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ABSTRACT
In recent years, the importance of the Muslim market has increased; it is now estimated to consist of 1.8 billion people, and is widely viewed as the next central global opportunity. However, it remains ineffectively exploited, which might be because of designers’ lack of understanding of Muslim consumers’ culture and needs. In addition, the absence of any guidance to help designers understand the Islamic philosophy, values and hidden meanings is considered the main issue behind many commercial brands’ misinterpretation or misuse of Islamic art. As a result, this research investigated the current use of Islamic art in commercial brands and developed a tool to inspire and assist designers in applying Islamic art appropriately, as the misuse of Islamic art can significantly spoil brands’ reputations. A mixed-methods approach was employed, including case studies, focus group, user surveys, expert interviews and a creative workshop. The research results indicate that appropriate applications of Islamic art and cultural symbols can enhance brand communication, allowing it to be more pleasurable and memorable. In addition, 32 guideline cards were proposed and evaluated through a focus group. According to the evaluation outcome, the cards provide successful results when compared to existing Islamic art applications relating to products and brands. The cards tool is an effort to assist designers in unleashing hidden values in Islamic art and to guide them to its proper use in branding. The proposed guideline cards tool provides the basis for assisting designers and design teams in concept development and inspiration during the design process. It offers several benefits. First, it provides information on Islamic art, which includes Islamic art philosophy, hidden meanings and fundamental visual elements, with the aim to broaden the designer’s/design teams’ understanding. It also enhances designers’ creativity and confidence to experiment with uncommon Islamic art elements in commercial brands and products, with the aim to help produce more recognised Islamic art and cultural designs. Finally, it provides guidance in terms of what is appropriate and inappropriate in Islamic art and culture, thus preventing any misinterpretation or misuse. 
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Chapter 1 INTRODUCTION 
The research aims to investigate and develop a guideline tool to assist designers in the design of Islamic art in commercial brands and products. Furthermore, the effectiveness of the guideline tool is explored and recommendations made to generate new design concepts and creative ideas in branding. This chapter introduces two key subject areas of the research, namely an overview of the growing demand in the market for the use of symbols and art in brands, and existing theories and processes of using art in brands. Moreover, the purpose of the research, including the research motivation, aims and objectives, research contributions and the structure of the thesis, is explained.
[bookmark: _Toc353889565][bookmark: _Toc353889640][bookmark: _Toc353889679][bookmark: _Toc358042635][bookmark: _Toc425166126]1.1 Art in brands
[bookmark: _Toc358042636][bookmark: _Toc425166127]1.1.1 Definition and characteristics of art
The philosophical definition of art is a subject of controversy. Traditionally, art should have properties of representation, expression and formality; according to the Oxford Dictionary (2005), art is “the expression or application of human creative skill and imagination, typically in a visual form such as a painting or sculpture, producing works to be appreciated primarily for their beauty or emotional power”. Another definition of art is “a vehicle for the expression or communication of emotions and ideas, a means for exploring and appreciating formal elements for their own sake, and as mimesis or representation” (Wollheim, 1980:1). In this research, art only refers to graphics and images that deliver value, meaning and emotional expressions, although elsewhere it has been characterised in terms of mimesis, expression, communication of emotion or other values. Art may be produced to communicate ideas, such as in politically, spiritually or philosophically motivated art; to create a sense of beauty (aesthetics); to explore the nature of perception; for pleasure; or to generate strong emotions. According to the philosopher Richard Wollheim, the nature of art is “one of the most elusive of the traditional problems of human culture”. Yet the majority of cultures consider the creation of art as a crucial social activity that communicates shared religious beliefs, a mythic understanding of the world and social relations. 
Furthermore, the word art is often used to enhance value in expressions such as “that meal was a work of art”, which refers to the cook by describing him or her as an artist. Thus, the word art can be utilised as a measure of high quality and high value that gives the term a flavour of subjectivity. 
[bookmark: _Toc358042637][bookmark: _Toc425166128]1.1.2 Art communication and value
Human emotion is recognised as the main factor affected by art, as it can stimulate aesthetic and true feelings and is a proven way to communicate such feelings. However, from the 20th century onwards, the evaluation of art and its definition has become significantly more problematic. Richard Wollheim demonstrated three approaches to assess the aesthetic value of art. The first approach he called the Realist, where the aesthetic quality is an absolute value independent of any human observation. Second, the Objectivist approach, also takes the art to be an absolute value, but dependent on basic human experience. In the third approach, the Relativist, art is not an absolute value but rather is dependent on the various human experiences of different people. 
“Great art helps to develop thinking, imagination and understanding. Artists translate nature, our environment and our lives into what we see in our galleries, theatres and concert halls, adding depth and helping us to appreciate the value of our existence. But unlike with medicine, you cannot see the immediate result.” (Valery Gergiev, Principal Conductor, London Symphony Orchestra)
Art is therefore considered the boundary link between various cultures and ethnicities, which can encourage different imaginations of identities, ideals and belongings to compete. In addition, the experience of art can deepen people’s understanding of the world, while art and culture can create unique and highly engaging connections between individuals, groups and communities. In 2013, Diane Lees, director-general of the Imperial War Museum, emphasised that art and culture can provide inspiration, understanding and entertainment that deeply enriches people’s lives in uniquely personal ways. Art creates cultural and social bonds among individuals and allows them, through an artwork, to express their identity to the world. 
"Traditionally, a distinction has been made between the fine arts and the applied arts. Fine art, such as sculpture, is meant to be looked at; the applied or functional arts, such as architecture, interior design, landscape design, and product design, are meant to be used." (Zelanski, 2007: 51). 
Art and visual design are closely related and share a similar structure; visual design creates art for commercial purposes but art is produced for personal expression. According to Chris Hoot, professor of typography, “The principles and elements of design are the same; intentions and audiences differ” (Palubiak, 2011).
Art develops thinking, imagination and understanding. Design provides creativity, interpretation, communication and integration (Fujimoto, 1990; Schmitt et al., 1995; Trueman and Jobber, 1998; Nelson and Winter, 1977: 150). In addition, design is capable of a combination of skills, knowledge, understanding and imagination (Kazmierczak, 2003). Moreover, both art and design are visual disciplines, as they have similar visual principles and aesthetics. There are some differences between art and design, for instance: “Fine artists communicate personal opinion, feelings, etc. through work”, and “A designer communicates a specific message to a specific audience, often for a client,” says Vlada Vukadinovic, professor of design illustration. It is also said that, “Designers are an integral part of the economy” (Palubiak, 2011).
In the commercial context, design is vital in creating aesthetics, visual image and branding which is visible in many forms of communication (Lorenz, 1988, p. 31). Following trends and applying imagery based on specific needs and goals is the easy part; allowing designers to express a message or emotion free of any specifications is where true beauty is born (Ziff, 2014).
According to Matthew Ziff, associate professor and Interior Architecture Chair, in What Is 'Design' & How Is It Different From 'Art'?, 
“Designers who are looking for the next big trend or who want to be the one to create that trend must create chaotic and truly original pieces to display their artistic prowess and then apply those unique methods to their design at work, and I think this will create a truly harmonious balance between art and design.” (Ziff, 2014)
In addition, selective and conscious use of aesthetics can associate the products’ or brands’ style with social or fashion trends to enhance their attractiveness to a specific consumer group. Also, to maintain a continuous relationship with that same group, brands and products need to evolve new styles and trends (Cappetta et al., 2006).
[bookmark: _Toc358042638][bookmark: _Toc425166129]1.1.3 Visual communication in branding
In recent years, there has been an increasing interest in the visual appearance of products, and visual communication is viewed as a crucial factor in brand strategy. Providing products and services is no longer enough; consumers now seek symbolic value and meaningful communication alongside the brand itself (Veloutsou and Moutinho, 2008). These communications include the logo, signage, packaging and product design. Many researchers argue that visual communication can significantly assist in creating stronger brands, which in turn differentiates products, encourages loyalty and promotes strength in the face of brand competition (Hutton, 1997; Schmitt and Simonson, 1997). Thus, brands must understand their consumers as much as they do their products (Schroeder, 2005). In this light, managing a brand’s meaning is essential to achieving brand differentiation (Kay, 2006). Organisations excel at creating strong visual identities, and such an image can encourage consumers’ positive attitudes (Dowling, 1993; Van Riel, 1995; Van Riel and Blamer, 1997). According to Berger (1989), in our lives we tend to communicate through images. Much of this visual communication is achieved indirectly by symbolic means such as words, signs and symbols. 
Moreover, good use of visual communication can enhance brand experience, which is defined by the Cambridge Advanced Learner’s Dictionary (2005) as the process of getting knowledge or skill from doing, seeing or feeling things, and something that happens to you that affects how you feel. Several studies indicate the importance of designers understanding the actual relationship between the effectiveness of design and the customer experience of brands. An effective design generates a desirable consumption experience and favourably influences subsequent consumer behaviour (Chitturi, Raghunathan and Mahajan, 2007; Desmet and Hekkert, 2007). According to Schmitt (1997), creating a quality customer experience enables a brand to connect with their customers’ lifestyles by touching their senses, hearts and minds, which encourages customers’ purchasing behaviour. 
[bookmark: _Toc358042639][bookmark: _Toc425166130]1.1.4 Value of visuals in brands 
Economic changes are regarded as an opportunity to encourage markets to shift their priorities, and perspectives must also change. This is crucial not only to survive but also to be able to compete during times of ever-changing economic and customer demands. While sustaining a brand is important, the development of its attributes is described as the wind behind the sails of many related decisions. Brand attributes are constructed through images, actions or presumptions, and help in the creation of strong brand identity. It is widely believed that brand identity has a strong relationship with consumer recognition and differentiating the brand from its competitors. By creating brand identity, an organisation aims to convey their distinctiveness and individuality within the market. Various marketing researchers have discussed the benefits of visual art in enhancing consumers’ perception of products and brands (Martorella, 1996; Hoffman, 2003; Gilmore and Joseph Pine, 2009).
In addition, there is a need to ensure the consistency of brand identity and brand experience, as inconsistency between the two could lead to inconsistent behaviour and detrimentally affect stakeholders’ perceptions of the brand. Brand managers must focus on cultural needs to address this issue accurately and provide a competitive advantage (Bettencourt and Brown, 1997). However, according to Diller et al. (2006), it is not easy to create an experience that could prove meaningful to all consumers because brands cannot fully understand every aspect of their lives and needs. Despite this, he explains that a brand can design an experience by learning enough about consumers to convey the brand intention and inspire them to engage with it. 
Nowadays, brand managers realise that products provide more than a functional value, as they also have symbolic values and meanings that tend to have the ability to transform brands into successful and profitable icons when such symbolism is used effectively. Keller (1993) distinguished the benefits as experiential and symbolic; the experiential (or functional) benefits relate to what it feels like to use the product or service, while, in contrast, symbolic benefits are the more extrinsic advantages of product or service consumption, which usually correspond to non-product-related attributes and relate to underlying needs for social approval or personal expression. Symbolic values and meanings in brands are essential to get a sense of the past, but more importantly to guide consumers when categorising themselves in society and communicating their cultural meanings. Some research regarding the psychological mechanism by which brand personality operates in cultures suggests that brands differ considerably across the culture by the use of symbolism. In the meantime, designers have considered cultural and religious dimensions as extremely dynamic in society. For instance, successful business relationships, globally, are developed by understanding and respecting cultures’ symbols, symbolisms and brands. From a psychoanalytical perspective, the brand is a representation of symbols and symbolisms, and creating a brand (branding) is linked to understanding how humans communicate and express their feelings. It is a matter of understanding the very basics of human communication and how our minds work to create, within us, a sense of satisfaction. According to Sebastian Guerrini online article on (2013), symbols can be used to exploit the most unconscious level of human desire, and thus when incorporated into a brand, symbols gracefully create associations between a company and that which the company would like to represent. In addition, Martineau (1958) stressed the essential elements that constitute a retail image in a consumer’s memory as layout and architecture, symbols and colours. Furthermore, some brands try to use their products to engage with, and form part of, consumers’ lives to strengthen their relationships and move from the unknown to a strong informal relationship.
Previous researchers have discovered strong relationships between a favourable visual identity/image and superior business performance. Postrel (2001) argues that the “look and feel” of people, places and things are more important than we think. Image and brand identity have a significant effect on enhancing brand value and can encourage better business performance by enhancing differentiation and competitive advantages. Thus, the management of brand visual identity plays a key role in transmitting images to stakeholders and in differentiating the firm in the marketplace (Dowling, 1993; Gorb, 1992). More specifically, brand identity is expressed through names and symbols, logos and colour schemes (Dowling, 2001), and in visual design literature, the use of symbols and symbolism in communicating brand strategy is widely acknowledged (Carter, 1982; Henrion and Perkins, 1967; Margulies, 1977; Olins, 1990; Pilditch, 1970; Van Riel and Balmer, 1997). 
[bookmark: _Toc353889566][bookmark: _Toc353889641][bookmark: _Toc353889680][bookmark: _Toc358042640][bookmark: _Toc425166131]1.2 Islamic art in brands
[bookmark: _Toc358042641][bookmark: _Toc425166132]1.2.1 Islamic art definition
Despite the numerous studies that have attempted to create a clear and agreed definition of the term “Islamic art”, there exists a wide range of definitions derived from researchers and chroniclers of history.
For instance, Barbara Brend (1992) concludes that the definition of Islamic art should be wide enough to include its various artefacts, and defined as “the art produced for rules or population of the Islamic culture”. Similarly, The British Museum website (http://www.britishmuseum.org/) refers to Islamic art as “the art and material culture of those lands where the dominant religion is Islam, Islam the religion revealed by the Prophet Mohammad in the 7th century CE”. In 2003, Sheila Blair and Jonathon Bloom said that Islamic art is “the art made by artists or artisans whose religion is Islam, for patrons who lived in predominantly Muslim lands, or for purposes that are restricted or peculiar to a Muslim population or a Muslim setting.” Neil Collins, editor of The Visual Arts Cork website (2010), suggested that although Islamic art reflects the Muslim faith, focusing on the power of The God (Allah), it combines elements from Greek and early Christian art, together with the Eastern heritage of India and China. Although differences of opinion still exist, there appears to be some agreement that Islamic art includes the visual arts created by Muslims and non-Muslims who lived within the territory populated by or ruled by culturally Islamic populations. 
[bookmark: _Toc358042642][bookmark: _Toc425166133]1.2.2 Islamic art and commerce
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[bookmark: _Toc398978352][bookmark: _Toc425166855]Figure 1.1: Examples of Islamic inspiration in commercial adverts in the Middle East

