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VISIBLE LANGUAGE

ABST"cT Arabetic type design, like type design in general,
should not be limited by rigid rules, other than those
advocating open choice and user options. But as with
all design fields, highlighting certain principles and
guidelines is crucial to realizing a successful project. In
an Arabetic font design environment, such guidelines
and principles should reveal deeper understanding
of various script's visual and behavioral defining
characteristics rather than mere traditional calligraphic
or handwriting norms. A main goal of this study is to
emphasize that designing Arabetic fonts is much easier
than portrayed, and designers of all backgrounds can
be more involved designing rather than deciphering
complexities. Classifying Arabic as complex may
add challenge and thrill to a project, but can unfairly
harm a flexible and powerful script. According to their
connecting behavior in the traditional model, Arabetic
letters are two types: restricted or unrestricted. Based
on this and other observations, the study provides a
solid design model, free of the restraints of the chaotic
four shapes per letter model widely used today. It
does that through a systematic analysis of the Arabic
script rather than its historic calligraphic flavors. A
Mutamathil type style font, Mehdi, is used by this study
for visual illustration. But the model provided is equally
valid for the design and implementation of any other
Arabetic font including multiple glyphs per letter fonts.
The choice of Mehdi is neither arbitrary nor biased
given that its design also implements a complementary
alternative input method, NAIM.

182



ANATOMY OF AN ARABETC TYPE DESIGN

Designing an Arabetic type requires adequate understanding and exposure to the original

Arabic script visual characteristics and lettetrorms. Other deri\ ed scripts ha\ e added or

subtracted letters and shapes but, more or less, they still share with Arabic its overall

visual characteristics. One may point out that a derived script, like Kurdish, has different

rIsual characteristics than Arabic due to different utilization of shapes. But the key

point is that it is still using the same shapes. The absolute majority of derived scripts

differentiate then- new letters by adding, \ arious diaci tic marks abo\ e or belo\\ original

Arabic letter body forms, or use the same glyphs fot different Scriptutral tasks. Except for

a couple oufeases (i.e. Urdu Ha uL06CtI) they have not added completely new body shapes

unknown in the original script. Arabic is the olininii common denominator of most

derived scripts and thercliire it is recommended, but not required, to start an Arabetic

type project with it. This essay will analyzc the Arabic script in delail but x\\ill point

out- when applicable how other derived scripts relate to it.

The design model Outlined here does not adhere to the doctrine of tie usual Iour

glyphs per letter model ill use today but it is fully compatible %\ ith it. This study wx ill

present the new model through analysis and visual illustrations. First, it x ill examine

the alphabet. then it will discuss its visual defining characteristics. and finally it x ill

provide, with the aid of typographic charts, an anatomical x iexx of shapes and sets along

withx specific design recommendations. Needless to say, creating Arabetic lonts and tonts

in gencral, require software tools and related technical expertise xhose discussion Qoes

beyond the scope of this work.

WHAT IS AN ARABIC ALPHABET?

To design a typeface for a specific Script, one should be l[amiliar xitl that script'x

definitive alphabet Hlistorically, letters and shapes of the Arabic alphabet \, ete identified

and grouped in several different ways based on vocail i1oxuth source, geogiaphy, shape

similaity or other criteria. The number of letters x aried, some listed 29 letters while

others listed only 28. Dififerences are primarily about whether to include soll 'Alit"

(u0627). 'Laix Alif" ligature or 'larnzalx' (i062I ).

In modern typography, the Unicode standards introduced yet another grouping of

Arabic letters. A uilique Ixumber was assigned to each member of the mixxiximixuix letter

shape set required to construct readable Arabic text, inchlding soft x x\o el diacritic marks

(or Harakat), regardless of whether a shape was xi part of the common alphabet. The

Unicode alphabet is based on Arabic writing not lahguage and grammar. It encompasses

36 members, including in addition to the usual 28 - 29 common letters. four basic

letters tor 'Haxizah' ligature combinations, one tor 'Alif Maddah", (0622), one for

'Alif Maqsura' (Ii0649) and one tor 'Taa Marbutalh' (u0029) (Unicode Consortium.

