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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, Bヴ;Iﾆげゲ 
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 ﾐﾗデ ;┌デﾗﾐﾗﾏﾗ┌ゲ ;ﾐS けﾗﾐﾉ┞ ﾏ;ﾆWゲ ゲWﾐゲW ｷﾐ ｷﾐデWヴ;Iデｷﾗﾐ ┘ｷデｴ ﾗデｴWヴ ;ｪWﾐデゲ in a 

productionげ (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 ┘;ゲﾐげt 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 didﾐげデ ﾆﾐﾗ┘ デｴWﾏが I ゲ;┘ デｴWｷヴ ┘ﾗヴﾆぶく B┌デ it 
happened on its own because I think that everyone needs to find their own way of doing it. 

Iデ ┘;ゲﾐげデ デｴ;デ IﾗﾐゲIｷﾗ┌ゲく I ;ﾉ┘;┞ゲ デヴｷWS デﾗ aｷﾐS ┘;┞ゲ of reducing the text to its essentials. 

That waゲﾐげデ 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 

┘;ゲﾐげデ abstract, it was always things that were very realistic; things you come across in 

everyday life. ThW┞げヴW ヴW;ﾉﾉ┞ ﾐﾗデｴｷﾐｪ ゲヮWIｷ;ﾉく 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; itげs 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 ┞ﾗ┌ SｷSﾐげデ ﾆﾐﾗ┘ ┘ｴ;デ 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 に デｴW┞ ;ヴW ;ﾉﾉ デｴWヴW H┌デ デｴW┞ Sﾗﾐげデ ヴW;ﾉﾉ┞ ┘;ﾐデ デﾗ HW デｴWヴWぐゲo 

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. Iデげゲ ;ゲ デｴﾗ┌ｪｴ デhey want to dissolve into smoke? 

Yes they want tﾗ Sｷゲゲﾗﾉ┗Wが H┌デ デｴW┞げヴW aﾗヴW┗Wヴ デｴｷﾐﾆｷﾐｪ: さ;ﾉデｴﾗ┌ｪｴ Iげﾏ ｴWヴWが I Sﾗﾐげデ ┘;ﾐデ デﾗ 
HW ｴWヴWざ ゲﾗ I デｴﾗ┌ｪｴデ ﾗa デｴW aﾗｪ. That was really difficult. I got a fright at first because fog 

was overused, frowned upon as a material [imitating a sceptical viewer] さWヴヴが aﾗｪが デｴW;デヴW 
fogぐざ And [the director, Dimiter] GotsIｴWaa ;ﾉゲﾗ ゲ;ｷS ゲデヴ;ｷｪｴデ ;┘;┞ さデｴ;デげゲ ゲｴｷデざく HW デｴﾗ┌ｪｴデ 
it was terrible to start with. B┌デ I デｴｷﾐﾆ ｷデげゲ Hヴｷﾉﾉｷ;ﾐデ ｷa the whole of the stage just consists of 

this fog. 

 

[image に 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 tWヴヴｷHﾉ┞ IﾗﾏヮﾉｷI;デWS HWI;┌ゲW ┞ﾗ┌ I;ﾐげデ ゲデWWヴ ｷデく Nﾗヴﾏ;ﾉﾉ┞ ┞ﾗ┌ IﾗﾏW ┌ヮ ┘ｷデｴ ; ゲWデ 
design where you say: さデｴ;デげゲ ┘ｴWヴW デｴｷゲ ┘;ﾉﾉ ｷゲ ;ﾐS デｴ;デげゲ ┘ｴWヴW デｴ;デ ｷゲ ヮﾗsitionedざくく. With 

デｴW aﾗｪ ┞ﾗ┌ I;ﾐげデ ヴWﾉ┞ ﾗﾐ ;ﾐ┞デｴｷﾐｪく Wｷデｴﾗ┌デ デｴW デWIｴﾐｷIｷ;ﾐゲ I Iﾗ┌ﾉSﾐげデ ｴ;┗W SﾗﾐW ｷt at allく Iげﾏ 
completely reliant on the technicians for a lot of things and on them getting excited by the 

