇ ŵĂŬĞƐ ƐĞŶƐĞ ŝŶ ŝŶƚĞƌĂĐƚŝŽŶ ǁŝƚŚ ŽƚŚĞƌ ĂŐĞŶƚƐ in a 

production͛ (Brack 2010: 179). In this interview with Joslin McKinney and Kara McKechnie 

she talks about her approach to materials and how their use requires the interaction and 

imagination of not only the director, but the actors, the technicians and the audience. 

 

 

Q: Many of your designs have been based around just one material, for example for Ivanov 

[Berlin, 2005] there was just fog. Have you always worked in this way or have you gradually 

moved to reducing the range of materials on stage? 

It ǁĂƐŶ͛t like that from the start. It happened over a period of time. Of course, I always 

tended to work with reduced materials. But it happened slowly that it kept getting less and 

that it was reduced more and more to one material. It kept getting less, step-by step. 

Q: What or who has influenced your approach to stage design? 

Of course I knew many wonderful set designers (I didŶ͛ƚ ŬŶŽǁ ƚŚĞŵ͕ I ƐĂǁ ƚŚĞŝƌ ǁŽƌŬͿ͘ BƵƚ it 
happened on its own because I think that everyone needs to find their own way of doing it. 

Iƚ ǁĂƐŶ͛ƚ ƚŚĂƚ ĐŽŶƐĐŝŽƵƐ͘ I ĂůǁĂǇƐ ƚƌŝĞĚ ƚŽ ĨŝŶĚ ǁĂǇƐ of reducing the text to its essentials. 

That waƐŶ͛ƚ because of role models or inspirations; it was simply desperation sometimes. 

When you are working you think about it and wonder how to work it out and, by and by, I 

just arrived at the point where I was trying to reduce it to just one thing. And this thing 

ǁĂƐŶ͛ƚ abstract, it was always things that were very realistic; things you come across in 

everyday life. ThĞǇ͛ƌĞ ƌĞĂůůǇ ŶŽƚŚŝŶŐ ƐƉĞĐŝĂů͘ They are not expensive or unusual or 

extraordinary. And very often they are also materials inherent to theatre. For example the 

fog for Ivanov - that was in stage designs before; it͛s not my invention, the [stage] fog. There 

was always fog, but nobody before had applied it in the way that I did. It had always been 

used as an effect. If ǇŽƵ ĚŝĚŶ͛ƚ ŬŶŽǁ ǁŚĂƚ else to do, then the fog appeared. It was almost 
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frowned upon because it was just a constant feature (and that seems to be happening again 

now). With me, it [the fog] was an attempt at trying to know what the text of Ivanov was 

telling me. I thought that the people in the play were constantly wishing they were 

elsewhere and then I thought ʹ ƚŚĞǇ ĂƌĞ Ăůů ƚŚĞƌĞ ďƵƚ ƚŚĞǇ ĚŽŶ͛ƚ ƌĞĂůůǇ ǁĂŶƚ ƚŽ ďĞ ƚŚĞƌĞ͙Ɛo 

they are elsewhere, so to speak, and I searched for ideas in line with that. What could that 

be? What could communicate that without simply illustrating it?  

Q. Iƚ͛Ɛ ĂƐ ƚŚŽƵŐŚ ƚhey want to dissolve into smoke? 

Yes they want tŽ ĚŝƐƐŽůǀĞ͕ ďƵƚ ƚŚĞǇ͛ƌĞ ĨŽƌĞǀĞƌ ƚŚŝŶŬŝŶŐ: ͞ĂůƚŚŽƵŐŚ I͛ŵ ŚĞƌĞ͕ I ĚŽŶ͛ƚ ǁĂŶƚ ƚŽ 
ďĞ ŚĞƌĞ͟ ƐŽ I ƚŚŽƵŐŚƚ ŽĨ ƚŚĞ ĨŽŐ. That was really difficult. I got a fright at first because fog 

was overused, frowned upon as a material [imitating a sceptical viewer] ͞Ğƌƌ͕ ĨŽŐ͕ ƚŚĞĂƚƌĞ 
fog͙͟ And [the director, Dimiter] GotsĐŚĞĨĨ ĂůƐŽ ƐĂŝĚ ƐƚƌĂŝŐŚƚ ĂǁĂǇ ͞ƚŚĂƚ͛Ɛ ƐŚŝƚ͘͟ HĞ ƚŚŽƵŐŚƚ 
it was terrible to start with. BƵƚ I ƚŚŝŶŬ ŝƚ͛Ɛ ďƌŝůůŝĂŶƚ ŝĨ the whole of the stage just consists of 

this fog. 

