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HNCTOPHYECKAS 3BOJIOLIUA NCKYCCTBA
KAJUVIMT'PA®UU OT BOBHUKHOBEHUA UCJIAMA
10 ®OPMHUPOBAHUA ITMCBMA HACTAJIUK

HJokxTtop Xocceiin XomoareHu
Te6pusckuii yausepcutet, Mpan

Anparma. Kammrpadgus Hemece xaT eHepli — OyJ opinTep MEH CO3AEPIiH dIeMi,
yiJIeciMIl JKOHE ICTETHKAJIBIK JKaFbIHAH TapTBHIMJIBI TYpJE Ka3bUTybl. AIaM3aTThlH KOPKEM
HIBIFAPMAIIbIIBIFBIHBIH KOHE 9pl IIbIHAWBI TYPJEpiHiH Oipl caHalarelH OyJl eHep Typi
KOITEreH OpKEHHETTEp/e, dcipece MCllaM KOHEe UpaH MOJCHUETIHAE epeKIle OpbIHFa He.
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Wcnam epkenunerinie Kypan MoTiHIHIH KacueTi MEH OHBI Jka3yra OepiireH aca 30p MoOHIe
OaitIaHBICTBI KAJUTUTpadust pyXaHH CYITYJIBIK TIeH KOPKEM YHIeCIMIUTIKTIH KopiHici peTiHzae
JIaMBIII, €H JKOFaphl OHep AeHrerine sxetTi. KacneTti MoTiHil Kemipymrinep, cypeTuiiyiep MeH
XaTIIbUIAp Ka3y OHEPiH KETUIAIpin, OapbIHIa KOPKEM Ka3yFa TalbIH/bI. MpaH skepingeri
Kaymurpadus Tapuxbl jka3y KyieciHiH OipHelle Ke3eHIIK e3repicTepiMeH epeKIIeIeHe .
Aurralksl Ke3eHae Ka30a ska3ysiapsl, IeXJIeBH JKOHE aBeCTalbIK XkKa3y TYpiepi KOJIaHblica,
WCIlaM JTiHI KeJITeHHEH KeWiH KOMT jKOHE CHUPHSIH a3y YJITiIepiHeH albIT aFal Kypu MeH
HacX CHSKTHI JKaHa jka3y yuriiepi maiaa 0omusl. XmkpanslH [V FackIpbiHIa «MyXaKKaK»,
«PAUXAH», KCYIYCY, KHACX», «PYKEa» KOHE «mayKu» ’kazy Typliepi Kaibinractel. KelliHHeH
«HACX» TEH «TAJIMKY a3y YITUIEpiHIH HETi3iHIe «Hacmaauky» xa3ysl naiaa conasl. byn
Makanazsa Kaamurpadus eHEpiHIH TapuxXu JaMy OapbIChIHA ILOJNY JKAcajblll, «HACTAIUKY
YKa3ybIHBIH €PEKIIEeNIKTePl KAPaCTHIPLIA b

Tyiiin ce3nep: xammurpadus, uciam enepi, Kypan xaszbanapsl, Kydu, HacxX, HacTa-
JIVK, UPaH MOJICHHETI.
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Abstract: Calligraphy, or fan al-khat, is the art of beautiful writing and the harmonious
arrangement of letters and words in an aesthetically pleasing manner. It is one of the oldest
and most authentic forms of human artistic expression and holds a significant place in various
civilizations, especially within Islamic and Iranian culture. This art form has occupied a dis-
tinguished status in many cultures, particularly in the Islamic world, not only as a means of
communication but also as a manifestation of spiritual beauty and artistic elegance. From the
moment humankind transformed spoken language into written symbols, the form and aesth-
etics of writing gained importance. In Islamic civilization, due to the sanctity of the Qur’anic
text and the high value placed on its transcription, calligraphy rose to prominence as one of
the finest arts. Scribes, illustrators, and calligraphers employed their utmost skill and creati-
vity in writing the words of divine revelation. The history of calligraphy in Iran has always
been marked by significant transformations. Initially, various scripts such as Cuneiform, Pa-
hlavi, and Avestan were utilized. With the advent of Islam, new Islamic scripts like Kufic and
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Naskh emerged, inspired by Coptic and Syriac scripts. In the early 4th century (AH), styles
such as Muhaqqaq, Rayhan, Thuluth, Naskh, Ruq‘ah, and Tawqi‘ were developed. Later, the
combination of Naskh and Ta‘liq scripts led to the creation of the Nasta'liq script. This paper
aims to provide a brief overview of the history of calligraphy and explore the development
and characteristics of the Nasta‘liq script.

Keywords: calligraphy, islamic art, Qur’anic manuscripts, kufic, naskh, nasta‘liq, ira-
nian culture.