The use of religious symbols or images in marketing (Figure 1.1) has a long and important tradition. Consumers pay little attention to, and even ignore, traditional advertising, and religion provides a means through which to clarify their purchasing decisions (Mallia, 2009). In addition, various studies have discussed the commercial use of religious images and symbols (Mallia, 2009; Henley et al., 2009). 
Many brands engage with holidays and seasons to impact consumers’ lives, and it is common to find adverts imitating cultural and religious holidays, for instance Easter, Christmas and Ramadan. Arguably, the significant interest in applying Islamic art and cultural symbols in branding appears to occur during Ramadan, the traditional fasting month for Muslims. For instance, the crescent moon signifies the commencement of Ramadan, and this month in particular provides an ideal opportunity for brands to create a direct connection with Muslim consumers. During this month, Muslims’ evenings are full of family, friends and communities gathering for meals, prayers and giving. Therefore, it is vital for brands to bear in mind that Ramadan is a culturally sensitive celebration, and more importantly that it is a religious celebration.
Although top international and Middle Eastern brands have applied Islamic art to their products to celebrate Ramadan, in a clear attempt to heighten their products’ appeal to Islamic markets, it is still considered a niche market that can provide much increased sales by effectively marketing to Muslims. According to Lisa Mabe (2011), founder and principal of Hewer Social Communication, brands can create immediate relationships and attention, and increase loyalty, by simply acknowledging the Muslim consumers. In addition, she indicates that, now more than before, smaller brands’ efforts could have a significant impact. 
[bookmark: _Toc358042643][bookmark: _Toc425166134]1.2.3 Existing Applications
The applications of Islamic art and religious symbols in brands are not exclusive to Ramadan, but are also used as an identity to demonstrate the core value of a brand, such as a halal food market, Islamic clothing, Islamic hotels and so on. 
The word “halal”, which in Arabic means “lawful” or “permitted”, is used to refer to anything permissible for use or consumption. For instance, animals must be slaughtered in an Islamic way (in the name of Allah) for the meat to be labelled as halal. Additionally, not all animals are fit for Muslims’ consumption, as pork is strictly forbidden in Islam. Saffron Road (Figure 1.2) is an international high-quality halal food provider that seeks to bring its mission and faith-based values to a higher calling within the local and global community, embodying a socially conscious company ethic and dedication to sustainable farming practices. 
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[bookmark: _Toc358042537][bookmark: _Toc398978353][bookmark: _Toc425166856]Figure 1.2: The Saffron Road logo (left) and the company’s product range on an advertisement poster (right), both with Islamic art and imagery
Regarding brand identity and style, Saffron Road uses simple Islamic-influenced imagery to provide a clear and easy choice to Muslim consumers mulling over diverse food choices. 
Another example is Bateel (Figure 1.3), which sells fresh gourmet dates and other carefully selected luxury items, such as sweet lemon, pineapple peel, almonds and marzipan, offering options like Belgian Chocolate-dipped, date cookies and non-alcoholic date champagne. It is also extending its brand to a café concept. In 2007, Starbucks introduced a special Ramadan Date Frappuccino specifically for the holy month, which combined date juice and coffee, blended with milk and ice and topped with cream and date drizzle. They subsequently created a line of pastries designed to complement the new drink, and although initially aimed at the Middle East market, the range also made its way to the USA.
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[bookmark: _Toc358042538][bookmark: _Toc398978354][bookmark: _Toc425166857]Figure 1.3: Bateel’s logo contains Arabic calligraphy on date boxes (left); the Bateel dates range in a traditional Arabian tray (right)