 

[image ʹ Fog drawing for Ivanov by Katrin Brack] 

[image -  Ivanov 2005 photo Thomas Aurin] 

 

Q: How did the technical team react to your Ivanov design and how much do you rely on 

them in general?   

Fog is tĞƌƌŝďůǇ ĐŽŵƉůŝĐĂƚĞĚ ďĞĐĂƵƐĞ ǇŽƵ ĐĂŶ͛ƚ ƐƚĞĞƌ ŝƚ͘ NŽƌŵĂůůǇ ǇŽƵ ĐŽŵĞ ƵƉ ǁŝƚŚ Ă ƐĞƚ 
design where you say: ͞ƚŚĂƚ͛Ɛ ǁŚĞƌĞ ƚŚŝƐ ǁĂůů ŝƐ ĂŶĚ ƚŚĂƚ͛Ɛ ǁŚĞƌĞ ƚŚĂƚ ŝƐ ƉŽsitioned͘͘͟. With 

ƚŚĞ ĨŽŐ ǇŽƵ ĐĂŶ͛ƚ ƌĞůǇ ŽŶ ĂŶǇƚŚŝŶŐ͘ WŝƚŚŽƵƚ ƚŚĞ ƚĞĐŚŶŝĐŝĂŶƐ I ĐŽƵůĚŶ͛ƚ ŚĂǀĞ ĚŽŶĞ ŝt at all͘ I͛ŵ 
completely reliant on the technicians for a lot of things and on them getting excited by the 

ŝĚĞĂ͘ TŚĂƚ͛Ɛ ŝŵƉŽƌƚĂŶƚ ďĞĐĂƵƐĞ ŝĨ ƚŚĞǇ͛ƌĞ ŶŽƚ keen on it, then they simply won͛ƚ ĚŽ ŝƚ͘ TŚĂƚ͛s 

great when they really latch on to the idea, when they realise it͛s really their thing, then 

ƚŚĂƚ͛s just great fun. Really, to this ĚĂǇ I ĚŽŶ͛ƚ ŬŶŽǁ ŚŽǁ ĞǆĂĐƚůǇ ƚŚĞǇ ĚŝĚ ŝƚ͘ OĨ ĐŽƵƌƐĞ, I sort 

of know what they did͙ but not really because every door you opened at the Volksbühne 

had an effect on stage so that was highly complicated. Afterwards colleagues from many 

theatres phoned the Volksbühne and asked ͞how did you do that͍͟ The nice thing is that it͛s 

an empty stage, then the fog arrives and, at the end, the fog disappears and then the actors 

disappear. So the set design (and I really liked this a lot), arrives on stage as the actors do 

and disappears as the actors do. And I did that with a few set designs, that sense of arrival, 

the ephemeral, ƚŚŝƐ ĞŶƚĞƌŝŶŐ ĂŶĚ ĞǆŝƚŝŶŐ ĂŶĚ ĂĨƚĞƌǁĂƌĚƐ͕ ŝƚ͛Ɛ ƚŚĞ ƐĂŵĞ ĂƐ ŝƚ ǁĂƐ ďĞĨŽƌĞ͘ AŶĚ 
there was something else about the fog; ǇŽƵ ĐŽƵůĚŶ͛ƚ ƌĞůǇ ŽŶ ŝƚ͘ NŽƌŵĂůůǇ ǇŽƵ ďƵŝůĚ Ă ƐĞƚ ĂŶĚ 
then you know what it looks like. Or even with the confetti, I know that as long as the ͚ƐŶŽǁ 
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ĐůŽƚŚƐ͛΀ŵĞĐŚĂŶŝƐŵ ƚŽ ƌĞůĞĂƐĞ ƚŚĞĂƚƌŝĐĂů ƐŶŽǁ Žƌ ĐŽŶĨĞƚƚŝ΁ ŵŽǀĞ, the confetti will trickle 

down. With the fog, it͛s just never the same. 

