
University of Southampton Research Repository

ePrints Soton

Copyright © and Moral Rights for this thesis are retained by the author and/or other 
copyright owners. A copy can be downloaded for personal non-commercial 
research or study, without prior permission or charge. This thesis cannot be 
reproduced or quoted extensively from without first obtaining permission in writing 
from the copyright holder/s. The content must not be changed in any way or sold 
commercially in any format or medium without the formal permission of the 
copyright holders.
  

 When referring to this work, full bibliographic details including the author, title, 
awarding institution and date of the thesis must be given e.g.

AUTHOR (year of submission) "Full thesis title", University of Southampton, name 
of the University School or Department, PhD Thesis, pagination

http://eprints.soton.ac.uk

http://eprints.soton.ac.uk/


University of Southampton

Faculty of Business & Law

Winchester Campus

Arabic type from a multicultural perspective:

Multi-script Latin-Arabic type design

by

Andreu Balius

Thesis for the degree of Doctor of Philosophy

April, 2013





3

university of southampton
abstract
faculty of business & law
design

Thesis for the degree of Doctor of Philosophy

arabic type from a multicultural perspective: 
multi-script latin-arabic type design
andreu balius planelles

Multiculturalism constitutes a mixture of expressions where languages are 
fundamental, not only as the vehicular form of thought, but also as a powerful tool 
for social cohesion and relationships within a community. Languages are often the 
first barrier encountered when communicating or relating to other culture. Whereas, 
typography can provide valid solutions, not only in terms of text layout but also 
regarding the specific aspects of multilingualism: the design of glyphs for multilin-
gual text composition.

Type design is at the core of how communication takes place in our multicultural 
society. As multilingual communication becomes more apparent, the need for multi-
script fonts including more than a single script is unquestionable. 

This practice-based research focuses on the designing of a multi-script Latin-
Arabic typeface for literary reading text purposes based on an understanding of 
Arabic script in order for the result obtained to be respectful of the tradition of 
Arabic calligraphy. 

The approach to Arabic has been carried out taking into account the Spanish 
Arabic tradition from a study on the Arabic types which were designed and in use in 
Spain during the Printing Press years.

The methodology proposed tries to complete every stage in the work process, 
from sketching to final font production, with the aim of harmonising both Latin and 
Arabic scripts in the same font file: Pradell Al-Andalus.

Pradell Al-Andalus, although not designed to be a revival of any specific Arabic 
Spanish typeface, establishes a link with Spanish type History in order to build a 
bridge between tradition and our contemporary multilingual needs.
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1
Introduction

My studies of Sociology, when I first started University, gave me a spirit of social 
awareness which have influenced the way I have approached many graphic design 
projects. After leaving the Sociology Faculty in my third year to start Graphic 
Design studies, I was certain about how professional attitudes can influence results 
and how these results can affect society in some way. All those sociology classes 
which I initially thought were not very useful when I made my switch to graphic 
design came back later to fulfil my visual communication knowledge and my profes-
sional career, so far. 

Those early readings on the economy, society and history had helped me 
to follow a path that was quite uncertain at the time I decided to change my 
study subject; but now I am sure that without those sociology studies and those 
encouraging professors, I would have never had the chance to consider my 
profession and the things I love to do now.

I have been working as a typographer and type designer since the mid-nineties, 
working on both commissioned and personal projects. I have always been interested 
in type history and how it affects contemporary practice. This special interest, 
and curiosity at the same time, has led to some historical perspective always being 
present in my work as a type designer.

Approaching Spanish type history has been something I have done on my own. 
My interest arose from the fact that in the nineties there was very little information 
on Spanish type history.

Some results from this dive into history are Pradell, a text typeface designed as 
a result of some research on Spanish eighteenth century typefaces or the revival of 
Joan Trochut’s Super Veloz, as a study on Spanish early Modernism. These approaches 
to type design from a historical perspective have familiarised me with the research 
activity on archives and libraries, when looking for original documents and 
information.

The experience acquired from these projects and other type projects which also 
required some investigation has helped me to tackle this PhD project.

1.1  Framework of study
The world as a myriad of cultures

Our increasingly global world becomes more accessible and domestic with the use 
of graphic interfaces that represent it as a walkable space. From the comfort of a 
sofa we can browse through satellite pictures and travel around the continents and 
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countries that make up our diverse planet. Nevertheless, the idea of globalism which 
is displayed visually through software like Google Earth, leave aside the social and 
cultural reality occurring in the real world: the diversity of languages, cultures, 
traditions and beliefs. That is to say, a reality that escapes any global vision as it is 
extremely complex and rich.

We live in a world both real and represented which is based on a simplified 
approximation of reality. Our vision of the world depends to a great extent on 
the instruments we have designed in order to measure, represent and master it. 
It is therefore a distorted notion, a standpoint made to our measure and expecta-
tions. Our Western view of the world has too often rejected other possible cultural 
realities and points of view. But the world does not end with a single and unified 
view. In recent decades, a myriad of views have met face to face, side by side, in the 
schoolyard, in the marketplace, in the unemployment queue or the waiting room of a 
hospital. They are simultaneous and complementary views of a diverse reality, much 
more complex than we have learned to look at, or have been taught to accept.

The Eurocentric view of the world has given way to a new awareness due to 
technological factors and following the logic of markets and economic flows. The 
so-called globalisation has not only led to greater interaction between countries and 
cultures, but also inevitably to a tendency to mix-up. Regardless of simplifying and 
unifying the world’s vision, globalisation is a greater awareness of ‘other’ cultures. 
It is no longer a question of seeking equality by forcing others to be like us, but of 
treating them simply as equals. This is a major change to the way we approach the 
reality of the contemporary world. The non-centrist vision of Postmodernism has 
helped us to understand this principle in culture, philosophy and the arts.

In her book On politics, Chantal Mouffe1 (cited in Pérez, 2006) argues that in the 
northern countries Postmodernism has fragmented and individualised society. Some 
authors, including Martin Albrow (cited in Pérez, 2006), consider Postmodernist 
ideas as a way forward which creates the conditions for building a new consensus 
able to transcend social classes, cultural identities and racial identities.

Postmodernism has encouraged the emergence of multiple identities with 
different interests. Thus, the ‘global’ vision becomes a new showcase for diverse 
social realities, which are not necessarily in conflict.

Language has been a topic in itself which has emerged several times in design 
debates in the last century. Given that a design problem such as written communi-
cation is in a diverse and more complex world, it is not fair to impose a single script 
model or a lingua franca, but rather to facilitate the possibility of multiple models, 
taking into account the variety of users.

Our culture is not uniform and never has been. Multiculturalism is a fact and 
constitutes a mixture of expressions where languages are fundamental, not only as 

1  Mouffe, Chantal (2005), On the Political. Thinking in action, Oxford: Routledge.
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the vehicular form of thought, but as a powerful tool for social cohesion and relation-
ships within a community. In the words of the director general of UNESCO, Koïchiro 
Matsuura, in 2003, “Languages constitute an irreducible expression of human 
creativity in all its diversity. Tools of communication, perception and reflection, 
they also shape the way we view the world and provide a link between past, present 
and future” (Ouane, 2006). No one can doubt the diversity of our world. Regardless 
of the large unitary picture that applications like Google Earth offer us, the world 
is a plural reality. Not even a lingua franca, such as English, is enough to meet the 
needs of communication within a huge geographic area where diversity is a value to 
protect. According to Etienne Davignon, “Without mutual understanding, we are 
unable to live and work together. In a Union where diversity is cherished, a lingua 
franca can never be enough to satisfy every communication need. Languages provide 
the keys to the cultures they represent” (European Commission, 2008a, p. 3). For 
Davignon, multilingualism is a key element to integration and intercultural dialogue.

1.2  Multilingualism
Towards multiculturalism, both social and technological

One of the challenges that our global society is currently facing is multiculturalism, 
more precisely in one of its manifestations closely linked to written communication: 
Multilingualism.2 Languages are often the first barrier encountered when commu-
nicating or relating to other cultures. In our world, it is no longer enough to be able 
to speak just one language. The global economy forces us to treat markets equally. 
In this sense, if a product – whatever it is – wants to position itself in a local market, 
it has to respect local uniqueness. Any expression of a cultural nature that seeks to 
succeed beyond its local area – an editorial product, for instance – should consider 
multilingualism as a real need.

In Catalonia – where I live – as well as in other areas of Europe, the concepts of 
bilingualism and multiculturalism are fully accepted and practised in everyday life. 
There are a lot of either digital or paper publications that use two or more languages ​
to convey textual information. The coexistence of cultures and social behaviours 
raises a number of problems where design plays a key role in facilitating human 
relations: from the need to signal a public space where people of diverse backgrounds 
live together, to the designing of a campaign for medical support which affects 
people from different communities. In a multicultural environment, we cannot think 
only in one single language to convey all the information we need to communicate as 
we are dealing with different users and situations. Therefore a design problem could 

2  I propose a definition for multilingualism following Rita Franceschini’s article ‘The genesis and development 
of research in multilingualism: perspectives for future research’, in Aronin, Larissa & Hufeisen, Britta 
(2009), The exploration of Multilingualism, John Benjamins publishing, as the ability of societies, institutions, 
groups and individuals to use normally or be in contact with more than one language in their daily lives.
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well be answered from a typographic perspective. Typography and type design can 
provide valid solutions, not only in terms of text layout but also regarding the specific 
aspects of multilingualism: the design of glyphs for multilingual text composition3.
In computing, the writing systems (scripts) of some of the new emerging economies 
have been one of the barriers that have limited the population’s access to technology, 
in contrast to those who usually speak in English or in any of the languages that 
use the Latin alphabet script. The large number of characters necessary in some 
scripts (such as Arabic or Chinese) has, until recently, been a major limitation to 
the expansion of digital technology (and Desktop publishing) to other areas of the 
globalised world. 

Any text information entered in a computer is expressed in a language. Many 
computer engineers have considered the multilingualism issue as a problem of glyph 
map availability. Thus, we can solve this problem once we have all the characters that 
are needed for text composition in any of the required languages​ to be rasterised 
on screen or printed on paper. However, this was not possible with MS-DOS envi-
ronments or Mac OS operating systems earlier than OS X, where the full range of 
available glyphs was reduced to a set of 256. This number of characters did not 
enable text composition in many languages since most of the writing systems require 
more than the 256 glyphs available in those formats (PostScript or TrueType) where 
digital font information used to be stored.

In the final years of the 20th century and especially in the first decade of the 
21st century, software developers have strived to implement multilingualism in the 
computing environment. One of the first successes was the development of the 
standard for glyph encoding, called Unicode and established after the founding of 
the Unicode Consortium.

The Unicode Consortium is a non-profit organisation dedicated to promoting 
the development of a standard model (the Unicode standard) which specifies how 
to render text in any software or product. One of its main goals is to enable the 
exchange of multilingual documents among users.4

The Unicode Consortium worked hard to establish a universal character map which 
recognises all writing systems and existing glyphs included with the aim of estab-
lishing a standard encoding for all software manufacturers.5 

3  Type designers create glyphs. A glyph is a particular graphical representation of an element of written 
language, which could be a character (like the letter ‘a’), part of it (like the diacritic ‘acute’ on the top of á), or 
sometimes several graphemes in combination (like the ligature ffi ). Instead, a character is a unit of information 
that roughly corresponds to a grapheme, that is the smallest component of written language that has semantic 
value. In short, characters are what we type on the keyboard, glyphs are what we see. 

4  For more information on Unicode Consortium, see: http://www.unicode.org/history/summary.html. 
	 [Last accessed July 2012].

5    Not all languages are supported by Unicode at the time of writing this research. Languages such as Guaraní 
(spoken by nearly six million people in South America) or other indigenous languages are still not supported 
by Unicode since some of its required glyphs do not have an encoding number.
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A second important development was the World script system developed by Apple 
Systems, which made it possible to install different scripts in the operating system.

Another important turning point was the development and introduction of 
OpenType font format (.otf), intended to be a new standard for digital fonts. The 
new OpenType format, fully developed by the turn of this century, can contain up 
to 65,536 glyphs or signs within a single font file.6 Thus, the coexistence of different 
writing systems with common stylistic features is now a reality. Another major 
advantage of this new format introduced at the turn of this millennium is its compat-
ibility among operating systems (Macintosh and Windows PC), which was one of the 
main demands of users, especially within the publishing industry.

We could consider that OpenType emerges as a necessary solution in an increas-
ingly global world where the use of languages and scripts represents a ‘moral’ 
condition for market expansion (although the language of technology is still English).

John Hudson, a designer and multilingual environment specialist, thinks that if 
type design faced an international revival at the end of the last millennium, it was 
partly due to the computer industry’s desire to place their products in all societies 
that speak languages other than English (Hudson, 2002).

1.3  Multi-script typography in context
Strategies for multilingualism

The European Union has currently a population of five hundred million people 
who speak twenty-three official languages that cover different recognised writing 
systems: Latin, Greek and Cyrillic. As part of the Community’s heritage, we 
should consider more than sixty languages still in use but not recognised as official 
languages. Furthermore, due to migration it is estimated that within the European 
Community there are currently about seventy-five nationalities (European 
Commission, 2008b, p. 4–5). All this makes the life of European citizens increasingly 
multicultural and certainly multilingual. This not only happens within the states of 
the European Union. Worldwide, to a greater or lesser extent, population flows are 
occurring and cultural exchange is part of it, either through the impact of tourism or 
migration moves caused by economic reasons. Therefore, these concerns that affect 
us as Europeans are part of a much broader context.

In a world of global communication, multilingual documents are becoming 
increasingly common. The use of different writing systems in the same document 
defines new challenges for professionals in graphic communication.

The European Commission promotes multilingualism in order to preserve European 
linguistic diversity and as a way to enhance intercultural dialogue and social 

6  For further information on OpenType font format: http://www.adobe.com/products/type/opentype.html 
[Last accessed July 2013].
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cohesion. In 2005 the Commission submitted the communication A new framework 
strategy for multilingualism, where the value of linguistic diversity was reaffirmed and 
the need for a broader policy in order to promote multilingualism was revealed.

The European Union Government (EU) has provided a lot of literature on this 
topic. Its surveys and reports point out how important multilingualism is when 
contributing to enhancing integration among European citizens. They provide 
an overview of the social and political situation within the EU and suggest ways 
of dealing with the different cultures that live within its territory. The reports, 
abstracts and communications that can be downloaded from the various EU websites 
make good readings in order to understand and contextualise the multicultural 
phenomena in a broader sense. Nevertheless, not much is said about the importance 
of Design –or Typography– as a discipline that could offer real solutions to real 
problems such as the ones that underlie those surveys and reports. The texts also 
provide arguments on social issues that could be well transferred to the graphic 
designers’ responsibility and also type designers. We should take into account how 
important typography is when visualising languages and therefore cultures. 

Most world cultures express themselves using writing systems other than the 
Latin alphabet. In spite of this, the large majority of typefaces available for digital text 
composition are based on Latin. There are more fonts designed in the Latin alphabet 
(for both text and display purposes) than in other (non-Latin) writing systems. 
Moreover, font designs that include more than one writing system or script (multi-
script) are even rarer. This is a real problem in terms of communication tools avail-
ability. Multi-script typefaces, which provide more than one writing system within 
their digital file, allow text composition, not only in different languages but also in 
different scripts. Let’s say: English (Latin) – Farsi (Arabic) or Spanish (Latin) – Hindi 
(Devanaghari), for example. A multi-script font is a useful tool for multilingual commu-
nication. It is a real contribution to a multicultural society from a design point of view.

1.4  Designing global
Type design in a global world

Graphic designers –and type designers– can make a real contribution to society at 
engaging themselves in the shaping of communication through the written word.

Pierre Bernard, co-founder of Grapus and Atelier de Création Graphique, 
talking about the social role of the graphic designer made the point that,

Permanent graphic design is achieved by integrating the message (form, content) 
with society. It confirms established values and asks that they be accepted. It 
transforms the idea, the judgement, and the aesthetic value into tangible ‘natural’ 
reality. Generally, graphic design is presented as functional, but the symbolic role 
it plays quickly becomes permanent and takes on a new functionality: ideological 
integration. (Bernard, 1997)
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He also stated that, 

In opposition to the standardised profusion of advertising, we must work from 
particular social situations – from their specific dynamics and their manageable 
human dimensions. It is from these that small communications units will be able 
to build creative works that will regenerate and develop the visual riches already 
attained by society. (Bernard, 1997)

Raquel Pelta in her article ‘El diseño como herramienta de un mundo más sostenible’ 
(Design as a tool for a more sustainable world), states that the world has changed as 
has the role of designers: 

Where once [the designer] was responsible for creating objects, environments 
or beautiful and useful graphic elements, [the designers] now also has to inter-
pret more fully the psychological, social and cultural relationships established 
between human beings and the environment, communications and products 
where these are developed and used. (Pelta, 2013)

Typeface design in a global world, as John Hudson argues in Language Culture Type, 
it implies one of these two ideas: “the design of type by people in many nations for 
their own scripts and languages, or the design of type by people in one nation for 
the scripts and languages of another” (Hudson, 2002, p. 24). Therefore, designing 
for the global world means taking into account the diversity of cultures and all the 
different scripts used for communication. For Hudson, type design is now closely 
related to the internationalisation of computing and, therefore, the cultural and 
economic development that this process entails. Type designers, as true partici-
pants in this process are directly responsible for being involved in the economic, 
social and cultural development within the globalisation process. For Hudson, the 
phenomenon of globalisation should be about more than ‘trade deals’ for software 
vendors (and this includes the design of digital fonts) since it also represents a 
commitment with “the meeting of cultures, dialogue among civilizations, and 
increased respect for the heritage, rights and aspirations of a global citizenship” 
(Hudson, 2002, p. 41).

I position my project within these lines of thought, which I strongly agree with, 
because, after all, type design throughout all of its history has been an activity at the 
service of culture, society and, ultimately, written communication.

There is a high degree of linguistic interaction that covers both oral and written 
communication, and it is increasing. The existence of different cultures that use 
different writing systems – scripts – calls for a quick response from the design 
profession. The use of type is present at any time in our daily lives. So, from my point 
of view, it is clear that an answer should be provided by this field of graphic design, 
i.e. type design.
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There are some questions that come up at this point: What could I offer as a type 
designer in order to contribute to a better understanding of the world we live in?  
How could I improve the coexistence of different cultures living together through 
typography? What can I add to the field of multiculturalism design?

Given the lack of digital fonts for text composition in non-Latin writing systems 
within contemporary Europe, such as the case of Arabic script, it is a real personal 
and professional challenge to plan the design of an Arabic script that could be 
displayed on equal terms, both in colour and in texture, with a Latin alphabet. More 
specifically, the matchmaking and coexistence of different writing systems in the 
same media support.

A question would probably arise from this decision: Why an Arabic multi-script 
font design? Of all the writing systems present in the European Community, excluding 
the Latin alphabet, Arabic is spoken by the second largest number of people. Although 
it is not an officially recognised script within the EU for writing official documents, 
the Arabic alphabet has to be considered in order to achieve what the European 
Commission itself has set as a target achievement: the need “to raise awareness of the 
value and opportunities of the EU’s linguistic diversity and encourage the removal of 
barriers to intercultural dialogue” (European Commission, 2008b, p. 5).

It is estimated that about thirteen million Muslims reside in the European Union. 
This corresponds to approximately 3.5% of the total population of the EU and by 
2050, it is expected that 20% of Europe’s population will be Muslim.

Muslims are the second largest religious group in the multi-religious society 
within the EU and have a very diverse mixture of ethnic origins, languages, religious 
rules, cultural traditions and political convictions. Many of these Muslims have 
become EU citizens, while others already have spent a long time in several host 
countries. According to a report in 2008, there are one million, one hundred and 
thirty thousand Muslims living in Spain, 70% of them concentrated in Catalonia, 
Madrid, Andalusia and Valencia, respectively (EUMC, 2006, p. 3). Also, as stated in 
a recent report (2006) by the European Union Fundamental Rights Agency - FRA, 
Spain is the country that has the most negative opinion of Muslims. It emphasises that 
83% of Spaniards identify Muslim with fanaticism, while the population in favour of 
the Islamic community decreased from 46 to 29% in less than a year (Monjas, 2006).

There is, therefore, a growing need to build bridges of dialogue to facilitate the 
integration and coexistence of the different cultures that form our social landscape. 
We, as Spaniards, cannot forget that Islamic culture is part of our cultural legacy 
although we are liable to forget or hide it. Ties with Arab culture are still evident if 
we take into account some names of our Spanish geography or linguistic terms that 
shape the Spanish and Catalan languages with characteristic words, to discuss only a 
few features of this cultural heritage.

Together with the mentioned link with the Arabic legacy that can be seen from 
architectural monuments to any other cultural expression within the country, there 
is also a typographic connection that deserves further exploration. As I noticed in 
a previous study I did on Spanish eighteenth century typography, there are some 
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Arabic typefaces that were cut and produced in Spain and were intended for the 
printing press together with their Latin counterparts. They are beautifully displayed, 
together with Latin types, in several type specimens and books printed during the 
second half of the eighteenth century.

To sum up, considering the design of an Arabic multi-script font is not just a matter 
of design problem solving but, as mentioned above, it is also a move towards a 
greater understanding of a culture that, somehow, has been an important part of the 
history of the Iberian Peninsula. Therefore, among other cultures like the Chinese or 
Indian, which are also part of our multicultural Europe, surely Arabic, in the case of 
Spain, is a little closer and deserves special attention. 

At the same time, I am personally interested in the possibilities of non-Latin 
typefaces and how they could inspire and challenge my professional type work.

This project might also open up to new business opportunities between both 
cultures since a multi-script typeface is intended to be useful for both communities 
when conveying messages.

1.5  Goals and challenges

The aim of this practice-based research is to achieve some general objectives that 
have been briefly outlined above and contribute to contextualising this type design 
project from a social concern. Since there are not many lines of thought that 
establish a link between type design and social issues, I believe that this background 
could be an appropriate starting point to justify my interest in designing a Latin-
Arabic multi-script typography that could solve multilingual communication 
problems in a multicultural society.

In order to provide this project with a historical basis, some research on Arabic 
typography in Spain has been done as a way of contributing to a greater knowledge 
of our Spanish Arabic legacy. This is not intended as in-depth historical research, 
but rather as a search for local references that could help to frame my practice-based 
research. In my favour I have to say that no investigation on Arabic types in Spain 
has been done before, thus, this will open up a new field of study.

To list all the main goals, I distinguish between those which are more general and 
the most specific:

General goal: Social framework of study
• To contribute, from a design point of view, to a greater understanding between 
cultures – European and Arabic – that currently coexist within the same 
geographical territory, providing tools that could improve visual communication 
and cultural dialogue from a practical basis.
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Specific goals: Designing tools for communication from a historical background
• To introduce a historical analysis of Arabic types designed and in use in Spain 
during the printing press years.
• To solve multi-script design problems through typography, working on a meth-
odology for Latin-Arabic digital type matchmaking.
Also try to answer those questions: What differences can be outlined between 
Latin and Arabic typography? While preserving the respective distinctiveness of 
both scripts, how can they both harmonise in a page layout?
• To provide graphic designers (of whatever origin, European or Arabic) with a 
multi-script font for the composition of Arabic and Latin reading text.

1.6  Designing a non-Latin font from a foreign perspective

Designing a non-Latin typeface from a foreign culture is about putting oneself in a 
tabula rasa, starting from the very bottom: learning to write, learning a new script, 
getting to know unfamiliar shapes which respond to a different script grammar and, 
thus, another visual language structure. Designing a non-Latin typeface therefore 
requires looking at the basis of our Latin script language conventions from another 
perspective and assuming conventions that belong to another culture.

Centuries ago, European punchcutters engraved non-Latin script characters 
without a proper knowledge of those foreign scripts and languages, having poor 
references and not much advice and, as a consequence, unwillingly completely 
misunderstanding the essence of the original script in most cases. Eudald Pradell, 
one of the most significant punchcutters in Spain, was illiterate. Nevertheless he 
cut one of the most appreciated typefaces in the eighteenth century in Spain. How 
could someone like him be able to cut types without a proper knowledge of the 
language? 

What are the main differences between designing a Latin and a non-Latin 
typeface? What makes the difference? What parts of the design process are the same 
and which are completely different?

Designing a non-Latin typeface puts the focus on the global and intercul-
tural society in which we live. In fact, type design contributes to improve tools for 
our global communication. For me, type design is a way to approach professional 
life. Getting involved in the designing of a non-Latin typeface is about taking on a 
challenging adventure, having a new life experience.

One of the first questions that comes up when challenging oneself to design a 
non-Latin typeface is whether it is convenient or not to design a script from a 
foreign culture. Or, how do you design a non-Latin script from another cultural 
context.

I would first like to point out how unsatisfactory it is to name all the world 
scripts that are different from Latin with the term of ‘non-Latin’ scripts. This term, 
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although widely used, is quite a Eurocentric term that considers the Latin alphabet as 
the centre of regards any other writing script. This fact has influenced a misleading 
approach to other scripts other than Latin and it is partly responsible for the too 
often latinisation of non-Latin typefaces. As Graham Shaw states, 

Throughout their printing history therefore non-Latin writing systems have 
tended to be defined primarily in relation to the Latin script. The early history 
of many of their typographic traditions was dominated by Europeans, moti-
vated principally by the needs of Christianity and colonialism, unconcerned 
with the inherent calligraphic norms which many non-Latin scripts displayed, 
and arriving at designs unduly influenced by their experience of the Latin script. 
(Ross & Shaw, 2012, p. 13)

Moreover,  

The term ‘non-Latin script’ itself points to their tribulations. There is no logic 
that brings them together. Chinese ideographs have nothing in common with the 
Arabic script with its medial, final and isolated letter-forms; Devanagari with its 
vowels represented by super-and sub-scripts differs completely in concept from 
Cyrillic. The clue therefore to the term’s prevalence lies in that negative prefix. 
It would be interesting to know when it first came into general use, as typog-
raphy continues to arrange all scripts under the fundamental division of Latin 
and non-Latin. (Ross & Shaw, 2012, pp. 12–13)

Anyhow, with Shaw’s arguments in mind, I will use the term ‘non-Latin’ in a general 
sense when referring to all those scripts different to Latin, but being conscious that a 
better term should be used instead. It is important to note that in spite of this Latin-
Eurocentric view, “non-Latin scripts maintain their global superiority in terms of 
numbers of daily users”. (Ross & Shaw, 2012, p. 11)

When approaching a non-Latin type design from a foreign culture there are some 
obvious questions that come up. How could someone who is unfamiliar with a 
language or a script be able to design a typeface for that specific script.

I believe that a proper approach could be made with enough knowledge and 
respect for the script which is the object of study and design. There are enough 
arguments by relevant professors and professionals that certify this kind of ‘external’ 
approach.

“Best practice is built upon sound research”, states Fiona Ross (Ross & Shaw, 
2012, p. 151). She is very clear when she says that “Guidance regarding interpretation 
of the resources studied is additionally useful, particularly to those not fully versed 
in a script or language” (Ross & Shaw, 2012, p. 151). Although they are connected, 
written and spoken language have their own conventional rules. When designing 
a typeface — no matter which script — it is important to be concerned with the 
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script conventions. Tools used for shaping script forms have played an important role 
when establishing those conventions in history.

Being a Latin-based language, native speaker does not mean being able to design 
an efficient Latin typeface. For Pilar Cano (3 November 2012, interview), type 
designer at Dalton Maag, “we need to look at letters with new eyes, we need to 
understand how do we read and what is important in order to preserve legibility”. 
That implies a deep awareness of our conventional habits of reading, which it is not 
easy given that reading is an automatic activity (Unger, 2009, p. 11).

According to Ross, 

Whether a native reader or not, however, close observation of how harmoni-
sation and yet differentiation can be achieved within a new typeface design 
is effected by analysing all modes of textual communication, whether past or 
current, and whether by hand with a pen, stylus or brush, or by means of digital 
technology. In so doing, the designer can acquire a keen sense of the letterform 
proportions – and how far one can deviate from them; develop an eye to perceive 
which elements are key to letterform identification – and which treatments can 
lead to ambiguities; and become sufficiently informed to judge which letterform 
features are shared and thus can be treated in a similar manner to provide textual 
cohesion. (Ross & Shaw, 2012, p. 151)

She also adds, “an awareness of cultural sensibilities naturally forms an essential 
ingredient to the design process” (Ross & Shaw, 2012, p. 151).

It is quite surprising that most non-Latin scripts have been developed and 
produced by European Latin based designers throughout history. This means that 
this path has already been followed with more or less success by other type designers 
interested in non-Latin scripts. The Department of Typography & Graphic Commu-
nication at the University of Reading pushes their postgraduate students to design a 
non-Latin script together with a Latin typeface. 

During my attendance of a non-Latin summer course programme in Reading 
(TDi), I was suggested to analyse different world scripts and try to find common 
features within each script. This is a very useful starting point when understanding 
some writing and drawing conventions in any type design process (and also to 
become familiar with different types of scripts). As Gerry Leonidas (2010) said, 
“there is a requirement to appreciate the link between typeface design and writing, 
and the tools used for writing”. When answering the question “Can a non-speaker 
design a script well for a language they do not read?” Leonidas states that,

Having established the typographical environment, we can examine the written 
forms of the language, and the tools that have determined the key shapes. In this 
matter most scripts other than the Latin (and to some degree Cyrillic) maintain a 
very close relationship between writing and typographic forms. Writing exercises 
and a structural analysis of examples can help the designer develop a feel for the 
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script, before reading the words. More importantly, in their non-Latin work, 
analysis of the script’s structure and the relationship between mark-making tools 
and type forms can help the designer to develop criteria for evaluating quality. 
(Leonidas, 2010).

In an interview in Novum magazine (10/2012), Nadine Chahine says that “if the 
designer has engaged intensively with the culture and language, such extensions can 
work quite well. Tim Holloways’s Arabic typefaces exemplify wonderfully the fact 
that you do not have to be an Arab. [...] I always encourage non-Arab designers to 
design Arabic typefaces as there are so many Latin ones available to us, and so few 
Arabic”.7

Type designer, Titus Nemeth quotes Thomas Grace when he explains that 
“this question can be remedied to some extent by thorough study of the script, the 
language and the cultural background the foreigner is not familiar with. Neverthe-
less the designer often still depends on the judgements of native readers to make 
sound decisions suiting the eye of the intended audience” 8 (cited in Nemeth, 
2006a, p. 6). And concludes, “Certainly one has to familiarize oneself beforehand to 
the foreign script to get an insight into the formation and construction of shapes” 
(Nemeth, 2006a, p. 8).

I would add that a letter, as a conventional sign, is a subject that conveys meaning. 
We do not necessary need to know the meaning, what we need to know is how to 
give the proper shape to the sign. In terms of legibility, what matters is drawing 
the sign in order to be legible, no matter which meaning it conveys. We need to 
comprehend what the legibility limits of the script are and its conventions.

1.7  Contribution and novelty of the project

Type design is at the core of how communication takes place in our multicultural 
society. As multilingual communication becomes more apparent, the need for multi-
script fonts which include more than a single script is unquestionable. 

There are not many fonts that enable multi-script text composition. The most 
frequent cases are those fonts that include Greek or Cyrillic alphabets together with 
Latin. As technology expands eastward, other scripts such as Arabic or Devanagari 
are included into the computer engineers’ agenda, mainly because of the need for 
desktop publishing software support.

There is currently a shortage of Arabic digital fonts in comparison with the great 
diversity of fonts which include the basic Latin alphabet. But even greater is the 

7  ‘Arabic Typefaces and Latin Alphabets. An interview to Nadine Chahine’, Novum 10/2012,  Munich, Germany. 
p. 23.

8  Grace, Thomas (2003), ‘Considerations for the design of foreign script typefaces’, disertation, Reading: 
University of Reading.
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lack of fonts that include characters for both writing systems (Arabic and Latin) and 
respond to the same design criteria. For Hudson, “the reason why there are so many 
more Latin fonts in the world than Arabic fonts has more to do with technology and 
the market than the characteristics of the scripts themselves” (Hiba Studio, 2007, p. 
3). As Huda Smitshuijzen states in her book Typographic matchmaking, “the situation 
is lamentable.” And she continues, “there is a shortage of readily available Arabic 
fonts that can meet the diverse design needs of contemporary communications 
media”(Huda, 2007, p. 13). Lebanese designer Lara Captan in her essay Searching for 
the Origin and Development of the Magribi Script says that, 

The streets of the Arab world are filled with Arabic script schizophrenia. Arabic 
either takes on the appearance of its calligraphic tradition through improvised 
signage [...] or it wears a costume now called typography that hides an extensive 
past of gradual loss of identity and profound incomprehension of the nature and 
beauty of the script. (Captan, 2011, p. 5)

Digital Arabic fonts currently available for usage have been created independently of 
any other existing handwriting model; consequently their compatibility with Latin 
counterparts is often very unfortunate. As Mamoun Sakkal states, 

The need for compatibility between Latin and Arabic has a positive impact on 
Arabic typography as long as we do not make our goal merely to imitate the 
aesthetics of Latin typography. That is, we should keep a balance between the 
authentic personality of Arabic and the need to modify it in some ways to make it 
more compatible with Latin. (Sakkal, 2004)

Contributions in this field are paramount if we want to provide a further step 
towards the evolution of type design as a more open discipline. My project is 
intended to contribute on this.

It might seem strange that most of the Arabic fonts designed so far have been created 
by designers from countries outside the sphere of Islamic influence. Although this is 
changing, there are some issues that could well open new fields of study: the strong 
religious link with the Arab script and its calligraphic influence have made Muslim 
societies reluctant to turn to typography – and thus, type design – since they 
consider it as an unnatural practice (I will come to this fact later in the literature 
review), also the lack of proper technology has not eased the creation of new Arabic 
digital fonts among practitioners (or even the facilities for desktop publishing). 
Fortunately the situation has improved and both software and font editors offer 
support to right-to-left scripts such as Arabic.

The designing of a Latin-Arabic multi-script typeface by non-Arabic type 
designers is a controversial task, since there are important issues about Arab (and 
Persian) culture that should be assumed. Subordinating the design of Arabic to the 
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nature of the Latin alphabet is not the right way to do it, because the peculiarities 
and fundamentals of Arabic script have nothing to do with the origins, structure and 
proportions used for Latin script. Therefore, the goal is to achieve a ‘harmonisation’ 
of characters based on other parameters that have nothing to do with what would be 
a structural or aesthetic submission of one writing system (whichever) to the other. 
This makes absolutely no sense in the case of Arabic, although it has been the normal 
procedure for the design of Latin-Arabic multi-script typefaces, so far.

So, my Latin-Arabic multi-script font project will also contribute at following 
the methodology which will be respectful of the nature of both scripts.

Establishing links with Arabic tradition is necessary when designing an Arabic 
typeface for reading purposes, even if we want to achieve major acceptance and 
functional scope. Not many typefaces are based on historical research and none have 
been designed from a Spanish-Arabic perspective or from the Spanish type legacy, 
so far. That is to say, no research has been done on Arabic typography designed and 
produced in Spain and considering the links between both cultures. 

My contribution and new approach in this field includes not only the designing 
of a multi-script Latin-Arabic typeface but a historical approach to Arabic typefaces 
used, created and produced in Spain since the printing press was introduced. The 
appropriateness of this previous historical research in Spanish Arabic typefaces 
should be useful when establishing a framework from which I consider the 
convenience or otherwise of designing a multi-script Arabic font departing from a 
historical basis. This thesis will look through Arabic types in Spanish type specimens 
from a critical point of view and not for the sake of revivalism or digitising shapes. 
The research on Arabic types in Spain will fill the gap when looking at the Arabic 
type design in Europe in a broader context. Spanish typography is far too often 
missing from the history books. I am sure that my research will open new approaches 
to the study of Arabic types in Spain. 

No serious work on Arabic typography has been carried out in Spain, so 
far, although there are good Arabists that have written on Arabic and Persian 
Calligraphy, and the calligraphic specificities of the Al-Andalus script. 

Also, considering the growing number of Muslims who live in Spain today and 
the Arabic legacy that still exists and dates back to the Middle Ages, I believe that 
this practice-based research on Arabic type design is necessary in order to fill a gap.

1.8  Resources and methodology

To accomplish this practice-based research, I have taken into account all possible 
literature published – on paper and online – about the topic that is the focus of this 
thesis. This documentary research on what has been already written is discussed in 
Chapter Two as the ‘review of the Literature’. It focuses mainly on the published 
material that has been relevant for both theoretical and practical parts. The biblio-
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graphical part, at the end of this document, will provide more referential items that 
have been consulted.

Moreover, for the historical part, original books from the seventeenth, 
eighteenth and nineteenth centuries have been consulted, together with original 
type specimens from those periods. This study on original documents has been 
conducted at the National Library (Biblioteca Nacional) in Madrid, the Catalonia 
Library (Biblioteca de Catalunya) in Barcelona, the National Historical Archive 
(Arxivo Historico Nacional) in Madrid. Also the digital documents at the CSIC 
(Consejo Superior de Investigaciones Científicas), ‘Biblioteca digital Cervantes’ 
and the ‘Biblioteca Valenciana digital’ have been consulted among other sources 
of information. All this consulted material will be explained in more detail in the 
following chapters.

Apart from the documents consulted, some interviews – live and by email – and 
personal communications have been made in order to complete information with 
historical details or by offering different points of view on current topics relating to 
multi-script type design.

For the more practical part of this practice-based research, a proper type design 
methodology has been driven along the process. The manner in which this project 
has been developed is fully discussed in Chapters Five and Six. Chapter Five focuses 
on a more general methodology when designing a non-Latin Latin-Arabic typeface, 
while Chapter Six is more related to the applied method for the specific Latin-
Arabic type design which is developed as the practical part of this thesis.

1.9  Purpose and structure

Following on from that argued in this introductory section regarding the need for 
multi-script fonts that could enhance multilingual communication, I decided to 
design a Latin-Arabic typeface intended to be used in a multicultural environment 
for continuous reading, mainly for literary text purposes.

According to the goals proposed, the Arabic typeface designed is based on 
Naskhī style and has a strong calligraphic approach. It has been achieved through an 
understanding of Arabic script in order that the result obtained could be respectful 
of the tradition of Arabic calligraphy. Moreover, a study on Arabic typefaces created 
and used in Spain has allowed a link to be established with Spanish typography, 
and demonstrate that the Arabic Spanish legacy, although broken during the first 
centuries of the Printing Press, was revived during the second half of the eighteenth 
century.

Looking for a Latin companion to harmonise with the Arabic design, ‘Pradell 
Roman’ was selected so as to integrate the Arabic within a fully extended Latin 
family. Pradell Roman is a serif typeface I designed some years ago and was inspired on 
eighteenth century Spanish type specimens; the same specimens where some Arabic 
typefaces were featured and form an important part of this study on Spanish Arabic 
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types. Therefore, having both Latin and Arabic typefaces within the same family 
makes more sense. The so-called ‘Pradell Al-Andalus’, is the resulting multi-script 
typeface of this practice-based research which combine both writing systems.

A methodology of work has been established and followed to accomplish the 
final result. The proposed methodology intends to provide general guidelines for 
type designers who want to approach a multi-script Latin-Arabic type design when 
looking for a harmonisation of both scripts.

This document is divided into eight chapters in order to discuss the work process 
and the research achievements.

Chapter One gives the introductory to this thesis and it states the aim and main 
objectives of the research study.

Chapter Two reviews the most relevant literary material that supports my study. 
This review will be divided in two different sort of literature: firstly, those readings 
that relate typography to a more multicultural view, and secondly those readings 
that are more related to the Arabic script and the type design practice. I will also 
mention the scarce literature available on Spanish type history.

Chapter Three focuses on the Arabic script, its origins and evolution up to the 
digital age. This chapter is intended as a general overview since the aim of this thesis 
is not a complete study of Arabic script, nor the study of Arabic typography. The 
overview is intended as an historical support necessary for any type design approach 
into Arabic type design.

Chapter Four records and examines the Arabic types that were cast and 
produced in Spain and were in use in books during the printing press years. The 
study will try to provide some new information on the Arabic types, since no study 
has been made so far on this subject. The purpose of this historical approach is the 
search for possible references for the practical part of this research.

Chapter Five discusses the general methodology when approaching a multi-
script Latin-Arabic type design, providing general guidelines throughout the work 
process.

Chapter Six focuses on this practice-based research project, the designing 
of multi-script Pradell Al-Andalus. It explains the work process and the applied 
methodology while answering the question of how to design an Arabic font from 
scratch while taking into account a historical study, and also how to harmonise both 
Latin and Arabic scripts within the same font file.

Chapter Seven is the conclusion of the research. What has been achieved will 
be discussed and linked to the objectives for this study. Limitations of the study and 
themes for future research will also be considered.

Chapter Eight is a type specimen where the multi-script typeface Pradell 
Al-Andalus is visually displayed.

Several Appendices will follow with additional documentation in order to provide 
further information on some of the topics related in this study.
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2  
Review of the literature

This chapter attempts to review the different kinds of literary material that supports 
my study. However, there are not many published books or articles that focus on the 
topic of my practice-based research. Digital typography is a relatively new discipline 
and the development of digital multi-script fonts is a very recent practice which 
appeared when OpenType font format had enabled the inclusion of more glyphs 
within the font file. It has therefore become the new standard for font design.

The interest in multi-script typefaces has been challenged by technological 
possibilities, nevertheless the necessary knowledge and research that work such as 
this demands have made this practice extremely unique. The commitment to multi-
culturalism by type designers is quite new, if we take into account that discussions 
on multilingualism and multi-script fonts have occurred in the last decade, as I will 
demonstrate later, most concerns are basically focused in a few forums and universities.

There are two issues to address throughout this practice-based research work:
• A type design approach from a multicultural perspective.
• The design of a multi-script Latin-Arabic font taking into account historical 
and cultural references. 
Each question demands a different sort of literature. 

According to the empirical approach of this thesis, this review deals with two 
different kinds of content. First I review all literary material that connects multicul-
turalism to typography and type design. This would provide a contextual framework 
on which I will base my practical part. Secondly, I evaluate literature on Islamic 
Calligraphy and the history and evolution of Arabic script, books and articles on 
Arabic typography and what has been done and written on Arabic type design and 
multi-script type design according to the harmonisation of both Arabic and Latin 
scripts. This includes primary sources such as original type specimens, both new and 
old. I also mention other multi-script approaches only when the content is suitable 
for my focus of study, for example in cases where the methodological approach is 
relevant for my practice-based thesis.

