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Calligraphic Architecture: Stroke to form, space and surface

How does Arabic Calligraphy influence the design process of Zaha Hadid in her creation
of architectural forms?
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Article history: This design research explores the connection between two rather divers
Receivedl9 October2020 forms, Architecture and Arabic Calligraphy. From the intricate art and sciel
Received in revised form 00 behind designindouildings to the decorative inscriptions of one of the mu
January 00 historical calligraphic mediums in the Arab World his article uses the worl
Accepted 00 February 00 of star architect Zaha Hadid as a vehicle to help visualize this relationshi
Architecture and ArabidCalligraphy. Arabic calligraphy combines a cultur
Keywords: language with the language of geometry. The fluidity of Arabic script off
Zaha Hadid countless possibilities for designing calligraphic expressions varying its
Arabic Calligraphy from ornamental design to Architecture. This rrch focuses on how Arab
Architectural Concept Calligraphy may haveinfluenced the design process of Zaha Haditbwing
Design Process her to produce her fluid architectural designs. In retuthis study will unfold
3D Design into creating new valid diagrammatic forntsed on calligraphy. This person
Form Finding exploration will begin with a simple Arabic calligraphy form and gradual
Drawing through the use of sketches, paintings and 3D graphigHi develop into a
Islamic Architecture conceptual architectural form that can be seen as a space to l@téthahe

profound connection betweekrabic calligraphy and the work of Hadid can
debated, but it definitely shares similaritiebence providing a topic fo

discussion.
Zaha Hadid (195@ 2016) architecture i s omthegreath at
depthandis perhaps not always obviously realised
Aut hords Motivation but Zaha Hadid was an architect who did revitalize

this link to a certain extent, with her fluid and
Thi s design research s t ergasic ddsigns. ider dultural rocisilohghwihrhérs
passion for the art of Arabic Calligraphy. The knowledge of the Arabic languagmay haveto a
author practices Arabic Calligraphy in their free certain extenthad a impact on her design process
time and this type of calligraphy has a deep

connection to their faith and culture. As an This design researchxploresthe question,

individual currentlyengagedn architectural study, O60How does Arabic Calligra

this research opportunitywas a perfect chance for process of Zaha Hadid in her creation of

the author to bring together many aspects of their architectur al forms?d The

design philosophy and aim to link them together in Hadid is one that stands out due to its poetic and

an insightful manner. unusual way of constructing a design form; it almost
seems like a seed that is planted and then nourished

Introduction with various nutrients (i.e. the various tools) until

the point where it extends into the sky.
Arabic Calligraphy and its geometrical properties
have a wide spectrum of uses; some of which are less The aim of this desigibased research s trace the
known than others. The connection with steps utilized by Hadid in her design process and
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develop hypothetical architectural forms that
encapsulata variety of fluid spaces. Here the focus
is on the concept design stage rather than a fireali
building form. This will be supported by evaluating
Hadi doés buil dings
diagrams/images and making a valid link to the
dimensions of Arabic Calligraphy. The journey of a
simple calligraphic element to the final building
design could assist in structuringhe article into
stages of development. Once an appropriate study
of existing work has been done and a structured

process has been established, a series of diagrams,

drawings, sketches and mod®Vill then be created
in order to obtain an insight into thisway of
working.

Literature Review

In order to constructviable design research it is
essential to analyze existing texts which talk about
the cross overbetween architecture and Arabic
calligraphy. Gaining a clear understanding of how
Zaha Hadid approached architectural design and the
process she utilized to drive her ideas into existence
is important in order to further support this
research.

Arabic Calligraphy as a Design Tool

The catalyst for this design research is the use of
Arabic Calligraphy so it is essential to understand
its roots in the Muslim/Arab World as well ago
gain an insight into its current use in the modern
age. Within Islam, Arabic Calligraphy is regarded
as a vital decorative and embellishment tool due to
the absence of figurative aend its uses range from
ornamental design to Architecture. In Islamic
Architecture Arabic Calligraphy and geometric
motifs seamlesslyflow through the interior of
sacred buildings (Blair, 2006) providing a visual
representation of religious texts, as seen here in the
interior of the Hagia SophiéFig 1).