In Ubu Roi [Berlin, 2008], there were these great big balloons that were filled with helium. I 

wanted them to move like those lava lamps they had in the 60s, but I had no idea how that 

ǁŽƵůĚ ǁŽƌŬ͘ I ƚŚŽƵŐŚƚ ǁĞ͛Ě ũƵƐƚ Ĩŝůů ƚŚĞŵ ǁŝƚŚ ŚĞůŝƵŵ ĂŶĚ ƚŚĞǇ͛Ě ũƵƐƚ ƐƚĂǇ ĨůŽĂƚŝŶŐ͕ ďƵƚ ŝƚ 
ĚŝĚŶ͛ƚ ǁŽƌŬ Ăƚ Ăůů ĂŶĚ ƚŚĞ ƚĞĐŚŶŝĐŝĂŶƐ ĐĂŵĞ ƵƉ ǁŝƚŚ ƚŚĞ ŝĚĞĂ ƚŚĂƚ ƚŚĞǇ ĨůŽĂƚĞĚ ƵƉ͕ and then 

would be brought down by squirting them with water pistols from above. Those are things 

ƚŚĂƚ I ǁŽƵůĚ ŶĞǀĞƌ ŚĂǀĞ ƚŚŽƵŐŚƚ ŽĨ͘ TŚĞǇ ƚŚŽƵŐŚƚ ŽĨ ŝƚ ĂŶĚ ŝĨ ƚŚĞǇ ŚĂĚŶ͛ƚ ŝƚ ǁŽƵůĚŶ͛ƚ ŚĂǀĞ 
worked. They would have just risen up and out of sight. Because of the water they went 

down, then the water evaporated and gradually they rose again. Things like that only work if 

ƚĞĐŚŶŝĐŝĂŶƐ ƚĂŬĞ ƚŚĞŵ ŽŶ͕ ĂŶĚ ƚŚĂƚ͛Ɛ ǁŚǇ I͛ŵ ĂůǁĂǇƐ ǀĞƌǇ ĚĞƉĞŶĚĞŶƚ ŽŶ ƚŚĞŵ͘ TŚĂƚ͛Ɛ ůŽǀĞůǇ 
ŝĨ ƚŚĞǇ͛ƌĞ ƵƉ ĨŽƌ ŝƚ͖ ŝƚ͛Ɛ ŐƌĞĂƚ͘ 

 

[image - Confetti drawing for Black Battles with Dogs by Katrin Brack] 

[image - Black Battles with Dogs 2003 photo Thomas Aurin] 

 

 

Q: In your book Wolfram Koch talks about your designs as like having another actor on 

stage? An unpredictable and stubborn actor. Do you agree with that description? 

FŽƌ ƚŚĞ ĂĐƚŽƌƐ͕ ŝƚ ǁĂƐ ĞǀĞŶ ŵŽƌĞ ƵŶƉƌĞĚŝĐƚĂďůĞ ƚŚĂŶ Ă ŶĞǁ ƉĞƌĨŽƌŵĞƌ͘ YŽƵ ĐĂŶ͛ƚ ƌĞůǇ ŽŶ 
anything: [imitating an actor] ͞yesterday at this point I was covered up by the fog and today 