2.1  Theoretical and conceptual framework: 
Type design in a multicultural world

As I write this account, none of the books resulting from a deep search on the topic 
of multilingualism deal with type design or typography. The large majority of them 
approach multilingualism from an educational or a linguistic perspective. Design 
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and visual communication does not seem to be a field sufficiently considered when 
looking at multiculturalism — and multilingualism — from a cross-discipline point 
of view. Nevertheless, there are still essays and important works that will contribute 
to setting up the basis for this practice-based research project.

The importance of multilingualism in our society becomes more evident if we take 
into account the social movements between countries. The European Union has 
provided a lot of literature on this topic. Its surveys and reports point out how 
important multilingualism is when contributing to enhancing integration among 
European citizens. They provide an overview of the social and political situation 
within the EU and suggest ways of dealing with the different cultures that exist in 
its territory. The reports, abstracts and communications that can be downloaded 
from the different EU websites are good literature for contextualising multicul-
tural phenomena. I would highlight the communication from the Commission of 
the European Communities submitted to the European Parliament called ‘Multi-
lingualism: an asset for Europe and a shared commitment’ (Brussels, 18.9.2008)1, in 
which they analyse the challenges that Europe should face and which includes an 
interesting chapter on Multilingualism as a way of improving intercultural dialogue 
and social cohesion (Brussels, 18.9.2008, pp. 7–10). The Council of the EU also 
reinforces this argument and makes some compromises with the ‘European strategy 
for multilingualism’ resolution.2

There are also certain reports which provide recommendations for companies 
in terms of multilingualism, such as ‘Languages means business. Companies work 
better with languages’, available throughout EU website.3 In the report they state 
that “The challenge is to integrate multilingualism firmly in all strategies aiming 
at developing human capital for the future” (European Commission, 2008a, p. 8). 
Furthermore, they observe that “Multilingualism is also a key element of integration 
and opens up intercultural dialogue. It can help to improve the situation for millions 
of immigrants in Europe and contribute to their involvement in the labour market” 
(European Commission, 2008a, p. 10). The report does not mention multi-script 
languages in any explicit way, but as we know, together with the Latin alphabet, 
Cyrillic and Greek are also official scripts within the European Community. So 

1  ‘Communication from the commission to the European Parliament, the Council, The European Economic 
and Social Committee and the Committee of the Regions. Multilingualism: an asset for Europe and a shared 
commitment’, Brussels, 18.9.2008. COM(2008) 566 final. Act available from: http://europa.eu/legislation_
summaries/education_training_youth/lifelong_learning/ef0003_en.htm  The final document is available 
from: http://ec.europa.eu/languages/pdf/comm2008_en.pdf [Accessed April 2012].

2  ‘Council Resolution of 21 November 2008 on a European strategy for multilingualism’ (2008/C 320/01), 
http://eur-lex.europa.eu/LexUriServ/LexUriServ.do?uri=CELEX:32008G1216(01):EN:NOT [Accessed 
March 2013]. Council resolution available from: http://eur-lex.europa.eu/LexUriServ/LexUriServ.do?uri=OJ:
C:2008:320:0001:0003:EN:PDF [Accessed March 2013].

3  ‘Languages means business. Companies work better with languages’, http://ec.europa.eu/languages/pdf/
davignon_en.pdf [Last accessed March 2012].
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multilingualism covers the whole area of language, both written and spoken.
As has already been mentioned in the introduction, we should note that Arabic 

is not an official language within the EU. However, excluding Latin, it is the second 
language in terms of the number of citizens that use it. Although Arabic is not 
official, the European Commission has achieved one of its main objectives “of 
raising awareness of the value and opportunities of the EU’s linguistic diversity 
and encouraging the removal of barriers to intercultural dialogue” (European 
Commission, 2008b, p. 5). In fact, multilingual people are a precious asset since they 
can act as the glue between different cultures (European Commission, 2008b, p. 6).

Although these reports and communications do not mention the design profession 
as a strategic point, they help to contextualise my project on a broader level and set 
the social context from which I should start. These texts provide enough arguments 
on social issues that it should be assumed by designers as part of their responsi-
bility as social agents. We should take into account the importance of typography 
in visualising language and cultures. Since there are not many lines of thought that 
establish a link between type design and social issues, I believe that this background 
could be an appropriate starting point to justify the importance of multi-script 
typography in our global society.

The first time the concept of multiculturalism was openly introduced in the 
typography arena was during the ATypI (Association Typographique Internationale)4 
annual Conference held in Lyons in 1998. ‘MultiTypo’ was the theme for the ATypI 
Conference and featured some of the advances of the Unicode Consortium for 
the standardisation of Unicode (http://www.unicode.org) which provided a new 
framework for multi-script type design. Although the Lyons Conference introduced 
the topic, the first attempts at multi-script discussions were delivered a year later 
in Reading (UK), where ATypI held its event under the theme of ‘Typography and 
Language’. During the Reading Conference, David Opstad lectured on ‘Multilin-
gual fonts beyond Unicode’ and Fiona Ross discussed the translation of non-Latin 
scripts into type. They both examined on the new possibilities and requirements for 
non-Latin script font design.

The International Unicode Conference (IUC)5 held in different cities starting 
in the early nineties, was also an important event to bring together industry-wide 
experts. These conferences were the core place to discuss on the implementa-

4  ATypI (Association Typographique Internationale) is a non-profit international type association founded in 
1957 by Charles Peignot. The objective and purpose of ATypI is the integration of all those who are involved 
in the field of typography through their profession or their interests [http://www.atypi.org].

5  According to the Unicode Consortium, the Unicode Conferences are the ideal place to interact and exchange 
ideas with others in the field of internationalization and language support, including experts, implementers, 
educators, clients and vendors. Further info on past and future conference programs: http://www.unicode.
org/conference/about-conf.html [Last accessed July 2013]
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tion of Unicode in operating systems and applications, fonts, text layout and multi-
lingual computing. In 1997, during the 11th IUC San José, California, Thomas Milo 
presented the complexity of Arabic with “Towards Arabic Computer Typography” 
and “Rendering Multi-Level Arabic Script” where the basics for Arabic aesthetics 
and technical challenges were introduced. Later, in 2002 during the 20th IUC 
Washington DC, Milo lectured on “Authentic Arabic: a case study” and “Automating 
Design and Building of an Arabic Unicode Font”.6

In the final years of the twentieth century there was a growing interest in multi-
lingualism from a typographic perspective. It was first in ATypI Copenhagen 2001 
and in ATypI Rome 2002 where the so-called non-Latin scripts and the possibili-
ties of OpenType where clearly discussed. Under the theme ‘The shape of Language’ 
(La forma del linguaggio), the Rome Conference programme included a Multi-
lingual Typography Symposium where different topics on non-Latin type design 
were discussed. Sherry Blankenship moderated the Symposium and lectured on 
Arabic and Latin combination problems. Other lectures focused on extended Latin 
typefaces, Hebrew, Kanji and multi-script Armeno-Latin design. This was very likely 
the first time that this kind of debate had been proposed to a wider audience such 
as the ATypI conference delegates. During the event, one of the most discussed 
topics was the role of modern font technologies which were supposed to handle the 
complexities of producing quality type output for complex script languages, such as 
Arabic, Devanagari or Chinese.7

Taking all this into account, I believe that ATypI has contributed to upgrading 
the vision of typography within the type design community. This wider vision 
was accompanied by the development of OpenType, a new font format which was 
intended to solve the problems of representing non-Latin scripts, among other 
things. A book was published as a result of all these concerns: Language Culture Type. 
International type design in the age of Unicode, edited by John D. Berry. It was presented 
during ATypI Rome 2002 and it was the first book published from a conscious global 
approach to type design. As ATypI president Mark Batty (Berry, 2002, p. viii) stated 
in its foreword “We wanted to find a way to promote cultural pluralism, encourage 
diversity, and provide a co-operative environment for the development of truly 
international typographic communications”.8 The book also appeared as the ATypI 
contribution to the United Nations Year of Dialogue among Civilisations, which was 
commemorated in 2001. 

6  Milo’s paper “Authentic Arabic: a case study” can be consulted online at: http://www.tradigital.de/stories/
studies/case-study-introduction.pdf  [Last accessed July 2013].

7  There are no published papers from ATypI lectures for those years. Since I attended all those ATypI 
Conferences, I have tried to summarise their content according to my focus of study.

8  The Islamic Republic of Iran, supported by a large number of countries, proposed a resolution to the United 
Nations in order to proclaim the year 2001 as the “Year of Dialogue among Civilisations”. The ATypI type 
design competition (Bukva:raz!) was organised as a special contribution of AtypI to the United Nations Year 
of Dialogue among Civilisations.
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Language Culture Type contains a diversity of essays written by type experts 
together with the 100 awarded best type designs from an international type design 
competition (Bukva:raz!) organised by ATypI. These essays have given a good insight 
into my general topic of study and have offered some clues for a more social concern 
to type design. From all of these articles, which deal with typography, technology 
issues, writing systems (scripts) and general writings on language such as Robert 
Bringhurst’s essay on ‘Voices, languages and scripts around the world’, I should 
particularly mention the articles ‘Unicode, from text to type’ by John Hudson and 
‘Arabic script and typography’ by Thomas Milo. These essays can well fit into my two 
questions addressed at the very beginning of this account.

John Hudson has a good reputation on non-Latin type design, including Arabic 
and Cyrillic. In his essay, Hudson (2002) focuses on social concerns and commu-
nication needs, and explains how technology is solving multi-script problems. He  
believes that “If type design is going through a truly international renaissance at 
the beginning of the 21st century, it is in large part enabled by the desire of the 
computer industry to sell hardware and software to people who speak languages 
other than English” (Hudson, 2002, p. 25), and continues that “by making every 
computer user in the world a customer for new typefaces, software developers 
have enormously expanded the demand for new and better digital fonts interna-
tionally” (Hudson, 2002, p. 25). He believes that “Type and typography are now 
intimately involved in the internationalisation of computing and so in the cultural 
and economic developments that this process supports” (Hudson, 2002, p. 25). So, 
in a certain way, desktop publishing has positioned typography and type design at 
the core of global written communication. Software development, and therefore 
digital font design, is certainly contributing to social communication, nevertheless 
the expansion of technology to a more global status is guided by market needs and 
business profits. 

Concerning globalisation and the role of type design, Hudson states:

Type design is an art and a craft, but it is also a business. The internationalisation 
of software made possible by the Unicode standard is an opportunity for many 
type designers and font developers. [...] Globalisation must be about more than 
trade deals, international finance and the quest for profits: that globalisation of 
business must be informed and tempered by the meeting of cultures, dialogue 
among civilisations, and increased respect for the heritage, rights and aspirations 
of a global citizenship. Throughout its history, type design has been an activity 
taking place at the intersection of ideas. It exists to serve the written word, the 
record of ways of living that have meant something. If type design is implicated 
in globalisation, we can hope that it will be a humanising influence and a witness 
to older and enduring values. (Hudson, 2002, p. 41)

When approaching technology, Hudson reveals the problems of cross-plat-
form incompatibility, textual ambiguity and inadequate support for many writing 
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systems, and how the Unicode standard addresses glyph encoding in order to solve 
these problems (Hudson, 2002). This has allowed desktop publishing to spread to 
non-Latin script cultures and increase software consumption to a greater extent. 
Hudson also explains OpenType font format specifications in detail and how it 
works with Latin and other different scripts such as Arabic and Devanagari, which 
are more complex. 

John Hudson’s essay provides one of the best approaches to the relationship 
between technology achievements and social communication needs in an increas-
ingly multicultural global world. I have considered this essay primary guidance when 
establishing a framework for my practice-based thesis.

Furthermore, Thomas Milo’s essay on Arabic script (2002a, pp. 112–127) 
provides a general overview for understanding Arabic. Although the content is quite 
general, it settles some of the difficulties when designing an Arabic alphabet and 
proposes some possible reasons for the historical European misunderstandings when 
producing Arabic types for book production. He says that, 

Typesetters have been wrestling with Arabic script for five centuries. Giving it a 
structure identical to that of Latin script would eliminate all of the problems, of 
course. The few known attempts to do this, however, were completely illegible 
and culturally alien, which may account for the lack of success of the designs of 
that nature. (Milo, 2002a, p. 119)

And he explains:

In Europe, typesetting with Arabic characters has been undertaken since the 
early sixteenth century. The early Arabic types have a Western North-African 
appearance. Maybe European punch cutters had access to the Andalusian spoils 
of the Spanish Reconquista, and were consequently misled in their calligraphic 
styling; in any case, their designs were totally out of touch with Islamic taste and 
with Middle Eastern taste in particular. [...] the low quality of the designs was 
a factor in delaying the acceptance of typography in the Islamic world. (Milo, 
2002a, p. 121)

Milo gives some of the important clues to understanding Arabic script, such as its 
connectivity: “In Arabic script the graphic unit of writing is the syntagm: a string of 
connected letters” (Milo, 2002a, p. 120). This is opposite to what happens with our 
Latin script where letters appear disconnected in typesetting. 

I have used Milo’s essay as my first approach to Arabic. I would like to remark on 
his awareness and respect for the script. This has inspired my way of proceeding.

In summary, Language Culture Type does not deal with type design processes nor 
does it propose a methodology for multi-script, but provides a global cultural view 
on how to approach type design from a broader perspective. It is a basic reading as 
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an introduction to multilingual typography.9

The need for new typefaces that could cover the range of scripts that are needed for 
cross-platform communications has engaged designers and type designers to look for 
solutions.

Designer and Professor Ruedi Baur is currently leading some research projects 
on multilingual typography, funded by the Swiss National Science Foundation (May 
2010 – May 2012) and the Swiss Arts Council Pro Helvetia. The results obtained so 
far have been published in the Swiss design magazine TM-Typografische Monatsbläten 
(5|6, 2012). The article ‘Die Koexistenz der Zeichen / Multilinguale Typografie’, very 
visually displayed in the magazine layout shows the interaction of written languages 
from signboards to street signs. Nevertheless, the whole project is focused strictly 
on Latin-Chinese text matchmaking which is far from the problem that applies 
to a Latin-Arabic harmonisation. In spite of this, the multilingual visual approach 
followed by Baur’s team is a useful sample of graphic design matchmaking between 
two different cultures.
David Březina is a type designer who has some experience with multi-script 
typefaces. He is co-founder of the Rosetta type foundry (http://www.rosettatype.
com), founded in 2011 and specialises in multi-script digital fonts. In his essay on 
General issues of multi-script typography, he outlines the basics of the problem when 
representing multilingual documents. Multilingualism is approached from a typo-
graphical perspective and Březina introduces some features to address when 
designing a multi-script typeface. His essay, submitted for the MA in Typeface design 
at Reading University, deals with different writing systems and how to balance them. 
It is a general overview and does not go into depth on any of the writing systems 
included in his essay, but it provides an introductory approach to the harmonisa-
tion process at a very early stage. It is important to consider his observations on 
proportions, together with colour and texture, when dealing with different scripts in 
the same text composition.

In a very recent article published at Codex,10 Březina points out some of the 
challenges when designing multilingual type families. He considers type designers 
working on a “crossroads of linguistics, typography and computer science”. At the 
moment, type designers face challenges when adapting the scripts to a typographic 
system or to the limitations of certain kinds of media (Březina, 2012, p. 24). This 
article focuses on four case studies. As he states, “the point is to illustrate the current 

9  It should be mentioned that during the III Congreso Internacional de Tipografía in Valencia (Spain) 
June 2008, under the theme ‘Global-Local’, there were several keynote speakers who also dealt with 
multilingualism such as Johannes Bergerhausen (www.decodeunicode.org) and Huda Smitshuijzen (Khatt 
Foundation).

	 Also worth mentioning Dubai Kitabat Conference 2006 and the Khatt Kufi & Kaffiya Conference in 
Amsterdam 2007.

10  Březina, D. (2012), ‘Challenges in Multilingual Type Design’, in Codex: The Journal of Letterforms, 2, Fall, 2012.
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challenges connected with typographic improvements in scripts. These improve-
ments are generally of two kinds. They either adapt the script for a new situation 
caused by technology or they expand its linguistic and expressive repertoire” 
(Březina, 2012, p. 25). 

The article demonstrates how increasingly relevant these topics are in the area of 
type design nowadays.

2.2  Readings on practical experience

Readings on Arabic Calligraphy are paramount to understanding the roots of 
Arabic script and in gaining awareness of the cultural background that underlies 
Arabic typography that would help to be accurate and respectful with Arabic when 
designing its characters.

Sheila S. Blair in her Islamic Calligraphy provides a deep understanding of the 
nature of Arabic. This is a historical book which provides specific information on 
this writing system, from its origins, development and evolution to the standardisa-
tion of Arabic and the different regional styles, among other topics. The book does 
not deal with typography or how to relate calligraphy to the type design process, 
but provides the perfect background for an awareness of Arabic calligraphy. The 
first chapter is particularly revealing, where Blair explores the role and principles 
of Arabic script and its link with religion. In Blair’s words: “The sacredness of the 
scripture led to its transcription manually in a beautiful hand, and this sanctity 
explains why handwritten copies remain popular and why printed editions of the 
Koran were so slow to be accepted” (Blair, 2008, p. 29). Here Thomas Milo puts 
the emphasis on the poor quality of the Euro-Arabic type designs: “the low quality 
of the designs was a factor in delaying the acceptance of typography in the Islamic 
world” (Milo, 2002, p. 121). According to Milo, this fact could explain why the 
Arabic culture had been long in reaching the printing press. Only in the twentieth 
century was the Qur’ān printed on a large scale in the Muslim world (Blair, 2008).

There is a very close link between typography and calligraphy in Arabic written 
communication. I believe that no-one should design an Arabic typeface without an 
understanding of writing if he/she wants a comprehensible result. 

Blair’s book has a more historical interest, which is beyond my focus, but its 
reading provides a perfect awareness on the cultural background of Arabic script. 
Also, the images of manuscripts reproduced within Islamic Calligraphy appear as good 
samples to examine.

Smaller but more explicit on the different Arabic calligraphic styles, Y.H. Safadi 
in his Islamic calligraphy, focuses on early calligraphic developments, the different 
reforms of Arabic and the styles. The most relevant thing about the book is the large 
amount of different samples shown in each script style: Mashq, Kufic, Eastern Kufic, 
Thuluth, Naskhī, Muḥaqqaq, Rayḥānī, Tawqī‘, Riqā‘, Maghribī, and the Persian styles 
Ta‘līq, Nasta‘līq, Shikasteh. Although it is well known that not all authors agree when 
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considering the most relevant styles, Safadi includes a lot of examples, identifying 
each one and giving specific descriptions. Examining the calligraphic examples 
displayed in both the Safadi and Blair books gives greater understanding of how to 
draw letters without the risk of losing legibility or recognisability. Moreover, written 
manuscripts have been very useful for observations of different script particularities. 
In this sense, the catalogue from the exhibition El perfum de l’amistat. Correspondència 
diplomàtica àrab als arxius espanyols (segles XIII-XVII) (‘The perfume of friendship. Arabic 
diplomacy correspondence in the Spanish archives, 13th to 17th century’), where a 
large quantity of original manuscripts are reproduced, was interesting to see. It is also 
curious to examine the exhibition book Memoria de los Moriscos (Morisco’s reminders),11 
where Aljamiado scripts12 are displayed throughout the book. The great Islamic 
influence within the Iberian peninsula during the Middle Ages, in what was known as 
Al-Andalus13 is well known.

A recent MA study by Lebanese designer Lara Captan has focused on the origins 
and development of the Maghribī Script and their link with the Andalusian script 
(Andalusi), which was a particular style within the Iberian Peninsula. Captan’s 
essay focuses on the origins of a calligraphic style developed in the Western Islamic 
territory, including Spain. Spanish historian and Arabist, José Miguel Puerta 
Vilchez, has written an overview on Arabic script from a historical perspective. La 
aventura del Cálamo (The adventure of the reed pen) is a book which also provides a 
lot of visual information on original manuscripts and beautiful calligraphic samples. 
It is the first book of this kind to be published in Spain. The author emphasises the 
contribution of Al-Andalus to the general history of Islamic calligraphy. However, 
like the rest of the books and works on calligraphic art, it focuses on the history of 
Arabic script and its calligraphic expression. There are no mentions of typography 
or the printing press, at least to be relevant enough to be taken into account.

So, it seems that there are more books on Arabic calligraphy than books on Arabic 
typography, since there is not much tradition on Arabic type design for the reasons 
explained above, and the large foundries that have dealt with commercialising 
Arabic movable type during the 20th century have not written much about it.

11  A virtual exhibition of Memoria de los Moriscos (Morisco’s reminders) can be viewed online at: http://www.bne.
es/es/Micrositios/Exposiciones/MemoriaMoriscos/Info [Last accessed August 2012].

12  ‘Aljamiados’ were the name for the Spanish texts that were written using the Arabic script as a way to 
represent the Spanish language (instead of using the Latin alphabet). This happened during the late years of 
Muslim domination and until the expulsion of the Moriscos from Spain in the early 17th century. For further 
information on Islamic Spanish literature, see: 

	 Casassas Canals, X. (2009), ‘La literatura islámica Castellana: siglos XIII-XVII’,  http://revistas.uca.es/index.
php/aam/article/viewFile/551/474  [Last accessed September 2012]. 

	 Wiegers, Gerard (1994), Islamic literature in Spanish and Aljamiado. Yça of Segovia (fl. 1450), His Antecedents and 
Successors, Leiden-New York-Köln.

13  Al-Andalus was the Arab name given to a nation in the parts of the Iberian Peninsula and Septimania 
governed by Muslims at various times in the period between 711 and 1492 AD.



50

With the advent of digital technology and desktop publishing, type design 
software has enabled young designers to go into type design and digital font 
production. Some software related manuals have allowed designers to learn ‘how to’ 
produce fonts. At the end of the nineties some books and articles were published 
on font design as more professionals gained expertise in the field. The first book on 
Arabic typography appeared in 2001. Arabic typography, a comprehensive sourcebook by 
Huda Smitshuijzen AbiFarès, is an “attempt to establish the foundations for Arabic 
type design by drawing lessons from past practices and aesthetic conventions, 
in order to retain the enduring traits that are of relevance for improvement and 
innovation in future type design creations” (Smitshuijzen, 2001), as the author 
comments. The book is intended to be a valid reference on Arabic typography 
and also an educational guide for design students and professionals. In fact, an 
important part of this Arabic typography source book provides information that could 
well be useful for type designers in general, since there are methodologies and 
technological principles that apply to both Arabic or Latin type design approaches. 
The book contains a historical timeline for Arabic script and a brief history of 
Arabic typography, including the proposals to reform the Arabic system several 
times throughout the twentieth century. The development of the Arabic printing 
types is explained in a historical timeline and it is detailed by countries, neverthe-
less there is no notice about Spain or the Arabic specimens or the Arabic books 
published. So, it evidences a gap in the history of Arabic typography and printing 
press in Europe.

According to my practice-based research, the most interesting part in Smit-
shuijzen’s Arabic typography book is the ‘Aspects of Arabic type’ chapter where 
the basis and structure of the alphabet is explained in detail. When practising 
Arabic calligraphy, the distinction between Latin and Arabic letterforms has been 
revealing. “Though they stem from the same origin (the Phoenician alphabet), they 
differ considerably, visually as well as typographically” (Smitshuijzen, 2001, p. 94). 
The letters in Arabic consist of thin vertical strokes and thick horizontal strokes, 
completely the opposite to Latin script. 

John Hudson, in an interview by Hiba Studio, clearly explains the important 
difference between Latin and Arabic. He thinks that

The biggest difference is the ductus, the angle at which the pen is held and the 
effect this has on the pattern of thick and thin strokes. In Arabic writing, the 
ductus is very steep, creating strong horizontal strokes. In Latin writing, the ductus 
is much shallower, so the vertical strokes are stronger. (Hiba Studio, 2007, p. 1)

Another big difference between both writing systems comes when composing text: 
“the most basic unit of the written text in the Latin script is the letter, whereas in 
Arabic, the basic unit is the word” (Smitshuijzen, 2001, p. 95). She also explains the 
use of diacritical and vocalisation marks, and the use of non-alphabetic symbols 
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(some of them are identical to the ones we use for Latin text composition).14

Pascal Zoghbi has also written on Arabic typography in a brief article titled ‘History 
of Arabic Type Evolution from the 1930’s till present’ where he briefly introduces 
the origin of Arabic script and different approaches to Arabic typography, from the 
proposals of Arabic script reforms in the mid-20th century to more contemporary 
type design proposals such as DecoType’s Tasmeem or the simplified Arabic type by 
Mourad Boutros.

When dealing with type design concepts, Smitshuijzen points out the role of 
technology throughout history, the influence of production tools on the visual 
aspects of type, which apply to every type script system (Smitshuijzen, 2001, p. 122). 
Most technical aspects of font development and methodology processes argued in 
the book work fine for Latin type design but at a certain point technology does not 
fit with the Arabic technical needs. 

Throughout the book, Latin and Arabic are both used as elements of analysis when 
comparing concepts such as the visual perception of type. Since these scripts are 
written in different directions, Latin from right to left and Arabic from left to right, 
then visual perceptions do not match. “Latin emphasises verticality whereas Arabic is 
horizontally orientated” (Smitshuijzen, 2001, p. 175). Smitshuijzen analyses and makes 
comparisons, but she gives little advice on how to harmonise both writing systems. 

The last chapter of her book focuses on giving a list of type designers and type 
foundries that work with Arabic type today. Edo Smitshuijzen expands the list in his 
Arabic font specimen book.

Arabic typography is quite useful as a source book. It attempts to provide the 
basics of Arabic typography. Other written articles help to complement and expand 
the content explored in Smitshuijzen’s book. For example, one part that is not 
deeply developed is the font production section. For its part, Pascal Zoghbi’s article 
on ‘Generating Arabic fonts’ published in his 29 letters blog could well provide 
that missing chapter. Zoghbi deals with glyph encoding, glyph and font naming, 
OpenType features and other topics concerning Arabic font generation. He provides 
very useful technical tips for font production.

The Khatt foundation Centre for Arabic Typography co-founded by Huda Smit-
shuijzen has recently published two online tutorials on Arabic Font Production 

14  Understanding diacritics for Arabic vocalization is fundamental for the design process. Arabic uses 
diacritical marks as Latin does. When designing a multi-script typeface diacritical marks should be 
considered on a similar criterion. There are some articles that give specific details about diacritical marks: 
David Březina’s ‘On diacritics’ is an introduction to the topic. More extended and complete is the essay 
Problems of diacritic design for Latin script text faces by Victor Gaultney, which focuses on Latin diacritical marks, 
only. The diacritics project [http://www.diacritics.typo.cz/index.php?id=1] (last consulted in August 2012) is 
also a good website where we could find useful information on how to design a font with proper accents. The 
web gives information on Latin diacritical marks, Greek and Sanskrit, but does not give support for Arabic 
yet. In fact, there is no specific essay on Arabic diacritics apart from the information compiled in different 
essays and sourcebooks such as Smitshuijzen’s.
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written by Stéphane Boeuf which are supposed to complement and upgrade the last 
part of Smitshuijzen’s sourcebook. Boeuf provides information on more technical 
aspects of the type design process, such as a tutorial for VOLT stage process. A third 
tutorial is due to be published in the near future.

Following these general aspects on Islamic calligraphy, the evolution of Arabic 
script and the literature available on Arabic typography, a preliminary basic reading 
of the sort of different manuals on Arabic calligraphy that is required in order to 
practise and gain some Arabic handwriting skills. These hands-on practise books 
are essential to understand the proportions and structure of letters. Without this 
practical understanding of Arabic, it is very difficult to begin designing typefaces in 
a consistent way. I therefore looked for the most reputable calligraphers and manuals 
available. I used the Arabic Calligraphy (Naskh script for beginners) from the calligrapher 
Mustafa Ja’far (2002), published by the British Museum. This manual was highly 
recommended to me by Fiona Ross during a short stay at Reading University for the 
TDi short course. It is based on Naskhī script, which according to Ja’far is “one of 
the six major cursive Arabic scripts established during the tenth century AD” (Ja’far, 
2002, p. 5). Naskhī is the most widely used Arabic script style used today for reading 
matters. It is therefore a good choice when thinking of a legible and literary text.

Ja’far clearly explains how to write each letter (with its variations: initial, medial, 
final) following a specific stroke order. Each letter is shown decomposed from its 
basic strokes and in the right proportions. In his manual, he also explains how to 
create your own reed pen (calamus) for Arabic calligraphy.

I have consulted other manuals, such as Nicolás Weber’s La escritura Árabe es fácil, 
published in Spanish, but it was not very useful: it appears too basic as a calligraphy 
manual. The most useful information in Weber’s manual concerns different script 
solutions for each letter according to the variety of styles of Arabic. It is interesting 
to see how a letter can change from one script to another.

It was also advisable to consult some samples of Arabic school writing exercise 
books published in Muslim countries and intended for children’s instruction. These 
samples displayed for writing learning purposes have been used as references for 
calligraphic practice.

It is not easy to deal with a non-Latin script such as Arabic. Its calligraphic nature 
makes it difficult to domesticate its shapes behind the frozen industrial structure 
of type. For centuries, designing Arabic typefaces for printing purposes has led 
to nonsensical results. Unwillingly, these approaches to Arabic type design have 
very often been based on Latin script without considering the basis of Arabic and, 
therefore, underestimating its cultural legacy.

One of the real problems with contemporary Arabic typography is the lack of 
knowledge or the misunderstanding of this link with calligraphy. There is still a 
tendency to ‘Latinise’ Arabic typography and convert Arabic into what Thomas Milo 
calls as ‘Eurabic’.
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A clear example of this idea can be observed in the recently published book 
Cultural connectivities by Rana Abou Rjeily. It is a study case book where the 
author proposes the designing of an Arabic typeface — Mirsaal Arabic — with 
unconnected characters so as to “better match Latin script and allow text justi-
fication more easily” (Abou, 2011). This is complete nonsense in terms of Arabic 
calligraphic tradition, where connectivity between letters is the essence of the 
Islamic word-image concept in written communication. The author and designer 
of Mirsaal Arabic defines it as “a simplified typeface that carries the characteristics 
of a sans-serif humanist Latin alphabet typeface” (Abou, 2011, p. 87). This idea of 
detached characters follows the idea of Mourad Boutros explored in 1993, when he 
proposed two phases in order to get used to a completely detached Arabic. Boutros 
wanted to make the Arabic “more simple and easier to handle by the computer 
and the software which was initially built for Latin script” (Zoghbi, 2007b). With 
our current technology it makes no sense to work on a design based on a simplified 
version of the Arabic script. Abou’s book is well published, but it lacks in rigour and 
its content appears too naive. 

This case study warns me to be careful when trying to apply my Latin-based type 
skills and knowledge to another script.

Among the literature written on both academic and professional type practical 
experiences (case studies), I should mention all the readings on personal work 
processes that have been achieved at Reading University as academic assignments. 
They are called ‘Reflections on practice’ and show the work process for the final 
project submitted to the MA type design in the Typography Department. There 
are several essays which offer practical experiences on non-Latin and multi-script 
type design. They are all available through the Typography Department website at 
Reading University (http://www.typefacedesign.org). These brief ‘Reflections on 
practice’ essays tend to be more focused on a particular formal design solution and do 
not consider a broader historical or social perspective. However, some are interesting 
literature as they describe processes and criteria when approaching non-Latin type 
design. They are, therefore, useful in terms of methodological processes.

Among the essays consulted, one of the most interesting for my research is a 
multi-script work on Latin-Arabic written by Titus Nemeth. In his ‘Reflections on 
practical experience’, he argues his own design process of Nassim (2006), a Latin-
Arabic typeface, from rough to digital. The text gives a lot of details on the overall 
type design process and it also includes Nemeth’s personal notes during his MA 
typography course in chronological order, as a diary. As an Appendix, he attaches a 
report on the Kitabat Conference in Dubai 2006, which he attended, and provides 
very useful information according to different transliteration criteria (Nemeth, 
2006). The different transliteration norms and criteria have been considered when 
designing the transliteration characters for my Arabic multi-script typeface. I have 
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also consulted some information provided by Lara Captan and Thomas Milo.15

On the other hand, David Březina in 2007, designed a Gujarati typeface which 
had been stylistically and proportionally balanced to work with a Latin counterpart. 
In his ‘Reflection on practise’, he briefly explains how to balance two scripts stylisti-
cally. He also focuses on different stages of the design process and describes the most 
relevant parts of it. Although Březina did not work on Arabic script, his arguments 
when harmonising both scripts are well considered. In fact, for both Nemeth and 
Březina, harmonisation is one of the biggest issues when designing a multi-script 
typeface. Compatibility is by far the most difficult thing to achieve when using both 
Latin and Arabic scripts in the same layout (Březina, 2007b). Titus Nemeth has 
also written specifically on this in his essay Harmonization of Arabic and Latin script. 
Possibilities and obstacles. From his personal design experience when designing the 
Nassim typeface, he established some valid criteria for harmonising both scripts: 
size, colour, contrast, modulation and stylistic elements are all what he considers 
the foremost elements to take into account (Nemeth, 2006b). Along these criteria, 
he analyses some benchmark Arabic fonts such as Microsoft Times New Roman (Arabic 
version), Linotype Nazanin, Adobe Arabic, Microsoft Tahoma, Microsoft Arabic Typesetting 
and Nadine Chahine’s Koufiya typeface. Nemeth also focuses on the importance of 
maintaining the essence of the scripts in the harmonisation process: “The goal of 
harmonization on the level of typeface design is to solve as many of these obstacles 
as possible, without distorting one of the scripts involved, or harming its cultural 
authenticity” (Nemeth, 2006a, p. 6).

Other type specimen and ‘reflections on practice’ works consulted are:
Koufiya, Reflection on practise by Nadine Chahine (2003).
Cassius, ‘reflections on practice’ and Cassius Type specimen by Mathieu Réguer 
(2008).
Nabil, ‘reflections on practice’ and Nabil Type specimen by Emanuela Conidi 
(2008).
Creon, ‘reflections on practice’ and Creon Type specimen by Julia Kaestle (2009).
Sora, Type specimen by Karolina Lach (2010).
Germain, Type specimen by Gunnar Vilhjalmsson (2010).
Timeline, Type specimen by Marian Misiak (2010).
Bubblegum, ‘reflections on practice’ and Bubblegum Type specimen by Ferran 
Milan (2011).
Emrys, ‘reflections on practice’ and Emrys Type specimen by Ben Jones (2011).

These type design projects combine both Latin and Arabic scripts and follow 
different approaches depending on their goals. The convenience of consulting these 
‘reflections on practice’ brief essays is mainly because some decisions during the 
design process are explained and discussed, showing sketches and notes. Although 

15  Personal communication, February 2013.
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these approaches each respond to specific goals, we can observe similarities in their 
different design processes. 

Apart from the ‘reflections on practice’ and the type specimens that accompany 
it and show the final result, it is also useful, although not so revealing, to look at 
other existing Arabic typefaces produced by both established foundries (Linotype, 
Monotype, Adobe, FontShop, etc.) and other independent ones (Rosetta, 
Typoteque, Typographies.fr, etc.). For this purpose, I have also looked through the 
Arabic font specimen book by Edo Smitshuijzen, which compiles many of the typefaces 
that exist so far and gives some general ideas on Arabic typography.16 The book is a 
huge catalogue of Arabic fonts. Although the edition lacks printing quality, there is 
no other compilation like it for seeing and analysing what has been done.

Typographic matchmaking by Huda Smitshuijzen AbiFarès is a book that clearly focuses 
on harmonisation when designing Latin-Arabic typefaces. It is a unique book in 
its genre and reveals details through different processes of multi-script type design 
work. In Typographic matchmaking a series of five type design projects are discussed, 
both aesthetically and technically, when creating Arabic fonts as companions to 
Latin. The book is intended to serve as a guide for modern Arabic type design. It was 
published in 2007 by Bis publishers (Amsterdam) and the Khatt Foundation, Centre 
for Arabic Typography.

The book is a documentary of five type design processes (study cases) where 
two designers collaborate in designing an Arabic font: a Dutch type designer selects 
one of his typefaces, and then in collaboration with an Arab partner they design a 
matching Arabic version for that font. There is a design brief as a departure point 
and the book records the work process in all five cases. 

There are renowned Dutch type designers involved in these work teams, such as 
Peter Bil’ak, Martin Majoor, Fred Smeijers, Gerard Unger and Lucas de Groot. They 
had all chosen one of their respective typefaces and designed an Arabic companion, 
together with an Arab designer. The book describes every single experience very 
visually, showing some parts of the process. The chapter structure is very similar 
for all five study cases. I found the ‘Designers’ final remarks on the project’ section 
especially useful, where the Dutch type designer explains the pros and cons of the 
process and his personal conclusions. Designer Peter Bil’ak emphasises how different 
optical rules apply to Arabic when spacing letters and their link with music (Smit-
shuijzen, 2007, p. 42). Fred Smeijers, while designing his Fresco Arabic, noticed that 
“you have to discover how you can apply your knowledge and sometimes you have 
to put aside certain parts of your experience because they have no value here, they 
might even be counterproductive” (Smitshuijzen, 2007, p. 100). Smeijers points out 
something that I consider relevant when approaching a non-Latin (a non-familiar 

16  A critical review of this book can be read at Luecke, Karsten’s article (2009) ‘Funny games’,  http://www.
kltf.de/kltf_notes_arabicfontspecimen.htm. Also, Nemeth, Titus (2009), ‘Complex Dutch Arab Complex’, 
Typo magazine, 36, pp. 86–93.
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script), I believe it is necessary to be open minded and remove any prejudice formed 
from acquired experience.

It is relevant to note the similarities when each of these working teams has to 
decide which Arabic style fits best with the Latin typeface in order to take it as a 
reference base. Most have worked on the basis of a Naskhī-Kufic style (Neo-Naskhī) 
which fits well with sans serif typefaces. Therefore, the Unger-Chahine team 
decided to take Kufic style when designing BigVesta Arabic because they believed 
that the monumental proportions of the Latin typeface “could be translated quite 
naturally into the Arabic Kufic style, especially since Kufic is often traditionally used 
for architectural lettering” (Smitshuijzen, 2007, p. 116). In order to achieve a more 
balanced colour they did not force the shapes of Arabic to match the Latin x-height 
proportions as the rest of the teams did.

Of interest too are the correction notes that Syrian calligrapher Mouneer 
Al-Shaarani did to Lucas de Groot’s typeface TheMix Arabic which are displayed on 
pages 148–149 of the book. Looking at these corrections, one can understand some 
important details for examination when designing an Arabic typeface.

I consider all these type design projects presented in Typographic matchmaking 
really interesting and new since they introduce a sort of collaborative type project 
between people from different cultural backgrounds. This is quite new in the 
type design profession where processes tend to be very individualistic.17 However, 
the whole experience is introduced by Huda Smitshuijzen as a “typographic 
matchmaking: Arabic type with a Dutch flavour”. When introducing the project the 
author states, “The project began with the idea of creating Arabic type with a Dutch 
flavour in order to bring the high quality of Dutch type design to the rather under-
developed Arabic design tradition” (Smitshuijzen, 2007, p. 17). Again, this statement 
is precisely what some Arabic designers and type designers would criticise. 

John Hudson censures this attitude from Arabic designers: 

Arab type designers, whether they acknowledge it or not, are the inheritors of 
one of the world’s great calligraphic traditions, also of great literary and philo-
sophical traditions that are intimately linked to that calligraphic tradition. It 
seems to me perverse to ignore that tradition and go and try to squeeze your 
writing system into the alien dress of another culture. (Hiba Studio, 2007, p 7)

He thinks that making Arab versions of Dutch faces is similar to make Arab types 
based on the characteristics of Latin types. Hudson believes that “graphic design 
culture in the Arab world is very much attuned to western design education and 
practice, and does not take seriously the challenges of typographic representa-
tion of the Arabic script” (Hiba Studio, 2007, p. 6). Hudson remarks how influential 

17  In this aspect, it is also remarkable the multilingual type family Colvert (2012), designed by the team Natalia 
Chauvatin, Jonathan Perez, Kristyan Sarkis and Irene Vlachou (www.typographies.fr) that includes Latin, 
Greek, Arabic and Cyrillic. It is a good sample of a multi-script family designed by a collective of designers.
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Western culture is on many Arabic designers. This fact shows one of the paths that 
some Arabic type designers currently follow. Hudson’s reflections have made me 
think about which path I should take.

My approach to Arabic tries to respect cultural values and convey a historical 
analysis from a deep understanding of Arabic calligraphy and tradition. Moreover, 
the link with the research on Spanish Arabic type specimens from the eighteenth 
century provides something more unique. However, the result might happen to 
appear as something “made in Europe” for many Arabic designers.

Following the difficulties of multi-script design, Arabic type designer and typographer 
Pascal Zoghbi (who had collaborated with Dutch designer Martin Majoor in the 
Typographic matchmaking experience) provides a general overview of Arabic type design 
in his article ‘Arabic glyphs: Proportions and guidelines’ where he focuses on his type 
design experience related to the three writing systems created by Ibn Muqlah, on 
which the main traditional Arabic calligraphy schools based their teachings. He states 
that “the choice of a calligraphic style is directly dependent on the purpose and use of 
the typeface” which is supposed to be designed (Zoghbi, 2007).

Again, we are confronted with the need to understand calligraphic styles and, 
therefore, specific proportions and structures in designing an Arabic font.

In Talking about Arabic, a book published by Mourad Boutros which includes different 
texts from other authors, I would highlight Boutros’s article ‘Five decades of 
influencing Arabic typography’ where he deals with the impact of technology on 
Arabic typography, from Letraset to the Compugraphic photo composer, and the 
contribution of different companies such as URW, Apple and Microsoft, and products 
such as Monotype Tanseek typeface or DecoType Tasmeem. This is a good article 
to understand the evolution of Arabic typography in the last few decades of the 
twentieth century.

Thomas Milo’s article on ‘Authentic Arabic: a case study. Right-to-left font 
structure, font design, and typography’ published on Manuscripta Orientalia (Vol. 8 #1, 
March 2002), deals with understanding the structure of Arabic script in relation to 
font technology. Milo discusses some technical problems when trying to represent 
the Arabic script through type.

