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Zaha Hadid: 

The Complete Buildings and Projects Zaha Hadid 1983-2004 El Croquis Hadid Complete Works 1979-2009

1998 2004 2009 5 6

2009

In retrospect of Zaha Hadid's career, we could somewhat observe the rise of new architectural practice and approach, especially under 

the discourse of globalization and mass media. There happen to be three of the retrospective publications on Zaha Hadid right next to me: 

Zaha Hadid: The Complete Buildings and Projects, ‘Zaha Hadid 1983-2004’ El Croquis, and Hadid, Complete Works 1979-2009, which were 

published in 1998, 2004 and 2009 respectively, with approximately 5 years intervals. Within a relatively short period of time, there is a drastic 

shift in Zaha’s narratives through her works: from the ‘Zaha’ with rather utopian architectural thoughts in the first book, shifting rapidly to 

‘Zaha’ who has completed plenty of built works, and finally by 2009 ‘Zaha Hadid’ as one of the top international players in the whole global 

architectural industry. If we base on a stagnated datum, it would become rather difficult to discuss Zaha’s work, in fact the shifting identities 

throughout her career seem to suggest so: Zaha Hadid as academia, Zaha Hadid as a practitioner, and Zaha Hadid Architects as a world 
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renowned office. Which of these identities had a crucial impact on her design approach? Zaha’s practice swiftly developed only in a few 

years at the turn of the millennium, where these approaches might not have developed into methodologies but rather remain as temporal 

reaction. While Zaha’s stylistic aura being so exquisite, it would only be a rather vain attempt to try and discuss her architectural approach on 

a clarified manner without her own clarification.

 

In this article, I try to have a scrupulous glimpse of Zaha’s architectural practice through her buildings and drawings. The discussion on 

Zaha Hadid is a vague and complicated one, within the limited length of this article, I am going to focus the scope of the discussion on the 

following points: 1. the relationship between Zaha and Modernism; 2. Zaha and the Zaha style; 3. The significance of Zaha’s Chinese practice 

for Zaha and China; 4. What we can inherit from Zaha’s research and practice after she left us.

HER FRAGMENTATION

1979

[1]

1

©
P

a
n

 Y
a

n
 +

 L
i 

Z
h

e
n

Vitra Fire Station

       ArchiCreation      ArchiCreation 

 
ArchiCreation      ArchiCreation



38

The Vitra Fire Station is the first well-known built project of Zaha Hadid, in which she explored the cohesiveness where architecture 

connects with the ground. Through the fragmentation of architectural language in her experiment, she was able to transform her conceptual 

drawings to the built work, which forms one of the most constant ideas of her architectural approach. One can imagine, that Zaha who just 

began her independent practice in 1979, but not yet had any built work, needed to equip herself with a diverse knowledge – architectural 

construction, the way to transform ideas into space, project collaboration and coordination. The firefighters, as the users of the building, 

had quite a lot of complaints1, which came from a kind of confusion, a confusion where space exceeds the expectation of the users. And such 

confusion is precisely where Zaha demonstrates the poignancy of her practice. Apart from how our attentions are quickly attracted by the 

‘blade’ of the entrance porch and the interwoven steel components (which few complain), the alienating affect comes from its ground and 

public furniture stretched from the main building, as well as those shiny black grey metallic partition walls within the building. Here, Zaha 

managed to challenge the common concepts of architecture by questioning the ideas of inside and outside, architecture and landscape, and 

the integral parts within the building, but at the same time, inherited a classic modernist idea - ‘transparency’. The use of external public 

furniture extends the effect of building onto the site, and questions the dichotomy between architecture and nature. The faceted forms and 

the sharp edges of the interior partitions imply the gradual transformation of the architectural form, from the concrete structural frame to 

the dark grey reflective walls intermingled among the frame. The combination of tangible materials and reflective interior surfaces creates a 

spatial impression of transparency, on the basis of which the modernist ideal of publicness is achieved.