Dates are thoroughly ingrained into Islamic tradition, and will continue to play a significant religious and cultural role. As a product directly related to the Islamic religion and Muslim culture, Bateel chose to use a luxurious-looking pack with a few hints of an Islamic culturally influenced style. This is evident in the logo design, as smooth Arabic calligraphy is employed and colours used that are deeply rooted in Islamic art.
[bookmark: _Toc353889567][bookmark: _Toc353889642][bookmark: _Toc353889681][bookmark: _Toc358042644][bookmark: _Toc425166135]1.3 Benefits of art in brands
Both branding and art work in an equivalent way in terms of their ability to tell stories. Throughout history, art has been utilised to recount tales of cultures, a person, a form of life, an emotion and so on. In terms of brands, businesses need to tell a compelling story that connects with its audiences on an emotional level, which recently has led them to associate their brands with art to communicate an artistic cultural story (see Figure 1.4 as an example). 
[image: http://www.cba-design.it/static/thumbs/8d/d9/8dd9c8d77aeaaaee445e4ea7d87714ce.jpg]
[bookmark: _Toc358041702][bookmark: _Toc358042539][bookmark: _Toc398978355][bookmark: _Toc425166858]Figure 1.4: Historic labels of Château Mouton Rothschild, which every year since 1945 have been designed by a different artist

Using art in packaging enhances the brands’ visibility, value and communication levels. The celebration of events and campaigns using this art and brand cooperation is likely to elevate the brand in terms of desirability for consumers and enhance customers’ interest and loyalty. Brands are constantly focusing on engagement with the consumer, and by bringing art into branding, they are bringing art into peoples’ homes and lives. Therefore, art is viewed as an effective ingredient for brands to use to attract clients and, more importantly, speak their language. Creating a story around a brand using art is the new way of allowing the connection between brands and the consumers to be more interesting. 
[bookmark: _Toc353889568][bookmark: _Toc353889643][bookmark: _Toc353889682][bookmark: _Toc425166136][bookmark: _Toc358042645]1.4 Challenges of Islamic art application in brands
While studies have discussed the commercial use of religious symbols, few have examined the effectiveness of religious symbols on product packaging (Baker, Lee and Rungie, 2013; Taylor, Halstead and Haynes, 2010). 
In this regard, there has not been any significant development in terms of applying Islamic art to international brands/products. The issue is that designers appear to limit their brand designs to the traditional Islamic art applications (e.g. the crescent moon), which shows that creativity was not considered a key factor when designing or applying the Islamic art symbols. Thus, the absence of a guideline that addresses many different aspects of Islamic art may lead the use of many Islamic art elements that must not be used in commercial branding. 
The majority of previous research has extensively studied Islamic art in terms of how it relates to Islamic religion and history. However, in terms of commercial applications of Islamic art, the potential of using it in branding remains unexplored. Currently, applying Islamic art in brands appears to be based on the designer’s own intuition, which may be because of the absence of clear guidelines and/or a framework to assist in such an application. As a result, it is likely to fail in promoting the real values of such an extensive type of art. Thus, this research intends to prevent the misinterpretation and/or misuse of values of Islamic art in the branding process. To achieve this goal, the researcher investigated various subjects (namely Islamic art history, principles, literature, existing brand models and customer needs) to identify key challenges.
For instance, a lack of creativity in the current use of Islamic art has led to many difficulties in even recognising it. The issues occur as many designers appear to rely on their own intuition when using Islamic art in brands. For example, the results of the survey conducted as part of this research revealed that the use of Islamic art on Coca-Cola cans did not deliver the right message, as 60 per cent and 65 per cent failed to recognise the symbols’ origins and to which culture they belonged respectively. In this research, the challenges of using Islamic art and cultural aesthetics are addressed to encourage designers to be more creative by considering these challenges rather than following the traditional symbol and pattern applications of Islamic art in brands. Thus, the designers can be creative, but within organised and structured guidelines. 
In rapidly shifting market environments, cultural branding is necessary for marketers and brand managers to understand the people and local cultural values of the country in which the brand hopes to operate. Without understanding a country’s core cultural values, miscommunication in branding and advertising is likely (De Mooji, 1998). Culture acts as a stringent screener that considerably influences message meanings because the encoding and decoding of messages differs fundamentally between cultures, particularly Eastern and Western cultures. “Due to differences in culturally based traditions, religions, and histories, individuals in distinct cultures tend to hold a different set of values and preferences. These cultural differences are, in turn, reflected in the content of marketing communication” (Aaker & Joachimsthaler, 2000). Beyond the functionality issues, accommodating aesthetic elements that appeal to user emotion is crucial in the development of a “user-centric” design (Norman, 2004).
[bookmark: _Toc353889569][bookmark: _Toc353889644][bookmark: _Toc353889683][bookmark: _Toc358042646][bookmark: _Toc425166137]1.5 Problems and research motivation
In recent years, there has been increasing interest in the use of the Islamic image. However, many people in various places perceive this image differently. When this image is uncontrolled or unmanaged it increases the chance of it being perceived either positively or negatively, which will thus affect the interest in a brand. The repeated use of Islamic-influenced graphics such as the crescent moon in branding and on products is one of the issues that clearly indicate a lack of idea exploration, which could have a negative effect on both the brand image and the value of Islamic graphics. 
Based on the literature review, it is clear that the main problem in using Islamic art symbols in branding is the absence of a specific brand strategy or model for applying them appropriately, which has led to the following problems:
1. Islamic art is applied to brands according to the designers’ own intuition. This can lead to a failure to address the real values of such an extensive and magnificent type of art
2. The Islamic art values are not protected from any misconception or misinterpretation in the process of interpreting branding
3. The repetition of stereotypical ideas and a lack of exploration
4. The unarticulated fine line between what a designer should and should not do
[bookmark: _Toc353889570][bookmark: _Toc353889645][bookmark: _Toc353889684][bookmark: _Toc358042647]
[bookmark: _Toc425166138]1.6 Research scope
The research focuses on five areas: 1) designers; 2) 2D art; 3) commercial context; 4) Islamic and non-Islamic brands; and 5) Muslim and non-Muslim consumers.
· Designers: This research will focus on the designers’ role as a whole in the design process, such as the graphic designer, art director, creative designer, brand designer and manager. Additionally, the study will consider the challenges designers face during the design process, especially when dealing with Islamic art in creating either a brand concept, identity or marketing campaign or theme
· 2D art: This research will concentrate on 2D Islamic art that can be applied to any sort of product packaging. It will include all Islamic art elements, such as shapes, patterns, colours, calligraphy and Islamic imagery, applied in a 2D manner on packaging
· Commercial context: This research investigates the current Muslim market and commercial applications of Islamic art on products and brands’ identity; the aim is to review the challenges and existing methods and theories 
· Islamic and non-Islamic brands: Since Islamic art symbols and images are applied to both Islamic and non-Islamic brands, the research will investigate international, Middle Eastern and Arab brands that use Islamic art. Subsequently, the current methods of using Islamic art in brands, and the proposed guideline cards, will be evaluated to determine the value of the new guideline method
· Muslim and non-Muslim consumers: This research will investigate consumers’ perceptions of the Islamic art currently used in brands, and gauge their opinions, requirements and needs
· In this research, the design tool is proposed to improve the application of Islamic art in practice