2005). Efficient keyboaxding and iitixut letter shapes utilization were apparetily

the main factors behind the Unicode classification. lin a way, this is similar to grouping

both lowercase and uppercase letters in the tllinitixumxl set required to gencrate Latin

text. The Arabic Unicode alphabet is more representative, at least typographically, txin

the commonly used alphabet and. therefore. tiis study xxwill use it instead (secfignic m ).

Notice that the 'Lain-Alit- ligature and ' xanizah' are lull members in soitte alphabei

groups while omitted in others. Also notice that the fiaded glyphs are alheriatkie final

forin shapes recommended for all letters classified in this study based oxi coinnectix ity as

unrestricted letters, as will be explained later.

Other Aiabic alphabets were introduced based oni typograpih and letters shape

analysis. Well-known h'aqi type designei and calligrapher, Muhammad Sa'id al-Saggar,

patented in 1972 a new type design method to construct Arabic glyphs fiom one ori
more common shape components lie called 'roots.x Accoidingly, lie identified a set of 2 1
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roots (Yee figme 2) that he named the Concentrated Arabic Alphabet (al-Abjadiyah al-

Arabivah al-Murakkazah), later referred to as Saggar's Alphabet (Abjaddliyat al- Saggar;

al-Saggar, 1998). In 1973, a metal tont based on his design was manuflactured for a

major Iraqi newsspapet (aI-Thawrah) and was used for many years to print headings. This

font is probably the smallest Arabic font ever made. Adopting a similar design approach

today, Dutch type designer Thomas Milo created remarkably light and sophisticated

Arabic calligraphic torts.

Typically, an alphabet serves several functions. The most important among them is
facilitating language learning and writing. One can argue that the Unicode set of Arabic

letters constitutes a unique Arabic Alphabet. It has even done a better job by additionally

fIacilitating solid text searching and indexing capability. But it is diftficult to call a set

of'shape roots an alphabet. Es en as a purely technical method to reconstruct pre-drawn

calligraphic shapes, this practice of chopping letters can harmin Arabic typography on
the long i1n. It Would be a discouraging and diffiLcult model tot most type designers.

It Would require proprietary sot'tware platforms to process such random number

of designated shapes. But the most damaging effect if this method is to be adapted

Universally would probably be loss of standardization, a cRicial condition flor a healthy

typography environment.
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ANATOMY OF AN ARABETIC TYPE DESIGN

SS L

ARABIC SCRIPT VISUAL CHARACTERISTICS$

T raditionBal Atrabic 'appears to contornx to sexven c romxon char acteri st ics: gly ph

cotnnectIXtiN. itytt Itiple shapes pet l ettert ligattttes, vatiable \tx t eght vaites.

overall htorizotttal ity attd e xtensiv e use of dots. When utitizted thte trequti red,

but ontly occasionaly~ used, soft v owelc diacrtictts wxould cotnstitutte att additional

visual character iste., h is tot absolutely tmanda tory to imttplemettt all ofI the abox e

character istics itn every type design project. These are not trtles of design ot so-

cal led scr ipt trtles. A n Arabic itypef ace designO pr ojcct should be as opett as anyx oither

tvptogra.phv ptroject.IEach of these chatracierist ics wxill he discutssed ini the following

sexctions.

(Conneetiv ily ligatlures and multiple shapes

E stablI ithing Atrabic cletter s contnexti xi t as a mintit m sctit rxipt rutle is xii ithout a doubt

the ilost conitroxver sia I pic iin Arabic typography. ( onniecti x tity is lot simply aboutt

connec tting letters;. it is abotit trestrictiotis aixt cioniseqtiential r extri ctitns. \s ittitcl

as coinnectivity had pl axed a txajIor rotxI tin advanctixg tlxe Arabic xcriipili hstorictally,

tilposing' cotliect ixits as a requiri ed ninit m iUtylixpographlic design ittle xxottul ris k its

fuiture and suriiv xal.

