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RR_Dear Lara, thank you very much for this lecture 
with all its so very interesting and intriguing projects and 
surprises – especially the last part about your mining 
ambitions and your interest in iron ore – exploiting and 
conserving these places in Norway and in Austria – what a 
big surprise. I think there are a lot of questions on Martin’s 
and my mind. Where to dig and where to actually get 
started? Perhaps we should start by rolling up from back 
to front, and let’s say: A good place to start is the issue 
of mining, how you were actually given exploitation rights 
and also your commitment to conservation. Is this all a real 
physical model for making a living? Or rather, what is your 
ultimate goal and what do you intend to demonstrate with 
this idea of getting these exploitation rights?

 

LA_I think my main goal is to have the public understand 
how ground is owned and split up for extraction, how an 
entire territory is controlled and used, understanding the 
system underneath, which is mysterious. [laughs] I think 
that is my main goal. And for me to have the mineral rights 
is a way of underlining this very clearly. The iron deposits 
are protected of course. But they are not going to be 
protected forever. I mean, at some point in time I will either 
have to start mining or I have to give the concessions 
back. So, this action is not really very efficient from the 
overall conservationist perspective, since it applies 
merely for a limited period of time. But I hope it helps us 
to underline what is below the ground and how it is being 
extracted. 
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RR_For how long do you have these mineral rights? 

LA_In Norway for seven years, but I can apply for two 
more extra years. In Austria for four years and I can have 
five more extra years. So, I am going to have to start 
working on all of that [all laugh] – for the new application. 
And then of course I can start either with extraction or with 
other applications.

MB_Yesterday I was walking with you in Buchkogel in 
your art mining rights. We were talking about art and how 
we can go there. I was just thinking that you are always 
talking about this freedom. I had the feeling about all your 
projects that they are always ultimately about freedom. 
And yesterday I also had this freedom that I can walk in 
the art a little bit. What is this freedom for you? You are 
always talking about it, but what does it mean for you? 

LA_It’s like a place … [thinking] Yesterday was a pleasant 
walk, because it was so very foggy, as it is every day here. 
[laughs] The sun was almost setting, so it was already 
almost dark and this was clearly in a place that escapes 
any control. What I like is how this location has its own 
narratives about minerals and also about nature. I am in 
Graz now because you invited me. But I could very well 
not be here and the place itself would still be there – it 
has a development and existence of its own, completely 
independent of me. It’s free even of me. So even if it’s 
my project, there was no billboard proclaiming the fact, 
or anything else like that. You told me spontaneously you 
would like to show me architecture in the city and I said: 

‘No, I want to go to the iron deposit site’. As an alternative 
to inspecting architecture, I said: ‘If you want to come to 
the iron deposit with me, you are welcome.’ But this was 
not planned. I don’t do or even organize guided tours 
of the mines. The iron ore is there on its own account, 
completely independent of me or the public and I like that. 

MB_You were also talking about humor yesterday and 
how you enjoyed the humor in art. I found your storytelling 
about this very amusing. Can you talk a little about your 
reflections on this humor? 

LA_It is difficult to elaborate, but I think it has to do with 
the fact that from the start I might as well fail. This notion 
is already present from the beginning of my work. I was 
renovating a building that was going to be demolished 
[Lara’s project for a new façade paint for a market hall 
schedule to be demolished in Spain]. This is not a silly 
joke. I am really serious. I love this building and I am 
very angry about the market hall and with the developers 
behind the demolition plan. I really want to protect this 
building with its iron work, and I am serious about it. 
But I also know my own limits. I exercise some kind of 
self-criticism and it is my hope that I am not too arrogant 
in my approach. This is also the case for me when I am 
looking at art. It may not always be the case, but I often 
have a sense of whether the artist has the sense of humor 
to criticize himself or herself, or whether this sense is 
altogether lacking. I hope I have some of this humor. Some 
works are more serious than others. Even the guides to 
wastelands are rather serious. But nevertheless, they are 
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still constantly being developed. So, when I wrote about 
this guide, these wastelands, and when we produced 
the guide, we already knew we would not be preserving 
them. There is this knowledge in our own limit, even in the 
construction material calculations. A lot of people asked 
me about the mistakes in the calculations, although we 
do them with the greatest of care. But of course I know 
there are things that can’t be calculated. There is a limit to 
calculation, and I think that’s really very interesting. If I said 
it’s perfect, then I would not be telling the truth. I like that in 
the arts. But I haven’t thought very seriously about it. When 
I see a work by another artist who does not have a sense 
of humor, I find myself thinking how very boring it is.

RR_The wastelands project you showed is actually 
somewhere between the mining project, which was the 
last project you presented, and, let’s say, the urban mining 
of your first one. The wastelands are also picking up on 
a kind of an architectural topic: the void. Much has been 
written and said about it and it is very often that architects 
say: ‘There is a void here and I can do something with it, 
because it is empty.’ But ultimately, there is no such thing 
as a void. There is always something in it, something that 
has a real existence. When you say there is nothing here, 
that is a purely nihilistic approach, because there is always 
something. And that’s actually your wasteland project as 
well. I think you manage to show very clearly that there is 
something there. That is a potential that it has, isn’t it?

LA_Yes, I like the wastelands, because of their potential, 
because of their possibilities. I am not willing to close 
this possibility. I think they are amazing, because there 
is freedom in them, because there is no design. I would 
never attempt to impose a design on them. I have 
sometimes been invited [to work on a project] because of 
these ideas and what I have been doing in some empty lot 
projects. But there is a moment, when there is a pressure 
on me to do something, even if it is temporary. And I really 
don’t want this. I have to be very clear, if I don’t want to 
insert any design. I should do nothing. But then of course, 
you could tell me, as people often do, to protect the 
wasteland. It might be a design. It is true that in the case 
of my wasteland projects in Saragossa or in Rotterdam, 
you can make the case that I am simply framing it. And 
possibly this is true, these locations are being framed. 
But at the same time, when I compare what I have done 
with most of the architectural wasteland projects I have 
encountered, I am certainly designing less than anyone 
else I know. At least what I do is silent.