Figure 1: Interior of the Hagia Sophia marked with Thuluth
Arabic calligraphy in Circle Panels (Aramco ExPats. 2019)

A number of calligraphy scripts have been

t h developdd over tnre afrbny thé &uwdid (Simplified

the Thuluth
their

Rectangular Style) to
(cursivéornamental) each with
experimental qualities

script
own

As described bytwo r esear cher s,
integrates a cultural language with the language of
geometry and combines sacred meaning with
creative making (Moustapha & Krishnamurti,
2001) . 8 Ar abi c
structure and visual orderand it has showin its
numerous applications an ability to regenerate itself
(Al-Shiekh, 2016). The prime quality of a
calligraphic structure is its continuity and rhythmic
flow. Throughout the development of its scripts
this quality remains embedded into its physical
properties. According to Ramesh Krishnamurti
(Moustapha & Krishnamurti, 2001dhis element of
fluidity offers vast opportunities for designing
calligraphic expressions, because even a single word
can be transformed and produced in a number of
ways to suit different motifs. By tradition, the
process of producing Arabic Calligraphy focuses on
horizontality and a twedimensional surface instead
of a threedimensional form and a vertical order.
Arabic calligraphy is extensively used as a two
dimensional surfaoiy tool on sacred architecture in
Arab Culture, but the task is to successfully
translate these visual calligraphic forms into three
dimensional objects that can be located in real
context (AkShiekh, 2016). This research by Bassam
Al-Shiekh focuses on thetranslation from
Calligraphic expressions to visual structures and
architectural spaces that are formulated around
algorithms which are in turn created via
experimental computational studies (Fig). He
devises a parametric calligraphic machine that
produces and correlates calligraphic images,
surfaces andeality.

Figure2: AI-S h i e k h-@imengiohal calkgraphic
experiments to produce forms and surfaces $hiekh, 2016)

Calligraph



Hassan Massoudy (Iragi painter and calligrapher)
considered by the French writer Michel Tournier as
the 6great est (Qarawahes ol d,al ' -~ -~ =" -~

Phébus, 1989, cl ai ms that 0We [~ B i |
many valuable aesthetic aspects from classical [7 W f LP / A
Arabic calligraphy, such as its elegant character, L= - PR

Ead

round shapes and linked letters which give the
words the appearance of a perfect body enhanced by
the measured proportions of length and width
(Massoudy, 2013).When working on his art
Massoudy imagines his calligraphstructures as
sculptures soaring into the sky, whilst greatly
defying the atmospheric pressure and pull of
gravity. When we look at the Arabic alphabete

can observe that may have had an impact on how
Hadid designed her works. Hassan Ma oudy ¢ o
Arabic calligraphy artwork and harmonious strokes

(Fig 3) share some resemblance to Hadiddés initial
acrylic paintings. Fig4 Zaha Hadi ddsas Begmalty LDmawinb

Serpentine Gallery (Serpentine, 2016)

N Zaha Hadid in her initial experimental work was
greatly inspired by Russian avagiarde artist
. Kazimir Malevich along with abstract movements
[N and calligraphy scripts. It was through this study of
! J such work that she developed abstraction as a
L i principle to explore and create space (Ha&idl16).
o siliiti ot S ATAAIs She furtter stated that painting in an abstractive

' way is a clearer way to explore space, form and the

Figure3: Examples of Hassan Mas s ospataband enigarizattonat anrangeimedtmn ymere

Paintings (Massoudy, 2016) drawing (Michaud, 2011)In her interview with
Alvin Boyarsky (the Director of Architecture
Association)Hadid repeatedly emphasisétat the
abstractive art movements in the earfywentieth