AnHoranus: Kannmurpadus, uix UCKyCcCTBO KpacuBOro mucbMa (apab. daH amb-xar),
MIPE/ICTABISIET COOON rApPMOHUYHOE M SCTETHUESCKH U3SIIHOE HarmucaHue OyKB M CIIOB. DTO
OJIHO U3 PEBHEHINX M TTOJUIMHHBIX MTPOSIBIICHUH YeJI0OBEUYECKOTO XYJ0)KECTBEHHOTO TBOpUE-
CTBa, 0COOCHHO 3HAYMMOE B UCJIAMCKOI M HPpaHCKOW KyJbTypax. B ucnamckoit nuBmin3anuu
Kayuurpadus 3aHsula BBIJAIONIEECs MECTO HE TOJBKO Kak crioco0 MUCBMEHHOW Iepenadyu
MH(OpPMAILNK, HO ¥ KaK BBIpAXKEHHE AYXOBHOH KPACOTHI U XY 0)KECTBEHHOH N3bICKAHHOCTH.
brnaronaps cesitoctn Tekcra Kopana n BBICOKOMY 3Ha4€HHIO €T0 MEPenHChIBaHNS, KaJJIUTpa-
¢ust OblTa BO3BBIIIEHA JI0 YPOBHS BBICIIEr0 UCKyccTBa. [Tucipl n kammurpadsl pUMEHSIIN
Bc€ cBOE MacTepcTBO [uIst nepeaun boxxectBennoro OTkpoBeHust. B ucropun xammurpapun
B MpaHe nponcxonuiii 3HauUTEIbHbIE TPaHC(HOPMAIMU: OT KIMHOIUCH, TEXJIEBUHCKOTO H
ABECTHUIICKOTO MUChMa — JI0 HCIIAMCKHX MIPU(TOB, TAKMX Kak Ky(QUUECKUil 1 HACX, BJIOXHOB-
JIEHHBIX KONTCKUM M CUPHHCKUM IHChbMOM. B IV Beke XupKpbl ObUTH pa3padoTaHbl CTHIIN
MYXaKKakK, paiixaH, CyJIfoc, HacX, pyKa U TayKH. BriocnencTBuu n3 couetanus HacX M TaJuKa
BO3HMK CTWJIb HaCTaJMK. JlaHHas cTaThsl HaNpaBlieHa Ha KPAaTKUH 0030p MCTOPUH KaJlJIUIpa-
(M ¥ aHATM3 Pa3BUTHUS U OCOOEHHOCTEH NMUChbMa HACTAJIHK.

KaroueBble ciioBa: xauurpadusi, UCIaMCKOe HCKYCCTBO, KOPAaHWYECKHE PYKOIHCH,
Ky(u, HacX, HACTAIINK, UPAHCKas KyJIbTypa.

1. INTRODUCTION: and perfected by Ibn al-Bawwab in the

Calligraphy, as an elevated art form
of writing, has its roots in the earliest
civilizations — from the hieroglyphic pi-
ctorial scripts of ancient Egypt and the
cuneiform of Mesopotamia to the spirit-
ual brush calligraphy of China. With the
advent of Islam, the Kufic script emerg-
ed as the first Islamic script, originating
from Nabataean and Syriac scripts, and
was standardized during the Umayyad
period. Between the 9th and 11th cent-
uries CE (3rd to 5th centuries AH), Ibn
Mugla Shirazi revolutionized Islamic ca-
lligraphy by formulating the six classical
scripts (al-aglam al-sittah): Muhaqqaq,
Rayhan, Thuluth, Naskh, Tawqi‘, and
Ruq‘ah. His system was further refined

11th century CE. The pinnacle of calli-
graphy in Iran was marked by the cre-
ation of the Nasta lig script by Mir Ali
Tabrizi in the 14th century CE (8th ce-
ntury AH), later elevated to its peak of
elegance by masters such as Sultan Ali
Mashhadi and Mir Emad Hassani in the




HNCIAMTAHY 3EPTTEWIEPI Frutbivu xxypHan
RESEARCH IN ISLAMIC STUDIES Scientific journal

e lae L) cila jal B &gy

NYU | 201

s Ne2 (06) 2025

16th and 17th centuries CE. In the Ot-
toman Empire, calligraphers like Ham-
dullah al-Amasi and Sheikh Abdullah
Efendi developed styles such as Thuluth
and Diwani, contributing to the rich div-
ersity of Islamic calligraphy. During the
Safavid and Qajar periods in Iran, She-
kasteh Nasta lig, a broken and flowing
derivative of Nasta‘liq, was invented by
Darvish Abd al-Majid Taligani, while the
art of tazhib (illumination) reached new
heights. In the modern era, calligraphy
has embraced innovative expressions
such as Nagashi-khat (calligraphic pai-
nting) pioneered by Mohammad Ehsai,
digital typography, and conceptual art.
While preserving its traditional essence,
contemporary calligraphy has become
a global artistic language, reflecting the
ongoing interaction between the preser-
vation of heritage and the acceptance of
modernity. Islamic calligraphy emerged
in the 7th century CE with the spread of
Islam, driven by the need to record the
Qur’an in a systematic and aesthetically
pleasing manner. The Kufic script, ins-
pired by Nabatacan and Syriac, gained
prominence as the first [slamic script. In
the Abbasid period (9th to 14th centuries
CE), Islamic calligraphy experienced re-
markable development, with Ibn Mugqla
Shirazi laying the foundations of the six
canonical scripts, further refined by Ibn
al-Bawwab in the 11th century CE.

In Iran, calligraphy reached unpa-
ralleled heights, particularly during the
Timurid and Safavid eras. Mir Ali Tab-
rizi, in the 14th century CE, created the
Nasta ‘lig script, which came to be kno-
wn as the “bride of Islamic scripts.” La-
ter, calligraphers such as Sultan Ali Ma-
shhadi and Mir Emad Hassani perfected

this elegant style in the 16th and 17th
centuries CE. In the Ottoman Empire,
notable calligraphers including Hamdul-
lah al-Amasi and Sheikh Abdullah Efen-
di advanced Thuluth and Diwani scripts.
In modern times, particularly during the
Qajar and Pahlavi periods, innovations
such as Shekasteh Nasta ‘lig by Darvish
Abd al-Majid Taligani emerged. Today,
calligraphy represents a fusion of tradit-
ion and modernism, occupying a promi-
nent place in visual arts, graphic design,
and Nagqashi-khat.