ｷSW;く Tｴ;デげゲ ｷﾏヮﾗヴデ;ﾐデ HWI;┌ゲW ｷa デｴW┞げヴW ﾐﾗデ keen on it, then they simply wonげデ Sﾗ ｷデく Tｴ;デげs 

great when they really latch on to the idea, when they realise itげs really their thing, then 

デｴ;デげs just great fun. Really, to this S;┞ I Sﾗﾐげデ ﾆﾐﾗ┘ ｴﾗ┘ W┝;Iデﾉ┞ デｴW┞ SｷS ｷデく Oa Iﾗ┌ヴゲW, I sort 

of know what they didぐ 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 さhow did you do thatいざ The nice thing is that itげs 

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, デｴｷゲ WﾐデWヴｷﾐｪ ;ﾐS W┝ｷデｷﾐｪ ;ﾐS ;aデWヴ┘;ヴSゲが ｷデげゲ デｴW ゲ;ﾏW ;ゲ ｷデ ┘;ゲ HWaﾗヴWく AﾐS 
there was something else about the fog; ┞ﾗ┌ Iﾗ┌ﾉSﾐげデ ヴWﾉ┞ ﾗﾐ ｷデく Nﾗヴﾏ;ﾉﾉ┞ ┞ﾗ┌ H┌ｷﾉS ; ゲWデ ;ﾐS 
then you know what it looks like. Or even with the confetti, I know that as long as the けゲﾐﾗ┘ 
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IﾉﾗデｴゲげぷﾏWIｴ;ﾐｷゲﾏ デﾗ ヴWﾉW;ゲW デｴW;デヴｷI;ﾉ ゲﾐﾗ┘ ﾗヴ IﾗﾐaWデデｷへ ﾏﾗ┗W, the confetti will trickle 

down. With the fog, itげs 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 

┘ﾗ┌ﾉS ┘ﾗヴﾆく I デｴﾗ┌ｪｴデ ┘WげS ﾃ┌ゲデ aｷﾉﾉ デｴWﾏ ┘ｷデｴ ｴWﾉｷ┌ﾏ ;ﾐS デｴW┞げS ﾃ┌ゲデ ゲデ;┞ aﾉﾗ;デｷﾐｪが H┌デ ｷデ 
SｷSﾐげデ ┘ﾗヴﾆ ;デ ;ﾉﾉ ;ﾐS デｴW デWIｴﾐｷIｷ;ﾐゲ I;ﾏW ┌ヮ ┘ｷデｴ デｴW ｷSW; デｴ;デ デｴW┞ aﾉﾗ;デWS ┌ヮが and then 

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

デｴ;デ I ┘ﾗ┌ﾉS ﾐW┗Wヴ ｴ;┗W デｴﾗ┌ｪｴデ ﾗaく TｴW┞ デｴﾗ┌ｪｴデ ﾗa ｷデ ;ﾐS ｷa デｴW┞ ｴ;Sﾐげデ ｷデ ┘ﾗ┌ﾉSﾐげデ ｴ;┗W 
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 

デWIｴﾐｷIｷ;ﾐゲ デ;ﾆW デｴWﾏ ﾗﾐが ;ﾐS デｴ;デげゲ ┘ｴ┞ Iげﾏ ;ﾉ┘;┞ゲ ┗Wヴ┞ SWヮWﾐSWﾐデ ﾗﾐ デｴWﾏく Tｴ;デげゲ ﾉﾗ┗Wﾉ┞ 
ｷa デｴW┞げヴW ┌ヮ aﾗヴ ｷデき ｷデげゲ ｪヴW;デく 

 

[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? 

