Design Research Society

DRS Digital Library
DRS Biennial Conference Series

DRS2022: Bilbao

Jun 25th, 9:00 AM

Arabic type in urban environments: A graphic heritage
Shaima Elbardawil
University of Shajrah, Sharjah, United Arab Emirates

Follow this and additional works at: https://dl.designresearchsociety.org/drs-conference-papers
Part of the Art and Design Commons

Citation
Elbardawil, S. (2022) Arabic type in urban environments: A graphic heritage, in Lockton, D., Lenzi, S.,
Hekkert, P., Oak, A., Sádaba, J., Lloyd, P. (eds.), DRS2022: Bilbao, 25 June - 3 July, Bilbao, Spain.
https://doi.org/10.21606/drs.2022.680

This Research Paper is brought to you for free and open access by the DRS Conference Proceedings at DRS Digital
Library. It has been accepted for inclusion in DRS Biennial Conference Series by an authorized administrator of DRS
Digital Library. For more information, please contact dl@designresearchsociety.org.

Arabic type in urban environments: A graphic heritage
Shaima Elbardawil
University of Sharjah, United Arab Emirates
shaimabardawil@gmail.com
doi.org/10.21606/drs.2022.680

Abstract: Graphic design as a cultural object can contribute to the design of heritage
in various ways. This study investigates the meaning of heritage and graphic design in
relation to culture and communication. It discusses cultural heritage in Arab states
with reference to Arabic type and introduces Naskh-style typefaces in wayfinding systems and signage as a graphic urban heritage. This is done using a framework for analyzing urban graphic heritage alongside empirical field study from the United Arab
Emirates and the Hashemite Kingdom of Jordan. The study reveals that graphic design
provides a unique framework toward understanding the role of typographic heritage
in creating human experiences with the urban environment.
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1. Introduction
Graphic design has been influenced through history by social, cultural, and economic
changes and the development of different media. As rapid urbanization continues across
countries of the Middle East and North Africa (MENA), understanding how people interact
with urban environments through various graphic systems has become crucial. “Urban
graphic objects” (Harland, 2015) such as wayfinding systems that hold artistic and historical
connotations symbolize the visual spaces of the everyday life of a city.
This paper reports on an early stage of an empirical research of urban graphics communication systems in postcolonial MENA states. It presents ways in which graphic design contributes to urban heritage and design practice and research. It illustrates the relationships between culture, heritage, graphic design, and graphic objects in urban environments. This
happens first by defining heritage, cultural heritage, and graphic design and second by discussing both the emergence of urban graphic design as a profession and its relation to cultural heritage. Naskh-style fonts are the main objects explored and analyzed in the context
of urban graphic communication in the MENA region—with specific references to the United
Arab Emirates (UAE) and the Hashemite Kingdom of Jordan (HKJ). After a field study, the author presents samples of a photographic documentation of two types of urban graphics:
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wayfinding signage and commercial signs. Through a visual analysis, the topic is further explored within the discussion of Arabic Naskh-style fonts as a cultural heritage property. Finally, the paper provides an insight into Arabic typography in graphic design for heritage in
postcolonial MENA countries.

