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The rise of the Gulf Cooperation Council (GCC) as an economic giant, with
Dubai as a hub for commerce, media, and advertising, generated a global
spike in demand for Arabic design and typography. Facing limited techno-
logies for Arabic font design and a shortage of Arabic type specialists, a
wave of Euro-Anglo-centric graphic design programs began to emerge in
the region. Add to this mix a host of communication agencies on the lookout
for the “global modern look,” and you’ll get the perfect storm for oversimpli-
fied, Westernized Arabic typography in strictly apolitical mode.

“Much like the diverse cultures of the region, Arabic type was reduced,
Orientalized, fetishized, vilified, and colonized.”

This “apolitical” stance is, of course, highly political. Design is by no means
alien to the context in which it is produced. The Arabic-speaking region

is marked by a violent history of colonial exploitation, sectarian divides,
and profit-driven economies. While native Arabic speakers were battling
an overall lack of resources and structures to design Arabic typefaces,
non-natives remained comfortable doing the job—a common practice since
the historical onset of “Arabic” typefaces, which were produced in Europe.
Much like the diverse cultures of the region, Arabic type was reduced,
Orientalized, fetishized, vilified, and colonized. Through this limbo, it, too,
became a homogenized category in need of deconstruction.

Who gets to design Arabic typography? Whose bodies labor behind this
wave of Arabic typefaces? Is literacy a prerequisite for designing a script?
Are thorough research and technical knowledge enough to engage with a
certain culture? When does the fascination with a foreign script become
problematic? How should we reposition Arabic type design within its his-
torical and cultural context? To address some of these issues, | spoke with
several type designers who are either from or have been operating in my
home country, Lebanon. Although this tiny specimen of voices is not repre-
sentative of the whole Arabic type design field—far less of the region’s di-
versity—it sheds some light on these issues. Complementary to Egypt’s his-
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torical dominance over the music and film industry of the Arabic-speaking
world, Lebanon took the lead in the professionalization of graphic design. In
1992, the American University of Beirut (AUB) opened what would become
the first institutionalized graphic design program in the Arabic-speaking
region. It was followed by dozens of technical and university-level courses
across the country, all of which (except the public program offered by the
Lebanese University) are private and charge costly tuition fees—one year
of tuition at the AUB costs around US$34,000. This reality emphasizes the
classist and extremely exclusionary infrastructures of the Lebanese higher
education system. In the past thirty years, Beirut generated a substantial
number of successful graphic designers, some of whom went on to direct
multinational agencies or co-develop design programs across the region.

| studied at the American University of Science and Technology (AUST), a
private mid-range university in Beirut. Like many colleagues, after gradua-
tion, | worked for communication agencies in the Arab Gulf.

In the late 1990s, when Abu Dhabi and Dubai first emerged as economic
powers attracting global corporations, the United Arab Emirates (UAE)
started legally requiring Arabic-and-Latin versions of a commercial logo.
This policy led to what Lebanese type designer Dr. Nadine Chahine labeled
“Arabic Frankenstein:"the practice of deriving Arabic logos from cutting and
pasting parts of Latin letters without a proper understanding of how Arabic
letters are shaped. This first wave of Orientalist logos was followed by a
demand for Arabic versions of popular Latin fonts used by global corpora-
tions. In early 2010, Linotype added Arabic “companions” to Helvetica, Fru-
tiger, and Univers, all designed by Chahine, with other Western type foun-
dries soon following the same path. In hindsight, Chahine acknowledges the
challenges of that era, especially the lack of resources and research, and
admits that today, she would tackle those designs differently.

“The common thread | have heard of among professional Latin type de-
signers wanting to make Arabic type is [that they want] to broaden their



“Don’t underestimate the intelligence of your predecessors. Designers should study the
rules of a script before they make changes,” argues Thomas Milo, who designed multiple
Arabic typefaces based on historical revivals since the early 1990s. To explain his point,
Milo draws an analogy between pop and classical music, claiming that the best pop
musicians are those who fundamentally understand the late-Baroque composer Johann
Sebastian Bach. It begs the question: who is granted access to Bach? Circling back to
my initial concern: who gets access to type design education and training?

“Quality [...] symbolizes a construct of Western modernity perpetuated into the present,
which requires a level of education and training only accessible to a privileged few.”
Amidst debates on tradition versus modernization, designers tend to agree on one thing:
it is all good if the quality is high enough and the outcome is beautiful. “It doesn’t matter
where the designer is from as long as the design looks good,” says Dr. Nadine Chahine.
“We shouldn’t ask designers to pass a citizenship test before they can design a type-
face. | want those designing Arabic typefaces to be good designers. It is important to be
pragmatic and knowledgeable about the topic rather than to take an ideological stance

on things.”

Not taking an ideological stance on things is, of course, highly ideological. The obses-
sion with quality makes for a core problem. Quality, in that sense, symbolizes a construct
of Western modernity perpetuated into the present, which requires a level of education
and training only accessible to a privileged few. If you cannot afford to study and live in
Europe, you will be unlikely to fulfill the criteria of quality to therefore become a reco-
gnized Arabic type designer. Chahine—who studied type design at Reading and holds a
Master’s degree from the University of Cambridge in the U.K., and a Ph.D. from Leiden
University in the Netherlands—distinguishes between two attitudes. First, there are
those who design for the Arabic-speaking region by trying to speak on its behalf, whose
attitude she deems very Orientalist. The second group stems from “honest intentions”

or what she calls the “love of the script”—designers who have a genuine interest in the
script, invest time and resources in research, and show respect to the region it comes
from. Again, this calls into question: who can afford to invest time and resources in re-
search? Sarkis, on the other hand, calls for a case-by-case assessment: “We still publish

good typefaces by non-native designers

if they are really good, but the perspective has to stem from the characteristics of the

Arabic script, committing to a non-Orientalist approach.”
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“Nothing exists in a vacuum,” says Lebanese designer Wael Morcos, who studied gra-
phic design at NDU-Lebanon before obtaining a Master’s in Fine Arts (MFA) from The
Rhode Island School of Design (RISD), and currently runs a practice in New York, U.S.A.
“You don’t want to be repeating the past,” he says, referring to the violent histories of
colonization that continue to impact the Arabic-speaking region. “It is hard to take it all
out of context and say if it is technologically up to the standards then it is good enough,
because you are ignoring the cultural context around the story.” Morcos advocates for
giving Arabs a platform to collaborate and craft their own stories in their own scripts and
language, which was the driving force for him to co-found 1onl.projects.org, a website
devoted to highlighting the narratives of U.S. Arabs and Muslims. “In developing coun-
tries, a lot of these narratives have been told by colonizers,” he states. “There is not

enough consideration for people being in charge of their own stories.”

