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12 The Endless Helix

While I was writing this introduction to the exhibition, my 
thoughts were interrupted by the dramatic news of  Dame 
Zaha Hadid’s sudden death.

That news shocked me. I sat down to think.
I have always looked upon Ms Hadid with great admi-

ration for her strength, determination and independence. 
And I took inspiration from this to decide how to proceed: 
Adriano Berengo with the Fondazione Berengo and Zaha 
Hadid Architects had the responsibility to realize her desire 
to hold an astounding exhibition in Venice. 

This is my commitment to her, to what she achieved and 
created during her lifetime. Today, more than ever, I can 
say that this is not just a solo show, but a show evidencing 
her desire to share with us a vision of  present and future 
architecture. Her way of  accomplishing this was through a 
mission, with incredible results. This would not have been 
possible without the willingness and strength of  Zaha Had-
id Architects Studio that fully represents the determination 
of  its founder and which will continue on this path.

The moment I received Zaha Hadid’s proposal for the 
exhibition, I immediately felt a deeper connection with her.

When you search for perfection and you obtain it, when 
your audience is accustomed to surprising and successful 
results, when your name is Zaha Hadid, the research pro-
cess, the attempts and trials, which for months are the only 
things you think of, sometimes go almost unnoticed and 
take second stage.

For over twenty years, I have been seeing this in my real-
ity, in the glass artworks created in my furnace on Murano, 
Berengo Studio 1989: all the intermediate steps leading to 
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13 14the creation of  the final project are an inseparable com-
ponent of  the end result. This leads to the need for inter-
views, filming and video editing, documenting the difficult 
but amazing moment right before an artwork is made.

I think that this awareness was also part of  Zaha Hadid’s 
works and is more than alive in this exhibition.

With this show, Zaha Hadid aimed to create an intimate 
and profound journey. Honoured with awards, prizes and 
publication covers, the so-called “star-architect” has estab-
lished a more intimate dialogue with her audience here in 
Venice in the Palazzo Franchetti.

Three key concepts strike the spectator: Synergy, Inno-
vation, and Fluidity. The word synergy that the architect 
finds in design, engineering and manufacturing technolo-
gies inevitably evokes, in my mind, a strong parallel with my 
own activity in the art world. Creating works of  art in glass 
is a process that needs synergy and harmony among design 
(artists, designers and architects that I host for the projects), 
the manufacture (referring to the furnace where expert 
glassmakers shape the design and the ideas of  the artists) 
and the technology they employ. There is much talk today 
about the need for craftsmanship, but technology is espe-
cially essential, since the contemporary approach should 
not be a nostalgic remake of  the past, but an advancement 
that renders tradition priceless. All this is found in Zaha’s 
creations, from architecture to design.

Fondazione Berengo is an organization that I established 
to bring Murano glass as applied to contemporary art and 
design to the world. Fondazione Berengo implements its 
mission through the exhibition Glasstress and related edu-
cational processes. 

Fondazione Berengo has also embraced this architectural 

exhibition of  Zaha Hadid for its educational aspect. The exhi-
bition seeks to surpass the barrier between the magnificence 
of  the completed project and its “backstage”, also by inves-
tigating aspects – far from secondary – inherent to its imple-
mentation: logistics, organization, materials, skilled labour, 
techniques and technologies, with great dignity and attention.

Innovation is the second key concept intended as a pro-
cess that questions what we know in favour of  progress 
that benefits everyone. And this is one reason that Zaha’s 
projects are extraordinary: they abound with magnificence, 
thanks to an incredible research and innovative approach, 
taking building know-how to the extreme. At the same time 
her works possess the humility to listen to the spirit of  the 
place where they are built and acknowledge the functional-
ity of  those who experience them. I think this is the secret 
of  her success, a delicate balance that requires dedication, 
commitment and full control of  processes and mediums to 
create a project that can be enjoyed by people in the present 
while representing them in a changing world.

For me, the incredibly fluid work called Helix has a very 
strong and conceptual meaning in this exhibition, an inter-
mingling of  significance: a conjunction between the “artist” 
and her audience, between performers and patrons, between 
the present and the future of  us all.

The word fluidity comes to mind: an exhibition on con-
temporary architecture that harmoniously unfolds across the 
rooms of  a 16th-century palace on the Grand Canal in Venice. 
Her works and installations interact with the environment 
of  the palazzo itself, in the same way that the restless flow 
of  water of  Grand Canal combines reflected images of  a 
Venice - and a world - in which past and present merge more 
and more into one beautiful context. This is fluidity.
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16 Preface

The 2004 publication of  Digital Hadid remains an import-
ant milestone in my attempt to reflect the genealogy of  the 
digitally driven style I started to call ‘Parametricism’ at the 
2008 Venice Architecture Biennale. In 2004 I was already 
formulating the need to name and define the new language 
or style of  architecture that was forming due to a strong 
convergence of  a whole generation of  young architects 
since the early 1990s. In retrospect it seems curious that it 
took me another 4 years to find the courage and occasion 
to take a stab at attempting such a definition.

My 2004 thesis focused on the pre-digital desire for com-
plexity and fluidity as a motivating force for the introduc-
tion of  certain digital tools drawn into architecture from the 
realms of  computer graphics, movie animation and scien-
tific simulation. What was already clear at the time, name-
ly that those digital tools started to have a profound impact 
on our design and design thinking beyond the mere fulfill-
ment of  our prior motivating desires, became much more 
pronounced since. In the last 10 years a whole new suite of  
tools was brought to bear on our design methodology and 
repertoires, tools that pushed our conception of  architectural 
design into a whole new direction. These tools are the ever 
expanding set of  algorithms that shape, discipline, and ratio-
nalize our designs in unexpected and sometimes even count-
er-intuitive ways. These tools have become truly generative 
and intelligent, augmenting our design capacity in profound 
ways. While new degrees of  design freedom are conquered, 
our designs can be simultaneously constrained by structur-
al, environmental and fabrication logics. This delivers engi-
neering rationality together with an expanded range of  new 
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Adriano Berengo
President Fondazione Berengo

The Palazzo Franchetti is not only home to Fondazione 
Berengo but to the Istituto Veneto di Scienze, Lettere ed 
Arti, an institution committed to spreading and safeguard-
ing science, literature and the arts by promoting research 
and far-reaching programs. Here, I am sure visitors will 
have a greater understanding of  Zaha Hadid’s pioneering 
vision that redefined architecture and design for the 21st 
century and captured imaginations across the globe. Expert 
or amateur, they will enjoy this exhibition and go away with 
precious memories and valuable lessons. I work in the art 
world. Dame Zaha Hadid was an excellence in architecture, 
but her work is also imbued with art, that patina that makes 
everything eternal, including the creator herself.



17 18 Introduction

Digital Hadid Revisited will explore the contribution of  Zaha Hadid 
and of  Zaha Hadid Architects to the development of  the new archi-
tectural language and paradigm that is fast becoming hegemonic 
within avant–garde architecture today.
There is an unmistakable new style manifest within avant–garde 
architecture today. Its most striking characteristic is its complex 
and dynamic curvelinearity. Beyond this obvious surface feature 
one can identify a series of  new concepts and methods that are 
so different from the repertoire of  both traditional and modern 
architecture that one might speak of  the emergence of  a new par-
adigm for architecture. It seems difficult to give a unified name 
to this new paradigm that succinctly captures the essence of  the 
current trend. One difficulty lies in the question whether such a 
defining term should refer to the formal features, the guiding con-
cepts or the methods/techniques that characterize this new para-
digm. Contenders are Blob–architecture, Folding, Deformation, 
Parametric Architecture, Digital Architecture.
This new language (or style) of  architecture seems to be based upon 
the adoption of  a new generation of  3D modeling tools. Indeed a 
lot of  commentators tend to construe a direct causal link from this 
new paradigm back to the IT revolution that has transformed the 
discipline in last 10 years.

Indeed the choice of  a representational/design medium has 
a huge impact on the character of  the design results. The medium 
is never neutral and external to the work. It constitutes and limits 
the design issues treated and the universe of  possibilities for effec-
tive design speculation. Design thinking is bound to the represen-
tational medium and its scope can be expanded by the expansion 
offered by the new digital design tools. The reflection upon “design 
worlds” (Mitchell 1990), and their embeddedness in the “discur-
sive formations” (Foucault 1972) of  the discipline, is a necessary 
component of  taking a progressive stance towards the possibili-
ties of  design research.

However, I shall argue and demonstrate that such a simple 
reduction of  the new type of  work to the availability of  comput-
ing in architecture would be a fallacy. While it is undeniably true 
that the arrival of  the new tools (3ds max a.o.) had a huge impact 
and that these tools have been able to monopolize the production 
of  contemporary work – without these tools nothing goes – I will 
argue that the adoption of  animation tools was not at all inevitable, 

morphologies that can serve architecture’s expressiveness 
and communicative capacity. This coincidence of  rationali-
ty and expressiveness determines the peculiar search space 
of  our discipline, a solution space which has been hugely 
expanded under the auspices of  parametricism. This new 
paradigm has been flourishing for quite some time but is only 
now ready to go mainstream on all scales and with respect 
to all program domains.
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19 20 complex compositions possible. But the desire for complex form 
was always building upon the formal and conceptual innovations 
achieved previously. The tools came in as soon as they were avail-
able, keenly taken up to support the ambitious design manoeuvres 
already under way. It was a dialectic amplification, in which the 
new work spurned the search for new tools and the introduction 
of  new tools facilitated the work further, pushing the most ambi-
tious tendencies to new extremes. This process was an evolution 
of  many smaller steps, not of  a few singular breaks.

but rather had to be prepared by certain conceptual and meth-
odological advances that preceded the arrival of  these tools. To 
uncover and explicate this pre–digital pedigree of  the current dig-
ital architecture will be the task of  the first part of  the catalogue. 
In this prehistory one can locate Zaha Hadid’s most original and 
path–breaking contributions to the development of  contemporary 
architecture. In this era – the 1980s – Hadid was one of  the key 
protagonists in a field of  radical conceptual and formal architec-
tural research, and her pre–eminent reputation was established on 
the basis of  pictorial research without the completion of  a single 
building during this first decade of  her career. During this period 
the computer was absent from Hadid’s design studio. However, the 
innovation of  certain analog design media deployed was crucial in 
the formation of  her work.