Motst l ikely,. the dlrix e lxii titnh ersxl tex,t conettinx t its in Artabic wxas the tditrect

reasoin behxintl its adaptation if tulttile shapes pet letticr,i ncuing tiltx igattures totrtexl by

connect tingi two xor mitte shxapes, Ili siturixally Atrabie noti onlyx srins ed to conniect letters

wx ilthix wo rds btit had also xvinrtialt y conineccted wxordls thteixseh es bx' elimtiatllting ieter

xxord spacinlg. Consequeixtly. ailtetnatixve shapes xwete nxeededl to hxanxdle both xtonntectixvity

atid its spexc iei tel atexd conixtidotn: disexuxixetition. Writingx speetl v, as posstbly a teixaro

I acior behxind ctoinectivxity. Bitt thxe cireatiton txf aheriniat ixe postion depenidenxt shtapes wvas

ilost li kely a rexquireilenlt fort anttt uitnt erutiietd penx flowxx

FBeing a tiajot dfettinixg faxtor that tinfituiences oithxet characteristics, toninectixvixy is

tltet dixie inportant itt anxalyze atxd examixne ftrthlet. Tti starti. Arabxix lettetrs coxtntectixiiy

is nxo i t tixvcisal or Iitiear. Lettetrs are noti alw ay sjox c xine wilthitt xx ords aixd xx, xcix itex dli

jotix. thxey lire xxoi alxwass i jixedl ix thxe saile tiantner. Atrabic letters ix a typical textual

snxtpshoxt are eitlxetr cotpletiely xisolateed ot part ial ly xtoitnected ftrxtx onte side ix itost
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words. This nonlinear adaptation of both isolated and connected forms clearly indicates
that Arabic was directly derived from a script with completely isolated letterforms, like
south Arabian al-Misnad, which incidentally shares with Arabic all its letter sounds.

Analyzing their nonlinear connectivity, the Arabic letters can be grouped based
on their ability to join or combine with adjacent letters it two categories: restricted
and unrestricted. Unrestiicted letters can appear isolated, joined with both preceding
and ltollowing letters or joined with preceding letters only. Restricted letters are either
partially or completely restricted. Partially resti icted letters can appear either isolated or
joined with preceding letters only, while tully restricted letters must always be isolated.
Categorizing letters in the above manner is the first important observation of this study
(se eligure 4).

Examining traditional Arabic conriectivity-triggered multiple shapes, one can make
three additional observations.

- First: most medial shapes of restricted letters are not as crucial to legibility
or visual aesthetics as handwriting speed.

- Second: final shapes are critically beneticial to legibility and readability
only When unrestricted letters are used. They signal either end of words, since
Arabic does not traditionally use spaces, or end of coinected letters cluster
preceding an always-isolated. fully restricted. letter, Hamrzal. Placing a final
shape before flainzah seems to Visually emphasize that its miniature shape
must only appear isolated within words.

- Thirt: isolated shapes of unrestricted letters are in tact special visually-
identical forms of their final shapes substituted when they tollow any
restricted letter or precede an always-isolated Hamrizah.

According to the observations above, one can draw two important conclusions.
First, utilizing carefully calculated space widths in modern Arabic fonts should eliminate
the need Ior multiple shapes per letter. This is only partially true. Practically and due
mostly to habit, Arabic text can benefit instantly by using final shapes for all restricted
letters even when word spaces are included. Second, Arabic letters should be classified
into two essential shape categories not four: normal and final shapes, where final shapes
are only associated with unrestricted letters.

It is important io observe that the diftferentiating final shapes tn this typographic
model are called final because they are tinal letter shapes in words or final letter shapes
of connected letter clusters within words wheri preceding art always isolated shape.
Providing adequate spacing and designing final shapes with minor or exaggerated
characteristically-blended extensions added to their normal shapes would be a most
beneficial model typographically and even educationally.

Figure 3 illustrates soie of the observations above. The first line shows six words
composed of unresiricted letters only. These linearly connected words are arranged in
three pairs where identical letters having normal and final shapes are shaded. The second
line displays six more words including both restricted (shaded) and unrestricted letters.
Clearly, connectivity is nonlinear in the examples of this line. Notice the last word in the
second line. The shaded Flamzah, as an always isolated restricted letter, necessitated a
preceding final shape for the letter Baa to signal end f cormnected cluster. The third line
lists seven words cach including one restricted letter (shaded) at the end. The last line
includes seven words each composed of restricted letters only. Notice that letters are
completely isolated within words of both lines. Also notice that statistically, Arabic has
far more words similar to those of the last three lines than the first linearly connected
one.
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The analysis provided in this section and illustrated bN fig'ure 3 cleat I indicates

that neither connectivity not its consequential Imiltiple shapes are Arabic script RICes.