Ha d ilnggration , Early Works and Paintings Century like Futurism, Cubism, and Suprematism
took certain ideas from primitive and figurative art
Hadid madeuse of drawing and painting to initially which arerooted inArabic and Chinese calligraphy,
visualise her future projects. It allowed her to be African art, and geometric design (Hadid, 2006;
almost free in exploring various possibilities Didero, 2012). Consequently, themeantgarde art
leading her to adopt designs which employed movements wre the main inspiration for new
fluidity, dynamism, fragmentation and abstraction. architectural movements such as constructivism
As Robin Evans put i nt o andrddnstrutiiamc Hadid e founds thdtothen o t
build, they dravd (Evans, R.1986, so in this sketching hand was a literal option to employ fluid
technologicallyfast developing field her collection dynamism in an industry that is now primarily

of early drawings are rather valuable in driven by digital design and enhaed
understanding her thought process. Her drawings manufacturing capabilitiesHadid, 2010) .06 P
and paintings were showcased at an exhibitonin Schumacher explains how H:;:
Londonds Serpentine Sa c kdhapedby@abiclcaligrgphy,(ao@et Bey pairaimgs

later curated into a book nametkha Hadlid Early and drawings to reflect the notion of deconstruction
Pantings & Drawings (2016) These early and fragmentation in space (Schurhar, 2002).
beginnings (Fig4) of her designs were rarely seen, When we thoroughly examine
from sketchbooks to works on paper and canvas as formal drawings whilst reading through her

well as several proposals for competitiodgll of detailed project descriptions, we can find many
which come together tproducea rather thorough spaces and buildings with clear links to Arabic
portfolio of work and highlight certain aspects of calligraphy (Bittar, 2006).

the many stagepreceding construction.



Calligraphyd isfluence on the work of Zaha Hadid As a gener al Vi ew, Hadi dods
ideological message, and the similarities

Zaha Hadid was an Arab, Muslim woman and UK highlighted are possibly due to her cultural origins.

based architect whose works are a blend of ragi To respond to the critics

identity, culture and modern thoughts (Aref, 2011, as fragmented and detached is perhaps to

Woods, 2008). The creation of architectural fgrm recomnend a deeper study of the Arabic

the proces of transforming a mental image into a Calligraphy art, because thereafter there appears to

visual plan is a semantic chain that holds the be a greater coherence in

creatords cul tural r i ¢ hnseenss .to beé very symbolic (Tlue 280iL8Arabic o m t

perspective of semi ot i c sCallgnaphyZnathpaactidé and usd lias a souleet Kk |

Cengiz Talnan explains how linguistic patterns are asan outer attracion, and this relates very closely

one of the main tanches of any culture thathavea wi t h Ha d iswh&lsgivelasssnsegicomfort

selfconscious role in shaping human thoughts and wellbeingw h e n vi ewed from t

(Tavhan, 2018). This concept was also touched upon  perspectivewhilst also having astriking presence

by Rem Koolhaas at the Architectural Association in the wider built environmern.

in London, who observed that his Arab architecture

students like Hadid wereable to make certain Methodology
curved gestures more easilne suggested this had
a lot to do with Arabic Calligraphy and culture This designbased research uses a method of

(Hadid, 2006). Whilst studying in London at the AA analysis and exploration to answer the proposed
after completing mathematics from the University guestion. Firstya f ew of Zaha Hadi
ofBeirutHadidn ot i ced t hat 06t her slected sanda analysedn &sc greicaslents using a
with the logic of maths to architecture and the combination of early drawings, paintings, models
abstraction of Arabic Calligraphfmentioned in her and final imagery to envision a possible connection.
interview with Bl ueprint ds He r b Ehis tanaly$hr af gabht building will be correlated
(Hadid, 2014)When mentioning this aspect to the with Arabic Calligraphy exmples that use similar

press she described itsaa fertile subject for geometric qualities. Thereafter using the research
researchers to investigate, with considerationgiven gat hered a ti meline/ fl owc!
to generating forms and surfaces based on process and evolution will be devisedtcompanied
contemporary design elements that employ  with useful primary and secondary imagery.