The second part of  the catalogue will focus on the develop-
ment of  the work since the introduction of  the computer in 1990. 
Here I will introduce a series of  key projects and key concepts that 
have been important with respect to the development of  the cur-
rent flourishing of  “digital architecture” both within and beyond 
Hadid’s practice. The period is also the period in which Hadid’s 
architecture has made the transition from concept to material real-
ization without compromising its innovative thrust. The involve-
ment of  the 3D modeling tools in this process of  realization will be 
explained. Finally, I will present and discuss the most recent work 
of  Zaha Hadid Architects which is marked by the fact that a new 
level of  structural complexity, tectonic fluidity and plastic articu-
lation has been mastered with precision and confidence. 

While the catalogue presents two parts representing two 
phases in the development of  Hadid’s oeuvre pre–digital and (post)
digital – I think the work has a strong continuity overall. The com-
puter was introduced in the late eighties, early nineties, when we 
started with simple forms of  3D–modelling with Model–shop and 
later FormZ. That was a process parallel to hand drafting and paint-
ing. They were quick three–dimensional sketches. The computer 
was used because it was helpful for what was already established as 
an architectural language. The computer programs that work with 
splines and smoothly deformable meshes were introduced much 
later, in the second half  of  the nineties. The 2D computer–draft-
ing, for the plans and sections, started in the mid–nineties. That 
was a big shift, because it meant not just working in layers, which 
you can also do on transparent paper, but it meant that we could 
work on all plans simultaneously. The latest shift is the introduc-
tion of  3D modeling and complex curvelinearity. That made more 
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21 22 “self–serving” fascination with the extreme distortion of  spaces 
and objects that emerged from the ruthless application of  perspec-
tive construction – not unlike the anamorphic projections one can 
find in certain 17th Century paintings. Hadid built up pictorial spac-
es within which multiple perspective constructions were fused into a 
seamless dynamic texture. One way to understand these images is as 
attempts to emulate the experience of  moving through an architec-
tural composition revealing a succession of  rather different points 
of  view. Another, more radical way of  reading these canvasses is to 
abstract from the implied views and to read the swarms of  distorted 
forms as a peculiar architectural world in its own right with its own 
characteristic forms, compositional laws and spatial effects. One of  
the striking features of  these large canvasses is their strong sense of  
coherence despite the richness and diversity of  forms contained with-
in them. There is never the order of  monotonous repetition, but the 
field continuously changes its grain of  articulation. Gradient tran-
sitions mediate large quiet areas with very dense and intense zones. 
Usually these compositions are poly–central and multi–directional. 
All these features are the result of  the use of  multiple, interpenetrat-
ing perspective projections. Often the dynamic intensity of  the over-
all field is increased by using curved instead of  straight projection 
lines. The projective geometry allows to bring an arbitrarily large 
and divers set of  elements under its cohering law of  diminuation 
and distortion. The resultant graphic space very much anticipates 
the later (and still very much current) concepts of  field and swarm. 
The effect achieved is very much like the effects currently pursued 
with curve–linear mesh–deformations and digitally simulated “grav-
itational fields” that grip, align, orient and thus cohere a set of  ele-
ments or particles within the digital model.

A second prevalent feature of  Hadid’s large paintings is the 
technique of  layering and the concomitant technique of  render-
ing elements as transparent to reveal the depth of  the composi-
tion. This transparent superposition of  the elements of  a drawing 
anticipates the literal spatial interpenetration of  geometric figures 
in order to create more complex organizations.

A third characteristic of  Hadid’s early work that anticipates 
a pervasive preoccupation of  the recent avant–garde is the idea of  
manipulating the ground plane by means of  cutting and warping. 
(Tomigaya, Al Wahda, Duesseldorf) This elaboration of  the ground 
as manipulated/moulded surface anticipates the current use of  dig-
ital surface modelers and the attendant idea of  architectural artic-
ulation by means of  surface foldings implying the concept of  the 
building as a single continuous surface.

The Prehistory of the New Digitally Based Architecture

The quest for new design media
One of  the most significant and momentous features of  architec-
tural avant–garde of  the last 20 years is the proliferation of  repre-
sentational media and design processes. 

In the early eighties Zaha Hadid burst onto the architectural 
scene with a series of  spectacular designs embodied by even more 
spectacular drawings and paintings. The idiosyncrasies of  these 
drawings made it difficult to read them as straightforward archi-
tectural descriptions.

This initial openness of  interpretation might have led some 
commentators to suspect “mere graphics” here. 

There is an obvious parallel here with the skepticism which 
confronted the early, abstract experiments in computer surface 
modeling in the mid–nineties.

However, these unusual modes of  representation played a fun-
damental role in the development of  a series of  highly original and 
influential expansions of  the formal and conceptual repertoire of  
architecture. Modes of  representation in architecture are at the same 
time modes of  generation. The creative process to a large extent 
resides in these modes and means. The creativity and information 
processing capacity of  the “imagination” or “inner eye” is rather lim-
ited and itself  dependent upon being trained and developed in con-
junction with the development of  the media. That is why “Digital 
Hadid Revisited” is part of  a significant series of  investigations.

Computer technology, i.e. the new digital design tools have had 
an important and increasing influence on the work of  Zaha Hadid 
Architects over the last 10 years. This concerns primarily the handling 
of  increasingly complex geometries within the designs. However, the 
desire for such tools to be imported from the animation industry orig-
inated in the fact that the tendency towards complexity and fluidity 
was already manifest in the work before those tools were available. 
Hadid’s early elaborate techniques of  projective distortion – deployed 
as a cohering device to gather a multitude of  elements into one geo-
metric force–field – were already setting the precedence of  the cur-
rent computerbased techniques of  deformation and the modeling of  
fields by means of  pseudo–gravitational forces. 

Hadid used axonometric and perspective projection in a 
new way to dynamize the implied space. Initially such projections 
were deployed according to their proper function as means of  rep-
resentation. However, it soon became apparent that there was a 
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23 hand drawing and painting. As you go along, there is another layer 
of  operation, while you’re working on the drawing which is some-
how missing in the computer rendering. Some people still have this 
raw talent. Some people can do drawings and plans (by hand or 
by computer). They can manipulate them so much. Somebody like 
Patrik can do plans like nobody else. Some people have an incredi-
ble way of  dealing with 3–dimensional modelling in the computer; 
but they don’t have the same value. You can achieve certain things 
through technology. But you can’t abstract in the same way. When 
drawing a perspective by hand you can decide that you want to show 
and edit out some other things. It’s not about wire–framing. Rather 
you can decide to focus on the thing you want study at the time as 
you’re doing the drawing. It focuses you more on certain critical 
issues. However, because I’m sitting there with 15 or 20 computer 
screens in front of  me and I can see them all at the same time, it 
gives me yet another repertoire. You can see at the same time the 
section, the plan and several moving 3–D views, and in your mind 
you can see them in yet a different way. So I’m not sure if  it weak-
ens or strengthens your view. I just think it’s a different way. And 
we still do physical models all the time, and I still do the sketches.

MM:
With your drawings you were often dealing with a certain notion of  
distortion, which allowed certain conventions to be looked at again.

ZH:
Yes, but what is interesting is that these ideas, at the time we did 
these drawings, allowed us to see a project from every possible and 
impossible perspective. Maybe you can do that now with the kind 
of  animated fly–over. You can. But the nice thing about the elabo-
rate drawing is that, because they take such a long time to construct, 
they give you the time to add many layers. With physical models it 
is the peculiar nature of  the material which affords design oppor-
tunities. Because I am always doing the contouring of  the site in 
plexi we began to see a similarity between liquid space and rock. 
Such “discoveries” can be productive. By the sheer use of  the mod-
el, almost by total accident, you begin to look at things in differ-
ent ways. So I’m saying that the presentation began to inform the 
work and it gives you ideas. In the case of  the Tomigaya project in 
Tokyo we did these every difficult drawings where we saw every-
thing simultaneously in 3–D. This coincided at the time with the 
appearance of  the plexi model, about 15 years ago. What does it 
mean to see in a transparent way through a building? One of  the 
implications for us was the realisation that we do not have to have 
the vertical circulation operate like an extrusion or vertical core but 

Zaha Hadid in Her Own Words

Here is what Zaha Hadid had to say about the role of  design media 
in general and digital media in particular in an interview with the 
Chairman of  the Architectural Association School of  Architecture 
Mohsen Mostafavi, Dec-Jan 2001 (El Croquis 103):

MM:
You touched on the question of  mechanisms or means of  repre-
sentation. How do you think your approach has changed in the 
last 5 or 10 years? What is the tension between your own draw-
ings/conceptualisations and the way in which in your own office 
computers are playing such a central role ?

ZH:
I still think that even in our later projects, where the computer was 
already involved, like for instance the IIT project, the 2–dimen-
sional plan drawings are still seminal. I still think the plan is criti-
cal. The computer shows what you might see from various selected 
viewpoints. But I think this doesn’t give you enough transparency; 
it’s much too opaque. 

Also, I think it is much nicer on the screen than when it is 
printed on to paper, because the screen gives you luminosity and 
the paper does not unless you do it through a painting. 

Further I think if  you compare computer renderings with ren-
dering by hand I must say that you can improvise much more with 

‘Riverside Elevation’ KMR Art and Media Centre, Dusseldorf 1989-1993
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25 rather allow the vertical path to shift from one level to the next. This 
was discovered because we had the different plans overlaid with 
each other, to construct a way to connect the levels in a new way.