“The system of stacked privileges and access (to prestigious type design programs)
makes me prioritize working with those who don’t make up part of that system.”—
Kristyan Sarkis

Sarkis, on the other hand, tries to counteract systemic injustices through hiring prac-
tices. “l would rather give my training/supervision time to those who are not benefiting
from structural privileges: designers based in the Arabic-speaking world,” he says,
adding that his first employee was Maha Akl from Egypt. “l wouldn’t have employed a
non-native,” he says. “Type design students are often talented, good researchers and
they draw very well. But the system of stacked privileges and access (to prestigious type
design programs) makes me prioritize working with those who don’t make up part of that

system.”

Native vs. non-native contributions

One major barrier to Arabic typography is a lack of literature on Arabic typography,
which has been continuously evoked by all my interviewees. Lara Captan calls for
thorough research, testing, and discovery before designing any typeface, and highlights
how the absence of guidelines makes Arabic type design a particularly challenging field
to enter. A crucial aspect of designing for Arabic is generated through lived experiences,
memories, and familiarities, but such constructs are often conditioned by “the colonized
mind,” a product of colonial education discussed by several theorists such as Frantz
Fanon. As | have argued elsewhere, spaces of colonial education and classist/sectarian

segregation such as Lebanon, often produce self-Orientalist approaches to design.



Arabic type design is a laborious undertaking. An average Arabic typeface that
covers Arabic, Farsi, and Urdu, amounts to 262 glyphs plus an indefinite amount
of ligatures, and glyphs that combine multiple characters. Nevertheless, the rising
demand and the limited supply made Arabic type design an attractive field to
non-Arabic speakers. “The common thread | have heard of among professional
Latin type designers wanting to make Arabic type is [that they want] to broaden
their market,” explains Lebanese type designer Lara Captan, who studied and
taught at the AUB before obtaining a Master’s of Arts (MA) in Advanced Typogra-
phy from The Autonomous University of Barcelona (EINA) in Spain. Captan points
to a general Western conception that Arab countries have a lot of wealth, which

could be one explanation for the desire to breach into the region.

For Kristyan Sarkis, Lebanese type designer and co-founder of TPTQ Arabic,
this, of course, has always been the case. After all, the first Arabic metal type
was cut in Europe by non-Arabic-speaking Europeans. After studying at Notre
Dame University (NDU) in Lebanon, Sarkis pursued The Master Type and Media
from the Royal Academy of Art in The Hague (KABK) in the Netherlands, and has
since released 10 typefaces including Greta Arabic and Teshrin. Acknowledging
the rising interest in Arabic Type, Sarkis is not opposed to the contributions of
non-natives “as long as they immerse themselves in the culture and develop a
high sensitivity to the [Arabic] script.” Sarkis, however, stands more critical of
oversimplified contributions by native Arabic speakers, who, according to him,
have done more Westernization and oversimplification to the Arabic script than
any Westerner. “This tendency to Latinize is partly due to the postcolonial status
of the Arabic-speaking world, leading to an identity crisis amplified by the sudden
economic boom in the Gulf,” he argues, using Dubai’s international outlook as an
example. “Just like any other form of culture, typography suffers from the same

Westernization challenges.”

“While designers blame other designers for oversimplification, one of the most
important roots of the problem lies in design education.”

What Sarkis refers to as an “identity crisis,” | would dub as cultural hegemony.

It is precisely why we should rethink the political angle from which we perceive,
practice, and teach design. While designers blame other designers for oversimpli-
fication, one of the most important roots of the problem lies in design education.
Established within colonial institutions historically founded and run by Christian
missionaries and adopting Eurocentric curricula, design education in the Ara-
bic-speaking region rarely refers to the histories of colonialism in its ties with the

sociocultural present.

Sarkis, who teaches for the Master Type and Media at the KABK, is critical of

ACCIDENZ CHARACTER SET 03/10/2023 SPECIMEN 8 PTS TRACKING 10

type design education as a Western, Eurocentric white-male-dominated context.
In 2016, together with Lara Captan, he co-founded Arabic Type Design: Beirut, an
intensive foundational program in Arabic type design, hosted by the AUB. While
the program responds to an urgent need and high demand, its access is limited
due to the absence of scholarships and cultural funding. Since its onset, efforts
have been made to make it more accessible: the tuition fee was reduced from
US$2850 to US$400, and the duration from six to only two weeks; however it still
remains out of reach for many. Although the AUB plans to eventually launch its
own MA for Arabic Type Design, beyond this short course, there are no institu-
tionalized options to study type design in the region. To become an Arabic type
designer, one has to either follow the difficult path of self-education or migrate

to pursue an MA, which is the case for most of my interviewees. In Europe, there
are currently two programs with a multi-script approach providing some skills in
Arabic type design. The first is at the University of Reading in the U.K., and the
second is at the KABK in the Netherlands. Both offer limited seats every year and
require pre-existing knowledge of type design. Non-European students are fur-
ther hampered by high tuition fees, lack of scholarships, difficult visa procedures,
and the generally high costs of living abroad—all in all, ultimately rendering these

programs exclusionary by design.

Once abroad, students might face problematic assignments. At Reading, for
example, students have reportedly had to design a Latin script plus one other
script they did not speak or understand, generating oversimplified and Latinized
outcomes. Staying in Europe after graduation certainly provides better access to
research opportunities, public and private funding, archives, and of course, sala-
ried jobs in type design, but designers will most likely face systemic racism and
discrimination. One type designer | spoke with, who chose to remain anonymous,
described the burden of being the only Arab on the team: “They would not listen to
me though | was the expert on the table. | had to push my ideas through my white

colleague.”

Untangling technology and quality

One of the major barriers to designing Arabic typefaces is technological. In

her 2018 Typegeist article, Iranian type designer and researcher Sahar Afshar
explains how some of the most basic requirements for Arabic type were only met
recently with the development of OpenType features—additional functionalities
of the typeface that can be activated, which, for example, allowed for contex-
tual alternates and cascading/slanting baseline. Still, mainstream typesetting
software lacks some of the most essential tools for recognizing and typesetting
Arabic, which is why it is not uncommon to see Arabic text written backward or

with disconnected letters.