Fﾗヴ デｴW ;Iデﾗヴゲが ｷデ ┘;ゲ W┗Wﾐ ﾏﾗヴW ┌ﾐヮヴWSｷIデ;HﾉW デｴ;ﾐ ; ﾐW┘ ヮWヴaﾗヴﾏWヴく Yﾗ┌ I;ﾐげデ ヴWﾉ┞ ﾗﾐ 
anything: [imitating an actor] さyesterday at this point I was covered up by the fog and today 

I ;ﾏ デﾗデ;ﾉﾉ┞ ｷﾐ デｴW ﾗヮWﾐざ ゲﾗ デｴW┞ ｴ;S デﾗ ﾗヴｷWﾐデ デｴWﾏゲWﾉ┗Wゲ according to the fog. But at the 

same time they were free to say ざI ┘;ﾐデ デﾗ HW ゲWWﾐ aﾗヴ デｴｷゲ Hｷデざ or さI Sﾗﾐげデ ┘;ﾐデ デﾗ HW ゲWWﾐ 
;ﾐS Iげll デ;ﾆW ; ゲデWヮ H;Iﾆ┘;ヴSゲ ;ﾐS I ┘ﾗﾐげデ HW ゲWWﾐざ デｴ;デげゲ ┘ｴ┞ Wolfram said [the fog] is like 

another performer. AﾐS ｷデ ｪﾗデ ﾗﾐ ヮWﾗヮﾉWげゲ ﾐWヴ┗Wゲ, 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 さデｴ;デ SﾗWゲﾐげデ ┘ﾗヴﾆ, you have to have moreざ. 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 

さ┘ｴ;デ Sﾗ I Sﾗ ﾐﾗ┘ ｷa デｴW aﾗｪ ;ヴヴｷ┗Wゲ ;ﾐS ┘ヴ;ヮゲ itsela ﾗ┗Wヴ ﾏW ;ﾐS I I;ﾐげデ HW ゲWWﾐ? But I want 

to be seenいざ Or vice versa. 

 

Q. Do actors ever find your designs intimidating?  
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There were occasions where they were grumpy or dismissive, H┌デ デｴW┞ Sﾗﾐげデ Sﾗ ｷデ ;ﾐ┞ﾏﾗヴWく 

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

Nﾗ ｷデ ﾐ;デ┌ヴ;ﾉﾉ┞ぐｷゲ ケ┌ｷデW S;aデぐデｴW┞ ﾐﾗデｷIWS デｴ;デ it was a ゲ┌IIWゲゲが ｷa デｴ;デ ｴ;Sﾐげデ been the case 

デｴW┞げS ｴ;┗W ﾆWヮデ ﾗﾐ ｪヴ┌ﾏHﾉｷﾐｪ.  

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, ;ﾐS I Sﾗﾐげデ ﾏW;ﾐ WﾐデWヴ デｴヴﾗ┌ｪｴ ; Sﾗﾗヴ 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 ぷｷﾏｷデ;デｷﾐｪ ﾐﾗｷゲW ﾗa H┌ゲｴWゲへ さヴ┌ゲデﾉWが rustleが ヴ┌ゲデﾉWざ 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 

ｷデげゲ デｴW ゲ;ﾏW [as the bushes and the fog] ┞ﾗ┌ I;ﾐげデ ゲWW ;ﾐS デｴWﾐ 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?  

 

YWゲが ﾗa Iﾗ┌ヴゲWく Iデげゲ not that I think of everything myself. No, noく Iデげゲ definitely the actors too. 

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

;Iデﾗヴゲ ｴ;┗W デﾗぐ┘Wﾉﾉ デｴW┞ ﾃ┌ゲデ ｷﾐ┗Wﾐデ ;ﾐ ;┘a┌ﾉ ﾉﾗデく Iげ┗W ﾃ┌ゲデ SﾗﾐW ; ヮヴﾗS┌Iデｷﾗﾐ [John Gabriel 