The historical technological problems that the use of movable type have 
encountered when reproducing an acceptable Arabic text could explain the reason 
why different attempted reforms of Arabic script were proposed throughout the 
20th century in order to simplify the written language and better adapt it to the 
requirements of modern type composition. A good article on this is presented 
in the Swiss magazine TM Typografische Monatsblätter under the name ‘Aspects of 
Arabic script reform’, by Hans Jürg Hunziker. Although this topic goes beyond 
the scope of my work, it is interesting to get an idea about the discussions on 
the technical problems that Arabic typography had to face in order to adapt to 
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more contemporary needs. In fact, the technological problems in producing good 
quality Arabic fonts still persist today in our digital realm. The characteristics of 
Arabic script make it difficult to adapt to any software that has been designed with 
a Western way of thinking. Luckily, because of the increasing interest in multi-
script font development and the expected global demand, software packages are 
being upgraded to support complex non-Latin scripts, such as Arabic. John Hudson 
thinks that “there is a lot of interest in Arabic type design these days. Part is due 
to a general increase in internationalisation, globalised business, and multilingual 
communications” (Hiba Studio, 2007, p. 5).

A more recent book on non-Latin scripts, fully illustrated with samples of different 
scripts, including Arabic, is Non-Latin scripts. From metal to digital type by Fiona Ross 
and Graham Shaw. It provides a very clear insight into non-Latin design, from a 
historical and practical perspective. As Paul Luna (Ross & Shaw, 2012) states in 
the introduction, “An informed design profession is required more than ever: in a 
globally connected society, type can no longer afford to be Latin-centric” (p. 7). This 
statement fully reflects the essence of this practice-based research.

Other useful readings for complementary information have included article 
interviews with professional designers and type designers. Sometimes this sort 
of information has provided some clues about how designers think or how they 
apply their ideas within the work process. The afore-mentioned Khatt foundation 
has an online archive of articles and interviews with Arabic type designers who 
provide information on professional experiences. However, not all are relevant 
for my practice-based research. I would like to mention the ones Huda Smitshui-
jzen performs with type designer Kristyan Sarkis on his typeface Thuraya, and the 
interview with Pascal Zoghbi, talking about his professional work. Other interviews 
consulted online are the interview with Nadine Chahine by Catherine Dixon and 
the interview with John Hudson by Hiba Studio. Some of the opinions and points 
of view on Arabic design and how to approach Arabic design were helpful when 
making decisions. I have already cited some Hudson’s opinions which were relevant 
for my approach. 

2.3  Spanish Arabic printing types

One of the aims for this practice-based research has been to look for original Arabic 
type specimens published in Spain as reference samples for my Arabic type design. 
This visual material was intended to be a departure point that could establish a link 
with those Arabic types that were designed and used in Spain during the eighteenth 
and nineteenth centuries.

This approach to history was not intended as the focus for this study but as a 
starting point for my work. I am not a historian and this is not supposed to be a thesis 
on type history. Nevertheless, since this practice-based work was based on elements 
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that come from tradition, I found the need to approach original historical documents 
as a reference point.

I therefore have read different history books in order to locate original 
documents and writings as reference sources. The result of this research is fully 
discussed in Chapter Four in this document.

Following on from the literary readings of Arabic books, there are some articles 
about the first Arabic books and, therefore, the first collections of Arabic movable 
type. ‘The enigma of the first Arabic book printed from movable type’ by Miroslav 
Krek, published at the Journal of near eastern studies, focuses on Gregorio de Gregorii’s 
Kitāb salāt al-sawā‘ī , printed in Fano (Italy) in 1514, and considered the first book 
printed in Arabic (Krek, 1979). Before this book, the only known sample of Arabic 
letters appeared as engraved illustrations but not as movable type. The first sample of 
this genre was Peregrinatio in Terram Sanctam by Bernhard von Breydenbach, printed 
in Mainz (Germany) in 1486. The Arabic letters shown are cut in a wood block and 
were intended as a sample of illustrations of the Arabic alphabet. Some years later, 
in 1505, another sample of the Arabic alphabet was shown in the book Arte para 
ligeramente saber la lengua arauiga by Pedro de Alcala, printed in Granada by Juan 
Varela from Salamanca. The shapes of letters are quite close to the Arabic Maghribī 
style that was used in the western part of the Muslim Empire. The book is a grammar 
of the Arabic language that was spoken in Granada at that time and contains a 
manual for Catholic practice. 

Geoffrey Roper in his article ‘The travails of Euro-Arabic: Calligraphy, 
logography and typography in the early modern period’ focuses on this early samples 
of Arabic letters.

One of the most important reference books on typography written in the last 
century was Daniel B. Updike’s Printing Types. This vast ‘compendium’ which was 
written in the early twentieth century consisted of two volumes of the history of 
Western type. Updike presented himself as a lover of Spanish types and dedicated a 
long chapter to the history of Spanish typography.18 Nevertheless, Updike does not 
provide many details on the existence of Arabic collections in Spain. 

The rest of the historical bibliography on type design and book printing 
published in Europe and America pays little attention to the history of Spanish type 
design. So, there is still a lot to be done in the field of type research. This study does 
not claim to fill the gap, but it may contribute to providing some details and suggest 
new research areas.

Until recently, type design history in Spain has been an absolute void. Albert 
Corbeto is one of the few Spanish historians who have conducted some research 
on Spanish book design and typography. His recently published work Tipos de 
imprenta en España (Spanish printing types) provides a complete overview of Spanish 

18  Albert Corbeto has curated a Spanish translation of Updike’s famous Printing Types Spanish chapter, 
published by Campgrafic (Valencia, 2011).
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typography from incunabula until the nineteenth century. This book also provides 
new themes for research. Regarding Arabic types, Corbeto provides some useful 
information concerning the publishing of the Bibliotheca Arabico-Hispana Escurialensis. 
For this edition (two volumes were printed) it was necessary to purchase a set of 
Arabic fonts abroad. Updike considered the layout of Bibliotheca Arabico-Hispana to be 
a good example of harmonisation between Arabic and Latin scripts (Updike, 1922).

A complete specimen of Gil’s typefaces, including an Arabic one, was printed in 
Madrid in 1774 (Muestra de letras fundidas en las matrices hechas de orden del Rey nuestro 
señor, para la Imprenta Real). These types were intended for the Royal Printing House 
and were presented to King Carlos III to secure a grant from the Government. In 
the type specimen booklet titled Muestras de los nuevos punzones y matrices para la letra 
de imprenta executados por orden de S.M. y de su caudal destinado a la dotación de su Real 
Biblioteca, published in Madrid in 1787, there is an Arabic font, including its vocali-
sation marks (the Arabe and Arabe con las mociones). According to Corbeto, two more 
collections of Arabic were purchased after the specimen book had been printed 
(Corbeto, 2001, p. 199). By the end of the eighteenth century, the Royal Printing 
House had published three very complete type specimen books which included 
all the type collections they owned (1788, 1793 and 1799). As Corbeto states, these 
catalogues were a perfect sample of the kind of typefaces available in Spain during 
the second half of eighteenth century.

In his book Tipos de imprenta en España, Corbeto does not provide many details 
about the Arabic specimens, probably because this is beyond his focus. Nevertheless 
the book provides useful contextual information on the specimen books where the 
Arabic collections are shown. All the original Arabic type specimens have already 
been consulted in the Catalonian Library, Barcelona (Biblioteca de Catalunya) and 
the National Library, Madrid (Biblioteca Nacional). Photo reproductions and copies 
were requested from both National libraries for later analysis.

Nevertheless, as previously mentioned, the aim of this study is not to delve 
deeply into historical research but rather to get enough information for a prac-
tice-based work on Arabic typography. Having said that, I admit that comparing 
and analysing all the Arabic types published and used during the eighteenth and 
nineteenth centuries in Spain have provided a reference base worth considering. In 
fact, a proper understanding of Spanish type history was necessary for the purpose 
of this practice-based research and, at the same time, I believe, it has added more 
sense to the formal results.

This chapter has discussed the relevant literature which has helped throughout the 
work process and also contributed to supporting my study and contextualising it 
in relation with other similar works. There are not many books that approach type 
design from a multicultural point of view. Moreover, the lack of literature on Arabic 
type design and multi-script Latin-Arabic design, in particular, makes this study and 
methodology proposed an interesting starting point for type practitioners who want 
to approach multi-script Latin-Arabic type design. Also, the literature consulted 
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was helpful when understanding Arabic script from a broader perspective, from 
the origins of Arabic script to type design practices. Understanding the link with 
tradition was necessary for the proper development of this practice work.

The result of most of the readings on the historical background and techno-
logical developments provided the basis for the writing of Chapter Three, which 
proposes a general overview of Arabic.

Chapter Four, which is more focused on Arabic Spanish types, is more based 
on readings and the consulting of original references from the eighteenth and 
nineteenth centuries, research based on archives and looking at type specimens 
from the same period.  Also, there are some practical readings on work processes 
and reflections on practice which were taken into account when proposing a 
methodology for multi-script Latin-Arabic type design.
Although there were more references consulted than those mentioned in this 
literary review, they have been added in the bibliography section since they were 
not so relevant or related directly to this practice-based project.
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Fig. 1. Nabataean inscription from Umm al-Jimāl, of the 6th century 
(Safadi, 1979, p. 6).

Fig. 2. Inscription dated 677 by Caliph Mu‘āwiyah (661-680), who founded the 
Umayyad dynasty (Safadi, 1979, p. 15).
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3
Introduction to Arabic script & typography

This chapter tries to provide an introductory overview of Arabic, from the origins 
of script to printing press and typography, trying to relate the calligraphic tradition 
with its late typography start-up. Digital technology and the need for multi-script 
fonts has positioned Arabic type design at a crossroad, where different views meet 
and are opposed. 

In this part I have included all the basic knowledge I believe is necessary for a 
better understanding of Arabic script. It is not an exhaustive approach but a helpful 
reading for framing the cultural and technological context in which this practice-
based research is situated.

3.1  Origins of Arabic script

In contrast to other writing systems which have their origins thousands of years ago, 
Arabic, as it is known today, is a system developed at a much later date. According to 
Hamid Safadi (1978), the reason for this late development was that “the Arabs were 
mainly a nomadic people and mistrustful of the written word” (p. 7), as they relied 
on the oral tradition as a way of keeping records of information and as a form of 
communication. Oral literature, especially poetry, was very rich in the period before 
the introduction of Islam, especially in the sixth century, since the Arabs relied on 
orality in order to perpetuate the memory of their literary tradition.

The Arabic writing system developed in the Arabian Peninsula, belongs to the 
group of Semitic alphabetical scripts and has its origins in the Phoenician alphabet, 
like our Latin alphabet or Hebrew. In her book, Islamic Calligraphy, Blair (2008) 
exposes two main hypothesis on the origins of Arabic script: the first and more 
widely cited one argues that the script used for writing Arabic developed from the 
type of Aramaic script used by the Nabateans, and another second more recent 
hypothesis suggests that the origin of Arabic script could be traced back to the 
Syriac alphabet (pp. 77–79). According to Safadi (1978), inscriptions dated from 
the sixth century confirm the derivation of the Arabic script from the Nabatean 
script (p. 7), which was itself derived from the Aramaic alphabet, which descended 
from the Phoenician alphabet [Fig. 1]. In Blair’s opinion (2008) discussion about the 
origins of Arabic script is not closed and, whatever the source, Aramaic script had to 
be adapted for writing Arabic (p. 79). According to Safadi, from the Nabatean script 
not only preserves the shapes of the letters but also some of the rules connecting 
them each other. 

The Nabataeans were semi-nomadic tribes which inhabited an area extending 
from Sinai and North Africa to southern Syria. His writing came to the north of the 
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Arabian Peninsula from the commercial trade and cultural contacts with other tribes 
in the area. In the late sixth century it reached Mecca and was adopted by the same 
tribe that the Prophet Muhammad belonged to. 

As Safadi (1978) states, it should be emphasised that the Qur’ān has always played 
a central role in the development of Arabic script. According to Islamic teachings, 
the Qur’ān was transmitted to the Prophet Muhammad in the Arabic tongue (p. 9). 
Upon his death in 632, a series of religious wars followed and many of the ‘guardians’ 
of the oral tradition of the Qur’ān were killed. The fear of losing the message of the 
Prophet led the first Caliph Abū Bakr to make a written record. Zayd ibn Thābit, 
who had been the Prophet’s secretary, compiled the revelation into a book. The 
canonical version of the text was set in the year 651 (Jürg, 1985).

3.2  Islam and Faith

The spread of Arabic script was fulfilled with the spread of Islam. At first, oral 
tradition was the usual way of communication between Bedouin tribes. The Qur’ān 
(al-Qur’ān means ‘reading aloud’ and ‘recitation’) was the first book written in 
Arabic and it set the language and fixed the writing system. The book became the 
‘sacred’ voice to spread the word of God. Thus, the Arabic language was constituted 
as a means of conveying the Islamic religion. This way, other cultures would use the 
Arabic script not only as an expression of a particular religious affiliation but as a 
system to represent their own language. That is to say, they kept their own language 
but they used the new writing system to represent it. 

Thus, as it happens with other writing systems, the religious aspect is closely 
linked to the role of writing the precepts of the faith as a record. This has 
contributed to the classical Arabic used in the Qur’ān being preserved unchanged for 
more than fourteen centuries. As Sheila S. Blair (2008) points out, “The centrality 
of the sacred book led to the promotion of the Arabic language from a regional 
idiom to the lingua franca of an empire” (p. 5). For orthodox Muslims, the Qur’ān is 
God’s literal word and therefore can be read only in the majestic and glorious Arabic 
language in which it was revealed. The need to read the Qur’ān in Arabic means that 
all believers have to learn Arabic in order to do so (Blair, 2008, p. 23).

The extensive use of writing was one of the hallmarks of Islamic civilisation. 
Calligraphy, the art of writing beautifully, became one of the main methods of 
artistic expression. It was, moreover, the only one of the visual arts produced in 
the Islamic lands that was widely appreciated within its own culture (Blair, 2008, 
p. 4). The sacredness of the scripture led to its manual transcription in a beautiful 
hand, and this sanctity explains why handwritten copies remain popular and why 
printed editions of the Qur’ān were so slow to be accepted (Blair, 2008, p. 29). This 
‘sacredness’, as Blair expresses it, will have a great influence on the development of 
the script and, at the same time, would have an impact on the acceptance of changes. 

As Islamic culture encompasses other territories, its alphabet, which was initially 
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made up of eighteen basic signs, had to adapt to new sounds. In order to adapt 
Arabic script for writing other languages, notably Persian and Turkish, some modi-
fications had to be made, as these two languages have a few sounds that do not exist 
in Arabic. In this way the eighteen letter shapes used for writing the twenty-eight 
phonemes of the Arabic abjad were expanded to cover the thirty-two phonemes used 
in Persian and Turkish, the first two languages to adopt Arabic script (Blair, 2008, 
p. 10). Diacritical dots accompanying certain letters were introduced in order to 
represent those sounds. 

The fixing of the Arabic alphabet was made on the basis of religious interest. 
According to Mamoun Sakkal, 

With the increasing number of non-Arab Muslims, there was a greater need for 
facilitating reading and learning of Arabic. Since several letters of the Arabic 
alphabet share the same shapes, and since vowels are not clearly indicated, some 
reform was needed to avoid confusion, and a system of Naqt or I’jam (letter-
pointing), and Tashkeel (diacritics) was developed. (Smithshuijzen, 2009, p. 16)

Throughout its history, different languages ​have been written in Arabic script, as was 
the case for the Romance language spoken by the inhabitants of Muslim Spain with 
their so-called Aljamiado script. According to Soler Cervantes, this kind of writing 
which used Arabic letters with Romance phonetics and meaning (vulgar spoken 
Latin) was the most used language in Al-Andalus until the end of the Reconquest 
(1492). In fact, the opinion of some specialists the ‘Aljamía’ could well be considered 
another Romance language within the Iberian Peninsula (as it happened with the 
languages that were formed in Galicia, León, Asturias and Castile, from the eighth 
to the eleventh centuries), with the particularity that they used the Arabic language 
instead (Soler, 2012). A sort of mix between Arabic and the spoken Romance 
languages (derived from Latin).

Currently, Arabic script, apart from being used for the Arabic language, is also 
used for other non-Arabic such as Farsi (Persian), Pashto, Dari (Afghanistan), Urdu 
(Pakistan and India), Jawi (Indonesia), Kurdish (Iraq), Uyghur (China), Baluchi, 
Dargwa, old Hausa, Ingush, Kazakh, Kashmiri (India/Pakistan), Kirghiz, Lahnda, 
old Malay, Punjabi, Sindhi, old Turkic, and others.

Arabic script was also used to write the Turkish language until the ruling of 
Kemal Pasha Atatürk in 1923, when the Latin alphabet was introduced as the new 
writing system throughout Turkey.

3.3  The Arabic alphabet: characteristics

The abjad, or consonantal script used to write Arabic has twenty-eight letters with 
the Hamza sign and the Lam-Alif ligature (thus, thirty letters) [Figs. 3-4]. All these 
letters represent consonant sounds. No vowels are represented as letters, but they 
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Fig. 3. The Arabic alphabet (including Hamza sign and the Lam-Alif ligature)
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Fig. 4. Base characters.
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are as signs: vocalisation marks that are located above or below the consonants. 
There are no majuscules, so it makes no sense to speak of upper case or lower case, 
neither for small caps nor italics. The Arabic script is cursive by nature. However, 
letters do not always connect the same way. In fact, their form varies depending on 
their position within the word. Thus, its design is different depending on whether 
they are at the beginning, middle, end of a word or isolated. Each letter can have 
from two (isolated and final) to four variants (isolated, initial, medial and final). 
Despite being an alphabet consisting of twenty-eight letters, about one hundred and 
thirty signs are needed in order to compose a text in Arabic.

Arabic script, as mentioned before, is cursive by nature, because their forms are the 
result of the movement of the pen and the gesture of the hand. Unlike our Latin 
alphabet, it is written from right to left. In Arabic script, the image of the written 
word takes priority over the individual drawing of letters, which does not occur in 
the case of the Latin alphabet, where the design of each character is considered 
individually. Arabic calligraphy, while putting the emphasis on the shape of the 
word, enables to modify the appearance of letters in order to accommodate them to 
the whole image. This has led to the development of different forms for each letter 
and a variety of ligatures based on letter combinations. So we could find up to four 
different forms for each letter according to its position within the word. In some 
cases, the difference is huge. In addition, some letters may even have alternative 
forms regardless of their position. These form variations are due to different methods 
of joining letters and the logics of the calligraphic writing itself. For Abulhab (2008), 
“most likely, the drive for universal text connectivity in Arabic was the direct reason 
behind its adaptation of multiple shapes per letter, including ligatures formed by 
connecting two or more shapes” (p. 184).

Another major feature of Arabic script is its fluidity. The stroke ‘flows’ on the 
surface making forms in a natural way, avoiding interruptions. In fact, a writing 
system that connects letters, one after the other, is much more efficient in terms of 
speed. Its right-to-left writing direction, just the opposite of Latin tradition, makes 
its forms have a different logic than if they had been made according to the left-right 
‘logic’. The baseline is usually tilted to the right so that words tend to slip to the left, 
thus reinforcing the reading direction. In some calligraphic styles, such as in Ruqā‘ 
or Nasta‘līq, words are not written on the baseline but following a sloped baseline. 
This is very difficult to achieve in type composition for technical reasons.

In text composition, the space between words is not increased when justifying 
a paragraph on both sides. In fact, it would make no sense justifying the text while 
opening white space, if we consider that Arabic gives more importance to the overall 
image of word — and the line of text — than the arrangement of the letters one by 
one. In Arabic, text is usually composed ragged left. Nevertheless, to get a proper 
justification of Arabic, a ‘Kashida’ is used. That is an extension or enlargement of 
the connections of letters to get control of space justification. Preferably, these 
expanding connections should be slightly curved, which enhances the flow of the 
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line and provides a more natural pen stroke. Kashida1 (also known as taṭwīl) can also 
refer to a single glyph that represents the elongation that connects the characters 
within a word [Fig. 5].

Justification in Arabic type composition is not easy to solve, since Arabic does 
not allow the division of words (hyphenation). Thomas Milo, in his lecture ‘The 
role of Dutch Arabic typography in Middle Eastern Printing’ at ATypI Reykjavik 
2011, attributes text justification in Arabic to Thomas Erpenius when applying the 
stretching criteria from Hebraism to Arabic.2

Diacritics have an essential role in Arabic script. In the very beginning they were an 
important part in the fixing of the script. We find different kinds of diacritic marks: 

• Diacritic dots, which appear above or below certain letters and convert them 
into a new one.
• Miniature letters, such as Hamza, which are also used to create other charac-
ters. 
Other languages that use the Arabic script use miniature letters together with 
existent ones in order to create new characters.
• Vocalisation marks used as phonetic guides to support Arabic pronunciation. 
Technically, ‘tashkeel’ is the general name for the marks used as phonetic guides, 
while ‘ḥarakāt’ is the name for the vowel marks.  Despite the existence of vowel 
signs in Arabic, these are reserved for certain literary works, religious texts, like 
the Qur’ān, and language educational purposes.
• Apart from diacritical dots, vocalisation marks and miniature letters, in callig-
raphy practice other sort of marks are added that have no other use than to make 
the whole more beautiful and aesthetic image, these are embellishment or deco-
rative marks. 
Thus, we could find up to five layers of elements: first the basic characters, a 

second layer where diacritical dots are located over all those characters that need 
them, a third layer with miniature letters, a fourth layer where vowel marks are 
added to ensure correct pronunciation, and, finally, the possibility of an ornamental 
layer with decorative marks [Fig. 8]. Usually, only diacritical dots are used along with 
the characters. Vowel marks are used in very specific cases, and decorative elements 
are reserved for titling composition, word-image (brands, logos, etc.) and religious 
quotations (in Basmalah compositions,3 for instance).

1  The Unicode standard assigns codepoint U+0640 as ‘Arabic Tatweel’.

2  Thomas Milo’s lecture is available on line: http://www.academia.edu/1817385/Arabic_vs._Eurabic_-_Part_1_
The_role_of_Dutch_Arabic_Typography_in_Middle_Eastern_Printing [Last accessed March 2013].

3  The Basmala (in Arabic بسملة) is an Islamic ritual formula that start with the suras or chapters of the Qur’ān 
which Muslims also used to initiate different types of documents or actions, and decoration.
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3.4  The calligraphy tradition

Calligraphy is understood as the art of writing beautifully, a way of writing where 
aesthetics plays an important part. It conveys information through its semantic 
content and its formal appearance. Calligraphy occupies a very special role in 
Islamic culture. Due to the prohibition of iconographic representation — pictorial 
and sculptural — on behalf of religion, calligraphy was considered one of the most 
important art forms. As Blair (2008) explains, “writing became one of the main 
vehicles to signify power, belief, legitimacy, and many other ideas and ideologies for 
which images are used elsewhere. Islamic culture is, in the words of Erica Dodd, 
‘the image of the word’” (p. 7). Creativity in the use of calligraphic writings has been 
in graphic design, and still is, one of the biggest attractions of Arabic and Persian 
Graphic Art. From the earliest copies of the Qur’ān which were made​and distributed 
throughout the main Muslim areas to be used as references for later copies, different 
calligraphic styles were gradually developed from those early writing models.

Since the mid-seventh century calligraphic forms were derived from the first 
early forms of Arabic, known as Jazm, and they were gradually refined and defined 
[Fig. 9]. From Jazm — or archaic Arabic — a whole group of variants or styles was 
developed that took the name of the city where they originated: Anbārī (in Anbār) 
Hīrī (in Hīrah), Makkī (in Mecca) and Madanī (in Medina). Not to mention the city 
of Kūfah where Kufic style was developed, being one of the most commonly used in 
Arabic architecture as a decorative element. As Abulhab concludes in a typophile 
thread,

I have concluded that Early Kufi or Quranic Kufi is nothing more than a heavily 
bolded version of the Jazm style used in Hijaz, which was specifically utilized to 
distinguish the glorious Quraan passages from normal texts, a practice used by 
all other religious books of the area then. That includes the so-called Ma’il style, 
which I believe was used much earlier than it is claimed now. (Abulhab, 2008)

The different calligraphic styles that emerged from all of those sources could be 
classified into two main groups, according to Safadi (1978): One group (Masbūt 
wa-Mustaqīm) formed with writing styles like the Mā’il, the Mashq and Kufic, 
characterised by the extension of its forms and the use of angles. A second group 
(Muqawwar wa-Mudawwar) consisting of writing styles where curved and rounded 
strokes are prominent. This numerous group includes Thuluth, Naskhī, Muḥaqqaq, 
Rayhānī, Tawqī and Ruqā‘, also known as the ‘six pens’, or calligraphic styles. 

3.4.1  The Kufic
This style takes its name from the city of Kūfah (Iraq), where it was developed. 
It reached a high level of perfection during the eighth century and was the 
dominant style for the transcription of the Qur’ān for nearly three hundred years. 
Its appearance is characterised by a combination of the circle and the line, together 
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with the use of straight angular forms. The earliest samples of this style were simple 
and austere. But, as the Muslim Empire began to spread and become more and more 
prosperous, the Kufic letter became splendorous and elegant in its ornamental forms.

The Kufic style developed in two directions, a softer cursive style and another 
dominated by rigid and angular shapes (Smitshuijzen, 2001, p. 31). From the eleventh 
century, this style began to be used as an ornamental style. This tendency to use the 
epigraphic Kufic as a decorative style continued until the twelfth century, when it 
lost its main function as a tool for communicating thought and becomes a primarily 
decorative resource; then expressed in a variety of floral element (floriated Kufic), 
knotted, interlaced, intertwined and other combinations where, sometimes, letters 
take the form of human figures or animals. In an opposite direction to the richness 
and exuberance of forms, there is a more ‘purist’ Kufic style where the angular 
shapes of the letters are combined in the construction of geometric textures that we 
can see applied in Arabic monumental architecture.

The ornamental Kufic was applied to all kinds of media and materials: brick, 
stone, stucco, metal, wood, marble, ivory, textiles and parchment. Some of the 
most shining examples of this ornamental style can be found in the Alhambra, in 
Granada (Spain) [Fig. 10]. Arabist and archaeologist Martínez Enamorado (2003), 
expresses that “The Nasrid palaces [in Alhambra] are the epitome of Arabic script 
most spectacular in the world. It brings together a highly elegant Kufic, an Almohad 
inheritance in which ornamental complexity is almost endless”.

At the end of the tenth century, the Persians developed a new variant of Kufic 
(Eastern Kufic) which differs from its original Kufic because of its extended upright 
strokes, often ending in a short vertical arrow and leaning to the left [Fig. 11].

3.5  Arabic styles and the first reforms of Arabic script

As a result of the conquest of Syria, Egypt, Iraq and Persia, a large number of the 
non-Arab population was converted to Islam. In order to ensure correct pronuncia-
tion and interpretation of the Qur’ān, a series of reforms were necessary. Abū Aswad 
al-Du’ali († 688), considered the founder of Arabic grammar, created a system of 
diacritical red dots to indicate those parts of speech that were not represented 
by letters. This mark system, known as ‘Tashkīl’ was used to represent the vowel 
sounds (Safadi, 1978, p. 13). But, it was also necessary to differentiate those 
consonant sounds that were represented by a single letter. Following a method 
similar to that used by Abu Aswad, it was decided to use small black dots placed 
above or below the letter to highlight and differentiate sounds. In some cases, these 
dots are isolated or in groups of two or three. This might have caused confusion 
with the vocalisation marks when they appeared together, therefore grammarian  
and philologist Al-Khalīl ibn Aḥmad al-Fārahīdī († 786) devised a system to replace 
Abū al Aswad’s. These dots used to represent vowels were replaced by a series 
of eight new diacritical marks (Safadi, 1978, pp. 13–14). Al-Fārahīdī introduced 
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vowel signs inspired by the initial shape or parts of certain letters. His system was 
universally used from the early eleventh century, and included: Fathah [a], Dammah 
[u], Kasrah [i], Sukun [vowelless], Shaddah [double consonant], and Maddah [vowel 
prolongation], cutting Hamzah and joining Hamzah which are applied to the Alif 
[Fig. 12]. 

All over the Islamic territory, following this grammar reform, Arabic was developed 
as a cursive script. The cursive styles, also known as the ‘six styles’ or ‘six feathers’ 
(al-Aqlām al-Sittah) have their origins in the pre-Islamic era and they were closer 
to a writing use than having an aesthetic calligraphy purpose. Their use was closely 
linked to personal correspondence and unofficial documents. Influenced by the 
Kufic style, they evolved as independent calligraphic styles. 

In the late ninth century, more than twenty styles were in use, many of which 
had neither the grace nor the elegance of Kufic. It was therefore necessary to apply 
some order to avoid the inevitable degeneration caused by this proliferation of styles.

The calligrapher Abū ‘Alī ibn Muqlah († 940) in Baghdad, was the great reformer 
and transformer of calligraphy thanks to his knowledge of geometry. His rules are 
still borne in mind when designing typefaces today; representing a turning point 
in the history of Arabic calligraphy. He proposed an elegant cursive style with fine 
proportions, so that it could compete in beauty with the calligraphic Kufic style. 
Ibn Muqlah rethought Arabic letters anew and determined the rules of geometric 
proportion based on three basic elements: the rhombic dot, the Alif and the circle. 
Of these three, the dot corresponds to the thickness of the pen you write with (the 
tool), and at the same time, it sets the measure unit.4 The Alif is the first letter of 
the alphabet and sets the line height, ranging from five to seven dots according to 
different calligraphic styles. And, finally, the circle which has a diameter equal to the 
Alif.

The nature of Ibn Muqlah’s contribution to Arabic was the ‘proportioned 
writing’ (Abbott, 1939). For Abbot (1939), It is clear that “this was not a specific 
script — one of many such — but a mathematical control of the basic forms of the 
letters of the Arabic alphabet” (p. 70).

Ibn Muqlah’s models of calligraphic construction are known as Nizam Al-Nuqat 
and Nizam Al-Dairah. A third model, the Nizam Al-Tashabuh, aims to unify the forms 
of all those letters that have a similar form [Fig. 13]. The last, in fact, is a relevant 
model to take into account in type design.

The changes proposed by Abu Ali Ibn Muqlah provided some order to the 
variety of styles used at the time. Muqlah disciples refined and evolved the rules of 
their master and contributed to the elegance and beauty of the forms. One of his 

4  The dotted system used as a measurement system is quite similar to that used to determine the height and 
width proportions for the Latin tradition in calligraphy. It is interesting to notice how close in time the first 
calligraphic reform of the Arabic script and that from the Carolingian period are (ca. 800 AD). I have not 
found any work relating those calligraphic reforms. It could be an interesting point to look at.
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disciples, Ibn al-Bawwāb († 1022), was the one who improved the six traditional 
calligraphic styles and favoured especially the Naskhī and Muḥaqqaq styles. The six 
styles, established by Ibn Muqlah and improved by his disciple Ibn al-Bawwāb are 
considered classical styles of Arabic calligraphy: Thuluth, Naskhī, Muḥaqqaq, Rayhānī, 
Tawqī and Ruqā‘ [Fig. 14]. From the eleventh century onwards, its use has become 
widespread and ended up taking the spot of Kufic, which was relegated to an 
ornamental function.

3.5.1  Naskhī
This is one of the oldest cursive styles. It has its origins in the archaic style and it 
was not until the tenth century that consolidated its forms thanks to the final Ibn 
Muqlah’s calligraphic reform and the later work of his disciple Ibn al-Bawwāb, when 
the style became a more refined and appropriate one to write the Qur’ān.

Naskhī, which means ‘copy’ or the result of the scribe’s hand, is a fast curvilinear 
cursive writing style with high legibility. It is characterised by short horizontal 
strokes and deep curves. The vertical lines are straight and extend upward and 
downward in a balanced way over the baseline. The space between words is open 
and well proportioned. Its high level of readability has made Naskhī very popular 
among the other styles, so most of the typefaces designed for Arabic printing press 
have been based on this calligraphic style [Fig. 16].

3.5.2  Thuluth
According to Sakkal, Thuluth is a more impressive, stately calligraphic style which 
was often used for titles or epigrams rather than lengthy texts (Sakkal, 1993). This 
style originated in the seventh century during the rule of the Umayyads caliphate, 
but did not fully develop until the late ninth century (Safadi, 1978, p. 52).

Thuluth is characterised by its delicate and elegant fluidity of the strokes, 
sometimes quite thin. It became popular as an ornamental handwriting for calli-
graphic inscriptions, titling, and headings. It is considered the most important of all 
cursive decorative styles [Fig. 16].

3.5.3  Muhaqqaq
As its name implies, Muḥaqqaq means ‘meticulously produced’ (Safadi, 1978, p. 
68). It was defined as a style by Ibn Muqlah and reached perfection thanks to Ibn 
al-Bawwāb. As happened with Naskhī, this style became very popular for copying 
the Qur’ān. Its shallow sublinear curves and horizontally extended mid-line 
curvatures, combined with its compact word-structure, give it a leftward-sweeping 
impetus (Safadi, 1978, p. 68). Its elegance favoured its use for writing the Qur’ān at 
large sizes, especially in places like Egypt, Iraq and Persia, between the 13th and 14th 
centuries [Fig. 16].
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3.5.4  Rayhānī
The Rayhānī style is named after its creator, the calligrapher Ali Ibn Ubaydah 
Al-Rayhani. It was developed in the ninth century and has considerable similari-
ties with the Naskhī, the Thuluth and Muḥaqqaq. The endings of letters and the 
decorated shapes are closer to the Thuluth style, though they are a bit more delicate. 
The descendants are open and deep, as in Naskhī. Its curves, like those of Muḥaqqaq 
are a little angular, pointing almost horizontally leftwards (Safadi, 1978, p. 72). The 
diacritical marks and other orthographic signs are always written using a finer pen 
than the rest of the letters. It was largely used in Persia during the thirteenth and 
fourteenth centuries for the transcription of the Qur’ān into large formats [Fig. 16].

3.5.5  Tawqī
The style was developed in the ninth century and fully developed in the eleventh 
century. It was the official style of the Abbasid caliphs. It has a greater horizontality 
in relation to other styles and maintains a fluent stroke like Ruqā‘ style. Its curves are 
very steep and smooth, like Thuluth.

The words tend to be connected, which increases the feeling of fluidity and 
continuity of the stroke along the lines. To mark the end of one word, the final letter 
ends with a ‘gesture’ which connects it to the first letter of the next word [Fig. 15].

3.5.6  Ruqā‘
Ruqā‘ and Tawqī could be considered as sister script styles, with a strong connection 
with Thuluth. The Ruqā‘ was developed during the ninth century as a simplified 
style of writing.

Developed from Ottoman calligraphies which aimed to achieve maximum 
simplicity, this script is small, compressed and free of ornamentation (Schami, 
2010). Its main features are its rounded and smooth curves and the short horizontal 
strokes. Its sloped baseline is also an important feature. Ruqā‘ is an informal, simple 
and fast way of producing handwritten text. It is by far the easiest calligraphic style 
to produce and has in that respect the closest relation to everyday writing (Sakkal, 
1993). The style became very popular in the fourteenth century among Ottoman 
Empire calligraphers and it is one of the most used handwriting styles within the 
Arab world [Fig. 16].

3.6  The North African style

In the western part of the Muslim empire, the evolution of the Kufic style took 
a different direction. According to Safadi, at first there was a rounding of the 
angles and an increasing depth of the sub linear curves, below the line of writing. 
After the tenth century, this style spread to North-West Africa and Muslim Spain, 
heralding the so-called Maghribī (Western) script [Fig. 18], which was to acquire 
an elegance equal to the cursive scripts of the East (Safadi, 1978, p. 78). But unlike 
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other script styles, the evolution of the Maghribī took place independently from the 
reform initiated by Abū ‘Alī ibn Muqlah. The Muslim Empire of the West was run 
independently and did not follow such strict artistic parameters as those established 
in the Eastern part of the Empire. The Maghribī style was used for nearly nine 
hundred years almost without variation. Thus, until the advent of lithography, 
calligraphers in the region produced manuscripts very close to those produced 
hundreds of years before.

The characteristics of Maghribī are its free flow and open curves, and its 
flourishes extending deeply into the sublinear area (Safadi, 1978, p. 78).

These features, along with a slight tilt to the left of the vertical strokes, give this 
style a special grace. Other styles derived from the Maghribī, such as the Andalusian 
style which was developed in Cordoba and disseminated to the rest of the peninsula 
during the thirteenth century, shared the same characteristics. However, Andalusian 
style is considered to be a much more refined and elegant variant [Fig. 19].

3.7  Other styles of calligraphic Arabic backgrounds

Besides those calligraphic styles considered as ‘classic’ Arabic script styles, some 
were developed in those areas where the Arabic alphabet was adopted as a vehicle to 
spread the sacred texts and, in turn, to the transcribe non-Arabic languages. Some 
of these languages developed their own stylistic variations, incorporating different 
letters. These styles include the Dīvānī and the Dīvānī Al-Jalī, developed in Turkey; 
Ta‘līq, Nasta‘līq [Fig. 17] and Shikasteh, developed in Persia; the Behārī style developed 
in India and Sīnī style, used in China by Chinese Muslims.

It is not the focus of this project to explore Arabic styles any further, since they are 
more related to calligraphic areas of study. Only an introductory overview on all 
these styles is necessary for the development of this project. The reasons for this will 
be exposed later in the methodological part, in Chapter Five.

3.8  The introduction of the printing press in the Arab world

Classical Arabic used in the Qur’ān has remained unchanged for more than fourteen 
centuries, untouched by the influences of other languages ​and cultures throughout 
the Islamic world. The printing press in the Arab world arrived very late. The first 
texts composed in Arabic using the combination of movable type were printed at the 
beginning of the sixteenth century in Europe. The first book was printed in 1514 by 
Gregorio de Gregori, a Venetian printer. The first books printed with Arabic types 
were aimed at expanding the Christian faith. There is no need to imagine the lack 
of success that this idea had if we consider that the role of the Arabic script was to 
preserve the words of the prophet Muhammad and precisely not the faith of another 
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religion. Moreover, the poor aesthetics of printed books could not compete with the 
exuberant beauty of the manuscripts made by skilled Arabic calligraphers. The close 
link between religion and writing (calligraphy script) is a major reason for under-
standing the delay in the introduction of the printing press in Islamic countries.

The political, cultural and religious clash between East and West caused by 
the Crusades is an important reason for the rejection of any invention that could 
come from the Christian West. Also, the existence of different cultural views within 
the Ottoman Empire between Ulemas (doctors of Islamic law experts in legal and 
theological affairs) and progressive intellectuals did not help the introduction of 
such an invention much. The latter considered the printing press a possible way of 
modernising society by spreading knowledge and the former considered it a threat 
to their political and social position (Smitshuijzen, 2001, p. 43).

Geoffrey Roper situates the first printed Arabic script documents in Egypt, as early 
as the tenth century AC. As he explains, 

It seems that they were not really designed to be read, nor were they generally to 
be artistic: some pieces have rather crude decoration calligraphy was beyond the 
capability of those who produced them. In fact, they were intended as amulets, 
to be rolled up and worn in a locket, to ward off evil, and it seems likely that 
they were printed from wooden or metal blocks, so that they could be produced 
cheaply, for sale to the illiterate poor. (Roper, 2009)

In fact, knowledge of the xylographic technique had spread to Central Asia from 
China by the ninth century, but there is no clear evidence of any link between the 
Egyptian use of xylography and that of Central Asia or China (Ross & Shaw, 2012).

These first printing experiences are not far from other attempts that occurred 
before the printing press was introduced in Europe by Gutenberg. According to 
Shaw, the xylography technique was first used in Southern Germany and Flanders 
by 1418. It seems plausible that this knowledge could have a Middle Eastern origin.

The first printing press in the Middle East was established in St. Antoine Monastery 
in Quzhayya (Lebanon) in 1585. They only printed in Syriac, not in Arabic, since 
Lebanon was under Turkish rule at that time and Arabic script was considered 
sacred and, therefore, it could only be handwritten and not reproduced typographi-
cally (Zoghbi, 2010). Printing with Arabic metal types was formerly prohibited in 
the Ottoman Empire, until 1726. Anyway this rule did not prevent the setting up of 
printing presses that would print with non-Arabic types.

The first Arabic script printing presses and, therefore, with Arabic movable type, 
were introduced in the early eighteenth century by Orthodox Christians in Aleppo 
during the period of 1706-1711, at St. John the Baptist in Shuwair (Mount Lebanon) 
in 1734, and St. Georges printing press in Beirut, in 1751 (Smitshuijzen, 2001 p. 
66–67). 
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In 1727 the first Muslim printing office was established in Istanbul, and during 
the nineteenth century, other offices were established within the Muslim territory, 
playing an important role in the dissemination of knowledge. For Shaw, “the 
nineteenth century was the most important for non-Latin typography with the 
spread of printing technology throughout Asia and the Middle East” (Ross & Shaw, 
2012).

3.9  Arabic Typography versus Europe-Arabic

Resistance to the development of typography within Muslim countries can be 
explained not only by the link between religion and calligraphy writing, but also 
the delay in the introduction of the printing press in the Arab world. Most Arabic 
typography has been designed and produced in Europe and the printed material 
produced hardly affects the vast majority of the Arab population if we consider that 
there are still many who cannot read or write. This situation does not favour the 
development of a major printing industry, or the design of new fonts. Nevertheless, 
from the mid twentieth century the situation has changed and now with the new 
media, it seems that expectations are becoming better. Today, there is evidence of a 
separation between art and religion. The representation of the image is a contempo-
rary phenomenon largely favoured by television and other media like the Internet.

The first Arabic alphabet drawn for printing was carved on wood and appeared in 
the book Peregrinatio in Terram Sanctam by Bernhard von Breydenbach, printed in 
Mainz in 1486. The table with the Arabic letters shown in that book were drawn 
without much care and all references to calligraphy are reduced to a simple formal 
schematisation. The work is attributed to Erhard Reuwich, who accompanied 
Breydenback on his travels. Roper thinks that the written source of these Arabic 
letters could have been made by a local scribe, perhaps an Arab Christian, who 
wrote out the alphabet on request, and recited the name of letters (Roper, 2009). He 
also suggests that Reuwich saw the letters through a kind of mediaeval European 
gothic distorting lens. The Alif (ا), for instance, is rendered rather in the manner 
of a gothic capital I, and most of the other letters have angularities, serifs and 
appendages characteristic of contemporary German and other European manuscript 
hands and early typefaces (Roper, 2009). This book was reprinted and translated in 
different languages. A Spanish edition was printed in Zaragoza, in 1498 [Fig. 20].