Lebanese-Armenian type designer Khajag Apelian talks about a distinction between information about
the script as a whole versus that of type design as a practice, leading to relative visual risk-taking. In
that sense, Arabic-speaking designers tend to stay safe when designing Urdu glyphs for example, which
can lead to flawed products. Apelian consolidates the need for language natives who are engaged in
extending their practices beyond the generalities of the script: “In the same script, languages differ and
we stand very careful not to alter them. It is important for a native speaker to make those decisions and

advance that knowledge.”

Asking “Who gets to design for Arabic?” is not a simple question. For Thomas Milo, the deconstruction

of the Arabic script culture today is “ironically, mainly the work of Lebanese ideologists.” Milo served

in the Dutch Army deployment for the United Nations Interim Force (UNIFIL) in South Lebanon between
1980 and 1983. During that period, he was commissioned by the Dutch Ministry of Defence to produce

a manual of the local Arabic dialect, which he insisted should be set in rug’ah, the script that was most
common around the southern borders. “Even with a robust budget, it was impossible to get Arabic
typeset in a form that matches its great tradition,” he recalls. A couple of years later, together with Mirjam
Somers, he produced a fully comprehensive rug’ah typeface. Since these early engagements, Milo claims
a scientific approach to Arabic typography: “I am not interested in all this colonialist bullshit, | am just a
scientist working with a robust analysis of the script traditions. Orientalists build bridges, they are not
instruments of colonialism—though some of them obviously were.” When talking about his earliest pursuit
in Decotype, he claims his Amsterdam-based team was the only group approaching Arabic scripts “scien-
tifically.” “There was no one in the Middle East actually doing it,” he says. “They were repeating existing

Western designs primitively.”

“Scientific versus primitive”—what a telling pairing of terms! Shortly after, Milo dodges my question about
Orientalism, the term by Palestinian scholar Edward Said to describe the racist characterization of the
East by the West. According to Milo, studying the Orient has nothing to do with robbing Arabs of their
power. “Edward Said didn’t know anything about the academic study of anything. He turned a completely
regular justified field of study into some kind of conspiracy,” he expresses, blaming Arabs for not taking a

closer look at their own culture.

When asked if designers should restrict themselves within a set of rigid rules or use their agency to pro-
duce contemporary versions of a script, Milo answers: “I’'m not doubting the need for what they are doing,
but they are mainly in lettering. Not a single work of Arabic learning or literature has ever been published
in those ‘Mickey Mouse’ typefaces. You use them to sell Mercedes and Porsche limousines.” In the end,
he acknowledges his identification as an outsider: “It is not my position to change the script. I’'m not living
in their world, and | am not going to design that world for them. | am restoring the script to its original
glory, or at least bringing it to the age of digitality without unnecessary damage. If you want to change the
script, you have to be an Arab. It is the role of someone like Kristyan Sarkis. It's not my role; | don’t touch

it.” Politicizing the Glyph

In politically charged contexts of wars, occupation, and displacement, obsessing about quality trans-
mutes into classist gatekeeping. Non-native type designers producing typefaces they cannot read—and
getting praised for it—not only overshadows the work of local designers who lack access to research,
education, and publishing, but can result in overly simplified designs that reproduce colonial power
dynamics. Heterogeneous engagements across cultures require problematizing all culturally situated
arguments, including that of quality. My point here is not enforcing any essentializing or nationalistic
ownership over Arabic typography, but underlining the importance of a primarily political approach to

design.

We need politics in type design. A commitment to a political approach may begin with amplifying local
productions no matter how “low quality” or “primitive” they might seem when measured against a long
history of cultural hegemony that produced those very colonial categories. Natives and non-natives
must acknowledge it, defy it, and work against it by adopting a self-reflexive framework centered around

decolonial ethics. If we truly aspire to equitable type design futures, a political framework should commit
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to the entangled schemes of class, race, gender, history, geography, ability, cultural repre-
sentation, and power dynamics. This piece is a radical pledge—a pledge for Arabic-type
design to extend beyond the quality argument into subversive productions by and from its
own users, primarily those who cannot afford an MA in Europe or invest years designing a
typeface. A critical approach can often inflict discomfort, but we must invite critique into
Arabic type design, sit with it, work it, and draw from it. This piece is a radical pledge for
critical discomfort.

Imad Gebrayel (he/him) is a Lebanese designer, educator, and researcher based in

Berlin. He has produced visual and theoretical works around identity representation and
self-Orientalism in Arab* design, counter-mapping, and archiving. He has lectured at
several academic institutions including Humboldt University of Berlin, Berlin University of
the Arts, Hochschule fiir Kiinste Bremen, The University of Art and Design Linz, and Design
Akademie Berlin. Imad has co-founded cultural and urban projects centering Arab-migrant
experiences and is currently undertaking ethnographic research on the negotiations of
Arab-Arab identifications in Sonnenallee, Berlin, as part of his doctoral project at the

Humboldt University of Berlin.

Title image: The visual is Arabic lettering for the terms “righteousness/eligibility, classism,
quality.” Credits: Imad Gebrayel, based on “Mada, a display typeface designed by Sayed
Kammoun for Mojo Ink.Arabic type design is a laborious undertaking. An average Arabic
typeface that covers Arabic, Farsi, and Urdu, amounts to 262 glyphs plus an indefinite
amount of ligatures, and glyphs that combine multiple characters. Nevertheless, the rising
demand and the limited supply made Arabic type design an attractive field to non-Arabic
speakers. “The common thread | have heard of among professional Latin type designers
wanting to make Arabic type is [that they want] to broaden their market,” explains Lebanese
type designer Lara Captan, who studied and taught at the AUB before obtaining a Master’s
of Arts (MA) in Advanced Typography from The Autonomous University of Barcelona (EINA)
in Spain. Captan points to a general Western conception that Arab countries have a lot of

wealth, which could be one explanation for the desire to breach into the region.

For Kristyan Sarkis, Lebanese type designer and co-founder of TPTQ Arabic, this, of
course, has always been the case. After all, the first Arabic metal type was cut in Europe
by non-Arabic-speaking Europeans. After studying at Notre Dame University (NDU) in
Lebanon, Sarkis pursued The Master Type and Media from the Royal Academy of Artin The
Hague (KABK) in the Netherlands, and has since released 10 typefaces including Greta
Arabic and Teshrin. Acknowledging the rising interest in Arabic Type, Sarkis is not opposed
to the contributions of non-natives “as long as they immerse themselves in the culture and
develop a high sensitivity to the [Arabic] script.” Sarkis, however, stands more critical of
oversimplified contributions by native Arabic speakers, who, according to him, have done
more Westernization and oversimplification to the Arabic script than any Westerner. “This
tendency to Latinize is partly due to the postcolonial status of the Arabic-speaking world,
leading to an identity crisis amplified by the sudden economic boom in the Gulf,” he argues,
using Dubai’s international outlook as an example. “Just like any other form of culture,

typography suffers from the same Westernization challenges.”