Borkman, Vienna, 2015] where I used snow again but completely differently this time. Iデげゲ 
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 thW┞げre buried in the snow [from the beginning] and 

surface much later. One oa デｴW ;Iデﾗヴゲ ﾗﾐﾉ┞ IﾗﾏWゲ ﾗ┌デ ;aデWヴ ;ﾐ ｴﾗ┌ヴく Yﾗ┌ Sﾗﾐげデ ゲWW デｴWﾏ ;ﾐS 
then they just appear. But those are things that have to come from the actorsく I SｷSﾐげデ デｴｷﾐﾆ 
of that. They do it. Itげs fun because they just try out all sorts of things. You can play with 

snow it goes さwhooshざ ;ﾐS ┞ﾗ┌げ┗W ┗;ﾐｷゲｴWSく Iデげs 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]ぐbut itげs normally not available until it arrives for stage rehearsals at the start of 

the production period. Tｴ;デげゲ ┘ｴWﾐ デｴW ;Iデ┌;ﾉ ﾏ;デWヴｷ;ﾉ IﾗﾏWゲ ｷﾐデﾗ ヮﾉ;┞く  Wｴ;デげゲ ﾐｷIW デﾗﾗ ｷゲ 
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 

ヮWﾗヮﾉW ゲ;ｷS ;aデWヴ┘;ヴSゲが さｪﾗﾗSﾐWゲゲが ｴﾗ┘ SｷS ┞ﾗ┌ ﾏ;ﾆW デｴW ┘;ﾉﾉゲ ﾏﾗ┗Wざ ;ﾐS I ゲ;ｷS さﾐﾗデｴｷﾐｪ 
┘;ゲ ﾏﾗ┗ｷﾐｪざぐ;ﾐS ;デ デｴW ゲ;ﾏW デｷﾏW デｴWヴW ┘WヴW ﾗﾉSWヴ ;┌SｷWﾐIW ﾏWﾏHWヴゲ that had to leave 

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

Iﾗﾐゲデ;ﾐデぐｷデ I;┌ゲWゲ ゲｴｷaデゲ ｷﾐ ヮWヴIWヮデｷﾗﾐ ;ﾐS ┞ﾗ┌ aWWﾉ ; Hｷデ さIヴ;┣┞ざ ｷﾐ デｴW ｴW;Sが SｷゲﾗヴｷWﾐデWSが 
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. Itげs 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 に デｴ;デ ┘;ゲﾐげデ 
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 reacデ ゲWﾐゲｷデｷ┗Wﾉ┞ デﾗ aﾗｪく Iデげゲ ﾐﾗデ ;ﾉ┘;┞ゲ デWヴヴｷHﾉ┞ a┌ﾐﾐ┞ ;ﾐS ┘W 
Sﾗﾐげデ ;ﾉ┘;┞ゲ デｴｷﾐﾆ ｷデげゲ ﾏ;ヴ┗Wﾉﾉﾗ┌ゲ 

 

[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 ｴﾗヮW ゲﾗぐデｴW ﾏ;デWヴｷ;ﾉゲ ;ヴW ﾐﾗデ ;Hゲデヴ;Iデ H┌デ ﾗaデWﾐ デｴW WaaWIデ I;ﾐ IﾗﾏW ;Iヴﾗゲゲ ;ゲ ;Hゲデヴ;Iデ ;デ 
aｷヴゲデき ┘ｴ;デ Iげﾏ ゲWWｷﾐｪが デｴ;デげゲ ┘ｴ;デ ｷデ ｷゲく Iげﾏ ゲWWｷﾐｪ aﾗｪが Iげﾏ ゲWWｷﾐｪ IﾗﾐaWデデｷが Iげﾏ ゲWWｷﾐｪ 
balloons. But I hope that beyond that, they have a different or greater form of expression, 