RR_But isn’t it also an issue, if you say, for example, you 
have got wasteland and you say you don’t want to do 
anything, you actually start protecting it? But it’s the same 
also with buildings or cities or historical cities or whatever. 
You say it should not be changed. The moment you say 
this, then you have to change everything except the thing 
you don’t want to change. So, everything around this one 
particular item must be changed so that you can protect it. 



LA_Is it?

RR_Yes.

LA_Like that? 

RR_Possibly.

LA_Maybe. Of course, because of the contrast. No? Of 
course, a wasteland has more value when everything 
around is being developed. Yes, could be.

MB_You were talking at the beginning about a wasteland, 
where you made the exploration in the cities and you are 
choosing the best from the lots. What does that mean: the 
best wasteland? What is the best for you?

LA_There are lots of criteria. When I hear about 
wastelands and where the wastelands are, I go to visit all 
of them to make my decision. There are various different 
ones. But the best of the best are the ones that are 
threatened. They are going to disappear very soon. So, 
there is an urgency about seeing them.

MB_So the question of temporality? 

LA_I think that makes them more special. Because you 
know it’s the last chance to see them. And then again, 
if they are going to disappear for an interesting, or an 
enormous project like for example the Olympic Games 
or a welfare development, these have their relevance and 
meaning for wastelands. You should look at what is going 
on in each city to decide on what is the more interesting 
course. I would say, a big development project makes 
them interesting. But also, for example, many of my 
guides review wastelands along the course of a river. A 
specific geographical issue like a river provides meaning 
and sense for an entire area. That also makes it very 
interesting. The London and the Rome wastelands in the 
guide all have this river proximity and the Olympics threat 
in common. In addition to this, I must also say we all love 
the wastelands by the water. [laughs] They are the best of 
the best. That is generalizing, of course, but they certainly 
have that extra something. And then the ones that are 
threatened. Yes, that would be my choice.
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MB_These guides [travel guides] have usually points on 
the map. It’s also marked with 1, 2, 3 and explained what 
you can see there. What can you see in wastelands? What 
are these points? 

LA_When I started making them, I had a very bad text. 
I was very subjective. I would go to a wasteland with a 
sheet of paper and take notes. It was about listening to the 
plains and the plants. Now I am becoming more focused. 
I launched a research project on each wasteland. We find 
out what used to be there, why it was demolished and 
basically what was going on now, who is the owner. And 
then the trickiest part, really the trickiest by far, is to inquire 
the plans for the future including issues like what is the 
plan and why is it not happening. That’s really the tricky 
part. For example, in London, the designers of the whole 
Olympic area were forbidden to speak to anyone, because 
there were a great many secretive issues for many 
different reasons. So, we had to find things out from local 
architects with lots of knowledge. The question about the 
future, that’s a really interesting question. The discussion 
on what is going on now, I think that tells a lot about the 
city. It tells you a lot about what the city doesn’t want you 
to know. I think that is really interesting.

RR_Maybe there is a problem with the term of wasteland 
finally. Because the wasteland is actually something very 
valuable. Starting with the project in London: Since the 
British are not allowed to hunt foxes with horses and 
hounds anymore, they now shoot foxes, and the foxes are 
escaping into the city along the railway tracks and entering 

this wasteland. And this must be protected because the 
foxes must be protected as well. Entirely new values 
have been attached to this as a result. The most valuable 
land we have in the city has thus also taken on a kind of 
environmental specificity, right?

LA_That makes a lot of sense to me. Because in the 
wastelands you encounter everything or everyone that 
isn’t allowed anywhere else. So, this could include foxes, 
although I have never heard about the arrival of the 
foxes. It could also be cats, crazy ladies feeding the cats, 
building sheds for the cats, people flying kites, whatever. 
There is no place for those things in the city, foxes 
included. 

MB_You work a lot around the world, not always in one 
place. The site-specific is really important in your art. What 
role does the identity of these places play for you? Do you 
come into contact with the locals? 

LA_Yes, I am. But this is a difficult question. Because 
from the beginning of my work, I have been trying to do 
work that is site-specific. But then I also asked myself how 
I could do to get to know places. It’s not so easy to know 
a place, especially if you are a foreigner. One of the things 
I do is, I work with local people all the time. I don’t have a 
team traveling with me from Rotterdam or Spain, but I work 
with locals. I often get help from architects or city planners. 
Already from my first visit in a city I meet local people that 
explain me what’s going on from the map and I go to visit. 
But, when I launch a research, I do it with people that are 



active in the city. Depending on the project, these people 
could be geologists or architects or different people, or 
sometimes botanists – it depends on the project. So, I 
work with local people. That would be my tool to approach 
a location as a foreigner. I mean, this is truly complicated, 
because everything is different in each project and I 
always have a different team. So, when I have someone 
wonderful working with me on a certain project, I know that 
regrettably I will not be working with the same person or 
people on the next project. That’s undoubtedly a difficulty. 
The whole idea of the artist and the studio is not applicable 
for me. But at the same time, this is a very tricky issue, 
because I can see that this is a weak point. Well, I don’t 
know if it’s weak. But you know, the artists that are born in 
the city and work within this city and in the neighborhood 
forever, I also respect that a lot. That’s real activism for 
me. I am not doing that, because I tried to have mineral 
rights in Spain, in the area where I come from. I really tried 
very hard. It didn’t work. I tried it in another way and then 
I ended up in Norway. I didn’t want to go to Norway, but I 
want to do what I do, even if I have to change the country, 
so I changed it.

RR_Some time ago, I spoke to an architect who was in 
charge of making drawings for demolition work. In terms of 
architecture, these drawings are always done with yellow 
lines. Her job was to always make drawings with yellow 
lines. Then she said that this is a psychological problem 
because she makes these drawings as an architect. 
And when it is done, there is nothing left. And we as 
architects, make drawings and there is a building [as a 

result]. Every time she does a drawing, she knows it will be 
destroyed or demolished again. I think this is an interesting 
psychological momentum in terms of demolition. Why do 
you think there has been this very specific criticism of your 
Rubble Mountain from demolishing a building? Why are 
people upset by it? 