I Ăŵ ƚŽƚĂůůǇ ŝŶ ƚŚĞ ŽƉĞŶ͟ ƐŽ ƚŚĞǇ ŚĂĚ ƚŽ ŽƌŝĞŶƚ ƚŚĞŵƐĞůǀĞƐ according to the fog. But at the 

same time they were free to say ͟I ǁĂŶƚ ƚŽ ďĞ ƐĞĞŶ ĨŽƌ ƚŚŝƐ ďŝƚ͟ or ͞I ĚŽŶ͛ƚ ǁĂŶƚ ƚŽ ďĞ ƐĞĞŶ 
ĂŶĚ I͛ll ƚĂŬĞ Ă ƐƚĞƉ ďĂĐŬǁĂƌĚƐ ĂŶĚ I ǁŽŶ͛ƚ ďĞ ƐĞĞŶ͟ ƚŚĂƚ͛Ɛ ǁŚǇ Wolfram said [the fog] is like 

another performer. AŶĚ ŝƚ ŐŽƚ ŽŶ ƉĞŽƉůĞ͛Ɛ ŶĞƌǀĞƐ, of course, it got in their eyes etc. The fog 

is not a very nice collaborator. Six months ago I was at the Volksbühne and saw [the 

production of Ivanov] again for the first time in seven years and they had far too little fog so 

I ran down and said ͞ƚŚĂƚ ĚŽĞƐŶ͛ƚ ǁŽƌŬ, you have to have more͟. Then at the next 

performance they [the technical team] really did much more [fog] and afterwards the actors 

said that was so good because they were more challenged. They had got used to the [small 

amount of] fog and arranged themselves accordingly. Then all of a sudden there was loads, 

so they had to react to it; it was like back at the beginning where they had to keep thinking 

͞ǁŚĂƚ ĚŽ I ĚŽ ŶŽǁ ŝĨ ƚŚĞ ĨŽŐ ĂƌƌŝǀĞƐ ĂŶĚ ǁƌĂƉƐ itselĨ ŽǀĞƌ ŵĞ ĂŶĚ I ĐĂŶ͛ƚ ďĞ ƐĞĞŶ? But I want 

to be seen͍͟ Or vice versa. 

 

Q. Do actors ever find your designs intimidating?  
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There were occasions where they were grumpy or dismissive, ďƵƚ ƚŚĞǇ ĚŽŶ͛ƚ ĚŽ ŝƚ ĂŶǇŵŽƌĞ͘ 

Q. Is that because they know you well or is it another generation or...? 

NŽ ŝƚ ŶĂƚƵƌĂůůǇ͙ŝƐ ƋƵŝƚĞ ĚĂĨƚ͙ƚŚĞǇ ŶŽƚŝĐĞĚ ƚŚĂƚ it was a ƐƵĐĐĞƐƐ͕ ŝĨ ƚŚĂƚ ŚĂĚŶ͛ƚ been the case 

ƚŚĞǇ͛Ě ŚĂǀĞ ŬĞƉƚ ŽŶ ŐƌƵŵďůŝŶŐ.  

Q. And how can actors work with your designs? 

In Death of a Salesman [Antwerp, 2004] I had real [tall and dense] shrubs filling the stage. 

An actor would come on suddenly, ĂŶĚ I ĚŽŶ͛ƚ ŵĞĂŶ ĞŶƚĞƌ ƚŚƌŽƵŐŚ Ă ĚŽŽƌ or  from the back 

or similar, but just suddenly appear and be in the middle of the stage without any to do with 

stage tricks or faff like that. So there was ΀ŝŵŝƚĂƚŝŶŐ ŶŽŝƐĞ ŽĨ ďƵƐŚĞƐ΁ ͞ƌƵƐƚůĞ͕ rustle͕ ƌƵƐƚůĞ͟ in 

the undergrowth and there he was! And those are things that happen time and again. The 

rain is another example. For Prince Friedrich of Homburg [Berlin, 2006] the rain is so intense 

ŝƚ͛Ɛ ƚŚĞ ƐĂŵĞ [as the bushes and the fog] ǇŽƵ ĐĂŶ͛ƚ ƐĞĞ ĂŶĚ ƚŚĞŶ the performer is suddenly 

there. Those are things that I think can hold you in suspense and you can achieve without 

any magic trick. 

Q: Are the actors able to develop their own ideas of how to work with your stages?  

 

YĞƐ͕ ŽĨ ĐŽƵƌƐĞ͘ Iƚ͛Ɛ not that I think of everything myself. No, no͘ Iƚ͛Ɛ definitely the actors too. 