program

20

As the first completed project, the maturity of her work was rather surprising. It is clear that, although she had a lot to say through 

this building, it is by no means an amplifier of vague architectural concepts. Its maturity was embodied in the way how materials, space and 

programmatic arrangement enriched each other, which expresses its own liveliness. Like a mature director, she would give the possibility 

for every actor to approach to their own extreme, rather than treating them as puppeteers by controlling every single emotion to her own 

expectation. This distinguishes Zaha Hadid from the group of avant-garde architects from the 1970s and 1980s (including Bernard Tschumi, 

Peter Eisenman and others), where she was not only an architectural thinker, but would also be a great practitioner.

1980

According to the Vitra tour explanations.1

       ArchiCreation      ArchiCreation 

 
ArchiCreation      ArchiCreation



39

Although in 1980s Zaha was once known as one of the Deconstructivists, nowadays the tag ‘Deconstructivism’ does not get mentioned 

often. I believe that, rather than aiming to disassemble architectural languages, what Zaha was really trying to achieve was to break the 

stylized conventions of architecture at the time. By returning to the basic needs of spatial elements, instead of predicting them as a pre-set 

architectural component, she offered an alternative to the rigid division of ‘ground’ and ‘wall’, namely the horizontal, inclined and curved 

planes. Her architecture gained more freedom from breaking the original relationship of those building components. However, architecture 

is ultimately about assembling rather than disassembling. That means, once the original definition was removed or broken, new aesthetic 

principles are needed to govern the emancipated formal components. Perhaps Zaha’s biggest contribution to contemporary architecture is 

not only to associate the concepts of ‘fragmentation’ and ‘motion’, concepts which take form fundamentally in nature and are alive in human’s 

emotions, paradoxically together with the rather static architectural language of ‘permanence’, but also to give forms to these rather vague 

concepts by developing an architecture language to realise their constructional techniques. While it expresses an alternative aesthetic value 

of those concepts which the traditional architecture is helpless with, it greatly expands the architectural vocabulary.

Moon Soon

Before the Vitra fire station, Zaha had already shown her artistic excellence in another project, the Moon Soon Restaurant in Sapporo, 

Japan. As an interior project, Zaha remained attentive towards investigating on spatial penetrability, through the rather bizarre twist of 

furniture, as well as partitions and ceiling. The stunning beauty arises with her incredible ability to control the extremely complicated forms, 

which has become the prototype of many of her later designs. For example, the spiral form which penetrates the ground and first floor was 

taken with little modification as her chandelier design later.

 

HER BIG PLAN

plan plan plan

plan

animated landscape

In English, the term ‘plan’ has the meanings of ‘plane’ and ‘project’. The idea of ‘plan’ was very important to Zaha. In her early works, the ‘plan’ is 

the start and focal point of many of her architectural issues, and is also where all the solutions lay. It embodies the architectural ideal of publicness, 

while responding to the specificity of the sites. Through studying ‘plan’, Zaha established an alternative way to respond to various architectural 
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aspects. The complexity in her treating ‘plan’ leads to a holistic elegant form, a transformation through the accumulation of layers which provides 

an unconventional solution. Among many of Zaha's built works, there are two great examples for such approach, the Phaeno Science Centre and 

the Guangzhou Opera House. One presents itself with its main body supported by an inverted concrete cone, while the other connects several 

volumes through creating a platform facing the river. The architectural idea of publicness has been practiced in both of them. Guangzhou Opera 

House is reminiscent of Zaha’s earlier project, the Cardiff Bay Opera House, especially in dispersing the building mass, which allows the building to 

be better integrated into the city and enlarges the contact surface of the building for the public. In the case of Phaeno Science Center, the counter-

levering opens up the ground floor completely, which, apart from providing public space, further investigates the integration between landscape and 

architecture by transforming the ground into a huge ‘animated landscape’. Regarding these rather vast architectural ideas, Zaha indeed tried to find 

her own architectural solution with courageous and effective adventure.