LA_The Rubble Mountain was in a public space in 
Belgium. Normally, works that are in a public space are 
more problematic. People who hate art don’t go to an art 
center, but if art is in a public space, this is a context where 
it is forced on them and they hate it even more – and this 
is the case with the Rubble Mountain. In Belgium, they call 
it the Puinhoop [from the Dutch ‘mess’], which basically 
means the rubble, the garbage heap. But it is also a word 
they use to say when something is a mess. Actually, it 
was a kind of journalistic discussion against art. I don’t 
know if it was a very interesting discussion, but it was 
very strong. I think the problem of the Rubble Mountain 
in Belgium was that it was in a city without contemporary 
art, with no art center and no art events. And then they do 
a big exhibition in summer, in a city where you normally 
don’t have any art – very ambitious. Then they do a lot of 
publicity for it. And then they presented this art. And what 
the art haters got was the Garbage Mountain. [laughs] 
Some people got very angry. Then the press, the yellow 
press pushed the whole thing as a popular issue and the 
result was that we then had a messy situation. There was 
a public confrontation between two brothers, one loves the 
mountain and the other hates it. That kind of thing and all 
of it is certainly a little heavy. 
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RR_But do you think that people are worried, that they 
will be the next victims? For example, if they would find 
themselves the owners of houses where nobody lives and 
that you might appear and say: ‘Oh, we can demolish this, 
we can make a work of art.’ [Lara laughs] So they all get 
really worried about what is going to happen next. 

LA_Actually, this would be a much more interesting 
conversation. [Roger laughs] I am afraid that … No, 
I think there is something in my work that happens 
generally provocative. One result is that people also 
begin to talk generally about the place, the future and 
what the cities are doing to their area. This is really a 
very interesting discussion in my view and I really like to 
provoke discussions of this kind. But I am afraid that the 
public debate that was generated in Belgium and also in 
a village in France was not very interesting. It was simply a 
publicity scandal. But anyway, I would really like to see the 
drawings. Those demolishing drawings must be amazing. 
[all laugh]

MB_I wanted to ask you about this. Because in Venice 
[Art Biennale] and the Secession in Vienna [art exhibition 
hall], you showed these interior spaces with rubble and 
material. What kind of a role does its form ultimately play? 
You were talking about the architects as developers and 
about politicians occupying space. And for me it is also 
like occupying interior space when you set the borders for 
visitors. To me this is something very similar to giving form 
or defining the space. 

LA_Yes, I know what you mean. These works are tough. 
They are tough for the audience. But part of the intention 
is that they should be tough in a way so that they can 
show you what construction work is really like. At the same 
time, it is hard to show you how things are proceeding. I 
must say the form was a technical issue, it was about how 
to calculate the volume of the mountains. It was my first 
time doing an installation like that inside a building. So, 
everything was calculated very carefully. The Secession is 
also a building we all love. We didn’t want to do something 
very messy there. Everything was very carefully organized, 
and the position of the mountains was thought through 
very carefully in advance, in a very structured way. So later, 
for example in Venice, it was a much rougher building 
and rougher material. Everything could be a bit rougher. 
But in Vienna we were really careful. But we also didn’t 
have the experience. It was the first time we put rubble 
mountains inside a building. So, we calculated everything 
in millimeters. But I’m now a bit more free with other 
places. [laughs]

RR_When you see the images of your exhibition at the 
Secession in Vienna, it looks like a mess. But funnily, I 
also think it looks really beautiful, because it looks like a 
market or a bazar, where you can buy different spices. So, 
it becomes really delicate, as though you were combining 
the ingredients for a new meal or a dish you would like to 
make. And I think this is something really intriguing. But 
coming back to your intervention in the Spanish pavilion 
in Venice, which is actually kind of a one-to-one, not a 



replica, but a redo in a different scale. You just took the 
rubble of, actually, the Spanish pavilion … I have two 
questions about this. One is: Why do you move into a 
building with this concept? The other would be: Couldn’t 
you actually claim that you can demolish the Spanish 
pavilion and then rebuild it again after the exhibition? 

LA_[Laughs] Demolish the pavilion and then have 
the mountain instead of the pavilion – resulting in an 
open-area work and a messy situation with the Spanish 
minister? [laughs]

RR_I mean the King of Spain will go wild, but … [laughs, 
all laugh]

LA_Yes, it would have been difficult. [laughs] The idea 
of causing a building to be demolished, yes. That’s really 
challenging. But it’s a nice idea. [laughs] The good thing 
about the pavilions is that they are built as hollow objects, 
so they can be very simple. They have very little provided 
inside them and if they are given to just one artist, you can 
do basically everything you want. So, in a way, your idea 
makes sense. But to really go so far and to demolish it, 
well yes, you need a big budget. But it is true that if there 
is a big show with a big budget, it’s Venice. Maybe you 
can do a better pavilion after. It is a nice idea. [all laugh] 
But every time I have done works with demolitions, as in 
Belgium, I thought it was better to first find a building that 
was in any case scheduled for demolition. [all laugh].         
I did a project with demolition, one I didn’t show, let me 
tell you about it really quickly now. I found a house that 

was going to be demolished and we made a hole in the 
same spot and then put the materials inside and closed it. 
But then again, I found a house that was scheduled to be 
demolished. Should I demolish it myself? I wasn’t sure. 

MB_But I think you did something similar in the 
Secession. You didn’t show it, but I know you were working 
with floors. Can you tell us about this?