“While designers blame other designers for oversimplification, one of the most important
roots of the problem lies in design education.”

What Sarkis refers to as an “identity crisis,” | would dub as cultural hegemony. Itis
precisely why we should rethink the political angle from which we perceive, practice, and
teach design. While designers blame other designers for oversimplification, one of the

most important roots of the problem lies in design education. Established within colonial
institutions historically founded and run by Christian missionaries and adopting Eurocentric
curricula, design education in the Arabic-speaking region rarely refers to the histories of

colonialism in its ties with the sociocultural present.



Uppgangur Persafléasamvinnuradsins (GCC) sem efnahagsrisa, med Du-
bai sem midst6d verslunar, fjolmidla og auglysinga, olli aukinni eftirspurn
eftir arabiskri hénnun og leturfreedi & heimsvisu. Vegna takmarkadrar teekni
fyrir arabiska leturhonnun og skorts a sérfraeedingum i arabiskum letur-
gerdum, byrjadi bylgja evré-enskumidlaegra grafiskrar honnunarforrita ad
koma fram & sveedinu. Beettu vid pessa blondu fjolda samskiptastofnana
sem eru a héttunum eftir ,hnattreenu ndtimadtliti og pu munt fa hinn fullk-
omna storm fyrir of einfaldada, vestraena arabiska leturfreedi i stranglega
opolitiskri ham.

»Alveg eins og hin fjolbreytta menning sveedisins, var arabisk gerd
minnkad, austurlensk, fetished, svivirt og nylendust.

Pessi ,0politiska“ afstada er audvitad hapdlitisk. Honnun er alls ekki
framandi samhenginu sem hun er framleidd i. Arabiskumeaelandi sveedi
einkennist af ofbeldisfullri sdgu nylendunytingar, flokkaskiptingar og ha-
gnadardrifnu hagkerfi. P6 ad arabiskumeelandi hafi barist vid almennan
skort & fjarmagni og mannvirkjum til ad hanna arabiska leturgerdir, héldu
beir sem ekki voru innfeeddir vel vid ad vinna starfid - algeng venja fra pvi
ad ,arabiskar leturgerdir héfust sdgulega, sem voru framleiddar i Evrépu.
Likt og margbreytileg menning sveedisins var arabisk gerd minnkad, aus-
turlensk, fetished, svivirt og nylendust. I'gegnum petta limbo vard pad lika
ad einsleitum flokki sem parfnast afbyggingar.

Hver feer ad hanna arabiska leturfreedi? Likami hvers vinnur a bak vid
bessa bylgju arabiskra leturgerda? Er laesi forsenda pess ad heegt sé ad
hanna handrit? Eru itarlegar rannséknir og taeeknipekking naegjanleg til ad
taka patt i akvedinni menningu? Hvenger verdur hrifningin af erlendu han-
driti erfid? Hvernig aettum vid ad endurskipuleggja arabiska leturhonnun
i sdgulegu og menningarlegu samhengi? Til ad takast a vid sum pessara
mala taladi ég vid nokkra tegundah6nnudi sem eru annad hvort fra eda
hafa starfad i heimalandi minu, Libanon. Pé ad petta 6rsmaa raddsyni

sé ekki deemigert fyrir allt arabiska leturhonnunarsvidid - mun minna af
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fidlbreytileika sveedisins - varpar pad ljosi a pessi mal. Til vidbodtar vid
sogulega yfirburdi Egyptalands yfir tonlistar- og kvikmyndaidnadi hins
arabiskumaelandi heims, tok Libanon forystu i faglegri grafiskri hénnun.
Arid 1992 opnadi bandariski haskélinn i Beirut (AUB) pad sem myndi verda
fyrsta stofnanabundna grafiska hénnunarnamid a arabiskumaelandi sveedi-
nu. Pad var fylgt eftir med tugum teekni- og haskdélanamskeida vids vegar
um landid, sem &ll (hema opinbera namid sem Libanon haskdlinn bydur upp
a) eru einkarekin og rukka dyr skoélagjold - eins ars kennslu hja AUB kos-
tar um 34.000 Bandarikjadali. Pessi veruleiki leggur aherslu & klassiskan
og afar utilokandi innvidi libanska haskolakerfisins. A undanférnum brjatiu
arum hefur Beirdt buid til umtalsverdan fjolda farseelra grafiskra honnuda,
sem sumir hverjir héldu afram ad styra fjolpjédlegum stofnunum eda proa
hénnunaraeetlanir um allt sveedid. Eg leerdi vid American University of
Science and Technology (AUST), einkarekinn midhaskéla i Beirut. Eins

og margir samstarfsmenn vann ég eftir utskrift hja samskiptastofum a
Arabaflda.

Seint & tiunda aratugnum, pegar Abu Dhabi og Dubai komu fyrst fram sem
efnahagsveldi sem lada ad alpjédleg fyrirtaeki, foru Sameinudu arabisku
furstadeemin (UAE) ad krefjast lagalega arabiskra og latneskra utgafur af
vidskiptamerki. Pessi stefna leiddi til pess sem libanski leturhonnudur Dr.
Nadine Chahine merkti ,Arabic Frankenstein:“ pa idkun ad fa arabisk 16g6
fra pvi ad klippa og lima hluta af lathneskum bdkstéfum an pess ad hafa ré-
ttan skilning a pvi hvernig arabiskir stafir eru métadir. Pessari fyrstu bylgju
austurlenskra l6gda fylgdi eftirspurn eftir arabiskum utgafum af vinsaelum
latneskum leturgerdum sem alpjodleg fyrirteeki nota. Snemma ars 2010
baetti Linotype arabiskum ,fylgjendum“ vid Helvetica, Frutiger og Univers,
allt hannad af Chahine, en adrar vestraenar steypur fylgdu fljétlega sému
leid. Eftir & ad hyggja, vidurkennir Chahine askoranir pess tima, sérstakle-
ga skort a fjarmagni og rannséknum, og vidurkennir ad i dag myndi hun
takast a vid pa honnun a annan hatt.