Both of those two designs arose during the early period of the rapid expansion of Zaha Hadid Architects, and it is obvious to tell that 

the buildings suffer from limited practical experience. While Phaeno Science Center was constructed based on such ambitious ideas, such as 

merging architecture with surrounding landscape, its landscape design becomes extremely important, which, precisely, is where this project 

pays the least attention to: laying the ground with the most common asphalt, with barely any landscape design; making the handrail that 

guides the flow of people as rough as those in a chemical factory; randomly placing drainage outlets on the ground with merely thoughtful 

consideration. The building itself has more or less expressed Zaha’s conceptual ideas, but done without much surprise: one could almost 

speculate its interior by observing its exterior. The building seems lacking its own life and regressing back to a diagrammatic concept. The 

Guangzhou Opera House seems successful in creating a holistic indoor and outdoor space, but the curtain wall has suffered a failure. Apart 

The Guangzhou Opera House
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from the problem of accuracy in terms of the shop drawings and the panel manufacture, the inability to optimize the geometric form could 

be another crucial reason contributing to its failure. Experienced architects would find a balance between expressiveness and construction 

difficulties based on the limits in manufacturing. But instead, she insisted on avoiding the deviations of a few degrees in the joints of 

panels, which naked eyes can hardly detect, by increasing the types of panels and the subsequent joints. All these reflect the ambitions and 

frustration which Zaha Hadid suffered in the period of rapid expansion.

Those two projects can help us understand Zaha’s approach to the relationship between architecture and nature. Many of Zaha’s 

works derive from forms in nature, not only from the imitation of nature, but also from analyzing and generating natural forms through 

parametric tools. However, it is rather surprising that her works have almost no connection or interaction with real natural elements (or 

no reinterpretation of natural elements), not much playing with light, wind, water, or trees, unlike many other Modernist masters. Rather 

she worked more on the artificially created nature-like spaces, to achieve a kind of gradual changes in spatial organization. Not only that 

her works do not respond much to nature, but she also started to favour white smooth surface materials, which leaves no trace of time. 

Furthermore, in the project of Abu Dhanbi Performing Art Center, she seemed to completely abandon the fundamental judgment on climatic 

conditions, and proposed a gigantic manmade greenhouse in the Middle East desert. Out of what reasons did Zaha made such a decision 

and sacrifices? Is architecture about the diversity in its formal expressiveness, or to achieve a diversity through creating a platform which 

would allow interactions with nature and its users? Not only was Zaha questioned (unanswered directly by her), but all architects that are still 

practicing should be questioned.

Phaeno Science Centre
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[2]

Indeed Zaha Hadid is not the master of materials and details. Her original architectural gene was more organizational rather than 

sensual. With regards to senses, she seems to prefer creating the visual aspect rather than to engage the holistic perceptive experience. In 

this regards, she was utterly different from her Swiss and Portuguese peers Peter Zumthor or Alvaro Siza, even of significant difference when 

compared to Herzog and de Meuron that Zaha quite admired2.

A MODERNIST

program

21

The Modernist characteristics which Zaha Hadid embodied reach a peak in the project of BMW Central Building in Leipzig, Germany. The 

building is situated amongst several common rectangular plants, and its main program is to provide a control office to manage and connect 

'Zaha Hadid 1983-2004', El Croquis, 52+73+103, p.26.

1883 2004 El Croquis 52+73+103, p.26.

2

2

BMW Central Building
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different programs of the production lines in those plants, assuring the continuous streamline production. In this case, Zaha’s devotion to making 

architecture as a connecter of urban public activities became no longer an ideal, but a substantive necessity. Her previous paper architecture and 

mature use of linearity as an architectural language, helped provide a perfect program to respond the necessity. Walking into the lobby through 

the futuristic-looking concrete columns, white metallic conveyor belt is surrounded with blue lights; vehicles travel quietly through plants, while 

layers of platforms are stacked horizontally over the tall space; the huge concrete staircase and rather robust steel skeleton do not hide their 

industrial characteristics at all; office workers with slick suits operate on the monitors behind the equally slick glass screens. The whole workshop, 

full of details developed by the German contractors, after being meticulously manufactured by German workers, is operated silently by its German 

officers. The production streamline became the legible logical underline of the architectural space. This building could be seen as a built work for Le 

Corbusier’s manifesto ‘Towards A New Architecture’, or the 21st century real-life ‘Modern Times’ by Charles Chaplin. 