A few years later, a second sample of Arabic letters, also carved in wood, 
appeared in Arte para ligeramente saber la lengua arauiga by Pedro de Alcala, printed 
in 1505 in Granada by the printer Juan Varela de Salamanca [Fig. 21]. According to 
Roper (2009), this was clearly superior of that of Reuwich, and done by someone 
with knowledge of the language. The same use of wooden blocks for Arabic text 
illustration appeared in Robert Wakefield’s Oratio de laudibus & utilitate trium linguarum 
Arabicae Chaldaicae & Hebraicae, in London in 1528. Also in Vienna, in 1548, a calli-
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graphic Basmala on wood is printed in Bartul Đurđević’s tract Haec Nova, Fert 
Affrica, Mysterium sanctissimae Trinitatis Arabice. This printing resource was quite 
frequent since Arabic types were not available at that time, or because a larger 
size of lettering was required, usually for a display title (Roper, 2009). Also cooper 
engraving was used when Arabic had to be integrated with illustrations or small sizes 
were needed. Roper show quite successful samples in A general grammer for the Hbrew, 
Samaritan, Calde, Syriac, Arabic and Ethiopic tongue (London, 1649), by Christian Ravis; 
and Kitāb al-Tafsīr al-Zabur al-Ilahi al-Sharif (Wien, 1792), by Joseph Kurzbock. In all 
these cases mentioned above, we cannot talk about type design since all those Arabic 
letters were carved on wood for printing. In most cases they appear as lettering illus-
trations with a quite exotic component. 

The first book with type cast in Arabic, the Kitāb salāt al-sawā‘ī, was printed 
by Gregorio de Gregori, in Fano (Italy), in the year 1514. It was a book of hours 
distributed among the Christians of the Eastern Melkite Catholic Church, with 
the intention of unifying the churches of the East and West. It is believed to be the 
same Francesco Griffo, the punchcutter who cut the first italics for the printer Aldo 
Manuzio, the author of the Arabic typeface that appears in this book (Smitshuijzen, 
2001, p. 45). Although other authors do not go so far when crediting authorship for 
this first Arabic type, Roper (2009) points out that its design model could well be a 
Lebanese or Syrian manuscript, but do not credit any author for the type design.

The first Qur’ān made with movable type was printed in Venice by Alessandro 
Paganini between 1537-1538. The book that was intended for export but it did not 
have any kind of success among the Muslim population, or as Maurice Borrmans 
suggested, the serious deficiencies “would have made it quite unacceptable to 
Muslims, if copies were sent to the Muslim world, which seems unlikely” (Borrmans, 
cited in Roper, 2009). He speculates that in fact multiple copies were never printed, 
and that the sole surviving example is in effect an uncorrected proof for an abortive 
edition (Roper, 2009).

Among the Arabic types engraved from the sixteenth century in Europe we should 
highlight those cut by Robert Granjon [Fig. 22], which were referential to many later 
Arabic type designs. Granjon cut four sizes of Arabic types that were used by the 
Typographia Medicea, the oriental press in Rome which issued Arabic books starting 
in 1590-91. According to Roper (2009), “these were clearly based on calligraphic 
models, probably provided by the scholar Gianbattista Raimondi, the director of the 
press, who had assembled a collection of Arabic manuscripts brought from the Arab 
world”. These types were by far one of the best samples ever cut in Europe. Granjon 
incorporated a large number of ligatures in order to approach calligraphic standards. 
This is what Thomas Milo (2011) points out as the origin of ‘Eurabic’, when he says 
that European scholar-typographers had no concept of Arabic script grammar, and 
when imitating calligraphy by introducing more ligatures, they misunderstood script 
grammar for calligraphy. Thomas Milo (2011) criticises the Dutch role in Arabic type 
design through history, starting with Franciscus Raphelengius’ Specimen Characterum 
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Arabicorum (1595) [Fig. 23] where Raphelengius had copied Robert Granjon’s Arabic 
from the Typographia Medicea.

The types of Granjon inspired the designs of Arabic fonts in the seventeenth 
and eighteenth centuries. In France, those of Guillaume Le Bé. Also in England, the 
collections designed by William Caslon for the Oxford and Cambridge University 
Press. In the Netherlands, those of Thomas Erpenius, Franciscus Raphelengius, who 
was commissioned by Christopher Plantino, and the Arabic types from Enschedé 
foundry (although these are far away from Granjon’s results).

Nevertheless, the scholar’s books printed in Europe with Arabic types were 
reduced to meet Europe’s own market: books produced for teaching Arabic and 
reproducing Arab manuscripts with either literary or scientific value. The limitations 
of the knowledge of Arabic, together with copies from other punchcutters’ work 
instead of trying to understand the subtleties of Arabic calligraphy, made all of 
these books difficult to be accepted within Muslim countries, or even compete with 
the beautiful Arabic calligraphy manuscripts. On account of this, Hellmut Ritter 
explains: 

Since the 16th century, Western Orientalists have dismissed the functional struc-
ture of the Arabic script, viewing it rather as an irrelevant aberration, callig-
raphy. They therefore have neglected the study and analysis of this characteristic 
aspect of the Islamic civilization. Nonetheless, unsuspecting letter foundries 
and typographers have always sought expertise from precisely such scholars 
educated with this attitude. As a result, within the family of Semitic scripts, a 
new sub-variant for the notation of Arabic written languages was inadvertently 
created, namely Eurabic. In the Islamic world — where this kind of script was 
initially cast aside as illegible — the use of Eurabic typography was traditionally 
limited to newspapers and magazines. However, with the rapid rise of superfi-
cially Arabized computer technology and the spread of the Internet, the Eurabic 
phenomenon has begun to take firm root in the Islamic world. (cited in Giménez, 
2012c)

In order to defend the position of skilled punchcutters such as Granjon, 
Fleischmann and others, I would like to cite Walter Tracy when he argues that,

It cannot be said that the artistic quality of these European-made Arabic types 
was of a high order. This was not because of lack of skill. Granjon, one of the 
greatest of sixteenth century punchcutters, was renowned for the beauty of his 
roman type forms, and he had produced an exquisite civilité type, in imitation 
of a formal handwriting popular in France, before he cut his first Arabic type. 
The probability is that European scholars declined to lend their valuable Arabic 
manuscripts to the type-founders, and supplied them merely with their own 
handwritten version of the Arabic characters. The punchcutters could do no 
more than follow these imperfect models. (Tracy, 1975)
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Tracy (1975) considers that Arabic type design did not become respectable until the 
nineteenth century, with the use of photography in providing the type founder with 
good models. 

From 1820s onwards, the lithography technique raised the quality standards 
required and became the premier printing technology. Lithography made possible 
“the reproduction of ‘mass-produced manuscripts’ which met the criteria of cultural 
authority which the typeset text could not” (Ross & Shaw, 2012).

During the nineteenth century, the Arab world experienced a cultural 
renaissance. The needs of colonialism challenged the designing of non-Latin script 
fonts. The introduction of the printing press led to the democratisation of knowledge 
and thus the modernisation of society. The establishment of type foundries in Muslim 
countries helped to improve Arabic type design. Although the first attempts to 
design an Arabic type failed to follow ‘Eurabic’ standards (Giménez, 2012c). 

Throughout the twentieth century manual text composition was slowly being 
replaced by mechanical composition, the Linotype (1896) and Monotype (1897). 
Arabic typefaces designed for this new technology did not occur until 1911. 
By 1936 the Linotype machine was widely used in the Arab world, while the 
Monotype machine was not equipped with Arabic matrices until 1939 (Tracy, 1975). 
Throughout the twentieth century, Linotype and Monotype companies competed 
for the market; designing and producing some of the most widely used referential 
fonts for the Arabic language edition. A simplified version of Arabic script had to 
be developed in order to fit in with the machinery’s limitations. As Tracy states, 
“Because of the urgent need for rapid production, newspapers have often been the 
stimulus for innovations in printing technology, and it was a newspaper proprietor 
who stimulated Linotype into the next advance in Arabic typography. This was 
what came to be called ‘Simplified’ Arabic” (Tracy, 1975). In fact, it was a reduced 
set of Arabic character variants which facilitated the use of Arabic in typesetting 
machines. It was in 1956, considering the technology limitations when facing a 
writing system as extensive as Arabic, when Linotype developed a system to simplify 
the script by reducing the number of characters from 104 to 56. Its type, Yakout 
(1956), was designed following this simplified character system. This typeface which 
reduced the four possible glyphs for each character to two became very popular in 
newspapers and Arabic commercial press [Fig. 24]. Thus, the simplification of Arabic 
had a great influence over reading habits (Stones, 2011, p. 46).

The firsts Arabic fonts for Monotype composing machines were released in 1938, 
named ‘Arabic’ and ‘Urdu’, depending on the character set variation. Monotype 
Naskh was developed in 1945 and became, after its publication in 1947, one of the 
most popular for publishing [Fig. 25].

In the seventies, with the advent of Letraset dry transfer sheets, new typographic 
designs appeared, especially for decorative purposes (display). Designers, Mourad 
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and Arlette Boutros, created the first range of Arabic typefaces in the mid-seventies, 
which would be developed later to work with the Mac OS system 7.

At the end of this decade and during the eighties, the original hot metal 
fonts began being digitised for computerised film-setting and photo-typeset-
ting composition. In the nineties, as new technologies became more widespread, 
digitised fonts were converted into Postscript as the new standard font format for 
desktop publishing.

3.10  Attempts at reform projects in the Arabic script

As exposed before, the first reform of the Arabic script took place in the tenth century 
by the calligrapher Abū ‘Alī ibn Muqlah. He believed that the establishment of a script 
model would help unify and improve the quality of cursive calligraphic styles. 

In the twentieth century, newspaper design demanded a simplified form of the 
script to fit technical limitations. Linotype, as seen above, took the initiative to solve 
the situation. Simplified Arabic solutions for Linotype machines were also adapted to 
the phototypesetting systems. Although this solution implies a new grammar of the 
script, it was a provisional solution regarding technology facilities. Anyway, it raised a 
problem that would later gave rise to different attempts of reform the Arabic script.

With the independence of all Arab states that were under the rule of the 
Ottoman Empire and the consequent modernisation of many of them, there was a 
need to seek solutions to represent some of the sounds not represented in its writing 
system. The need for a reform was based, in part, on the difficulty of representing 
foreign words. The Academy of the Arabic Language in Cairo was commissioned to 
study the issue. In 1936, according to the first reform, it decided to use new diacritics 
above or below certain letters to represent non-Arabic sounds: three dots on the 
letter Fāh to represent the sound V, or two dots under the letter Gīm to represent 
the sound G, in Geneva, for example (Jürg Hunziker, 1985).

Two years later, in 1938, the Academy decided to carry out a more far-reaching 
reforms intended to alphabetise the Arab world by providing easier access to reading 
and writing. After rejecting several proposals, in 1945 they organised a call for ideas 
which got two hundred submissions. All proposals were studied, but in 1952 the 
committee decided to declare the competition void for having nothing satisfactory. 
In 1955 the committee decided to limit the simplification of the Arabic script to its 
use on typewriters and printing. They agreed on the use of vocalisation marks in the 
primary books to facilitate the learning of reading. In 1959 thirty five projects were 
presented and rejected again (Jürg Hunziker, 1985).

The government of Morocco decided to initiate its own reform taking into 
account the reforms of Professor Lakhdar Ghazal (1917-2008). The system 
developed by Professor Lakhdar was named ASV–Codar (Arabe Standard Voyelleé 
– Codage Arabe). Although it had been rejected by the Cairo Academy in 1959, the 
Moroccan government supported the development of the project and encouraged 
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the establishment of the Institut d’Etudes et de Recherches pour l’Arabisation 
at the Mohamed V University in 1960, with the main task of adapting the Arabic 
language to modern uses, both in the area of linguistics and in its script (Jürg 
Hunziker, 1985). The aim of the typeface was to make the Arabic type useful 
and easy in all modern media (Zoghbi, 2007). As Zoghbi states, the reason why 
ASV-Codar was developed was that “unlike the previously proposals, it solved the 
technical problem of simplifying the script and at the same time respected the 
spirit of the Arabic script. Consequently, this project was a social and technolog-
ical achievement” (Zoghbi, 2007). In 1978, Monotype released Monotype Ghazal 
(Regular and Bold), a renamed version of Linotype ASV-Codar and designed by 
Ahmed Lakhdar Ghazal [Fig. 26]. According to Wolfgang Hartmann, the manager 
of Bauer Types, they used to fund ASV-Codar since they owned the rights for the 
metal version. Hartmann points out that the particularity of ASV-Codar was that 
it had an inferior number of letters compared with the normal Arabic set. So, less 
matrices and types were needed.5ASV-Codar was produced into digital in 1999 at 
the Linotype Font foundry in two weights, light and bold, and included Palatino 
as its Latin companion. Both Linotype and Monotype distribute digital versions of 
the same typeface under different names. It seems that this typeface has a strong 
presence in Lakhdar’s country, since ASV-Codar (or Monotype Ghazal) has been used 
in traffic signals all over Morocco.

It is interesting to notice how close the idea and design of Lakhdar’s ASV-Codar 
is from an early Spanish type design experiment published in the Cultura Española 
magazine in an article named ‘New Arabic typography’ (Nueva tipografía Árabe)6 
written by the arabist Julián Ribera and the engineer Antonio Prieto y Vives, in 
1909. They registered a patent for a ‘new Arabic type system’ consisting of a set 
of twenty-four punches and a simplified case, which saved half the time when 
composing, correcting and distributing type, moreover the system allowed double 
the number of lines of text to be set in a page than traditional typefaces (Giménez 
Reíllo, 2012b). These typefaces were used in Roque Chabás’ second edition of the 
1566 Doctrina cristiana en lengua arábiga y castellana para la intrucción de los moriscos del 
Ilustrísimo Sr. D. Martín de Ayala (Valencia, 1911). The typefaces were founded at the 
Richard Gans foundry (Giménez Reíllo, 2012b) and were mainly used in the Cultura 
Española magazine. In September 1945 a fire destroyed the printing office where 
the magazine used to be printed together with the types. Ten years later, Lakhdar 
Ghazal registered a patent, both in Morocco and Spain, under the name ‘Improve-
ments of Arabic printing types’ [Fig. 41]. According to Giménez Reíllo’s article there 
are lots of coincidences with the proposal of Arabic reform presented by Ribera and 

5  Interview with Wolfgang Hartmann, the manager of Bauer Types and Neufville foundry (March, 2013) and 
personal communication from December 2012 to January 2013.

6  Ribera, Julián & Prieto, Antonio (1909), ‘Nueva tipografía Árabe’, in Cultura Española, 15, pp. 759–764 (cited 
in Giménez Reíllo, 2012b).



82

Prieto in 1909.7 Although this is far from the focus of this practice-based research, 
the possible copy or influences of Ribera and Prieto’s improvements on Lakhdar 
‘invention’ could well be an interesting topic for a future investigation. 

In spite of the tragic final of Ribera and Prieto’s Arabic font, they deserve the 
right to be considered among the first pioneers at looking for a simplified solution 
for Arabic text composition with movable typefaces.

All those efforts made in order to reform Arabic script have not led to a definitive 
conclusion. In fact, progress on the technological issues has changed the situation. 
With the new digital formats, data storage is no longer a problem when it comes 
to maintaining the Arabic script in its traditional form. Since font formats can also 
include all diacritics and vocalisation marks together with a huge quantity of glyphs, 
simplified Arabic is not necessary any more. It has been proven as a technological 
issue that now has been overcome.

3.11  Digital Arabic collections

With the introduction of the printing press by the mid-fourteenth century in 
Europe, Western culture had begun to establish a distinction between calligraphy 
and typography. It seems that the Arabic script is now at the same crossroad. 
This separation begins to be considered, especially with the design of decorative 
alphabets (display) where there is more room for interpretation and self-expression. 
The demand for new display typefaces goes together with the development of the 
graphic design profession in Muslim countries.

The role of typography in graphic design is fundamental to the development of 
commercial brands and products, and to everything that has to do with the transmis-
sion of messages in a world dominated by the media. Technology currently available 
can be more faithful to the natural forms of Arabic script, regardless of religious 
issues. This might be the reason why Arabic script reform issues have stopped in the 
anticipation of an imminent revival of Arabic typography in all senses.

With the arrival of digital technology, many of the existing type collections 
for phototypesetting have been digitised. The Linotype company made an effort 
to design a collection of typefaces that could encompass the full range of graphics 
solutions that designers could make with the advent of computers and the growing 
demand for design. This collection includes typefaces such as Ahmed (ca.1980), 
Al-Harf Al Jadid (1980), Amer (ca. 1990), ASV Codar (1977), Badr (ca. 1970), Firas 
(2005), Hakim Ghazali (2005), Hassan (1993), Hisham (1993), Insan (2005), Isra (2005), 
Jalal (1977), Karim (1994), Kufi (1987), Lotus (1920’s/1978), Maged (1956/1986), Mariam 
(1992), Midan (2005), Mitra (1975), Mofid Mahdi (1976), Nazanin (1978), Qadi (1985), 
Sultan free (2005), Sultan Nahia (2005) and Yakout (1964/2002).

7  Ibidem.
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More recently, with the need of multilingual texts, Linotype has developed 
an Arabic type design program based on successful examples of Latin fonts such 
as Helvetica Arabic, Palatino Arabic or Frutiger Arabic. Nadine Chahine has done 
excellent work at heading the development of the Arabic collection of Linotype 
since 2005. She has designed new Arabic fonts such as Badiya (2007), Berytus (2007), 
Janna (2004-2007) and designed the Arabic companions to famous typefaces such 
as Palatino Arabic (2007) and Palatino sans Arabic (2010) [Figs. 27-28], Frutiger Arabic 
(2007) [Fig. 29], Univers next Arabic (2011), Neue Helvetica Arabic (2008) and Din next 
Arabic (2011). She has also designed Koufiya (2008), as one of the few multi-script 
fonts currently in the Linotype catalogue. In fact, Koufiya was designed in 2003 as 
part of her MA project at the University of Reading (UK) and later released within 
the Linotype font library.8 

In 2005 Linotype organised an Arabic type design competition as a way of 
getting some fresh new fonts. Sultan free, Midan, Isra, Sultan Nahia, Hakim Ghazali 
and Firas were the winning designs that form part of the current Linotype 
collection [Figs. 30-35].

Most of the earlier Linotype Arabic fonts still combine its Arabic characters with 
other different Latin fonts, for example, LT Nazanin includes Latin font Palatino; LT 
Badr includes Latin font Cochin; LT Yakout includes Latin font Times Europa; LT Jalal 
includes Latin font Optima, and so on. As has been exposed above, only in a very 
few cases have the Latin and the Arabic font been designed hand-in-hand as a real 
multi-script font. In many cases some basic Latin characters have been included 
within the Arabic font set without taking much care over the harmonisation of both 
scripts. Moreover, having a quick look at some of these collections, we can see that 
not all of them do meet the needs of multilingualism and they only include a very 
basic character set in both scripts, Latin and Arabic. Nevertheless, some typefaces 
have been re-evaluated and improved. As Ross (2012) exposes, Yakout, as a simplified 
Arabic font and a real ‘landmark’ for Linotype, “was expanded to 256 glyphs for 
early digital type in the 1980’s and ultimately to over 700 glyphs for OpenType in 
2002, with some design revisions”.

On the other hand, the Monotype Arabic type collection was converted to 
Postscript during the mid-1990s. The collection includes: Akhbar (ca. 1978), Ghazal 
(1978), Jawhar (1938), Koufi (1972), Madrassa (1997), Mudir (ca. 1975), Noori Nastaliq 
(1981), Naskh (1947), Sabara (1997), Shayyal (1997) and Thuluth (ca. 1975). It also 
includes Monotype Andale Arabic (1999), Arial Arabic (1990/2009), Times New Roman 
Arabic (1990/2009) and Courier New Arabic (1990/2009). Monotype did not include 
any Latin set, only the Monotype Imaging Tanseek Pro and Tanseek Modern Pro, 
designed by Mourad Boutros, Dave Farey and Richard Dawson (2008) [Fig. 36], 
were included as multi-script families. On Mourad Boutros’ webpage, Tanseek is 
announced as “the first and only harmonious range of Arabic-Latin (serif and sans 

8  For more information on Chahine’s Koufiya: http://www.arabictype.com/blog/arabic-fonts/new-koufiya/ [Last 
accessed January 2013].
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serif) typefaces”.9 Since Monotype took over Linotype in 2006, Linotype collections 
are also distributed as part of the Monotype OEM font catalogue.10

Some of these fonts are too stuck on old technologies and, although they have 
been digitised they do not fit well into contemporary text usage. Most of these 
typefaces were designed according to specific technical limitations. Only those that 
appear to be more popular, such as Times New Roman Arabic or Arial Arabic have been 
adapted to OpenType for supporting Arabic on new operating systems, but they lack 
excellence since they are intended to ‘fill the gap’ more than provide a more quality 
aesthetic usage.11 Linotype (now part of the Monotype Empire) seems to be more 
committed to providing a better quality collection of contemporary typefaces. Its 
‘landmark’ Yakout typeface was revised, and current policy on new Arabic designs is 
really improving their catalogue. 

It is clear that the type market is growing towards supporting other writing 
systems and this seems to be the trend for the beginning of this century.

Adobe Systems, a company founded at the core of the new technology and 
a pioneer in the development of systems and software, created an extensive type 
collection (Adobe Font Folio) in the eighties and nineties. Using its own developed 
Postscript technology, they included fonts that were based on digitised classics from 
metal type and belonging to companies that had neither the technology, nor the 
expertise to continue doing business in the new digital world. Apart from these tradi-
tionally well-known ‘classic’ movable type families, Adobe created its own design 
collection – ‘Adobe originals’ – by commissioning original type designs or the 
revivalism of old classics (Adobe Garamond, Adobe Caslon, for instance). Adobe, as a 
multilingual system developer (provided support to different language solutions within 
their desktop publishing software), they were also involved in the design of non-Latin 
typefaces. In the case of Arabic, Tim Holloway, together with Fiona Ross and John 
Hudson (TiroTypeworks) developed Adobe Arabic in 2007 [Fig. 37], a successful and 
extensive Arabic typeface based on Naskhī style which includes a basic set of Latin 
characters from Robert Slimbach’s Minion Pro typeface. The Adobe Arabic family has an 
italic version for both regular and bold, which is something very unusual.

Adobe Arabic has been a reference for my Arabic type design project. This 
typeface together with other Arabic ones will be analysed and compared with my 
Arabic type later in Chapter Six.

The introduction of the Macintosh personal computer in 1984 assumed the spread 
of the digital revolution to all areas of visual communication. Software development 
helped to expand the emerging desktop publishing market.

9  http://www.boutrosfonts.com/spip.php?article22 [Last accessed march 2013].

10  http://catalog.monotypeimaging.com/language/arabic [Last accessed march 2013].

11  Titus Nemeth has analysed Times New Roman and reports poor harmonisation between Latin and Arabic 
(Nemeth, 2006a).
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In 1988, Apple featured Mac OS 4.1. the first Arabic system for the Macintosh, 
and in 1991 it introduced System 7 and The Arabic Language Kit as part of a suite 
of Apple language solutions, which offer an affordable way to ‘internationalize’ 
the Macintosh system, by adding Arabic and Persian text to documents. “The kit 
included a selection of Apple TrueType fonts to ensure high-quality on-screen and 
printed characters at any size. These fonts incorporated exciting new typographic 
features based on Apple’s QuickDraw GX technology. Most of the kit’s fonts were 
provided in PostScript versions”.12 The Arabic fonts included with the kit were:

• Arabic Fonts: AlBayan (TrueType and Postscript), Baghdad (TrueType and 
Postscript), Cairo (bitmap), Geeza (TrueType and Postscript), Kufi (TrueType and 
Postscript), Nadeem (TrueType and Postscript), Thuluth (Postscript).

• Persian fonts: Amir (TrueType and Postscript), Ashfahan (TrueType and 
Postscript). Kamran (TrueType and Postscript), Mashad (TrueType and Postscript), 
NadeemFarsi (TrueType and Postscript), Tehran (bitmap).

Some of them are still included in current Mac OS: Baghdad (Diwan software, 
1992) [Fig. 38], AlBayan (Al Bayan company, 1992), Decotype Naskh (Thomas Milo, 
1992), Geezah (Diwan software, 1992 ) and Geezah Pro (Diwan software, 2003) [Fig. 
39], Nadeem (Diwan software, 1992) all based on Naskhi style; Apple Kufic standard 
(Diwan software, 1992) based on Kufic style, and Apple Boutros Thuluth (Mourad 
Boutros, 1992) based on Thuluth style. 

Most Apple typefaces were designed exclusively for the Apple OS and were 
developed by Diwan software13 in the early 1990’s. Geezah Pro is the current system font 
for Mac OS X. Geeza Pro is the system font (If you try to write Arabic characters in a 
non-Arabic font such as Times or Lucida, they will generally be displayed in Geeza Pro). 

This Arabic collection is criticised by Edo Smitshuijzen in his huge Arabic type 
specimen, arguing that “the Arabic font collection of Apple has little to do with 
its sophisticated design image” (Smitshuijzen, 2009, p. 508), encouraging for more 
enhanced type designs. I believe that Apple has been more interested in filling the 
technological gap than providing a ‘sophisticated’ design for text reading purposes.

Microsoft commissioned type designs for its own Windows operating system: Tahoma 
(1996/2009),14 designed by Matthew Carter it is one of the most popular sans serif 
typefaces, which includes a set of characters for different writing systems such as 
Latin, Greek, Cyrillic and Arabic. Other typefaces include: Aldhabi, designed by 
Tim Holloway, Fiona Ross & John Hudson (ornaments, Titus Nemeth; consultant, 
Mamoun Sakkal), Andalus (Glyph Systems, 1993), Arabic transparent (1990), Simplified 
Arabic (1994), Simplified Arabic fixed (1994), Arabic typesetting (Mamoun Sakkal, 2002), 

12  http://support.apple.com/kb/TA25704?viewlocale=en_US  [Last accessed January 2013].

13  http://www.diwan.com/Default.htm [Last accessed February 2013].

14  Slash separates years as creation date / modification date in all cases.
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Traditional Arabic (1990), Microsoft Sans Serif (1997), Microsoft Uighur (Mamoun Sakkal, 
2011) and Nina Arabic (Matthew Carter, 1999/2008) [Fig. 40].

By the end of the eighties several companies focussed on the developing appli-
cations for personal computers. Most of them ignored the non-Western market 
while others looked at non-Latin languages as an opportunity for doing business. 
Glyph Systems, a company founded in 1988 is the one behind some of the typefaces 
developed for the Microsoft Corporation in the early nineties. In 1990, Glyph adapted 
Ventura publisher to support Arabic, being the first company that provided Arabic 
desktop publishing for the PC market. It included several fonts from Compugraphic.

WinSoft, a French company, provided a word-processing support program for 
Arabic. In 1987, WinSoft developed WinText, a platform that allowed right-to-left 
text composition and became the standard for Arabic Macintosh users. All Apple 
computers distributed in Arabic-speaking markets were loaded with WinText 
as standard software, using the same four Arabic fonts that Apple had already 
licensed: Nadeem, Baghdad, Kufi and Geeza (Boutros, 2009). According to Boutros 
(2009), “WinText can be considered the base foundation for Arabic typography 
usage on computers, and for more than a decade, it was the best option available 
for people who wanted to use computers and Arabic” (p. 54). WinSoft developed 
Aldus PageMaker ME (Middle Eastern) and have adapted other Adobe programs 
for the Arabic market, such as Adobe InDesign ME. On the other hand, Diwan, a 
London-based company founded in 1982, introduced ‘Al-Nashir Al-Maktabi’, an 
Arabic version of Esselte Letraset’s ‘Ready-Set-Go’ program, a desktop publishing 
product for the Apple Macintosh. ‘Design Studio’, the latest program from Esselte 
Letraset was adapted to Arabic with the name ‘Al-Nashir Al-Sahafi’. These programs 
are representative of the growing sophistication of desktop design and reproduc-
tion (Daines, 1992). Diwan had worked with the Apple developers who created 
the original Arabic system for the Mac, and also developed the first fonts that were 
included with that system (Boutros, 2009). Both Diwan and WinSoft have competed 
for years over the Arabic desktop-publishing market.

DecoType is a Dutch company which defines itselfs as “linguistic experts & 
designers of computer-aided typography”. Thomas Milo, founder of DecoType, 
is a pioneer of digital Arabic type design and responsible for ‘Tasmeem’, a set of 
Arabic enhancements for Adobe InDesign ME, developed together with WinSoft 
International. Tasmeem operates inside WinSoft’s Middle Eastern version of Adobe 
InDesign in order to create typographically advanced text in Arabic. The idea 
behind Tasmeem, as is exposed in its brochure, dates back to the early 1990’s when 
it was difficult to express, with the technologies of the day, the refinement of Arabic 
script by means of a computer.15 

Development of software and support for the use writing systems other than 
Latin has evolved slowly. But it seems that things are changing and the multicultural 

15  DecoType & WinSoft. ‘Tasmeem 4 Typefaces 2009’, brochure PDF. Available at: http://www.decotype.com/
pdfs/tasmeem48p%20brochure.pdf [Accessed February, 2013]
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reality begins to be seen as a major business opportunity, especially now that the 
Western countries are experiencing difficulties in their national economies.

In cultural terms, the Khatt Foundation is undertaking an interesting initiative, 
using new technologies as a way of establishing social networks with common 
interests regarding Arabic typography and calligraphy. The Khatt Foundation 
Center for Arabic Typography is an on-line foundation created in 2004 and 
dedicated to typography and design research. Its aim was to create a network where 
designers and visual artists in the Arab world and elsewhere could share information, 
common projects, news and topics related to visual communication.16 The network 
has more than a thousand users in different countries.

In 2006, the Khatt Foundation organised ‘Kitabat’, the first conference on Arabic 
Typography in Dubai (with the collaboration of Linotype and the American University 
of Dubai), and between 2005 and 2007, with the financial support of the Dutch 
government, it undertook the Typographic matchmaking project to create fonts with an 
Arabic ‘Dutch flavour’. With this project, the Khatt Foundation aimed to build bridges 
of dialogue between the Arab and European cultures through type design. In order to 
generate a collection of high quality Arabic fonts for text composition and to respond 
to the demand for multi-script typefaces by the Arab community, they organised five 
teams of designers working together on Arabic type design projects. Thus, Arabic 
designers worked in collaboration with renowned Dutch typeface designers to create 
Arabic fonts that would match a Latin counterpart.

This project was the first one of its genre, and according to Smitshuijzen (2007), 

The main thrust of the project is to address the modernization of Arabic text 
faces and to develop quality Arabic fonts that will on one hand set the bench-
mark for future developments in this field, and on the other create good match-
making fonts for existing Latin font families. (p. 19)

The project was supported by the Fonds BKVB (Fonds voor Beeldende Kunsten 
Vormgeving en Bouwkunst) and a book (bilingual Arabic & English) was published 
to record the matchmaking experience processes by Bis publishers and the Khatt 
Foundation, in 2007.

Without detracting from the quality of the results, I miss a typeface that could 
connect with a more traditional Arabic calligraphy and that could also provide the 
elegance of classic cursive styles. Anyhow, the Typographic matchmaking project has 
established a starting point for a different path for Arabic type design to take.

Digital technology has prompted some sort of ‘Arabic spring’ in type design. The 
influence of Western culture closely related to the technology and its possibilities 
have resulted in different approaches to Arabic type design.

16  For further information, consult www.khatt.net [Last accessed March 2013].
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As has been explained in this chapter, the close relationship between script 
and religion made Islamic countries reluctant to introduce the printing press. 
Calligraphy flourished as one of the main fine arts and it was very influential on how 
type forms evolved after the printing press had been introduced in the Middle East. 
Arabic typography has been strongly linked with tradition for a long time, but new 
trends are appearing as a result of other ways to look at Arabic type.

As mentioned, the need for multilingual typefaces and the current technology 
facilities formed the basis of the increasing number of multi-script font designs. 
As explained, in recent years major type foundries have incorporated multi-script 
fonts in their catalogues. The design of these kind of fonts demands skilled type 
designers with an awareness of more than one script. Students on the MA in Type 
Design course from the Typography Department of the University of Reading are 
encouraged to work on Latin and non-Latin scripts. As final projects, pretty good 
results are coming out which contribute to establishing a path into the field of multi-
script typography. Some of these projects have been awarded by the type design 
community (such as the recent Latin-Arabic multi-script Baldufa from Ferran Milán, 
2011-2012), and have found their place in the market. This is another step to another 
direction when considering non-Latin typeface design in Europe. Since commis-
sioned work on multi-script typefaces is only affordable for big companies and 
usually only big type design studios do the job, the work at Reading University is 
worthy for spreading non-Latin knowledge to a greater extent.
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Fig. 5. The use of ‘Kashida’ as an extension of the image of the word. Surah XCVII 
written in Naskhī (image published in Ja’far, 2002, p. 31). 

Fig. 6. The use of ‘Kashida’ as a way to justify text. Bibliotheca Arabico-hispana escuri-
alensis, p. 191.

Fig. 7. The use of ‘Kashida’ in Pradell Al-Andalus as a way to expand connections 
between characters. 
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Fig. 8. Ornamental layer with decorative marks. An Arabic sentence showing the 
different layers of sound representation and additional decorative signs (Smitshui-
jzen, 2001, p. 84). From top to bottom: the basic letter shapes, the diacritic dots that 
distinguish those letters that share the same basic letter shapes, vocalisation marks 
and decorative signs.
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Fig. 9. The first early forms of Arabic, known as Jazm, in its slantic ‘Mā’il’ script used 
in one of the oldest extant Qur’āns, copied at Medina in the 8th century (Safadi, 
1978, p. 8).

Fig. 10. Basmalah in an Ornamental Kufic, in Alhambra, Spain (Mandel, 2000, p. 114)

Fig. 11. Sample of Eastern Kufic (Safadi, 1978, p. 50).



92

Fig. 13. Ibn Muqlah’s models of 
calligraphic construction: 
Nizam Al-Dairah, Nizam Al-Nuqat 
and Nizam Al-Tashabuh
(Smitshuijzen, 2001, pp. 96–98).

Fig. 12. ‘Tashkīl’ (top to bottom, right to left): Fatḥah [a], Kasrah [i], Ḍammah [u], 
Sukūn [vowelless], Shaddah [double consonant], Double Fatḥah [an], double Kasrah 
[in], double Ḍammah [un], Maddah [vowel prolongation], cutting Hamzah and 
joining Hamzah. Samples composed in Pradell Al-Andalus.

بَ بِ بُ بْ بّ

بً بٍ بٌ  أ  آ  ٱ
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Fig. 14. Basmalah ‘In the name of God, the Compassionate, the Merciful’, written in 
(from top to bottom)  Rayhānī, Muḥaqqaq, Thuluth, Naskhī, and Ruqā‘ calligraphic 
styles (Alani, 2008, p. 32).

Fig. 15. Sample of Tawqī‘ verging on Thuluth (Safadi, 1979, p. 76).
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Fig. 16. First statement from the Universal Declaration of Human Rights (‘All human 
beings are born free and equal’) written by calligrapher Hassan Massoudi in eleven 
calligraphic styles, from top to bottom: classical Kufic, Qarmatian Eastern Kufic, 
modern Kufic, Maghribī, Thuluth, Naskhī, Dīvānī, Farsi, Dīvānī  Jalī, Ijāza and Ruqā‘ 
(Mandel, 2000, p. 108).
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Fig. 17. Sample of Nasta‘līq calligraphic style, written by Muḥammad Darwīsh 
al-Samarqandī in Kashmir in 1624 (Safadi, 1979, p. 99).

Fig. 18. Sample of Maghribī calligraphic style (Alani, 2001, p. 31).

Fig. 19. Al-Andalus Qur’ān from the 13th century. Sample of Andalusian style (Puerta, 
2007, p. 163). 
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fig. 20. First Arabic alphabet. Peregrinatio in Terram Sanctam (Spanish edition) by 
Bernhard von Breydenbach, printed in Zaragoza (Spain) in 1498.
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Fig. 21. Sample of Arabic alphabet in Arte para ligeramente saber la lengua arauiga by Pedro 
de Alcala, printed in 1505 in Granada by the printer Juan Varela de Salamanca.
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Fig. 22. Arabic types cut by Robert Granjon, 1580.
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Fig. 23. Franciscus Raphelengius’ Specimen Characterum Arabicorum (1595).
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Fig. 24. Linotype Yakout (1956) (Smitshuijzen, 2009, pp. 388–389).

Fig. 25. Monotype Naskh, developed in 1945 (Smitshuijzen, 2009, pp. 446–447).

Fig. 26. Linotype ASV-Codar by Ahmed Lakhdar Ghazal, 1956 
(Smitshuijzen, 2009, pp. 336–337).
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Fig. 28. Linotype Palatino sans Arabic by Herman Zapf and Nadine Chahine, 2010. 
Retrieved from: http://www.page-online.de/emag/typo/artikel/schrift_als_symbol_fuer_pressefreiheit

Fig. 27. Linotype Palatino Arabic by Herman Zapf and Nadine Chahine, 2008 
(Smitshuijzen, 2009, pp. 384–385).
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Fig. 29. Linotype Frutiger Arabic by Herman Zapf and Nadine Chahine, 2007 
(Smitshuijzen, 2009, pp. 342–349).

Fig. 30. Linotype Sultan Free (2005) (Smitshuijzen, 2009, p. 386).

Fig. 31. Linotype Sultan Nahia (2005) (Smitshuijzen, 2009, p. 387).
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Fig. 34. Linotype Hakim Ghazali by Hakim Ghazali, 2005 (Smitshuijzen, 2009, p. 351).

Fig. 33. Linotype Isra by Alamoun Ahmed, 2005 (Smitshuijzen, 2009, p. 361).

Fig. 32. Linotype Midan by Almohtaraf Assaoudi, 2005 (Smitshuijzen, 2009, p. 377).
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Fig. 35. Linotype Firas by Abbas Al-Baghdadi, 2005 (Smitshuijzen, 2009, p. 350).

Fig. 36. Monotype Imaging Tanseek Pro and Tanseek Modern Pro, designed by Mourad 
Boutros, Dave Farey and Richard Dawson, 2008 (Smitshuijzen, 2009, pp. 454–469).
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Fig. 37 Adobe Arabic, by Tim Holloway, Fiona Ross and John Hudson, 2007 
(Smitshuijzen, 2009, pp. 524–527).

Fig. 38. Apple Baghdad, developed by Diwan software, 1992 (Smitshuijzen, 2009, p. 
509).

Fig. 39. Apple Geezah Pro, developed by Diwan software, 2003 (Smitshuijzen, 2009, 
pp. 515–516).
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Fig. 40. Microsoft Nina Arabic by Matthew Carter, 1999/2008 (Smitshuijzen, 2009, p. 
506).
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Fig. 41. Simplification system registered by Lakhdar Ahmed. Images published in 
Giménez Reíllo, Antonio (2012b), ‘Veinticuatro punzones’,  http://anisdelmoro.
blogspot.com.es/2012/02/veinticuatro-punzones.html [Accessed January 2013].
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Fig. 42. Pages from ‘Poema de Yúçuf ’ (Joseph’s Poem), one of the most famous 
Aljamiado texts. Anonymous manuscript written in Maghribī script, 16th century 
(Sociedad Estatal de Conmemoraciones Culturales, 2010, pp. 215–216).
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4  
Arabic type design in Spain

One of the aims for this practice-based research is to look for original Arabic type 
specimens published in Spain as reference samples for my Arabic type design. This 
approach to history is not intended as the focus for this study but as a starting point 
for my work. I have considered it interesting to introduce a connection with Arabic 
type design in Spain. The reason is obvious since Spain has been long related with 
the Arabic culture and therefore an initial approach to Arabic type design should be 
concerned with that fact. So, this historical approach is motivated by the purpose of 
establishing a possible link with all those Arabic typefaces designed in the country 
or published in specimen books.1

Although the Spanish Arabic calligraphy legacy has been further studied, no 
specific study on Spanish Arabic types has been carried out so far. This chapter will 
try to lay the foundations for future research on Arabic collections in Spanish type 
specimens, to determine who designed them and establish any possible connections 
abroad.

The Arabic calligraphic tradition in Spain was important after Arabic became the 
official language during the time of Muslim rule in the conquered territories within 
the Iberian Peninsula (711–1492). During this period a mix of vernacular Latin-
Arabic language (which is known as ‘Mozárabe’) was spoken and later influenced 
the evolution of the current Spanish language. Moreover, some of the inhabitants 
of Spain used the Arabic script as a way of writing the Romance Castilian language, 
which is known as ‘Aljamiado’ (also, Aljamía) script. Aljamiado was not an Arabic 
script style in itself, but a writing practice which mixed a script language with a 
spoken language. The written styles used in Aljamiado manuscripts used to be both 
Maghribī and Andalusian, mainly.

When looking for local references for my Arabic project I found it interesting to 
be aware of these Aljamiado manuscripts as they were part of Spain’s cultural legacy. 
Nevertheless, I found those written script styles inappropriate for the purpose of my 
typeface. Anyway, Aljamiado script could be an interesting field for future studies 
and as a reference visual material.2

1  Arabic types published in Spanish type specimens are listed in Appendix 1

2  With regard to Aljamiado, it is recommended to consult Harvey, L. P. (2005), Muslims in Spain, 1500 to 1614, 
Chicago: University of Chicago Press.
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4.1  The end of the Arabic legacy

As Graham Shaw points out, 

Looking back in history, it may be timely to remember that in the thirteenth 
century the language of modernization, of innovation in science, technology and 
medicine, was not English but Arabic. European intellectuals were dependent 
upon the cutting-edge science, technology and medicine of the Arabs who had 
inherited and enhanced the knowledge legacy of the Graeco-Roman world. 
(Ross & Shaw, 2012) 

Spain had for many centuries been the main gateway for all this knowledge, but it 
seems clear that the Catholic rulers were reluctant to tolerate the existence of any 
Arabic connection once the Arabs had been defeated and forced to leave Spain or 
converted to Catholicism. Cultural tolerance at the end of the 15th century was 
far from the times of the Toledo School of Translators (Escuela de traductores de 
Toledo), where Latin-Arabic-Hebrew manuscripts were conceived as a means of 
exchanging ideas and knowledge within the ancient Visigoth Hispania.

Despite the long coexistence of Muslims, Christians and Jews within the Spanish 
territories, in 1564 the Valencian Parliament banned the use of the Arabic language 
both spoken and written, and King Philip II did the same in 1567 for the territories 
of the Crown of Castile. The Inquisition was launched to hunt for any trace of the 
Arabic language, written or spoken, unfailingly identified with the practice of Islam 
(Garcia-Arenal, 2010).

In most cases the mere possession of a text in Arabic or simply using spoken 
language became the equivalent of a conviction for heresy. The language identifica-
tion with religion was direct and no exceptions were made. 