I also need directors who are really keen to work with stages [designs] like that and the 

ĂĐƚŽƌƐ ŚĂǀĞ ƚŽ͙ǁĞůů ƚŚĞǇ ũƵƐƚ ŝŶǀĞŶƚ ĂŶ ĂǁĨƵů ůŽƚ͘ I͛ǀĞ ũƵƐƚ ĚŽŶĞ Ă ƉƌŽĚƵĐƚŝŽŶ [John Gabriel 

Borkman, Vienna, 2015] where I used snow again but completely differently this time. Iƚ͛Ɛ 
very, very deep and the snow is there from the beginning. It reaches up over the actors 

knees and they are there before the performance starts (people like Birgit Minichmayr, 

really very, very good actors) and thĞǇ͛re buried in the snow [from the beginning] and 

surface much later. One oĨ ƚŚĞ ĂĐƚŽƌƐ ŽŶůǇ ĐŽŵĞƐ ŽƵƚ ĂĨƚĞƌ ĂŶ ŚŽƵƌ͘ YŽƵ ĚŽŶ͛ƚ ƐĞĞ ƚŚĞŵ ĂŶĚ 
then they just appear. But those are things that have to come from the actors͘ I ĚŝĚŶ͛ƚ ƚŚŝŶŬ 
of that. They do it. It͛s fun because they just try out all sorts of things. You can play with 

snow it goes ͞whoosh͟ ĂŶĚ ǇŽƵ͛ǀĞ ǀĂŶŝƐŚĞĚ͘ Iƚ͛s that appearing and suddenly being gone 

again. In John Gabriel Borkman an actor fell over, somebody shovelled snow on top of them 

and he was gone. And a girl playing the electric guitar; at first you only saw her hands and 

the guitar and then they come out of the snow. Those are things that are shaped, that come 

into existence, in rehearsals.  

 

[image - John Gabriel Borkman 2015 photo Reinhard M. Werner 1] 

[image - John Gabriel Borkman 2015 photo Reinhard M. Werner 2] 
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Q. When does the material arrive in the rehearsal studio (process)? 

Gotscheff had a little fog machine with a little device which he could use [in early 

rehearsals]͙but it͛s normally not available until it arrives for stage rehearsals at the start of 

the production period. TŚĂƚ͛Ɛ ǁŚĞŶ ƚŚĞ ĂĐƚƵĂů ŵĂƚĞƌŝĂů ĐŽŵĞƐ ŝŶƚŽ ƉůĂǇ͘  WŚĂƚ͛Ɛ ŶŝĐĞ ƚŽŽ ŝƐ 
that most of it can be swept up. And then you can use it again. Snow is expensive but 

confetti is cheap, materials are cheap and you can just sweep them up and reuse. 

 

Q. How do audiences respond to the invasive properties of some of your designs (their smell, 

the way the obscure vision or move off the stage and into the auditorium)? 

Yes, for example with Moliere [Berlin, 2007] that was 5 hrs of snow, and lots and lots of 

ƉĞŽƉůĞ ƐĂŝĚ ĂĨƚĞƌǁĂƌĚƐ͕ ͞ŐŽŽĚŶĞƐƐ͕ ŚŽǁ ĚŝĚ ǇŽƵ ŵĂŬĞ ƚŚĞ ǁĂůůƐ ŵŽǀĞ͟ ĂŶĚ I ƐĂŝĚ ͞ŶŽƚŚŝŶŐ 
ǁĂƐ ŵŽǀŝŶŐ͙͟ĂŶĚ Ăƚ ƚŚĞ ƐĂŵĞ ƚŝŵĞ ƚŚĞƌĞ ǁĞƌĞ ŽůĚĞƌ ĂƵĚŝĞŶĐĞ ŵĞŵďĞƌƐ that had to leave 

after half an hour because they had problems with their balance and felt dizzy. The 