»Ekki vanmeta gafur forvera pinna. Honnudir settu ad kynna sér reglur handrits adur
en peir gera breytingar,”“ segir Thomas Milo, sem hannadi margar arabiskar leturgerdir
byggdar & sogulegum endurvakningum fra pvi snemma & tiunda aratugnum. Til ad
utskyra mal sitt dregur Milo upp likingu & milli popps og klassiskrar ténlistar og hel-
dur pvi fram ad bestu popptdénlistarmennirnir séu peir sem skilja i grundvallaratridum
seinbarokktonskaldid Johann Sebastian Bach. Pad vekur upp spurninguna: hverjum er
veittur adgangur ad Bach? Hringdu aftur ad fyrstu ahyggjum minum: hver feer adgang

ad kennslu og pjalfun i leturh6nnun?

,G&edi [...] taknar byggingu vestraens nldtimas sem haldid hefur verid fram i ndtimann,
sem krefst menntunar og pjalfunar sem adeins er adgengileg faum forréttindaménnum.
Innan um umreedur um hefd og ndtimavaedingu eru honnudir gjarnan sammala um eitt:
bad er allt i g63du ef gaedin eru nogu mikil og utkoman falleg. ,Pad skiptir ekki mali
hvadan hénnudurinn er svo lengi sem honnunin litur vel Gt,“ segir Dr. Nadine Chahine.
,Vid aettum ekki ad bidja honnudi um ad standast rikisborgararéttarpréf adur en peir
geta hannad leturgerd. Eg vil ad peir sem hanna arabisk leturgerdir séu godir hon-
nudir. Pad er mikilveegt ad vera raunseer og frédur um efnid frekar en ad taka hugmyn-
dafreedilega afstodu til hlutanna.”

Ad taka ekki hugmyndafreedilega afst6du til hlutanna er audvitad mjog hugmyn-
dafreedilegt. Prahyggja fyrir geedum skapar kjarnavandamal. Geedi, i peim skilningi,
takna byggingu vestreens nutimas sem haldid hefur verid fram i nitimann, sem krefst
menntunar og pjalfunar sem adeins er adgengileg faum forréttindahépum. Ef pu hefur
ekki efni a ad leera og bua i Evrépu er dliklegt ad pu uppfyllir geedaskilyrdin til ad verda
vidurkenndur arabiskur gerdarhonnudur. Chahine—sem laerdi leturhénnun vid Reading
og er med meistaragradu fra haskolanum i Cambridge i Bretlandi og doktorsgradu.

fra Leiden haskélanum i Hollandi — greinir & milli tveggja vidhorfa. ffyrsta lagi eru

pbeir sem hanna fyrir arabiskumeelandi sveedi med pvi ad reyna ad tala fyrir hond pess,
sem hun telur mjog austurlenskt. Annar hépurinn stafar af ,heidarlegum fyriraetlunum*
eda pvi sem hun kallar ,ast & handritinu“ — honnudir sem hafa einlaegan ahuga & han-
dritinu, leggja tima og fjarmagn i rannséknir og bera virdingu fyrir sveedinu sem pad
kemur fra. Aftur vekur petta spurningar: hver hefur efni & ad fjarfesta tima og fjarmagn
i rannsdknir? Sarkis krefst hins vegar mats i hverju tilviki fyrir sig: ,Vid birtum enn g6d
leturgerd eftir honnudi sem ekki eru innfaeddir ef pau eru virkilega géd, en sjonarhornid
verdur ad stafa af einkennum arabiska letursins, og skuldbinda okkur til ad dorientalisk

nalgun.”
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»Ekkert er til { tomardmi,“ segir libanski honnudurinn Wael Morcos, sem leerdi grafiska
hénnun vid NDU-Lebanon a3ur en hann fékk meistaragradu i myndlist (MFA) fra Rhode
Island School of Design (RISD), og rekur nt stofu i New York. York, BNA «Pu vilt ekki
vera ad endurtaka fortidina,» segir hann og visar til ofbeldisfullrar sogu landnams sem
heldur afram ad hafa ahrif a arabiskumaelandi sveedi. ,Pad er erfitt ad taka petta allt ur
samhengi og segja ad ef pad er teeknilega i samreemi vid stadla pa er pad ndgu gott, pvi
pu ert ad hunsa menningarlegt samhengi i kringum sdguna. Morcos talsmadur pess ad
gefa araba vettvang til ad vinna saman og bua til sinar eigin ségur a eigin handritum og
tungumali, sem var drifkrafturinn fyrir hann ad stofna lonl.projects.org, vefsidu sem var
helgud pvi ad varpa ljosi a frasagnir bandariskra araba og muslima. . ,,i préunarlondum
hefur mikid af pessum fraségnum verid sagt af nylenduherrum,” segir hann. ,pPad er ekki

nog tillit tekid til pess ad folk sé i forsvari fyrir eigin ségur.

«Kerfid stafladra forréttinda og adgangs (ad virtu tegundarhénnunarforritum) gerir
pad ad verkum ad ég forgangsrada ad vinna med peim sem eru ekki hluti af pvi kerfi.»
-Kristyan

Sarkis reynir hins vegar ad vinna gegn kerfisbundnu éréttleeti med radningaradferdum.
,,Eg myndi frekar gefa pjalfun/umsjénartima til peirra sem ekki njota g6ds af burdar-
virkjum: honnudum med adsetur i arabiskumaelandi heimi,“ segir hann og baetir vid ad
fyrsti starfsmadur hans hafi verid Maha Akl fra Egyptalandi. ,,Eg hefdi ekki radid neinn
innfeeddan,“ segir hann. j,Tréhonnunarnemar eru oft haefileikarikir, g6dir freedimenn og
beir teikna mjog vel. En kerfi stafladra forréttinda og adgangs (ad virtum tegundarhon-
nunarforritum) feer mig til ad forgangsrada ad vinna med peim sem eru ekki hluti af pvi
kerfi.