They should be indicated and dealt " ith instead as specific st\ listic needs appropriate

for specific design cases. Arabic types with isolated non-varying shapes are as At abic as

traditional types. The font used it fiaure 3 actually enmploys completel5 isolated letters, a

variant of it uses single shapes, yet both are readable.

In an Arabic font prioject, designers can nmanipulate letter separation widths,

pr idIe unified letter shapes Aith less or no alternative position-ldependent glyphsh but

still produce legible Arabic typefaces. Designing Atahic types NN ithout the connecti\ it

restricrion in mind may even allow designers more treedom to express the Arabic letters

on N arioUs media. It fi-ees theli hands and minds by teniox ing a persistent obstacle.

Hlorizontal toothy appearance
Coit'Lising toothy spikes coInpotUnded ss ith a horizontal appearance is a hallmark of'an

Arabic text look and feel. Most Arabic lettet shapes are wside. The bulk ot their structural

information is distributed Oin oi parallel itt the x-axis. I ligher statistical occurrences

within words of 'toothy' \v ide letters (i.e., Baa. Taa, Thaa. Seen. Sheen, Sad Dhad) add

to this Visual appearance even liirther. As s ith multiple shapes per letter, the main culprit

behind Itis toothy appearance is also connectis ity. Arabic shapes when isolated. even in

initial word positions are highly distinguishableh But letter conIIecCtit its producCs toothy

spikes naturally, especially When utilizing miniature iiedial shapes possibly to insure

handwriting speed.

Still, one should point out that Arabic's tooths look is more a hallinaik of modern

Arabic typography than its historical calligraphic schools. Genuine Naskli, or Naskh

Ta1lceq styles do not appear toothy at all since then- associated shapes do not collapse

linearly along the x-axis. The main shapes contributing to a toothy appearance are not

only (lie key shapes behind the ptioblem but are also the key shapes tor its solution. If

designed appropriately, they can be the ideal shapes to set the entire tone ot'a typelace.

vertically or horizontally. For example, in an Arabic detachable shapes type design,

as with the Mutainathil type style, 'Baa' (0628) is the first shape designed. It sets the

entire font harmony and integrity. All othier shapes should clance to its tore and rhythmI .

They should proportionally relate to its w idth, height and tooth shape.

What x-height value?
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Without a doubt. designing a typetfce with one fixed x-height Value would be easiet

typographically than designing one with random values. But the crucial typographic

benefit of setting an x-height value is not its uniqueness but rather its predictability.

Designing a type with multiple x-height valoes is as easy or difficult as designing one

with a unique x-height valie. It is tRie that Arabic body shapes are not confined to

three unitorm fixed v-axis N alues, but they do not ascend and descend randomly. In a

harmonious design, they should adhere to multiple y-axis values determined by their

relation with each other.

One can certainly create valid Arabic fonts by giving its shapes a fixed x-valUe. But
this is not a necessary step to solve a problem since there is no real problem to start with.

Ascender and descender values of 'Alif,' 'Daf' (uI062F), 'Haa' and 'Ayn' can certainly be

adequate ref'erence points to work with in any Arabic typeface design project (see f,igure

3). Still, many argu1e that an Arabic typeftace is more harmonious with Latin typet'aces

only when it shares its unique x-height value. If this is true then assigning multiple

x-values to I.atin can do the trick too.

Dots and vowel diacritic marks
Are those many Arabic dots really a problem'.' An honest ans\ver is no. Adding dots

in Arabic was and still is a remarkable evolutionary step. They not only make letters

cleatly distinguishable firom each other but they hase preserved Arabic script simplicity,

a fact that should especially be appreciated by modern digital typography. Imagine

if the masters of Arabic scripts had created 'Vs' for all those Arabic 'Us. ' I loA many

additional shapes one would need to remember antI deal with? Adding dots was so

powerful and useful a step that its practice was even expanded by the many nations

adopting Arabic script. For those who may have difficulty counting the dots, various

Arabic calligraphy schools represented dots by equivalent shapes not much different

visually than the Lattn diacritic shapes used today. A type designer can certainly

eliminate all dots by combining them into Visually equivalent marks.