algorithmic means. Hadid in her interview

explained further that 0Uysingthiebasethe raseaich wilhtbhehpmwaeeedttd ¢ s
havea tremendous connection to architectureven create a hypothetical architectural form from a
more so now with the advanced computer scripts  simple Arabic Calligraphy stroke. This translation

used in many of our designs. This relates a great will be shown through a series of hand strokes,

deal to my Arab identity in terms of algebra, sketches , paintings and CAD diagramsing the
geometry mat hemat i(daslid, a n dRhino softwaie(Bhinacperbsy3D, Versiob.0). The
2015) end result should be something that allows for

reflections and interpretation with regards to this
Patrick Schumacher in his written works explains unigue design process.
how ©6one of Hadi do&s audaci ous moves was to
translate the dynamism and fluidity of her As awhole view this study is split into two main
calligraphic hand directly into equally fluid tectonic segments the first one beingthe analysis and

system$ (Schumacher, 2004.17). This shows a examination of the work of Zaha Héadl and the
sheer interest inproducing designs that followed secondbeing the personaldesign development of
the logic of calligraphyandin creating continuous conceptual architectural formsThis methodology

spaces that were comfortably functional for its aims to provide a cohesiygeckage of research in

occupants. From her initial designs, Hadid used her  order to arrive at aclearconclusion

calligraphic skills to shift from perspective and

isometric projectios to literal deformations of

spaceTheevi dent cur vil i near Arabic Galligraphy Gedometrya&Seriptd s

designs mimic the cursive flow of Arabic calligraphy

(Alshiekh, 2016). As a result of using curved lines  Ibn Mugla (885940 A.D.) who was born in

and fluid surfaces Hadi dBaghaajth&ksantewsiadidy codifiedchtte sibosgripte e n

ofthecur vebd. which later became the foundation for the practice
of Calligraphy. He restricted Arabic Calligraphy
scriptso proportions t o s
included the Thuluth script. The rhombic dot, the



Alif ( )Fthe circle andthe similarity system form
the prime rulings of Calligraphic proportions.
These changes in script then supported the
development of the Kufic scripE{mansy 2014).

The following design research and exploration will
focus on two Arabic calligraphy scriptand these
are the Kufic and Thuluth script. This is to provide
a contrasting approach to architectural form
finding.

Kufic

The Kufic script (Fig 5) was developed in Kufa,
Mesopotamia (Iraq) in the 17th Century AD and
was therefore the first script usedby Arabic
Calligraphers to write the manuscripts of the
Qur dan. The script i s
long vertical lines meeting horizontal ones
perpendicularly and it is void of diacritical marks

is distinctively different from the other script
marked by its overall highly vertical appearance and
a dynamic forward movement when readifthese
characteristics ultimately affected the usability of
Kufic and made it better suited for Islamic tiling and
architectural decorations of palacespsques and
institutions (Alshahrani, 2008).

oy 9

Figure 5: Example of the Kufic Script
http://arabiccalligraphy.org/resources/Kufic09-tn1200.jpg

Thuluth

The Thuluth script (Fig 6) was developed in the
Abbasid Dynasty (11th century) and was later
polished by calligrapher Seyh Hamdullah in the
Ottoman Dynasty (Elmansy, 2014). Thuluttvhich
means-t Biome&éd was named
curved to straight lines within the script. Its cued,
intersected and pointed lettdreads created its
popularity as an ornamental script for headings and
titles (Alshahrani, 2008). Notable features of this
style are the inclusion of vowel signs and
ornamental frills that are used to beautify the script,
and a combination of sharp, hdhin out-strokes
that curve slightly upward in a small loop. The
letters are usually large but very compact, high

left, and round shapes predominate the texture
(Afshar,2016). The Thuluth script is marked by its
clear structure and readability, which make it

suitable for a number of purposes, even today.

Therefore, it was wused
architectural decorations in many regions of the
Islamic Empire.

(Afshar, 2016)

SR N LS AW

Figure 6 : Example of the Thuluth Script
http://abuhannansyatirah.blogspot.com/

Analysis of Works

In the following segment, there is a selection of
projects designed byHadid, each one being a
different building typology. This is to show a link

to calligraphy from a wide spectrum of structures.