H┌デ ;ﾉﾉ I I;ﾐ Sﾗ ｷゲ ｴﾗヮW デｴ;デ デｴ;デげゲ ｪﾗｷﾐｪ デﾗ ┘ﾗヴﾆく AﾐS ｷa ｷデ ┘ﾗヴﾆゲが Iげﾉﾉ ﾗaデWﾐ ｴW;ヴ aヴﾗﾏ 
;┌SｷWﾐIW ﾏWﾏHWヴゲ ┘ｴﾗ デWﾉﾉ ﾏW ┘ｴ;デ デｴW┞ ｴ;┗W ﾃ┌ゲデ ゲWWﾐき デｴｷﾐｪゲ デｴ;デ I SｷSﾐげデ デｴｷﾐﾆ ;Hﾗ┌デく I 
デｴｷﾐﾆ デｴ;デげゲ ﾉﾗ┗Wﾉ┞ HWI;┌ゲW デｴ;デ ﾏW;ﾐゲ ｷデげゲ ｪﾗデ ; SWｪヴWW ﾗa ;Hゲデヴ;Iデｷﾗﾐく ぷTｴW ﾏ;デWヴｷ;ﾉゲへ Sﾗﾐげデ 
appear in the ways in which they appear in our everyday life and it gives a new level of 

W┝ヮヴWゲゲｷﾗﾐが ｷa ｷデ ┘ﾗヴﾆゲく I ﾉｷﾆW デｴ;デ HWI;┌ゲW ｷデ ゲ┌ｪｪWゲデゲ デｴ;デ デｴWヴW ｷゲﾐげデ ﾃ┌ゲデ ﾗﾐW ﾏW;ﾐｷﾐｪく 
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Qく Wｴ;デ ┘W ﾏｷｪｴデ I;ﾉﾉ けﾗヮWﾐ ゲｷｪﾐｷaｷWヴゲげい 

YWゲが H┌デ ｷﾐ デｴW aｷヴゲデ ｷﾐゲデ;ﾐIW デｴW┞ ;ヴW ﾐﾗデ ゲｷｪﾐｷaｷWヴゲが デｴW┞ ﾃ┌ゲデ ;ヴW ┘ｴ;デ デｴW┞ ;ヴWく Iデ SﾗWゲﾐげデ 
ゲデ;ﾐS aﾗヴ ;ﾐ┞デｴｷﾐｪ WﾉゲWが ｷデ ﾃ┌ゲデ ゲデ;ﾐSゲ aﾗヴ ｷデゲWﾉaく Iデ SﾗWゲﾐげデ ヮ┌ヴヮﾗヴデ デﾗ HW ;ﾐ┞デｴｷﾐｪ WﾉゲW デｴ;ﾐ 
what it is. In the course of the play and with the text and the performances, something else 

may suggest itself, an association, and ｷデげゲ 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 thWヴW ｷゲ ゲ┌Iｴ ;ﾐ ;H┌ﾐS;ﾐIW ﾗa ｷデが H┌デ ｷデげゲ ;ﾉゲﾗ デﾗ Sﾗ ┘ｷデｴ デｴW ゲヮ;IW 
;ｪ;ｷﾐく BWI;┌ゲW Iげﾏ デヴ┞ｷﾐｪ デﾗ aｷﾉﾉ デｴW ゲヮ;IW ┘ｷデｴ デｴW ﾏ;デWヴｷ;ﾉ ;ﾐS デﾗ ; IWヴデ;ｷﾐ W┝デWﾐデ デﾗ SWaｷﾐW 
the space. Because I reduce it to just one material, anything that is added to it, even if itげゲ 
デｷﾐ┞が ;Iケ┌ｷヴWゲ ; ｴ┌ｪW ;ﾏﾗ┌ﾐデ ﾗa ゲｷｪﾐｷaｷI;ﾐIWく Tｴ;デげゲ ┘ｴ┞ I デヴ┞ ;ﾐS ;┗ﾗｷS ;Sding anything else 

デﾗ ｷデが ゲﾗ ｷデげゲ ﾐﾗデ ゲ┌HﾃWIデ デﾗ ┘WｷヴS けﾏW;ﾐｷﾐｪa┌ﾉげ ｷﾐデWヴヮヴWデ;デｷﾗﾐゲく At the same time the 

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

┘ｴﾗﾉW ゲヮ;IW ｷゲ ﾏ┌Iｴ ﾏﾗヴW ヮﾗデWﾐデぐﾐﾗデ ヮﾗデWﾐデぐ ﾏ┌Iｴ ﾏﾗヴW ヮﾗ┘Wヴa┌ﾉ 
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