[bookmark: _Toc425166139]1.7 Main beneficiaries
Based on the secondary and primary research, it suggests that brand identity, concept and strategy are developed in an organisation or design agency following an extended discussion among multidisciplinary design teams, which consist of design managers, graphic designers, the marketing and art director and the creative director. In the Islamic market, according to the literature and interviews with experts, design teams usually consist of foreign/non-Muslim members due to challenges such as a lack of branding knowledge and design skills among Muslim creative agencies. This means many prestigious Middle Eastern or Arabian organisations choose to employ completely foreign/non-Muslim international design agencies in seeking skills and knowledge. For instance, Saudi Arabian Airlines chose CREA, a Milan-based physical brand company that offers multidisciplinary integrated services at all stages of the design process, including research, development, design and production. CREA developed the concept of “Discovering the other side of the moon” for the airline, which was translated into the retail design of their ticketing offices in Saudi Arabia (see Figure 1.5).
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[bookmark: _Toc398978356][bookmark: _Toc425166859]Figure 1.5: “Discovering the other side of the moon”, a concept designed by CREA for Saudi Arabian Airlines’ ticketing offices in Saudi Arabia (http://www.creainternational.com/article/saudi-arabian-airlines)
Another example is Coca-Cola, which commissioned Leeds-based design consultancy Attik to create seasonal packaging graphics to be used throughout the Middle East and Asian countries. The company marked Ramadan by decorating their cans with commonly used graphics, such as the crescent moon and star, in conjunction with a marketing campaign to celebrate Islamic cultural values (Design Week, 2008). 
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[bookmark: _Toc398978357][bookmark: _Toc425166860]Figure 1.6: Coca-Cola can (left) and marketing campaign (right) designed to celebrate Ramadan (Design Week, 2008)
The aim of these examples is to demonstrate that foreign/non-Muslim design teams or members play a crucial role in the process of designing products for both the Muslim and non-Muslim markets. Based on this research, it appears that the absence of any design tool or guidance to help design teams understand the real values of Islamic art and philosophy means there are possibilities that foreign/non-Muslim design teams or members could misinterpret or misuse Islamic art and culture, especially when they rely on their own perception or intuition. 
The primary beneficiaries of the proposed guideline tool, therefore, are the designers, especially those who are foreign/non-Muslim. The tool aims to provide information about Islamic art based on Islamic philosophy, and offer visual examples that represent a valuable source of inspiration. In addition, the tool is aimed at Muslim design teams as a secondary target, as they can use the cards as a reference to Islamic art and as a reminder of forgotten or unfamiliar elements. Therefore, the guideline tool aims to provide guidance to both Muslim and non-Muslim design teams in creating designs recognisable in both Islamic and non-Islamic markets. For instance, regarding the Saudi Arabian Airlines example above, consumers could come from both markets, meaning that the identity developed should be recognised by both. In addition, the tool seeks to prevent the repetition of stereotyped and ineffective practices usually caused by both Muslim and non-Muslim design teams taking inspiration from already-developed Islamic art designs in commercial brands.
[bookmark: _Toc425166140]1.8 Problem definition and research question
Based on the background research, the problems and opportunities could be summarised as shown below.
· The need for a brand to have cultural and spiritual elements that are authentic, unique and relevant to Muslim consumers which is not yet fully explored 
· Art has potential: Islamic art could benefit commercial brands targeting Muslim consumers, such as during religious events like Ramadan
· No clear guidance/structure/systematic study exists to understand Islamic art’s philosophy and hidden meanings (explored further in the literature review) 
· Guidance could help commercial brands and designers to understand Islamic art, get inspiration and understand the appropriate context of use (explored further in the interviews – it appears designers rely on their intuition)
· Islamic art is rich, but no study/structure has systematically organised it in a user-friendly and accessible form. There is a need to put Islamic art elements into a systematic structure that helps people/designers understand Islamic art and philosophy as well as the hidden meanings of its fundamental elements

Research question

[bookmark: _Toc353889571][bookmark: _Toc353889646][bookmark: _Toc353889685][bookmark: _Toc358042648]Q: How to capture the richness of Islamic art in a systematic and user-friendly way to guide/assist designers in appropriately applying Islamic art to commercial brands and reducing the misuse/misinterpretation?