Innfeeddir & méti framlogum utan innfeeddra

Ein helsta hindrunin fyrir arabiska leturfraedi er skortur & bokmenntum um arabiska
leturfraedi, sem allir vidmeelendur minir hafa st6dugt vakid yfir. Lara Captan kallar eftir
itarlegum rannséoknum, préfunum og uppg6tvunum adur en hun hannar hvada leturgerd
sem er og undirstrikar hvernig skortur & leidbeiningum gerir arabiska leturhénnun ad sé-
rlega krefjandi svidi ad fara inn a. Mikilveegur pattur i hénnun fyrir arabisku er myndadur
i gegnum upplifada reynslu, minningar og kunnugleika, en slikar smidar eru oft skilyrtar
af ,nylendum huga“, afrakstur nylendumenntunar sem nokkrir freedimenn eins og Frantz
Fanon reeddu um. Eins og ég hef haldid fram annars stadar, skapa rymi nylendumenn-

tunar og flokks-/sértriaradskilnadar eins og Libanon oft sjalf-orientaliskar adferdir vid



Arabisk gerd honnun er erfid verkefni. A3 medaltali arabiskt leturgerd sem neer
yfir arabisku, farsi og urdud, nemur 262 taknmyndum auk éakvedins magns af
bondum og tdknum sem sameina marga stafi. Engu ad sidur gerdi aukin eftirs-
purn og takmarkad frambod arabiska gerd honnunar ad adladandi svidi fyrir pa
sem ekki eru arabisku. ,Raudi pradurinn sem ég hef heyrt um medal faglegra
latneskra leturhonnuda sem vilja bua til arabiska leturgerd er [ad peir vilja] vik-
ka markadinn sinn,* Gtskyrir libanski leturhnnudurinn Lara Captan, sem lzerdi
og kenndi vid AUB adur en hun fékk meistaragradu i listum. (MA) i haproéadri
leturfreedi fra The Autonomous University of Barcelona (EINA) & Spani. Captan
bendir & almenna vestreena hugmynd um ad arabalénd bui yfir miklum audi, sem

geeti verid ein skyringin a I6nguninni til ad brjétast inn & sveedid.

Fyrir Kristyan Sarkis, libanskan leturh6nnud og medstofnandi TPTQ Arabic,
hefur petta audvitad alltaf verid raunin. Pegar 6llu er & botninn hvolft var fyrsta
arabiska malmgerdin skorin i Evropu af Evréopubdum sem ekki tala arabisku.
Eftir nam vid Notre Dame haskélann (NDU) i Libanon, stundadi Sarkis The
Master Type and Media fra Royal Academy of Art i Haag (KABK) i Hollandi og
hefur sidan gefid ut 10 leturgerdir, par 4 medal Greta Arabic og Teshrin. Sarkis
vidurkennir aukinn ahuga & arabisku letri og er ekki & moti framlagi erlendra
adila ,svo lengi sem peir s6kkva sér nidur { menninguna og préa med sér mikla
naemni fyrir [arabisku] handritinu. Sarkis gagnrynir hins vegar ofureinfaldad
framlag arabisku médurmalsins, sem ad hans sdgn hafa gert meira vestreaent
og ofureinfaldad arabiska letrid en nokkur Vesturlandabui. ,Pessi tilhneiging
til latinuveedingar er ad hluta til vegna st6du hins arabiskumeelandi heims eftir
nylendutimann, sem leidir til sjalfsmyndakreppu sem magnast upp af skyndile-
gri efnahagsuppsveiflu & Persafléa,“ heldur hann fram og notar alpjédlega syn
Dubai sem daemi. ,Rétt eins og 6nnur menningarform pjaist leturfraedi af somu

vestraenni askorunum.

«Pé ad honnudir kenna 63rum hénnudum um of einféldun, pa liggur ein mikilvee-
gasta rét vandans i hénnunarmenntun.»

Pad sem Sarkis visar til sem  sjalfsmyndakreppu,“ myndi ég kalla menningarlegt
yfirrdd. Pad er einmitt astaedan fyrir pvi ad vid eettum ad endurskoda politiska
sjénarhornid sem vid skynjum, idkum og kennum hénnun fra. A medan hénnudir
kenna 63rum hénnudum um of einfoldun, liggur ein mikilveegasta rot vandans i
héonnunarkennslu. Stofnad innan nylendustofnana sem ségulega voru stofnadar
og reknar af kristnum trubodum og taka upp evrésentriskar namskrar, visar
honnunarkennsla & arabiskumalandi sveedinu sjaldan til ségu nylendustefnunnar

i tengslum vid félagsmenningarlega ndtimann.

Sarkis, sem kennir fyrir Master Type and Media vid KABK, er gagnryninn &

leturh6nnunarmenntun sem vestraent, evrésentriskt samhengi par sem hvitir
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karlar réda yfir. Arid 2016, asamt Lara Captan, stofnadi hann Arabic Type
Design: Beirut, 6flugt grunnnéam { arabiskri leturhénnun, hyst af AUB. P6 ad
forritid bregdist vid brynni porf og mikilli eftirspurn er adgangur pess tak-
markadur vegna skorts & namsstyrkjum og menningarstyrkjum. Fra upphafi hefur
verid reynt ad gera pad adgengilegra: skdlagjaldid var leekkad ar US$2850 |
US$400 og lengdin ur sex vikum i adeins tveer vikur; p6 er pad enn utan seilin-
gar fyrir marga. Pratt fyrir ad AUB atli ad lokum ad hleypa af stokkunum eigin
MA fyrir arabiska tegundarhdnnun, fyrir utan petta stutta namskeid, eru engir
stofnanabundnir méguleikar til ad leera tegundarhonnun & sveedinu. Til ad verda
arabiskur leturhonnudur parf madur annadhvort ad feta erfida leid sjalfsmenn-
tunar eda flytjast til ad stunda MA, sem er raunin fyrir flesta vidmaelendur

mina. | Evrépu eru nu tvo forrit med fjdlskriftarndlgun sem veitir nokkra feerni

i arabisku leturhénnun. Sa fyrri er vid haskdélann i Reading i Bretlandi og sa
sidari er vid KABK i Hollandi. Badir bjoda upp a takmorkud seeti & hverju ari

og krefjast fyrirliggjandi pekkingar & gerd honnunar. Erlendir nAmsmenn eru
enn frekar hindradir af haum skdlagjoldum, skorti & namsstyrkjum, erfidum
vegabréfsaritunarferli og almennt haum kostnadi vid ad bua erlendis - allt i allt,

sem gerir pessi forrit ad lokum Gtilokandi med honnun.