2. THE EVOLUTION OF

SCRIPTS IN ISLAMIC

CIVILIZATION

Since the Arabs traditionally led a
nomadic, tent-dwelling lifestyle, they
adopted writing systems much later than
other ancient civilizations such as the
Babylonians and the Chinese, who had
developed intricate writing systems tho-
usands of years earlier. Generally distru-
stful of written records, the Arabs relied
heavily on oral transmission for preser-
ving and conveying information. In the
6th century CE, as Arabic literature beg-
an to take shape, poetry was memorized
and transmitted orally, with only a few
poems, such as the famed Mu allaqat,
occasionally inscribed due to their exce-
ptional cultural significance. These were
even displayed on the walls of the Kaa-
ba in Mecca as symbols of prestige. The
first Arab tribe credited with inventing
an alphabetic script was the Nabataeans.
This group, descended from Bedouin Ar-
abs and inhabiting the northern regions
of the Arabian Peninsula, was eventually
subdued by the Romans. However, their
script survived even after the fall of their
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kingdom. A notable example is the ins-
cription on the tomb of the pre-Islamic
poet and minstrel /mru’al-Qais, dated to
328 CE and written in the Nabataean sc-
ript. Subsequently, other Semitic peoples
living in the northern Arabian Peninsula
adopted and refined the Nabataean script.
By the 6th century CE, tribes from al-Hi-
rah and al-Anbar — major trade centers of
the time — contributed to its further dev-
elopment. The script gradually spread to
Mecca and other regions, ultimately bei-
ng recognized as the official script of the
Arabian Peninsula. Historical accounts
mention Shapour bin Abdul Malik, who,
through his friend and father-in-law
Harb ibn Umayyabh, introduced and tau-
ght this script to the nobles and elites of
Mecca. The earliest forms of the Arabic
script were known as Musnad and Jazm,
with Jazm considered a branch of Mus-
nad. With the advent of Islam, the art of
writing and calligraphy among the Arabs
reached its zenith. Beyond the oral pre-
servation of the Qur’an, the necessity of
transcribing it became apparent to all. As
a result, calligraphers dedicated themse-
lves to beautifully rendering the sacred
text, striving to uphold the dignity and
reverence of the Qur’an. This endeavor
led to the flourishing of calligraphic arti-
stry within the Islamic world.

3. THE DEVELOPMENT OF

KUFIC AND NASKH SCRIPTS

IN EARLY ISLAM

Among the scripts that held a pro-
minent position in the early Islamic pe-
riod were Kufic and Naskh. The form-
er, a bold, angular, and geometric script
with a transcendent nature, was primar-
ily used for transcribing the Qur’an and

religious texts. The latter, a cursive and
fluid script, served daily writing purpos-
es. It is important to note, however, that
the Kufic script was not invented with
the founding of the city of Kufa. Long
before the establishment of Kufa, writ-
ings in Kufic existed. Nevertheless, the
city’s founding played a pivotal role in
developing its decorative forms, transf-
orming it from the original austere and
rigid Jazm script into a refined and grac-
eful art form. Undoubtedly, the most si-
gnificant catalyst for the development of
Arabic script, as previously noted, was
the emergence of Islam itself. Through
its potent simplicity, Islam liberated the
art of writing, once the exclusive doma-
in of the aristocracy, and popularized it
among all eager seekers of knowledge.
Those passionate individuals, driven by
devotion to the Qur’an, transformed into
dedicated scribes who left behind exqu-
isite works, reflecting both their artistic
sensibility and profound spiritual inspi-
ration. In their efforts to preserve a co-
nnection between their calligraphy and
the divine message of the Qur’an, these
early Muslim calligraphers sought to ha-
rmonize their script’s aesthetic elegance
with spiritual purpose. Each act of wri-
ting related to the service of Allah was
regarded as a form of worship.

It is worth noting that the first chap-
ter revealed to Prophet Muhammad was
Surah Al-‘Alaq, a passage that reminds
humanity of its Creator and the divine act
ofteaching through the pen: “Read! In the
name of your Lord who created... who
taught by the pen” (A4/-‘Alag, 96:1-4).
Similarly, the second revealed chapter
was Surah Al-Qalam: “Nun. By the pen
and what they inscribe...” (4/-Qalam,
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68:1). These two surahs, emphasizing
the pen and the act of writing, elevated
the sanctity and status of the pen and
script among Muslims. Consequently,
with meticulous devotion, calligraphers
engaged in creating beautifully crafted
scripts through artistic pen movements
and designed various styles of writing
by arranging the Arabic letters in new,
harmonious compositions. Examples of
this deep reverence for calligraphy can
be seen in religious inscriptions, archite-
ctural decorations, and even on the coins
of the time — all testifying to the Musli-
ms’ dedication to mastering a sacred and
rich art form.

4. EARLY CALLIGRAPHERS

IN ARAB AND ISLAMIC

HISTORY AND THE

EMERGENCE OF PERSIAN

CALLIGRAPHY

In the history of Arab and Islamic
calligraphy, one of the earliest and most
renowned figures is Amir al-Mu’min-
in Ali ibn Abi Talib. Several distinctive
calligraphic styles are attributed to him,
including the Mecca, Medina, Basra,
and Kufa scripts, especially in the tran-
scription of the Qur’an. The artistic and
spiritual value of these scripts is imme-
asurable, particularly cherished by Shi’a
Muslims and the admirers of Imam Ali.
From the 3rd to the 8th century AH (9th—
14th centuries CE), calligraphy and the
artistic expression of the Arabs reached
their zenith during the golden age of Is-
lamic civilization. However, by the 10th
century AH (16th century CE), alongside
the decline of the Umayyad and Abbasid
dynasties, the flourishing of this art gra-
dually waned.