LA_Yes. In the Secession they have three different 
spaces. One is located underneath in the cellar, another 
one which they call The Big Hall and then there is the 
so-called Grafisches Kabinett, a little room with a parquet 
floor, traditionally used for smaller format works. There 
is a project I had been working on for years. Imagine … 
like this room with a parquet floor. [Lara points to the Aula 
Alte Technik] I arrived on the exhibition about two weeks 
before my show and then removed the whole floor with the 
help of a company to make sure we didn’t destroy it, to 
see what was underneath and then we rebuilt it all again. 
We documented the whole thing and then the whole floor 
looked fine in my exhibition. There is also a slide projection 
of the whole process, which basically shows the company 
removing the parquet, taking it out and then putting it back 
again. It is a way to explore the place, but it is also a way 
to tell the audience: ‘You came too late. We made this big 
exploration, but not for you. I did it because I am curious.’ 
[laughs] This was very much about myself. It’s not very 
generously dimensioned and it’s an old work I tried to 
do after the high school, but no one allowed me to do so 
until many years later. But this work fits with all the other 
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works on the construction materials, on the knowledge of 
how things are built, or on the list of materials. They are all 
works about understanding construction. 

RR_I think, this is also the really interesting part for the 
public – the opportunity of being able to observe how or 
out of what materials things are finally built or constructed. 
And ultimately looking at the piles in the Venice pavilion 
or Vienna, things become very small in scale. This is 
because there is no air, or just about no air. Because the 
pavilion itself is big, with a lot of air. Then, you just crumble 
everything together and there is just rubble. It is very small, 
finally. In terms of an urban scale, you can demonstrate 
how totally efficient you could be by densifying things. A 
very contemporary topic of micro-densification to illustrate 
that there are so many possibilities available for densifying 
parts of our built environment. Would you then be able to, 
or even think of working on a project like this? Because 
you notice you observe a city in a very specific way or try 
to show the local people what their city is comprised of. By 
the same means you could also show what you still might 
be able to do with a city.

LA_This is true. Starting with this list of construction 
materials, they could all be very easily converted into 
volumes. That’s a very simple modeling task to take 
in hand for imagining the total volume of the city, and I 
certainly think it is interesting. If we put together all the 
volume of the materials of a city, with the modeling or 
something, you can also imagine the volume that has 
been extracted geologically to build that city. So you 

can understand the scale of construction and extraction 
subsequently and from then, you could move on into trying 
different scenarios as the densification idea you suggest.

RR_ No, but the other idea is interesting as well. Because 
I always think when you see cities or historical cities 
made out of stone, especially because this is easier to 
understand, somewhere in the environment there must be 
huge holes, huge quarries. 

LA_There are, yes. I mean, every lake, or at least most 
of the lakes you see around Europe. Wherever you see a 
lake, unless it is a glacial lake high up in the mountains, it 
is very often the result of extraction. Well, I say everywhere 
in Europe. But admittedly I am not certain about the 
situation in every country. In Austria this is less common, 
but it is certainly true in Germany and the Netherlands. 
[laughs] Most of the ponds we have around us result 
from big extraction works – sand, gravel etc. It’s amazing. 
In Rotterdam you have the new lakes from the new 
neighborhoods. [laughs]

MB_We are back to the mineral rights topic. You said you 
also have obligations to explore the materials. How are 
you doing this?

LA_I talk a lot with geologists about this and I follow a 
bit of their advice. And then the magnetometer machine 
is very interesting. It is a machine that measures the iron 
content in substances.



RR_Do you have one of these machines yourself?

LA_No, I borrow it. I was unable to find anyone I could 
borrow one from in Austria. So, I hired one from a 
company in the UK and they sent it to me in Holland. I find 
this is a really attractive machine, because it allows you to 
visualize the iron quantity it measures. So you can really 
make maps of the iron and imagine whether there is a lot 
of it.

MB_Is it easy to use this machine?

LA_The one I just spoke about is very easy to use. 
I first had to find a geologist who lent one to me and 
then we agreed to meet, and I asked him to explain me 
how it works. And then I was able to use it. And when I 
returned it, I had to ask him what I do with all the data it 
produced, because you can use it for graphics and then 
for representation. I knew nothing about how to do this 
and I had been afraid to tell him in advance, because this 
would have made him realize that I knew nothing about 
the subject and I was not sure if he would then have been 
willing to lend me the machine. 

Anyway, I was taught how to use it. This was followed 
by practical experience when I was in Graz and it was 
all very interesting. You work like an archaeologist. So, 
you monitor your entire concession with this machine. 
Basically it is a machine that operates with and tells you 
about magnetism. You establish averages for non-ferrous 

materials far away from your car, far away from any iron. 
Imagine that you have an area of 40,000 [square meters]. 
And then you establish the most common [materials 
that are present]. Then you enter the iron deposit area 
and the machine gives you feedback on where the 
deposits are highest as you move around. You need to 
work methodically like an archeologist. You make a 1x1 
meter grid, and then you really measure every point. This 
involves a lot of work. You can then make a drawing to 
map all of this data. It is referred to as a magnetic anomaly 
and the anomaly meant is the iron below the ground. 
This is a good result and I can improve it by also taking 
samples and sending them to the labs for analysis. But 
this is not very attractive, since the result is only a letter 
from the lab defying a percentage of iron in the sample. 
For me as an artist that is not really something I would 
show, it’s simply too boring. 

MB_You said you don’t want to take samples. You don’t 
have a hammer to take samples like a geologist. You are 
afraid to destroy what is there and to interfere with this 
natural freedom, is that correct?

LA_I don’t want to destroy anything by drilling. Drilling is 
a very heavy and intensive intrusion. But I think taking a 
hammer along might be a good idea, even though I have 
never taken one along with me. It would be good for taking 
samples because you can be sure of getting a good 
sample […]. Without this approach you will probably not 
be getting the right resource. Minerals get weathered by 
rain and for thousands of years, and this means that using 
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a hammer on the solid rock will provide you with a better 
quality and a higher percentage of mineral than you can 
get if it’s loose. 

MB_You are starting up as a mining company then. [all 
laugh]

LA_[Laughs] Yes, yes. I must think about what to do on 
that issue. 