Furthermore, besides each project is a drawing that

relates the form to a specific letter or phrase in the
Arabic Calligraphy sapt.

af

t habcenklers are gyriiten iwigh,a slighntitf towaeds thew i t |
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Case Study 1: Vitra Fire Station (199®93)

Being one of Hadidds first buil tamBheis,iGgmanyp,isenyvigoodds , t
as a prime element in a linear landscaped zone ; an extension of the linear pattethis fignnearby vineyards

and fields. The diagonally intersecting concrete planes help to define the street that invades through the
complexand this signifies Hadidds earliest attempts
architectural brm (Archdaily, L.Fiederer, 2018).

Building Image Hadid Sketch Calligraphy Link

[/ 7

Figure 7 (Left) Vitra fire station Figure 8 (Centre)Initial sketch Figure9 (Rightty Aut hor ds Own

Thi s building can be described as exploding intd actiom e me n
unexpectedly (Hadid, 1993jurthermore, as can be seéom its early drawingit is made up of lines thatra
repositioned and rotated in various angles and this relates tshape of the teer Alif ( F) when replicated.

Case Study 2: Bergisel Ski Jump (2002)

The Bergisel Ski Jump was designed by Zaha Hadi d be
in Innsbruck and can be seen as vital reference point to avid skiers. Its sweeping lines and minimalist aesthetic
create a sense of graceful, higheed motion, reflecting the dynamic sensation of a ski jump in a monumental
structure that stands above the historic ¢enof Innsbruck and the mountain slopes around. It is this spirit of
motion that informs the flowing form of Hadi dds de
built to facilitate. Hadi d r e fAecombiration between h ®mweband d d i n
bridge betweenra vertical andadiagonal Hadid, 2012).

Image Elevation Calligraphy link

T g e

Building
RN

Figure 10 (Left) : Bergisel Ski Jump (2002)
Figure 11(Centre) : Elevational drawing of the skump
Figure 12 (Right) : Authords own

Within this design the letter Alif (F) can be seen as the structural support for the ramp which in itself be formed
upon the letter Ain ().



Case Study 3: MAXXI Museum (2009)

The MAXXI museum in Rome relates quite closely to garrounding urban contextand the structure of the

design is oriented along two urban axes. @@ one side you have the horizontality of the former military
barracks ananthe other is the taller residential buildingsso this museum tries to makhis balance between

both. The reinterpretation of these two geometric structures within the proposal generates the surprising
geometric complexity of the campus. Sinuous lines harmonize the overall scheme and facilitate flows across the
site. | canstdhbattemgt doscreate a landscape, a series of cavernous spaces drawn with a free, roving
line. The resulting piece gives the visitor a sense of exploration (Fairs, 2009).

Building Image Hadid Sketch Calligraphy Link

Figure 13 (Left) The MAXXI seen from above in Rome
Figure 14 (Centre)Concept sketch of the MAXXI
Figure 15 (Righty Aut hor 6s own

The design features repeated and overlapping lines that are adjacent to one another with several instances or
curved corners and this can be attributed to the phrigs@iec2P &.3In the name of Allah, the Beneficent,
the Merciful).

Case Study 4: London Aquatics Centre (2011)
The concept used for the London 2012 Olympic Aquatics Centre was the fluid geometry of water in motion,

creating spaces and a surrounding environment in sympathy with the river landscape of the Olympic Park
(Hadid,2012).

Building Image Concept Diagrara Calligraphy Link

e i
r' ot

Figure 16 (Leftf Phot ograph taken upon Authoroés visit
Figure 17 (Centrg CAD drawings
Figure 18 (Right): Authords own

The formor conceptual image f  H aAduatit @entrecan be likened to that of theaaff ) or Zaa ( ¥dvhen
simplified. The cursive nature of the script means thasiable to stretch and be written in a rather freeform
perspective.



Case Study 5: Glasgow Riverside Museum (2011)

The design flows from the city to the river, symlimihg a dynamic relationship in which the museum is the
voice of both, and the transition from one to the other, while actively encouraging connectivity between the
exhibits and the wider environment. The design is a sectional extrusion, open at oppasingleng a diverted

linear path (Hadid, Z. 2017). Thus the museum positions itself symbolically and functionally as open and fluid
with its engagement of context and content.