4.1. The Birth of Persian Calligr-
aphy

Before the advent of Islam, various
scripts such as Cuneiform, Pahlavi, and
Avestan were common in ancient Persia.
However, with the spread of Islam, the
Persians adopted the Arabic alphabet
and scripts. The history of the Arabic sc-
ript and its stylistic development did not
predate Islam but rather evolved almost
simultaneously with the early Islamic co-
nquests. Although Persians initially bor-
rowed their script from the Arabs, they
played a major role in its evolution and
in transforming it into a sophisticated
art form. The introduction of diacritical
dots and vowel marks (i‘rab) in Arabic
script is attributed to an Iranian named
Abu al-Aswad al-Du’ali al-Farsi in the
Ist century AH (7th century CE). This
innovation aimed to prevent misreading
of the Qur’an and reflects the significant
contributions of Iranians to the refinem-
ent of Islamic calligraphy.

4.2. Persian Calligraphy

Iranians even developed their uni-
que styles within the established scripts
of other Islamic lands. While the initial
transition from ordinary writing to refi-
ned calligraphy was largely carried out
by Persian artists, over time they devised
distinct styles and methods that became
uniquely Persian. Although these innov-
ative styles gained followers in other Is-
lamic countries, they remained primarily
associated with Iran and the Persianate
cultural sphere, including Central Asia,
Afghanistan, Pakistan, Tajikistan, Azer-
baijan, and India. In these regions, calli-
graphy has always been regarded as the
highest form of visual art, distinguished
by its delicacy and spiritual beauty.
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5. ISLAMIC CALLIGRAPHY

Calligraphy has always held a spec-
ial significance for Muslims, as it is co-
nsidered the art of visualizing the divine
revelation. Beautiful handwriting was
used not only in transcribing the Qur’an
but also in many other arts. In all Islamic
countries, calligraphy has always been
regarded as the highest form of art. Es-
pecially in Iran, this art has reached its
zenith, becoming a central pillar among
other visual arts. The oldest known Qu-
r’anic manuscript is written in the Kufic
script, attributed to Ali ibn Abi Talib. Af-
ter the 5th century AH, the Kufic script
was largely replaced by the Naskh script,
which, unlike the angular Kufic letters,
has smooth and curved forms. In the ea-
rly 4th century AH, in the year 310 AH,
Ibn Muglah Bayzavi Shirazi developed
six different scripts known as the “Six
Pen Styles” (Aglam Sitta), which inclu-
de Muhaqqaq, Rayhan, Thuluth, Naskh,
Riqa‘, and Tuqi‘. The main distinction
between these scripts lies in the shape of
the letters and the proportions of space
and letter strokes in each script. He also
established twelve fundamental princi-
ples of calligraphy, known as the “Tw-
elve Principles of Calligraphy,” which
include: Composition, Balance, Propor-
tion, Weakness, Strength, Space, Stroke,
Upward and Downward Movement, and
Grace and Magnificence. A century after
Ibn Muglah, Ibn Bawwab introduced new
rules for the Naskh script and perfected
it. In the 7th century, Jamal al-Din Yaqut
al-Musta‘simi revitalized this script, tra-
nscribing the Qur’an multiple times. The
capabilities of calligraphy as a function-
al tool have always been a major factor
in the evolution of the art. While aesth-

etic beauty has undoubtedly been a goal
of calligraphers, the impact of printing
and graphic design has greatly influenc-
ed the development and transformations
of calligraphy. The traditional develop-
ment of calligraphy did not remain stat-
ic, and gradually, artists began to merge
calligraphy with painting to explore new
possibilities. This eventually led to the
creation of a new genre called “Calligra-
phic Painting.” The Saqakhaneh School
can be seen as the birthplace of modern
aesthetic innovations in calligraphy, pa-
rticularly before the Islamic Revolution.
After the revolution, calligraphy experi-
enced a significant revival among the yo-
uth, with many artists competing in both
traditional techniques and new creative
approaches. The rise of graphic arts, the
proliferation of computers as key tools in
graphic design, and desktop publishing
have posed new challenges for contemp-
orary calligraphy.

6. THE NASTA‘LIQ SCRIPT
AND THE EVOLUTION OF
IRANIAN CALLIGRAPHY
After the Islamic conquest of Persia,
the Naskh script became the dominant
style for calligraphy in Iran. During the
Ilkhanid era, book pages began to be ad-
orned with decorative motifs for the first
time. In the Timurid period, calligraphy
and the art of penmanship reached their
pinnacle. It was in this era that Mir Ali
Tabrizi, by merging the Naskh and Ta-
‘liq scripts, created the Nasta‘liq script
— a style considered by most calligraphy
experts as one of the most sophisticat-
ed, yet simultaneously the simplest and
most graceful of scripts. The most famo-
us Qur’an calligrapher of this period was
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Baysunghur Mirza. The calligraphic sty-
les known as Persian scripts were mai-
nly developed for writing non-religious
texts, such as collections of poetry, ele-
gant literary pieces, and administrative
correspondence. In contrast, calligraphy
among the Arabs and Ottoman Turks pr-
edominantly held religious and sacred
significance. Though they too used dif-
ferent scripts for secular and administr-
ative purposes, their highest artistic ex-
pression — unlike Persian calligraphers
— was primarily evident in Thuluth and
Naskh scripts, used for transcribing the
Qur’an and Hadiths. In Iran, Thuluth and
Naskh were also employed for religious
purposes, such as Qur’anic transcripti-
on, Hadith collections, and mosque and
madrasa inscriptions. However, Iranians
developed distinctive regional styles wi-
thin these scripts as well.