U

More importantly, from the architectural perspective, the architectonic treatments applied in this building, came quite rarely in Zaha’s 

previous projects, and have almost disappeared in her later practices. First of all, the composition of materials: the interweaves between 

steel and concrete and even between a variety of steel, painted with different colors (white, blue or grey blue) according to the different 

locations of use; the interweaves of the different levels of transparency and translucency through the uses of plane glass, U-shaped 

glass and resins. Secondly, the mixture of constructional methods: regular industrial construction in the roof, high-tech in auto-mobile 

streamline production, and Zaha’s iconic concrete curvature; within which, the large-span roof structure over the production lines has a 

BMW Central Building
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strong sense of mechanical fabrication. In later works, she almost abandoned these innovative use of mixed materials and structures, due 

to the development of her iconic language of continuous surface. It reduces the transition of different materials, as well as the tentative 

treatment given to details. Once the criticality of her language of fluidity regresses into a form of Zeitgeist, it begins to seem empty in 

its form. In order to maintain this architectural language, large amounts of curve forms are constructed with decorative exterior panels, 

which further reduces the expressiveness of its architectural authenticity. In the BMW project, Zaha insisted on the idea of motion, and 

suspended her usual impulse of imagining a pure continuous fluid form. In the true presentation of the industrial components, I find it 

much more courageous and truthful than most of her later projects. Perhaps the true emancipation and freedom come, after embracing 

the reality and merging it with personal vision together with creation, instead of ignoring the truth of our world! I think that was the prime 

moment of Zaha’s architectural practice, or more precisely, like the frozen moment when a sculptural figure lifts his heavy hammer and 

about to strike, fully charged but not yet at its climax.

START OF HER STYLE

1998 2009

The project of MAXXI in Rome began in 1998, completed in 2009, with its main approach continuing her practice of linear spaces. It is 

from design to completion that ZHA went from a small practice to a large globalized office. In this sense, this project could be considered as a 

symbol of the formal period reaching mature, as well as a turning point that connects the latter period.

MAXXI
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Once again, the linear architectural language is applied, which Zaha already mastered in a number of completed project and already 

became one of her architectural prototypes. Several linear volumes are interwoven in response to its site conditions. The circulation 

penetrates those volumes, forming different ways of visiting. As a museum that requires specific quality of light, the complex roof skylight 

system offers a solution to issues such as daylight glare blocking, control and day/night lighting switch, and apparently emphasizes the 

linear volumes. The almost scrutinized detailed fluidity of the concrete curve surface is constructed to its perfection. The black staircases, 

connecting the lobby, create a strong contrast with the top lit ceiling while weaving through the tall greyish concrete space. 

This is a project completed with a very high standard, which marks the peak of Zaha Hadid and her aesthetics in its perfection. In it, all 

the conflicts and contradiction in her early works smoothen into a fluidity; the complex, implicit quality and multi-meanings all transform into 

a scripted and stagnate experience. Zaha almost resolved all the internal conflicts, and constructed a perfect external experience. However, 

the idea of conflict is not only associated with difficulty, but more so with the motivation that provokes progressive thinking. Such conflict 

gives rise to the never ending criticality from oneself, through adventurous experiments. For a practical architectural thinker, this sense of 

conflict would never vanish even at the level of design perfection, though it could hide as a background due to the architect’s self-limitation. 