RR_You are the owner of the mineral rights on some land 
in Thal, a small village near Graz. This village is well known 
to the people of Graz as the Schwarzenegger Village and it 
has the major attraction of a movie star. I think it even has 
a small museum or something. Where are you heading 
then now? Will this be a new attraction for Thal? What are 
you developing with your mineral rights in Thal?

LA_You mean in terms of the public? I am not getting or 
aiming for much publicity with this. 

RR_But if people know all about the background, they will 
still be attracted to Thal. [laughs]

LA_Well yes, but there is nothing out of the ordinary 
about the site in Thal. It’s just behind a church. There is 
a little park near the church and after this comes a small 
hill, very overgrown and open. The land is owned by the 
municipality of Thal. And yes, I have the mineral rights. You 
can walk to the spot through the trees. This was a mine 
shaft that collapsed. I showed some photos of the Thal 

mine at the end of my presentations. But in fact, I hold 
mineral rights in two different sites in Graz, Buchkogel and 
Thal. Buchkogel is very interesting. The Buchkogel hill is 
used as a military training area. The land is owned by the 
Austrian military authorities and it is also crossed by a 
highway tunnel traversing at certain points. So, there is a 
lot going on. [laughs]

RR_But from which depths do you actually own the 
mineral rights?

LA_They are unlimited in terms of depth.

RR_I mean, the depths from zero, from minus one meter 
or two meters or something?

LA_Yes, that’s a question architects very often ask me. 
[laughs] 

RR_Yes, because, I mean, if I were a property owner there 
and had a basement, you would own my basement.

LA_Well, you are right in a sense. But the rights here are 
not about cadastral limitations, but about the resources. 
If there is iron and it comes to the surface, then it is mine. 
If what comes up are potatoes, then they are yours. 
[all laugh] So, I own the iron and I am not one hundred 
percent sure, but I might possibly own or I have the priority 
right to any other mineral that might be there.



But certainly not the potatoes, or the roots or the foun-
dations or the cellars and the tunnels and so on and so 
forth. Only the mineral rights on minerals. It is tricky and 
also a very strange concept.

RR_It’s worrying.

LA_Yes, certainly it is worrying, yes, sure. The minerals 
are divided into different mineral groups. In Germany 
they use the terms ‘frei’ and ‘nicht frei’ a lot, meaning the 
free minerals or the non-free minerals. The minerals are 
free and the stones or the sand are non-free, and these 
tend to be owned by the landowner. Well … actually, they 
are not even minerals. So, this brings in some changes. 
In addition, oil and gas are in another category. So, the 
resources are separated into three big groups. 

RR_Interesting.

LA_Yes, it’s tricky.

MB_We were talking yesterday also about how I can 
buy your art, for example this work in Buchkogel, if I have 
the money. In general: How do artists sell this kind of art? 
What is important for you, from us architects or from other 
people? I mean when we visit your exhibition. Or what else 
can we do for you? [all laugh]

LA_The interest in art for me is making it and how to 
make it in the same way as getting mineral rights. What 
I need from other people, is the help of some geologists 

in Graz. [laughs] So for me it is really making the work, 
what I’m more interested in. Selling a work is, in fact at 
the very end of the process, at a time when I have already 
forgotten about the work. It might be sold then, but this is 
not something I ever think or care about it. The galleries 
do all of that and the really important thing for me is what 
I do, why I do it and also what I want to do next and how I 
can get to know about a future project. There is of course 
a lot of knowledge that architects have, which is very 
interesting for me. Architects help me with the research I 
do when I start on a new work, for example with input on 
questions about the city. I think the interesting aspect of art 
is the excitement in making the things and helping them to 
happen or getting to know them or making things yourself. 
This is by far the most interesting part. Anyway you should 
buy. [laughs]

MB_Well this means then that we can’t buy your mineral 
rights in Graz at your gallery for, let’s say, a million euros or 
whatever the price might be. [laughs]

LA_This could also be a strategy. If I attempt to have my 
contract extended and I fail, then perhaps you could apply 
for it instead. [all laugh]

MB_And then end up getting it all for only sixteen 
euros [referring to the actual price of the mineral rights in 
Austria]? [laughs]

LA_Yes, yes, that would be an idea. [laughs] At the start 
of the mineral rights project I simply couldn’t get mineral 
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rights. Neither the German nor the Spanish government 
were willing to let me have them. Then someone told 
me I could possibly get a lease from a mining company. 
Mining companies have a lot of mineral rights and it is 
very easy for these companies to get hold of them. With 
these mineral rights, they can mine and extract minerals 
in a great many places. So meanwhile they extract here 
[pointing on a spot as an example], they explore this to 
see where to move when this ends. And very often this 
proves not interesting. But they still hold on to the mineral 
rights for a couple of years. And my second chance came, 
when I realized how difficult it was to get mineral rights 
and that I might well have more success in getting a lease 
from these mining companies. The government also has 
to approve the lease. This means a government has to 
provide a stamp of approval even if a mining company is 
prepared to lease their mineral rights. And it happened 

that the governments would not allow me to have mineral 
rights. That was the case in both Spain and in Germany. 
So, in the end it still proved to be a difficult procedure. 

RR_I can see that you are a real expert in mining already. 
Have you ever heard of the Erzberg in Styria the [iron ore 
mountain], which you could say is quite close to Graz?

LA_Yes, yes, yes. It’s an amazing place, wonderful. 
[laughs] Iron ore is still being extracted from this ancient 
site and dynamiting takes place almost daily. It is all 
hugely interesting. 

RR_I believe the government is the owner of that 
mountain. 

LA_They own it? 

RR_I think so. Coming back to the exhibition in the 
Secession, where you have brought together all these 
different piles of materials, which have been used in a 
building: Was one of your intentions here to show the 
public how much or what types of material are really used 
in a building? 

LA_Yes, there is this didactic part: understanding 
what the building is made from and the quantities that 
are essential for the work. This is the primary task of 
presenting the material.