[bookmark: _Toc425166141]1.9 Aim and objectives 
The aim of this research is to develop a guideline tool to assist in the use of Islamic art in branding by investigating the current use of Islamic art in commercial products, identifying key challenges and suggesting how to address them appropriately. To achieve this aim, the objectives are:
1. To explore the commercial application of Islamic art: To identify both brand visual communications and brand identity and benefits of Islamic cultural influences to the brand communications 
2. To discover underlying values of Islamic art: Study and identify Islamic art history, principles, philosophy and hidden meanings
3. To evaluate the existing commercial application of Islamic art: To identify and evaluate the appropriateness of Islamic art style used currently in non-Islamic and Islamic commercial brands and products.
4. To identify user perceptions of Islamic patterns and cultural symbols: Identify the positives and negatives of various applications and the effect on consumer perception
5. To investigate how Islamic art is applied to commercial products: Identify existing theories and methods designers use to apply Islamic art commercially
6. To identify challenges of applying Islamic art in branding: Address what are considered the problems, benefits and challenges in the process of applying Islamic art in branding
7. To identify appropriate strategic solutions: Discover how to guide designers to use Islamic art appropriately in branding 
8. To utilise all information gathered to formulate a new guideline tool
9. To check if the proposed new guideline tool works as intended: Evaluate the impact of the tool on the participants in terms of five areas (usefulness, comprehensiveness, appropriateness, clarity and specific usefulness for branding), and whether it can encourage creative ideas and concepts
[bookmark: _Toc353889572][bookmark: _Toc353889647][bookmark: _Toc353889686][bookmark: _Toc358042649][bookmark: _Toc425166142]1.10 Research contributions
This research aims to provide two key contributions:
1. An insight into the demands associated with applying Islamic art and cultural symbols in commercial brands and products 
The study clearly indicates that certain images and symbols of Islamic art embedded in the design of commercial products are widely recognised and acceptable. However, these images must be properly designed to allow them to be understood easily and accurately. In addition, the level of awareness of Islamic art and symbols varies considerably from person to person. Thus, there is a need to provide not only modern images of Islamic art but also a new style of Islamic art that is strikingly simple to recognise. A good combination of contemporary Islamic art and commercial products can bring success to businesses operating in both Muslim and non-Muslim markets. However, the ideal combination can only be accomplished if the design process is established, applied and maintained within the proposed design direction.
2. A guideline tool for designers to apply Islamic art in brands and products to enhance customer brand communication
This tool aims to provide many benefits to assist the application of Islamic art commercially: 
a. It will help the design team gain a clear understanding of Islamic art elements and philosophy
b. It will encourage and challenge them to be inspired by the real values and meanings of Islamic art
c. It will reduce the time and number of resources required in the design process
d. It will encourage designers to be more creative and to create inspirational ideas and concepts
[bookmark: _Toc353889573][bookmark: _Toc353889648][bookmark: _Toc353889687][bookmark: _Toc358042650][bookmark: _Toc425166143]1.11 Structure of the thesis
This thesis consists of eight chapters, as shown below:
1. Introduction: This chapter introduces two key subject areas of the research, namely an overview of the growing market demand for symbols and meaningful images in brands, and existing theories and processes of using culturally influenced symbols in brands. Moreover, the purpose of the research, including the research motivation, aims and objectives, research contributions and the structure of the thesis, are explained
2. Literature Review: This chapter largely focuses on the following topics: 1) the meaning and value of brand communication; 2) the definition and philosophy of Islamic art; 3) designers and various design tools used in the design process; 4) the relationship between these factors; and 5) gaps in terms of knowledge
3. Methodology: This chapter focuses on the primary research. It describes the criteria for choosing the research tools and selected subjects, and how the primary research was conducted. Furthermore, it explains the methods employed to analyse the findings
4. Case Studies: This chapter provides details of all case studies conducted during this research to fulfil research objective 1, as described later
5. Principal Findings of Primary Research: This chapter presents the results of the primary research. The information is analysed and discussed to answer the research objectives and to identify the key issues to be addressed by the primary research 
6. Integration of Key Findings: This chapter highlights mistakes and pitfalls and summarises the requirements of the guideline cards tool
7. Guideline Tool Development: This chapter illustrates the formulation process, the relationship between the key issues addressed and the new guideline cards tool and its implementation
8. Evaluation: This chapter explains the criteria employed to select the validating methods, the criteria used to choose the subjects to validate the guideline cards tool, the conducted evaluation process, results and the final guideline cards tool modifications, according to the responses of the research method
9. Conclusion: This last chapter provides a summary and discussion of the entire research project, including methods, findings and outcomes, and recommendations for how to use the proposed guideline cards tool and to develop it
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Chapter 2 LITERATURE REVIEW 
This chapter aims to provide a thorough understanding of the existing literature on the following topics: 1) the meaning and value of brand communication; 2) the definition and philosophy of Islamic art; 3) designers and various design tools used in the design process; 4) the relationship between these factors; and 5) gaps in terms of knowledge. In this way, a path will be charted for developing the proposed guideline tool. Finally, a conclusion is reached and directions for the primary research are established.
[bookmark: _Toc425166145]2.1 Brands and communications
There is a range of definitions of the term “brand” depending on the context in which it is used (Abbing, 2010). According to the Dictionary of Business and Management (2009), a brand is “a name, sign or symbol used to identify items or services of the seller(s) and to differentiate their goods from competitors”. The American Marketing Association (AMA) describes a brand as a “distinguishing name and/or symbol (such as a logo, trademark, or package design) intended to identify the goods or services of a seller or a group of sellers, and to differentiate them from those of competitors” (Aaker, 1991:7). In this light, whenever a new logo, name or symbol is created for a new product, a brand is created (Keller, 2003). In recent years, however, a brand has become much more than a logo or a name; it now represents organisations’ “personality” and the relationship between the organisation and its audience (Davis, 2009:12). In addition, brands now have to demonstrate greater transparency and more responsible behaviour, and the key is to embrace this in an authentic manner that is ingrained throughout the business (Davis, 2009:84). Moreover, brand managers must be constantly aware of what is going on both inside and outside of their sector, and open to changes in the wider technological, cultural, social and economic spheres (Davis, 2009:140). For instance, Unilever has introduced a methodology to integrate social, environmental and economic considerations into the brand innovation and development process called Brand Imprint, which encourages the company to look at the brand from the way it is produced, to working conditions, to changing consumer needs and behaviour around brand consumption. For example, regarding Unilever’s tea brands of Lipton and PG Tips, “insight from the consumers was that they directly relate care in production and ethical sourcing to the function of the product,” according to Brand Imprint creator and head of sustainability, Santiago Gowland (Davis, 2009:149). 
In past decades, the value of a business or organisation was measured in terms of its location, tangible assets and equipment. In the new economy, however, many businesses increasingly focus their value calculations on their brands, which rest in the opinions of their potential consumers. A brand consists of both the tangible and intangible, practical and symbolic, visible and invisible, under conditions that are economically feasible for the organisation (Kapferer, 1992). Designers and brand managers seek to create packages that break through marketplace clutter and present the brand in its best light. This means developing packages that can command attention while communicating positive aesthetic, experiential, functional, symbolic and/or informational benefits to the consumer (Underwood, 1993). This communication vehicle must be congruent with the overall image desired for the brand. Incorporating a picture of the product on the package is one potential means of gaining attention for the brand, and also communicates its benefits. Package design has many elements, but for the purpose of this study the researcher focuses on the visual elements, including graphics, typography and colours (Underwood and Klein, 2002).
The previous definitions are considered incomplete nowadays as they refer to a brand as a sign or symbols and a tool for differentiation and identification. Rather, part of the brand belongs to the 12 themes of de Chernatony and Riley (1998), who conclude that the brand is a multidimensional construct that exists in a continuous process of communication between the activities of the brand and the interpretations and redefinitions of the consumers. This means that, today, the brand exists in a large part to fulfil certain values and expectations. In addition, according to McEnally and de Chernatony (1999), various theories from relevant fields, such as psychology, sociology and anthropology, must be integrated if we are to grasp the multiple aspects of branding effectiveness; this understanding can only be gained through studying individuals and the cultural facets of consumer perception. In 1993, Mano and Oliver integrated the views of cognitive and social psychology with cultural semiotics to conceptualise the effectiveness of brand management; in this case, brand management was constructed as the tangibility, emotionality and commonality of the brand, which in turn has a major impact on the consumer’s perception. The tangible aspect of the brand is the objective attributes; the emotionality includes the arousal and feelings experienced due to the emotional attachment to products, while the commonality refers to shared personalities of products. Keller (2003) argues that the personal values, meanings and emotional and cognitive responses of consumers come before the functional, symbolic and experiential consequences of consuming the brand; rather, the former first respond to marketing activities.
According to Levy (1959:118), “people buy things not only for what they can do, but also for what they mean”, both socially and personally. Today, due to continuous economic changes, brands are operating with entirely different sets of values than those evident only a few years ago. In order to survive, intangible assets such as the symbolic value and meaning have become more valuable than the tangible assets or the functional value. 
In the cognitive psychology literature, the study of imagery has attracted the interest of consumer researchers (Babin and Burns, 1997; Andrews et al., 1994). In marketing, there has been a heavy focus on imagery for various reasons, from global marketing to the development of international brands such as Coca-Cola, Pizza Hut, Pepsi and Mercedes (Branthwaite, 2002). It is believed that visual imagery and product packages are most powerful in terms of influencing brand recall. Many scholars have put forth a definition of imagery. In 1969, Richardson defined it as the quasi-sensory or quasi-perceptual experiences that we are self-consciously aware of and which exist in the absence of stimulus conditions, producing their genuine sensory counterparts. A definition by Lutz and Lutz (1977) refers to imagery as a mental event that involves the visualisation of a concept or relationship. In addition, the term imagery is described as a process “by which sensory information is represented in working memory” (MacInnis and Price, 1987:473). Thus, imagery is considered a multisensory process that could lead to better information recall (Babin and Burns, 1997).
[bookmark: _Toc425166146]2.2 Islamic art
Art is widely known as the mirror of culture. Islamic art, for example, has flourished and celebrated its distinctiveness among Muslims and the wider world (Khalili, 2008). Due to its superb use of colour and balance between design and shape, it creates an instant visual impact. The strength of Islamic art is its aesthetic appeal that reflects the rich cultural values of the Islamic world; it is a visual expression of the Muslim spiritual world and universe. Islamic art does not necessarily act only a symbol of Islam; is can also be termed “Islamic” due to the combination of artists’ interpretation of Islamic philosophy and spirituality and an expression of people living in lands where Islam has an influence on daily life. “The term ‘Islamic art’ refers not only to the art made for Islamic practices and settings but also to the art made by and for people who lived or live in lands where most important people were or are Muslims, that is believers in Islam” (Bloom and Blair, 1997).
Since the 7th century, the history of Islam and the Muslim faith has spread to over 50 countries (Khalili, 2008). The Islamic world covers all of North and Central Africa, the Middle East, including Turkey, Iran, Pakistan and most of Southeast Asia. Great empires have risen and fallen on these lands, leaving behind the remains of Islamic civilisations unified in their rich diversity (Ali, 1989:xi).
It is considered impossible to summarise and survey Islamic literature due to the huge number of publications on the topic of Islamic art. These resources exist over a huge geographical area, including Arabia (which encompasses several countries of the Middle East), Spain, North Africa and, eventually, West Africa, Iran, Turkey and India, and have been produced in various languages. The area of Islamic culture also extends eastwards from Africa to Malaysia, Indonesia and the Philippines. Ultimately, however, the heartland is Arabia, and the significance of the Arabic language remains clear even after the spread of Islam. Despite all the literature, the contents of Islamic literature are restricted to religious works on Islamic deeds, laws and their implementation, the journeys of former Muslim leaders or sacred works in honour of the Prophet Muhammad.
[bookmark: _Toc425166147]2.2.1 Overview of Islamic art history
The following section is an overview of dynasties and their Islamic art style in which the Islamic art characteristics of each dynasty are explained briefly, accompanied with images. Each artistic tradition has tended to develop its own favourite mediums and techniques. Some, of course, such as architecture, are automatic needs of every culture, and, for reasons to be developed later, it is in the medium of architecture that some of the most characteristically Islamic works of art are found. Other techniques, on the other hand, acquire varying forms and emphases. The unique feature of Islamic techniques is in the development by the so-called decorative arts (e.g. woodwork, glass, ceramics, metalwork and textiles).
2.2.1.1 The beginnings of Islamic art
The Islamic era began in AD 662, the year of the Prophet Mohammad’s journey to Mecca (Rice, 1965:9). Muslims accepted the Quran, Islam’s sacred scripture, as God’s uncreated word and considered it the highest manifestation of literary beauty. A whole body of literature has since defended its inimitability and unsurpassable beauty, and as it was God’s own word, the Quran could not be translated legitimately into any other language; this meant the study of at least some Arabic was required of every Muslim. Therefore, regardless of how their original languages differed in structure from Arabic, all peoples following Islam used Arabic script. The Quran became the textbook of the Muslims’ entire philosophy of life; their theology, lexicography, geography, historiography and mysticism all grew out of a deep study of its form and content. Even the most secular works contain allusions to the holy book, while its imagery permeates all Islamic poetry and prose.