Building Image Concept Drawing Calligraphy Link

7§

The fluid flow of this building design is clearly apparent from the aerial image.répetitionof lines combined
with the coordination of external profiles can be likened to maknabic Calligraphy compositionssome of
which are shown in the table abe.Similarly the curved gesture formed by theiilding footprint dictates the
circulation or organization of activities within the museum and this again has commonalitiealltraphy
where you can gehow each letter has been started aondpleted.

Figure 19 (Left) The Museum as seen from above
Figure 20 (Centre)CAD experimental diagram
Figure 21(Righty Aut hor 6s Own

Case Study 6: Heydar Aliyev Center, Azerbaijan (2013)

The Heydar Aliyev Center in Azerbaijan establishes a fluid and continuous relationship between its interior and

its immediate plaza. The building envelope is devoid of any straigkeslmaking it appear as a geological from

in the urban context. Comprising of elaborate forms, including folds, branches, ripples and varittiens
surrounding plaza is made into an architectural landscape that serves to welcome and embrace visitors and
direct them to different interior levels. As they approathe arcshaped passageways and curved strips of
lighting give an impression that these spaces continue into infinitilich again conforms to the element of
continuity often found in the composition of calligraphy. As Bekiroglu (Project designer and architect for the
Baku Center) says 060Our ambition was to achi eogle a s
2013).
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Building Image Concept Sketches Calligraphy Link

Figure 22 (Left) Views of the exterior and interior
Figure 23 (Centre)Conceptual sketches
Figure 24 (Righty Aut hor ds Own

This building in the heart oAzerbailanc an be descri bed as beisnlfgepwjpot of
offersagreaadd i t i on t o cityds ebringsa meansgfconnebtigity antl aldndmark witkih i |
Baku. Here the design relays several qualities of Arabic Calligraplipoth its external andnternal features.

The outer skin of the building or the enveloping form can be likened tovtbed Cr Mgl h a mma do@vn a s s
above. Similarlywhen viewed from the other sidte buildingd external leaf with its layered members can be
compared to the war ZA | | a h . Ifsi@epttee Heydar Aliyev Centre unfolds as a work of art with each space
having an aura ofts own.Onceagain an example of Arabic Calligraphy sharisgmeresemblance can been

in the corridor or walkway shown in ther8image and that particular shape can be likenedhe Arabic letter

waw ().

From the buildingsanalysedabove, one can see how Arabic Calligraphy can be matched in terms of both the
appearance and arrangement. It can also be seen that Hadid embodied similar tecimiqeny of her
buildings andwasnot constrainedo only a specific typolgy or location. As a general view the buildings tell a
tale of careful design, one that shows a symbolic narrative.

Published under Creative Commons Attribution License 4.0
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Patterns & Links

Arabic Calligraphy is a form of line composition
that is based on the creative taste of the artist. There
is a greatamount of freedom in drawing the work
and the illustration of the lines then express the
izrgiré()jed concept of the artist/calligrapher (Than,

From the examples shown previously it can be said

that Hadid translated the dynamism of her rapid

calligraphic sketching with the use &frenchor ship

curves often hardlined in several widths, into a

coherent architectural drawing that coulthen be

Ee_rcelved as a_ geometrical base for an actual
uilding (Hadid, 2016).

Ha d i air§il;ear design contours show some
resemblance to the cursive flow of Arabic
calligraphy, and this connection is made even
clearer when they are studied side by side.

dynamism and poise arttiis is similar in
the case of Arabic calligraphy letters where
each of them carry a unique quality that
forms the basis of words and sentences.

As Eric Owen Moss (A based Architedt stated,
6Calligraphy is aestheti
%ou see bt how you think and feel and understand,

ecause the form is elemental in the formation of
culture and its association with language.
Calligraphy contains a structure that represents a
coherent, intelligible world. Can architecture
confirm t h a2013)6 By ( dsewving,
calligraphy and architecturewe can select several
elements that could well be used universally in both
cases.