RR_This is really very different to the exhibition in Venice 
where you used rubble. 

LA_No, no, it is not. Rubble was also used in the 
Secession, but it was all so clean. In the Secession it was 
rubble … [thinks] Bauschutt. The facts of the matter are, 
however, that in Austria everything is separated well after 
demolition and looks like beautiful powder. But it only looks 
like powder because it has been reduced to rubble. So, 
this is all demolition material. It is a mountain of brick the 
way it appears after demolition. I visited the plant where 
all of this is done, and I saw it for myself. Here, you have 
big demolition pieces of different sizes with the mortar 
still adhering to the bricks, and they put this through a 
machine that cleans and washes it. And the next step, I 
guess, is that they separate it all so that the mortar comes 
out looking like very clean earth, while the brick is reduced 
to a very red powder material and everything is so very 
clean. After demolition, the recycling of any wood, all of 
the remnant material is processed to perfection in special 
plants. They have the same procedure in Venice, but the 
difference is that everything comes out in a very rough 
state, while in Vienna this work is all done to perfection 
down to the smallest details. I also did a similar work in 
the Netherlands. Demolition material separation is also 
done there, but not as thoroughly as it is in Austria. The 
mortar and the bricks are not separated. This is amazing. 
Everything was demolition material [there].

MB_All of your art, or most of it, is very temporary. What 
remains of it all in the end? What do you exhibit? When you 
have a solo exhibition, how do you present your mineral 
rights in galleries?

LA_This depends on the individual circumstances. In 
some exhibitions I show raw materials. Not always, but 
I do so if it is at all possible. It is always an interesting 
approach. And if I have an exhibition on mineral rights, I 
have a projection, like a video on the site, together with 
explaining how wonderful the place and the mineral are 
– just in a few words. Or I show some drawings of the 
magnetometer. There are many things I could show. All of 
those guides to wastelands are produced for exhibitions. If 
I have an exhibition like the one in London at the Barbican, 
which you mentioned, the guide is produced with the help 
of the gallery and also with their budget. When you arrive 
there on a visit, you will see a table with a lot of books and 
a slide projection. The slides show the wastelands and 
the book is for free. That is typical for a show of mine – the 
guides to the city wastelands are provided free of charge. 

RR_I wonder if it was purely coincidental that you showed 
different rubble or material grains in, let’s say, Vienna and 
in Venice. Because there is an industry for recycling and 
the materials it produces can be bought and sold almost 
anywhere. Switzerland is rated as the best country in the 
world for this business, because the recycled material is 
so clean, and they can always demand the highest prices. 
I think Austria is in third or fourth position. Germany is 



114

not so bad. I think Italy is a little behind in this business 
because everything it produces here is still more or less 
a mess. Spain is quite far back in the ranking, too. There 
is no real idea in place for a common standard in the 
separating of materials. I think this is a very contemporary 
aspect which we have also seen presented in your 
exhibitions. 

LA_Well, I haven’t really made a comparison in these 
terms. I guess there are some regulations in place. But 
I haven’t really gone through them all yet. I have seen 
various demolition practices. For example, 15 years ago, a 
demolition technique in France was to set the building on 
fire. So, all the wood burned. This I still remember. I guess 
some of you as well. This is the most extreme [demolition 
technique] I have seen. And then, you know, all that work 
of separating the wood, which involves a lot of work, is 
easily solved. So it changes. There will be more and more 
rules that unify it. But in general, no one gets money for the 
rubble. You pay more to get rid of it in France, I think. 

RR_There are a great many regulations for recycling, but 
these also need stringent controls possibly similar to those 
in Switzerland and Germany, where people love controlling 
each other, and where you need something like a police to 
make sure you are doing everything correctly. On the other 
hand, you could have the same regulations in Spain or 
Italy, but nobody gives a damn. They just throw everything 
into the same bucket, and it’s done. 

LA_The guide we did for Basel was very interesting, 
because we had the situation of three different countries 
in fairly close proximity to each other. Then it changes 
enormously, what you do with an open pit. Everything 
changes totally from one country to another or from one 
decade to the next. It is a pretty interesting guide to read, 
because it illustrates stories and shows how different the 
scene is in France and Germany for example. 

MB_Is there anything like an environmental or an 
ecological and sustainability approach behind all of 
this? For example, burning is the perfect way to get rid 
of wood and you could make good use of the heat that 
is generated. Do you have anything in mind about this 
sustainability issue? It is something we discuss very often 
in architecture.

LA_My work certainly has environmental concerns. For 
example, in defending no-design and no-construction, 
I am clearly also defending nature. That said, I am not 
fond of becoming involved in the morality or ethics of 
these issues or of making direct statements about them. 
My preference is to have people understand these things 
themselves. I can put across the stand I have taken 
against construction. Criticising it, demolishing it, breaking 
it down in pieces, defending untouched land from building 
development. My stand is a clearly environmental position. 
But I don’t go into the details such as a cleaner project or 
a less clean project. What I am saying in fact, is … [thinks] 
that every project is not merely about these issues since 



it extends equally to such things as being against control 
of space and also to design. This is almost an existential 
position against construction. The environmental issue is 
very important, but I would say that I generally regard it 
from a different perspective. It has always been a part of 
my attitude, but I also find talking about these things rather 
strange because I started my work in the nineties in Spain. 
And at that time and place, as you know, the construction 
principle was a nonstop hysteria of building, building, 
building. It is not by mere chance that I came up with this 
existential answer against construction in the Spain of the 
nineteen nineties.

MB_There are two ways of seeing this art. It can be truly 
beautiful, for example in the Secession project, or the one 
at the Venice Biennale. But it can also anchor you to the 
environmental question behind it all. I think it is very strong. 
I just would like to know if this is part of it.