ĐŽŶƐƚĂŶƚ͙ŝƚ ĐĂƵƐĞƐ ƐŚŝĨƚƐ ŝŶ ƉĞƌĐĞƉƚŝŽŶ ĂŶĚ ǇŽƵ ĨĞĞů Ă ďŝƚ ͞ĐƌĂǌǇ͟ ŝŶ ƚŚĞ ŚĞĂĚ͕ ĚŝƐŽƌŝĞŶƚĞĚ͕ 
because you keep seeing things that are not there. Somebody once wrote, it was Peter 

Laudenbach [German theatre critic], that it was LSD for the eyes. It͛s very confusing. In Ubu 

Roi the balloons flew into the auditorium and some people just threw them back. Ivanov, 

too, there was one performance where all the fog shifted into the auditorium ʹ ƚŚĂƚ ǁĂƐŶ͛ƚ 
funny. We were invited to Athens and it was so hot that absolutely nothing worked. The fog 

was in the auditorium and there was nothing on stage at all. That was a complete disaster. 

And audiences can sometimes reacƚ ƐĞŶƐŝƚŝǀĞůǇ ƚŽ ĨŽŐ͘ Iƚ͛Ɛ ŶŽƚ ĂůǁĂǇƐ ƚĞƌƌŝďůǇ ĨƵŶŶǇ ĂŶĚ ǁĞ 
ĚŽŶ͛ƚ ĂůǁĂǇƐ ƚŚŝŶŬ ŝƚ͛Ɛ ŵĂƌǀĞůůŽƵƐ 

 

[image - Snow drawing for John Gabriel Borkman by Katrin Brack] 

 

Q. How much agency do you think your designs have? Are they capable of performing all by 

themselves? 

I ŚŽƉĞ ƐŽ͙ƚŚĞ ŵĂƚĞƌŝĂůƐ ĂƌĞ ŶŽƚ ĂďƐƚƌĂĐƚ ďƵƚ ŽĨƚĞŶ ƚŚĞ ĞĨĨĞĐƚ ĐĂŶ ĐŽŵĞ ĂĐƌŽƐƐ ĂƐ ĂďƐƚƌĂĐƚ Ăƚ 
ĨŝƌƐƚ͖ ǁŚĂƚ I͛ŵ ƐĞĞŝŶŐ͕ ƚŚĂƚ͛Ɛ ǁŚĂƚ ŝƚ ŝƐ͘ I͛ŵ ƐĞĞŝŶŐ ĨŽŐ͕ I͛ŵ ƐĞĞŝŶŐ ĐŽŶĨĞƚƚŝ͕ I͛ŵ ƐĞĞŝŶŐ 
balloons. But I hope that beyond that, they have a different or greater form of expression, 

ďƵƚ Ăůů I ĐĂŶ ĚŽ ŝƐ ŚŽƉĞ ƚŚĂƚ ƚŚĂƚ͛Ɛ ŐŽŝŶŐ ƚŽ ǁŽƌŬ͘ AŶĚ ŝĨ ŝƚ ǁŽƌŬƐ͕ I͛ůů ŽĨƚĞŶ ŚĞĂƌ ĨƌŽŵ 
ĂƵĚŝĞŶĐĞ ŵĞŵďĞƌƐ ǁŚŽ ƚĞůů ŵĞ ǁŚĂƚ ƚŚĞǇ ŚĂǀĞ ũƵƐƚ ƐĞĞŶ͖ ƚŚŝŶŐƐ ƚŚĂƚ I ĚŝĚŶ͛ƚ ƚŚŝŶŬ ĂďŽƵƚ͘ I 
ƚŚŝŶŬ ƚŚĂƚ͛Ɛ ůŽǀĞůǇ ďĞĐĂƵƐĞ ƚŚĂƚ ŵĞĂŶƐ ŝƚ͛Ɛ ŐŽƚ Ă ĚĞŐƌĞĞ ŽĨ ĂďƐƚƌĂĐƚŝŽŶ͘ ΀TŚĞ ŵĂƚĞƌŝĂůƐ΁ ĚŽŶ͛ƚ 
appear in the ways in which they appear in our everyday life and it gives a new level of 