2. What is cultural heritage?
Although heritage has been accepted as a framed interpretation of an inherited past, its precise terms of reference remain ambiguous. Ever since the World Heritage Convention was
ratified in 1972, there has been an ongoing debate about an inclusive theoretical definition
of heritage. Traditional dictionary definitions refer to “property that is or may be inherited;
an inheritance” and “that which is inherited, one’s inherited lot, the condition of one’s birth,
anything transmitted from ancestors or past ages.” Dictionaries have since expanded beyond
these limitations, defining heritage as “valued objects and qualities, historic buildings, and
cultural traditions … things of architectural, historical, or natural value” (Oxford Dictionary of
English, 2005). However, these linguistic definitions are vague and inadequate to discuss the
broader relevance and meanings of heritage over time. Additionally, despite their specificity,
these dictionary definitions fail to convey “the highly contextualized and subjective forces
that shape the meaning of heritage in modern society” (Marmion, 2012, p.39).
Heritages can include features belonging to a particular culture or society, such as traditions,
languages, or artifacts created in the past and that have historical significance, and they can
be manifested in various forms, including tangible, intangible, and natural ones. Intangible
forms of heritage include oral traditions and expressions, performing arts, social practices,
rituals, cultural events and occasions, traditional crafts, and knowledge and practices related
to nature and the universe. Tangible cultural heritages include material physical artifacts,
such as town and city sites, buildings and monuments, artistic works, and products of human
creativity that reflect a society’s spiritual, material, intellectual, and emotional characteristics. Natural heritages include natural geographic and physiographic formations, habitats of
threatened plant and animal species, and sites with scientific, conservation, or esthetic
value, as well as private and public protected natural areas, habitat, gardens, zoos, aquaria,
reservoirs, etc.
In the context of the 2030 Agenda for Sustainable Development, the United Nations issued
the New Urban Agenda (2016). In this agenda, culture, cultural diversity, heritage, cultural
heritage, and cultural heritage for sustainable urban development are key concepts aligning
with UN Sustainable Development Goal 11: Sustainable Cities and Communities. Harland et
al. (2019, p.2) argued that “contemporary understanding of heritage requires a grasp of the
‘cultural’ in relation to ‘heritage’ in the discussion of graphic urban heritage.” In turn, culture
is a broad concept positionable within different discourses and through complex processes.
Williams (1983, p.90) identified three broad usages of culture:
1. As a general process of intellectual and spiritual development;
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2. As a way of life that characterizes groups, whether by nationality, class, or
subcultures for instance; or
3. As works and practices of intellectual and artistic activity, such as music, opera,
television and film, and literature.
The practices of intellectual and artistic activities derive from the first point because these
works and practices are means of maintaining intellectual and spiritual development. In discussing the cultural aspects of human experiences, the concern is with the symbolic constructions, articulations, and disseminations of meaning. Language, music, and visual images
constitute major forms of symbolic expression, and thus, “they assume special significance in
the sphere of culture” (Steger, 2003, p.69). Williams (1983, p.13) defined culture as a “signifying system through which … a social order is communicated, reproduced, experienced and
explored.” A sociological view of culture describes it as the “shared values of a group or of
society” (Hall et al., 1997, p.2) and how they are communicated, reproduced, and contested.
These definitions support that “cultural heritage shall be inheritance associated with the understanding of culture” (Harland et al., 2019, p.3). To explain this relationship further, Prott
and O’Keefe (1992, p. 307) explained,
“The cultural heritage consists of manifestations of human life which represent a particular view of life and witness the history and validity of that view. The expression of
culture or evidence of a way of life may be embodied in material things such as monuments or sites.”

The foregoing quotation reflects the relationship between culture and heritage and the role
of cultural property in the commoditization of cultural manifestations as historical legacies
contributing to what we have in the present and what the following generations are going to
create. It also aligns with the New Urban Agenda that recognizes culture and cultural diversity as providing important contributions to the sustainable development of cities, human
settlements, and citizens.

2.1 Urban graphic objects and cultural heritage
Patterns of life have changed over time, and the development of different media, such as
journals, magazines, films, television, and now the Internet, have broadened life’s boundaries. Aynsley (2001, p.6) defined graphic design as “the activity of organizing signs and symbols, or words and images, for public exchange.” Considering communication, a key characteristic of graphic design broadened its scope from being limited to printed applications toward including urban graphic objects and other forms of digital media, such as film and television. The focus on communication also sheds light on the social and cultural roles of
graphic design rather than its technical aspects (Aynsley, 2001).
The coming of extensive information systems onto the scene was prompted by a “collective
move to modernity” Aynsley (2001, p.13) manifested in urbanization, the growth of transportation networks, and rapid industrialization. In the late 19th century, graphic design contributed toward improving the quality of lived environments through information design and
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signage systems. These graphic communication systems used to be developed in association
with architectural practices until the 1970s, when the task of communicating visually became an independent design discipline called environmental graphic design; most recently,
the process has been called experiential graphic design.
According to Barnard (2005, p.13), graphic design has two sets of functions. First, there are
its overall social, cultural, and economic functions. Barnard (2005) maintained that graphic
design is one way the cultural and ideological values of a society are “constructed, reproduced and challenged” and that it “produces social, cultural and economic relations; to that
extent, graphic design is productive of society, culture, and economy” (p. 57). Barnard’s second set of graphic design functions are the different individual aspects of communication
through design: information, persuasion, decoration, magic, and metalinguistic and phatic
functions (pp. 14–16). Hollis (2001, p.10), a graphic design and art historian, specified three
functions of graphic design: identification, its primary role (e.g., company logos and packaging labels); information and instruction (e.g., maps, diagrams, and directional signs); and promotion and presentation (e.g., advertisements and posters).
Graphic design is “manifest in the multitude of images and objects that communicate and
represent the relations and associations between humans and their built environment” (Harland, 2015, p.368); these objects contribute to augmenting cities’ images with the public and
influence humans’ behavior. Literature has, to date, lacked a unified discussion of “graphic
objects as urban objects due to the plethora of things, names and phrases that designate it
as a knowing and unknowing practice” (Harland, 2015, p.6). However, scholars did identify a
number of general and specific examples of urban graphic objects, such as maps, street
numbers, route signs, bus placards, wayfinding devices (Lynch, 1960, p.4), public signing and
lighting, outdoor information media, environmental information systems (Carr, 1973, p.3),
and traffic and direction signs (Carmona et al., 2010, p.196). Other urban graphic objects include commercial billboards and posters, visual culture imagery, and urban esthetics. The
different types of urban graphic objects share a common trait in that they combine one or
more of the functions of identification, information, instruction, and persuasion.
Culture is concerned with the production and exchange of meaning between the members
of a society. Culture and meaning contribute to society first by making available frameworks
for interpreting meaning, then by being used in everyday practices, and finally, by how they
are represented, classified, and conceptualized (Hall et al., 1997, p.3). In this context, graphic
design is one of the signifying systems that communicate social order and reflect a society’s
values and beliefs through visual codes. Urban graphic objects, such as wayfinding systems,
traffic signs, and shop signs, use language, typographic styles, imagery, and color schemes as
visual codes that communicate their context. These inherited symbolic forms are created,
apprehended, and used within actual social processes, which makes them valuable elements
of a nation’s cultural heritage.