The Ta‘liq script can be regarded as
the first truly Persian script. Emerging in
the early 7th century AH (13th century
CE) and lasting for about a century, it co-
mbined elements of Naskh and Riga“ sc-
ripts. It was standardized by Khajeh T3]
Salmani, and later expanded by Khajeh
‘Abd al-Hayy Monshi-ye Estarabadi,
who further formalized its rules and pri-
nciples. Following Ta‘liq, which was the
first Iranian-born script, Mir Ali Tabrizi

in the 8th century AH (15th century CE)
created the script known as Nas’taliq by
merging Naskh and Ta‘liq. Due to its wi-
despread popularity, the name was later
simplified to Nasta‘liq. This script revo-
lutionized Persian calligraphy, achieving
its peak elegance and perfection in the
Safavid era under Mir Emad Hassani.
Nasta‘liq flourished not only wit-
hin the borders of present-day Iran but
also in Greater Khorasan, Central Asia,
Afghanistan, and notably among the ca-
lligraphers of the Mughal court in India,
who maintained a deep affinity for Pers-
ian culture. The 9th to 11th centuries AH
(15th—17th centuries CE) are generally
considered the golden centuries of Iran-
ian calligraphy. By the mid-11th century
AH (17th century CE), a third pure Ira-
nian script — Shekasteh Nasta‘liq — was
invented by Morteza Qoli Khan Sham-
lu, the governor of Herat, by modifying
Nasta‘liq for the purposes of speedier
writing in administrative work and per-
sonal correspondence. This need for fa-
ster writing, combined with the Persian
aesthetic sense and creativity, led to the
creation of Shekasteh scripts, much like
the earlier Shekasteh Ta‘liq derived from
Ta‘lig. Darvish ‘Abd al-Majid Taligani
later perfected Shekasteh Nasta‘liq. Du-
ring the Qajar period, calligraphy lost its
primary practical role as a medium for tr-
anscription. On one hand, it evolved into
a pure form of art through Siah-Mashq
(dense practice writings), and on the oth-
er, it found new functions in lithographic
printing and newspapers. In the Pahlavi
era, commercial and advertising needs
pulled calligraphy out of private libraries
and collections into the public domain.
Modern artistic movements gave rise to
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new styles like Naqashi-Khat (calligr-
aphic painting), which continues to be
appreciated in global art circles. In the
years following the Islamic Revolution
(1979), calligraphy experienced renew-

7. EVOLUTION OF MAIN
SCRIPTS

Script Creation Period
Kufic Ist Century AH
Naskh 3rd Century AH
Thuluth 4th Century AH
Nastaliq 8th Century AH
Shakkasteh Nastaliq 11th Century AH

8. COMMON SCRIPTS IN
IRANIAN-ISLAMIC
CALLIGRAPHY
(COMPREHENSIVE
CLASSIFICATION)

a. Kufic Script: Kufic, the oldest
Islamic scriptw with origins in the 1st ce-
ntury AH, possesses unique features that
distinguish it from other scripts. This sc-
ript is designed with angular, geometric,
and completely vertical letters that fit wi-
thin hypothetical rectangles and squares.
The structure of Kufic is based on unifo-
rm, horizontal, and vertical lines, giving
it a sturdy and cohesive appearance. A
notable feature of this script is the absen-
ce of any circles or curves in its basic st-
ructure, which adds to its simplicity and
clarity. Initially, there were no diacritical
marks or vowel signs in this script, whi-
ch were later added. Kufic was primarily
used for early Qur’anic transcription and
the inscription of mosque walls. Over
time, various types of Kufic evolved,
including simple Kufic, geometric (Mu-
qalli), leafy (Muraqq), and ornamental

ed popularity. The Iranian Calligraphers
Association, established in 1950 (1329
AH), played a key role in enhancing both
the quantity and quality of this art form.

Characteristics Usage
Geometric, Heavy Early Qur'ans
Legible, Smooth General Writing
Decorative, Majestic  Inscriptions
Fluid, Poetic Persian Poetry
Smooth, Fast Correspondence

(Mushajjar), each finding specific appl-
ications in Islamic art. This script, with
its simplicity and strength, represents the
first artistic efforts by Muslim calligrap-
hers to create a visual identity for writing
sacred texts.

Naskh Script: The Naskh script,
created in the 3rd century AH and perf-
ected by Ibn Mugqla Shirazi, revolutioni-
zed Islamic calligraphy. With its unique
characteristics, such as smooth, rounded
letters, high readability, and precise di-
acritical marking, it quickly became the
standard script for writing the Qur’an
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and scientific and religious texts. The
circular structure of Naskh, in which
letters fit within a specific diameter, co-
mbined with an alif height equivalent to
3 to 4 dots and uniform pen thickness,
gives this script a particular beauty and
harmony. The consistent spacing betwe-
en letters and words, along with syste-
matic diacritical marks, has enhanced its
readability to such an extent that it is co-
nsidered the foundation for most Arabic
and Persian fonts today. These features
have made Naskh not only prominent in
sacred texts but also in everyday writing,
earning it recognition as one of the most
influential Islamic scripts in history.

b. Thuluth Script: Thuluth script,
known as one of the most majestic and
ornamental Islamic scripts, features elo-
ngated and curved letters, with the height
of the letter “alif” reaching up to 7 dots.
This script, with its exaggerated curves
and a mild rightward tilt, is considered
one of the most challenging calligraphic
scripts, requiring great skill and precisi-
on to execute. Unlike many other scripts,
in Thuluth, letters are often written sepa-
rately with limited connections between
them. The diacritical marks in this script
not only serve a functional role but also
play a significant decorative role, harm-
onizing with the overall composition of
the piece. Yaqut al-Musta’simi, one of
the prominent masters of this script, pla-

yed a significant role in its development
and dissemination. The primary applic-
ation of Thuluth is in the inscription of
mosque tablets and the creation of wall
decorations, which, due to its large size
and striking visual effect, has always
been admired by Islamic artists and arc-
hitects. This script, with its blend of bea-
uty and strength, represents the grandeur
of Islamic calligraphy.

c. Ta'liq Script: Ta’liq script, as
the first script exclusive to the Iranians
during the Ilkhanid period, brought a tra-
nsformation to the art of calligraphy with
its unique features. This script, with a di-
stinctive 45-degree slope and abundant
connections between letters, has a fluid
and flowing style, making it suitable for
fast writing. The elongated and tall let-
ters of Ta’lig, combined with the small
space between the lines, give the scri-
pt a dense and continuous appearance.