Excessive dots and diacritic marks may seem to compound an Arabic random

x-height appearance, but this is not the case since clots are placed relative to shapes'

bodies. Dot sizes should be adequately proportional to letter body size and identical

throughout tile entire lont.

Finally, soft vowel diacritic niarks (Flarakat) are required in Arabic despite the fact

that they are only Used occasionally. Like dots. they are placed relative to shapes' bodies

even though this, we believe, is not a good design approach. Except ftr those placed

on 'Alif' and 'Hatnzall,' all soft vowel marks should be positioned above and below

letters at two uniform, adequately distant, locations to preserve shapes' integrities and

emphasize vowel diacritics from dots and other mrark diacritics.

Typographic blueprint for an Arabetic type design
Aftet examninitg the underling Arabic alphabet, its shape \ ariations and letter

connectivity behaviors and other related philosophical design issues, a list of useful type

design considerations is presented. A brief tdiscussion and analysis of letters and shapes

follows, aided by the three typographic charts displayed il Figures 4, 5 and 6. Any

Arabetic script calt be constructed utilizing a specific set of the letter skeletons displayed

in Figures 4 and 6. Actual glyphs are created by adding s arioids dots and diacritic naarks

to these skeleton shapes. The glyph set of Figure 5 illustrates with relational details

one such script letter set Iior the case of Arabic. Figure 6 repeats the relational details of

Figure 5 lor aill body shapes required to constrtct any other Arabetic script.

Initial design considerations
1. Decide whether shapes will be connected, virtually cotnected or completely isolated.

Connectivity is a design issue not a script rule. Isolated ot connectcd shapes should
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preserve their %isual characteristics regardless.

2. [,etters should have one normal shape ass igned to a un (iUe Unicode \alUe. Additiona I
optional final shapes may be added to all unrestricted lettcrs. In a typical softk are
environment, a normal shape would then be the defiltilt shape. (nietrallv speaking,
normal shapes it this design model resemble initial lorms xw hite final shapes resemble
isolated forms in the traditional four olyphs model. Additional medial, initial or ligature
shapes may be necessary depending on the nature of a design project. in an Open Tlpe
environment, designers should utilize the rich loincal featutrcS prox ided to force isolated
shapes first, add multiple glyphs pet letter, li&atutes or othet desired behavior.

3. Design Conts lor Arabic script hirst. It is the common denominator of most Arabetic
sit tpts. Glyphs added by other deri xed scripts are x ariants oftArabic gINphs that onlx
dilIter froi thetn by additions of dots or other diacritic marks, 01 bY gIlyph beha ior and
UtiliZatiOn.

4. Baa is the best letter to start x, ith lillo, ed bx Alif. These tmo shapes define the etotts
harmony and style.

5. When designing extended Arabic Ionts i ith one glyph per letteri one must handle
carefuitI cases of restricted letters axrt ing diftfleent final shapes. and also similart
normal ones, like 'Qaft (u0642) and 'Iaa' (t0t641 ). The number ot'dots is not enoughe
to differentiate thetm in a text since some Scripts Use both 'Qat" w ith t o dots and one
dot, Designing single glyphs lor such letters shOihid include a hint oftheir tinal shape
characteristics.

6. Design dimensions ot certain glyphs should be calculated carly on to handle all dots
and othet diacritic combinations not utilized by the Arabic script. For example, eyliphs
wk ith one dot in Arabic can take Ifoutr dots ti an extended Arabic en ironment.

7. Dots are crucial to Arabic glyphs. They should be generously emphasixed. Dots do
not necessarily need to be distinguishable fiout each other in a clUster but then- overall
combined shape nmst be clear ii otcdei to identify xarious letters. Dots ShoUld be
potxtioned relative to indcixidual body shapes.

8. Fx eti thOtugh Arabic had fex right 'slanted* stN cs in its eartIie daxs. x \ iSualli
generating slanted vat iations based on script ordering direction makes more senset Right
to left ordered Arabic italic styles Should be slanted to the left to achiex e harmony.