With no doubt, MAXXI is a landmark for ZHA, in such a way that  Zaha chose familiarity and beauty over the passion of challenging the 

conventional architecture and herself. No passion, no more challenge. By that time, her architectural adventure was about to be replaced by 

the effort, to maintain the beauty of its perfect form, and that is when ZHA almost unavoidably turned stylized.

MAXXI MAXXI
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ZAHA STYLE

21

1960

Since the 21st century, a large amount of foreign architects have had their projects built in China, and there began a widespread 

misunderstanding in China: China has become the testing ground for international architects. Perhaps such a misconception has its root in 

a complex of layers of mismatches between the architectural visions in China and the world during previous decades, even centuries. China 

has been isolated for many years from the international avant-garde movements, which makes the waves of Modernist architecture since the 

1960s seem rather strange for the Chinese, while the origins of those new international architectural languages have remained unknown to 

the public including architects. Compared to the architectural language developed by Chinese state-owned design institutes, the specificity 

of those architecture brought in by foreign architects seems to support the rumor in a way. Hence, there comes a fictional conclusion that 

outrageous architectural projects all come to China for their experiments which could not be made possible elsewhere. This conclusion is, in 

either logical analysis or interpretation of architecture, absolutely absurd.

It is large state-owned or commercial projects that most international starchitects started with in China, of which the type of clients 

in both China and the West usually tends to be relatively conservative and to avoid risks, lacking the courage for avant-garde experiments. 

On the other hand, with relatively low budgets and tight schedules in China, foreign architectural offices are normally not able to work on 

experimental ideas. Hence, in fact, China is not considered as the experimental ground at all, but rather a huge market to expand and promote 

their successful experimentation in. This is indeed what most international architectural practices aim to achieve in China.

Apart from the necessary experiments on mega-structure as an apparent need due to the large population in China, it remains 

unfavourable for challenging designs for most foreign architects. More specifically, it is the drive of capital rather than architectural 

exploration that brings them to practice in China. The disappointment arises in two ways: on the one hand, Chinese media and critics often 

discuss how architecture designed by foreign architects falls short of their standards; on the other hand, the disappointment comes from the 

architects themselves, after realizing various limitations such as budget, the short time frame, the unprofessional project management and 
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the relatively lower construction standard in the industry. All in all, it is rather difficult to pin point precisely where the problem is, or perhaps 

these are parts of the unavoidable consequences of China’s rapid economic and social development.

SOHO SOHO SOHO SOHO

plan

Zaha’s works of Galaxy SOHO, Wangjing SOHO, Sky SOHO and the upcoming Leeza SOHO could be seen as a portrait of how foreign 

avant-garde architects operate in China during this period. A design method has been developed for this series of projects, which could 

help realize the matured ideas of Zaha in a relatively economical way. It is no longer about layering and accumulating the complexity and 

then finding an ‘elegant’ spatial ‘plan’, but to generate the building volumes with the preconceived iconic forms developed by ZHA, then 

slice the volumes according to its functions in order to generate layers and spaces. They manage to operate mostly within a conventional 

two-dimensional construction system, then wrap it with the iconic three-dimensional curve skins. With this combination of conventional 

construction techniques topped with digital and parametric skin treatment, they are able to render each of these projects as standard ‘Zaha’ 

architecture with economic efficiency in China. In a way, these projects provide another evident which suggests that, ZHA has turned from an 

experimental office into a firm with a specific style.

The creators of style often do ignore it when they undergo experimental research; once the research period is over and the formal 

language arrives at a stagnated state, where people no longer pay attention to methods and thinking to generate such forms but the forms 

themselves, it comes a style. If it is arbitrary to say that ‘style buries the thoughts behind’, at least we can say that style is a kind of ‘shortcut’ 

in practice, which operates as a quality and budget control criteria in an assembly line production. 