I think that in a way one can say that these very elaborate, com-
plicated drawings – without saying that they are definitely finished – 
did their job at the time. At the time I could not present the work in 
a normative way. The work could not be done just through a simple 
set of  plans and sections only. There was an element of  shock, real-
ly, which was to shock or challenge normal conventions. But it’s not 
enough to just, say, do anything formally different. I think that 20 
years ago, when my formal repertoire has developed over a number 
of  years, in every project, the idea of  the project was first challenged, 
and then it was worked on formally. We never set out explicitly with 
the intention of  formal discovery, through a drawing with the pre-
diction that we would discover something. All these drawings which 
were quite elaborate needed a scenario. These drawings were devel-
oped over a considerable length of  time. Therefore I would say, the 
formal repertoire that emerged was not completely accidental, per-
haps a bit of  accident at the beginning maybe, prior to the develop-
ment of  the project. But then those accidental discoveries have been 
worked out through very precise drawings.

Al Wahda Sports Centre, Abu Dhabi, UAE 1989 Halkin Place, London, UK 1985
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Aerial Perspective, Victoria City Aerial, Berlin, Germany 1988
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29 30 as the DeStijl movement this exhilarating historical moment was 
captured and exploited for the world of  experimental architecture.

My thesis here is that the withdrawal into the two–dimen-
sional surface, i.e. the refusal to interpret everything immediately 
as a spatial representation, is a condition for the full exploitation 
of  the medium of  drawing as a medium on invention. Only on this 
basis, as explicitly graphic manoeuvres, do the design manoeuvres 
gain enough fluidity and freedom to play. They have to be set loose, 
shake off  the burden to always already mean something determi-
nate. Obviously, this stage of  play and proliferation has to be fol-
lowed by a tenacious work of  selection and interpretation. At some 
stage architectural work leads to building. But not in every “proj-
ect”. Some architectural projects remain “paper projects” which 
are “translated” later, by other projects. The discipline of  archi-
tecture has learned to allow for this. Major contributions to the 
history of  architecture have been made on this basis. Today we 
see architectural experiments and manifestos proliferating within 
the virtual space afforded by the computer. Although the working 
interface (computer screen) as well as the various output media 
(printing, video–projection) remain strictly two–dimensional, the 
virtual three–dimensionality afforded by 3D modeling software 
offers a new way of  working that combines the intuitive possibili-
ties of  physical model making with the precision and immateriality 
of  drawing. Further, as will discussed in more depth below, certain 
3D modeling and animation tools introduce whole new series of  
“primitives” and manipulative operations which are highly sugges-
tive with respect to new architectural morphologies and the con-
ceptual build up of  an architectural composition. However, these 
new compositional techniques still share some of  the productive 
under–determination of  the experimental drawing. 3D modeling 
can be equally abstract and ambiguous with respect to the final 
translation into physical constructs.

One of  Hadid’s most audacious moves was to translate the 
dynamism and fluidity of  her calligraphic hand directly into equal-
ly fluid tectonic systems. Another incredible move was the move 
from isometric and perspective projection to literal distortions of  
space and from the exploded axonometry to the literal explosion of  
space into fragments, from the superimposition of  various fisheye 
perspectives to the literal bending and melt down of  space etc. All 
these moves initially appear rampantly illogical, akin to the oper-
ations of  the surrealists.

The level of  experimentation reached a point where the dis-
tinction between form and content within these drawings and 

Graphic Space

The predicament to start (and ultimately stay) with drawings, i.e. 
with objects lacking the third dimension, has been architecture’s 
predicament ever since its inception as a discipline distinguished 
from construction. As Robin Evans pointed out so bluntly: archi-
tects do not build, they draw.

Therefore the translation from drawing to building is always 
problematic – at least under conditions of  innovation. 

Architecture as a design discipline that is distinguished from 
the physical act of  building constitutes itself  on the basis of  draw-
ing. The discipline of  architecture emerges and separates from the 
craft of  construction through the differentiation of  the drawing as 
tool and domain of  expertise outside (and in advance) of  the mate-
rial process of  construction. 

The first effect of  drawing (in ancient Greek architecture) 
seems to be an increased capacity of  standardization, precision 
and regularized reproduction on a fairly high level of  complex-
ity and across a rather wide territory. Roman architecture could 
benefit from this but also shows hints towards the exploitation 
of  the capacity of  invention that the medium of  drawing affords. 
Without drawing the typological proliferation of  Roman architec-
ture is inconceivable. Since the Renaissance (via Manerism and 
Baroque) this speculative moment of  the drawing has been gath-
ering momentum. But only 1920s modernism really discovers the 
full power and potential of  the drawing as a highly economic tri-
al–error mechanism and an effortless plane of  invention – in fact 
inspired by the compositional liberation achieved by abstract art 
in the 1st decade of  the 20th Century. Drawing accelerates the evo-
lution of  architecture. In this respect modern architecture depends 
upon the revolution within the visual arts that finally shook off  the 
burden of  representation. Modern architecture was able to build 
upon the legacy of  modern abstract art as the conquest of  a pre-
viously unimaginable realm of  constructive freedom. Hitherto art 
was understood as mimesis and the reiteration of  given subjects, 
i.e. re–presentation rather than creation. Architecture was the re–
presentation of  a fixed set of  minutely determined typologies and 
complete tectonic systems. Against this backdrop abstraction meant 
the possibility and challenge of  free creation. The canvas became 
the field of  an original construction. A monumental break–through 
with enormous consequences for the whole of  modern civilisa-
tion. Through figures such as Malevich and vanguard groups such 
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Aerial View, Irish Prime Minister’s Residence, Dublin, Republic of Ireland 1977-1980
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33 34 proper) the suggestion of  new modes or patterns of  inhabitation. 
This list of  contributions describes a causal chain that significantly 
moves from the superficial to the substantial and thus reverses the 
order of  ends vs. means assumed in normative models of  rational-
ity. The project starts as a shot into the dark, spreading its trajecto-
ries, and assuming its target in midcourse. The point of  departure 
is the assumption of  a new representational media (x–ray layer-
ing, multi perspective projection) which allow for certain graph-
ic operations (multiple, over–determining distortions) which then 
are made operative as compositional transformations (fragmenta-
tion and deformation). These techniques lead to a new concept of  
space (magnetic field space, particle space, continuously distorted 
space) which suggests a new orientation, navigation and inhabita-
tion of  space. The inhabitant of  such spaces no longer orients by 
means of  prominent figures, axis, edges and clearly bounded realms. 
Instead the distribution of  densities, directional bias, scalar grains 
and gradient vectors of  transformation constitute the new ontolo-
gy defining what it means to be somewhere.

These innovations have been (and continue to be) produced 
within an international collective/competitive milieu of  experiment-
ers. The totality of  discoveries emerging within this milieux is imme-
diately appropriated – and rightly so – by each and every contributor.

This assessment of  Hadid’s oeuvre in terms of  the expansion 
of  architectural methods and formal resources is independent of  
the success and merit the various built and unbuilt projects with 
respect to the particular tasks they are addressed to solve. Rather 
than fulfilling only their immediate purpose as a state of  the art 
delivery of  a particular use–value – e.g. a fire station or an exhibi-
tion venue – the significance and ambition of  these projects is that 
they might be seen as manifestos of  a new type of  space. As such 
their defining context is the historical progression of  such manifes-
tos rather than their concrete spatial and institutional location. The 
defining ancestry of  e.g. the Vitra Fire Station or the Millennium 
Mind Zone includes the legacy of  modern architecture and abstract 
art as the conquest of  a previously unimaginable realm of  con-
structive freedom. A key example for such a manifesto building 
is Rietveld’s House Schroeder. The value and justification of  this 
building does not only depend on the particular suitability to the 
Schroeder’s family interests. It operates as an inspiring manifesto 
about new compositional possibilities which much later are further 
extended in the Vitra Fire Station – Hadid’s first built manifesto 
to be understood within Zaha Hadid’s oeuvre at large. Both these 
manifesto buildings radically violate the typological and tectonic 

paintings, was no longer fixed. The question which features of  the 
graphic manipulation pertain to the mode of  representation rath-
er than to the object of  representation was left unanswered. Was 
the architecture itself  twisting, bending, fragmenting and inter-
penetrating or were theses features just aspects of  the multi–view–
point fish–eye perspectives? The answer is that over an extended 
process and a long chain of  projects the graphic features slowly 
transfigured into realizable spatial features. The initial openness in 
this respect might have led some commentators to suspect “mere 
graphics” here. Within Zaha Hadid’s studio this uncertainty was 
productively engaged through a slow process of  interpretation via 
further drawings, projects and finally buildings.

These strange moves which seemed so alien and “crazy” – once 
taken seriously within the context of  developing an architectural 
project – turn out to be powerful compositional options when faced 
with the task of  articulating complex programmes. The dynamic 
streams of  movements within a complex structure can now be made 
legible as the most fluid regions within the structure; overall trape-
zoidal distortions offer one more way to respond to non–orthogo-
nal sites; perspective distortions allow the orientation of  elements 
to various functional focal points etc. What once was an outrageous 
violation of  logic has become part of  a strategically deployed reper-
toire of  nuanced spatial organisation and articulation. 

Painterly techniques like colour modulations, gradients of  
dark to light or pointillist techniques of  dissolving objects into 
their background assume significance in terms of  the articulation 
of  new design concepts like morphing or new spatial concepts like 
smooth thresholds, “field–space” and the “space of  becoming” 
(Eisenman). These concepts came to full fruition only with the latest 
digital 3D modeling and animation software. Jeff  Kipnis deserves 
recognition here as someone who has theorised such possibilities 
of  “graphic space”. But it was Zaha Hadid who went first and fur-
thest in exploring this way of  innovating architecture – without as 
well as with support of  advanced software.

Zaha Hadid has been a persistent radical in the field of  archi-
tectural experimentation for the last 35 years.