The diacritical marks in Ta’liq are mo-
stly round and placed to the right of the
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letters, enhancing its beauty and readab-
ility. The primary use of this script was
in bureaucratic correspondence, which
required speed in writing. However, its
historical significance is greater due to
its role as the foundation for the creation
of Nasta’liq script. With a combination
of practical and artistic features, this scr-
ipt not only met the administrative needs
of the Ilkhanid period but also paved the
way for one of the most beautiful Iranian
scripts, Nasta’liq. Mastery of Ta’liq, due
to its inherent complexities, has always
been a criterion for measuring expertise
in calligraphy.

WWW ARTWORKSHOP BLOGEA.COM

d. Nasta'liq Script: Nasta’lig, kn-
own as the “Bride of Islamic Scripts,”
was created by Mir Ali Tabrizi in the 8th
century AH. This script, with its beautif-
ul combination of Naskh and Ta’liq and
its fluid movements, is primarily used
for writing Persian poetry and literary
texts. Notable masters of this script incl-
ude Sultan Ali Mashhadi and Mir ‘Amad

Hasani. Nasta’liq is designed based on a
circle with a diameter of 3.5 to 4 dots,
and its letters move along two parallel
imaginary lines. This script has a 15-de-
gree rightward tilt and is distinguished
by features such as elongated writing at
the ends of words, small round dots, and
wide spacing between lines for better vi-
sual appeal.

~</’%i@
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e. Shikasta Nasta’liq Script: Sh-
ikasta Nasta’liq, which was perfected
during the Safavid period, is a faster and
more fluid version of classical Nasta’liq.
It was primarily used for correspondence
and the transcription of poetry. Dervish
Abdulmajid Taligani is considered one
of the pioneers of this script. This style
is recognized for unique features such as
a greater tilt (between 30 to 45 degrees),
extensive connections between letters,
prominent elongated writing, and the
intricate interweaving of words. Unlike
Nasta’lig, which emphasizes delicacy,
Shikasta Nasta’liq places more import-
ance on the speed of writing. Other not-
able features include compact and dense
diacritical marks and a fluid, continuous
structure that gives it a dynamic and liv-
ely feel.

f. Divani Script: Divani script,
known as one of the official scripts of
the Ottoman court, was used primarily
for writing royal decrees. This script is
distinguished by its compressed and orn-
amental letters, which create an intertw-
ined and complex appearance, setting it
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apart from other scripts. Notable features
of Divani include extensive connections
between letters, a gentle slope, and de-
corative and scattered diacritical marks,
giving the text a formal and dignified
appearance. The letters in this script are
often intertwined and arranged artistical-
ly, which, in addition to enhancing its vi-
sual beauty, affects its readability. These
combined features made Divani one of
the most commonly used scripts in im-
portant governmental documents of the
Ottoman Empire.

speed of writing. It was primarily used
for administrative and personal matters.
With short and compact letters, no elo-
ngated writing, and minimal diacritical
marks, this script is practical and unad-
orned. Unlike decorative scripts such as
Divani or Nasta’liq, Ruqa’ah focuses on
efficiency and writing speed, so it lacks
elaborate visual appeal. Its letter struct-
ure’s simplicity and lack of complexity
made it an ideal choice for quick notes,
informal letters, and administrative doc-
uments.

g. Rugqga’ah Script: Ruqga’ah script
is recognized as an everyday and inform-
al script, characterized by simplicity and

9\-1/5 ’; /—l;\:%- 2 /" o
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h. Rayhan Script: Rayhan script
is one of the most delicate and artistic-
ally refined branches of the Naskh scr-
ipt, specifically used for writing precio-
us Qurans and valuable religious texts.
While maintaining the overall structure
of Naskh, it features finer and more pr-
ecise letters, designed on a circle with
a height of 3.5 dots for the letter “alif.”
The standout characteristic of Rayhan is
its unparalleled geometric order, which
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is evident in the precise spacing between
the letters and lines. This script, combi-
ning visual beauty and high readability,
is considered the epitome of calligraphic
art in the service of sacred texts. The ex-
quisite delicacy and perfect proportions
of the letter components in Rayhan make
it an ideal choice for works that aim not
only to convey content but also to expre-
ss the spiritual grandeur of the text.

i. Muhaqqaq Script: Muhaqqaq
script is one of the most authentic and
majestic Islamic scripts, known for its
distinctive features such as large and
magnificent letters, long extensions, the
beautiful combination of Thuluth and
Naskh elements, and a circular structu-
re with a precise ratio of 4.5 to 5 dots.
With limited and deliberate connections,
systematic and precise diacritical mar-
king, and appropriate spacing between
words, this script was used in the golden
centuries of the 4th and 5th centuries AH

for writing precious Qurans, important
inscriptions, official documents, and de-
corative plaques in sacred places. Proper
execution of this script, which requires
high skill due to the large size of the le-
tters and time-consuming nature, is gen-
erally done in larger formats, requiring a
delicate balance between detail and the
overall composition. Today, Muhaqqaq
is regarded as one of the most difficult
yet magnificent Islamic scripts, holding
a special place among calligraphy mas-
ters and symbolizing the peak of callig-
raphic art in the early periods of Islamic
civilization.

Each of these scripts represents a
specific period in the evolution of callig-
raphic art, shaped by the religious, adm-
inistrative, and cultural needs of Islamic
societies. This artistic tradition continues
to thrive today and is reimagined in cont-
emporary art forms.