Many of the texts considered by the Inquisition as texts written in Arabic were, 
in fact, ‘Aljamiados’, that is, texts in vernacular Romance written by crypto-Muslims, 
transcribing the sound of words using the Arabic script [Fig. 42]. As for the case 
of Turkish, Spanish language has been written in both Latin and Arabic script at 
different times in history. 

In 1609 King Philip III promulgated a decree which forced the Moriscos3 to leave 
their homeland. This was the end of a coexistence which had lasted more than eight 
centuries.

In the words of Alfredo Mateos (2010), curator of the exhibition Memory of 
the Moriscos, “after reaching foreign lands, eventually merging with the Islamic 
communities of fate, and, unless the reminiscence of the name, little is left of 
the memory of those old Spanish people” (p. 17). “However, at the time of their 

3  ‘Moriscos’ (word derived from ‘Moorish’) were Muslims of Al-Andalus that had accepted Christian baptism. 
Muslim population was forced to embrace Christianity following the Catholic Kings’ rule of February 14, 
1502.
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expulsion, some Moriscos communities hid their books wrapped in linen cloths 
among the adobe walls of their houses” (Mateos, 2010 p. 17). The basic features 
are common to all these manuscripts: the styles, usually Naskhī (Maghribī and 
Andalusian) and Kufic for outstanding titles or phrases, the use of red, yellow and 
green for the diacritical dots and highlighting them on the black or brown coloured 
handwriting (Beneyto, 2010).  These Aljamiado manuscripts, along with other books 
saved from destruction, began to be considered in the eighteenth century during 
the Enlightenment Period. It was at this time when one of the major books that 
would combine Latin and Arabic typefaces, the Bibliotheca Arabico-hispana escurialensis 
was published. Also, in the eighteenth century Arabic types were cut in Spain for 
printing press purposes by Spanish punchcutter Jerónimo Gil, whom I will refer to 
later in this chapter. It seems that during the mid-eighteenth century Spain looked 
back to his past Arabic legacy in order to investigate its roots. Those saved Aljamiado 
manuscripts, together with Arabic books, were catalogued and studied.

4.2  Arabic alphabets in Spanish books

As argued above, there was no reason to publish Arabic books within Spain since 
the use of written or spoken Arabic was punishable by the Inquisition. The Printing 
Press was introduced at a time when most of the knowledge on Arabic script 
and calligraphy was being banned in the Iberian Peninsula. Also, the burning of 
Arabic manuscripts and books related to religion ordered by Cardinal Cisneros 
in Granada, in 1501, led to a lack of references for future type punchcutters. The 
Spanish Inquisition helped to maintain the cultural status quo and for a long time 
the Printing business in Spain was under strict control. The only reason to use the 
Arabic alphabet in a printed edition was to display their ‘exotic’ formal characteris-
tics and as a vehicle for converting Muslims. In no case it was used as an independent 
language for transmitting messages or content.

With the final conquest of Granada, in 1492, a plan was launched to evangelise 
the local population which already envisaged the need for language tools (Galeote, 
2008). As soon as the Granada border had disappeared, powerful tools were available 
in print such as the books Arte para ligeramente saber la lengua arauiga, by Pedro de 
Alcalá (Granada, 1505), the Doctrina Christiana en lengua Arauiga y Castellana, by 
Martín de Ayala (Valencia, 1566) and Recopilación de algunos nombres arábigos que los 
árabes pusieron a algunas ciudades y a otras muchas cosas, by Diego de Guadix (c. 1580). 

Aracil Varón (cited in Galeote, 2008) argues that in spite of differences between 
the Moriscos and Indians in Mexico, it is plausible that the evangelisation in the 
new Spanish American lands took into account the Granada experience. In fact, 
during the sixteenth century evangelisation would continue with both Moriscos 
and indigenous Americans. No doubt those printed books were supposed to help 
annihilate any traces of Arabic culture.
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The first known sample of a published Arabic alphabet appeared in the book 
Peregrinatio in Terram Sanctam by Bernhard von Breydenbach, printed in Mainz 
(Germany) in 1486 and, later translated into Spanish and printed in Zaragoza (Spain) 
in 1498. The samples of Arabic shown in those editions were cut on wood. They 
were intended as formal illustrations of the Arabic alphabet and not produced as 
movable type. The letters, displayed in their isolated form, respond to a simplified 
version of the Arabic script which removes any calligraphic reference and reduces 
them to a formal geometric structure. As mentioned in an earlier chapter, letters 
are interpreted in wood carving and differ a lot from a proper script by hand 
definition [Fig. 20], although it seems clear that they were inspired by engraved 
Kufic decorative models, we can observe the characteristic of black-letter and other 
contemporary German styles. The artist, who had drawn the alphabet, together with 
the rest of illustrations that appear in the book, was Erhard Reuwich, from Utrecht, 
who accompanied Breydenbach in his pilgrimage to Jerusalem in order to draw 
the sights. It should be noted that this book, composed in black-letter characters is 
considered to be the first illustrated travel book in printing press history and was a 
highlight for book illustration development. 

Some years later, in 1505, another sample of the Arabic alphabet was shown in the 
afore-mentioned Arte para ligeramente saber la lengua arauiga, by Pedro de Alcala and 
printed in Granada by Juan Varela [Fig. 21]. The first bishop of Granada, the prelate 
Fernando de Talavera, commissioned Juan Varela, who came from Salamanca, to 
publish two books that would help missionaries who did not know Arabic, to convert 
the population of the new reconquered lands (Aboussouan, 1988).

The book is a grammar of the Arabic language that was spoken in Granada at 
that time and contains a manual for Catholic practice. The Latin alphabet is used 
as a vehicle for learning Arabic, introducing several diacritical marks above the 
characters in order to translate the Arabic sounds. In the book, Latin appears as the 
regular script to represent Arabic. Moreover, Catholic religious content and worship 
prays were used as text samples for learning Arabic, since the main intention of the 
book was for it to be used as an evangelising tool. The Arabic alphabet only appears 
as a woodcut illustration and not as a real set of characters for the composition of 
words and text. The shapes of the letters are quite close to the Arabic Maghribī 
style that was used in the western part of the Muslim Empire. But, although letter 
shapes are better drawn than the alphabet samples in Peregrinatio in Terram Sanctam, 
letter image is poor and lacks proportions and definition. Taking into account the 
geometric structure of these letter drawings, it seems that the reference style taken 
was once again Kufic, although a kind of contrast in the strokes is depicted when 
defining the outlines.

 As a complement to the book, Pedro de Alcalá published the Vocabulista arauigo 
en letra castellana, the first Castilian-Arabic dictionary intended for both Spanish 
and Muslim communities [Fig. 43]. I find what Pedro de Alcalá states in his book 
especially interesting: 
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It is very wise to enrich ourselves from our neighbours, both from those recent 
ones converted to our holy Catholic faith and from the old Christians who need 
to become their preachers and teachers. Thus, the aljamiados (or ‘Old Chris-
tians’) may, through this work, learn Arabic going from Romance to Arabic, and 
the Arabs (or ‘New Christians’) who can read the Castilian characters can learn 
Aljamia quickly passing first by Arabic.4  (Alcalá, 1505, p. 2) 

Although the goal is clear: training Christian priests and others involved in 
converting the Muslim population of Andalusia to Christianity, throughout the text 
we can already notice how a certain multilingual concern is expressed by Pedro de 
Alcalá as a way of approaching different cultures, Muslim and Christian. In spite of 
that multicultural concern, the Latin alphabet is used as the only medium to learn 
the Arabic words.

We could consider these two books mentioned above as the first ones where 
Arabic letters were displayed in Spain before Arabic metal type was used for type 
composition.

4.3  Arabic types in Spain

The first book composed with movable Arabic types was the Kitāb salāt al-sawā‘ī 
printed in Fano (Italy) in 1514 by Gregorio di Gregorii. According to Miroslav Krek, 
the book was meant for use by Christians in Syria, and it is believed that the Arabic 
typefaces were cut by Francesco Griffo, the Italian punchcutter who worked for the 
printer Aldo Manuzio, and was also responsible for inventing the Italic version of the 
Latin script (Smithshuijzen, 2009, p. 30).

In Spain, the use of movable Arabic types was not known until the eighteenth 
century, when a renovated interest in the Muslim legacy was promoted by an intel-
lectual minority of enlightened men. Miguel Casiri’s Bibliotheca Arabico-hispana escuri-
alensis [Fig. 44], published in 1760, revived the interest in Arabic culture. The arrival 
of Casiri to Madrid in 1748 was relevant for the development of Spanish Arabism. 
Miguel Casiri [Mihail Garcieh al-Gaziri (Tripoli, 1708 –† Madrid, 1791)] was a 
Syrian-Maronite presbyter and Arabist who took care of the Arabic manuscripts 
collection of El Escorial. According to Sempere, it was Rávago (confessor of King 
Philip V), Casiri’s teacher in Rome, who promoted him to get a job at the Royal 
Library as an interpreter of Oriental languages, and who commissioned Casiri to 
make an index of all Arabic codex collected in the library of the Monastery of San 

4  Original text in Spanish: “Es muy sabio enriquecerse de nuestro prójimo, tanto de los recién convertidos a 
nuestra santa fe católica como de los cristianos viejos, que tanto necesitan convertirse en sus predicadores 
y maestros. De este modo, los aljamiados (o ‘cristianos viejos’) podrán, gracias a esta obra, aprender el árabe 
yendo del romance al árabe y los árabes (o ‘cristianos nuevos’) que sepan leer los caracteres castellanos 
podrán aprender rápidamente la aljamía pasando primero por el árabe”. From Alcalá, Pedro de (1505), 
Vocabulista arábigo en letra castellana, Granada: Juan de Varela de Salamanca, p. 2.
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Lorenzo de El Escorial (Sempere, 1785). He played an important role in the spread 
of Oriental knowledge within the country, teaching Arabic to Pedro Rodríguez 
Count of Campomanes5 and Hellenist scholar José Carbonel Fogassa,6 who wrote 
an Arabic grammar which is unedited.7 Together with Martín Sarmiento8, these 
men would be part of the enlightened scholars who would be influential in the 
renaissance of Oriental studies in Spain.

Under the protection of the Count of Campomanes and promoted by the Royal 
librarian, Juan de Santander, Casiri wrote the Bibliotheca Arabico-hispana escuri-
alensis (Madrid, 1760-70), a two-volume catalogue of all Arabic manuscripts from the 
Monastery library of San Lorenzo de El Escorial. Both volumes, good samples of 
Latin-Arabic multi-script composition, were printed in Madrid by Antonio Pérez de 
Soto, the first printer who worked with Arabic movable types, in Spain (EEA, 2007).

For the first volume it was necessary to purchase a set of Arabic types abroad.9 It 
was with the help of Juan Bautista Orcel, a French bookseller established in court, 
that an Arabic font collection was acquired in 1751. The commission was made to 
Zacharie Chatelain, a bookseller in Amsterdam, who dealt with all the formalities 
and contacted a type founder from that city (Corbeto, 2001, p. 160). This is also 
confirmed by Gregorio Mayans, who promoted Miguel Casiri’s book. According 
to Mayans, the Arabic types came from Holland and the first printing proofs were 
made in July 1751 (Epistolario, Valencia, 1987, VII).10 This proofs referred to as the 
Bibliotheca Arabico-hispana escurialensis were observed by oriental scholar Martín 
Sarmiento who said, “This Arabic-Latin sheet proof, which is printed in Madrid, has 
caused me a singular joy. Provided the bad Arabic alphabet that appeared in Pedro 
de Alcalá’s grammar [Arte para ligeramente saber la lengua arauiga], never have been 

5  Pedro Rodríguez de Campomanes (1723-1802) was a Spanish statesmen and writer. He was appointed 
Minister of Finance in 1760 within the first reformist government of Charles III led by Prime Minister 
Count of Floridablanca. In 1763 he became a member of the Spanish Royal Academy, and in 1764 won 
the presidency of the Royal Academy of History. In 1780 he received the title of Count of Campomanes, 
although he did not belong to the nobility.

6  For further information on José Carbonel Fogassa, see: Die Maculet, Rosario & Alberola Romá, Armando 
(2010), ‘Jose Carbonel Fougasse (1707-1801). El rastro de un erudito en la España ilustrada’, Revista de Historia 
Moderna, 28, pp. 11–50. ISSN: 0212-5862.

7  Manuscripts of this unedited Arabic grammar are kept at the National Library, Mss. 11554, Papeles varios 
de Gramática Arábiga. The first is titled: Elementos de la Gramática Arábiga, por Dn. Joseph Carbonel y Fogassa, 
Comisario de Marina, Discípulo de Dn. Miguel Rasir, Syro. Se empezó el día 1o de Junio de 1748. En Madrid (Mss. 11554-
1). In the tenth manuscripts group, it includes the draft for a Specimen Arabicum (Mss. 11554-10). The eleventh 
manuscript sheet includes a draft for Arabic and Samaritan alphabet (Mss. 11554-11).

8  Martín sarmiento (1695-1772) was a Spanish scholar, writer and Benedictine monk. He was part of the 
influential figures of the Enlightenment in Spain.

9  In 1751, Campomanes and Casiri, when translating two chapters from the ‘Agriculture Treat’ of Ibn al-
‘Awwam, made a list of Arabic glyphs (Varela-Orol, 2012).

10  Biblioteca Valenciana digital. http://bv2.gva.es/es/corpus/unidad.cmd?idCorpus=20000&idUnidad=49973&p
osicion=1 [Consulted January 2013].
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seen any printing of Arabic characters in Spain, so far” (Sarmiento, cited in Varela-
Orol, 2012). That comment from Sarmiento means that it was the first time an Arabic 
movable typeface was used for printing within the country. 

In a footnote, Corbeto points out the acquisition of the Arabic font, together 
with other Latin ones: “from 1754 and 1756 fourteen boxes of Arabic and Latin 
types entered from Bilbao customs, purchased at Voskens & Clerck type foundry 
in Amsterdam”.11 It was necessary to purchase more Arabic types to continue with 
the printing of the Bibliotheca Arabico-hispana escurialensis and for its coming second 
volume which would be finished in 1763 but not printed until 1770. 

The types used in the Bibliotheca Arabico-hispana escurialensis are quite similar 
to those used in the Evangelium infantiae vel liber apocryphus de infantia Servatoris,12 by 
Heinrich Sike, printed in Utrecht in 1697 [Fig. 45]. Although these are very worn 
and poorly connected, giving a bad image in the composition of the text, they are 
identical to the Arabic types cast at the Voskens Foundry.13 So it seems clear where the 
Arabic types came from, though it is not clear who cut them. Even though the saga of 
Voskens – Bartholomeus (the elder), Reinier, Hendrick, Dirk and Bartholomeus (the 
young) – who worked as punchcutters and provided many printers with their fonts, 
not all types shown in their type specimens were cut by them (Lane, 2004, p. 54). 
They bought types to the punchcutter Arent Corsz Hogenacker, among which are 
some of the Arabic types that were part of Voskens extensive catalogue. This could be 
a path to follow for future research. Since it is not so important for the practical part 
of this thesis, I am leaving this information open for a further investigation.

Pérez de Soto combine Fleischman’s Latin types together with the types shown 
in Antonio Bordazar’s Plantificación de la Imprenta de el Rezo Sagrado (Valencia, 1732)14 
[Fig. 46]. These types are close to the roman types from Plantin. In fact, Francisco 
Méndez in his Typographia Española confirms this fact (Méndez, 1796, p. 406).

Historian Daniel B. Updike in his Printing Types, considered the layout of 
Bibliotheca Arabico-hispana escurialensis a good sample of harmonisation between 
Arabic and Latin scripts (Updike, 1922). 

Antonio Pérez de Soto printed more books using those Arabic typefaces: the 
Tratado de las aguas medicinales de Salam-Bir by Mariano Pizzi (1761) [Fig. 47] and the 
Gramática arábigo-española by Francisco Cañes (1776) [Fig. 48]. This author, also wrote 
the Diccionario español latino-arábigo but this time it was printed by Antonio de Sancha 
in Madrid, in 1787 [Fig. 49].

11  Corbeto, Albert (2011), Tipos de imprenta en España. Valencia: Campgráfic. Note n. 238, p. 160.

12  The book can be consulted on-line at: http://ia700504.us.archive.org/27/items/evangeliuminfant00traj/
evangeliuminfant00traj.pdf [Consulted August 2012].

13  http://www.hurqalya.pwp.blueyonder.co.uk/BIBLIOGRAPHY-HYP/BIBLES-MISC-OCC/ARABIC%20
BIBLES%20-%20DARLOW%20AND%20MOULE.htm [Last accessed October 2012].

14  Those types are displayed in Bordazar’s Plantificación de la Imprenta de el Rezo Sagrado as ‘Caracteres de 
España’. Nevertheless, those types were founded from the matrices that were brought from Flanders by King 
Charles II and kept by type-founder Juan Gómez Morales, in Madrid.
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In both books, Tratado de las aguas medicinales de Salam-Bir and Gramática arábigo-
española, the Latin and Arabic types used are the same ones used in the Bibliotheca 
Arabico-hispana. Nevertheless, in the Diccionario español latino-arábigo, Jerónimo Gil’s 
Latin types (Parangona, Atanasia gorda, Atanasia chica and Entredos) are used along the 
book together with his Arabic (Arabe). In the prologue it states that both Latin and 
Arabic types had been founded from the matrices that belonged to the Royal Library 
(Biblioteca Real), in Madrid, under the direction of Manuel Monfort, treasurer of 
the Library at that time (Cañes, 1787, p. V). For the printing of the Diccionario español 
latino-arábigo Antonio de Sancha15 borrowed the matrices from the Royal Library. 
The Arabic type looks more sharp and new. In fact, they look more accurate than the 
worn out types that appear in the other books printed by Pérez de Soto.

In the same year 1787, Antonio de Sancha printed the Ensayos sobre gramática y 
poética de los árabes by Patricio de la Torre and Miguel García Asensio [Fig. 50]. Gil’s 
typefaces are also used in this book which aim was to encourage the study of the 
Arabic language and cultural legacy in relation with Spanish language and history, 
also vindication for the role of the Arabs in the restoration of Science and Arts.

The first Arabic types displayed in a Spanish type specimen (regarding all the 
existent and known material on this matter) were shown in Muestra de letras fundidas 
en las matrices hechas de orden del Rey nuestro señor, para la Imprenta Real, a complete 
specimen sheet of Jerónimo Gil typefaces, printed in Madrid in 1774. These types 
were intended for the Royal Printing House and were presented to King Charles 
III with the aim of getting a grant from the Government. Gil also cut an Arabic 
typeface; together with different sizes of Latin faces and one of Greek and Hebrew 
[Fig. 51]. He was the first Spanish punchcutter who cut an Arabic typeface. Never-
theless we do not know about his knowledge on Arabic. There is no record or any 
notice of this kind of knowledge. It is quite plausible that Jerónimo Gil took into 
account current samples of Arabic typefaces as a reference when he cut his own 
Arabic version. In fact, the types used at the Bibliotheca Arabico-hispana escurialensis 
are quite similar to those that were featured by Gil in his specimen sheet in 1774. 
Nevertheless there were other reference specimens that could have influenced 
the final designs, such as the Arabic types at the Enschedé foundry in Haarlem. 
In fact, in The Enschedé type specimens of 1768 & 1773. Introduction and notes by John 
A. Lane, Lane refers to a request made by the Spanish Court in January 1770 to 
the Enschedé foundry asking for the 1768 type specimen (Lane, 1993, p. 21). This 
proves the interest to acquire the ultimate novelties from one of the most renowned 
foundries in Europe at that time. Albert Corbeto (2011) points out the possibility 
that Juan de Santander, responsible for the Royal Library, was behind this request to 

15  Antonio de Sancha (1720-1790) was an important Spanish publisher, printer and bookbinder. He had his 
printing office in Madrid. He printed and published some relevant books and also worked for the Royal 
Academy of History and the Royal Academy of Language as a bookbinder. Besides his work, Sancha 
organised influential enlightened meetings in the back room of his workshop.
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the Enschedé foundry when “looking for the appropriate designs intended for the 
new type collection at the Royal Library” (note n. 260, p. 173). In fact, the original 
Enschedé type specimens from 1756 and 1768 owned by the Royal Library can now 
be consulted in the National Library in Madrid [Fig. 52], so, it may prove that the 
requested specimens got to Madrid and became part of the awareness on what was 
happening abroad.

The Arabic types displayed in both Enschedé specimens from 1756 and 1768 are 
exactly the same. They appear named as Text Arabis and Text Maleits (in the 1756 
specimen) and Text Arabisch and Text Maleitsch (in the 1768 specimen), and not only 
are the typefaces the same but both specimens also use the same sample text. In the 
1768 type specimen, both Arabic designs appear undersigned and dated by J. M. 
Fleischman, in 1742, as the punchcutter who cut them. At this point, it is important 
to say that Fleischman’s designs had a strong influence over Spanish punchcutters, 
at least for his particular ‘gros oeil’ Latin designs.16 It is well proven how influential 
his designs were on the first Spanish punchcutter Eudald Pradell’s typefaces,17 
especially noticeable during his residential period in Madrid. The Spanish link with 
the Low Countries’ printing tradition while they were part of the Spanish Empire 
is also obvious. This influential link would be of great importance even after the 
Utrecht Treaty. Nonetheless, the Arabic named Dubbelde Augustyn Arabisch which 
is shown in the Enschedé type specimen of 1773 is totally different from Fleis-
chman’s type samples from 1756 and 1768. According to The Enschedé type specimens 
of 1768 & 1773. Introduction and notes by John A. Lane (Enschedé, 1993, p. 85-86) that 
accompanies the Enschedé facsimile, that Arabic could well be attributed to 
Arent Corsz Hoogenacker (1616-1617). While we could observe certain similarities 
between Fleischman’s designs with those of Gil, the Dubbelde Augustyn Arabisch is 
far away in time and appearance from the Arabic cut by Geronimo Gil, which was 
first presented in his specimen of 1774 and was featured again in the type specimen 
booklet titled Muestras de los nuevos punzones y matrices para la letra de imprenta 
executados por orden de S.M. y de su caudal destinado a la dotación de su Real Biblioteca [the 
Royal Library type specimen], published in Madrid in 1787, as Arabe and Arabe con 
las mociones18 [Figs. 53A–53B]. For this new specimen, Gil added the vocalisation 
marks (or ‘mociones’) to his Arabic. As is noted below on the same page, they were 
cut in 1786. 

16  For further reading: Johnson, A.F. (1959), ‘The evolution of the modern-face roman’, in Type designs, their 
history and development, 2nd ed. London: Grafton & Co. Johnson, A.F. (1970), ‘The ‘goût Hollandois’’ in Selected 
essays on books and printing, Amsterdam: Van Gendt & Co.

17  Eudald Pradell (1721-1788) was born in Ripoll. He pertained to a family of gunsmiths and learned the 
practice of being an armourer with his father, acquiring the knowledge of making punches. Pradell 
established his own workshop in Barcelona and cut his first ‘petit canon’ punches in 1758. His fame as a 
punchcutter increased and King Carlos III gave him a pension in order to provide new type designs for the 
Royal Printing House in Madrid, where he finally moved and set up his foundry.

18  As it is noted below the specimen page n. 44, Gil’s Arabic had 122 matrices for the size of Text and 5 for the 
squares, with 119 punches.
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Juan de Santander who was responsible for the Royal Library type collection, 
took care to collect all the typefaces that were featured in the Royal Library 
specimen of 1787. Most of the types shown in that catalogue were cut by Jerónimo 
Gil with some advisory from calligrapher Francisco Javier de Santiago Palomares,19 
who was an acknowledged paleographer. We can see in this booklet the types that 
Gil presented in his sheet specimen of 1774, including his Arabic type.

Antonio Giménez Reíllo in his article ‘The Dutch connection’ (Giménez Reíllo, 
2012a)  states that the Arabic types used in the Bibliotheca Arabico-hispana escurialensis 
are those that were also displayed in Muestras de los nuevos punzones y matrices para la 
letra de imprenta executados por orden de S.M. y de su caudal destinado a la dotación de su Real 
Biblioteca [the Royal Library type specimen of 1787], making no difference between 
the Arabic types cut by Gil and the ones that were purchased abroad for that 
purpose. It is true that they look very similar but they are not the same [Fig.58].

By the end of the 18th century, the Royal Printing House published three very 
complete type specimen books which included all the type collections they owned. 
These catalogues were a perfect sample of the kind of typefaces available in Spain 
during the second half of the 18th century. The first ones were published in 1788 
and 1793. There was still a third type specimen book published in 1799 that would 
include some material acquired from the Royal Library printing office and from the 
Officina Bodoniana in Parma. In the specimens of 1793 and 1799 there were different 
Arabic collections: Árabe en texto and Árabe en entredos (in the 1793 specimen), Árabe en 
texto, Árabe en texto con mociones, Árabe en lectura and Árabe en lectura con mociones (in the 
1799 specimen).20 

The Árabe en texto shown in the Royal Printing House specimen of 1793 and the 
Árabe en texto and Árabe en texto con mociones from the specimen of 1799 are the same 
Arabic design cut by Jerónimo Gil which was featured in the Royal Library specimen 
of 1787. Nevertheless, the sizes Árabe en entredos, Árabe en lectura and Árabe en lectura con 
mociones displayed in the 1793 and 1799 specimens come from another source [Figs. 
54–55]. These could well be the samples of Arabic that were purchased after 1787 
when Manuel Monfort took responsibility for the Royal Library printing office and 
foundry. According to Corbeto, two more collections of Arabic were purchased after 
the Royal Library specimen book had been printed (Corbeto, 2011, p. 199). Here 
we have another path to follow for further future inquiry. It would be interesting to 
know where did Monfort bought these types (although only one is displayed even it 
appears under different names: Árabe en entredos and Árabe en lectura) and also look for 
Arabic specimens abroad. 

In comparison with the Arabic type cut by Gil, this new Arabic is smaller in size 

19  Francisco Javier de Santiago Palomares (1718-1796) was a distinguished paleographer and Spanish diplomat. 
He was a member of the Royal Academy of History.

20  The original type specimens can be consulted in the Catalonian Library, Barcelona (Biblioteca de 
Catalunya) and the National Library, Madrid (Biblioteca Nacional).
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and has a minor vertical extent, and includes several ligatures in his type set.
Gil’s Arabic was also used in other books printed by the Royal Printing House, in 

Madrid, the Parafrasis Arabe de la Tabla de Cebes [Fig. 56], translated by Pablo Lozano 
y Casela, printed in 1793, and Descripción de España de Xerif Aledris [Idrīsī, Muḥammad 
b. Muḥammad al-Sarīf al- (ca. 1100-1166)] translated by José Antonio Conde, and 
printed in 1799 [Fig. 57]. They are two samples of multi-script text composition 
where Latin and Arabic are combined. The Arabic type of Gil was used by the Royal 
Printing House after they had acquired the material from the Royal Library foundry 
workshop. Other printers such as Antonio de Sancha had used Gil’s Arabic when 
the matrices belonged to the Biblioteca Real (Royal Library) while the Arabic Dutch 
type was used at Antonio Pérez de Soto’s printing office.

4.4  Jerónimo Gil’s Arabic

Jerónimo Gil was, in fact, the only Spanish punchcutter to cut an Arabic typeface. 
Gil was a punchcutter formed at the Real Academia de Bellas Artes de San Fernando, 
in Madrid. He studied engraving and worked at the Royal Mint (Real Casa de la 
Moneda), and collaborated with Juan de Santander at the Royal Library. The Arabic 
that he featured in his type specimen sheet in 1774 was part of a complete type 
collection that Gil cut himself intended to be offered to the Spanish King Charles III.

When comparing the Arabic type designed by Gil with the ones purchased 
abroad, I could realise how close the characters are from those used in the Bibliotheca 
Arabico-hispana escurialensis [Fig. 58]. Nevertheless, I could observe that Gil’s Arabic is 
a bit more fluent and closer to handwriting script than the Arabic used in those two 
volumes. Gil’s characters connect with each other better, even though it is a difficult 
issue to achieve in most cases when composing Arabic. 

Apart from the Bibliotheca Arabico-hispana escurialensis, Gil might have also been 
aware of the Enschedé specimen where Fleischman’s Arabic was shown. As stated 
above, Fleischman’s types had a strong influence among Spanish punchcutters. But 
both Fleischman and Gil have a conception of Arabic too linked to Latin script and 
its unconnected letters. In the samples of text shown in the different specimens, the 
‘Kashida’ (the connecting baseline stroke) is overused and offers a poor image of the 
text composition.

It is feasible that Jerónimo Gil also had the Arabic types shown at the Enschedé 
specimen in mind. Anyway I am more inclined to think that Gil was more concerned 
with the types used at the Bibliotheca Arabico-hispana escurialensis, which was the main 
reference book for Arabic manuscripts during the second half of the eighteenth century.

They both took Naskhī style models, but they take a more typographical and 
modular approach instead of a more calligraphic one. The result is far from the types 
that Robert Granjon and Guillaume II Le Bé had achieved at the end of the 16th 
century. In those cases, the types shown were more fluid and close to a calligraphic 
hand and were less static.
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It was poor practice to imitate earlier Arabic designs instead of achieving new 
ones from a proper awareness on Arabic calligraphy script. This was a practice 
that led to the development of Latin typography in most cases but, in the case of 
Arabic, the imitation without critical observation contributed to the misleading 
Arabic, thus the shaping of what Thomas Milo calls ‘Eurabic’. Nevertheless, we 
should understand the position of punchcutters at the time Gil cut his Arabic. They 
followed the established Eurocentric logic, so their procedure was a logical one 
despite we consider it poor practice today.

So, the normal procedure for Jerónimo Gil’s Arabic was to imitate the Arabic 
types purchased abroad and used in the Bibliotheca Arabico-hispana escurialensis, since 
that was surely the closest reference he had. If he had taken into account original 
manuscripts instead of taking printed Arabic types as reference material, his Arabic 
would have achieved a more calligraphic grammar. Surely, manuscripts were not 
easily available or accesible to punchcutters and printers. Walter Tracy defends 
the position of skilled punchcutters and points out the inaccessibility of original 
manuscripts (see Tracy’s citation in page 78). This inaccessibility was more evident 
for the case of Spain were Arabic documents were under siege. Anyway, some 
improvements were made on Gil’s Arabic in comparison with those Arabics from the 
Bibliotheca Arabico-hispana, perhaps those improvements were achieved with the 
help of paleographer and calligrapher Santiago Palomares who had good knowledge 
on old Spanish manuscripts.

Gil’s Arabic were in use until well into the nineteenth century. In 1811 Juan José 
Sigüenza y Vera, a disciple of famous printer Joaquín Ibarra, used Gil’s Arabic as a 
sample for the Arabic alphabet in his Mecanismo del arte de la imprenta21. 

Although the Arabic cut by Gil was not a good sample of Arabic type design, 
according to our contemporary type design standards, it was important for the 
spread of Arabic knowledge and the development of Arabism in Spain.

4.5  Arabic types in the 19th and 20th centuries

The second half of the eighteenth century was a highlight in the history of type design 
and punchcutting in Spain.22 It also was the time where some of the best editions were 
made, including the Bibliotheca Arabico-hispana escurialensis which was significant in 
terms of being the starting point for oriental studies in Spain. This interest in reviving 
Arabic studies was promoted by a few enlightened people, Martín Sarmiento among 

21  Mecanismo del arte de la imprenta para facilidad del los operarios que exerzan (Mechanism of the art of printing), by 
Juan José Sigüenza y Vera, was printed by the Imprenta de la Compañía in Madrid. After Juan Caramuel’s 
Syntagma de arte tipographica (1664), this is one of the most comprehensive treaty on the art of printing 
published in Spain.

22  For further reading on this area, see: aecid (2009), Imprenta Real. Fuentes de la Tipografía Española, Madrid: 
Ministerio de Asuntos Exteriores y de Cooperación - AECID
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others, since they considered it would contribute to “the creation of a national 
identity throughout the vindication of a glorious past, thanks to the development of 
Arabic culture and its contribution to the European culture” (Varela-Orol, 2012). Also, 
by translating Arabic manuscripts into Spanish, it would be possible to find out more 
about the Moors and get a more complete knowledge about the History of Spain.

Following this enlightening programme a Latin-Arabic book was published in 
1802 compiling part of the Arabic knowledge on Agriculture. The Libro de Agricultura 
(Agriculture book) by Aben Mohamed Ben Ahmed Ebn El Awam, the Sevillian 
[Ibn al-‘Awwam], translated from Arabic by José Antonio Banqueri, was published 
with both Latin and Arabic scripts in a two-column multi-script text layout [Fig. 
59]. The translation work was carried out with the help of Miguel Casiri, as the 
Count of Campomanes states in the censorial previous text for this book written 
in 1793. The two volumes were printed later at the Royal Printing House in 1802 
and were composed with the Árabe en lectura of the 1799 type specimen (which had 
also appeared in the 1793 type specimen under the name of Árabe en entredos). This 
typeface was the one that was not cut by Gil and the author of which is not known. 
As previously mentioned they could well be the typeface that was purchased after 
the 1787 Royal Printing House type specimen was published.

The Arabic typeface cut by Gil will appear again in another specimen booklet, 
Inscripciones que se compusieron é imprimieron en presencia de los reyes nuestros señores, de toda 
la real familia, y el serenísimo señor príncipe real de Sajonia Maximiliano y su augusta hija la 
serenísima señora princesa Amalia, el día 13 de Enero de 1825, en que se dignaron honrar este real 
establecimiento con su augusta presencia,23 printed by the Royal Printing House, in Madrid, 
in 1825 [Fig. 60]. In this booklet, different types of Latin and non-Latin types from 
the collection were displayed in some sort of homage to King Ferdinand VII.

During the second half of the nineteenth century, the now so called ‘Imprenta 
Nacional’ (National Printing House) – before ‘Imprenta Real’ (Royal Printing 
House) – started to lose control in favour of new type foundries that had established 
and started up their businesses since the Spanish Constitution of 1837 approved the 
freedom to publish.

The Royal Printing House, which at the beginning of the 19th century owned the 
main and best collection of punches and matrices all over Spain (and one of the best 
in Europe) started diminishing its preferential status and had to reorganise and adapt 
its material to contemporary needs (Corbeto, 2011, p. 264). In 1850, Eusebio Aguado, 
the court printer, asked for an Arabic set he needed for the printing of Catálogo de 
la Real Armería (Corbeto, 2011, p. 266), which was printed in 1854 and combined a 
modern didone Latin style with the Arabe en Entredos which was shown in the Royal 
printing House specimen of 1793 [Fig. 61]. This is certainly not the type that was cut 
by Jerónimo Gil. In this case the matchmaking for both Latin and Arabic is really 
discordant.

23  National Archive / Archivo Histórico Nacional. Consejos - Legajo. sig. 11303 / 67.
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In 1862, the National Printing House published the Catálogo de los códices arábigos 
adquiridos en Tetuán por el Gobierno de S.M. by Emilio Lafuente Alcántara [Fig. 62]. For 
this case, they used a totally new set of Arabic. The contrast with the Latin didone 
used is also inharmonious, but the Arabic looks more fluid and connected than 
earlier used Arabic forms.

In 1867 these Arabic type collections, together with other Greek and Hebrew 
collections were lost when the Government decided to close down the National 
Printing House (Corbeto, 2011, p. 267).

By the end of this century another book would use another set of Arabic: the 
Biblioteca Arabico-Hispana by Francisco Codera y Zaidín,24 printed in 1895 combine 
also a Latin didone with an Arabic one that looks very close to the one used by the 
National Printing House [Fig. 63]. I would consider it the same type although in this 
case the types are more detached and worn out. It seems that some new characters 
were added, as we find two different Lam-Alif ligatures and a weird Alif_Lam-Alif 
ligature among the set. Moreover, it looks like different sorts were mixed up within 
the composition with the consequent lack of quality.

During the second half of the nineteenth century two major foundries started 
trading in Spain, Richard Gans in Madrid and Fundición Tipográfica Neufville 
in Barcelona. Richard Gans arrived in Spain in 1874 as a representative of several 
European factories and started a business in 1875. Fundición Tipográfica Neufville 
was purchased in 1922 by Carlos Hartmann. Together with Bauersche Giesserei in 
Frankfurt and the Bauer Type Foundry in New York, it became one of the first inter-
national references in type design production and distribution.

Richard Gans, as it is expressed in their catalogue of 1922, had its main offices 
in Madrid, Barcelona and Seville, also in Lisbon, Buenos Aires, Havana and Cairo. 
It featured two Arabic typefaces (Gans, 1922, p. 170), one in a regular weight 
and another one in a heavier weight [Fig. 64]. They have different designs and, 
therefore, they come from different approaches. The bolder version has more 
compact proportions and has a heavier horizontal stroke. The lighter version has 
a more calligraphic flow and more balanced proportions. This typeface is the one 
that appears under the generic name of Arabe in the Catálogo general de tipos (also 
known as Catálogo azul, the “blue catalog”), published by 1953 (pages 224–225) 
[Fig. 65]. No information has been published about this typeface, nor has the 
date and or authorship been credited. According to Dimas García, these Arabic 
types are considered to be cut by Carlos (Carl) Winkow (García, 2008, p. 15),25 a 
German punchcutter and typographer who was established in Spain and worked 
for the Richard Gans Foundry and, after the Spanish Civil War, at the Fundición 
Tipográfica Nacional. Carl Winkow (Sömmerda, 1882 - Madrid, 1952) one of the 

24  Francisco Codera y Zaidín (1836-1917) was a historian, philologist, Spanish Arabist and scholar.

25  Dimas García got this information from Mr. Bienzobas, a worker at Richard Gans Foundry.
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most important type designers in Spain, begun collaborating with Richard Gans 
in 1907 and after spending the Civil War years in Germany he came back to Spain 
in 1940 and worked for the Fundición Tipográfica Nacional, designing typefaces 
such as Numancia, Hispalis, Interpol, Belinda, Cursiva Rusiñol and Electra, among other 
designs.26

The Richard Gans blue catalogue is the last complete specimen that they had 
published and displayed a large range of original type designs. Together with 
Fundición Tipográfica Neufville (Bauerische Giserei), they were the most important 
type foundries established in Spain in the twentieth century.

By 1988, Fundición Tipográfica Neufville took over Les Fonderies Typographiques 
Réunies, successors of the Dib Foundry, in Beirut (Lebanon). Among the Arabic 
collections acquired by Neufville it included Al-Wadhah, a Naskhī styled Arabic 
typeface designed by Georges Dib [Fig. 66]. As Neufville manager Wolfgang 
Hartman says, none of the Arabic collections have been digitised so far, although 
they owned their copyrights.27 Linotype is currently offering one of Dib’s designs, its 
Kufic family28 published in 1987.

Georges Dib worked for Neufville as a salesman until his death in 2007 and, 
according to its manager he visited several Arabic countries in order to offer the 
Arabic fonts he had designed and which were founded and distributed by the 
Neufville type foundry.

In the English-French bilingual catalogue entitled Neufville Barcelona at the Arabic 
Printer’s Service - Au Service de l’imprimerie arabe, published by 1989, Neufville “features 
the typefaces acquired at the Fonderies Réunies de Caractères from Lebanon under 
the art direction of Mr Georges Dib” (Neufville, c. 1989). The specimen of typefaces 
was intended mainly for the Arab printers. The Neufville Arabic collection includes 
a Kurdish Roman, Naskhi (light, bold), Naskhi Shadow, Naskhi simplified, Koufi normal 
(light, bold, italic), Koufi new (light, bold), Rouk’i and Al Wadhah (light, bold), in 
different sizes [Fig. 67].

The matrices of these Arabic collections coming from Lebanon are currently 
stored at the Sala Temàtica d’Arts Gràfiques de la Diputació (Cabinet of Graphic 
Arts), in Lleida (Spain), to be catalogued and preserved. They were offered to this 
institution by Neufville when they closed down their foundry in 2008. Another 
important part of that donation went to the Imprenta Municipal-Artes del Libro 
(Council Museum for Printing Arts), in Madrid. As far as I have inquired into it, 
there was no Arabic included in that shipment.

26  For further reading on Carl Winkow: García Moreno, Dimas (2006), Carl Winkow, tipógrafo. 1882-1952, Unos 
tipos duros, Valencia: Campgràfic.

27  Interview with Wolfgang Hartmann, manager of Bauer Types and Neufville foundry (March, 2013) and 
personal communication from December 2012 to January 2013.

28  http://www.linotype.com/es/111073/Kufi-family.html [Last accessed October 2012].
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The Neufville Foundry also had a licence to fund metal version of ASV-Codar, 
from Ahmed Lakhdar Ghazal (1917-2008). The matrices were made by Georges Dib 
from Lakhdar drawings. As Hartmann comments, Dib only succeeded in cutting one 
single size of the typeface. It seems that not many founts were sold for this typeface 
in metal, and no type specimen was published.

Apart from the Gans’ Arabic designed by Winkow, there is not much information 
about other initiatives during the difficult years of dictatorship. The use of Arabic 
typefaces for text composition during the phototypesetting years had to rely on 
foreign designs and foreign technology, also.

In the digital era, the designer Paco Fernández from the Granada Design 
studio,29 designed several Arabic fonts as a personal project. In the year 2000, 
he started working for ‘El Legado Andalusí’ (Andalusian Legacy) and that fact 
prompted him to design Arabic typefaces based on inscriptions on Arabic Archi-
tecture monuments in Spain. As he comments “The process of work consisted 
of drawing the calligraphic inscriptions from pictures, reproductions and copies 
[...], and taking into account Ibn Muqlah principles in order to improve legibility 
[...]” (Fernández, 2006, p. 12). These Arabic typefaces have not been commercial-
ised, most likely because they are intended as a personal project or have not been 
properly produced according to commercial standards.

This practice-based research represents the starting point for an original Arabic 
type design based on local legacy but looking at contemporary needs. This Arabic-
Latin multi-script font will be the first font designed for this purpose, establishing 
a link between the Spanish Arabic typefaces used in the eighteenth century and 
the standards of global communication today. Nevertheless, it is not appropriate 
to imitate or follow what had been achieved by the Spanish punchcutters and type 
designers since they do not offer much quality in terms of Arabic script concerns. 
It is important to say that my approach to the Spanish Arabic types is about 
considering what has been done on Arabic punchcutting and to try to improve it 
from a digital perspective, taking account of calligraphy and Arabic script tradition. 
This will also be aided by looking at other reference works which have been carried 
out in recent years in order to obtain a useful result. For this reason, a closer look 
into history as investigation is necessary. As stated before, this is not a historical 
thesis but a departure point.