The importance of  her contribution to the culture of  archi-
tecture lies primarily in a series of  momentous expansions – as 
influential as radical – in the repertoire of  spatial articulation avail-
able to architects today. These conquests for the design resources 
of  the discipline include representational devices, graphic manip-
ulations, compositional manoeuvres, spatial concepts, typologi-
cal inventions and (beyond the supposed remit of  the discipline 
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35 36 Post–modernism, Deconstructivism, Folding

Hegel grasped that the New in artistic and intellectual history is 
always consuming its immediate precursor as its defining opposite, 
maintaining and carrying it along like a shadow. And this shad-
ow carries a further shadow etc., so that a cultural innovation can 
only be identified and appreciated by those who are able to place 
it within the whole historical evolution. Such appreciation there-
fore becomes a relative, graded and ultimately infinite act. (And it 
is essential for the culture of  architecture to insist that a new archi-
tectural position can not be reduced to an isolated form or gesture, 
but – like a scientific idea – involves a whole network of  historical-
ly cumulative assumptions and ambitions.) 

This process, which Hegel called sublation, is borne out by 
the fact that the definition of  the New, e.g. of  deconstructivism 
or folding in architecture, stretches across hundreds of  magazine 
and book pages, broadly retracing architectural history, referenc-
ing classic as well as modernist tropes. 

But – and this is beyond the grasp of  hegelian dialectic – 
each time the sequence is traversed it is twisted and retro–actively 
realigned by current contingencies and emerging agendas. The his-
tory of  (architectural) history reveals how distinctions and relative 
newness are redistributed, emerge and collapse under the force of  
current innovations and concerns, a force that thus works to a large 
extend against the arrow of  time and this has bewitching conse-
quences: A thought might no longer speak the language of  its own 
beginning. As Derrida puts it “... all is not to be thought at one go 
...” and “The necessity of  passing through that erased determination, 
the necessity of  that trick of  writing is irreducible”. (Derrida 1974) 

However easy and natural the latest innovations (layerings, 
deformations) might seem to us now, they did constitute radical 
violations of  the implicit rules of  architectural order and for the 
mainstream audience this oppositional character still dominates 
their perceived meaning. The innovative architect has no choice 
but to reckon and work with this dialectic determination by oppo-
sition or contrast. It will take time for the differences internal to 
the new language to emerge from the shadow of  the stark differ-
ence of  new vs old.

One argument here is that while the current avant–garde lan-
guage of  architecture – with its incredible surge of  creative energy 
and power, fuelled by the ongoing IT revolution, is conceptually 
still working out the ramifications of  a series of  dialectical reversals 

norms of  their time and dare to suggest compositional moves hith-
erto unknown to the discipline of  architecture. Hadid’s oeuvre in 
turn can be defined as an attempt to push ahead with “the incom-
plete project of  modernism”. This is the most general account Zaha 
Hadid has – on many occasions – given of  her work. The “incom-
plete project of  modernism” as Hadid understands it is more tilted 
towards Russian Constructivism rather than German Functionalism 
giving greater prominence to formal innovation than to scientific 
rationalisation. But this opposition is one of  degree rather than 
principle. For all shades of  the modern movement the historical 
intersection of  abstract art, industrial technology and the social 
revolutions succeeding in the aftermath of  the 1st world war have 
been the indispensable ingredients.

The introduction of  categories such as “manifesto”, “the 
discipline of  architecture” and “oeuvre” suspends but does not 
cancel or deny concerns of  utility. These categories are not set 
absolute, autonomous and forever aloof  from the functional con-
cerns of  society. Rather the concrete uses and users are bracketed 
for the sake of  experimenting with new, potentially generalisable 
principles of  spatial organisation and articulation with respect to 
emerging social demands and use patterns. Functional optimality 
according to well corroborated criteria is thus renunciated for the 
experimental advancement of  social practises of  potentially higher 
functionality. The very nature of  the kind of  iconoclastic research 
of  “the avant garde” is that it thrusts itself  into the unknown and 
offers its challenging proposals to the collective process of  exper-
imentation in a raw state rather than waiting until the full cycle of  
experimentation, variation, selection, optimisation and refinement 
is complete to present secure and polished results. 

Despite the often precarious status of  its partial and prelim-
inary results I will argue that this radicalism constitutes a form 
of  research; an unorthodox research in as much as its methods 
include intuitive groping, randomisation and automatic formal 
processes, i.e. the temporary relaxation and even suspension of  
rational criteria.
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37 38 first launched by “deconstructivism”. Further we should not forget 
that the follow on movement of  “folding” too was initially elaborat-
ed with pen and paper before it soaked up the new digital possibil-
ities. Folding was counterposed to deconstructivism by a series of  
further reversals and oppositions – defined within the framework 
established by deconstructivism.

The rapid succession of  these three movements within avant–
garde architecture (1970s to 1990s) created the conceptual and 
formal resources from which the current digitally liberated work 
took off  in the second half  of  the nineties. Venturi’s Complexity 
and Contradiction, and Colin Rowe’s Literal and Phenomenal 
Transparency offered seminal conceptual innovations that can still 
guide ambitious design agendas today. 

Peter Eisenman’s method of  transformational series, where-
by he was working with series of  successive over–determinations 
of  an initial platonic primitive, anticipates the method the CAD–
systems use in modeling 3D solids via the Boolean operations of  
addition, subtraction and intersection. Eisenman’s process is expli-
cating his complex compositions as the end result of  an explicit and 
retrievable series of  such operations. This is mirrored in the ability 
of  the CAD–system to keep a retrievable record of  the history of  
object construction. The designer is enabled to retrace his steps and 
intervene in the recorded history of  design steps, and depending 
upon the combinatoric dependencies between operations, he can 
make alternative choices at any point in the sequence of  over–deter-
mination. Eisenman was also the first – inspired by Colin Rowes 
insightful analysis of  cubism – to employ the method of  super-
position of  incongruent geometric organizations. The resulting 
accidental clashes and interferences were cherished as interesting 
new compositional effects. It was Tschumi’s contribution to fore-
ground and radicalize this method most effectively in his seminal 
project for the Parc de La Vilette in Paris. (The competition draw-
ings were much more striking and influential than the built project 
which took many years to complete.) This project stated the prin-
ciple of  layering in crystal clear radicality. Multiple, divers spatial 
reference systems were occupying the same site. However, at this 
stage in the development of  a new language of  spatial complexity 
the layered spatial reference systems – point–grid, meandering line, 
system of  platonic figures – were indifferent to each other. The lay-
ers are breaking through each other without registration of  each 
other. There is no mutual inflection, adaptation or any attempt at 
integration. This was first achieved by Zaha Hadid who realized 
a seamless coherence in her complex and deep pictorial textures. 

Park Isometric, Parc de La Villette, Paris, France 1982-1983
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39 40

Blue Slabs, The Peak, Hong Kong 1982-1983 Aerial View with Landscape, Vitra Fire Station, Weil am Rhein, Germany 1991-1993
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43 44Even her contribution to the competition for La Villette already 
displays the seeds of  these characteristics. The interarticulation 
of  various spatial layers went hand in hand with the curvelinear 
distortion and dynamization of  the complex spatial arrangements. 

It was Jeff  Kipnis’ and Greg Lynn’s contribution to elaborate 
the theoretical terms that allow us to focus our attention on these 
most advanced formal characteristics. Concepts like smooth vs stri-
ated space (taken from Deleuze & Guattari’s Thousand Plateaus), 
deformation as registration of  programmatic and contextual infor-
mation, multiple affiliation, and intensive coherence were offered 
as poignant descriptions and worthy ambitions. Greg Lynn soon 
moved ahead with the strategic deployment of  brand new anima-
tion software tools to explore effective design techniques that could 
help to deliver the spatial qualities described in those concepts: 
meta–balls (=blobs), nurb meshes, inverses, kinematic skeletons etc.

Zaha Hadid Architects was quick to upgrade their digital 
toolkit to continue and intensify their exploration of  dynamic and 
organically integrated complexity. In fact, even before these new 
software systems were brought in Zaha Hadid Architects were 
already using the Xerox machine to partly mechanise some of  the 
most pertinent design moves: smearing drawings across the xerox-
machine following a curved or s–curved trajectory produced the 
desired dynamisation and smoothing effects.

While it is important to reveal the genealogy of  the formal 
and conceptual apparatus of  the current architectural avant–garde 
(which includes Hadid as one of  its practitioners and precursors), 
such a genealogy is not written in a spirit that wants to reduce what 
is going on now to what has been, or foreclose the current and future 
potential for developing the repertoire in new directions. That can 
not be the purpose of  “Digital Hadid Revisited”.

We have nearly reached the point in our argument where we 
have to pose the question – given this genealogy – what is funda-
mentally new now and what points towards further radical muta-
tions of  architecture in terms of  its methods, concepts and forms. 
The best way to approach this question might be via a review of  the 
most recent series of  projects coming from Zaha Hadid Architects. 
However, before we do this we should make yet another short excur-
sion into the methods and mechanisms of  invention that have been 
prevalent in Hadid’s previous work.
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45 46 glaciers/moraines, faulted geological strata, lava flows etc. Beyond 
such specific formations abstract formal characteristics of  land-
scape in general are brought into the ambit of  architectural artic-
ulation. The notion of  an artificial landscape has been a pervasive 
working hypothesis within Hadid’s oeuvre from the Hong Kong 
Peak onwards. Artificial landscapes are coherent spatial systems. 
They reject platonic exactitude but they are not just any “freeform”. 
They have their peculiar lawfulness. They operate via gradients 
rather than hard edge delineation. They proliferate infinite vari-
ations rather than operating via the repetition of  discrete types. 
They are indeterminate and leave room for active interpretation 
on the part of  the inhabitants.

Ultimately anything could serve as analogical inspiration. 
Often such analogies become to be considered as the concept of  
the project: The Cardiff  Opera House as an inverted necklace, the 
Copenhagen Concert Hall as a block of  terrazzo, the Victoria and 
Albert Museum extension as 3D TV, i.e. a three–dimensional pix-
elation etc. Most recently Zaha Hadid Architects are exploring the 
possibility to exploit analogies with organic systems.

Surrealist mechanisms
Hadid’s audacious move to translate the dynamism and fluidity of  
her calligraphic hand directly into equally fluid tectonic systems, 
her incredible move from isometric and perspective projection to 
literal distortions of  space, from the exploded axonometry to the 
literal explosion of  space into fragments, from the superimposi-
tion of  various fisheye perspectives to the literal bending and melt 
down of  space etc. – all these moves resemble the illogical opera-
tions of  the surrealists.