LA_Yes, I think this is definitely there. It doesn’t 
leave you with many solutions, because … I think the 
difference between me and an architect or architects of 
my generation, who are doing projects that are socially 
engaged, is that I am not creating models. I don’t say: 
‘Do this or do that.’ My work is telling you something, 
and it is possibly even provoking you. But I am not telling 
you what to do or how to do it. All I say is: ‘I am against 
construction, you are controlling my life, don’t build.’ What 
I don’t say is: ‘Build with wood!’ My message is: ‘Don’t 
control my life, I am fed up with your control.’ And now, 
what can you do with it constructively? I don’t know and 

I don’t care, because I am not a builder. So, I will just set 
off to see the iron deposits tomorrow. I will not be building 
anything with them. I am not giving you the solution. I am 
not providing models. I am not a moralist. What I hope for 
is that I am simply handing you a problem.

RR_There are no solutions, and you are just pointing out 
actual problems. I think this is a really important element 
in your work – in particular, demonstrating issues and 
opening the eyes of the public, the audience, the user, or 
the residents of a city. It was extraordinarily interesting and 
also important to have had the point you have made and 
the position you have taken presented to what has been 
more or less an architectural audience. Lara, thank you 
very much. We will continue discussing and talking next 
door over some drinks and snacks. Thanks a lot for having 
been with us this evening. 
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Carla Juaçaba_Rio de Janeiro

Since 2000, Carla Juaçaba developed her independent practice of architecture and research based in Rio de Janeiro. 
Her office is currently engaged in both cultural programs and private projects. After her graduation she worked on 
the Atelier House, Rio Bonito House, Varanda House, Santa Teresa House, and a couple of exhibition designs. The 
ephemeral Pavilion Humanidade 2012 for Rio+20 was conceived with the theater director Bia Lessa. Carla Juaçaba is 
constantly part of the academic and teaching realms, as well as research studies and Lectures Harvard GSD; Colum-
bia University GSAPP; Academia di Architettura Mendrisio. Workshop at IUAV di Venezia 2014; Jury at BIAU Bienal 
Ibero Americana in Madrid 2012 and 2019. She won the first edition of the international prize ArcVision Women and 
Architecture 2013 in Italy.She was invited to Venice Architecture Biennale 2018 with the project BALLAST, and also built 
one of the Vatican Chapels for the Holy See Pavilion.

carlajuacaba.com.br

Jan Kinsbergen_Zürich

Jan Kinsbergen was born 1967 in Biel/ Bienne Switzerland. After studying architecture at the ETH Zürich with diploma 
by Professor Hans Kollhoff he worked from 1993 till 1999 with Steven Holl Architects in New York City. From 1999 
till 2001 he was leading his own architecture office in New York. During this time he was teaching architecture as a 
visiting faculty member at Columbia GSAPP University in New York. From 2002 till 2008 he was a faculty member at 
the ETH Zürich. Since the year 2002 he is leading the office Jan Kinsbergen Architekt in Zürich.

jankinsbergen.ch
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Piet Eckert_Zürich

Piet Eckert was born in 1968 in Mumbai (Bombay). Following his studies at the Columbia Graduate School of Archi-
tecture in New York and the ETH Zurich (Diploma 1994), he collaborated with OMA in Rotterdam from 1995 to 1997. 
In 2001 Piet Eckert established E2A with his brother Wim Eckert. Their methodology of work confronts idealism with 
an inventory of realities. Out of this confrontation, a sense of irony arises, a pleasure and a strategic contradiction to 
reassess an omnipresent burden of context and program. From 2009 to 2011, Piet Eckert was a visiting Professor for 
Architecture and Sustainable Building at the HCU HafenCity University of Hamburg. Since 2014, Piet Eckert is a guest 
professor at the USI - Università dell Svizzera Italiana at Mendrisio.

e2a.ch

Lara Almarcegui_Rotterdam

Rotterdam-based Spanish artist Lara Almarcegui often explores neglected sites, carefully cataloguing and highlighting 
each location‘s tendency towards entropy. As Spain’s representative to the 55th Venice Biennial, she filled the pavilion 
with massive piles of building rubble similar to that used for it’s construction. Working at a time of widespread urban 
renewal in Europe, she has remained a champion of forgotten sites – creating guides for the cities’ wastelands and 
even instigating their legal protection. Recently, with the intention of reflecting upon the region’s histories, specifically 
built histories, the artist has been working towards the acquisition of Mineral Rights on iron ore deposits in order to 
prevent extraction. Recent solo exhibitions include Agras Vulcano: Mineral rights, IVAM, Valencia; Lara Almarcegui 
Deep Inside Out, Graphische Sammlung ETH, Zurich; Argela, Parra y Romero, Ibiza; Beton, CAIRN, Digne (2019). 
Gravel, Ellen de Bruijne Porjects, Amsterdam (2018). Almarcegui is represented by Gallery Ellen de Bruijne Porjects in 
Amsterdam; Parra y Romero, Madrid and Mor Charpentier, Paris.



Since the preface is usually written at the end of a project 
like this, when almost everything has been brought to a 
conclusion, the transcriptions have been made and the 
editing completed, as is the case this time, we now have the 
opportunity of adding some reflecting remarks to the preface.

The November Talks 2019 concluded the lecture series 
November Talks at Graz University of Technology. The 
current coronavirus pandemic has sadly robbed us of the 
opportunity for a grand finale, a last hurrah.
We had developed our own lecture format for the November 
Talks in order to get even better acquainted with the attitudes, 
backgrounds, considerations and motivations of our guest 
architects, artists and engineers. The requirement was a 
45-minute lecture followed by a 45-minute interview with the 
speakers on their specialty topics and lectures. 