9. THE FORMATION AND
EVOLUTION OF NASTA’LIQ:
A MASTERPIECE OF
PERSIAN CALLIGRAPHY ART
Nasta’liq script, rightly called the
“bride of Persian scripts,” emerged in the
8th and 9th centuries during the Timurid
era and is recognized as the most beauti-
ful and delicate script in Islamic calligra-
phy. This script is the result of the fusion
of two scripts: Naskh (with its readabili-
ty and straightforward writing) and Ta’l-
iq (with its fluidity and smooth connec-
tions), and its name is derived from the
combination of these two terms. Before
Nasta’liq, the Ta’liq script was used for
writing poetry and literary texts, but due
to its complexity and difficulty in readi-
ng, there was a need for a new script. On
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the other hand, while Naskh was legible,
it lacked the softness and flow necessary
for literary texts. It was here that mast-
ers like Mir Ali Tabrizi (and according
to some sources, Mir Ali Heravi) innov-
ated and created Nasta’lig—a script that
combines the fluidity of Ta’liq and the
orderliness of Naskh. Technical features
of Nasta’liq include a gentle slope of 15
degrees, circular letter forms, balanced
elongated writing, small and round dia-
critical marks, and golden ratio in the sp-
acing of lines. This script found a special
place in the writing of Persian poetry, lit-
erary texts, and calligraphy boards. Gre-
at masters like Sultan Ali Mashhadi, Mir
Emad Hassani (who brought Nasta’liq to
its peak during the Safavid period), and
Abdurmajid Taligani played a significant
role in the evolution of this script. Nas-
ta’liq rapidly spread in Persian-speaking
lands from India to the Ottoman Empire
and today is recognized as a symbol of
Persian calligraphy art.

10. NASTA’LIQ: IRANIAN ART

IN HARMONY OF FORM AND

MEANING:

Nasta’liq, as the most prominent
form of Persian calligraphy, is known
for its unique features. Unlike angular
scripts like Kufic or Thuluth, Nasta’liq
has a fluid and soft quality with its ro-
unded and curved letters. The beauty of
Nasta’liq lies in the unparalleled balance
between the components of the writing,
known as “tarash,” and the harmonious
elongated strokes of letters like “lam”
and “alif.” The movement of the pen in
this script, with calculated pressure ch-
anges, gives a dancing effect to the wr-
iting. The four fundamental principles

of this delicate script are: first, balanced
composition and precise page layout; se-
cond, attention to the number and size of
the “dent” in letters like “s” and “n”’; th-
ird, the specific connection of letters like
“m” and “w”’; and fourth, precise diacri-
tical marking with uniform sizes. These
principles together form the unique har-
mony of Nasta’liqg.

The applications of this authentic
Persian script are vast, ranging from the
writing of divans by great poets like Ha-
fez and Saadi to the decoration of arch-
itectural inscriptions during the Safavid
era. In modern times, Nasta’liq has fo-
und a prominent place in the design of
stamps and banknotes and has become a
key element in contemporary visual arts,
particularly in calligraphy-painting and
graphic design. This script is not only a
written art but also a symbol of Persian
cultural identity around the world.

11. NASTA’LIQ IN THE
PRESENT ERA:
CONTINUATION OF AN
ARTISTIC HERITAGE:
Nasta’lig, this precious gem of Per-
sian art, has a vibrant and influential pre-
sence in the modern world. Over the ce-
nturies, this script has not only preserved
its place but also adapted to the needs of
the modern era. In the digital age, digital
fonts of Nasta’lig, such as “Nasta’liq” and
“Iran Nasta’liq,” have connected this aut-
hentic art to the virtual space and modern
publishing. In visual arts, Nasta’liq has
manifested as an expressive language in
contemporary calligraphy-painting. Pion-
eers like Mohammad Ehsai, by combini-
ng tradition and modernism, have opened
new horizons in the use of this script.
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Today, serious efforts are underway
to register this invaluable heritage with
UNESCO, demonstrating the global si-
gnificance of this art. Nasta’lig, this un-
ique blend of geometry and mysticism,
has evolved from the time of Mir Emad
to the present day. We now see that this
script not only holds a prominent place
in traditional calligraphy workshops but
also in contemporary galleries, graphic
design, and even digital arts. This hist-
orical continuity shows the vitality and
adaptability of this authentic Persian art,
which continues to shine and inspire new
generations of artists.

12. CONTEMPORARY
CALLIGRAPHY: MERGING
TRADITIONAL WISDOM
WITH DIGITAL
INNOVATIONS:

Ancient Iranian-Islamic scripts in the
present era, while preserving their thou-
sand-year-old authenticity, have donned
a new attire. Contemporary calligraphy,
with the use of advanced technologies,
has expanded the traditional boundaries
of this art. Calligraphy robots equipped
with artificial intelligence algorithms are
now able to mimic the most delicate pen
movements of ancient masters, while
virtual reality technology allows for the
creation of three-dimensional works and
immersive experiences of calligraphy
art. These developments come with sig-
nificant challenges. Issues such as prese-
rving authenticity alongside innovation,
replacing traditional master-apprentice
methods with virtual approaches, and
the risk of turning this art into merely a
decorative commodity are key concerns
for contemporary artists. However, call-

igraphy today has managed to carve out
a new position in the contemporary art
scene by participating in international
exhibitions like “Horoofiyeh” and coll-
aborating with renowned global brands.
The future of calligraphy hinges on the
ability of artists to strike a balance be-
tween tradition and modernity. On one
hand, the authenticity and spiritual depth
of'this art must be preserved, while on the
other hand, it must align with the modern
language of technology and the needs of
today’s society. Contemporary calligrap-
hy, by leveraging all these potentials, not
only continues to thrive but also plays an
important role as a bridge between East-
ern and Western cultures in the dialogue
of contemporary civilizations.