3. Typography as urban graphic object
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Wayfinding systems typically communicate information through typography to represent
languages and other visual forms, such as pictograms, arrows, and color schemes; these elements contribute to a city’s or region’s informational structure, cultural identity, and heritage. The subset of typographic elements in urban environments, such as characters, numbers, and names, form what are called “typographic landscape[s]” (Silva Gouveia et al.,
2009) or “typographic image[s] of the city” (Harland, 2015). Scholars have defined typography various ways, for instance, as “the mechanical notation and arrangement of language”
(Baines and Haslam, 2005, pp. 7-8), where mechanical refers to the science of machines, in
this case, the printing industry, and notation is a graphic system of documenting a discipline
through a symbolic code; language meanwhile embraces both spoken and written codes.
Silva Gouveia et al. (2009) described typography as a set of “alphabetic and para-alphabetic
characters obtained from processes that would be better described as lettering (painting,
engraving, casting, etc.) and not only from automatic or mechanic processes that characterize typography in a more restricted sense” (p. 345). These previous definitions highlight the
primary function of typography as a visual representation of a language that is an integral
part of a culture’s heritage.
(Silva Gouveia et al., 2009, pp. 345-346) divided typographic landscape into eight groups
“formed by a number of insertions: historical evidence that last over different periods of
time.” This paper focuses on two groups of urban typography:
1. Normative typography: inscriptions part of regulatory and information systems
for city traffic, such as road and directional signs.
2. Commercial typography: lettering found on temporary signs, such as those on
shop facias, attached to a building after its construction, and in most cases, replaced by other signs from time to time.