The initially “mindless” sketching of  graphic textures (see 
Vitra sketches) in endless iterations operates like an “abstract 
machine” proliferating difference to select from. Once a strange 
texture or figure is selected and confronted with a programmatic 
agenda a peculiar form–content dialectic is engendered. An active 
figure–reading mind will find the desired conditions but equally 
new desires and functions are inspired by the encounter with the 
strange configuration. The radically irrational and arbitrary detour 
ends up hitting a target.

This “miracle” can be explained by recognising that all func-
tionality is relative, that all well articulated organisms have once 
been monstrous aberrations and might later seem crude and defi-
cient – relative to other “higher” and more “beautiful” organisa-
tions. Before we dismiss arbitrary formalisms we need to realise 
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Mechanisms of Invention

Re–combination: Collage and Hybridisation
A key mechanism that has to be mentioned here is the dialectic of  
re–combination and hybridisation. The important reminder here is 
that the result of  combination is rarely just a predictable compro-
mise. Synenergies might be harnessed: Unpredictable operational 
effects might emerge and, on the side of  meaning, affects are engen-
dered as the whole taxonomy of  differences is forced into an unpre-
dictable realignment. The new combination re–contextualises and 
reinterprets its ingredients as well as its surroundings. Currently 
it is the various morphing tools that afford the most sophisticat-
ed form of  formal hybridization resulting in hybrids that appear 
as seamless wholes, leaving no trace of  any conflicting figures in 
their origin. Kolatan & Macdonald focused attention on this form 
of  hybridization, introducing the suggestive term chimera to denote 
the resultant effect.

Abstraction
Abstraction implies the avoidance of  familiar, ready–made typol-
ogies. Instead of  taking for granted things like houses, rooms, 
windows, roofs etc. Hadid reconstitutes the functions of  territori-
alisation, enclosure and interfacing etc. by means of  boundaries, 
fields, planes, volumes, cuts, ribbons etc. The creative freedom of  
this approach is due to the open–endedness of  the compositional 
configurations as well as the open–endedness of  the list of  abstract 
entities that enter into the composition. To maintain the liberating 
spirit of  abstraction in the final building a defamiliarising, “min-
imalist” detailing is preventing that volumes immediately denote 
rooms and cuts turn into windows again. This minimalism with-
draws the familiar items that otherwise would allow the inhabitants 
to fall into habitual patterns of  behavior. Instead they confronted 
with an abstract composition that needs to be discovered and made 
sense of  in a new way. Instead of  points, lines, and planes we now 
work with control points, splines, nurb surfaces, and force–fields etc.

Analogies
Analogies are fantastic engines of  invention with respect to organi-
sational diagrammes, formal languages and tectonic systems. They 
have nothing to do with allegory or semantics in general. Hadid’s 
preferred source of  analogical transference is the inexhaustible 
realm of  landscape formations: forests, canyons, river deltas, dunes, 

M
e

c
h

a
n

is
m

s 
o

f 
in

ve
n

ti
o

n



47 that all our time–tested typologies themselves adhere dogmatically 
to the arbitrary formalism of  orthogonality and platonic simplicity 
derived from the constraints of  measuring, making and stabilising 
structures handed down to us from a rather primitive stage of  our 
civilisation. To remain locked in within these figures at this time 
and age would be more than arbitrary. The only way out is radical 
proliferation and testing of  other options. All points of  departure 
are equally arbitrary until tested against presumed criteria. There 
is no absolute optimality. Every measure starts with a finite array 
of  arbitrary options to compare, select from, adapt and thus work-
ing away from absolute arbitrariness. It is significant in this respect 
that the logic of  evolutionary innovation starts with mutation: muta-
tion, selection and reproduction. Hadid has been a vital engine of  
mutation with respect to the culture of  architecture.
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Skyline view, Grand Buildings, Trafalgar Square, London, UK 1994
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Zaha Hadid Built Work 
photographed 
by Hélène Binet
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81 82 across Asia, the Middle East, Europe and the Americas, 
in addition to national institutions such as the Central 
Bank of  Iraq and the Grand Theatre de Rabat.
Zaha Hadid’s work of  the past 30 years was the sub-
ject of  critically-acclaimed exhibitions at New York’s 
Solomon R. Guggenheim Museum in 2006, London’s 
Design Museum in 2007, the Palazzo della Ragione, 
Padua, Italy in 2009, the Philadelphia Museum of  
Art in 2011, the DAC Copenhagen in 2013 and the 
State Hermitage Museum in Saint Petersburg in 2015. 
Hadid’s outstanding contribution to the architectural 
profession continues to be acknowledged by the world’s 
most respected institutions including the Forbes List 
of  the ‘World’s Most Powerful Women’ and the Japan 
Art Association presenting her with the ‘Praemium 
Imperiale’. In 2010 and 2011, her designs were award-
ed the Stirling Prize, one of  architecture’s highest 
accolades, by the Royal Institute of  British Architects. 
Other awards include UNESCO naming Hadid as an 
‘Artist for Peace’, the Republic of  France honouring 
Hadid with the ‘Commandeur de l’Ordre des Arts et 
des Lettres’ and TIME magazine included her in their 
list of  the ‘100 Most Influential People in the World’. In 
2012, Zaha Hadid was made a Dame Commander of  the 
Order of  the British Empire by Queen Elizabeth II, and 
in February 2016, she received the Royal Gold Medal.
Zaha trusted everyone to achieve the potential she saw 
in them, to never stop questioning, to never stop imag-
ining, to realise the fantastic. Her legacy is embedded 
within the DNA of  the design studio she created. She 
continues to drive and inspire us every day, and we work 
on as she taught us – with curiosity, integrity, passion 
and determination.

 
Zaha Hadid died on Thursday, 
31st March 2016 in Miami, USA.

Biography

Zaha Hadid, founder of  Zaha Hadid Architects, was 
awarded the Pritzker Architecture Prize (considered 
the Nobel Prize of  architecture) in 2004 and is interna-
tionally known for her built, theoretical and academic 
work. Each of  her projects builds on over thirty years 
of  exploration and research in the interrelated fields of  
urbanism, architecture and design.
Born in Baghdad, Iraq in 1950, Hadid studied math-
ematics at the American University of  Beirut before 
moving to London in 1972 to attend the Architectural 
Association (AA) School where she was awarded the 
Diploma Prize in 1977. Hadid founded Zaha Hadid 
Architects in 1979 and completed her first building, the 
Vitra Fire Station, Germany in 1993.
Hadid taught at the AA School until 1987 and has since 
held numerous chairs and guest professorships at uni-
versities around the world including Columbia, Harvard, 
Yale and the University of  Applied Arts in Vienna.
Working with senior office partner, Patrik Schumacher, 
Hadid’s interest lies in the rigorous interface between 
architecture, urbanism, landscape and geology as her 
practice integrates natural topography and human-made 
systems, leading to innovation with new technologies.
The MAXXI: Italian National Museum of  21st Century 
Arts in Rome, the London Aquatics Centre for the 
2012 Olympic Games and the Heydar Aliyev Centre 
in Baku are built manifestos of  Hadid’s quest for com-
plex, fluid space. Previous seminal buildings such as 
the Guangzhou Opera House and Contemporary Arts 
Centre in Cincinnati have also been hailed as archi-
tecture that transforms our ideas of  the future with 
visionary spatial concepts defined by advanced design, 
material and construction processes.
The practice recently completed the Oxford University’s 
Middle East Centre at St Antony’s College and is cur-
rently working on a diversity of  projects worldwide 
including the new Beijing Airport Terminal Building in 
Daxing, China, the Sleuk Rith Institute in Phnom Penh, 
Cambodia and 520 West 28th Street in New York. Zaha 
Hadid Architects’ portfolio also includes cultural, cor-
porate, academic, sporting and infrastructure projects 