9. The so-called iArabic numerals' used globally todaN ate a llso iex ily used in the
MUSitm and Arab %orlds and are raptily replacing Incdic-Arabic nuiterals. In an Arabetic
lont. these numerals should look harmoniotIs to Arabic shapes. It is ti0t Ce1ottcth to relx
on their default Latin designs.

10. LigatUres formed by translorming txo m motre adjacent shapes into one, are not
Iequired ci Arabic. The 'Harnzahi combinations, " hich can be thought of as iU,at1II-Cs.

are part of the Unicode Arabic alphabet now. The ILaam-Alit" ligatuie and its diacritic
variations can be handled as two adjaceIt letters. BUt it is highl\ recommended to
include it for readability improvement.

I. ITatxcel' (or 'Kashidah') (t0640) is a swxash like extension appended to letters
anvwhere within words. It is a Useful glyph in Arabetic f0rtS used primarily to adjiust
widths oi.cutsixe xords. In an isolated shape desigm Kashitdah should be a zero x, idtti
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glyph. But since a corresponding key is available on all Arabetic keyboards, it can be
used in a font to trigger substitutions of wider glyphs in order to accomplish a similar

word extending effect.

12. Keining is as beneficial in Arabic fonts as in Latin, but it is not as crucial. In the

model presented by this study and depending on design style all restricted letters may

need added built-in white space extensions to emphasi/e their separation from following
letters. This can also be accomplished through positive kerning. The width of added
white space should be cleterinined by language (i.e., linal Ha shape function as vowel in
Kurdish) andLor design.

13. Designing I larakat should be left to the end. fhey are required but are only
occasionally used. Some scripts do not use them at all. When utilized in scripts, all
I larakat can combine with all letters. Except for those positioned on 'Alif" and its
diacritic combinations, designers do not necessarily need to position thern individually
ott each and every letter. It is crucial to distinguish Harakat from glyphs including
built-in clots and other diacritics. It is best to position them by design above and below
maxitmurn fotit ascender and descender boundary lines. Harakat should have zero width.

Discussion and analysis
All members of the Arabic 1Unicode alphabet are gloulped within the typogtaphic chart oft
Figure 5 to illustrate similarities and differences of normal and final shapes. Letters are
c`rouiped in two sets: unrestricted letters ott the iiiht and restricted letters in the shaded
area on the left. As was explained previously, Arabic reCluires tultiple x-tetight values. A
background With typical Multiple x-height values is included to help designers establish
bint baseline and glyph dimctnsions relative to each other and maximurn ascender and
descendcri altIes. Solid black glyphs are the tititt required glyphs needed to create
a flont for the Arabic script. They are refetrred to in this study as normal shapes and
should be assigned unique Unicotde base values.

The faded glyphs are optional fiital shapes or ligatures only needed to improve
readability. Filial shapes are given to restricted letters only. Furtherniore, glyphs that
diffier from each other by addition of dots or other diacritic marks are grouped together
for comparison. These glyphs has e identical body shapes.

Specific glyph groups are highlighted by horizonial shading to indicate that
meitber glyphs, in their final shapes, should have identically extending final body
parts horizontally or vertically (highlighted groups 1, 2, 3. 4 and 6) or have parallel
harmonious shapes (highlighted group 5). Notice that filial shapes' endings and
descender values should be identical within each highlighted group.

kr&q
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Additionally. three vertical rectangular boundaries are dravvin around certain glyphs
to indicate that these member glyphs should have identical normal shapes but different

final ones (boxed groups I and 2) or identical body shape parts (boxed group 3). In a
one glyph pet letter design, special care must be given to glyphs in boxed group 2 and
4 to distinguish them when used together within words. Boxed group 4 includes glyph

ol'the letter Alit with its 'Hamzah' variants and 'Larn' preceded ligatures. The Laim
Alif ligatures are reconimended but not required, Notice that glyphs of boxed group 3

set font's mtaxiomum ascender w a he while glyphs of'highlighted group 6 set maxirmum

descendei value.

The inset figure illustrates required. but occasionally used, Arabic soft vowel
diacritic marks, or F-at akat. They are shown her e larger than their actual sizes when

positioned above the glyphs of Figure 5. Notice that their positions relauive to font's
MaxiolUrn and Vi nmu vertical values is appropriate tor all glyphs except for the

glyphs of boxed group 4 ",here they need be positioned manually iclative to Hamnzah

diacritic marks.