	Dynasty 
	Period 
	Style Characteristics
	Developments

	Umayyad Dynasty
	661–750;
Damascus, Syria
	Heavily influenced by the arts of Greek, Romanian and Sassanian civilisations, as the land was under the rule of Romanian Byzantine
	The Dome of the Rock, Jerusalem 
Umayyad Coinage
Umayyad Mosque (Great Mosque), Damascus

	Examples

	Dome of the Rock, Jerusalem
	Umayyad coin, silver dirham, Al Walid I
	Vessel, bronze pierced and chased openwork design, Syria 

	[image: ]
	[image: ]
	[image: ]




	Dynasty 
	Period 
	Style Characteristics
	Developments

	Abbasid Dynasty
	750–1258; Baghdad/ Samarra, Iraq
	Known as the golden era and the evolution of Islamic art, considered a source of revelation and inspiration for Islamic art through the ages
	The use of calligraphy as an essential element in decoration
Great Mosque, Samarra
Mosque of Ibn Tulun, Cairo


	Examples

	Leaf from a Quran manuscript, late 9th or early 10th century, possibly Syria, ink gold colours on vellum
	Great Mosque, Samarra, Iraq
	Ivory vine leaves vessel, Egypt or Syria,
750–850
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	Dynasty
	Period 
	Style Characteristics
	Developments

	Umayyad Dynasty
	756–1031;
Cordoba, Spain
	Luxurious objects such as boxes of carved ivory and gilt silver, bronze animal statuary and richly figured silks were commissioned for palaces decorated with ornate marble capitals, stucco wall panels and marble fountains
	Great Mosque, Cordoba 
The Alhambra, Granada

	Examples

	Alhambra Palace, Granada, Spain
	Great Mosque of Cordoba, Spain
	Alhambra Palace, Spain
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	Dynasty 
	Period
	Style Characteristics
	Developments

	Fatimid Dynasty
	909–1171;
Cairo, Egypt
	Style influenced by the decorations of the Abbasid court;
Glazing ceramic bowls coated with metallic glossy brown or gold
	The Abbasied court
Glazing with glossy gold

	Examples

	Egypt (probably Cairo), 1000–1050, balanced design, rock crystal ewer
	Egypt (probably Cairo), 1050–1100, the human figure, lustre bowl 
	Egypt (probably Cairo),
1000–1050, warding off evil, base of a casket
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	Dynasty 
	Period 
	Style Characteristics
	Developments

	Seljuk Dynasty
	1055–1258;
Isfahan, Iran
	Main features of circular frames, representation of animals, inscriptions of vegetal designs or small animals and sometimes lines of Kufic script;
The style is a direct connection to Sassanian motif but with greater density and detail
	Friday Mosque, Isfahan
Gold and silverware, such as silver vessels, bottles of perfume, incense burners, jewellery boxes, cups and horse bridles

	Examples

	Bowl with astronomical and royal figures, Seljuk, central or northern Iran; Stone paste, polychrome in glaze and over-glazed, painted and gilded on opaque monochrome glaze
	Earrings, 11th–12th century,
Greater Iran, gold wire and filigree
	


The North Dome at the Jameh Mosque in Esfahan, Iran

	[image: ]
	[image: ]
	[image: ]











	Dynasty 
	Period 
	Style Characteristics
	Milestone

	Mamluk Dynasty
	1250–1171;
Cairo, Egypt
	The development of a distinctive architectural style;
Ceramics, pottery and porcelain with strong thick glaze and clear green, brown, yellow, dark green, blue and black transparent glaze;
Tools covered with drawings of plants, writings and motifs
	Mamluk Qurans
Mamluk metal works
Marvered glass

	Examples

	Egypt or Syria, gold inscriptions, candlestick
	Egypt or Syria, badges of office, glass lamp 
	Egypt (probably Cairo), complex geometry, minbar 
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	Dynasty 
	Period 
	Style Characteristics
	Milestone

	Ottoman Dynasty
	1281–1924; Bursa/Edirne/
Iznik/Istanbul
	Influenced by the arts of the Chinese and Persians;
Ceramic vessel and tile production was first restricted to blue-and-white wares but later became richer, with bold colours like deep blues and greens, aubergine and striking bright red against a brilliant white ground;
Decorations feature both naturalistic and highly stylised flowers, including carnations, tulips, harebells and feathery leaves known as saz
	Mosque, Suleymaniya complex, Istanbul
Ottoman miniature painting (History of Sultan Suleyman)
Ottoman calligraphy and tughras
Iznik pottery
Usak carpets
Ottoman bindings
Inscribed leaf skeletons (writing on leaf)

	Examples

	Istanbul, Turkey, a view of Süleymaniye Mosque 
	Turkey, Iznik, 1570–1590, garden flowers vase 
	Tughra of Süleyman the Magnificent (1520)
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	Dynasty 
	Period 
	Style Characteristics
	Developments

	Timurid Dynasty
	1370–1507;
Samarqand, Herat
	The development of a distinctive drawing that was influenced by Chinese drawings;
Ceramic tools, pottery and porcelain colours were black on a white background or black under a glaze of glossy turquoise 

	Mosque of BibiKhanum, Samarqand
Gur-I Mir, Samarqand
Timurid miniatures Majma al Tawarikh (Assembly of Histories)
Silk brocade

	Examples

	Dome of the Bibi-Khanum Mosque, Samarkand, Uzbekistan
	Bowl, Timurid period (1370–1507), second half of the 15th century, Iran (probably Tabriz)
	Fragment from a Quran manuscript, ca. 1400; Timurid calligraphy attributed to Umar Aqtac,
central Asia (probably Samarqand), ink, colours and gold on paper
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	Dynasty 
	Period 
	Style Characteristics
	Developments

	Safavid Dynasty
	1501–1722;
Tabriz/Qazvin/Isfahan
	Carpets, tools and utensils of silver and gold, pottery and porcelain covered with metallic and other lustre;
Safavid architecture was very sophisticated;
Glazing using a single colour, turquoise or green;
Portrayed Chinese models in blue, green and yellow over a white surface, such as dragons, the mythical bird Alfeniks and lotus flowers
	Lacquer bindings, Herat
Safavid miniatures
Safavid carpets
Masjid-I Shah, Isfahan (mosque)
Steel fretwork, Iran

	Example

	Early Safavid figures, lacquer bookbinding, Iran, 1500–1600
	The Isfahan-style velvet, Iran, 1575–1625
	Floral fantasies Ardabil carpet (detail), Iran, 1539–1540

	[image: ]
	[image: ]
	[image: ]










	Dynasty 
	Period 
	Style Characteristics
	Developments

	Mughal Dynasty
	1526–1858;
Kabul/Delhi/ Lahore/
Agra, India
	Well known for its excellent development of the Indian Islamic arts, achieved through
the combination of both Hindu and Islamic traditions;
Metal tools and utensils of silver and gold, such as boxes, incense burners, pitchers,  inlaid with enamel or precious stones and decorated with floral, animal and human figures 
	Mughal paintings
Mughal jewellery
Mughal gold coins
Taj Mahal, Agra
Mughal carpets, India

	Examples

	Talismanic shirt, 15th or early 16th century, India (northern India or the Deccan), ink, gold and colours on stiffened cotton
	Jali screen (one of a pair), second half of 16th century, Mughal, India,
carved red sandstone
	Carpet with palm trees, ibexes and birds, late 16th or early 17th century, Lahore,
present-day Pakistan

	[image: ]
	[image: ]
	[image: ]













2.2.1.2 Islamic art styles today
Although traditional Islamic art history ends with the Mughal and Ottoman dynasties, many forms of the traditional craft and architectural styles have continued in every region of the Muslim world. There are artisans today who use traditional patterns in tile work and ceramics, wood inlay and brass, rugs and textile weaving and surface decoration for new buildings. The following investigation illustrates the significant developments in the Islamic art style that have transformed its image from old/traditional to new forms/contemporary Islamic art. In this section, two examples of Islamic art style, one old and one recent, are provided and compared in an attempt to analyse the changes. The key elements identified through this investigation are then analysed and discussed.
In the first two graphics, although both (A) and (B) contain floral Islamic art decorations, different techniques are applied:
	Traditional
	Contemporary

	[image: ] (A)
	[image: ] (B)

	Limited colours; blue and orange on white background
	Broad use of colour; pink, blue, yellow and orange on white background

	Imaginative colours and shape combinations 
	Natural shape and colour in leaves and flowers 

	Shapes and sizes of flowers follow specific motif
	Flowers and leaves do not seem to follow any motif 

	All shapes seem to be controlled 
	All shapes seem to be designed freely



In the second group of graphics, although both (A) and (B) involve Islamic calligraphy, different techniques are again applied:
	Traditional
	Contemporary

	[image: ] (A)
	[image: ](B)

	Limited colours; blue, orange, white, green
	Different use of colour; black, beige, blue, orange, red

	Imaginative colour and shape combinations in flowers and leaves 
	Natural shape and colour in leaves and flowers 

	Shapes and sizes of flowers follow specific motif
	Writing does not seem to follow any motif 

	All shapes seem to be controlled 
	All shapes seem to be designed freely

	Letters are clear to read and sizes are the same
	Letters are less clear and size is not restricted

	Sentence on one line
	Words and letters overlap



In the third group of examples, the transformation from old to new involves the adoption of many different techniques:





	Traditional
	Contemporary

	[image: ] (A)
	[image: ]
(B)

	Rounded dome
	Squared dome

	Simple square base 
	Multiple squares build complex body

	Arches surround the building as gates and windows
	Small and simple arches used as windows in imitating Islamic architecture

	Use of one plain colour 
	Combination of two colours (white and grey)



Ultimately, and although there are “dialectical” differences, all Islamic art speaks the same language, a uniformly inspired artisanry using similar methods of production that it can be assumed existed in nearly every craft throughout the Muslim world (Ettinghausen, 1984:23).
[bookmark: _Toc425166148]2.2.2 Principles of Islamic art 
The Prophet Mohammad traditionally states, “God is beautiful and loves beauty”. The fact that God possesses each of his attributes to the degree of perfection means that He is the source of all traits, qualities or properties of beauty. He is the essence of beauty himself. In considering the entire scope of Islamic art, scholars have identified two main components that stand out across all of the Islamic centuries as unchanging foci: Arabic calligraphy and the non-representational patterns of the Arabesque (Wilson, 1988:16; Bamborough, 1977:19). However, the rich complexity of Islamic art’s spirituality remains mysterious:
“Despite the vast amount of documentation and descriptive studies already carried out by western scholars, Islamic art has remained until now a singularly neglected field as far as the study in depth of its inner meaning is concerned… Islamic art continued to be a closed book as far as its symbolic meaning was concerned.” (Buckhardt, 1976:xv) 
The aim of the abstraction philosophy in Islamic art is to prevent the depiction of figurative shapes. According to Oleg Garbar, an eminent Islamic art historian, it is not the Islamic art forms that lack meaning, but we who lack the understanding and language to discern and discuss them.
“It is plain therefore that we have not yet found the appropriate terms and concepts through which and with which to explain and evaluate the arts of Islamic culture and to describe and define our reaction to them, our sense of what unifies them as a special aesthetic experience.” (Bamborough, 1977:14)
Furthermore, Garbar analyses the use of ornament, writing, geometry and nature as intermediaries in carrying the Islamic message. He moves beyond the traditional ideas of literal symbolism, discusses the essence of the works and their roles and contributions in the viewer’s context and defines the art forms relative to function and motivation. 
The goals of this investigation are to define specifically the bases upon which Islamic art forms its criteria, and to provide examples by drawing upon the Quran, the text that whether subtly or wholly informs every work within this body of art. In this way, the investigation will contribute to the field of Islamic art studies. To uncover the characteristics that rule the aesthetic theory of Islamic art, it is first necessary to define precisely what Islamic art is, both on a meaning level and at the level of the physical structure of elements by which it is created. Islamic art historians have strived to record the origins, possible influences and styles, periods, techniques and contrasting current art forms; however, most of them agree that there is no such single system for an art period lasting 1300 years and found in a large land mass that covers every type of classification available. The following study proves there is much more to value and understand about the meanings behind Islamic art forms. The investigation approaches the art by dividing its elements into shape, colour and calligraphy.
2.2.2.1 Geometrical shapes 
As Ettinghausen (1984:22) states, “The natural instinct of the Islamic artist seems to have been towards abstraction rather than representation. Even elements which have naturalistic origins, such as leaves, are so stylised as to be barely recognisable.” The factors influencing the choice of the non-figural style are especially significant, as they reflect the way in which the artisans interpreted using forms as they reacted to any injunctions given in those times. 
“In the Arab Islamic art, in time, developed a strong tradition evolving from this distrust of rivalling God’s creativity or distorting His creation; at the same time it developed its own evasive tactics by means of which the artist could still indulge his creative impulse and yet skirt around forbidden practices.” (Boullata, 1973:31)
The geometrical motifs in Islamic art were initiated by the study of the geometry relevant to the stars and astronomy. These motifs are based on the repetition of a single motif, which is designed so that all recurring components fit together in perfect sequence. According to the Metropolitan Museum of Arts (2001), the geometrical patterns consist of four basic shapes known as repeat units, which are used in the construction of the Islamic complex patterns. Circles and interlaced circles, squares or four-sided polygons and the ubiquitous star pattern all derive from the combination of squares and triangles inscribed in a circle, together with multisided polygons.
The circle 
[image: ][image: ]


[bookmark: _Toc398978358][bookmark: _Toc425166861]Figure 2.7: (Left) Mecca is the centre of the circle and the direction in which Muslims face during prayer; (right) an example to show how the circle creates a most complex pattern in Islamic art

The starting point of all Islamic art patterns is the circle. It is considered a symbol of the Islam religion as it emphasises one God, the role of Mecca as the centre of Islam and the perfect expression of justice and equality in all paths, and is therefore present in all architecture and divisions. Starting with the circle, the star and four other fundamental shapes are generated in Islamic art – the triangle, square, hexagon and pentagon – each representing a different philosophy and symbolic meaning. 
From the Islamic perspective, this method of deriving the vital proportions of a building from the harmonious division of a circle is a symbolic way of expressing Al-Tawheed, the metaphysical doctrine of Divine Unity as the source and culmination of all diversity. It should have produced all the geometric systems that depend upon the regular division of the circle (El-Said and Parman, 1976:ix).
[image: Mosaic at Sultan Qaboos Grand Mosque in Muscat, Oman]
[bookmark: _Toc398978359][bookmark: _Toc425166862]Figure 2.8: Mosaic at Sultan Qaboos Grand Mosque in Muscat, Oman (Catbirdinoman, 2012)

The triangle 
[image: ]
[bookmark: _Toc398978360][bookmark: _Toc425166863]Figure 2.9: The triangle shape produced by a combination of circles

The triangle in Islamic art is a symbol of human beings: body, mind and spirit. Furthermore, it is seen as representing the three basic biological functions: ingestion, digestion and excretion (Critchlow, 1976:16), and “the knower, the known, and the knowing; the object, the subject and the conjunctive; or the relationship which links them” (Critchlow, 1976:150). Not only that, but the triangle is also a symbol of human consciousness and principle harmony. When three identical circles are placed together with their outermost edge touching, and lines drawn to join the centres of the three united circles, an equilateral triangle is created (Critchlow, 1976:16).
[image: ]
[bookmark: _Toc398978361][bookmark: _Toc425166864]Figure 2.10: The triangle in Islamic art

The square 
[image: ]
[bookmark: _Toc398978362][bookmark: _Toc425166865]Figure 2.11: The square shape produced by a combination of circles

The square is considered the symbol of physical experience, the physical world and materiality, as well as representing the earth (Critchlow, 1976:16). Nasr (1987) notes that an octagon is a result of a rotated square, which also represents the four elements of the universe (water, earth, fire and air). The most important configuration of circles arises when six circles with equal radiuses are arranged around a seventh identical circle so that the edge of each circle on the outside is touching the edge of the inner circle and the ones beside it.


[image: ]
[bookmark: _Toc398978363][bookmark: _Toc425166866]Figure 2.12: An ancient wall ornately decorated by the Moorish with intricate stonework carving and contrasting colourful mosaic tiles.

The hexagon
[image: ]
[bookmark: _Toc398978364][bookmark: _Toc425166867]Figure 2.13: The hexagon can be created from six circles placed around a seventh

According to Critchlow (1976), the hexagon shape represents heaven. Furthermore, it symbolises the six days of creation, which was an act of perfection by God. The hexagon can be created from six circles placed around a seventh, as seven is a perfect number, when the centres of all six circles are joined together by a straight line. 
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[bookmark: _Toc398978365][bookmark: _Toc425166868]Figure 2.14: Wall mosaic at Mexuar, Nasrid Palace, Alhambra, Granada, Spain, 2011



The star
[image: ]
[bookmark: _Toc398978366][bookmark: _Toc425166869]Figure 2.15: The star achieved by dividing the circle into equal spaces

Stars were the guides used by the first Muslims, who relied on them for navigation through the deserts or across the seas. Besides providing navigational help, stars also played a role in pointing out and deciding on the direction of the Qiblah or the Kaaba, where Muslims face during their prayers. Thus, stars were considered crucial in the early Muslims’ daily lives and became part of the Islamic aesthetic. The star is the regular geometrical figure that symbolises equal radiation and the spread of Islam around the world in all directions from a central point. All types of stars, whether 6, 8, 10 or 16 points, are developed by dividing the circle into equal points.
[image: ]
[bookmark: _Toc398978367][bookmark: _Toc425166870]Figure 2.16: Panel of 15 star and cross tiles from the shrine of ImamzadehYahya in Varamin (south of Tehran), fritware with lustre decoration, made by the potter Ali ibn Muhammad ibn Abi Tahir in Kashan, Iran, 1262. (Museum no. 1837–1876. © Victoria & Albert Museum)

2.2.2.2 Symbols
A symbol is something that represents another object, thought or emotion, and is also considered a sign that “is constituted mainly by the fact that it is used and understood as such” (Eaton, 1988:57). In short, symbols are stand-ins that represent concepts of much greater complexity (Eaton, 1988:61). For example, a more complex and profoundly important circle-based shape in Islamic art and culture is the moon and star combination. 
The moon and star
[image: ][image: http://www.alef.net/ALEFPlaces/MosquesAndMinarets/Miscellaneous/MinaretAndMoon.Gif]
[bookmark: _Toc425166871]Figure 2.17: The star and crescent has become associated with Islam in the 20th century. (Source: http://en.wikipedia.org/wiki/Symbols_of_Islam)
 
Stars were viewed as special elements of the nature God had created, and were used in the past to determine the time of night while travelling. These sources of light in the dark nights were appreciated as creations of great beauty. Muslims also used the moon to identify the beginning and end of the Hijri calendar, and therefore to signify the night on which they could break the fast of Ramadan. Together, both the stars and moon were used as guides in Muslims’ journeys through the desert. 