Z
a

h
a

 H
a

d
id

 A
rc

h
it

e
c

ts

B
io

g
ra

p
h

y



83 84
Z

a
h

a
 H

a
d

id
 A

rc
h

it
e

c
ts

Aerial site plan, Vitra Fire Station, Weil am Rhein, Germany 1991



86 Zaha Hadid Architects Staff over 35 Years

Helen Aaron, Shahd Abdelmoneim, Rand Abdul Jabbar, Salim Aboobaker, 
Khaled Abu Suud, Olutobi Adamolekun, Glenn Adams, Esther Adrover,  
Tea Agbaba, Adrian Aguirre Herrera, Sara Sheikh Akbari, Dimitris Akritopoulos, 
Nadia Al Doukhi, Norah Al Dughaither, Mubarak Al Faheem, May Al Hinai, 
Mohamed Al Jubori, Sara Al Sada, Sara Al Saud, Bassam Al Sheikh, Nezha Alaoui, 
Rachel Alderman, Demetris Alexiou, Nicola Alger, Hassan Ali, Hussein Ali, Yusef  
Ali, Melika Aljukic, Muhammad Al-Kufaishi, Tim Altenhof, Melike Altinisik, 
Guillermo Alvarez, Leonardo Alves, Luisa Alves, Amjad Aly, Simone Ammash, 
Sofia Amodio, Marco Amoroso, Alexia Anastasopoulou, Sebastian Andia, 
Alexandra Andrews, Pierandrea Angius, David Anthony, Andrea Antonucci, 
Tamara Arab, Jimena Araiza Olivera Toro, Juan Ignacio Aranguren, Raquel 
Arauco Ordas, Maria Araya Pereira, Nicholas Armitage, Jose Arnaud Bello, Ellen 
Arnold, Stephen Arnold, Danilo Arsic, Karthikeyan Arunachalam, Leyre Asensio 
Villoria, Melitini Athanasiou, Jane Atkins, Adam Atraktzi, Celina Auterio, Jaime 
Avila, Teoman Ayas, Ruben Aybar, Matthias Baer, Zara Bagarone, Dylan Baker-Rice, 
Gustavo Balague, Andrea Balducci Caste, Agata Banaszek, Olga Banchikova, 
Moufid Banna, Sandra Baptista, Alberto Barba, Lauren Barclay, Vincenzo Barilairi, 
Cordelia Barker, Gian Luca Barone, Paul Bart, Jaime Bartolome, Silviya Barzakova, 
Ceyhun Baskin, Hassan Bassel, Stefan Bassing, Elizabeth Batula, Carla Baz, Mirco 
Becker, Alexandria Beckett, Aneta Bednarowicz, Jemeela Beharry, Vladislav  
Bek-Bulatov, Saffet Kaya Bekiroglu, Alessandra Belia, May Benbady, Teymour 
Benet, Mikel Bennett, Sonia Bensouda, Leonie Bensoussan, Jil Berenblum, Susanne 
Berggren, Damen Bergoc, Domen Bergoc, Carlota Berguese, Nicola Berkowski, 
Sofia Bernal, Niki Berry, Paola Bettinsoli, Yevgeniy Beylkin, Jahann Shah Beyzavi, 
Sai Prateik Bhasgi, Qanun Bhatti, Taree Bhogal, Shajay Bhooshan, Vishu Bhooshan, 
Matteo Bigliardi, Gianluca Bilotta, Monika Bilska, Alex Bilton, Ergin Birinci, 
Elizabeth Bishop, Federico Bistolfi, Steven Blaess, Dana Blaker, Yacira Blanco, 
Jason Blennerhassett, Eleanor Bloomfield, John Bloomfield, Uli Blum, Delfina 
Bocca, Barbara Bochnak, Stephan Bohne, Loulwa Bohsali, Marc Boles, Claire 
Bonham, Jens Borstelmann, Muriel Boselli, Kenneth Bostock, Marc A Bounassif, 
Maya Boustany, Yvonne Bowden, Luke Bowler, Carlota Boyer, Stefan Brabetz,  
Ross Bradley, Oliver Bray, Julian Breinersdorfer, Annette Bresinsky, Dennis Brezina, 
Diogo Brito, Kim Broadbent, Torsten Broeder, Kyle C Brown, Tegan Bukowski, 
Megan Burke, Sean Burton, Chantavudh Burusphat, Niran Buyukkoz, Johannes 
Byron, Tam Cader, Claire Cahill, Ana Cajiao, Can Cakmak, Nicolas Cala, Thomas 
Caldwell, Edward Calver, Nigel Calvert, Daghan Cam, Eduardo Camarena, Lorena 
Camisuli Delgado, Anne Campbell, David Campos, Chiu-Fai Can, Eddie Can, 
Paolo Candolea, Giorgia Cannici, Cristina Capanna, Vincenzo Caputo, Matthew 
Carapiet, Gonzalo Carbajo, Moa Carlsson, Theo Carnegy-Tan, Charlie Carr, 
Malaika Carr, Marisa Carvajal, John Casley, Tommaso Cassucci, Angelica Castro, 
Paola Cattarin, Virginia Cayzer, Cristiano Ceccato, Marius Cernica, Nick Ceulemans, 
Charbel Chagoury, Hussam Chakouf, Stephanie Chaltiel, Ermis Chalvatzis, 
Georgios Chalvatzis, Samer Chamoun, ChiWai Chan, Nicholette Chan, Aditya 
Chandra, Suryansh Chandra, Andy Chang, Chung Chang, Emily Chang, Wai Chang, 
Maria Chaparro, Efthalia Chatzichronoglou, Elina Chatzichronoglou, Rochana 
Chaugule, Abdel Chehab, Emma (Si) Chen, Li Chen, Nailu Chen, Naomi Chen,  
Si Chen, Ting Chen, Ting-Na Chen, Will Chen, Yi Chen, Mey Yee Cheng, Ming 
Cheong, Bianca Cheung, Kar Cheung, Chun Chieh, Aylisha Chiffers, Aylishia 
Chiffers, Chun Chiu, Kwanphil Cho, Stephanie Choi, Lisa Cholmondeley, Cristabel 
Chong, Elizabeth Choroszczuk, Christine Chow, Xia Chun, Grace Da Woon Chung, 
Akif  Cinar, Mehmet Cinar, Mark Cini, Cosku Cinkilic, Eren Ciraci, Christiana 
Clarke, Chris Claydon, Nathanel Coakley, Enzo Cocomero, Vincenzo Cocomero, 
Benjamin Cohen, Andrew Coles, Simone Contasta, Fabiano Continanza, Rafael 
Contreras, Penny Cook, Louis Cooke, Mario Coppola, Rodolfo Cordoves Jnr, Tiago 
Correia, Alessio Costantino, Sara Criscenti, Kristof  Crolla, Paul Crosby, Gerry Cruz 
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87 88 Hubener, Stuart Huggan, Anna Hughes, Alexander Hui, Amina Hussein, Kar Hwa 
Ho, Jen Hwang, Stefano Iacopini, Mariana Ibanez, Harry Ibbs, Yassin Idris, Juan 
Ignacio, Mariya Ilieva, Veronika Ilinskaya, Chikara Inamura, Jaya Indran, Filippo 
Innocenti, Peter Irmscher, Takehiko Iseki, Arabiya Issa, Dagmara Iwanaka, 
Agnieszka Jablonska, Anna Jablonska-Hancock, Nannette Jackowski, Shukura 
Jackson, Katharina Jacobi, Hyun Jae Jung, Long Jaing, Gordana Jakimovska, 
Saleem Abdul Jalil, Alexander Janowsky, Manon Janssens, Monica Jarpa Martinez, 
Jannis Jaschke, Nahed Jawad, Thomas Jensen, Milica Jevtovic, Junkai Jian, Nan 
Jiang, Yuqiu Jiang, Gabriela Jimenez, Yang Jingwen, Tristan Job, Simon Johns, 
Annie Johnson, Derick Johnson, Selina Johnson Feshastsion, Matthew Johnston, 
Ines Jones, Julian Jones, Lizzie Jones, Priti Joshi, Filis Jovesic, Liu Juan, Hyunbai 
Jun, Hyun Jung, Hilal Kabbara, Naomi Kadish, Maridia Kafetzopoulou, Nina Kaftan, 
Dan Kalikman, Alexandros Kallegias, DaeWha Kang, Charalambos Kannavias, 
Tunisha Kapadia, Spyridon Kaprinis, Monir Karimi Kakhki, Jacqueline Kearney, 
Elizabeth Keenan, Justin Kelly, Niky Kennedy, Niels Kespohl, Reda Kessanti, 
Milind Khade, Muthahar Khan, Tariq Khayyat, Felicity Khoo, Wei-Wei Khoo,  
Ben Kikkawa, Alan Kim, JinSoo Kim, Lydia Kim, Phil Soo Kim, Simon Kim, Su-Hi 
Kim, Taekjin Kim, Craig Kiner, Hadrian Kiner-Josa, George King, Lisa Kinnerud, 
Helmut Kinzler, Dilara Kiran, Maren Klasing, Jakub Klaska, Jan Klaska, John Klein, 
Lars Klein, Enrico Kleinke, Christoph Klemmt, Sara Klomps, Britta Knobel, Natalie 
Koerner, Immanuel Koh, Dimitrios Kolonis, Agnes Koltay, Bozana Komljenovic, 
Jekaterina Komova, Vincent Konate, Mesha Korte, Yamesha Korte, Frenji Koshy, 
Dipal Kothari, Georgia Kotsioni, Malgorzata Kowalczyk, Martin Krcha, Adrian 
Krezlik, Sergey Krupin, Leonid Krykhtin, Effie Kuan, Kay Kulinna, Amita Kulkarni, 
Joei Kung, Alexandre Kuroda, Agata Kurzela, Maha Kutay, Charles Kwan, Dominic 
Kwok, Hinki Kwong, Matthew La Croix, Flavio La Gioia, Akhil Laddha, Sarah 
Ladkani, Vickie Lampkin, Mariagrazia Lanza, Katrina Larsdotter, Capucine Lasen, 
Sargon Latchin, Babar Latif, Raymond Lau, Jan Phillip Lauinger, Bart Lawson, 
Alessandra Lazzoni, Sophie Le Bienvenu, Matthew Le Grice, Amanda Leat, Javier 
Lebie, Chun Lee, Hee Seung Lee, Helen Lee, Jeong Lee, Jieun Lee, Jin Yong Lee, 
Jinmi Lee, Kelly Lee, Kyungeun Lee, Myung Ho Lee, Rita Lee, Samson Lee, David 
Legmann, Jose Luiz Lemos, Barbara Leonadri, Chris Lepine, Susanne Lettau, 
Luciano Letteriello, Amalthea Leung, Eugene Leung, Melodie Leung, Nathan Lewis, 
Richard Leyens, Annie Li, Hongdi Li, Shiqi Li, Wen-Kai Li, Xiaosheng Li, Cathy 
Liang, YueYing Liang, Anastasia Lianou, Natassa Lianou, Cedric Libert, Andy 
Liew, Chok Liew, Jee Seon Lim, DaChun Lin, Dillon Lin, Feng Lin, Julian Lin, 
Mei-Ling Lin, Yikai Lin, Zhihong Lin, Juan Liu, Lillie Liu, Yi Liu, Yu-Ning Liu, 
Tom Locke, Anna-Lena Loest, Peter Logan, Ludovico Lombardi, Nu Long, 
Carolina Lopez-Blanco, Raquel Lorenzo, Pasquale Lorusso, Charlotte Loudon, 
Henry Louth, Silvia Lucchetta, Edward Luckmann, Christian Ludwig, Chantelle 
Lue Elton, Carlos Luna Pimienta, Sebastian Lundberg, Mengtian Luo, Arturo 
Lyon, Yansong Ma, Abel Maciel Jr, Rory MacTague, Michael Mader, Andres 
Madrid, Syn Chee Mah, Jwalant Mahadevwala, Georgios Maillis, Ariss Majid, 
Mouzhan Majidi, Nika Majidi, Bechara Malkoun, Karin Malm, Emily Man Pun, 
Miriam Mandel, Tatiana Manghiuc, Kanop Mangklapruk, Deniz Manisali, Jamie 
Mann, Bhushan Mantri, Cyril Manyara, Karoly Markos, Gayle Markovitz, Linda 
Martin, Alberto Martin Gonzalez, Marina Martinez, Clara Martins, Victor Martins, 
Tyen Masten, Arnold Mate, Ruxandra Matei, Thomas Mathoy, Matteo Pierotti, 
Paolo Matteuzzi, Mirjam Matthiesen, Mario Mattia, Jennie Matusova, Yevgeniya 
Matusova, Robert May, Michael McCall, Peter McCarthy, Kevin McClellan, Nicola 
McConnell, David McDowell, Samir Mcheileh, Tamsyn McLean, Julia McLeod, 
Michael McLoghlin, Michael McNamara, Tarun Mehta, Matteo Melioli, Michael 
Melmoe, Jorge Mendez-Caceres, Irene Mennini, Eleni Mente, Maurizio Meossi, 
Drew Merkle, Ralph Merkle, Samir Mhamdi Alaoui, Roberta Miano, Laura 
Micalizzi, Jerome Michel, Carlos Michel Medina, Luis Miguel, Ovidiu Mihutescu, 
Electra Mikelides, Magda Milla, Mario Minard, Nadeen Mirza, Mohammad Ali 
Mirzaei, Lauren Mishkind, Malca Mizrahi, Aleksandra Mnich, Graham Modlen, 