To sum up, taking into account of historical Spanish material obtained through 
research, this is the first type design project focused on Arabic type in Spain.

29  About Granada Design studio: http://www.granada-design.com/ [Last consulted 30 December 2012].
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Fig. 43. Vocabulista arauigo en letra castellana, published by Pedro de Alcalá (1505).
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Fig. 44 a. Bibliotheca Arabico-hispana escurialensis by Miguel Casiri, printed in Madrid 
by Antonio Pérez de Soto in two volumes, in 1760 and in 1770.
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Fig. 44 b. Bibliotheca Arabico-hispana escurialensis by Miguel Casiri, printed in Madrid 
by Antonio Pérez de Soto in two volumes, in 1760 and in 1770.
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Fig. 45. Evangelium infantiae vel liber apocryphus de infantia Servatoris by Heinrich Sike, 
printed in Utrecht in 1697.
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Fig. 46. ‘Caracteres de España’ (Spanish typefaces) in Antonio Bordazar’s Plantifi-
cación de la Imprenta de el Rezo Sagrado (Valencia, 1732).
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Fig. 47. Tratado de las aguas medicinales de Salam-Bir by Mariano Pizzi, printed in 
Madrid by Antonio Pérez de Soto, 1761.

Fig. 48. Gramática arábigo-española by Francisco Cañes, printed in Madrid by Antonio 
Pérez de Soto, 1776.
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Fig. 49. Diccionario español latino-arábigo by Francisco Cañes, printed in Madrid by 
Antonio de Sancha, 1787.

Fig. 50. Ensayos sobre gramática y poética de los árabes by Patricio de la Torre and Miguel 
García Asensio, printed in Madrid by Antonio de Sancha, 1787.
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Fig. 51. Muestra de letras fundidas en las matrices hechas de orden del Rey nuestro señor, para 
la Imprenta Real, a complete specimen sheet of Jerónimo Gil typefaces, printed in 
Madrid in 1774.
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Fig. 52. Epreuve des lettres et caractéres typografiques fondus a Harlem a la Fonderie de IZ. et 
Jean Enschedé, Haarlem, 1756. 
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Fig. 53 a. Muestras de los nuevos punzones y matrices para la letra de imprenta executados 
por orden de S.M. y de su caudal destinado a la dotación de su Real Biblioteca, published in 
Madrid in 1787.
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Fig. 53 b. Muestras de los nuevos punzones y matrices para la letra de imprenta executados 
por orden de S.M. y de su caudal destinado a la dotación de su Real Biblioteca, published in 
Madrid in 1787.
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Fig. 54. Carácteres de la Imprenta Real. Royal Printing House specimen of 1793.
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Fig. 55. Carácteres de la Imprenta Real. Royal Printing House specimen of 1799.
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Fig. 56. Parafrasis Arabe de la Tabla de Cebes, translated by Pablo Lozano y Casela, 
printed in the Royal Printing House, Madrid 1793.
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Fig. 57. Descripción de España de Xerif Aledris, translated by José Antonio Conde, 
printed in the Royal Printing House, Madrid 1799.
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Fig. 58. Comparison with the Arabic type designed by Gil with the one that was used 
in Casiri’s Bibliotheca Arabico-hispana escurialensis.
Enlarged version in next page

Arabic from Jerónimo Gil’s specimen of 1774                        Arabic from Bibliotheca Arabico-hispana escurialensis
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Fig. 59. Libro de Agricultura by Aben Mohamed Ben Ahmed Ebn El Awam, the 
Sevillian [Ibn al-‘Awwam], translated from Arabic by José Antonio Banqueri, printed 
in the Royal Printing House, Madrid 1802.
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Fig. 60. Inscripciones que se compusieron é imprimieron en presencia de los reyes nuestros señores, 
de toda la real familia, y el serenísimo señor príncipe real de Sajonia Maximiliano y su augusta 
hija la serenísima señora princesa Amalia, el día 13 de Enero de 1825, en que se dignaron honrar 
este real establecimiento con su augusta presencia, printed in the Royal Printing House, 
Madrid 1825.
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Fig. 61. Catálogo de la Real Armería, printed by Eusebio Aguado in 1854.

Fig. 62. Catálogo de los códices arábigos adquiridos en Tetuán por el Gobierno de S.M. by 
Emilio Lafuente Alcántara, published by the National Printing House, Madrid 1862.
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Fig. 63. Biblioteca Arabico-Hispana by Francisco Codera y Zaidín, 1895.
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Fig. 64. Arabic typefaces shown in Richard Gans catalogue of 1922.
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Fig. 65. Arabic typefaces shown in Richard Gans ‘Blue catalogue’ (ca 1953).

Fig. 66. Al-Wadhah typeface, designed by Georges Dib.
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Fig. 67. The Neufville Arabic collection in 1988. 
Naskhi (light, bold), Koufi normal (light, bold, italic), Koufi new (light, bold), 
Rouk’i and Al Wadhah (light, bold).
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Fig. 68. Writing exercises and sketching Arabic letters.
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5
Methodology

This practice-based research project has been developed in parallel with a 
theoretical investigation, based on reading, studying Arabic script and researching 
Arabic types designed and used in Spain.

As a designer and type designer I have applied my professional experience when 
approaching this practical part of the thesis. Moreover, I have tried to follow an 
active research approach where experimenting and trial-and-error has been part 
of the conventional work process. In this chapter I focus on the general guidelines 
than could be applied to non-Latin type design process, more specially to Arabic 
type design and its harmonisation with Latin. The next chapter is more focused 
on how I delivered these guidelines when designing my Arabic and accomplishing 
the multi-script Latin-Arabic type design. What follows is a proposal for a method 
when approaching a non-Latin typeface such as Arabic. Every stage of the process 
has been explained, not only with my personal experience but also with other 
experiences and statements that come from other practitioners and relevant profes-
sionals in the field. Designing an Arabic typeface from a non-Arabic background 
demands reliance on one’s experience and a commitment to a challenging process 
even though experience on Latin type design can be demonstrated. Since Arabic 
appeared as a non-familiar script system, I also had to look at other’s type design 
experiences and take into account other opinions and procedures. 

In the following sections, I try to give an overview of the process which is as 
open as possible in order for other designers to be able to find their own way of 
doing things. I have always believed that there is not a unique way to approach 
things. There are as many processes as practitioners.

Prior to starting any type design process, I believe it is advisable to observe some 
principles that apply, not only to non-Latin but to any alphabet design.

5.1  Type design principles

An alphabet, as Saad D. Abulhab expresses, serves several functions. The most 
important among them is facilitating language learning and writing (Abulhab, 2008, 
p. 184). Leonidas states that,

Typography and typeface design are essentially founded on a four-way dialogue 
between the desire for identity and originality within each brief (‘I want mine 
to be different, better, more beautiful’), the constraints of the type-making 
and type-setting technology, the characteristics of rendering process (printing 
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or illuminating), and the responses to similar conditions given by countless 
designers already, from centuries ago to this day. (Leonidas, 2010)

In type design there are important aspects to take into account. No matter which 
script, we need to consider different aspects: conventional and the technical aspects 
and those related to culture. According to Leonidas (2010), “Typographic design 
never happens in a vacuum”. 

5.1.1  Conventions in type design
Our relationship with lettering, typography and symbols is such a preconditioned 
aspect of our nature and culture that our appreciation of typography can never be 
without prejudice (Urban lettering, 2011). 

Letterforms are based on conventions. As type designer Gerard Unger states 
“some aspects have changed very little over long periods and can be called 
constants”.1 Characters have their own proportions which are based on certain 
conventions. Tools have contributed to determining them throughout the history of 
lettering. In the end, letters represent language, which is a convention. Baines argues 
that “typographers should begin to understand the features of language while at the 
same time learning the conventions for its notation and the technical processes for 
its reproduction” (Baines & Haslam, 2005, p. 10). According to Jury (2006), the act 
of reading is one of the most ruled and governed of all activities. Being taught the 
meaning of typographic conventions and the function of predictability should not be 
shirked (Jury, 2006, p. 28).

Although we are currently facing changing habits, shifting from paper to screen, 
we have developed certain reading habits. This has to do with how the eyes and 
brain work on writing and reading.2 As Gerard Unger states, “Habit formation has a 
considerable effect on typography, and the forms of letters are strongly influenced 
by habit. Conversely, the types that are most commonly read are reinforced by the 
habits of readers” (Unger, 2007, p. 84). Not rules, but conventions (or constants, as 
Unger calls it) that come from tradition and should be taken into account in any type 
design project. So, history is a faithful guide when looking for references or samples 
in order to analyse how tradition has shaped conventions and habits and how all 
this have affected type design and typography. For Stanley Morison, the concept 
of ‘tradition’ was another way to express the unanimity on some fundamental 
aspects established from the basis of trial-and-error and corrections, for centuries: 
Experientia docet.3

1  Notes taken from ‘Universalia’, a lecture of Gerard Unger on 6 July 2009. TDi, University of Reading (UK).

2  On this subject, I recommend further reading Unger, Gerard, (2007), While you’re reading, New York: Mark 
Batty publisher.

3  From Morison, Stanley (1967), ‘Postscript’, in First Principles of Typography, Cambridge: University Press (1967 
edition). Consulted Spanish version, edited by Josep M. Pujol . Barcelona: Ediciones del Bronce, 1998.
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Gerrit Noordzij says that “shapes that do not confirm to convention are just 
not writing” (Noordzij, 2005, p. 9). When writing, there are different reading 
directions which affect the way to write and movement of the tool and it does 
affect letter shapes. Type has a direct connection with writing (and not with 
calligraphy, as a beauty expression of script). Typefaces are based on writing, so 
they follow similar conventions derived from how the shapes were formed along 
the centuries.

Also, languages affect the way we see the text, its particular colour and how 
much space we need for a particular amount of text, its length. Specific letter 
combinations are more frequent in one language than another. In brief, every 
language defines its own visual conventions that affect the reading process.4

5.1.2  Cultural context of design
Designing typefaces for different cultures also affects the design process: designing a 
new script, for instance, or designing a signage for a historical spot in a touristic city 
centre. There is a semantic aspect in each case that affects the design.

When designing a typeface for the signage system for Salamanca University 
(Spain), I took into account the sign lettering samples that had been used for centuries 
in the old town walls. This historical approach to the problem helped to come up with 
a solution that connected with the spirit and the idiosyncrasy of the place.5

The designer’s cultural context also affects the process. As Gerard Unger admits, 
“the personality of the designer is also part of the design, time and place of origin, 
but also style and trends”.6 Designing an Arabic typeface from a Spanish-based 
culture is not the same as if it is based on a Dutch cultural context, even though the 
results might look similar.

Designing a typeface has to do with detailing letterforms. Details do matter: they 
are the semantic part to type. Design conveys meaning. 

All these aspects or principles (conventional, cultural and technological) have to be 
considered before starting a type design project. They will affect the process and, 
consequently, the results. They will also help us to make decisions and get the right 
answers to any questions during the design process. 

5.1.3  Technical aspects in type design
Tools have influenced writing and the formal variations of the script: the sort of 
tool (chisel, broad nib pen, brush, reed pen, etc.), the angle and direction, have 

4  This statement can be demonstrated through the samples shown at: Sadek, George & Zhukov, Maxim (1997), 
Typographia polyglotta. A comparative study in multilingual typesetting, 2nd edition, New York: The Cooper Union / 
ATypI.

5  For more information on this work: Balius, Andreu (1999), ‘Trabajo de campo: Universitas Studii 
Salamantini’, Grrr magazine, 5. Barcelona.

6  Notes taken from ‘Universalia’, a lecture of Gerard Unger on 6 July 2009. TDi, University of Reading (UK).
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had different results on the size, weight, inclination, width, and other more formal 
aspects which affect different qualities of the letterform. Different tools give rise 
to different shapes, although the letter is the same. Also, the results we obtain are 
affected by the surface we use (stone, wood, paper, parchment, screen).

Digital technology lets us go beyond metal type and the constraints of a physical 
shape. Technology provides both limitations and challenges. It forms the framework 
we work in with type design. The purpose and aims in every type design project 
will affect the design process and the final result. Legibility is the main goal for any 
typeface which is supposed to be used for reading purposes. So, designing a typeface 
for a book, newspaper, signage or whatever, all demands a specific approach to the 
design process. Reading from a certain distance or reading something that is moving 
involves different approaches. All processes entail technological knowledge when 
achieving these challenges.7 

5.2  Aims and Goals

No project should be started without a clear idea about what to achieve. Even when 
experimenting, we should be looking for something in particular, otherwise we 
can get easily lost throughout the experimentation process. It is advisable to focus 
on something in particular when designing a typeface. We start by sketching and 
experimenting with tools, shaping forms, whatever, but a goal to achieve should, at 
least, be in our mind. As Leonidas (2010) states, “First ideas are just that: sketches 
that may offer starting points, but have to be followed by a clear methodology of 
structured changes, reviews, testing — and repetition of the whole process”. And 
adds, “At the heart of this process is dialogue with the brief ”.

Aims and goals — and a proper brief — are prior when starting a design process. 
They will influence — and determine — the process approach and, obviously, 
the final result. As Smitshuijzen points out, “all design activity starts with defining 
the purpose of the design application and the context in which the design has to 
perform its intended goal” (Smitshuijzen, 2001, p. 117).

We could distinguish between general goals and particular ones. It depends 
on the kind of project we are dealing with. In this case, general and specific goals 
have been defined in the introductory chapter and they have to have been present 
throughout the work process.

When a typeface has to work on text sizes for continuous reading, as is the case 
here, the image of text should be considered as a whole. Not only are character 
drawings important but, moreover, the image of the paragraph.

7  For further information on technical aspects, see: Hersch, Roger (1993), Visual and Technical Aspects of Type. 
Cambridge: Cambridge University Press.
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5.3  Non-Latin script: general guidelines

These are basic guidelines that not only apply to non-Latin scripts. In fact, they are 
prior steps to take into account when designing a typeface. 

One prior thing is to consider an alphabet as a system, a code where the same 
design principles apply to all its components (glyphs). This will provide a unity to 
the whole character set and cohesion to the entire font.

All design departs from a specific purpose to be pursued, even if experimenting 
is an important part of the process. Sketching, whether on screen or paper, as a way 
to ‘visualise’ ideas, is a proper way to start. After some sketching practise and with 
a more specific design in mind, we should consider the typeface proportions first: 
horizontal and vertical [Fig. 69].

Horizontal proportions concern the width of the characters, whether they 
are more or less condensed or extended, how much space they will save. Vertical 
proportions determine the relationship between height and depth for all the 
characters in a font. Proportions are paramount when defining the purpose for our 
type design.

In digital, vertical proportions are important when designing characters within 
the constraints of a specific em square (when designing with a digital font editor 
such as FontLab Studio). So, first thing should be establishing ascender and descender 
height by assessing tallest and deepest character measures, taking into account 
diacritical marks (if necessary). Font editors work on units per em (UPM), where an 
‘em’ has a relative value. There are two main standards in digital font production; the 
most familiar is the 1000 em square, used mainly for Postscript-based fonts. The 2048 
em square is more commonly used for TrueType fonts. This option provides more 
room for outline definition but, in turn, tends to make characters look smaller in 
relation with a certain point size. 

So, after extreme values have been established, a body size for base characters 
could be defined. This is the proper relationship between baseline and x-height, 
cap height, ascenders and descenders (for a Latin alphabet, for example). Not to 
mention optical adjustments such as overshooting which will establish optical guides 
for rounded and sharp characters on top and bottom, above x-height and below 
baseline, in order to look consistent with the rest.

Normally, a base test word is paramount when establishing proportional rela-
tionships in a single word-image. It helps to visualise how the proposed proportions 
work according to the specific purpose for our typeface and, moreover, how the 
characters look as a whole. Another important detail to determine when defining 
characters is the relative stroke weights, if they are thin (light style, regular style, 
etc.) or thick (bold style, black style) when we draw the outlines. The character 
stroke defines the weight for our typeface. Again, according to the typeface purpose, 
one weight will be more suitable than another. If we plan to design a family, we 
should considerer to begin with a regular/normal weight at first. Even, if we plan to 
design a large family dealing with interpolation, I recommend to start with the most 
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usual weights and interpolating middle weights.
Counters, white space inside and outside characters, should be balanced enough 

to provide a unified view of the character set. This fact also contributes to the propor-
tional aspect. A character can be seen as bigger or smaller, depending on its counters.

If we work on a connected script (Arabic, Devanagari, for instance), we need to 
consider the joining method and how we solve the overlap between characters. In 
case, we take into account any accompanying script (Latin, Cyrillic, Greek...), we 
need to consider adapting each gently to achieve a better relationship. Every script 
is different and has evolved differently. So, they have to be considered and studied 
independently and not subordinated to any other script, as usually happens.

These guidelines would be the very starting point and will be further explained 
throughout this document.

5.4  Arabic type design: general guidelines

5.4.1  Determining the style
The first point to be considered is the style. As mentioned above, there are different 
Arabic styles. The most common ones are Kufic, Thuluth, Naskhī, Muhaqqaq, 
Rayhānī, Nasta‘liq, Tawqī and Ruqā‘ (they have been further explained in chapter 
three). Some of them are more suitable for certain purposes than others. So, it 
is paramount to define the style before start work on the specific shapes when 
sketching or defining letterforms. In Arabic, the script style is very much related 
to the purpose of use. The designer Pascal Zoghbi agrees that, “Upon starting an 
Arabic typeface design, the first step to do is to choose a calligraphic style to refer 
to while drawing the letters. The choice of calligraphic style is directly depended on 
the purpose and use of the typeface” (Zoghbi, 2007).

Each style has its own conventions. So, following one style will provide more 
unity to the type design. A mix of styles would be misread by a familiar Arabic 
reader. It would be complete nonsense. Style is not only a convention that comes 
from a specific writing school but a high cultural issue. The style also defines the 
degree of simplification needed when drawing letters: A style such as Kufic allows 
more room for form simplification than other styles less related to geometry. 

It is advisable to have reference material on this specific script. Having photos 
or reproductions from original manuscripts, or a calligraphy manual with written 
samples would help for those who are unfamiliar with a specific Arabic style.

In the following chapter I will discuss which decisions and criteria I have 
followed when designing my Arabic.

5.4.2  Experimenting & learning
While sketching and looking at different samples of Arabic writing, it is necessary 
to practise writing by going back to basics, i.e. shaping the different letters of the 
Arabic alphabet in their different forms: isolated, initial, medial and final. It is 



157

advisable to attend a calligraphy course or self-taught learning course using a good 
manual. Starting with the isolated letters first is a good way of becaming familiar-
ised with the Arabic alphabet and the pen movements. Writing direction and the 
pen angle influences the whole letter shape when writing. In order to maintain the 
most comfortable writing angle of 30-45 degrees, the nib of the pen for Arabic is cut 
diagonally to the left about 35-40°, while the pen for Latin is cut off at an angle of 
60-70° to the shaft [Fig. 72]; which is why Latin type emphasises the vertical stems 
of letters. Arabic, on the other hand, puts the emphasis on the horizontal strokes, 
which are thicker than the vertical ones. The width is greater in Arabic letters than 
in Latin ones, since horizontality it assumes more relevance. Whereas, in Latin 
where letters are unconnected, the height is paramount in order to keep characters 
visually upright.

As Huda Smitshuijzen explains in her Arabic Typography book: 

The European scribes used their pens at an angle of 3o° when writing Latin text 
from left to right. The result of the pen’s angle and the writing direction created 
letters that consist of heavy vertical strokes (slightly slanted towards the writing 
direction), and thin horizontal strokes, the latter used to connect the letters to one 
another. (...) The thin horizontal strokes of Latin script created simple, horizontal 
connections between letters, thus eliminating any need for shape variations per 
individual letter regardless of its position within a word. (Smitshuijzen, 2001, p. 94)

Regarding Arabic, she says, 

The writing pen used may vary in size and shape from one calligrapher to 
another, but when compared to the pens used in Latin calligraphy, they are 
invariably cut at a much steeper angle, and the writing runs in the oppo-
site direction of Latin script. These two facts led to an opposite effect on the 
construction of the Arabic letterforms. The letters in Arabic consist of thin 
vertical strokes and thick horizontal strokes. The thickness of the horizontal 
strokes which form the connections between the letters, gives them an impor-
tant presence, and creates a complex system that governs the way letters can be 
connected to form a word. (...) The complexity and importance of the connec-
tions between letters in the Arabic script explains the need for shape variations 
of individual letters in relation with their position within a word. (Smitshuijzen, 
2001, p. 95)

5.4.3  Drawing letters
When designing a Latin typeface, it is useful to begin definite drawings (on paper 
or screen) using a test word: a word that contains base letters which apply to certain 
basic proportions on height, depth and width. Such words as ‘Hamburgervons’ can 
help in order to get a specific word-image that helps to value how our typeface is 
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working visually.8 ‘The quick brown fox jumps over the lazy fox’ is the most used 
pangram in English, since this sentence contains all the letters of the alphabet (for 
the English language). Something similar is impossible for Arabic because of the 
different positioning shapes of letters. When looking for a test sentence or word for 
the Arabic, there is no established standard so far. 

Smitshuijzen suggests the sentence: هي كطوع المشعلادن (Smitshuijzen, 2001, p. 
183), while Pascal Zoghbi proposes also Smitshuijzen’s sentence and introduces a 
new one: هُمْ وطرابيشُهمُ يرقصُون الدبكَْة (Zoghbi, 2007a).

As in Latin, any word or character combination which uses the ‘extreme’ 
characters (tallest and deepest) of the Arabic alphabet could be also valid as a 
starting point, regardless of whether the sentence makes sense or not; it is a matter 
of proportional visualisation. Zoghbi (2007) proposes that the sentence should 
include letters with ascenders (Alif, Kāf, Ṭā’), descenders (Rā’, Nūn, Ḥā’, ‘Ayn), eyes 
(Wāw), loops (Fā’) and teeth (Sīn, Tā’). Abulhab (2008) proposes that “ascender and 
descender values of Alif, Dāl, Bā and ‘Ayn can certainly be adequate reference points 
to work with in any Arabic typeface design project (p. 188). But he states that “Bā 
is the best letter to start with followed by Alif. These two shapes define the font’s 
harmony and style” (Abulhab, 2008, p. 189).

My position is quite close to that proposed by Abulhab. I have to say that I 
began experimenting with different letters (since all was new and very appealing 
to me), but at a certain point I realised that I should be more efficient and work on 
some basic (isolated) shapes, such as: Alif, Bā, Sīn, ‘Ayn, Wāw and Ḍād. The most 
important thing was to define the tallest and deepest characters in order to establish 
ascenders and descenders for the Arabic. 

In order to follow an easier procedure when drawing the rest of characters, it is 
advisable to first design all base characters as other characters derive from them. The 
base characters are: Alif, Bā, Ḥā’, Dāl, Rā’, Sīn, Ṣād, Ṭā’, ‘Ayn, Fā’, Qāf, Kāf, Lām, 
Mīm, Nūn, Hā’, Wāw and Yā’ [see Fig. 4 on page 66]. I come to this later in Chapter 
Six, where I focus on my project.

5.4.4  Historical script knowledge
Throughout the history of Arabic script some conventions have been established 
when defining the right model to follow. According to Ibn Muqlah, one of the 
masters who renovated and unified Arabic calligraphy practice in the tenth century, 
three principles for letterform proportions should be applied:

Nizam Al-Dairah principle: The height of letter Aleph defines the diameter of a 
virtual circle which all the basic letters should relate to [Fig. 13].

Nizam Al-Nuqat principle: Taking the dot (defined by the thickness of the 
horizontal stroke of the pen) as a modular element, each letter is drawn according 

8  In the MA of type design at Reading University, they use the test word ‘adhesion’. There are other base-image 
words as: ‘handgloves’ or ‘video span’. For Latin, I use the word ‘albino’ or ‘alpino’ (in lowercase) for Spanish, 
or ‘bacalhao’ for Portuguese.
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to a specific number of dots. That maintains the relations among letters according to 
the same unity element [Fig. 13].

Nizam Al-Tashabuh principle: In order to keep visual unity consistent within the 
system it is important to draw similar strokes in different letters [Fig. 13].

These geometric proportional principles should not condition the designing of an 
Arabic typeface, but would be a good referent in some cases to follow conventions.

Although I have taken this classic proportional canon into account, I consider 
typography does not need to stick on these calligraphic rules too literally. When 
defining proportional guidelines which apply better to typography than calligraphy, 
we are already defining the relations between letters. The last principle is basic in 
order to provide consistency. I believe the last Ibn Muqlah’s principle is the only one 
that fits with typographical principles.

So, I relied on my eye, even though I tried not to distance my drawings too much 
from those calligraphic conventions.

5.5  Character design

5.5.1  Outline drawings
From paper sketching we can define the final drawing design for our characters. 
At a certain point of the process of defining our characters, we can start drawing 
outlines on screen. We can use vector drawing software such as Adobe Illustrator 
or go directly to our preferred Font Editor. At the moment there are different open 
source font editor software packages available, such as FontForge, and licensed 
software such as Fontographer, FontLab Studio, Glyphs and RoboFab (are the main 
ones). There are also other small applications that provide support to specific parts 
of the design and production process: Superpolator, Prepolator, MetricsMachine, 
RoundingUfo and UfoStretch. Programming in Python can help to automate tasks 
since most software packages permit it.

The Arabic alphabet has 28 letters and the necessary Lam-Alif ligature and 
the Hamza. As already mentioned, there are letters that share the same basic 
design; they are only differentiated by their diacritical dots (they may be from 
one to three, above or below the letter). So, in the Arabic alphabet, we find 18 
basic shapes that can be drawn first, since the rest can be obtained later [Fig. 4]. 
It is advisable to begin with the isolated letters and continue with the alternate 
(initial, medium and final) forms. For these cases, the similarities in shape with base 
characters also apply.

If we have defined our letters using a base test word, then we can start digitising 
those characters in our Font editor and see what the test word looks like on screen. 
When digitising, we could start by scanning the sketches and importing them as a 
background layer. Otherwise, I recommend redrawing sketches on screen without 
the scanning process. No matter how we begin, if sketching and drawing on paper 
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or directly on screen, as explained above, there are certain letters that would make a 
good starting point. 

5.5.2  Setting proportional guidelines
In the Arabic alphabet we find four levels of sound information, and therefore 
meaning: the letterforms, the diacritical dots, the vocalisation marks and the 
miniature letters. The vocalisation marks are not always used within the text but it is 
necessary to make allowances. For decorative purposes, a fifth layer with ornamental 
signs could be added, but since this is more related with calligraphy practice than 
typography, it will be discarded in this project [Fig. 8].

Arabic script is unicase. There is no need to define a cap height guideline as 
we often do in Latin for all those cases where cap height is different that ascender 
height. Also, there is no sense establishing an x-height as we normally do when 
designing Latin alphabets. For Arabic, there is not only one x-height guideline; 
instead there are loops and tooth heights that should match the different specific 
levels. So, proportional guidelines for Latin and for Arabic should not necessarily fit. 
In fact, they must not; otherwise we would get a distorted result of the script with 
consequences for legibility.

For the Arabic letterforms we have different proportional guidelines that fix 
the highest and deepest part of any character: (from top to bottom) Ascender - 
Loop height 1 - Loop height 2 - Tooth height - Baseline - Descender 1 - Descender 
2 (Smitshuijzen, 2009, p. 93). But we could have more guidelines, if it fits. In fact, I 
have defined more guidelines [Fig. 69].

For the diacritical dots, we do not have any specific lines, since they should be 
located over or below the character at a certain distance according to legibility 
conventions. The same applies to the vocalisation marks and miniature letters which 
appear over or below characters. One of the mistakes is to locate all marks at the 
same height, which makes a mechanical impression of the script. This practice 
was quite frequent in the days of metal type. With digital, we can be more close to 
writing mark positioning. According to Abulhab, 

Designing a type with multiple x-height values is as easy or difficult as designing 
one with a unique x-height value. It is true that Arabic body shapes are not 
confined to three uniform fixed y-axis values, but they do not ascend and 
descend randomly. In a harmonious design, they should adhere to multiple y-axis 
values determined by their relationship with each other. (Abulhab, 2008, p. 188)

As Zoghbi states: “There isn’t a rule that fits all Arabic typefaces as in the Latin 
typefaces” (Zoghbi, 2007). According to the Ibn Muqla principles, Zoghbi (2007) 
considers that the proportional guidelines in Arabic type designing replace both 
Nizam Al-Dairah and Nizam Al-Nuqat principles. In fact, as mentioned before, 
guidelines establish type relationships among all characters in a font. If we work on 
a type design based on Kufic, it is more easy to stick to a few guidelines (as happens 
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with Latin), but if we decide to work on the basis of a calligraphic style such as 
Naskhī or Thuluth, then we need more guidelines that those proposed above. In fact, 
as I will explain later, I have defined a few more guidelines in order to have a more 
‘calligraphic’ appeal.

5.5.3  Joins
Arabic characters should join, if they are not isolated. The kind of join and how 
characters overlap should be well considered and tested to provide enough flow and 
movement among characters. Since Arabic typography is so close to writing, the 
connection between characters is an important goal to achieve. Hudson encourages 
all designers of Arabic fonts to do two things, though: move away from the flat 
baseline which is an artefact of earlier typesetting technologies and not consistent 
with an authentic Arabic Naskhī style, and use contextual variants instead of 
ligatures (Hudson, 25 October 2010, personal communication).

That is an important point, I believe. Following Hudson’s advice I tried to make my 
joins as short and curvilinear as possible in order to get a ‘faster’ and more fluent ductus. 

For Abulhab (2008), “writing speed was possibly a major factor behind connec-
tivity. But the creation of alternative position dependent shapes was most likely a 
requirement for an uninterrupted pen flow” (p. 185). He establishes a link between 
writing speed, the need for connectivity and the alternate shapes of letters. Having 
an extended set of ligatures in the font improves the visual richness of text. Also with 
contextual variants, as Hudson recommends.

5.5.4  Dots and vocalisation marks
For Abulhab (2008), “dots are crucial to Arabic glyphs. They should be generously 
emphasized” (p. 189). Dots are placed relative to characters. They should be 
adequately proportional to the glyph since they respond to the logic of the tool 
stroke. The dots are identical throughout the entire font. Like the dots, the vocali-
sation marks are placed relative to shapes, as Abulhab recommends, “adequately 
distant locations in order to preserve shapes’ integrities and emphasize vowel 
diacritics from dots and other mark diacritics” (Abulhab, 2008, p. 188).

When designing the diacritical dot, I recommend staying close to the width 
stroke. This makes more sense to the whole character set [Fig. 70].

Vocalisation marks need to be visible enough in small sizes. So, they should 
be designed according to character proportions. Allowance in the vertical axis is 
necessary [Fig. 71].

5.5.5  Type design references
It is advisable to look at good type design references to see how other designers 
have solved specific letterforms or how characters relate to each other. This 
helps to understand how other practitioners have faced certain problems such as 
proportions, diacritics positioning or joins between characters.

The Arabic font specimen book by Edo Smitshuijzen (2009) is a huge source of 
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Fig. 69. Proportional guidelines.
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samples, although not all the fonts collected deserve the same attention. There we can 
find the ‘classics’ from Linotype (Yakout, Karim, Lotus) and other relevant foundries.

Foundries specialising in multi-script fonts, like Rosetta (http://rosettatype.com/) 
publish type specimen PDF available for download. Also the works done on the MA in 
Type Design at the University of Reading are published on line at: http://www.type-
facedesign.org.

5.5.6  Complete design set
We need specific characters to write in other languages different from Arabic 
language itself. Arabic script, apart from being used for the Arabic language, is 
also used for other non-Arabic languages such as Farsi (Persian), Pashto, Dari 
(Afghanistan), Urdu (Pakistan and India), Jawi (Indonesia), Kurdish (Iraq ), Uyghur 
(China), Baluchi, Dargwa, old Hausa, Ingush, Kazakh, Kashmiri, Kirghiz, Lahnda, 
old Malay, Punjabi, Sindhi, old Turkic, and others.

We have to take into account which characters should be included in our font.
Creating a specific encoding for this is recommended.

Numerals are also a new challenge since Arabic script uses both Arabic and Latin 
figures. Arabic combines Latin numerals within the text. That can be tricky, but 
the only thing to take into account is that Latin figures should not look bigger than 
Arabic characters. Arabic numerals should follow the same logic as characters. In 
order for them not to look too high in relation to the rest of characters, I recommend 
making them shorter than Alif characters. So, a new vertical guideline should follow 
for Arabic numbers.

5.6  Matchmaking process: Latin-Arabic multi-script font

5.6.1  Proportions
Latin and Arabic are different scripts and, throughout history they have evolved 
differently. Every script has its own structure and proportions. Whereas, when 
combining two or more scripts in the same font, each one should maintain its own 
proportions since it affects legibility and its cultural idiosyncrasy. So, it is important 
to respect this principle, no matter how difficult the matchmaking process is. 

Latin designers are used to a reduced number of proportional guidelines. It is a 
mistake to force the proportions of Latin onto other scripts, unless they fit by nature 
(for example, the combining of Latin script and Cyrillic). For Arabic script, we will 
need to deal with different kinds of proportions, whereas we will try to match both 
scripts for proper use as a reading text. The only thing that Arabic and Latin scripts 
will share is the baseline guideline, although this is not always true in some Arabic 
styles. The baseline is the visual base guide where all glyphs will be positioned 
according to its reading orientation. In our case, this would be a good principle to 
begin with.
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As Březina points out, “harmonization of the base-height9 of two type‑​faces is 
nothing else than optical balance of their apparent size” (Březina, 2007. p, 8).

It is useful to analyse the extreme characters, the deepest and the highest on 
both scripts and try to harmonise them side by side. The different range of ascenders 
and descenders in the Arabic script, together with the relative small shapes and 
counters, usually makes Arabic look smaller than Latin script (Nemeth, 2006a). The 
extremes for the Arabic (ascenders and descenders) are normally more prolonged 
than for the Latin characters, even more so if we take into account allowance for 
vocalisation marks. So, the clue is to balance the base-height of both scripts visually. 
There is no need to force proportions.

The need for the vertical space for the case of the Arabic script forces enlarged 
line space (extra leading) in order to avoid a collapse between lines when composing 
text. This extra leading makes Latin text look too open. To avoid the excess of white 
space between the lines, the ascenders and descenders of the Latin typeface could 
be enlarged slightly (without compromising the original proportions).

5.6.2  Colour
One important thing to asses when combining different scripts is the colour and 
texture they provide to the text. When designing typefaces for reading purposes the 
aspect of the paragraph precedes anything else. Any little detail in typeface design 
can influence the general colour of the text. When harmonising scripts, text colour is 
an important issue.

As Bringhurst states “the more closely different alphabets are mixed, the more 
important it becomes that they should be close in colour and in size” (Bringhurst, 
1996, pp. 106–107).

Colour and texture are influenced by the script, but also the language we use 
when composing text.10 As Březina remarks, “the languages defines the composition 
of a character set, letter frequency, certain letter combinations and use of diacritics” 
(Březina, 2007, p. 12). Latin script can have different textures depending on the 
language we use: Spanish does not work in the same way as English or German 
which have very large word images. Changes to texture and colour are more evident 
when we use different scripts.

Colour is influenced by the thickness of the stroke, how thick or light the 
character is, its weight. Weight is distributed differently in Arabic than in Latin. 
Arabic, for example, with its connected letters offers a more evident horizontal line 
on the baseline: while Arabic distributes its weight on the horizontal strokes, Latin 
does it on the vertical strokes. Also counters and space between letters affects the 

9  Base-height is a term that Březina uses for the base character height, the dominant vertical proportion of the 
script

10  This statement can be demonstrated through the samples shown at: Sadek, George & Zhukov, Maxim 
(1997), Typographia polyglotta. A comparative study in multilingual typesetting, 2nd edition. New York: The Cooper 
Union / ATypI.
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colour of text. Another important issue to observe is that the regularity of x-height 
in lowercase Latin reinforces reading the horizontality, while Arabic with the 
different range of ascenders and descenders, including vocalization marks, uses the 
vertical space of the line more. 

So, as we observe, both scripts distribute colour in an opposite way. Therefore 
equalising colour means establishing a weight balance between vertical and 
horizontal strokes for both scripts, taking optical considerations into account.

Connected or unconnected scripts affects texture. Stylistic elements such as 
serifs affect texture, as well. Contrast and modulation also affects both colour and 
texture. The differences between thin and thick parts in the characters are related to 
how boldness is spread along the lines of text. 

The contrast balance between Latin and Arabic can also be achieved trying to 
equalise the thinner and thicker part of character strokes and establishing similar 
criteria when applying contrast zones and modulation. But, according to Březina’s 
advice, “the natural look of the script should not be sacrificed for the purpose of 
texture harmonisation” (Březina, 2007. p. 12).

5.7  Transliteration characters (Latin)

When using Latin script in an Arabic perspective, transliteration of Arabic 
characters into Latin characters is a must. Transliteration is also simple in the sense 
that one Arabic letter (consonant) is transliterated with one roman letter.

Normally, these characters are not included in commercial fonts. As Pim 
Rietbroek points out in his article about Arabic transliteration, “Until recently, 
common computer operating systems had few fonts which supported all of them 
(transliteration characters): Times New Roman, for instance, lacked some until it was 
updated with the introduction of MS Windows Vista”.11

Transliteration characters, although they are included in Unicode table, are 
usually not available in multi-script fonts. Since OpenType enables the inclusion of 
a large number of glyphs within the font file, I find the lack of these characters quite 
illogical. They will be particularly useful when transliteration from Arabic is needed 
within the text. Including characters within the font which would be an important 
upgrade to the final result.

There are different transliteration methods for Arabic. I have used the Deutsche 
Morgenländische Gesellschaft rules (original document is included in Appendix 2), 
which corresponds to the DIN 31635 (1982) norm, since it is one of the most used and 
recommended systems for transliterating Arabic for scholarly purposes.

The easiest way to key the transliteration characters is to use a dedicated 
keyboard for Arabic transliteration. One of the best, and available for both MS 

11  Rietbroek, Pim (2010), ‘Brill’s simple Arabic transliteration system’,  http://www.brill.com-downloads-
Simple_Arabic_transliteration.pdf.webloc [Last accessed on 23th January 2013].
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Windows and Mac OS X at no cost, is Alt-Latin. It can be downloaded from The 
University of Chicago Library site, where you can also find clear documentation.12

5.8  Font production

5.8.1  Encoding
One of the first things when assigning glyphs to keyboard keys is defining a proper 
encoding in order to cover all necessary basic languages for Arabic script.

Encodings are based on the Unicode (Universal Character Code) system and 
they are normally included in any Font Editor software. Unicode is a method of 
programming fonts that assigns a unique code to every symbol in every writing system. 
Thus, no matter what Unicode font is being used, software will always use precisely 
the symbol being called for (assuming that the font has that glyph or symbol).13 

As it is further explained in Knut S. Vikør’s page ‘The Arabic Macintosh. An 
informal resource centre’, 

Unicode is actually just an agreement between computer makers (a standard) that 
every character in every possible script and language in the world, dead or alive, 
is given its own particular number. The computers use these numbers to identify 
the characters, and thus a Mac and Windows machine will agree on what should 
be displayed as an Alif. Unicode is actually no more than that, a piece of paper 
signed by various computer companies and an international standards board, it is 
not a program you can install on your machine that does something or such. Thus, 
computers and applications can choose to apply this standard in their software, 
or not. Today, basically all computers do, but applications may or may not.14 

This agreement together with OpenType font format have solved traditional 
problems for displaying large writing systems such as Arabic, Chinese or Devanagari, 
for instance, since Unicode can provide ID numbers up to 65,535 different glyphs.

In the last version of Unicode (Unicode 6.2) Arabic script is defined in different 
blocks.15 The basic encoding ranges for Arabic are U+0600–U+06FF. Other encoding 
ranges include glyphs mostly used for non-Arabic languages, additional Qur’anic 
notations, contextual forms and ligatures: Arabic supplement (U+0750–U+077F), 
Arabic Extended-A (U+08A0–U+08FF), Arabic Presentation Forms-A (U+FB50–
U+FDFF), Arabic Presentation Forms-B: U+FE70–U+FEFF.

12  See Appendix 2 for more detailed Arabic transliteration information. It also explains the way to access these 
special characters.

13  For further info on Unicode, see: www.unicode.org [Last accessed August 2012].

14  http://www.smi.uib.no/ksv/ArabicMac.html#uni [Accessed February, 2013].

15  Unicode ranges are included in Appendix 4.
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5.8.2  Metrics (spacing & kerning)
An important part of the production part is the spacing for each character according 
to optical ‘black and white’ balance. Letter spacing is an essential aspect of font 
quality. Most font editors are provided with an automatic spacing parameter which I 
do not recommend because the results are far from accurate.

Anyway, there are ways to make the process easier by establishing a series of 
classes for glyphs that have similar design forms. This way, the same values are 
assigned to all the glyphs that belong to the same class. This also can be applied for 
kerning values.

Space is set when assigning specific values to each side (side bearing values). 
There are different ‘techniques’ to follow when defining spacing values. One of 
the most widely used is that recommended from Walter Tracy in his book Letters of 
Credit (pp. 70–80). Obviously, this is useful for the Latin characters. The variability 
of Arabic with its different glyphs for each character makes it difficult to figure out 
some sort of formula. For the isolated ones, the characters Alif and Bā could be a 
good starting point.

Since Arabic characters are attached when composing words, it is important to 
determine a good connection between them. That is, to define the distance of the 
connecting part (horizontal stroke) and the white space that is left on both sides.

Kerning is not less important. It has to do with making spacing adjustments for 
specific letter combinations. When working with classes, some kerning exceptions 
are needed when some specific glyphs do not fit well with the general values. It 
usually happens with accented characters.

5.8.3  OpenType features
OpenType is a font format technology co-developed by Adobe and Microsoft 
which allows the features inside the font to be created (Boeuf, 2011). The features 
determine the behaviour of glyphs within the font, how they interact with each 
other, and gain control of character substitutions and positioning within the text. 
These features can be defined with font editor software such as FontLab or Glyphs, 
or using tools such as VOLT (Visual OpenType Layout Tool),16 offered by Microsoft. 
Programs that support OpenType fonts will allow control to be taken of the OT 
features. Working with Arabic, for example, it is necessary to use the glyph substi-
tution feature for initial (‘init’), medial (‘medi’) and final (‘fina’) forms; also for some 
required ligatures (‘rlig’) such as Lam-Alif ligature. If the font is multi-script, there 
should be as many features as necessary according to each script’s functionalities 
(small caps, old style numbers, tabular figures, discretional ligatures, etc.).