ĞǆƉƌĞƐƐŝŽŶ͕ ŝĨ ŝƚ ǁŽƌŬƐ͘ I ůŝŬĞ ƚŚĂƚ ďĞĐĂƵƐĞ ŝƚ ƐƵŐŐĞƐƚƐ ƚŚĂƚ ƚŚĞƌĞ ŝƐŶ͛ƚ ũƵƐƚ ŽŶĞ ŵĞĂŶŝŶŐ͘ 
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Q͘ WŚĂƚ ǁĞ ŵŝŐŚƚ ĐĂůů ͚ŽƉĞŶ ƐŝŐŶŝĨŝĞƌƐ͍͛ 

YĞƐ͕ ďƵƚ ŝŶ ƚŚĞ ĨŝƌƐƚ ŝŶƐƚĂŶĐĞ ƚŚĞǇ ĂƌĞ ŶŽƚ ƐŝŐŶŝĨŝĞƌƐ͕ ƚŚĞǇ ũƵƐƚ ĂƌĞ ǁŚĂƚ ƚŚĞǇ ĂƌĞ͘ Iƚ ĚŽĞƐŶ͛ƚ 
ƐƚĂŶĚ ĨŽƌ ĂŶǇƚŚŝŶŐ ĞůƐĞ͕ ŝƚ ũƵƐƚ ƐƚĂŶĚƐ ĨŽƌ ŝƚƐĞůĨ͘ Iƚ ĚŽĞƐŶ͛ƚ ƉƵƌƉŽƌƚ ƚŽ ďĞ ĂŶǇƚŚŝŶŐ ĞůƐĞ ƚŚĂŶ 
what it is. In the course of the play and with the text and the performances, something else 

may suggest itself, an association, and ŝƚ͛Ɛ very nice when that happens.  

 

Q. Although you often use just one material, your designs are often luxurious in that the 

materials are present in abundance and even excess (the gradual build-up of snow in 

Moliere, the way the foam in Blow Out [Berlin, 2006] eventually pushes the actors off the 

stage). Can you say something about this? Why is an excess of material so productive, do 

you think? 

 

The reason for that is that thĞƌĞ ŝƐ ƐƵĐŚ ĂŶ ĂďƵŶĚĂŶĐĞ ŽĨ ŝƚ͕ ďƵƚ ŝƚ͛Ɛ ĂůƐŽ ƚŽ ĚŽ ǁŝƚŚ ƚŚĞ ƐƉĂĐĞ 
ĂŐĂŝŶ͘ BĞĐĂƵƐĞ I͛ŵ ƚƌǇŝŶŐ ƚŽ Ĩŝůů ƚŚĞ ƐƉĂĐĞ ǁŝƚŚ ƚŚĞ ŵĂƚĞƌŝĂů ĂŶĚ ƚŽ Ă ĐĞƌƚĂŝŶ ĞǆƚĞŶƚ ƚŽ ĚĞĨŝŶĞ 
the space. Because I reduce it to just one material, anything that is added to it, even if it͛Ɛ 
ƚŝŶǇ͕ ĂĐƋƵŝƌĞƐ Ă ŚƵŐĞ ĂŵŽƵŶƚ ŽĨ ƐŝŐŶŝĨŝĐĂŶĐĞ͘ TŚĂƚ͛Ɛ ǁŚǇ I ƚƌǇ ĂŶĚ ĂǀŽŝĚ ĂĚding anything else 

ƚŽ ŝƚ͕ ƐŽ ŝƚ͛Ɛ ŶŽƚ ƐƵďũĞĐƚ ƚŽ ǁĞŝƌĚ ͚ŵĞĂŶŝŶŐĨƵů͛ ŝŶƚĞƌƉƌĞƚĂƚŝŽŶƐ͘ At the same time the 

dominant material, if it really fills the space, has a completely different kind of power. And a 

ǁŚŽůĞ ƐƉĂĐĞ ŝƐ ŵƵĐŚ ŵŽƌĞ ƉŽƚĞŶƚ͙ŶŽƚ ƉŽƚĞŶƚ͙ ŵƵĐŚ ŵŽƌĞ ƉŽǁĞƌĨƵů 
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