Galvez, Lee Cubeddu, Chang Cui, Kalimba Culverwell, Naomi Cumber, Marco 
Cuomo, Lisa Curran, Celine Da Silva, Barida Daanwi, Dominiki Dadatsi, Saman 
Dadgostar, Brian Dale, Christopher Daley, Federico D’Angelo, Sofia Daniilidou, 
Renata Dantas, Thanh-Thuy Dao, Jordan Darnell, Betoul Darwish, Sabi Dau, Sina 
Davari, Dylan Davies, Rebecca Davies, Jules Davies Marriott, Sophie Davison, 
Tristan De las Alas, Jose De Melo Cadilhe, Davide Del Giudice, Sebastien 
Delagrande, Daniel Dendra, Shaowen Deng, Amrita Deshpande, Michail Desyllas, 
Harjinde Dhaliwal, Domenico Di Francesco, Alejandro Diaz, Miguel Diaz-Morales, 
Andrea D’Imperio, Di Ding, Fiona Doepel, Daniel Domingo, Matthew Donkersley, 
David Doody, Claudia Dorner, Gemma Douglas, Shereen Doummar, Stella Dourtme, 
Cynthia (Xin) Du, Xin Du, Yu Du, Xuexin Duan, Laurence Dudeney, Alissa Dumitru, 
Federico Dunkelberg, Morris Dunkley, Kyle Dunnington, Indran Duraisingam, 
Shyamala Duraisingam, Marina Duran Sancho, Ronie Duro, Aiste Dzikaraite, Brian 
Egan, Seamus Egan, Paul Ehret, Maria Eisl, Birgit Eistert, Abdellatif  El Alami, 
Carl El Khoury, Faten El Meri, Mostafa El Sayed, Jalal El-Ali, Judy El-Hajjar, 
Johannes Elias, Ana Emilliano, Eric Eng, Matthew Engele, Christoph Eppacher, 
Inanc Eray, Ertu Erbay, Elif  Erdine, Kaloyan Erevinov, Peter Eriemo, Evan Erlebacher, 
Veronica Erspamer, Afsoon Eshaghi, Nassim Eshaghi, Vahid Eshraghi, Reza Esmaeeli, 
Diego Perez Espitia, Juan Estrada Gomez, Mark Evans, Felix Exton-Smith, Ayat 
Fadaifard, Des Fagan, Chun Fang, Natalia Fares, Kyla Farrell, Shaun Farrell, 
Helena Farrington, Talia Fatte, Marcella Fedele, Nerea Feliz, Maurits Fennis, 
Santiago Fernandez Achury, Eider Fernandez-Eibar, Chiara Ferrari, Nils Fielder, 
Thomas Finke, Nils-Peter Fischer, Daniel Fiser, Jio Fish, Alexandra Fisher, Loreto 
Flores, Maria Flores, Paulo Flores, David Fogliano, Ines Fontoura, Pierre Forissier, 
Silvia Forlati, Raul Forsoni, Guillermo Fortune, Luke Fox, Chrysi Fradellou, 
Louise Franklin, Louis Freeman, Thomas Freiherr von Buseck, George Frenji, 
Thomas Frings, Naomi Fritz, Elke Frotscher, Claudia Fruianu, Yuxi Fu, Simone 
Fuchs, Melissa Fukumoto, Jade Fung, Manuele Gaioni, John-Alan Gallerie, 
Camilla Galli, Erwan Gallou, Paolo Gamba, Mattia Gambardella, Yun Gao,  
Jesus Garate, Aubrey Gargor, Ed Gaskin, Edward Gaskin, Manuela Gatto, Nicolas 
Gdalewitch, Brandon Gehrke, Regina Geier, Alessandra Gentile, Aris Georgiadis, 
Sylvia Georgiadou, David Gerber, Saria Ghaziri, Flavia Ghirotto Santos, Christian 
Gibbon, Gerard Giblin, Montserrat Gili-Mari, Natasha Gill, Josephine Gillard, 
Justin Gillard, Jacky Gillham, Juan Gilsanz Saez, Aram Gimbot, Yelda Gin, 
Simona Gioe, George Giokalas, Davide Giordano, Issbella Giovannini, Gianni 
Giuffrida, Josef  Glas, Marko Gligorov, Manoj Gohil, Joanne Gold, Victoria Goldstein, 
Teresa Golloy, Cassia Gomersall, Filipa Gomes, Chenxi Gong, Evelyn Gono, Ana 
Gonzalez, Rafael Gonzalez Cabello, Wayne Gordon, Blas Gorka, Florian Goscheff, 
Kent Gould, Ashwanth Govindaraji, Alasdair Graham, Michael Grau, Jessika Green, 
Lorenzo Grifantini, Ben Grubert, Marco Guardincerri, Elena Guembe, Irene 
Guerra Gomez, Subharthi Guha, Zhenjiang Guo, Amit Gupta, Andrew Haas,  
Pia Habekost, Zaid Hadid, Philippe-Raphael Hadjisymeou, Sofia Hagen, Jaimie-Lee 
Haggerty, Soomeen Hahm, Rebecca Haines-Gadd, Arian Hakimi Nejad, Thomas 
Hale, Josias Hamid, Mheret Hamid, Abdulrahman Hammoud, Adoudi Hammoud, 
Anna Hancock, Seth Handley, Henning Hansen, Matthew Hardcastle, Viggo Haremst, 
Michael Hargens, Michael Harris, Genevieve Harrison, Shu Hashimoto, Ahmed 
Hassan, Mohamed Hassan, Steve Hatzellis, Maaike Hawinkels, Troy Hawkins, 
Yosuke Hayano, Sarah Haylett, Fabian Hecker, Hyoun Hee Na, Romy Heiland, 
Leonie Heinrich, Andreas Helgesson, Henriette Helstrup, Larissa Henke, Martin 
Henn, Catherine Hennessy, Elizabeth Hennessy Jones, Carissa Henry, Quaidene 
Henry, Matthew Hepburn, Katharina Hernadez, Jim Heverin, Katharina Hieger, 
Michael Hill, Krishna Hindocha, Jen Hwang Ho, Terence Ho, Ahmed Hoang,  
Le Ha Hoang, Verena Hoch, Chelsea Hodkinson, Stephane Hof, Lisa Hofbauer, 
Johannes Hoffmann, Ben Holland, Jay Holland, Erik Holler, Bradley Holt, Joann 
Hong, Peter Hornung, Shirley Hottier, Dawna Houchin, Christopher Howell, Roger 
Howie, Ho-Ping Hsia, Alvin Huang, Angela Huang, Chaoxiong Huang, Jenny Huang, 
Jinqi Huang, Johanna Huang, Shao-wei Huang, Ya Huang, Yung-Chieh Huang, Jan 
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89 90 Otto Schade Lopez, Hannes Schafelner, Judith Schafelner, Peter Schamberger, 
Bryan Scheib, Elke Scheier, Andres Schenker, Ulrich Schifferdecker, Johannes 
Schijlen, Ioannis Schinis, Cornelius Schlotthauer, Jana Schmalohr, Rafael Schmidt, 
Timothy Schreiber, Patrik Schumacher, Sarah Schuster, Eckart Schwerdtfeger, 
Megan Sclater, Elena Scripelliti, Pau Sebastian, Carlos Sebastian Martinez, Kelly 
Sedge, David Seeland, Chris Sekulla, Martin Self, Armin Senoner, Tania Sequeira, 
Melhem Sfeir, Roberto Sforza, Ashwin Shah, Nupur Shah, Puja Shah, Andri Shalou, 
Reem Shaltout, Muhammed Shameel, Swati Sharma, Sam Sharpe, Nabil Shehada, 
Hala Sheikh, Jianghai Shen, LiXiao Sheng, Kevin Sheppard, Karen Sherman, 
Camille Sherrod, Yue Shi, Wing Yin Shing, Nima Shoja, Clay Shortall, Rooshad 
Shroff, Kristina Simkeviciute, Leonie Simms, Filipe Simoes Pereira, Letizia Simoni, 
Anja Simons, John Simpson, Michael Sims Jr, Ebru Simsek, Koren Sin, Gaganjit 
Singh, Manpreet Singh, Bidisha Sinha, Phivos Skroumbelos, Anjelica Smerin, 
Alison Smith, Lucien Smith, Magda Smolinska, Osbert So, Armando Solano, 
Armando Solleiro Bussey, Thomas Sonder, Thomas Soo, Phil Soo Kim, Marilena 
Sophocleus, Edward Sorgeloose, Ricardo Sosa Mejia, Ismael Soto, Marcela Spadaro, 
Collin Spelts, Harry Spraiter, Theodore Spyropoulos, Claire Squance, Prashanth 
Sridharan, Tomasz Starczewski, Anat Stern, Constanze Stinnes, Marta Suarez, 
Shankara Subramaniam, Paolo Succo, Adam Suleman, Sabrina Summer, Andrew 
Summers, Sharan Sundar, Wolfgang Sunder, Makakrai Suthadarat, Tomomi  
Suzuki-McMaster, Karina Swinson, Sabrina Syed, John Szlachta, Marta Tabernero, 
Hooman Talebi, Bessie Tam, Jacobs Tamar, William Tan, Meng Chan Tang, Xiaolu 
Tang, Navvab Taylor, Scott Taylor, Phineas Taylor-Webb, Vladimir Tchaly, Arturo 
Tedeschi, Lars Teichmann, Angel Tenorio Castillo, Tsigay Tesfay, Laymon Thaung, 
James Thomas, Kim Thornton, Sarah Thurow, Zhong Tian, Elin Tiberg, Eva 
Tiedemann, Sophie Ting, Samantha Tomkinson, Eric Tong, Sven Torres, May 
Totentino, Daniel Toumine, Katarzyna Townend, Jose Tramoyeres, Michal Treder, 
Alvin Triestanto, Carine Tshishimbi, Andreas Tsiaklis, Chrystomos Tsimourdagkas, 
Maria Tsironi, Chiu on Tung, Roger Turner, Rory Turner, Selahattin Tuysuz, Adam 
Twigger, Jeremy Tymms, Michael Tyrrell, Yoshi Uchiyama, Ivan Ucros Polley, 
Yamac Ugur Kurfalu, Greg Unsworth, Diane Unwin, Manya Uppal, Andreas Urff, 
Miya Ushida, Ivan Valdez-Torrico, Filipa Valente, Stefano Valentino, Elham Valikhani, 
Stephane Vallotton, Margarita Valova-Sirashka, Roberto Vangeli, Marco Vanucci, 
Brunella Velardi, Francesca Venturoni, Carlos Vera, Sushant Verma, Carlos Vidal, 
Thomas Vietzke, Ezhil Vigneswaran, Lisamarie Villegas Ambia, Tamara Vincent, 
Andrea Vincenti, Henry Virgin, Natacha Viveiros, Nhan Vo, Philipp Vogt, Claus 
Voigtmann, Oliver von Malm, Giuseppe Vultaggio, Ayca Vural Cutts, Judith Wahle, 
Adam Walker, Charles Walker, Dylan Walker, Hoi-Tse Walker, Nicky Walker, Ana 
Wang, Chao Wang, Chung Wang, Fei Wang, JunYi Wang, Zhi Wang, Ana Wang 
Zuniga, Amelia Ward, Harriet Warden, Grant Warner, Richard Wasenegger, Stephen 
Webb, Ramon Weber, Julia Wedegaertner, Anneka Wegener, Chao Wei, Camiel 
Weijenberg, Odilo Weiss, Theodor Wender, Sarah Wesson, Elizabeth Westgarth, 
Daniel Widrig, Rachel Wilk, Alex Williams, Jake Williams, Catalina Pollak Williamson, 
Anna Wilson, Mark Winnington, Fulvio Wirz, Michal Wojtkiewicz, David Wolthers, 
Harmony Wong, Katrina Wong, King Yee Wong, Matthew Wong, Sam Wong, 
Samuel Wong, Drew Woolford, Melissa Woolford, Angelique Wright, Natalia Wrzask, 
Leo Wu, Michelle Wu, Shih-Chin Wu, Tsai-Yin Wu, Claudia Wulf, Christoph 
Wunderlich, Tom Wunschmann, Stephan Wurster, Pavlos Xanthopoulos, Besarta 
Xhinovci, Chun Xia, Liu Xiao, Weilong Xie, Feng Xu, Houzhe Xu, Susu Xu, Vilma 
Yabo, Tetsuya Yamazaki, Jifan Yang, Jingwen Yang, Woody Yao, Karine Yassine, 
Zahra Yassine, Evgeniya Yatsyuk, Olga Yatsyuk, Sevil Yazici, Tam Yee, Gauri 
Yennawar, Seungho Yeo, Nicos Yiatros, Christy Yin, Renee Yin, Xiejing Yin, Yeena 
Yoon, Wei You, Anas Younes, Simon Yu, Soungmin Yu, Xinyi Yu, Di Yuan, Deepti 
Zachariah, Bogdan Zaha, Daniel Zakharyan, Alia Zayani, Pavel Zeldovich, Chafik 
Zerrouki, Shuojiong Zhang, Ting-Ting Zhang, Yifan Zhang, Yuchen Zhang, Yun 
Zhang, Lei Zheng, Jiali Zhou, JiaYue Zhu, Paolo Zilli, Seda Zirek, Daria Zolotareva, 
Camilla Zucchi, Teresa Zumtobel