Qualities & Characteristics
After stating some of the possible similaritigsis

essential taleterminewhichqudities in calligraphy
can transform into architecture:

A Fluidity of Strokes
A Sequence of Strokes
A Motion
Similarities: A Energ
_ A Solid & Void _
A Both calligraphy and HaAdiCdninsitydf8miegn can be
noted to have many strgiths with regards A Layers
to form, including: having the ability to A Proportion
stretch or compress components, the ability A Scale
to adjust well into small or large spacaad A Gesture
having varying relationships between lines A Balance
and curves Th e y dsofell of dynamism, A Texture
flexibility and rhythm, along with A Materiality
embodying an essential element of scale A Rhythm
(Al-shiekh, 2016). A Philosophy/Purpose
A Both have the ability to adapt to many A Emotion
moods and purposes. . A Mass
A Both adhere @ continuity where Arabic A Structure
calligraphy flows through the interior A Decoration & Embellishment
surfaces of domes and walls, and onto the A Emptiness
carpets within, establishing this continuity A Subtleness . _ )
Hadi dé6s designs |ncorpd\r$BEeeiNetDa)ty1t|nU|ty i n
t he bui | dntenogandapdroaah.m A Abstraction
A Both have a sense of creative tensithe
collision of freedom with stated boundaries,
where the flexibility of the form merges
with the implementation of strict rules. Identifying the Process _
A Both calligraphy l etters and Hadi dods

conceptualand architectual forms can be
restated and reconfigured in many probable
ways due to the written and visual makeup
of each medium.

A Both the adaptability of the visual language

of Hadi danhdthedvatten lapguage
of Arabic Calligraphy allow for the
designing and stretching of

letters/elements in any direction which
then creates a rather beautiful work of art.

A Both Hadid and ArabicCalligraphy artists
follow similar rulingsin their use of space
and surfaces

A Within Hadidés early
we find curves and curvilinear compositions
that have their own degree of fluidity,

As a result of the analytical research and
examination of s @l withf
her thoughts behind her design process, a guide or
list of steps has been devised to map out the
probable journey from a calligraphic stroke to a
conceptual building formlt is a more condensed
description of the tools and steps takes
mentioned previoushthis could be one of many
routes used by Zaha Hadidlhe list is shown on the
following page

sketches and strokes

c

Ha c
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o
A

A
A

@)
A

©)
A

A

(4)

A
A

A

)

(6)

Defining subject to be transformed

Selecting a start_in? pointi.e. words or
letters in theArabic language that suithe
intended project function.

Form Pattern: Choosing one of the many
calligraphy scripts available from thmore
fluid Thuluth to the Geometric Kufic.
Decision influenced by nature of site, type
of client and project brief.

Stroke Simplification
Arabic Calligraphy letters simplified into a

clear line drawing to allow ease of
translation into lines and curves.

Strokes Disassembly

Disassembling the calligraphic form into

several components as Intended geometry

to be built.

Numerousexperimental sketches are
produced comprising of lines and curves
of varying thickness These are not yet fully
resolved but play with the usef form and
space.

Applying Hadi doés
stage)

Reconfiguring the existing geometry to
find new ways of representing space.
Steps of fragmentation & abstraction,
defying gravity, landscaping the project,
Blayo ight, layering and fluidity. _

se of acrylic paintings & further drawings
to visualise form in a more abstraen
fictional manner.

Movement & Function (Back to Logic)

After trying various ways to optimise
functionality of form, the geometry is then
rationalised further into a form that can be
read as a building in reality.

Use of physical models to better realise this

development.

Extent to which it is embeddedithin the
context

Adjusting the formto suit the context, site
forces, micreclimate anctopographly.
Use of CAD imagery to easily make

changes and resolve design into a buildable

form.

Tech

(7) Interior Spaces & Surfaces

A

A

Resolving interior passages to allow for
fluid connections betweethe inside and

outside.

Applying calligraphic textures to surfaces.