SOHO

SOHO 21

OMA CCTV

Even so with the style as the quality control parameter, the Galaxy SOHO still gives a huge impact on the Chinese and China’s 

architectural industry, especially when the manufacture of curve surfaces is confronted with the high coordination among craftsmanship, 

construction, management, structure and other engineerings. It is definitely a challenge for its Chinese partners. Besides, the building landing 

like an alien in the second ring which is such a subtle historical context in Beijing, also enhances the impression on Zaha’s ‘style’. The Galaxy 

SOHO, with better design and construction standards, provide a diverse spatial experience by combining interior courtyards and the exterior 

commercial street. Apart from Zaha, most of the contemporary architects tend to have an obvious tendency of stylizing their works in China 
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(perhaps except for OMA’s CCTV and Herzog and de Meuron's Bird's Nest). If one day China really becomes the true experimental ground of 

architecture, with an accumulation of buildings as the results of diverse and vivid architectural thoughts rather than of stylization, it will mark 

the next and new stage of Chinese economic and social development.

AA

It is hard to imagine what Zaha had to go through in a rather short period of time to obtain all these skills, to be able to transform from 

an architectural academia to the director of an international renowned office: skills of business negotiation, project management, quality 

control, construction management, design documentation, international public relations, etc. For a scholar who came from the architectural 

ivory tower such as Architectural Association, all these mundane and tedious coordination became daily operation of such an office, perhaps 

then stylization was the rational choice to support this radical challenge she had to face. 

Bergisel Ski Jump Diagram
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THE FREE ZAHA

2008

360

I visited the Bergisel Ski Jump in 2008, and found an unreported but essential element of this building — the pine forest, which surrounds 

the ski jump platform. The verticality of the pine trees strengthens the panoramic vision from the platform. What left the strongest 

impression is undoubtedly the curve slide of the ski jump, which seems almost perfectly sculpted after carefully calculating the physical 

motion trail. What makes the ski jump interesting and rather paradoxical, is the moment where we are liberated from gravity with the help of 

Bergisel Ski Jump
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gravity. In such a specific building, Zaha finally achieved ‘free architecture’, which she devoted her life towards, through a perfect combination 

of form and function. The symbolic form suggests such a moment of relief, from which the people submerge themselves with the sky.

Thoughts are often buried in words, and thoughts of originality are even harder to be described in our stagnated languages. If we must 

put the thoughts into words in order to facilitate communication, words are often misleading and limited. Thoughts on architecture are even 

misled by both words and buildings themselves. The Zaha whom I love, was not the one as a practitioner, but rather as a thinker, a prophet. In 

order to trace Zaha’s original thinking, we must go back to her sketches and drawings to rediscover what has been left unnoticed.

1992

1915 1932 1992 9 25 1993 1 3

20

[3]

We should be glad that we have someone like her in our generation, who uses her ‘inner eyes’ to see our world and the world which was 

yet to come. One thing worth mentioning is that, the current analyses on Zaha Hadid mostly associate her work with Malevich's Suprematism, 

or rather, they associate her contribution to architectural forms with Suprematist art as her departure of architectural form. But it leaves one 

important question unanswered: why did Zaha Hadid think Suprematist Art has anything to do with architecture? For those who have hardly 

heard the term ‘Suprematism’, especially in China, trying to conclude the starting point of Zaha’s work with just one academic term seems 

1915 1932 1992

The Great Utopia: The Russian and Soviet Avant-Garde, 1915-1932 , 1992

Source: guggenheim.org

1992

Zaha Hadid and collaborators working on the exhibition design 

for The Great Utopia ,1992
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rather hasty and irresponsible. The way the so-called ‘inspiration’ affects design works as a platform from which the idea sparks and makes 

a jump. It has always been a generative leap rather than a logical deduction. It must be noted that what influenced Zaha was more than 

Suprematism. In 1992, Zaha organised an exhibition on Suprematism and Deconstructivism in Guggenheim Museum, ‘The Great Utopia: The 

Russian and Soviet Avant-Garde, 1915-1932’. It lasted from 25 September 1992 to 3 January 1993, showing her profound understanding of the 

early 20th century Russian avant-garde art. Suprematism has fundamental influences not only on her formal language of her paintings and 

patterns (in fact, the formal language of Zaha’s school work Malevich's Tektonik was relatively influenced by Rem Koolhaas as well), but also 

on her devotion to the absolute supremacy of pure senses. Similarly, on those tags given to her, ‘Deconstructivism’ or ‘Arabic Culture’, which 

are thought to contribute to her extraordinary forms, Zaha often had no comment. To her, tags are not important at all. What then, did she 

think is important? ‘Freedom’3.