Aida Mofakham, Juan Camilo Mogollon, Adil Mohammed, Saira Mohammed, 
Rebecca Moldenhauer, Alberto Moletto, Jose Monfa, Antonio Monserrat, Olalla 
Monteagudo, Juan Montiel, Glenn Moorley, Miguel Morales, Giuseppe Morando, 
Pauline Morgan, Sam Morgan, Tracey Morgans, Aritz Moriones, Andres Moroni, 
Carmen Morris, John Morrison, Sean Morrisroe, Lieze Mortier, Nadene Moser, 
Neda Mostafavi, Konstantinos Mouratidis, Karim Muallem, Ibrahim Muasher, 
Fernanda Mugnaini, Rashiq Muhamad Ali, Shameel Muhammed, Brian Mulhall, 
Wandy Mulia, Adrian Muller, Liat Muller, Qaed Munshi, Pippa Murphy, Caitlin 
Murray, Matias Musacchio, Viviana Muscettola, Miron Mutyaba, Hyoun-Hee Na, 
Kutbuddin Nadiadi, Nour Nadour, Alicia Nahmad Vazquez, Shivani Naidoo, 
Kashif  Najeeb, Shaju Nanukuttan, Massimo Napoleoni, Filippo Nassetti, Adam 
Natkaniec, Jose Neto, Andrei Netos, Robert Neumayr, Luca Nicoletti, Marc Nieberg, 
Alejandro Nieto, Stella Nikolakaki, Ganesh Nimmala, Safainia Nina, Joshua Noad, 
Bentolhoda Nobakhti, Monica Noguero, Markus Nonn, Bowornwan Noradee, 
Daniel Norell, Erik Norell, Sally North, Kristoph Nowak, Vincent Nowak, 
Theodora Ntatsopoulou, Hans Nuenning, Osita Nwachukwu, Garin O’Aivazian, 
Jean Obayda, Dina O’Brien, Ifeanyi Oganwu, Sang Hoon Oh, Satoshi Ohashi, Niki 
Okala, Guillermo Oliver Lopez, Azen Omar, Michelle O’Neill, Victor Orive Garcia, 
Gerhild Orthacker, Jolien Osborn, Charity Osei-Tutu, Philipp Ostermaier, Antonia 
Osti, Cynthia Ottchen, Ewelina Owsiana, Oladele Oyepitan, Talia Paboudjian, 
Irene Pabustan, Jaime Pages, Chien-Shuo Pai, Renata PaimTourinho Dantas, 
Stefano Paiocchi, Alexader Palago, Lana Palumbo, Petra Palumbo, Sean Pan, Igor 
Pantic, Pedja Pantovic, Bence Pap, Anna Papachristoforou, Sofia Papageorgiou, 
Annarita Papeschi, Jose Pareja Gomez, Andrea Parenti, Saahil Parikh, Daniel Parker, 
Carlos Parraga-Botero, Tahmina Parvin, Michele Pasca di Magliano, Vivian Pashiali, 
Christos Passas, Erhan Patat, Muhammad Patat, Anita Patel, Stefan Pateman, 
Andrew Paul, Joris Pauwels, Eleni Pavlidou, Vita Paxman, Edgar Payan, Rocio Paz, 
Alexander Peake, Wen Yuan Peng, Valeria Perco, Bruno Pereira, Diogo Pereira, 
Kirsti Perera, Sohith Perera, Ilya Pereyaslavtsev, Elena Perez, Diego Perez-Espitia, 
Chryssanthi Perpatidou, Paul Peyrer-Heimstatt, Eva Pfannes, Martin Pfleger, 
Talenia Phua Gajardo, Daniel Piccinelli, Massimiliano Piccinini, Peter Pichler, 
Serena Pietrantonj, Milica Pihler-Mirjanic, Carlos Piles Puig, Renato Pimenta,  
Tina Pintev, Marie-Perrine Placais, Markus Planteu, Catalina Pollak Williamson, 
Caroline Poloni, Emily Poole, Sergiu-Radu Pop, Natalie Popik, Maria Leni Popovici, 
Rafael Portillo, Carine Posner, Fernando Poucell, Michael Powers, Yevgeniya 
Pozigun, Jasmine Pratt, Laurette Pratt, Irena Predalic, Elke Presser, Konstantinos 
Psomas, Nicholas Puckett, Rosalina Pulido, Lara Puricelli, Jingqi Qin, Tao Qin, 
Tomas Rabl, Jacqueline Rabun, Gianluca Racana, Giorgio Radojkovic, Line 
Rahbek, Mahidur Rahman, Rokhsana Rakhshani, Vigneswaran Ramaraju, John 
Randle, Mohammad Rashdan, Sobitha Ravichandran, Alexander Rayes, Sophia 
Razzaque, Martha Read, Vincenzo Reale, Giorgio Realeza, Romeo Realeza, David 
Reeves, Duarte Reino, Mathias Reisigl, Judith Reitz, Mu Ren, Suzie Rendle, Arturo 
Revilla Perez, Ekaterina Revyakina, Charlene Reynolds, Mahmoud Riad, Florindo 
Ricciuti, Matthew Richardson, Sandra Riess, Juliette Ringrose, Stefan Rinnebach, 
Michael Rissbacher, Samar Rizkallah, Damiano Rizzini, Jihyun Ro, Corinne Roberts, 
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