Figures 4 and 6 show the entire body oi skeleton shapes needed to design a
font that can handle Arabic and any additional script derived from Arabic. Figure 6 is
almost identical to Figure 5 except for the inclusion, within circles, of extended Arabic

additional shapes. Actual glyphs for ,ariions scripts are formed by combining the shapes

o this figure with several dots or other diacritic marks possibilities. When creating

Arabetic lbnts, designers should consult tile latest Unicode standards code chart fir
Ifill listings of such possibilities. Highlighted and boxed glyph groups in this figure

correspond directly to those of Figure 5. Notice the additional voA el diacritic marks

added to handle additional scripts.

CONCLUSION

Designingi Arabetic fonts is not really complex nor is the underlying Arabic script itself
As a matter ol' tact, less independent shape designs are required for most Arabetic font

pioqects than tot Latin. While this study establishes connectiv ity as the main culprit
behind most Arabetic typographic complexities, it does not advocate its abandonment.
Instead, it promotes deeper understanding of it in ordet to establish an open design

environment where both cursive and non cursive styles can coexist. It is imperative

that glyph design should not always be tied to connectivity. (reativity should tot

be wasted ol forcing shapes to connect at any expense. Arabic and derived scripts
are flexible and powerlul enough to encompass wide design variation. The key new

typographic concepts o tthis analytical essay are, first, in term of connectivity: letters
are either restricted or unrestricted and, second, in term of shapes, all letters have
one normal shape, but unrestricted letters calt be assigned an additional final shape.

By systematically analyzing shapes and behaviors, this study oifhers a solid Arabetic

typographic model. The offered design principles are useflil tot both traditional and
non-traditional Arabetic Icmnt designs. The philosophical analysis presented should at
least soften the loud drucis of design censorship still perfornitg individually and within

corporations after centuries of typography.

192



ANATOMY OF AN ARABETIC TYPE DESIGN

RI•II"RI'N('I"S

L ni 01d , 11stIu1n, 2005, n od Stdlre L, ((o,' ( halt

lillp, - um' incodt'.oig chails ] PDF U J000(,()i•dt

Abu,llhab, Stii 1). 20(16 Fip, oripo h Behi id h i all, S,aph \eii i S T iil , el iQ 0 .46 ......

M\-;17 i" • lh lll{iad Szl'iL 1IMS-01 hlju i-lal•: aaee lr: lf- hxh i a• d7 Jilld w DalI{ICI a-,, D l ý,-lal-a]t

At"ITIIOR NOTE
IN)c i) tcsigtlici,libialiall and ýý,tcnl e "n e l• tcI. soadlt 1). Abulhwl' bll', m t) 111 i1!t5 inl •I II1 II .'/ilhlon, a. "'lnd"1Iell Lil ill haq, Reidi i ni [(LI I ' 111, iUS sl,c, 1iL7 i), h N I , Ii lol ot" It Ic nl i i)k"n of Ih I I ol

,In(llig9, the 1. .iin ini t ' N ci ' 1 k. 'i 11, ild I iBacheoi,, o I S ii, ' h it, 'NaLI I ......l nI ll

Pol\ tchnicL Inivei v, and o n Mastel ot Si enceiLu ll in 1 -ilii ain d Inlormalion Sciencs fom l a1tt I istittitc, both ill

[31ii,)klvn 1n1-ked , iTic 199I ill the h Ild • SI -\o•lh C 'lllT(I ' llld 1\ I(o(1(6 . hi i, nost i olcdi foi h., ne,

unditional tpc d,siqg, i an,d ,h w aiu (lidil (1\ I sty i h1, h , I a--ded a L SN I (:itilit Paient ill 0(00

WL KNON I E.DGNIIE;NI

Chaiit aii d (iioiinil ill this ,c i Ll l" C i-td in hu1Cil. i 'li (o11l dLt t Baitii Colg. (' I'N

193



COPYRIGHT INFORMATION

TITLE: Anatomy of an Arabetic Type Design
SOURCE: Visible Lang 42 no2 2008

The magazine publisher is the copyright holder of this article and it
is reproduced with permission. Further reproduction of this article in
violation of the copyright is prohibited.