5.8.4  Font generation
The last stage of the process is preparing the document to generate the font, i.e. 

16  The Arabic font production tutorials from Stéphane Boeuf provide some basic information on how to deal with 
VOLT.
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exporting the font file in a specific format to be able to use it in any application 
software or platform. It is important to check all the information that is attached 
within the font file and fill it up before generating the font, although some of this 
data can be defined at any moment throughout the work process. In fact the metrics 
and dimensions for the font should have been defined at the very beginning. That is, 
the font UPM value, the Ascender, Descender and x-height values. These values are 
different for Latin and Arabic, although both scripts should fit within the same UPM 
value. Font editor allows different guides to be set for vertical proportions, so the 
ascender/descender values can be applied to any of the scripts. Only the x-height 
value should fit for the Latin script.

Among the stored data whose values or information should be defined before 
generating the font are: the identification data, the font naming and copyright, 
checking encoding, hinting settings and all export specifications depending on the 
font format (Postscript, TrueType or OpenType).

Moreover, if the font is supposed to work on screen, it is advisable to check 
hinting and export the font as a TTF for a later export to other font formats specific 
for web, such as the .WOFF (web open font format) format.

The process of hinting, which would lead to more extensive literature, is done 
automatically with the generating process. Both FontLab and Glyphs generate 
hinting instructions when generating/exporting the font. For further information on 
different technical processes, it is advisable to check the user manuals.

5.9  Working from a historical approach

When working from a historical perspective, doing research on old type specimens 
and other printing material, it is important to know what the goal of the research is 
and what the goal for the practical project is. Both processes should run in parallel 
and complement each other and never compete. The results from a historical investi-
gation cannot always fulfil or be totally implemented in the practical work.

Performing a revival can be effective if the purpose of the typeface is clear and 
not diminished by the historical features. Reviving something from the past can be a 
heavy weight to carry on throughout the whole design process and can lead to a type 
design that is a too old-fashioned and not very useful.

There are certain stages in the historical research process where it is necessary to 
analyse to what extent the research is helping the practical design process or not.

Sometimes, results are not what was expected and it is better to follow different 
paths. And this usually happens when the historical material is focused on the 
research is not of a sufficient quality or could lead to unsatisfactory results. 

This has occurred in my approach to the Arabic types created in Spain in the 
second half of the eighteenth century. When studying the Spanish types cut by 
Jerónimo Gil, I realised that they were not of a high enough quality to be used as a 
reference model to follow. So I had to discard those samples even though I tried to 
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keep a tiny hint of the Spanish typefaces, as I will discuss in Chapter Six.

As has been explained in previous chapters, there is a lack of quality in most of 
the Arabic types that were cut in Europe during the printing press years. When 
considering the work of European punchcutters, Geoffrey Roper argues that,

Those imposed distortions and limitations on their Arabic type designs, [were] 
partly because of their own failure to appreciate the subtleties of Arabic callig-
raphy, and partly because of the need to economise with ligatures and other 
refinements in order to create practical and affordable founts. The same was true 
of many other Arabic typographers in different areas of Europe down to the 20th 
century. (Roper, 2009)

When it comes to Spain, this is no different. Apparently, it becomes difficult to 
understand the reason for this misunderstanding of the Arabic script when being 
translated into the printing technology, taking into account the large cultural Arabic 
legacy within the Iberian Peninsula. But, as argued in earlier chapters, Spain was no 
exception. As Lara Captan (2011) recognises, “There is hardly any scholarly work 
discussing the forms generated at the birth of Arabic typography, nor how they 
evolved until the advent of the printing press in the Ottoman Empire” (p. 5). I also 
realise that there is no study that examines the reasons for this misunderstanding 
of the Arabic script for the printing press, apart from a few articles and a couple of 
lectures on Euro-Arabic type design (Thomas Milo’s lecture in ATypI Reykjavik 
2011).

Nevertheless, any historical research, although it would not help with finding 
proper references for an original type design, has the power to put things within 
their context and provide a broader scenario to understand.

This chapter tried to summarise the most important steps in a multi-script type 
design process, focusing on Arabic type design. It began by exploring some basic 
principles that apply to any type design and script and followed by more general 
guidelines to some more specific ones. While explaining the process, I have tried to 
set up a methodology. And although some parts of the process may occur in parallel, 
I have tried to establish a certain order. It is important to take into consideration that 
part of the reading process explained in the literature review happens simultane-
ously to some of these practical stages: the calligraphy literature part, for example, 
or the observation of manuscripts and primary sources. 

Readings on history and more academic essays have provided a general 
framework that helped me to make decisions during the design process. As 
mentioned, the historical approach provided a richer backdrop to the whole work 
process.
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Fig.71. Vocalization marks.

Fig. 70. Diacritical dot in relation with the stroke.
Double and triple dots are a bit smaller than the single dot in order to avoid exessive 
weight. Rhombic Arabic dot is similar in weight as Latin dot.

1 2 3
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6
The design of Al-Andalus

The multi-script Latin-Arabic typeface which is part of this practice-based research 
is called Pradell Al-Andalus. Since I took my typeface Pradell as the Latin counterpart, 
inspired by the work of Spanish punchcutter Eudald Pradell, I thought the Arabic 
part could join the family instead of being something separate. Moreover, when 
thinking of the use of the font, I found it more useful to select both Latin and Arabic 
by using the same name.

The name ‘Al-Andalus’ was chosen in remembrance of the Arabic cultural legacy. 
This is the reason for this name, although I am conscious that this name could lead 
to misunderstandings, since it could lead to the thought that the Arabic was inspired 
on the Andalusian script or even the Maghribī style. As the Arabic was intended 
for continuous reading, I based it on Naskhī script style, as it is discussed later in 
this chapter. Moreover, Naskhī style fits better with Pradell’s original purposes. The 
Pradell typeface was adapted, as will be explained, to harmonise with the Arabic 
companion. So, it has been a matchmaking design on both sides: Pradell Roman 
‘married’ Al-Andalus, and the result is Pradell Al-Andalus.

Because the focus of this work has been the designing of a non-Latin type design, 
most of the work explained here corresponds to the process of designing Al-Andalus, 
as Pradell Roman was published as a commercial font in 2003 (ten years ago, now).1

This chapter focuses on the applied methodology (described in Chapter Five) when 
making Pradell Al-Andalus, more precisely its Arabic design. Since the last chapter 
dealt with general guidelines, here I explore the creative process and which criteria 
and decisions were made during the work process.

There were some questions that have been addressed in this part of the practice-
based research: how do you design an Arabic font from scratch while taking into 
account historical research, and also how do you harmonise both Latin and Arabic 
scripts within the same font file? Are there any Arabic type design legacies in Spain 
which could be applied as the basis of this practical work? Are the Arabic typefaces 
cut in Spain a good departure point? 

These questions are answered in the following sections, but I could propose that 
although the Arabic featured in Spanish type specimens from the 18th century was 

1  A brief summary of all this design process, together with some cultural contextual information was presented 
in the lecture ‘Type as a tool for integrating cultures, a form of dialogue and miscegenation. The Al-Andalus 
project’ (La tipografía integradora de cultures, una forma d’unió i mestisatge. Projecte Al-Ándalus) during the ‘Society 
and Visual Comunication’ Conference organised by the Escola d’Art i Superior de Disseny Serra i Abella, 
in CaixaFòrum (Barcelona, Spain), March 2012. Also, a more reduced version of that talk was delivered in 
Cairo (Egypt) as part of the activities for the itinerant exhibition ‘Tipos Latinos’ at the Cervantes Institute - 
Spanish Embassy Centre in Cairo in November 2012.
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not suitable for my work, this study on Spanish Arabic types has been useful, not 
only because it provides new information on type history and also proves that Arabic 
had an important presence in the Spanish printing press history, but it helps to 
better contextualise the Pradell Al-Andalus typeface. 

6.1  Creativity and work process

The creative process is kind of a mix of everything. Obviously, it does not happen 
at a specific stage during the design process, instead creativity is a very important 
part of the whole project, happening at any time during the process. Also when 
connecting theoretical knowledge with expertise in the design field, and historical 
research. 

With this specific purpose in mind and the information (historical, visual, 
personal professional expertise) acquired, during the sketching process a number 
of drawings have been made in order to fix letterforms in different ways. During the 
experimenting process, several trials were achieved using double pencil, a reed pen 
for Arabic and other tools that were more specific to the Latin alphabet to find out 
and experience the differences between both scripts [Fig. 68]. As explained before, 
the different pen angle gives different results. It is obvious. Nevertheless, without 
testing, it is difficult to understand how it affects the result and how it influences 
the way letters are perceived by readers. There are some sort of visual experiences 
that are difficult to write down on paper as theoretical achievements. But, experi-
encing while practising with different tools makes it easier to understand the logic of 
shapes; how shapes arise from a specific tool or hand movement and, therefore, how 
all of this influences drawing letters according to writing results.

This kind of knowledge comes from practising. Although it is fed by theoretical 
knowledge, while reading about Arabic script and understanding calligraphic-
writing basic concepts.

Sometimes trial-and-error has been the way of learning how things should be 
done. There are no rules (at least, as far as I could see). A non-Latin typeface implies 
a sort of ‘starting from zero’, and it is necessary to put aside all preconceived ideas. 
Things go differently as it used to be when designing a typeface based on the Latin 
alphabet. Conventions are different, for example, and this implies another kind of 
approach. 

During the process, following some stages in a certain order helps to achieve 
the proper result in the minimum time possible. This is what I am trying to asses in 
this document, where different parts of the personal process are being explained 
and contrasted with other similar experiences from other colleagues. There is not 
a unique way of doing things, since it depends on many factors, but this document 
explains a process in a more general way, taking away those particular actions that 
would not be relevant enough or which have already been mentioned in previous 
chapter.
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6.2  Sketching process

6.2.1  Determining the style
According to the intended use for the typeface, sketching Arabic letterforms have 
been made taking Naskhī style into account. According to Pascal Zoghbi, (2007) 
“most text Arabic typeface are based on the Naskhī style, while most display Arabic 
typefaces are based on Kufic or Diwani”.

Naskhī has usually been the style for reading long text purposes, literature 
and religious texts, mainly. Actually, most of the Arabic typefaces which are used 
in newspapers are based on Naskhī. Since the purpose for my Arabic typeface is 
literature texts, this particular style appears to be the most suitable to take as the 
reference.

The style also defines the degree of simplification of the drawings. In the case of 
Naskhī, it was necessary to get closer to calligraphic tradition.

6.2.2  Experimenting & learning
While learning how to write Arabic letters,2 I have been practising calligraphy from 
its basics. I built my own reed pen (or calamus) as the main tool for practising Arabic 
calligraphy [Fig. 72], following indications from Professor Mustafa Ja’far (2002). 

Being used to classic Latin calligraphy (Foundational script or Carolingian), the 
shapes that resulted from the reed pen have a different logic: the different angle 
provides different stress and contrast in the pen strokes. The results are different 
because of the angle and handwriting inclination and writing direction [Fig. 73].

Arabic letter Bā, for example, looks completely different when using a Latin 
pen or an Arabic pen. The tool and the way it is used follows its own logic and this 
influences how a simple letter is drawn and read. In one case, the letter is illegible 
(or misread) while in the other case the letter is perfectly recognisable as in the case 
of the letter Bā.

These writing details are important in type design. They break down Latin-based 
conventions where reading direction (left to right, top to bottom) influences how we 
see things according to balance composition, from a single character to the whole 
page. That is something quite tricky that is difficult to explain since it has a lot to 
do with learned visual conventions. So, a certain skill and training is necessary to 
perceive things the other way round. It is similar as how ‘strange’ it could be opening 
a book by its cover.

“For the major part of our life, perceiving very small details remains an 
important factor in something we all do practically every day—reading” (Smitshu-
ijzen, 2001, p. 174). Legibility, in terms on how we perceive forms and distinguish 
the signs we read, one from another, has a lot to do with our reading habits. Type 

2  I decided to enroll on a basic Arabic course in order to learn to read and write Arabic. I joined a basic course 
at ‘Casa del Libro Árabe’ in Barcelona, in December 2010.
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designer Zuzana Licko said “ We read best what we read most.” Her statement 
points out about our preconceived behavior when we read and perceive the shapes 
of letters.

So, that is what a non-based Arabian trained reader can experiment when 
looking at how shapes look like. Training on writing and calligraphy can improve 
certain awareness of how this visual logic works before designing a typeface. That 
constitutes a real landmark in the process.

6.2.3  Drawing letters
No specific order has been followed when starting to sketch letters, although at a 
certain point in the process I began defining the first two letters: the Alif ( ا ) and 
the Bā (ب). Both letters provide horizontal width proportions and vertical height 
proportions. If they work well together, that is a nice starting point. In order to 
define the descender’s depth, the drawing of the character ‘Ayn (ع) is necessary. 
This way, I had established the height and depth by defining the tallest and the 
deepest character.

Some more characters were added in order to define other characteristics of 
Arabic: the Sīn (س), in order to define teeth and the curled tail; the Wāw (و), 
because of his small eye and stiff tail and letter Ḍād (ض) for the counter and the 
diacritical dot above. Also, Ḥā’ (ح), Dāl (د), Rā’ (ر), Ṣād (ص), Ṭā’ (ط) and Fā’ (ف) 
[Fig. 74].

The proper way to proceed with the drawing process was to first define the base 
characters, as has already been argued in the previous chapter. The base characters 
are: Alif, Bā, Ḥā’, Dāl, Rā’, Sīn, Ṣād, Ṭā’, ‘Ayn, Fā’, Qāf, Kāf, Lām, Mīm, Nūn, Hā’, 
Wāw and Yā’ [Fig. 4].

I did not spend much time drawing on paper. I began drawing outlines on screen 
right away.

6.2.4  Historical script knowledge
During this writing practise process, I read books on Arabic calligraphy, together 
with manuals on calligraphy to become aware of Arabic writing conventions and 
learn about the cultural context for the script.

In previous chapters, historical awareness of Arabic script has been described. 
Moreover, a study on Arabic type in Spanish specimens was conducted (see Chapter 
Four and Appendix 1) in order to contextualise this research-based project. As 
already explained, the lack of quality of those typefaces made me focus on a more 
functional direction, which is less attached to the historical references. Later in this 
chapter I discuss this historical approach further.

On behalf of the principles of Ibn Muqlah’s Arabic reform, the Nizam 
Al-Tashabuh principle has been taken into account, that is, in order to keep 
consistent visual unity within the system it is important to draw similar strokes in 
different letters. The other two principles apply more to calligraphy practice that 
typography. Thus, I have considered them but I have set proportions optically and 
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following the proportional guides system. Also, as I will mention later I took the 
proportions of Pradell Roman into account, the Latin typeface that is intended to 
match the Arabic.

6.3  Character design

6.3.1  Outline drawings
From sketching, we can get several approaches to our letterforms. As soon as I 
determine a valid draft that fits with my idea, I draw it on the computer. That is the 
digitising process that leads to get a proper image of the letter on screen. I started 
drawing outlines at a very early stage. For this purpose, I have used FontLab Studio 
5, a professional Font editor that is widely used as standard software for type design 
and font production.

I have only sketched a few characters and redrawn them in FontLab directly, 
without a previous scan. I believe that this way I would feel more freer to consider 
the first sketch and find a better solution for the final outline.

I had followed a drawing on-screen according to the first 18 basic characters 
(isolated forms); doing printing-proofs until the twenty-eight Arabic characters were 
finished.

Lam-Alif and the rest of ligatures were designed after the basic characters were well 
defined. Figures, extended Arabic for Farsi and Urdu, diacritical marks and punctuation 
signs were defined as the final stage for completing of the whole Arabic set.

6.3.2  Setting proportional guidelines
Proportional guidelines for letterforms are the most relevant since they affect the 
aspect of the script itself.

In Latin we basically divide the vertical axis into three areas: x-height, ascenders 
and descenders. In Arabic, we have more than just three areas, we have at least five. 
As mentioned in Chapter Five: (from top to bottom) Ascender - Loop height 1 - 
Loop height 2 - Tooth height - Baseline - Descender 1 - Descender 2. For my Arabic, 
I have established some more guidelines to get a more calligraphic flavour [Fig. 69].

Arabic should not necessary be the same heights as Latin letters. They do not 
need to match each other because they have a diverse structure and proportional 
logics (which come from writing conventions).

6.3.3  Joins
Since Arabic typography is so close to writing, the connection between characters is 
an important goal to achieve.

I made joins by overlapping the main stroke of about 50 units (em), so that the 
connections are more consistent.

I also reduced the connection to avoid an increase of visual space among characters 
and an excess of horizontal lines. A rounded connection makes it tidier [Fig. 75].
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6.3.4  Dots and vocalisation marks
The diacritical dots are defined according to the width of the tool stroke angle. That 
way they appear balanced with the character. The angles of the rhombic dot have 
been rounded to smooth the shape as has also been done other with similar parts of 
letters where angles or final endings may appear too sharp.

Vocalisation has been designed according to character proportions, optically 
not too large or small, so that they can be legible in small sizes. They have been 
positioned above and below characters at a sensible distance, optically centred.

6.3.5  Type design references
While designing my very first version of Arabic during a non-Latin intensive course 
at the Department of Typography & Communication (University of Reading), Fiona 
Ross suggested that I observe some samples of Arabic typefaces. Since they have 
an extensive collection of Linotype material at the Type department (University of 
Reading), I looked at Karim, Yakout, Badr, Nazanin and Lotus from Linotype; also I took 
into account of Adobe Arabic as a key reference. All of these are based on Naskhī style.

These were the basic references for my Arabic typeface as they had a very calli-
graphic approach. I also kept Gil’s Arabic in mind, although it was not a good 
reference to follow.

The Linotype references, in general, have a very classic and traditional flavour. 
I found that this fitted perfectly well with Pradell Roman, as this was designed for 
literary text purposes. So, I took those Linotype ‘classics’ and tried to increase the 
calligraphic effect. Linotype ‘classic’ referents such as Yakout tend to look spread 
along the line with a very horizontal appearance. This gives a strong unified image 
of text which is perfect for newspapers which need a more even colour. Al-Andalus 
(as I named the Arabic part of my multi-script typeface) is less unified in comparison 
with Yakout in order to provide a more ‘irregular’ look which is closer to calligraphy. 
Other Linotype references also have the same unified and regular look as Yakout, I 
think this is due to its original linotype machine technical requirements. Neverthe-
less, as I said before, these were some good references to look at.

Some comparisons between Al-Andalus and other Arabic typefaces are included 
at the end of this chapter.

6.3.6  Complete design set
According to the number of languages, I have established a complete set of Arabic 
characters by writing my own encoding in FontLab (I will come to this later in this 
document). I included characters for Arabic and extended Arabic: Farsi (Persian) 
and Urdu.

After designing the basic characters and completing all the basic alternates, I 
continue completing the character set. I have included more ligatures than those 
strictly necessary (Lām-alif ligature) in order to get a more vivid text composition 
and more alternative shapes. In this respect, I do not misunderstand calligraphy with 
an increased number of ligatures. I plan to design some alternate characters in future 
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that could work as contextual glyphs for the font and so, improve the calligraphic 
flavour. Moreover, including new style members to the Arabic family.

These extended ligatures can be located within the OpenType discretional 
ligature (‘dlig’) feature. So, they can be easily activated or deactivated by the user.

Numerals have been designed in order to look harmonious within the text. Latin 
figures (proportional and tabular lining figures) have been made slightly under 
the Latin ascenders height in order to fit better with the Arabic characters (I will 
explain this later in the matchmaking section). Arabic figures are a bit shorter than 
the Alif character. A new vertical guideline was defined for this reason for the Arabic 
figures.

6.4  Matchmaking process

Until this point, this methodology process has focused on the designing of the 
Arabic script. But, as mentioned, the aim of the practical part for this project is the 
design of a multi-script font which should contain both scripts, Arabic and Latin. 
The Arabic typeface of this practice-based project is intended to work with Pradell 
Roman, its Latin counterpart.

Pradell is a type family I designed between 1999 and 2003 as a result from 
research on eighteenth century Spanish type specimens, and specially inspired by 
the works by Eudald Pradell, one of the most relevant punchcutters in Spain.

Pradell Roman was designed in order to be used for continuous text, especially 
for literary purposes. Also, because Pradell has this ‘classic’ Spanish flavour which is 
connected with the eighteenth century, and with the same type specimens which 
featured the first Arabic Spanish types. 

For more practical reasons, it is more consistent commercially to include the 
Arabic typeface within an existent font family I have already designed. This means 
that all the rest of the Pradell family styles (Italic, SemiBold, SemiBold Italic, Bold 
and Bold Italic) can also be used with the Arabic script.

At a certain point of the work process, when Arabic letterforms and proportions 
were well established, the letterforms of the Arabic typeface and letterforms of 
Pradell Roman, the Latin companion, should begin to match each other. That is, 
some considerations had to be taken into account in order to adapt these different 
typefaces for smart matchmaking.

The considerations that have been followed to harmonise both scripts are found 
below. These considerations are explained in a more general way. It also matches in 
other cases.

6.4.1  Proportions
As said before, every script has its own proportions – and guidelines. When 
combining two or more scripts in the same font, each one should maintain its own 
proportions since it affects legibility and its cultural idiosyncrasy. So, it is important 



178

to respect this principle no matter how difficult the matchmaking process is. 
The baseline is the visual base guide where all glyphs will be positioned according 

to their correct orientation. In our case, this would be a good principle to begin with.
Although Arabic can have different baselines, I have established a single one.

Both scripts were compared, side by side. The extreme characters have been 
analysed, the deepest and the highest of both scripts and have been harmonised 
accordingly. It does not mean that ascenders and descenders for both scripts were 
unified; on the contrary, what was taken into account was the visual aspect of the 
‘base-height’ (a term that Březina uses for the base character height, the dominant 
vertical proportion of the script). The base-height was harmonised by reducing the 
overall size of Pradell by 10%.

Since Arabic has a more horizontal look it needs to be optically balanced 
with Latin, which used to be more vertical. Therefore, the Arabic base-height has 
increased by approximately 10% in order to gain legibility in smaller sizes and be 
optically balanced with the apparent size of Pradell.

For the numerals, since Pradell lining figures look optically a bit bigger when they 
are used with Arabic characters, they have been reduced by approximately 10%. 
This way Latin lining figures do not stand out in the middle of the text.

Also, in order to avoid the excess of white space between the lines, the ascenders 
and descenders of the Latin typeface (Pradell Roman) were enlarged slightly   
(without compromising its proportions).

6.4.2  Colour
A good balance in colour between different scripts, as for the case of Latin and 
Arabic, is necessary in order to get a nice visual appearance of both on the page.

As said before, colour is also influenced by the thickness of the stroke, how 
thick or light the character is. Counters and space between letters also affect colour. 
Counters in both typefaces have been balanced to get a more unified colour [Fig. 77]. 
A bigger counter makes the character look bigger. Counters and loops for Arabic 
have been balanced with those of Pradell where possible without compromising the 
particularities of the script.

Contrast and modulation also affects both colour and texture. The differences 
between thin and thick parts of the characters influence the amount of boldness 
within the text.

To balance both scripts I have considered balancing the thickest and thinnest 
parts of the strokes. So, the thicker horizontal stroke for the Arabic corresponds 
visually with the thicker vertical stroke for the Latin, and the same applies to the 
thinner strokes in each script. In our case, since Pradell Roman was already defined, 
the thicker and thinner strokes for the Arabic were defined according to this 
[Fig.78].

But, not only does the Arabic design have to be adapted to its Latin companion 
(Pradell Roman), the latter has also been refined in order to better fit the Arabic. To 
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match with Arabic diacritical dots, Pradell dots were balanced in shape [Fig. 70]. 
Connected or unconnected scripts affect texture. Arabic, for example, with its 

connected letters offers a more evident horizontal line on the baseline. Instead, 
Latin reinforces its vertical strokes. Stylistic elements such as serifs affect texture, 
as well.

White space in Arabic tends to be more irregularly situated because of its calli-
graphic relationship, while in Latin the balance between blacks and whites tend to 
be more closed.

That means that the particularities of each script affects colour. To balance 
colour for both scripts is a challenging affair. Balancing counters and contrast is fine, 
but in the end the colour of both Latin and Arabic paragraphs as a whole (as a unit) 
have to be harmonised to get the same importance, otherwise one would appear 
darker and visually more relevant.

The final refinements to text colour were necessary to get a more balanced result 
between both scripts. 

6.4.3  Final refinements to text colour
Before the final balancing of text was achieved, a final fixing was made after my last 
decision to match both scripts with a 1000 UPM font.

Early versions of my Latin-Arabic font design (with a basic set of Latin) were 
established on a 2048 UPM criteria in FontLab Studio. The shift from 2048 to 1000 
UPM was made in such a way so as to match an improved proportional relationship 
between both scripts, and, at the same time, enable the multi-script Arabic-Latin 
new font be used together with the Pradell font family, which includes the Italic, 
SemiBold, SemiBold Italic, Bold and Bold Italic versions (that were all designed with 
a Postscript 1000 UPM criteria). That would make a more complete font family to 
work together with the Arabic.

Since FontLab does not provide support for Arabic script, I decided to test it 
with new software called Glyphs which was first presented in Robothon 2009 and 
fully released in 2011 and claimed to support non-script type designs. So, I chose this 
new Font editor software.

For this final part, the original ‘Pradell Roman.vfb’ file (Latin extended), 
previously designed in FontLab Studio 5, was exported to Glyphs3 software as an 
UFO file. The Arabic characters, now reduced to 1000 UPM, were included in the 
final ‘Pradell Roman.glyphs’ file for final refinement and font production. Then, the 
resulting digital file included both Arabic extended and Latin extended all together.

Beta versions of the multi-script font were made in order to test them in 
continuous text. Printing proofs were used for testing (again) proportions, text 
colour and texture. 

As it happens, an equal size for both scripts did not balance very well. Therefore, 

3  The versions used for font production have been Glyphs v. 1.3.15 (413) and Glyphs beta version 1.3.18 (447). 
2012-2013.



180

different sizes for Latin and Arabic had to be determined to obtain an optimum rela-
tionship between them. 

After testing, the Arabic characters were scaled to 106% in order to better fit 
with the Latin alphabet in a better colour proportion. Different text size tests were 
made in order to set this percentage increment. 

For the numerals, since the Pradell lining figures looked optically slightly bigger 
when they were used together with Arabic characters, they had to be reduced by 
approximately 10%. This way Latin lining figures do not stand out in the middle of 
the text. Arabic numbers were also reduced by 2.5%.

The basic font dimensions (proportional guidelines) for the Latin family had 
been set to: 670 (ascender), -250 (descender), 655 (caps height) and 415 (x-height) 
vertical values. With the baseline set to zero. Arabic vertical dimensions had been set 
at different heights, according to optical improvements.

6.5  Transliteration characters (Latin)

When using Latin script in an Arabic perspective, transliteration of Arabic 
characters into Latin characters is a must. So, in order to complete the font, the 
special characters for Arabic transliteration have been included. 

As stated before, since OpenType enables the inclusion of a large number of 
glyphs within the font file, I find the missing out of these characters quite illogical. 
They will be particularly useful when transliteration from Arabic is needed within 
the text. Including these characters within the font is an important upgrade to the 
final result, in my opinion.

Transliteration characters for Arabic includes those of the DIN 31635 (1982), the 
ISO 233 (1984), the UNESCO transliteration list and the DMG (Deutsche Morgenlän-
dische Gesellschaft) rules.4

6.6  Font production

Usually, most non-Latin typefaces have been produced using Microsoft VOLT, which 
is a powerful Windows-only application. Although I had learnt how to use VOLT and 
made an initial Arabic beta version using this program in July 2010, I decided to use 
Glyphs for refinement and font production as a way of testing this new software and 
to provide feedback to its developers.

Glyphs has a Forum website as an application support for users and font 
developers. The forum is used as a FAQ site and help guide where discussions on 
methodology processes and feedback on design procedures are posted. There are not 

4  Transliteration original tables are included in Appendix 2
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many threads on Arabic, so I have contributed, as much as my knowledge enabled 
me to, with feedback and suggestions.5

I noticed some problems with character substitution for the ligature feature 
when automatic button was checked. Some glyphs were missing or not properly 
recognised by the program. For this project, all OpenType features have been 
written manually to make sure they work properly.

6.6.1  Encoding
One of the first things when assigning glyphs to keyboard keys is defining a proper 
encoding in order to cover all the necessary basic languages for Arabic script.

Instead of using a standard Arabic encoding, I defined my own encoding 
for Arabic in order to cover the necessary glyphs for the Arabic writing system, 
including Farsi and Urdu characters. The character encoding includes both 
extended Latin and Arabic. This makes it possible to compose any text language 
based on Arabic or Latin.

6.6.2  Metrics (spacing & kerning)
Since Pradell Roman had been designed and produced in FontLab Studio, the metrics 
process was already done in this Font editor. While in the case of the Arabic typeface, 
the complete metrics process (spacing and kerning) was made using Glyphs.

In the beginning, previous versions of Glyphs did not support kerning exceptions 
for Arabic. In fact, I detected several bugs throughout the process that were solved 
with some personal communication with the Glyphs programmer and designer 
Georg Siebert and a beta upgraded version of the program came along.

When both Arabic and Latin were joined within the same Glyphs file, and after 
the final refinements were made, I had to check the metrics again and redo some 
work. I used the classes feature in order to facilitate the process of spacing and 
kerning.

6.6.3  Font Generation
Although the first version of Arabic characters had been designed with FontLab 
Studio,6 Glyphs has been used for the production stages of Arabic since this newer 
Font editor provides support for Arabic. 

After establishing the metrics for both scripts, OpenType features were defined.
Different beta versions of the multi-script font Pradell Al-Andalus have been 
generated for test purposes in OpenType font format. 

5  Georg Siebert, personal communication, August 2011 – February 2013.

6  FontLab Studio 5 version 5.0.4 Mac (build 2741). Copyright 1996-2007 FontLab Ltd.
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6.7  Working from a local historical approach

The thing that makes this Latin-Arabic matchmaking project different from other 
similar projects is the appreach to Arabic font design from a Spanish perspective. 
Arabic is supposed to be based on or inspired from by historical approach; the same 
historical approach that was used to design Pradell Roman, its Latin counterpart.

I thought that it might be interesting to take into account those Arabic specimens 
I had found when I was researching Spanish type design history. I always wanted 
to establish a link between the Spanish typefaces that inspired me when designing 
Pradell typeface with the Arabic types that were featured in the same time period. 
The historical approach had been initiated before the basic Arabic characters were 
totally defined. In this case, as a reference, I used good quality copies (photos from 
the original specimen pages) of the Arabic types that I had requested from the 
reproduction department service at the National Library in Madrid. This material 
was carefully observed and analysed, since it is also part of the theoretical research. 

According to Thomas Milo (2 January 2013, personal communication), the types 
shown in those specimens “have the exact same structures as what I classified as 
Eurabic”. That is, in brief, a complete misunderstanding of Arabic originated in 
Europe (this idea has already been discussed in the Chapter Three).

I first considered all the movable Arabic type collections present in the 
Spanish type specimens, but later I focused on the Arabic that was cut by Spanish 
punchcutter Jerónimo Gil, who appears to be the only punchcutter who cut Arabic 
types in Spain.

The historical approach and later analysis helped me to reach to some 
conclusions:

• There was no specific tradition for Arabic type design in Spain, although there 
had been a long tradition of Arabic culture and script that endured from the 8th 
(Arabic conquest of Al-Andalus) to the 15th century (Conquest of Granada by 
Catholic Kings), and later on, until the expulsion of the Moriscos in 1609. 
• Arabic type cut in Spain by Jerónimo Gil was fully influenced by those Arabic 
collections that came from Holland and were used for publishing the Bibliotheca 
Arabico-hispana escurialensis.
• The Arabic cut by Gil was designed from a Latin/European understanding of 
the script rather than having a real knowledge of the Arabic script grammar.
• The Arabic cut by Gil had technical problems when connecting letters and that 
made the script poor and lacking in the natural flow that is characteristic of the 
script.
• The proportions and character shapes although inspired by traditional Naskhī 
style, did not succeed at giving the script the proper image.

The problem with Gil’s typeface and most of the typefaces cut by European punch-
cutters, as argued in previous chapters, is that they did not consider the nature 
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of the Arabic script grammar and they translated their forms to a very simplified 
scheme. This scheme was closer to the logic of the Latin alphabet than a true Arabic 
approach. As a result, the forms of Arabic script were misshaped.

Nevertheless,
• The Arabe typeface that featured in Jerónimo Gil’s specimen in 1774, was the 
first metal type cut in Spain by a Spanish punchcutter. And that deserves, at 
least, to be mentioned as an important effort from someone who was not familiar 
with the Arabic culture.
• Jerónimo Gil cut his Arabic from a Spanish calligraphic understanding basis. 
We know that Gil was close to Santiago Palomares, a top Spanish paleographer 
and calligrapher who advised him on several works on Latin type design.
• Gil was a skilled punchcutter. Before cutting his Arabic, he had already cut 
beautiful typefaces in different sizes as we can be observed in his type specimen 
of 1774 [Fig. 51]. Together with Eudald Pradell and Espinosa, they are the most 
relevant Spanish punchcutters ever.
• Gil improved the design of some of the characters from the ones that were used 
at the Bibliotheca Arabico-hispana escurialensis. He probably also took into account 
the characters shown at the Enschedé specimen when drawing his own designs 
and got some advice from Santiago Palomares.

With all of this in mind, I decided not to use Gil’s Arabic typeface as a reference, 
otherwise I would be compromising the functionality of the results and the respect 
for the Arabic script itself.

6.8  Test proofs & Feedback

Although a complete type specimen of Pradell Al-Andalus follows in next chapter, I 
would like to overview some test proving and feedback received.

The first printing proofs helped to improve the overall image of text colour and 
refine some outlines and check metrics. After having the last beta version of Pradell 
Al-Andalus font, I designed a type specimen PDF with all the character set and some 
text compositions. As I am not familiar with the process of reading Arabic, I decided 
to send that PDF to some type designers and native Arabic readers. Although I had 
joined a basic course of Arabic learning, I could not rely on my extremely basic 
knowledge. I needed native people or some expert designers who could provide 
some feedback.

The very first feedback was provided by Fiona Ross in May 2010 on behalf of my 
very first outlined characters of Arabic, and before attending the tuition in the Type 
department at the University of Reading (TDi, 5–9 July 2010). After the tuition, the 
Arabic was fairly improved. In September 2010 I had my first beta version of Latin-
Arabic and designed the type specimen PDF.
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I got some feedback from John Hudson commenting that “In terms of your 
treatment of shapes, I find nothing to fault in the design”, he also suggested 
“to move away from the flat baseline [...], and use contextual variants instead of 
ligatures” (Hudson, 25 October 2010, personal communication). According to 
Hudson’s suggestions I improved the character connections, although I could 
not deal with a contextual OpenType feature for my Arabic as he suggested or a 
bold version of the typeface that could complete the design. These are, certainly 
challenges for the future.

Mamoun Sakkal kindly took the time to make corrections and provided a list of 
improvements (Sakkal, 1 October 2010, personal communication) [Fig. 79]. All those 
remarks were extremely helpful for improving the character set. This was certainly 
the most remarkable feedback I received.

Titus Nemeth made some brief comments and remarks about some of my 
drawings, “Overall, I find you did a very good job at designing this Arabic. Please 
have a look at the Alifs as they are a little unusual with beards in a very strongly 
Naskh-influenced typeface. Also the Beh-Yeh ligatures seem a little unexpected - 
they extend quite far right” (Nemeth, 28 September 2010, personal communication). 
He also agreed with Sakkal that my Alif was not related with the Naskhī style.

I also got feedback from Paco Fernández (Granada Design), a designer quite 
engaged with the Arabic culture, who commented “To tell you the truth, I believe 
that I see it working well, text colour is pretty harmonious. I’m sure it will work very 
well for book design”. Also he suggested thinking about including transliteration 
characters.

The Jordanian designer Rami Kilani commented “Pradell looks very profes-
sional” (Kilani, 13 September 2010, personal communication) and made some 
comments on the PDF. Most of them related to kerning and spacing problems.

According to Huda Smitshuijzen, I reduce the connections between characters a 
little bit in order to reduce white space on both sides, and also reduced the counter 
of Kāf medial (Smitshuijzen, September 2011, interview).

The Lebanese designer Lara Captan, solved some character doubts and was very 
kind by testing Pradell Al-Andalus in some of her designs: “I used it in a poster/
programme and it worked out very well. I will tell you if I see something strange” 
(Captan, 7 January 2013, personal communication).

The beta version of Pradell Al-Andalus was used in all the information and corporate 
design for the exhibition ‘35 years of Democracy in Spain. The political posters 
(1976-2011)’, organised by the Cervantes Institute in 2012. The exhibition was 
hosted in the different centres that the Cervantes Institute has in North Africa, 
such as Rabat, Marrakech, Tangier, Tetouan and Cairo. The typeface was used 
in information posters, exhibition panels, invitation card and in the exhibition 
brochure [Fig. 80].
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To summarize, the feedback received helped to improve the final version which is 
shown in the type specimen (Chapter Seven). The opportunity I had to use Pradell 
Al-Andalus at real work with native Arabic readers has been worthy to test it with 
the real audience.

6.9  Design characteristics

Pradell Al-Andalus is a multi-script Latin-Arabic typeface which includes an 
extended set of characters for both Latin and Arabic. It covers all Latin languages 
and Arabic, Farsi and Urdu. The font includes ligatures (required and discretional) 
for both scripts and small caps and all sorts of figures for Latin. So, proportional old 
style figures can be used together with the Arabic. The whole set of characters for 
both scripts is shown in the type specimen (Chapter Seven).

The main characteristics for the Arabic set in Pradell Al-Andalus is its calligraphic 
flavour based on Naskhī style with long ascenders and descenders and soft contrast 
(as it happens with the Pradell Latin) to be used for continuous reading.

Vertical upright strokes are a bit slanted to the left following the writing and reading 
direction, they also appear to have a tiny width modulation from thick on top to 
thinner at the bottom. This also applies to all vertical strokes. It provides a less rigid 
appearance in the text.

The connections are short and curved in order to improve ductus fluidity and the 
rhythm between characters. It also makes the connections more natural and closely 
related to calligraphy. Moreover, the curvilinear connections prevent a straight 
baseline.

There are diverse descender guidelines, so descending characters do not always 
have the same depth. This irregularity gives it a more ‘freestyle’ look. This also 
happens with the height of the loops and teeth.

The overall text colour of Pradell Arabic has been balanced with the colour of 
Pradell Latin when they work in the same point size. The contrast and modulation 
of the strokes follows that of Pradell Latin, getting the same sort of crispy irregular 
look. This effect gives the Arabic counterpart a more calligraphic flavour, in general.

The Arabic numbers are smaller than normal, so since Arabic has no uppercase 
they fit better when they are used within the text.

Some comparisons of Pradell Al-Andalus together with other Arabic typefaces based 
on Naskhī style are found below in order to see what this typeface looks like.

6.9.1.  Comparisons
Pradell Al-Andalus is compared with other multi-script Latin-Arabic typefaces. As 
comparison criteria, Latin x-height has been balanced in all cases. Leading has been 
set for optimus reading in each case.
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Entre los años 711 y 715, los musulmanes ocuparon una parte de la Península Ibérica, 
aunque sin ningún tipo de dominio efectivo al norte del Sistema Central.

الأندلس التسمية التي تعطى لما يسمى اليوم شبه الجزيرة الايبيريه )جزيرة الأندلس( في الفترة ما 
بين أعوام 711 و1492 التي حكمها المسلمون. تختلف الأندلس عن أندلسيا التي تضم حاليا ثمانية 

اقاليم في جنوب إسبانيا • تأسست في البداية كإمارة في ظل الدولة الأموية في الشام، التي بدأت 
بنجاح من قبل الوليد بن عبد الملك )711–750(، بعدها تولتها دولة بني أمية في الأندلس عبد 

الرحمن الداخل وبعد سقوط دولة بني أمية تولت الأندلس ممالك غير موحدة عرفوا بملوك الطوائف، 
ثم وحدها المرابطون والموحدون قبل أن تنقسم إلى ملوك طوائف مرة أخرى وزالت بصورة نهائية 

بدخول فرناندو الثاني ملك الإسبان مملكة غرناطة في 2 يناير 1492 •

Entre los años 711 y 715, los musulmanes ocuparon una parte de la Península Ibérica, 
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الرحمن الداخل وبعد سقوط دولة بني أمية تولت الأندلس ممالك غير موحدة عرفوا بملوك الطوائف، 
ثم وحدها المرابطون والموحدون قبل أن تنقسم إلى ملوك طوائف مرة أخرى وزالت بصورة نهائية 

بدخول فرناندو الثاني ملك الإسبان مملكة غرناطة في 2 يناير 1492 •
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Pradell Al-Andalus 12/18 pt.

Pradell Al-Andalus 12/18 pt.

Pradell Al-Andalus 12/18 pt.
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Linotype Yakout 13/16 pt.

Adobe Arabic 16/17 pt.

Scheherazade  16/17 pt.
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Entre los años 711 y 715, los musulmanes ocuparon una parte de la Península Ibérica, 
aunque sin ningún tipo de dominio efectivo al norte del Sistema Central.

الأندلس التسمية التي تعطى لما يسمى اليوم شبه الجزيرة الايبيريه )جزيرة الأندلس( في الفترة ما 
بين أعوام 711 و1492 التي حكمها المسلمون. تختلف الأندلس عن أندلسيا التي تضم حاليا ثمانية 
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ثم وحدها المرابطون والموحدون قبل أن تنقسم إلى ملوك طوائف مرة أخرى وزالت بصورة نهائية 

بدخول فرناندو الثاني ملك الإسبان مملكة غرناطة في 2 يناير 1492 •
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Al Bayan 12/14 pt.

Baghdad 12/16 pt.