(8) Final Form

Application of
ness with context Abstract paintings
Stage 4

Formal
Stage 6

Example of Design ProcessMAXXI Museum

Stroke Simglification & Disassembé@y/Concept
Stage 2 &

Figure 25: MAXXI early concept drawings. (Hadid, 2003)

Hadi dd&s

Figure 26: Conceptual paintings for the MAXXI (Hadid, 2004)

Movement & Function- Use of Physical Models
Stage 5

In —T i\ -—-_ \
L_ L WNE

‘ \_":'rnll‘l .y
- w—— W

Figure 27: Physical models for the MAXXI (Hadid, 2006)

ng)%ces & Final FormCAD Drawings

Figure 28: MAXXI museum CAD model (Hadid, 2006)
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Design Brief

Arabic Calligraphy and Architecture revolve
around spaces and composition, bdth a two
dimensional and three dimensionaianner The
next stage will involve analysing strokes, lines and
forms in Arabic Calligraphyand then proceeding
with the creation of a new conceptual building form.
This form will itself be a version of 3 dimensional
calligraphy whilst having the ability to function as
a piece of architecture.

Step 1: Defining the Subject to be Transformed
- Thuluth Script

The subjectin usewill be two Arabic Calligraphy
Letters in theThuluth script which are theZaa ()C
andHaa).These are the
O0H® whtihceh iammiet i al s of
Below is the process of creating each leiteboth
type of scripts

Zaa@Qo&o Haa ) odd o

3A

j0,0,0:8,0,0.8 ;4.;' i8

A

i

10,8,8,8,0,8,0,8,0:8,0,8,0,8,0,8

O 2A
£
=2

-
e
-
e

-
-
-
*

&
»

-
-
‘'m
-
>

-
-
®

-
-
'm
V.
b,.,

,0,8:8,8,8,8

;0

Figure 29: A process of creating the letters in the Thuluth
scriptt Aut hor 8s Own, 2020)

Steps to be taken to translate calligraphy into an
architectural form(both Thuluth & Kufic script)

(1) Define the subject to be translated i.e.

specificArabic [etter(s) in the
huluth/Kufic Script _ )

(2) Simplifythe letter shape with thin and
thick lines

(3) Deconstruct shape into abstract and
intersecting lines

(4) Explore conceptual form through
diagrams _ _

(5) Nlustrate the drawing through acryk
pa|nt|n|_g| with a sense of place

(6) Apply

adi dos echniques
ovement/Function o
(7) Add a brief context/setting and interior
spaces

(8) Produce CAD images to illustrate resolved
conceptual architectural form

Step 1: Defining theSubject to be Transformed
Kufic Script

equivalent of the 62Z06 and
Hadi d&6s name.
ZaaC)o& o

3A

3
!

j8:0:0,8,0,0:0,0,0,0:0,0,0,0,0,0,0

[ ]
B
[ ]
=
.|
[ )
o
[}
]
-
.
[ ]
@
[ B
-
[ )
el
B
[ ]
...‘
[ )
vl
-
2
[ ]
m&:
b
[ ]
<

Figure 30: A process of creating the letters in the Thuluth
scriptt Aut hor 6s Own, 2020)
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Step 2Simplifying the letter shape with thin and Step 2: Simplifying the letter shape with thin and
thick lines- Thuluth thick linesd Kutic
Variations of Each Calligraphy Letter Variations of Each Calligraphy Letter
Figure3l: Thul uth I ndividual |l etters. FidreB86hoKoEI Owhnd2oRroOyal l etters.
Variations of Combined letters Variations of Combined letters

Figure 2: ThuuthCombi ned | et ter s. (Aut hor 0Bigur®3vn , Ke2f0i2®)Combi ned 2080)ters. (A

Simpifying strokes Simplfying strokes

Figure33: Si mpl i fication of the StrokesFigueBut Bompsi OwnatR206BOPf the Strok

Step 3Deconstruct shape into abstract and Step 3: Deconstruct shape into abstract and
intersecting lines Thuluth intersecting lines Kufic

Figure34: ThuluthEx per i ment al sketches 1. (Authords Own, 2020)

Figure35: Thul ut h Experi mental sket ch é&igureBd KufickupermentabsketcliesyA@gt B6R26% Own, 202