Pegar komid er til utlanda geetu nemendur stadid frammi fyrir erfidum ver-
kefnum. | Reading, til deemis, hafa nemendur ad sogn purft ad hanna latneskt
letur dsamt einu 63ru handriti sem peir t6ludu ekki eda skildu, sem skiladi of ein-
foldum og latneskum tutkomu. Dvél i Evrépu eftir Gtskrift veitir vissulega betri ad-
gang ad rannsdknarteekifeerum, opinberum og einkafjarmégnun, skjalaséfnum og
audvitad launudum storfum vid leturhonnun, en honnudir munu liklega verda fyrir
kerfisbundnum kynpattafordémum og mismunun. Einn tegundahdnnudur sem

ég taladi vid, sem kaus ad vera nafnlaus, lysti byrdi pess ad vera eini arabinn {
lidinu: ,Peir myndu ekki hlusta & mig po6 ég veeri sérfraedingurinn & bordinu. Eg

purfti ad koma hugmyndum minum i gegnum hvita kollega minn.“
Ad losa um teekni og geedi

Ein helsta hindrunin vid ad hanna arabiska leturgerd er taeknileg. i grein sinni
Typegeist arid 2018 utskyrir iranski leturhénnudurinn og rannsakandinn Sahar
Afshar hvernig sumum grunnkréfum fyrir arabiska leturgerd var adeins uppfyllt
nylega med préun OpenType eiginleika — vidbdtarvirkni leturgerdarinnar sem
haegt er ad virkja, sem td, leyft fyrir samhengisbundnar varamenn og fallan-
di/hallandi grunnlinu. Samt vantar almennan leturgerdahugbunad nokkur af
naudsynlegustu verkfeerunum til ad pekkja og setja inn arabisku, bess vegna er
ekki 6algengt ad sja arabiskan texta skrifadan aftur & bak eda med étengdum

stofum.



Libansk-armenski leturhénnudurinn Khajag Apelian talar um greinarmun & upplysingum um handritid i
heild sinni @ méti peim um leturhénnun sem zefingu, sem leidir til hlutfallslegrar sjdnraennar ahaettutdku.
1 peim skilningi hafa arabiskumalandi hénnu@ir tilhneigingu til ad vera 6ruggir pegar peir hanna urdu
taknmyndir til deemis, sem getur leitt til galladra vara. Apelian styrkir porfina & innfeeddum tungumalum
sem taka patt i pvi ad utvikka starfsheetti sina Gt fyrir almenna handritid: ,,i sama handriti eru tungumal
6lik og vid geetum pess mjog ad breyta peim ekki. Pad er mikilvaegt fyrir médurmal ad taka pessar

akvardanir og efla pa pekkingu.*

A3 spyrja «Hver feer ad hanna fyrir arabisku?» er ekki einféld spurning. Fyrir Thomas Milo er afbygging
arabiskrar handritamenningar i dag ,kaldhae@nislegt, adallega verk libanskra hugmyndafreedinga.
Milo starfadi i hollenska hernum fyrir brad@abirgdasveit Sameinudu pjédanna (UNIFIL) { Sudur-Libanon
4 4runum 1980 til 1983. A pvi timabili var honum falid af hollenska varnarmalara@uneytinu ad utbua
handbok um stadbundna arabiska mallysku, sem hann krafdist setti ad vera sett i rug’ah, handritinu sem
var algengast vid sudurlandamaerin. ,Jafnvel med 6flugt fjarhagsasetlun var 6mogulegt ad fa arabiska
leturgerd i formi sem passar vid mikla hefd, rifjar hann upp. Nokkrum arum sidar, asamt Mirjam
Somers, framleiddi hann fullkomlega yfirgripsmikla rug’ah leturgerd. Fra pessum fyrstu trilofun, heldur
Milo fram visindalegri nalgun & arabiska leturfredi: ,,Eg hef engan dhuga & 6llu bessu nylendukjafteedi,
ég er bara visindamadur sem vinnur med 6fluga greiningu & handritshefdum. Austurrikissinnar byggja
bryr, peir eru ekki teeki nylendustefnunnar - p6 ad sumir peirra hafi augljéslega verid pad. Pegar hann
talar um fyrstu leit sina i Decotype, heldur hann pvi fram ad teymi hans { Amsterdam hafi verid eini
hépurinn sem hafi nalgast arabisk handrit «visindalega.» ,Pad var enginn { Midausturldndum ad gera

bad,“ segir hann. ,Peir voru ad endurtaka niverandi vestreena honnun 4 frumsteedan hatt.

sVisindalegt versus frumsteett® - pvilik hugtok sem eru talsverd! Stuttu sidar fordast Milo spurningu
mina um austurlenzka, hugtak palestinska freedimannsins Edward Said til ad lysa kynpattafordémum
vesturs & Austurlondum. A3 s6gn Milo hefur nam i Austurléndum ekkert med pad ad gera ad reena
araba valdi sinu. ,Edward Said vissi ekki neitt um freedilega rannsékn & neinu. Hann breytti algjérlega
venjulegu réttleetanlegu freedasvidi i einhvers konar samsaeri,“ segir hann og kennir araba um ad hafa

ekki skodad eigin menningu nanar.

Pegar Milo er spurdur hvort hénnudir eigi ad takmarka sig innan settra stifra reglna eda nota umbod
sitt til ad framleida samtimaultgafur af handriti, svarar Milo: ,,Eg efast ekki um porfina & pvi sem peir
eru ad gera, en peir eru adallega i letri. Ekki eitt einasta verk um arabiska nam eda bédkmenntir hefur
nokkru sinni verid gefid ut med pessum ,Mikki Mas“ leturgerdum. Pi notar pa til ad selja Mercedes og
Porsche edalvagna.“ A3 lokum vidurkennir hann ad hann sé utanadkomandi: ,Pad er ekki min afstada
ad breyta handritinu. Eg lifi ekki i peirra heimi og ég eetla ekki ad hanna pann heim fyrir pa. Eg er ad
endurheimta handritid { upprunalegri dyrd, eda ad minnsta kosti feera pad & 61d stafreennar teekni an
dparfa skada. Ef pu vilt breyta handritinu parftu ad vera arabi. Pad er hlutverk manns eins og Kristyan
Sarkis. Pad er ekki mitt hlutverk; Eg snerti pad ekki.» Pdlitikerandi Glyph

1 politiskt hladnu samhengi strids, hernams og landfldtta, umbreytist brahyggja um geedi i flokksbun-
dna hlidgaeslu. Oinnfaeddir leturhdnnudir sem framleida leturgerdir sem peir geta ekki lesid - og fa
hrés fyrir pad - skyggir ekki adeins & verk stadbundinna hénnuda sem skortir adgang ad rannséknum,
menntun og Gtgafu, heldur getur pbad leitt til of einfaldadrar hénnunar sem endurskapar nylenduvel-
disdynamik. Misleit tengsl pvert & menningarheima krefjast pess ad 61l menningarlega stadsett rok
séu vandamal, bar med talid geedi. Tilgangur minn hér er ekki ad framfylgja neinu mikilveegu eda
pjéBernislegu eignarhaldi yfir arabiska leturfreedi, heldur ad undirstrika mikilveegi pélitiskrar nalgunar

vid hénnun.