[4] 24

24

What makes Zaha Hadid the Zaha Hadid we knew does not come from her rational operation towards architecture, although she had already 

proven her capability of doing so, but was her creation that penetrates our senses. Perhaps as Aaron Betsky4 suggested, if everyone was a 

camera, then Zaha was made completely different. Something as common to us as the 24 frames or conventional perspective did not apply to 

her. What she captured was the inexplicable world, beyond the common technical rationality, which was perhaps unknown to us, but to Zaha was 

real. Her ‘real’ world would eventually burst from the rationality and logic of ours, and led us towards the true freedom and emancipation.

1998 p6 1983 2004 El Croquis 52+73+103, p.35

Aaron Betsky, Zaha Hadid: The Complete Buildings and Projects, Thames and Hudson Ltd, 1998, p.6; 'Zaha Hadid 1983-2004', El Croquis, 52+73+103, p.35. 

1998 p6

Aaron Betsky, Zaha Hadid: The Complete Buildings and Projects, Thames and Hudson Ltd, 1998, p.6.

3

3

4

4

1915 1932

Zaha Hadid with Proposed site-specific intervention for the 

Guggenheim’s 1992 exhibition The Great Utopia: The Russian and 

Soviet Avant-Garde, 1915-1932
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Paintings exhibited on The Great Utopia: The Russian and Soviet Avant-Garde, 1915-1932, 1992

©
Z

a
h

a
 H

a
d

id
 A

r
c

h
it

e
c

ts

       ArchiCreation      ArchiCreation 

 
ArchiCreation      ArchiCreation



52

AFTERWORD

20 90

21 AA UCL

2016

Although I had never came into direct contact with her personally, the influence that Zaha Hadid had on me has been profound yet 

inexplicable. As a Chinese architectural student of the late 1990s, I was absolutely stunned by photos of her work seen in school. Then I 

went to study at the Bartlett School of Architecture, University College London in the beginning of the 21st century, where I finally got the 

chance to observe her work closely, since Bartlett is on the same street with Architectural Association where she taught. During this period 

my understanding towards architecture took a drastic turn, as those masters’ works were no longer read in books but could be visited and 

experienced. I started to travel, exploring the built space with my own senses, and trusted what I actually experienced in her buildings. I 

try to understand her works through different levels of architecture, technology, society, nature, and even at a spiritual level. There were 

disagreement from me, but also my passion in studying her even when I was working for other offices (some of my colleagues even called me 

a ‘traitor’). Through the last decade of practice and self-examination, I continued to seek help from Zaha’s works, either in following an ideal 

figure as my path, or in searching my own DNA. Her works nurtured me. After the grief hit us in 2016, ArchiCreation proposed to do a special 

issue for Zaha Hadid. I think maybe it is time to pay the debt I owed her, in order to continue her legacy in the future. It is unfortunate that I 

have never met Zaha in person, but also glad that therefore I could observe her practice from distance, to have first-hand information while 

maintaining critical. I believe that, a great architect like Zaha Hadid, will continue to be studied in the future by generations who never have 

chance to meet her, in a way that her works will be given new life and meanings. It is just like the great literature The Dreams of the Red Mansion 

remains timeless, with Pingbo Yu, the famous Chinese literati, giving it a great study without knowing the author Xueqin Cao in person.

1915 1932

Documents of the Exhibition The Russian and Soviet Avant-Garde, 1915-1932

Source: guggenheim.org
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