In 9 years, we were honored to welcome 35 guests from 
Europe, North and South America, Africa and Asia at Graz 
University of Technology. For their contributions and for their 
sometimes surprising openness in the interviews, allowing 
us to explore new paths and ways of thinking, I would like to 
personally thank:

Boštjan Vuga (Ljubljana), Xiaodu Liu (Shenzhen), Angela 
Parades (Madrid), David Adjaye (London), Bernard Khoury 
(Beirut), Brigitte Shim & Howard Sutcliffe (Toronto), Jonathon 
Sergison (London), Dorte Mandrup (Copenhagen), Go 
Hasegawa (Tokyo), Špela Videčnik (Ljubljana), Jordi 
Badia (Barcelona), Felix Claus (Amsterdam), Sofia von 
Ellrichshausen & Mauricio Pezo (Concepcion/Chile), Arno 

Brandlhuber (Berlin), Carme Pigem Barceló (Olot), Saša 
Randić (Zagreb), Walter Angonese (Kaltern), Krešimir 
Rogina (Zagreb), Christoph Gantenbein (Basel), Luyanda 
Mpahlwa (Cape Town), Imke Woelk (Berlin), Andrei Serbescu 
(Bucharest), Harald Baumann (Stuttgart), Mette Lange 
(Copenhagen), Peter Cachola Schmal (Frankfurt am Main), 
Francisco Mangado (Pamplona), Peter St John (London), 
Jürg Conzett (Chur), José Morales & Sara de Giles (Sevilla), 
Tatiana Bilbao (Mexico City), Wojciech Kotecki (Warsaw), 
Carla Juaçaba (Rio de Janeiro), Jan Kinsbergen (Zurich), Piet 
Eckert (Zurich) and Lara Almarcegui (Rotterdam).

Our guests did not present an ostensibly global architecture 
but focused rather on a local positioning of the respective 
speakers in an international context. We were witnesses to 
incredibly high-quality projects generated from a subtle, 
creative and innovative approach to location and space.

I am delighted that the November Talks have created a 
community that has used these events to meet, exchange 
ideas and to use the opportunity of participating in the 
international architecture discourse.
May the November Talks be fondly remembered. I would 
be delighted if the resulting nine brochures, which are now 
available and which impressively document each year of 
the November Talks, would find their way onto your library 
bookshelves, at home or in the office, always at hand for 
reference or for a quick memory refresher.

Roger Riewe

REVIEW
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Da das Vorwort in der Regel immer zum Schluss verfasst 
wird, dann, wenn fast alles fertig ist, die Transkriptionen 
gemacht worden sind, das Redigieren bereits erfolgt ist, 
wie auch dieses Mal, ergibt sich die Möglichkeit, dem 
Vorwort auch einen Rückblick beizufügen.

Mit den November Talks 2019 wird die Reihe der 
November Talks an der TU Graz abgeschlossen. Eine 
finale Runde als krönender Abschluss sollte es, nicht nur 
Corona-bedingt, nicht mehr geben.

Für die November Talks haben wir ein eigenes 
Format entwickelt, um noch besser an die Haltungen, 
Hintergründe, Überlegungen und Motivationen der 
Architektinnen und Architekten, Künstlerinnen und 
Ingenieure heranzukommen. 45 Minuten Vortrag lautete 
die Vorgabe, um danach 45 Minuten mit den Vortragenden 
themen- und vortragsbezogen zu diskutieren. 

Wir haben in 9 Jahren 35 Gäste aus Europa, Nord- und 
Südamerika, Afrika und Asien bei uns in Graz an der TU 
willkommen heißen können. Für ihre Beiträge und für ihre 
teils überraschende Offenheit in den Diskussionen, die uns 
ermöglichte, neues Terrain zu erkunden, möchte ich mich 
persönlich herzlich bedanken bei:

Boštjan Vuga (Ljubljana), Xiaodu Liu (Shenzhen), 
Angela Parades (Madrid), David Adjaye (London), 
Bernard Khoury (Beirut), Brigitte Shim & Howard 
Sutcliffe (Toronto), Jonathon Sergison (London), Dorte 
Mandrup (Kopenhagen), Go Hasegawa (Tokyo), Špela 
Videčnik (Ljubljana), Jordi Badia (Barcelona), Felix Claus 
(Amsterdam), Sofia von Ellrichshausen & Mauricio Pezo 

(Concepcion/Chile), Arno Brandlhuber (Berlin), Carme 
Pigem Barceló (Olot), Saša Randić (Zagreb), Walter 
Angonese (Kaltern), Krešimir Rogina (Zagreb), Christoph 
Gantenbein (Basel), Luyanda Mpahlwa (Kapstadt), 
Imke Woelk (Berlin), Andrei Serbescu (Bukarest), Harald 
Baumann (Stuttgart), Mette Lange (Kopenhagen), Peter 
Cachola Schmal (Frankfurt am Main), Francisco Mangado 
(Pamplona), Peter St John (London), Jürg Conzett (Chur), 
José Morales & Sara de Giles (Sevilla), Tatiana Bilbao 
(Mexiko Stadt), Wojciech Kotecki (Warschau), Carla 
Juaçaba (Rio de Janeiro), Jan Kinsbergen (Zürich), Piet 
Eckert (Zürich) und Lara Almarcegui (Rotterdam).

Nicht eine vordergründig globale Architektur wurde von 
unseren Gästen dargeboten, vielmehr konnten wir Zeuge 
einer lokalen Positionierung in einem internationalen 
Kontext der jeweiligen Vortragenden werden. Uns wurden 
unglaublich qualitätsvolle Projekte gezeigt, die aus einem 
subtil-kreativen und innovativen Umgang mit Ort und 
Raum generiert werden konnten.

Es freut mich sehr, dass sich durch die November 
Talks eine Community gebildet hat, die diese Events 
genutzt hat, sich zu treffen, sich auszutauschen und die 
die Gelegenheit genutzt hat, an einem internationalen 
Architekturdiskurs teilzunehmen.
Mögen die November Talks in guter Erinnerung bleiben. 
Es würde mich sehr freuen, wenn die nun vorliegenden 
neun Broschüren, die die jährlichen November Talks 
eindrücklich dokumentieren, den Weg in Ihre Bücherregale 
in den Bibliotheken, zuhause oder im Büro finden, immer 
griffbereit zum Nachschlagen oder um Erinnerungen 
aufzufrischen.

Roger Riewe

RÜCKBLICK
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