Vid purfum pdlitik i leturgerd. Skuldbinding vid pdlitiska nalgun getur byrjad & pvi ad magna stadbun-
dna framleidslu, sama hversu ,litil geedi“ eda ,frumstaed“ hin kann ad virdast pegar hiin er maeld &
moti langri ségu menningarlegs yfirrads sem framleiddi pessa mjég nylenduflokka. Innfeeddir og ekki
innfeeddir verda ad vidurkenna pad, andmaela pvi og vinna gegn pvi med pvi ad tileinka sér sjalfsref-
sandi ramma sem midast vid decolonial sidfraedi. Ef vid praum sannarlega sanngjarna tegundarhén-

nunarframtid, aetti politiskur rammi ad skuldbinda sig til fleekjulegra kerfa stéttar, kynpattar, kyns,
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s6gu, landafraedi, getu, menningarlegrar framsetningar og kraftafleedis. Petta verk

er rottaekt loford - loford um hénnun arabiskrar gerdar til ad na at fyrir geedardk inn {
nidurrifsframleidslu af og fra eigin notendum, fyrst og fremst peim sem hafa ekki efni &
MA i Evrépu eda fjarfest i morg ar i ad hanna leturgerd. Gagnryn nalgun getur oft valdid
6paegindum, en vid verdum ad bjéda gagnryniinn i arabiska leturgerd, sitia med henni,
vinna hana og draga ar henni. Petta verk er rétteek loford um gagnryna vanlidan.

Imad Gebrayel (hann/hann) er libanskur hénnudur, kennari og rannsakandi med adsetur
i Berlin. Hann hefur framleitt sjonraen og freedileg verk um framsetningu sjalfsmyndar
og sjalfsorientalisma i arabiskri* hénnun, gagnkortlagningu og skjalavérslu. Hann hefur
haldid fyrirlestra vid nokkrar freedastofnanir, par 4 medal Humboldt haskdlann i Berlin,
Listahaskélann i Berlin, Hochschule fiir Kiinste Bremen, Lista- og honnunarhaskdlann

i Linz og Design Akademie Berlin. Imad hefur stofnad menningar- og péttbylisverkefni
sem mida ad reynslu araba innflytienda og er nt ad taka ad sér pjédfreedirannsdknir a
samningavidreedum um arabiska og arabiska audkenningu i Sonnenallee, Berlin, sem hluti

af doktorsverkefni sinu vid Humboldt haskélann i Berlin.

Titilmynd: Myndefnid er arabiskt letur fyrir hugtokin ,réttleeti/haefi, stétt, gaedi. Inneign:
Imad Gebrayel, byggt 4 ;,Mada,“ skjaleturgerd hannad af Sayed Kammoun fyrir Mojo Ink.
Arabisk gerd er erfid verkefni. A9 medaltali arabiskt leturgerd sem neer yfir arabisku,
farsi og urdd, nemur 262 tdaknmyndum auk 6akvedins magns af bndum og taknum

sem sameina marga stafi. Engu ad sidur gerdi aukin eftirspurn og takmarkad frambod
arabiska gerd honnunar ad adladandi svidi fyrir pa sem ekki eru arabisku. ,Raudi pradu-
rinn sem ég hef heyrt um medal faglegra latneskra leturh6nnuda sem vilja bua til arabiska
leturgerd er [ad peir vilja] vikka markadinn sinn,* utskyrir libanski leturhénnudurinn Lara
Captan, sem laerdi og kenndi vid AUB a8ur en hin fékk meistaragradu i listum. (MA) i
hapréadri leturfreedi fra The Autonomous University of Barcelona (EINA) & Spani. Captan
bendir & almenna vestreena hugmynd um ad arabaldnd bui yfir miklum audi, sem geeti verid

ein skyringin & 16nguninni til ad brjétast inn & sveedid.

Fyrir Kristyan Sarkis, libanskan leturhonnud og medstofnandi TPTQ Arabic, hefur petta
audvitad alltaf verid raunin. Pegar dllu er & botninn hvolft var fyrsta arabiska malm-
gerdin skorin i Evrépu af Evropublum sem ekki tala arabisku. Eftir ndm vid Notre Dame
haskélann (NDU) i Libanon, stundadi Sarkis The Master Type and Media fra Royal Aca-
demy of Art i Haag (KABK) i Hollandi og hefur sidan gefid ut 10 leturgerdir, par & medal
Greta Arabic og Teshrin. Sarkis vidurkennir aukinn dhuga & arabisku letri og er ekki &
moti framlagi erlendra adila ,svo lengi sem peir s6kkva sér nidur i menninguna og préa
med sér mikla neemni fyrir [arabisku] handritinu. Sarkis gagnrynir hins vegar ofureinfaldad
framlag arabisku médurmalsins, sem ad hans s6gn hafa gert meira vestraent og ofureinfal-
dad arabiska letrid en nokkur Vesturlandabli. ,Pessi tilhneiging til latinuveedingar er

ad hluta til vegna st63u hins arabiskumeelandi heims eftir nylendutimann, sem leidir til
sjalfsmyndakreppu sem magnast upp af skyndilegri efnahagsuppsveiflu & Persafléa,“
heldur hann fram og notar alpjé8lega syn Dubai sem deemi. ,Rétt eins og dnnur mennin-

garform pjaist leturfreedi af sému vestreenni askorunum.

«P6 ad hénnudir kenna 63rum hénnudum um of einféldun, pba liggur ein mikilveegasta rét
vandans i honnunarmenntun.»

Pad sem Sarkis visar til sem sjalfsmyndakreppu,“ myndi ég kalla menningarlegt yfirrad.
Pad er einmitt dsteedan fyrir pvi ad vid settum ad endurskoda pdlitiska sjonarhornid sem
vid skynjum, idkum og kennum hénnun fra. A medan hénnudir kenna 63rum hénnudum

um of einféldun, liggur ein mikilveegasta rét vandans i hénnunarkennslu. Stofnad innan
nylendustofnana sem ségulega voru stofnadar og reknar af kristnum tribodum og taka
upp evrdésentriskar namskrar, visar hénnunarkennsla & arabiskumaelandi sveedinu sjaldan

til s6gu nylendustefnunnar i tengslum vid félagsmenningarlega nGtimann.