3.1 Arabic type as a cultural heritage
Arab states are rich in cultural and natural heritage that reflects their diversity throughout
periods from prehistory to the modern era. Arab cultural heritage encompasses the intellectual aspects of Arab–Islamic civilization, such as Sharia law, language, literature, art, philosophy, and mysticism; the tangible properties of the Arab world across the Levant, the Maghreb, the Arab Gulf, and Africa; and the intangible traditions and living forms of expression
inherited from the ancestral generations. Arab cultural heritage has faced dangers and challenges, such as globalization, wars and armed conflicts, deliberate destruction, antiquities
smuggling and trafficking, environmental pollution, lack of societal awareness, population
migration, and urban expansion, in addition to economic, legislative, and natural hazards,
and challenges.
In March 2020, a group of Arab countries nominated the element Arabic Calligraphy: Skills,
Knowledge and Practice for inclusion in the Representative List of the Intangible Cultural
Heritage of Humanity, under the 2003 UNESCO Convention Concerning the Protection of the
Intangible Cultural Heritage. The Kingdom of Saudi Arabia initiated the proposal to register
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this important cultural element, and the Kingdom’s proposal received the support of the
Arab League Organization for Education, Culture and Science (ALESCO) because of the
importance of this element in preserving the Arabic language. The Arabic language and
Arabic script are among the components of the common Arab cultural identity that have a
deep human dimension in addition to their creative, artistic, social, and esthetic features.
ALESCO’s application filing to include Arabic calligraphy as an intangible cultural heritage
included documented information regarding its background, its history, and its development
across time and civilizations. The application demonstrated forcefully that Arabic calligraphy
is an art form transmitted through generations as a still-living heritage practiced by
calligraphers, type designers, artisans, and graffiti artists.
ALESCO supervised all stages of preparing the application file, including coordination among
the 16 participating Arab countries: the HKJ, UAE, Kingdom of Bahrain, Republic of Tunisia,
People’s Democratic Republic of Algeria, Kingdom of Saudi Arabia, Republic of Iraq, Republic
of Sudan, Sultanate of Oman, State of Palestine, Republic of Lebanon, State of Kuwait, Arab
Republic of Egypt, Kingdom of Morocco, Islamic Republic of Mauritania, and Republic of
Yemen. The use of Arabic calligraphy in communication developed from letters and manuscripts into decorations in architecture and construction and then into the design of stamps
and coins. Different Arab countries have used a variety of Arabic typographic styles for regional traffic signs, guiding signs for the names of cities and governorates, and billboards for
shops and urban landmarks. Sign-makers and calligraphers once designed such signs until
they were revolutionized in the late 1980s with the advent of computers, design software,
and new printing techniques. This led to developments in contemporary Arabic-type design
and signage design.

4. Research methods
4.1 A framework for analyzing urban graphic heritage
Graphic design is a communication medium between people and the environment. It is a cultural activity that functions through “systems of representations” to communicate the history and identity of a place (Hall et al., 1997, p.5). Hall et al. (1997) described graphic design
as a “signifying practice” using visual and written elements to communicate meanings
through wayfinding and signage systems (p. 5). Graphic representation as a cultural process
establishes individual and collective identities that help us to position ourselves within a culture or nation, and this domain of graphic design research links it to heritage in the built environment.
The nature of graphic design as “visual communication” (Hollis, 2001), “a means of conveying ideas” (Jobling and Crowley, 1996), and “the business of making or choosing marks and
arranging them on a surface to convey an idea” (Hollis, 2001) provides “symbolic systems of
representation” (Woodward et al., 1997, p.2) that create meanings. In turn, visual means
manifested in images and typography construct the identity of a city or of urban spaces.
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4.2 Arabic typographic design for urban heritage
There is an established tradition of using graphic design in built environments to “enhance
ideas about urban heritage, reinforce local identity and convey meaning about places and
spaces” (Harland et al., 2019, p.9). The research study uses field study and photographic
documentation to depict how Arabic typography, particularly Naskh-style fonts, functions as
a cultural heritage property within the urban environment. The objectives of this visual research are to provide evidence that explains different typographic design practices in two
Arab countries, study the role of Arabic typography as an urban graphic object in defining
the cultural and historical identities of a city, and raise the need for documenting urban
graphic heritage in similar contexts. The photographic data provided is a selected sample of
a visual research conducted in the Emirate of Sharjah (UAE), and Amman city (HKJ).
Field visual research revealed several characteristics in common, shown in Figure 1 and
Figure 2: first, the bilingual messages using Arabic and English scripts; second, the dominant
use of Arabic Naskh fonts in information systems, and third, the use of traditional
calligraphic styles (e.g., Ruqah, Kufic, and Nas-ta’liq) in shop signs. The emergence of English
as the most common second language across the Arab states resulted from societies’
transformations from colonial to postcolonial states regulated through ideas and practices
about languages. Globalization of not only business but also culture and international
communications, supported by extensive migration and leisure travel, shifted global
patterns of language use. Now, English is the third most spoken language worldwide and the
most used second language in most countries. Additionally, bilingualism is a requirement in
urban graphic communications by concerned authorities in the UAE and the HKJ.
The presented photographic data here show Naskh-style fonts used on two different types
of urban graphics: traffic wayfinding signage and shop identification signages. Both differs in
several aspects, such as purpose, design legislations by local public authorities, Naskh font
used, and the design process and its implications. In the UAE and the HKJ, the Arabic Naskh
font Boutros Advertisers is used in traffic signage systems. Boutros Advertisers was designed
in 1977 by Mourad and Arlette Boutros in collaboration with Letraset as a companion to Helvetica, and the design is based on classical Naskh script. The addition of linked straight lines
to match the Latin baseline level was intended at achieving harmony when used alongside a
Latin equivalent typeface, such as Garamond, Palatino, or Times Roman, and these characteristics made it suitable for prevalent use in extended texts. However, Boutros Advertisers
is difficult to read from distances, which makes it challenging for use in signage and wayfinding systems. Despite it being the Arabic language companion to the English typeface
Transport on road signage, no manuals have mentioned Boutros Advertisers specifically as
the standard font for use on signage systems and traffic control devices. Rather, Naskh is
listed as the standard font.
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Figure 1. Examples of bilingual traffic signage from the United Arab Emirates and the Hashemite
Kingdom of Jordan. The Arabic typeface Boutros Advertisers is used as a standard font for
wayfinding signage.
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Figure 2. Examples of bilingual shop signage from the United Arab Emirates and the Hashemite Kingdom of Jordan. A Nask-style Arabic typeface is used inconsistently in different sizes and proportions alongside various English companions.