Karim 12/18 pt.
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Entre los años 711 y 715, los musulmanes ocuparon una parte de la Península Ibérica, 
aunque sin ningún tipo de dominio efectivo al norte del Sistema Central.
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الرحمن الداخل وبعد سقوط دولة بني أمية تولت الأندلس ممالك غير موحدة عرفوا بملوك الطوائف، 
ثم وحدها المرابطون والموحدون قبل أن تنقسم إلى ملوك طوائف مرة أخرى وزالت بصورة نهائية 

بدخول فرناندو الثاني ملك الإسبان مملكة غرناطة في 2 يناير 1492 •
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الأندلس التسمية التي تعطى لما يسمى اليوم شبه الجزيرة الايبيريه )جزيرة الأندلس( في الفترة ما 
بين أعوام 711 و1492 التي حكمها المسلمون. تختلف الأندلس عن أندلسيا التي تضم حاليا ثمانية 

اقاليم في جنوب إسبانيا • تأسست في البداية كإمارة في ظل الدولة الأموية في الشام، التي بدأت 
بنجاح من قبل الوليد بن عبد الملك )711–750(، بعدها تولتها دولة بني أمية في الأندلس عبد 

الرحمن الداخل وبعد سقوط دولة بني أمية تولت الأندلس ممالك غير موحدة عرفوا بملوك الطوائف، 
ثم وحدها المرابطون والموحدون قبل أن تنقسم إلى ملوك طوائف مرة أخرى وزالت بصورة نهائية 

بدخول فرناندو الثاني ملك الإسبان مملكة غرناطة في 2 يناير 1492 •

Pradell Al-Andalus 12/18 pt.

Pradell Al-Andalus 12/18 pt.
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Nadeem 12/15 pt.

DecoType Naskh 12/17 pt.
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Fig. 72. Reed pen created for practising Arabic calligraphy.
Arabic pen (left) and Foundational hand - Latin pen (right)

Fig. 73. Results are different because of the angle and handwriting inclination and 
writing direction. Arabic letter Bā looks completely different when using a Latin pen 
or an Arabic pen.

Fig. 74. First outlines designed in the TDi 2009.
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Fig. 75. Connection between letters.

Fig. 76. Stretching with the ‘kashida’ glyph

conection zone

لنيل

يــن فــي  الـناس أحـرارا متـساو  يــــولد جـميع 
وضـميرا  عقلا  وهبـوا  وقــد  والحـقوق،  الكـرامة 
A وعليهم أن يعـــامل بعـضهـم بعـضا بروح الإخـاء

Fig. 77. Counters in both scripts have been balanced to get a more unified colour.

Arabic  لعربية غ ق
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Fig. 78. The differences between thin and thick parts in the characters influences the 
amount of boldness within the text. Different stroke weight in both scripts. Arabic 
emphasizes horitzontal strokes.

نا ina1
a1>a2

a2

b

b

a1
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Fig. 79. Corrections made by Mamoun Sakkal. October, 2010.
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Fig. 80. The beta version of Pradell Al-Andalus was used in all the information and 
corporate design for the exhibition ‘35 years of Democracy in Spain. The political 
posters (1976-2011)’, organized by the Cervantes Institute in 2012. The exhibition was 
held in Tanger, Tétouan, Marrakesh, Rabat and Cairo.
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7
Conclusion

The aim of this practice-based research has been the designing of a multi-script 
Latin-Arabic typeface as a way of contributing, from a design point of view, to a 
multicultural dialogue between cultures. This has been achieved through an under-
standing of Arabic script so that the result obtained would be respectful of the 
tradition of Arabic calligraphy. 

On the way, throughout the work process, a study on Arabic typefaces created 
and used in Spain has allowed a link to be established with Spanish typography, 
and demonstrate that the Arabic legacy, although broken during the first centuries 
of the Printing press, was revived during the second half of the eighteenth century. 
This will certainly open new paths to follow for future research. The types cut by 
Jerónimo Gil did not happen to be what was expected as a possible reference source 
for my Arabic type, nevertheless it was worth looking through all the typefaces that 
featured in Spanish type specimens and contextualise them within the revival of 
Arabism in Spain, and follow the path throughout Spanish type history looking for 
Arabic types until the digital era.

While there is quite a lot of literature on the subject of Islamic Calligraphy and 
Arabic script, the references on Arabic typography are few and most of them have 
been published in recent years. This proves an increasing interest in this subject 
as much as more type designers are approaching Arabic type design. The literary 
review indicates some of the references that have been helpful for an overview 
proposal on Arabic script that has been explored in Chapter Three. As there are 
already very complete studies of Arabic script, such as the books by Sheila Blair 
or Yasin H. Safadi and, certainly, this is not intended to be a historical thesis, my 
overview on Arabic script and typography has been limited to reporting all the 
information necessary for understanding the Arabic calligraphy tradition while 
taking into account some of the typographical highlights. So, in Chapter Three I 
proposed a general overview that would be useful to contextualise my calligraphic 
approach to Arabic type design.

Through the study of Arabic script development, an interesting point to follow 
would be the relationship (if any) between the Arabic first script reforms by Ibn 
Muqlah (ca.900 AD), that resulted in the different calligraphic styles, and the Latin 
script reform during the Carolingian period (ca. 800 AD) which derived in the 
Carolingian script style. Although both script reforms happened at different times 
in history, the need to unify script from the establishment of proportional criteria 
is something they have in common. I could not find any references on that, if there 
is any real connection between both scripts, Latin and Arabic, during the period 
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when the Arabs established their rule within the Iberia Peninsula (711–1492). But, 
the cultural connections and interchanges between Arabic and European cultures 
during the Middle Ages are well known. Lasater notes that,

 
The Islamic culture of the Near East and that portions of Southern Europe in 
the Middle Ages influenced the graphic arts of the more traditionally European 
cultures. Similar influence can be detected in another realm of Art-literature, 
both oral and written. Like the appropriation of Arabic decorative script, literary 
borrowings were sometimes inadvertent. (Lasater, 1974)

Although this is out of the scope of this study, script connections could be an 
interesting point to investigate further. Nevertheless a connection between both 
languages, Arabic and vulgar Latin, had happened in Spain with the use of the 
Aljamiado script. It is something interesting to study since it is a symbiosis of both 
cultures and languages. It would be interesting to research whether there are any 
specific features in the Aljamiado script that could be referential for future Arabic 
type designs. Also Andalusian, as a true ‘Al-Andalus’ calligraphic script style could 
be a referential basis for a future typeface design. Nevertheless I discarded this 
reference to Andalusian style for my Arabic since I considered Naskhī style more 
suitable for continuous reading, as discussed in Chapter Six.

Although the history of Arabic script and Arabic typography is not the focus 
of this research, as already mentioned, this historical approach is supposed to be 
necessary for my design practice. I consider historical research as a helpful ‘tool’, a 
methodological tool to obtain information and visual data, which should help me to 
make decisions throughout the process. It is not research about design, but research for 
design.1

The novelties in historical investigation have been those discussed in Chapter 
Four, where I focus the study on the Arabic types that were designed and in use 
in Spain until the digital era. As mentioned in the literary review no work has 
been done on this direction. And this appears to be a clear field of study for future 
research, both on my part and on the part of type historians.

When considering the Arabic types that were in use in Spain, there are still some 
questions to answer, according to the origin of some of the fonts that were purchased 
abroad. Although, in some cases we know the name of the foundry we know nothing 
about the name of the punchcutter. Anyway, as already mentioned, this was not a 
historical thesis, but a practice-based research where history was only a part of the 
study and details such as this were not relevant for the practical result. 

Chapters Five and Six are focused on the methodology used when designing a multi-

1  Relating to these concepts: Frankel, L. & Racine, M. (2010), ‘The Complex Field of Research: for Design, 
through Design, and about Design’, http://www.designresearchsociety.org/docs-procs/DRS2010/PDF/043.pdf  
[Accessed March 2013].
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script Latin-Arabic font. Chapter five provides general guidelines for type designers 
who want to approach a multi-script Latin-Arabic type design looking for a harmo-
nisation of both scripts. I have revised the literature available on this issue, usually 
articles, practice essays, interviews, and tried to organise and add myself what I 
considered relevant for the process, and propose a method of work that I put into 
practice with the designing of Pradell Al-Andalus. The latter is discussed in Chapter 
Six, as an applied methodology process. The result achieved proves that the method 
proposed here is valid enough.

Pradell Al-Andalus, although not designed as a revival of any Arabic Spanish typeface 
establishes a link with the Spanish type history in order to build up a bridge between 
tradition (which departs in eighteenth century Spain) and our contemporary needs.

As mentioned at the end of Chapter Six, Pradell Al-Andalus Arabic is based 
on Naskhī style and has a strong calligraphic approach, even though it has been 
designed using a typographical methodology. That is, understanding the whole 
character set as a system and not as a collection of beautiful drawing shapes. The 
method followed tried to be respectful of the Arabic script tradition so as to get a 
multi-script typeface that could be functional and useful for native Arabic speakers 
and for European citizens, too.

The matchmaking method followed aims to demonstrate that harmonising 
different non-Latin scripts, it is not impossible, although it is challenging. As it has 
been explained, this is not all original, since other type designers have followed 
the same path and have demonstrated high skills when designing their multi-script 
Latin-Arabic typefaces.2 Nevertheless, I believe my approach is different since I have 
worked on the basis of the Spanish Arabic tradition. It seems inconceivable that 
no work like this had been conducted in Spain after more than 800 years of Arabic 
legacy. With this practice-based research I have connected the Spanish Arabic 
legacy with our current multicultural Spanish society. Moreover, in this multi-script 
type design work the idea of multiculturalism has always been present, since Pradell 
Al-Andalus is intended to be useful within a growing multicultural community.

It is possible that designing an Arabic typeface from a European-based culture might 
lead to us obtaining as a result some sort of ‘Euro-Arabic’ font. But, we have to admit 
that when designing multi-script typefaces we have to make ‘respectful concessions’3 
(on both sides). I am not designing an Arabic typeface but a multi-script font. That 
makes a difference. And probably the difference is that I have to think of a different 
kind of user. A user who is not living in a Muslim country, but in a place where 
different cultures coexist and relate to each other. 

2  I would like to refer here the Arabic type designs done by Nadine Chahine and Titus Nemeth.

3  With ‘respectful concessions’ I understand, harmonising without distorting any of the scripts or 
compromising the cultural legacy.
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Pradell Al-Andalus is a typeface intended to be used in a multicultural 
environment, where both Arabic and Latin cultures coexist, wherever the country 
is. The personality of Pradell Al-Andalus Arabic is linked to tradition since the 
purpose is to be used for literary continuous reading text. This was one of the goals 
to be achieved. It provides a new voice to the non-Latin spectrum of voices: a Latin-
Arabic voice in its whole sense. Latin, since it has been designed within a Mediter-
ranean Spanish culture; and Arabic because it follows the paths of the calligraphic 
tradition. Both cultures have been respected.

Arabic type design is going through a crucial moment as can be understood from 
Zoghbi’s comment in an interview which appeared in Étapes magazine: 

It’s about learning the arcane and traditional writing but designing it in a 
modern way so as to make it look new but still legible. It consists, in short, to 
create typefaces that are more ‘idiomatic’ and less dependent from the simplified 
Arabic types which were the only ones available before. (Stones, 2011)

He states that technical problems have currently been reduced and now the problem 
is a creative one: “how to get not stuck into the original forms, which rest essentially 
on traditional Ottoman or calligraphic forms” (Stones, 2011).

From what has been explained in this study, I believe there are different 
approaches to Arabic type design, and not necessarily in any particular order or 
hierarchy: there is an approach to Arabic type where traditional awareness and 
cultural script knowledge goes hand in hand when designing a typeface, even if this 
typeface matches a Latin counterpart. This path results in very legible typefaces 
which are intended for reading purposes and are quite close to a calligraphic flavour. 
Within this path I include my Pradell Al-Andalus typeface.

There is another approach when designing Arabic for multi-script purposes more 
closely related to the Latin tradition. In this case, we get typefaces with a simpler 
and more regular aspect. Some sort of ‘sans serif ’ Arabic style is quite frequent in this 
case. We could say that the Western cultural influence is more evident in this case.

Of course, there is no black and white. There are typefaces that could fit in the 
middle and others that go further to the extremes, as intended by simplifying Arabic 
script.

The so called ‘Euro-Arabic’ flavour can appear in both cases (although they can 
be more evident in the second case); it depends on how far the typeface goes from 
the calligraphic tradition and the Arabic grammar script. But as I argued before, 
designing a multi-script typeface means making concessions on both sides. In the 
end, with enough knowledge, awareness and respect, we can get successful results.

Arabic typography is at a crossroad where different points of view converge. 
Digital technology made some sort of Arabic typography renaissance possible since 
font editors and the technology available does support Arabic type design and 
typography more widely. At this point we find different approaches, for example 



203

those from DecoType where tradition and technology meet, those supported by the 
Khatt Foundation and the typographic matchmaking more committed to a moderni-
sation of Arabic type design (from a European-Dutch perspective) and those lead by 
Reading University MA students that deal with a more respectful academic approach. 
There is room for all those views and others from independent practitioners, in a 
growing Middle Eastern market. In the end, designers and users will have the last 
word. Typography, as a tool to represent language, just as any other conventional 
tool is at the service of society and, as society itself, it is continuously moving.

In this study, I have positioned myself in a respectful academic approach, looking 
at my multi-script Latin-Arabic type design as a functional font for text purposes.

The methodology proposed to achieve a result like the one that is presented with 
this practice-based research does not claim to be the only one, but suggests a path 
to follow that might be applied by other practitioners or, at least, be an issue to be 
discussed (or a proposal to discuss). There are parts of this study that are open to be 
continued. Some of them, although interesting enough, were beyond the scope of 
my work; others can be new opportunities for future research and more practical 
work to be done.
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8
Type specimen
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كيلومتر

الموافق

بها
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Pradell الأندلس
Al-Andalus (in Arabic: اسلدنلأ ) was the 

Arabic name given to a nation in the parts 

of the Iberian Peninsula and Septimania 

governed by Muslims, at various times in 

the period between 711 and 1492 T

الأندلس التسمية التي تعطى لما يسمى اليوم شبه الجزيرة 

الايبيريه )جزيرة الأندلس( في الفترة ما بين أعوام 711 

و1492 التي حكمها المسلمون. تختلف الأندلس عن أندلسيا 

التي تضم حاليا ثمانية اقاليم في جنوب إسبانيا A تأسست 

في البداية كإمارة في ظل الدولة الأموية في الشام، التي 

بدأت بنجاح من قبل الوليد بن عبد الملك )711–750(، 

بعدها تولتها دولة بني أمية في الأندلس عبد الرحمن 

الداخل وبعد سقوط دولة بني أمية تولت الأندلس ممالك 

غير موحدة عرفوا بملوك الطوائف، ثم وحدها المرابطون 

والموحدون قبل أن تنقسم إلى ملوك طوائف مرة أخرى 

وزالت بصورة نهائية بدخول فرناندو الثاني ملك الإسبان 

S 1492 مملكة غرناطة في 2 يناير

Pradell Al-Andalus
type specimen

ة
alhambra –  قصر الحمراء 
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قصر الحمراء هو قصر أثري وحصن شيده الملك 
الامازيغي باديس بن حبوس في مملكة غرناطة خلال 

النصف الثاني من القرن العاشر الميلادي. وهو من 
أهم المعالم السياحية بأسبانيا ويقع على بعد 267 ميلًا 
)430 كيلومتر( جنوب مدريد. تعود بداية تشييد قصر 
الحمراء إلى القرن الرابع الهجري، الموافق للقرن العاشر 

الميلادي، وترجع بعض أجزائه إلى القرن السابع 
الهجري الموافق للقرن الثالث عشر الميلادي.

من سمات العمارة الإسلامية الواضحة في أبنية القصر؛ 
استخدام العناصر الزخرفية الرقيقة في تنظيمات 

قصر الحمراء هو قصر أثري وحصن شيده 
الملك الامازيغي باديس بن حبوس في 

مملكة غرناطة خلال النصف الثاني من 
القرن العاشر الميلادي. وهو من أهم المعالم 

السياحية بأسبانيا ويقع على بعد 267 ميلًا 
)430 كيلومتر( جنوب مدريد. تعود بداية 

تشييد قصر الحمراء إلى القرن الرابع الهجري، 
الموافق للقرن العاشر الميلادي، وترجع بعض 

قصر الحمراء هو قصر أثري وحصن شيده الملك الامازيغي 
باديس بن حبوس في مملكة غرناطة خلال النصف الثاني 

من القرن العاشر الميلادي. وهو من أهم المعالم السياحية 
بأسبانيا ويقع على بعد 267 ميلًا )430 كيلومتر( جنوب 
مدريد. تعود بداية تشييد قصر الحمراء إلى القرن الرابع 
الهجري، الموافق للقرن العاشر الميلادي، وترجع بعض 

أجزائه إلى القرن السابع الهجري الموافق للقرن الثالث عشر 
الميلادي. من سمات العمارة الإسلامية الواضحة في أبنية 
القصر؛ استخدام العناصر الزخرفية الرقيقة في تنظيمات 

هندسية كزخارف السجاد، وكتابة الآيات القرآنية 
والأدعية، بل حتى بعض المدائح والأوصاف من نظم 

قصر الحمراء هو قصر أثري وحصن شيده الملك الامازيغي باديس 
بن حبوس في مملكة غرناطة خلال النصف الثاني من القرن العاشر 
الميلادي. وهو من أهم المعالم السياحية بأسبانيا ويقع على بعد 267 

ميلًا )430 كيلومتر( جنوب مدريد. تعود بداية تشييد قصر الحمراء 
إلى القرن الرابع الهجري، الموافق للقرن العاشر الميلادي، وترجع 

بعض أجزائه إلى القرن السابع الهجري الموافق للقرن الثالث عشر 
الميلادي. من سمات العمارة الإسلامية الواضحة في أبنية القصر؛ 

استخدام العناصر الزخرفية الرقيقة في تنظيمات هندسية كزخارف 
السجاد، وكتابة الآيات القرآنية والأدعية، بل حتى بعض المدائح 
والأوصاف من نظم الشعراء كابن زمرك، وتحيط بها زخارف من 

Alhambra (in Arabic: قصر الحمراء) is a palace and 
fortress complex located in Granada, Andalu-
sia, Spain. It was originally constructed as a 
fortress in 889, and was converted into a royal 
palace in 1333 by Yusuf I, Sultan of Granada. 
The Alhambra’s Islamic palaces were built for 
the last Muslim Emirs in Spain and its court, of 
the Nasrid dynasty. After the Reconquista 
(reconquest) by the Reyes Católicos (“Catho-
lic Monarchs”) in 1492, some portions were 

Alhambra (in Arabic: قصر الحمراء) is a 
palace and fortress complex located in 
Granada, Andalusia, Spain. It was 
originally constructed as a fortress in 
889, and was converted into a royal 
palace in 1333 by Yusuf I, Sultan of 
Granada. The Alhambra’s Islamic 
palaces were built for the last Muslim 

Alhambra (in Arabic: قصر الحمراء) is a palace and 
fortress complex located in Granada, Andalusia, 
Spain. It was originally constructed as a fortress in 
889, and was converted into a royal palace in 1333 by 
Yusuf I, Sultan of Granada. The Alhambra’s Islamic 
palaces were built for the last Muslim Emirs in 
Spain and its court, of the Nasrid dynasty. After the 
Reconquista (reconquest) by the Reyes Católicos 
(“Catholic Monarchs”) in 1492, some portions were 
used by the Christian rulers. The Palace of Charles 
V, built by Charles V, Holy Roman Emperor in 1527, 

Alhambra (in Arabic: قصر الحمراء) is a palace and fortress 
complex located in Granada, Andalusia, Spain. It was 
originally constructed as a fortress in 889, and was 
converted into a royal palace in 1333 by Yusuf I, Sultan of 
Granada. The Alhambra’s Islamic palaces were built for the 
last Muslim Emirs in Spain and its court, of the Nasrid 
dynasty. After the Reconquista (reconquest) by the Reyes 
Católicos (“Catholic Monarchs”) in 1492, some portions 
were used by the Christian rulers. The Palace of Charles V, 
built by Charles V, Holy Roman Emperor in 1527, was 

Pradell Al-Andalus 10/15 pt.

Pradell Al-Andalus 12/17 pt.

Pradell Al-Andalus 9/14 pt.

Pradell Al-Andalus 8/13 pt.
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الفكر الحروف ينقل 
برشلونة هي مدينة كاملة من الضوء والفرح

الخط العربي هو واحد من أرقى فنون

نجد الجمال في كل الأشياء التي تحيط بنا والتي هي جزء من الكون

ليست كل حركة الرقص

AL-ANDALUS
Pradell Al-Andalus is a multi-script typeface for multilingual purposes
Latin extended font for multilingual text composition, including small caps and many figures

AAAAAAAAAAAAAAAAAAA 

Provided with all the styles of Pradell family: Italics, SemiBold & Bold

BARCELONA

قصر الحمراء
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تعُد المواظبة على ممارسة رياضة المشي الشمالي »Nordic Walking«، التي تقوم على 
الألمانية  الرابطة  رئيس  وأوضح  القلب.  لمرضى  مفيدة  المشي،  أثناء  عصي  استخدام 
أن  أثبتت  الحديثة  الدراسات  أن  سميتاك،  نوربرت  ميونيخ  بمدينة  القلب  لأطباء 

الجسم  تحمل  قوة  يزُيد  الشمالي  المشي 
المشي  من  أكثر  القلب  مرضى  لدى 
العصي.  استخدام  دون  من  العادي 
الألم��اني  القلب  طبيب  وأوض���ح 
»أثناء  بقوله  الشمالي،  المشي  مميزات 
يتم  لا  الشمالي  المشي  رياضة  ممارسة 

أيضا«،  والذراعين  الجسم  من  العلوي  الجزء  عضلات  وإنما  فحسب،  الساقين  تدريب 
على  أيضاً  بالفائدة  تعود  بطيء  نحو  الشمالي على  المشي  رياضة  ممارسة  أن  إلى  مشيراً 
في  البدء  قبل  مختص  قلب  طبيب  استشارة  ضرورة  سميتاك  وأكدّ  القلب.  مرضى 
جدول  تحديد  للطبيب  يُمكن  حيث  القلب،  لمرضى  بالنسبة  الشمالي  المشي  ممارسة 

المشي الشمالي مفيد 
لمرضى القلب

الأندلس التسمية التي تعطى لما يسمى اليوم شبه 
الجزيرة الايبيريه )جزيرة الأندلس( في الفترة ما بين 

أعوام 711 و1492 التي حكمها المسلمون. تختلف 
الأندلس عن أندلسيا التي تضم حاليا ثمانية اقاليم في 

جنوب إسبانيا A تأسست في البداية كإمارة في ظل 
الدولة الأموية في الشام، التي بدأت بنجاح من قبل 

الوليد بن عبد الملك )711–750(، بعدها تولتها دولة بني 
أمية في الأندلس عبد الرحمن الداخل وبعد سقوط 

دولة بني أمية تولت الأندلس ممالك غير موحدة عرفوا 
بملوك الطوائف، ثم وحدها المرابطون والموحدون قبل 

أن تنقسم إلى ملوك طوائف مرة أخرى وزالت بصورة 
نهائية بدخول فرناندو الثاني ملك الإسبان مملكة 

Se conoce como Al-Ándalus al territorio 
de la Península Ibérica y de la Septimania 

bajo poder musulmán durante la Edad Media, 
entre los años 711 y 1492. Entre los años 711 y 715, 
los musulmanes ocuparon una parte de la Pe-
nínsula Ibérica, aunque sin ningún tipo de do-
minio efectivo al norte del Sistema Central. La 
invasión y ulterior ocupación del sur peninsular 
se sostuvo manu militari. La parte mediterránea 
y la más meridional sufrieron un desborda-
miento demográfico de las poblaciones locales, 
que se adaptaron a la nueva situación. w

Al-Andalus (الأندلس) was the Arabic name given to those parts of the Iberian Peninsula 
and Septimania governed by Arab Muslims, at various times in the period between 711 
and 1492. As a political domain or domains, it successively constituted a province of 
the Umayyad Caliphate, initiated by the Caliph Al-Walid I (711-750); the Emirate of 
Córdoba (c. 750-929); the Caliphate of Córdoba (929-1031); and the Caliphate of Cór-
doba’s taifa (successor) kingdoms. In succeeding centuries, al-Andalus became a 
province of the Berber dynasties of the Almoravids and Almohads, subsequently frag-
menting into a number of minor states, most notably the Emirate of Granada p

Pradell Al-Andalus 10/16 pt.

Pradell Al-Andalus 34/44 pt.  •  Pradell Al-Andalus 14/22 pt.
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مرةّ جديدة، يتبيّن أن آثار مدينة طرابلس القديمة لا تزال 
مدفونة تحت أديم الميناء، وهي تحتاج إلى أعمال حفر علميّة 

لاستخراجها على غرار ما يحصل في بقية المدن الساحلية، بدءاً 
من جبيل وصولًا الى صور. فقد أعلنت الحملة المدنية لإنقاذ 
آثار وتراث طرابلس، اكتشاف أعمدة أثرية في موقع يتوسّط 

الطريق الدولية عند التقاطع المؤديّ إلى سنترال الميناء من 
جهة وإلى مدخل الميناء من جهة أخرى. عثر على تلك الأعمدة 
خلال أعمال حفر أساسات الجسر الذي سيشّيد ضمن مشروع 

الأوتوستراد الدولي، وظهرت فيها آثار التكسير والخدوش 
التي أصيبت بها من جراّء الحفر بالجرافات، ولا يزال الموقع 

مرةّ جديدة، يتبّني أن آثار مدينة طرابلس القديمة لا تزال 
مدفونة تحت أديم الميناء، وهي تحتاج إلى أعمال حفر علميّة 

لاستخراجها على غرار ما يحصل في بقية المدن الساحلية، 
بدءاً من جبيل وصولًا الى صور. فقد أعلنت الحملة المدنية 

لإنقاذ آثار وتراث طرابلس، اكتشاف أعمدة أثرية في موقع 
يتوسّط الطريق الدولية عند التقاطع المؤديّ إلى سنترال 

الميناء من جهة وإلى مدخل الميناء من جهة أخرى.
عثر على تلك الأعمدة خلال أعمال حفر أساسات الجسر 

الذي سيشّيد ضمن مشروع الأوتوستراد الدولي، وظهرت 
فيها آثار التكسير والخدوش التي أصيبت بها من جراّء 

الحفر بالجرافات، ولا يزال الموقع المكتشف مهملًا من دون 
سور أو حتى مراقبة المديرية العامة للآثار، إذ أفاد عاملون 

في المشروع أنّ أحداً لم يقم منذ أسبوع بالكشف عليه.
واعتبر رئيس لجنة الآثار في بلدية طرابلس خالد عمر 

تدمري، أن ما رصد هو عبارة "عن 9 أقسام لأعمدة 
حجرية دائريةّ موزعة بشكل متناسق، وتشير إلى وجود 

معبد في هذا الموقع. لذلك، ينبغي الحفر علمياً أكثر في العمق 
وعلى امتداد مساحة الأرض، كي يظهر الارتفاع الحقيقي 

مرةّ جديدة، يتبّني أن آثار مدينة طرابلس القديمة لا 

تزال مدفونة تحت أديم الميناء، وهي تحتاج إلى أعمال 

حفر علميّة لاستخراجها على غرار ما يحصل في بقية 

المدن الساحلية، بدءاً من جبيل وصولًا الى صور. فقد 

أعلنت الحملة المدنية لإنقاذ آثار وتراث طرابلس، 

اكتشاف أعمدة أثرية في موقع يتوسّط الطريق الدولية 

عند التقاطع المؤديّ إلى سنترال الميناء من جهة وإلى 

مدخل الميناء من جهة أخرى.

عثر على تلك الأعمدة خلال أعمال حفر أساسات 

الجسر الذي سيشّيد ضمن مشروع الأوتوستراد الدولي، 

وظهرت فيها آثار التكسير والخدوش التي أصيبت بها 

من جراّء الحفر بالجرافات، ولا يزال الموقع المكتشف 

مهملًا من دون سور أو حتى مراقبة المديرية العامة 

للآثار، إذ أفاد عاملون في المشروع أنّ أحداً لم يقم منذ 

أسبوع بالكشف عليه.

واعتبر رئيس لجنة الآثار في بلدية طرابلس خالد عمر 

تدمري، أن ما رصد هو عبارة "عن 9 أقسام لأعمدة 

حجرية دائريةّ موزعة بشكل متناسق، وتشير إلى 

وجود معبد في هذا الموقع. لذلك، ينبغي الحفر علمياً 

أكثر في العمق وعلى امتداد مساحة الأرض، كي يظهر 

الارتفاع الحقيقي لهذه الأعمدة التي يتجاوز عرضها 

المتر، وتالياً معرفة حجم الموقع الأثري وماهيته". 

وأشار الى أن الأعمدة هي من نوع الغرانيت الذي 

كان يأتي من مصر عبر التبادل التجاري الذي كان قائماً 

مع الفينيقيين، إلّا أنه قد يكون أعيد استخدامها في 

بناء معبد يوناني أو روماني، لذا لا نستطيع التثبّت من 

معبد أثري لا يزال مطموراً 
عند مدخل مدينة الميناء

Pradell Al-Andalus 8/14 pt.                                Pradell Al-Andalus 22/30 pt.  —  10/16 pt.   •   Pradell Al-Andalus 18/28 pt.
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ornaments

CURRENCIES · PUNCTUATION · SYMBOLS · SPECIAL CHARACTERS

figures (lining · old style · tabular · superior · inferior · numerator · denominator)

aáâäàåãāąăǎæǽbcćĉçċčdďðeéêëèẽēęĕėfgĝ
ğġģhĥħií î ï ì ĩ ī ĭ į �ĳjĵkķlĺľļłmnńņňñŋoóôöò
õōŏőøǿœpqŕřŗsśŝşšștťŧuúûüùůũūųŭűvwẃ
ŵẅẁxyýŷÿỳỹzźžżðþ ([{·-–—!¡¿?‹›«»}]) 

0123456789   0123456789   0|1|2|3|4|5|6|7|8|9  
0123456789(.,-)    0123456789(.,-)    1234567890(.,-)/1234567890(.,-)

a b c d e f g h l m n o p q r s t u
v w A B C D E F G H I J K L
M N O P Q R S T U V W X Y Z

AÁÂÄÀÅÃĀĄĂǍÆǼBCĆĈÇĊČDĎÐEÉÊËÈ
ẼĒĘĔĖẼFGĜĞ�ĠĢHĤĦIÍÎÏÌĨĪĬĮİĲJĴKĶLĹĽ
ĻĿŁMNŃŅŇÑŊOÓÔÖÒÕŌŎŐØǾŒPQRŔ
ŘŖSŚŜŞŠȘTŤŢŦUÚÛÜÙŮŨŪŲŬŰVWẂŴẄ
ẀXYÝŶŸỲỸZŹŽŻÐÞaáâäàåãāąăǎæǽbcćĉçċčdď
đeéêëèẽēęĕėfgĝğġģhĥħiíîïìĩīĭįijjĵkķlĺľļŀłmnńņňñ
ŋpóôöòõōŏőøǿœpqrŕřŗsśŝşšștťţŧuúûüùůũūųŭűv
wẃŵẅẁxyýŷÿỳỹzźžżðþ

& ß $ € € ¥ £ ƒ ¢ ¤ ¡ ! ¿ ? # % ( / ) [ \ ] { | } @ ª º 
− + = ≠ ≈ < > ≤ ≥ ∞ µ ∆ √ ◊ ∫ π ∏ ∑ ∂ Ω † ‡ § ¶ 
‹©®›™«»;:,.’”*“”·•…-— _– 

ligatures (typographic & discretional)

SMALL CAPS

CHARACTER SET (BASIC & EXTENDED)

L·L Qu Qü Th Ťh Ţh cb ch ck cl cp ct fb ff fh fi fí fj 
fk fl ft ffi ffj ffl fft gy ĳ l·l sb sh sk sl sp st tt ſſ ſi ſh ſl ſt
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◌  ◌  ◌  ◌  ◌  ◌  ◌  ◌  ◌  ◌  ◌  ◌  ◌  ◌  ◌  ◌  ◌  ◌  ◌  ◌  ◌  ◌�  �  �  �  �  �  �    ؕ    ٰ    ٖ    ٘    ٕ   ٓ    ٔ    َ    ً    ِ    ٍ   ُ    ٌ    ْ    ّ

a multiscript typeface that combines both latin & arabic scripts intended for multilingual purposes

�     A  B  .  …  ) ٭   ( ؟  ! ؛   ،  ٫  ٬  ٪

٩ ٨ ٧ ۶ ۵ ۴ ٣ ٢ ١ ٠  ٩ ٨ ٧ ۶ ۵ ۴ ٣ ٢ ١ ٩ ٠ ٨ ٧ ٦ ٥ ٤ ٣ ٢ ١ ٠

arabic basic set

extended character set (farsi & urdu)

ligatures

ا أ إ آ نا نأ نإ نآ ب ببب ت تتت ث ثثث ة نة ج ججج ح 
ححح خ خخخ د ند ذ نذ ر نر ز نز س سسس ش ششش 

ص صصص ض ضضض ط ططط ظ ظظظ ع ععع غ 
غغغ ف ففف ق ققق ك ككك ل للل م ممم ن ننن ه ههه 
و نو ؤ نؤ لا لأ لإ لآ  نلا نلأ نلإ نلآ ي ييي ى نى ئ ئئئ ء

ٱ نٱ ٹ ٹٹٹ پ پپپ  چ چچچ ڈ نڈ ڑ نڑ ژ نژ ڤ ڤڤڤ ک 
ککک گ گگگ ں نں ە ۀ  ھ ھھھ ہ ہہہ ۀ نۀ ۃ نۃ ی ییی 

لٱ نلٱ ے نے ۓ نۓ

figures

diacritical marks

punctuation + specials

نني سى نسى سي نسي شى نشى شي نشي صى نصى صي 
نصي ضى نضى ضي نضي بى بي  نى ني تى تي ثى ثي فى في ئى 
ئي نهر تهر بهر يهر سر نسر شر نشر صر نصر ضر نضر يير 
نبر نتر ننر نير نئر كى نكى كي نكي لى نلى لي نلي نما نمآ نمأ نمإ 
كل نكل ئمر بمر نمر تمر ثمر يمر نئن نثن نبن نتن نين تجر تحر 
تخر يحر يجر يخر لحر لجر لخر لم لمم لهر حمر جمر خمر همر 

Pradell Al-Andalus
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Appendix 1
Arabic types in Spanish type specimens

Gil, Jerónimo (ca. 1774), Muestra de Letras Fundidas en las matrices hechas de Orden del 
Rey Nuestro Señor para la Imprenta Real, Madrid.
50 x 40 cm, 1 sheet. Types cut by Jerónimo Gil.
Biblioteca Nacional (Archive, 0027/10; 0077/09; 0079/09; 0088/07)

Real Biblioteca (1787), Muestras de los nuevos punzones y matrices para la letra de imprenta 
executados por orden de S.M. y de su caudal destinado a la dotación de su Real Biblioteca. 
M.DCC. LXXXVII, Madrid.
22 x 15 cm, 74 pp. 
Arabe (page 44) and Arabe con las mociones (page 45).Types cut by Jerónimo Gil.
Biblioteca de Catalunya (BerRes. 108-8º); Biblioteca Nacional (2/23678; 3/69248)
There is a facsimil edition with a presentation by Jaime Moll and published by 
Federación de casa regionales de Madrid, El Crotalón, 1988.
More references can be found in Corbeto, 2010, p. 82.

Imprenta Real (1793), Caracteres de la Imprenta Real en 1793, Madrid.
21 x 15 cm (4º), 139 pp.
Árabe en texto (p. XL) cut by Jerónimo Gil; Árabe en entredos (p. XLI) cut by unknown 
punchcutter.
Biblioteca de Catalunya (Bon. 6-I-2); Biblioteca Nacional (2/18111; U/356).
More references can be found in Corbeto, 2010, p. 83.

Imprenta Real (1799), Muestras de los punzones y matrices de la letra que se funde en el 
obrador de la Imprenta Real. Madrid año de 1799, Madrid.
23 x 16,5 cm, 147 sheets (printed one side).
Árabe en texto (p. 67) and Árabe en texto con mociones (p.68) cut by Jerónimo Gil.
Árabe en lectura (p. 69) and Árabe en lectura con mociones (p. 70) cut by unknown 
punchcutter.
Biblioteca de Catalunya (R[6]-8-192); Biblioteca Nacional (3/69239; 1/6483; U/5112).
More references can be found in Corbeto, 2010, p. 84.

Imprenta Nacional (1825), Inscripciones que se compusieron é imprimieron en presencia de 
los reyes nuestros señores, de toda la real familia, y el serenísimo señor príncipe real de Sajonia 
Maximiliano y su augusta hija la serenísima señora princesa Amalia, el día 13 de Enero de 1825, 
en que se dignaron honrar este real establecimiento con su augusta presencia, Madrid.
19,5 x 28 cm,  pages not numbered. Arabic type shown, cut by Jerónimo Gil.
Archivo Histórico Nacional (Consejos - Legajo. sig. 11303 / 67).
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Gans, Richard (1922), Richard Gans. Fundición Tipográfica, Madrid
p. 170

Gans, Richard (ca. 1964), Tipos Gans. Catálogo General de Tipos, Madrid.
pp. 224–225

Neufville, Fundición Tipográfica (ca. 1989), Neufville Barcelona At the Arabic 
Printer’s Service - Au Service de l’imprimerie arabe, Barcelona.
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Appendix 2
Transliteration of Arabic

DIN 31635 (1982) – ISO 233 (1984)
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                                                                    INDEX TRANSLATIONUM 
 
 
 
 
                    Tabla de transliteración  
                           
                    ÁRABE 
 
 
 

golpe glotal ´ 

 a ٲ

 b ب

 t ت

 th ث

 j ج

 ḥ ح
 kh خ

 d د

 dh ذ

 r ر

 z ز

 s س

 sh ش

 ṣ ص
 ḍ ض
 ṭ ط
 ẓ ظ
 ‘ ع

 gh غ

 f ف

 q ق

 k ك

 l ل

 m م

 n ن

 h ه

 w و

 y ي

vocal larga a  ā 

vocal larga i  ī 

vocal larga u  ū 

 

UNESCO transliteration list
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Brill’s simple Arabic transliteration system
Version 1.0, 14 December 2010 / By Pim Rietbroek

Instructions for Authors

1) A general-purpose system of transliterating Arabic for scholars

The Arabic transliteration system we present here is meant as a system for general scholarly use. It does 
not pretend to represent all orthographic details of the original script: for instance, initial hamza is not 
transliterated, and no distinction is made between ā from alif, from alif maqṣūra, or from tāʾ marbūṭa. It 
is also simple in the sense that one Arabic letter (consonant) is transliterated with one roman letter, and 
in this it follows the Deutsche Morgenländische Gesellschaft rules.

In the table below, many transliteration characters in the ‘sAts’ column carry diacritics, either above 
or below. Until recently, common computer operating systems had few fonts which supported all of 
them: Times New Roman, for instance, lacked some until it was updated with the introduction of MS 
Windows Vista. In such cases, the Gentium and Charis SIL families have proved useful: as before, you 
are free to use those if you prefer, or any other Unicode font.

The ‘Unicode’ column lists the hexadecimal values of all characters which cannot be keyed directly 
on an ordinary ‘western’ keyboard like a US keyboard. A method to use these values for input is 
described in Section 2, the Input section of this document.

Arabic sAts Unicode Arabic sAts Unicode Arabic sAts Unicode
ا a, ā 0101 ط ṭ 1E6D �ى ā 0101

�ب b
طب ẓ 1E93 �ىي ī 012B

�ي t ع ʿ 02BF و ū 016B
�ث ṯ 1E6F

ب
ع ġ 0121 ◌َ a

�ب ǧ 01E7
��ب f ◌َ i

� ḥ 1E25
ي

� q ◌ُ u
ب

� ḫ 1E2B ك k ‍ـ ‍�‍ـَ��يْ� ai

د d ل l ‍ــوْ au
دب ḏ 1E0F م m ‍ـ ‍�‍ـَ��يّ� īy 012B

ر r
�ب n ‍ــوّ ūw 016B

رب z �ه h
�ي a, ah, āh, at, āt 0101

��س s و w, ū 016B
��سث š 0161 �ىي y, ī 012B

�س ṣ 1E63 ء ʾ 02BE
ب

�س ḍ 1E0D

Unicode hexadecimal values of uppercase transliteration characters

Ā Ḏ Ḍ Ǧ Ġ Ḥ Ḫ Ī Š Ṣ Ṯ Ṭ Ū Ẓ

0100 1E0E 1E0C 01E6 0120 1E24 1E2A 012A 0160 1E62 1E6E 1E6C 016A 1E92

DMG (Deutsche Morgenländische Gesellschaft) rules.
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2) Input
You can input characters carrying diacritics in several ways:
2.1) Users of MS Office Word (Windows) may choose the ‘Insert Symbol’ command and pick the 
character in the Symbol palette, but this is a cumbersome method.
Mac OS X provides the similar Character Palette, which works in all text applications; this Character 
Palette can be switched on via System Preferences… → International (Snow Leopard: Language & Text) 
→ Input Menu (Snow Leopard: Input Sources). If it was not active before, a keyboard menu appears in 
the menu bar towards the right.
2.2) In the MS Office suite of programs (Windows, versions 2003, 2007, 2010), the Unicode 
hexadecimal value can be used for input. To get, e.g., ‘ḥ’, one types ‘1e25’ (without the quotes; it does 
not matter whether you use a lowercase or an uppercase ‘e’) and then immediately Alt X: the code is 
replaced by the character. Typing Alt X again will toggle it back to the code.
Mac OS X allows you to input hexadecimal values directly with the Unicode Hex keyboard layout. It 
can be activated in the same way as the Character Palette mentioned above. To use it, first choose the 
Unicode Hex keyboard from the keyboard menu in the menu bar, near the right; then press down the 
‘Option’ key (sometimes called ‘Alt’) and key the four-character hexadecimal code, and let go of the 
‘Option’ key: the character appears.
2.3) The easiest way to key the transliteration characters is to use a dedicated keyboard for Arabic 
trans literation. One of the best, and available for both MS Windows and Mac OS X at no cost, is Alt-
Latin. It can be downloaded from The University of Chicago Library site, where you can also find clear 
documentation.
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Appendix 3
Arabic Keyboard
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Persian Keyboard
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Appendix 4
Arabic Unicode Ranges

Available online from the Unicode website:

Arabic
http://www.unicode.org/charts/PDF/U0600.pdf

Arabic Supplement
http://www.unicode.org/charts/PDF/U0750.pdf

Arabic Extended-A
http://www.unicode.org/charts/PDF/U08A0.pdf

Arabic Presentation forms-A
http://www.unicode.org/charts/PDF/UFB50.pdf

Arabic Presentation forms-B
http://www.unicode.org/charts/PDF/UFE70.pdf
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