CONCLUSION:

Calligraphy exists in almost all cul-
tures and holds great importance, but in
the East, especially in Islamic lands and
Iran, this importance is even more prof-
ound. Among visual arts, calligraphy has
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always been one of the most significant.
In the Far East, calligraphy was given
an equal status with painting due to its
graphic quality and its symbolic role in
conveying ideas. Both were created with
a similar tool, the pen, and were consi-
dered courtly arts. In the Middle East,
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despite the long history of this art in va-
rious regions, it can be said that the em-
ergence of Islam and the writing of the
Qur’an played a fundamental role in el-
evating the status of calligraphy. Before
Islam, various scripts such as cuneiform,
Pahlavi, and Avestan were common in
Iran, but with the advent of Islam, our
ancestors embraced the Arabic alphabet
and Islamic scripts, replacing the prev-
ious ones. Since the Qur’an is the most
important and sacred book for Muslims,
it must be written in the best possible
way, thus making calligraphy the most
esteemed and distinguished Islamic art.
Islamic calligraphy, and more specific-
ally Iranian calligraphy, is a collection
of elements that are harmoniously and
cohesively placed together. The Kufic sc-
ript was the first script used for writing
the Holy Quran. This script, known for
its geometric and orderly characteristics,
was initially used for writing the Quran
and later extended to other books, insc-
riptions, and the decoration of mosque
doors and domes. It became one of the
most important Islamic scripts during
the early periods. Around the 4th century
AH, a type of Kufic script known as “Ir-
anian Kufic” was developed in Iran. This
script reached its peak during the Seljuk
period and became more artistic and de-
corative than its earlier form. Over time,
the Kufic script became more ornamen-
tal, and its use in writing religious texts
gradually diminished.

The Naskh script, one of the six pri-
mary scripts (known as “Aqlaam Sitta”),
replaced Kufic script in Quranic and ot-
her texts’ writing. This change occurred
due to the greater ease and legibility of
the Naskh script compared to Kufic. By

the 3rd century AH, Naskh became pop-
ular for copying the Quran and other te-
xts and had almost completely replaced
Kufic and its variants by the 5th century
AH. One important branch of the Naskh
script is the Iranian Naskh, which is att-
ributed to the prominent calligrapher of
the Safavid period, Ahmad Neirizi. This
script is considered an excellent example
of Iranian calligraphy due to its beauty
and legibility in the history of Islamic
art.

In the early centuries of the Islamic
era, book decoration was highly regarded
and was considered one of the main fac-
tors that determined the value of a book.
Calligraphy, alongside gilding, painting,
and binding, was an essential component
of book decoration. The designs used in
gilding typically included floral motifs,
particularly the famous arabesque patte-
mms. Sometimes, the arrangement and gi-
lding of the lines went to the extent that
reading the text became difficult. With
the Mongol invasion, there was a halt in
the growth of calligraphy and gilding.
However, after the Mongol rulers con-
verted to Islam, calligraphy and gilding
revived. During this period, a script kn-
own as “Ta’liq” became popular in Iran.
The characteristic of this script is that its
letters tend to lean from right to left and
from bottom to top. Gilding, during this
period, continued to adorn the space be-
tween lines, and some manuscripts feat-
ured gold leaf on the paper background.
Notable calligraphers of this period incl-
ude Abdullah ibn Muhammad Hamadani
and Abd al-Sirafi, the latter of whom is
credited with the calligraphy of a manu-
script of the book “Maqamat Hariri”.

In the Timurid era, calligraphy and
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gilding saw significant development.
The most notable innovation in calligr-
aphy of this period was the combination
of the Naskh and Ta’liq scripts, which
resulted in the creation of the Nastaliq
script. This innovation is attributed to
the famous calligrapher Mir Ali Tabrizi,
whose masterpiece, “Homay and Homa-
yun” (a work by Khajavi Kermani), bec-
ame a landmark in the history of Persian
calligraphy. The painting in this manus-
cript is attributed to Junaid. Other prom-
inent calligraphers of this period include
Ja’far Baysunghuri Tabrizi and Sultan
Ali Mashhadi, known for his calligraphy
of Alisher Navoi’s Divan. In the Safavid
era, both gilding and calligraphy under-
went significant transformations. Gilding
became a separate art from calligraphy,
evolving into its own profession. Inste-
ad of being used in the main body of the
text, gilding was applied to the margins
of written works. The famous gilders of
this period include Mawlana Hasan Ba-
ghdadi. Calligraphy in this era achieved
independent artistic value and was often
seen in the form of “riqa” (a script often
used for letters). The influence of pain-

ting on calligraphy was also profound
during this time. The Nastaliq script ga-
ined much attention during the Safavid
era, with Mir Imad playing a pivotal role
in enhancing the quality of this script.
His style is considered one of the most
beautiful and effective in the history of
Nastaliq calligraphy, and he is regarded
as the greatest master of Nastalig. Anot-
her notable calligrapher of this period is
Ali Reza Abbasi, who excelled not only
in Nastaliq but also in the Thuluth script.
During this era, thanks to the famous ca-
lligrapher Dervish Abdul Majid Tabriz, a
new style of Nastaliq emerged, known as
“Shakasteh Nastaliq”. This style, which
belongs to the group of Iranian scripts, is
a combination of Ta’liq and Nastaliq, but
with more curves and connections. The
simpler and smoother version of it is cal-
led “Shakasteh Tahriri”. Just as Mir Imad
perfected Nastaliq, Abdul Majid Tabriz
took Shakasteh to its highest level. His
most priceless works are part of the nu-
merous maqta’ and murqqa’ (fragments
and compositions) in the manuscript of
the complete works of Saadi.
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