Writing Arabic script became one of the primary elements in Islamic visual culture. The development of Arabic writing arose with the emergence of Islam and the need to record the
Quran, which had a great impact on the development of Arabic calligraphy and its spread
outside the Arabian Peninsula. The broad dissemination of the Arabic script led to “the rich
linguistic and cultural diversity within the Arabic script world, manifest in the wide range of
writing styles, calligraphic techniques, and manuscript traditions” (Nemeth, 2017, p.21). In
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the discussion of Arabic script, usually observers confuse various expressions of Arabic writing with the art of calligraphy. (Nemeth, 2017, p.21) argues that “whereby stereotypical notions of tradition, artistic expression and complexity are assigned to calligraphy, and modernity, sobriety and simplicity are assigned to typography.” While typography, defined earlier
in this paper, aims to communicate information effectively through various mediums to a
wide range of audiences, the art of calligraphy aims to render visual effects based on its esthetic merits. The origins of Islamic calligraphy styles go back to two types: Kufic and Naskh.
The Kufic style was the earliest calligraphy style, named after Kufa city in Iraq. It the most famous calligraphy style used in early Qura’n manuscripts in addition to being used in architecture, mosques, and book covers. Kufic is bold with steady baselines, characterized by a high
level of perfection, sophistication, and orderliness (Figure 3).

Figure 3. A page from a Quran manuscript transcribed in Kufic during the Abbasid era. (Blair, 2006,
p.126)

The name Naskh is derived from the Arabic verb Na-sa-kha, which means to copy, an act associated with writing. The Naskh script began the stage of mastery and development in the
third and fourth centuries, during the Caliphate of the Abbasid Caliph Al Ma’mun. The information on the origin of the Naskh style is limited and varied in that it can be summarized
into two major arguments. The first is that the Naskh style was derived from the Kufic script,
and that was at the hands of Ibn Muqla (328 AH). The second argument is that Naskh was
not derived from the Kufic script but rather is part of the Arabic script written in it since its
first derivation from the Nabataean script. A sample of Naskh script shown in Figure 4,
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shows many turns and extensions, in addition to the richness and proportionality of the letters’ parts. Unlike the Kufic style, Naskh is small, neat, and balanced, with emphasis on a
horizontal line and the proportions between letters; the letterforms are fluid and rounded,
with an equal division between flat and rounded shapes and between bold and light strokes.
For these characteristics, Naskh is used for the Qura’n instead of Kufic because of its simple
forms, clarity, and high legibility. It has been widely used in extended printed texts such as
the Qura’n, manuscripts, letters, and books.

Figure 4. A spread from a Quran manuscript transcribed in a firm, upright, and sober Naskh in the
mid-twelfth century. (Blair, 2006, p.210)

The art of calligraphy continued to evolve throughout centuries through the practice of a
group of well-trained calligraphers, who appeared in several parts of the then-Islamic world
(some of which have transcended their Islamic identity and embraced more secular credentials) and the Arab world in general, such as Kufa, Damascus, Baghdad, Istanbul, Persia (not
Arab), Egypt, Morocco, Al Andalus (Andalucia, present-day Spain), Pakistan, India (a significant minority practices Islam), and Afghanistan. Contemporary calligraphers are an extension of the ancient calligraphers who transferred their knowledge and practice to the following generations and contributed to the development of Arabic calligraphy as a cultural heritage tangible property of the Arab civilization.
Early attempts to print with Arabic type were made in Istanbul in the eighteenth century
during the Ottoman Empire. The beginning of mechanical composition of Arabic happened
alongside the establishment of contemporary Arabic journalism (Nemeth, 2017). The experience of Istanbul Press paved the way for the establishment of Bulaq, the military printing
press in Cairo, Egypt, in 1820. In the early decades of the twentieth century, a Naskh-style
font was developed based on the calligraphic principles used in printing using a movable-
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type technique. The font was named Amiri and was the basis of development of more
Naskh-style fonts later. The font design was revived by Dr. Khaled Hosny and released in
2011. In the middle of the twentieth century, western companies, such as Linotype, Monotype, and Intertype, became interested in the Arabic printing market. According to Nemeth
(2017), Arabic was one of the first non-Latin scripts adopted for Linotype composition. At
that time, most of the developed fonts were designed based on Naskh-style, such as Simplified Arabic font (1959), Yaqoot font (1964), Badr font (1970), Lotus (1978) and many others.
The use of Naskh-style font on traffic wayfinding signage suggests limited consideration for
legibility and design compatibility between the Arabic and Latin fonts. Visual research confirms that Boutros Advertisers is used in different sizes, stroke weights, inter-letter spacing,
and leading (Figure 1). These problems affect the signage’s main function, that is, communicating information to drivers and pedestrians. Nevertheless, Naskh-style fonts, such as
Boutros Advertisers, are essential visual components of the urban environments that we inherited from traditional calligraphic styles and techniques. In this context, these fonts are urban graphic objects that symbolize cultural and national identities and represent historical
significance. Additionally, the bilingualism of these systems reminiscing colonialism and emphasizing globalized communication.
Shop sign designs vary between the two cities under study. Shop signs in Sharjah use a variety of Naskh-style fonts with different English font companions produced using modern
technology and material. In contrast, in Amman, shop signs are designed in two alternative
methods. One renders designs of shop signs similar to those of the signs found in Sharjah
city. The other is traditional calligraphy and lettering art. The use of traditional calligraphic
styles requires the effort of a calligrapher, and at other times, the so-called “sign painter,”
who draws the letters and writes the required details and is concerned with the design aspects and process, is required. In designing commercial signs, calligraphers adhere to the
rules of Arabic calligraphy in all its forms and treat it as an original art, with their outputs
treated as masterpieces. In contrast, signage artists have greater flexibility in this respect,
which makes them more receptive toward breaking the rules and innovating in integrating
and exploring different methods to produce attractive graphic outputs. The obstacles faced
in the preservation of Arabic normative and commercial typography in urban spaces are associated with production and documentation. There is a lack of public awareness regarding
the value of the signage as a part of the city’s heritage and cultural identity. There have been
few individual efforts by architects, designers, and historians to document these graphic objects digitally as a legacy to study and delve into the surrounding elements in order to understand its historical and social dimensions.
The advancement of production shows economic development, industrialization, and
modernism, and the use of calligraphy artistry practices symbolizes orientalism, traditions,
and authenticity. The dominance of Naskh-style fonts and lettering represents the history,
heritage, and identity of both cities.
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5. Conclusion
This paper presented an early phase of an empirical investigation of urban graphic communication in the MENA region. This study has introduced how typographic design provides a
unique perspective on graphic design for urban heritage in an Arabian context. It discusses
the relationships between graphic design, culture, and heritage; how they have contributed
to the development of urban typographic heritage in postcolonial Arab states; and the methods for understanding its complexity. Within this, it illustrates the potential role of graphic
design in studies of urban typographic heritage and addresses design and heritage concerns
in the challenging geographic areas of the MENA region, which has long witnessed war, displacement, and urban regeneration. This suggests the need for a direct approach to explore
Graphic Heritage in urban spaces, which will benefit graphic design practitioners and researchers in similar contexts.
Globalization increasingly demands international communication relying on the spread of
bilingualism displayed visually across language and cultural borders. Future research on the
role of multilingual typography with various urban graphic objects in communicating history,
culture, and heritage in global cities would contribute to the development of the graphic design field in the MENA region. This study promotes the necessity of a direct approach to preserving and documenting Arabic typographic heritage in urban spaces, including its history,
methods, processes, and artifacts.
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