2.2.2.3 Patterns
Although Islamic art patterns, whether simple or complex, are generated from very basic figures like circles or squares, it is their intricate combination, integration, duplication and arrangement that provides the most distinctive features of Islamic art. Repeating structures and patterns can represent the order that Allah has given the world and his unchanging laws. This can be observed in arabesque, in which the flow and interaction of geometric, floral and vegetal components create a sense of infinity and omnipotence (Atil, 1975:9).


Vegetal (arabesque)

[image: ]
[bookmark: _Toc398978368][bookmark: _Toc425166872]Figure 2.18: Fragments of a carpet with lattice and blossom pattern, Mughal period (1526–1858), ca. 1650
Early Arab lands represented a new development, and accordingly, vegetal patterns and related motifs were drawn from existing traditions of the Byzantine culture in the Eastern Mediterranean and Sassanian Iran. With the exception of the garden and its usual reference to paradise, vegetal motifs and patterns in Islamic art are largely devoid of symbolic meaning. The innovation of the art of Islam centred on the development of the arabesque and geometric patterns; together, these forms were used as ornamental decoration. Ettinghausen has defined the arabesque as “the vegetal ornament inorganically treated in an infinitive diversity of rythmatic repetition” (Metropolitan Museum of Art, 1970:ix). Islamic art developed according to the cultures, traditions and styles of Islamic civilisation; although the motifs and styles already existed throughout the 7th and 8th centuries, it was Islam’s “overlay” or graft on already-present individuals that resulted in a definite style and process that could only be termed Islamic (Garbar, 1992:19). As Allen (1988:9) summarises: “Thus the arabesque is the outcome of the artistic movement set in motion centuries before it appears, not the immediate result of the cultural split that created the Islamic world.”
Vine and grape design
[image: http://www.vhinkle.com/islam/arabesque2.jpg]
[bookmark: _Toc398978369][bookmark: _Toc425166873]Figure 2.19: An example of vegetal patterns in Islamic art

The vine and grape design’s bevelled style, circular units and basic geometric shapes all had a pre-existing history in the ornament of the Sassanid, Byzantine and Hellenistic prototypes. The differentiating mark of the Islamic arabesque was not the style or motifs themselves, but the way that the pattern was created and the rhythm of the form of repetition that formed an infinitive pattern. It was seen as “a transformation of manner; methods of construction rather than literal representation of vegetation” (Allen, 1988:10). Islamic art progressed these patterns into something exclusive, more expressive and tangible, every ornamental motif creates redundancy as its tradition; and they advanced a “mode” of handling the elements (Garbar, 1987:180).
In Islamic art, the arabesque was built on the relationship of positive and negative spaces that interplay, and the rhythms that existed between them. The essential element was the repetition of the forms that led the patterns to emerge together (Burckhardt, 1976:60). As Gibbons (1981:79) states: “Thus where a leaf or bud or flower would be at the tip of the plant in nature, in arabesque they are not an end but a new point of departure for another stem to develop, and so on in endless repetition.” 
Geometrical
Islamic artists appropriated key elements from the classical tradition, then complicated and elaborated on them in inventing a new form of decoration that stressed the importance of unity and order. The significant intellectual contributions of Islamic mathematicians, astronomers and scientists were essential in the creation of this unique new style.
Geometric tessellation
[image: ]
[bookmark: _Toc398978370][bookmark: _Toc425166874]Figure 2.20: The hexagon is based on the honeycomb, one of nature’s most efficient designs

A geometrical tessellation reminds the observer of infinity. Its concept is based on using a repeating and interlocking geometric pattern to produce a block design or a linear repeat pattern, where the geometrical shapes are subdivided into layers of designs with elements that echo each other. When used in architectural decoration, the design follows the principal structures so that bands lead to arches, and patterns connected in panels follow the proportions of the walls and floors. Within this organisation is a secondary relationship between the decorative elements themselves; these arrangements of texture, materials, patterns and colours harmonise the repetition and underlying geometry (Gibbons, 1981:73). The basic elements of the geometrical pattern designs are based on three basic shapes grids: the equilateral triangle, the square or the hexagon. Using any one of these grids, any empty surface can be filled with no plain space. Additionally, various semi-regular grids use combinations of different equal-sided polygons, such as combining the octagon and square, the hexagon and triangle or the octagon and triangle. These are often used to fill panels within a total ensemble and serve to create a dynamic patchwork of different pattern-filled areas; in such creations, the viewer perceives great intricacy rather than a simple pattern (Gibbons, 1981:75).
[image: ]
[bookmark: _Toc398978371][bookmark: _Toc425166875]Figure 2.21: Iranian glazed ceramic tile work, from the ceiling of the Tomb of Hafez in Shiraz, Iran



2.2.2.4 Colour 
“Everything designed by human or nature has a colour and every colour creates an emotional response,” according to Kelly Berg, an interior designer and colour expert. She adds, “Humans feel and experience colour on a very deep psychological level. Sometimes we are conscious of our responses, sometimes we are not. Either way, colour profoundly affects our experiences in this world on a minute to minute basis” (Donely, 2011). Thus, each colour carries a different meaning and expression. 
In Islam, Allah produced the value and meaning of colour though His nature and creatures. The Quran states, “And of His signs is the creation of the heavens and the earth and the diversity of your languages and your colours. Indeed in that are signs for those of knowledge” (Surat Al-Rum:22). Further, “[He has subjected] whatever He multiplied for you on the earth of varying colours. Indeed in that is a sign for a people who remember” (Surat Al-Nahl:13). The meaning and philosophy of the word colour in these verses indicate that the word can be interpreted in two ways. The first use relates the term colour to the diversity of the origin of humans; the second verse discusses colours in terms of the variety of Allah’s creations, including nature and creatures; this reminds the Muslim of Allah’s creative power and beauty. Specifically, the Quran mentions many colours, ranging from the primary colours (red, yellow and blue) to several of the secondary colours (such as green) and finally black and white.
In the Quran, the phrase “and diverse are their hues” is used to describe the glorious chromatic variety of God’s creation. Colour has always been an important signifier in Islamic art, and its uses have encompassed the practical, the mystical and poetic. This comprehensive section is the first to analyse the use of colour in Islamic art and architecture in accordance with the Quran. “Everyone comments on the colourful qualities of Islamic art, but they rarely look deeper at them. For example, medieval Muslims did not identify the same colours in the rainbow that we see today” (Bloom & Blair, 2011).

Yellow
[image: ]
[bookmark: _Toc425166876]Figure 2.22: The interior side of the dome of Sheikh Lutf Allah Mosque, Isfahan, Iran (source: http://islamic-arts.org/2012/sheikh-lutf-allah-mosque/)

Yellow is the first colour mentioned in the Quran; it appears five times in five verses and has positive and negative meanings. 
1. The positive
· Bright, joyful and pleasing; brings happiness to the observer
· Represents the glow and radiance of the sun, the source of light and heat 
· Symbol of joy and optimism, vitality and self-transparency
· In line with ancient Egyptians, who used the yellow sun as a symbol of goddess and prevention from diseases
· Indicates creativity and preparation; originally thought to bring sanity and hope; linked to brain activity and activation of brain cells
· Encourages creativity and performance
2. The negative
“But if We should send a [bad] wind and they saw [their crops] turned yellow, they would remain thereafter disbelievers” (Surat Al-Rum:51).
· The state of sadness, worry and laziness
· Death of nature, as in autumn the green leaves turn dry and yellowish
· Yellow faces are an indication of being ill or having a health problem
White

[image: ]
[bookmark: _Toc425166877]Figure 2.23: Blue and white Iznik ceramics, Turkey

“On the Day [some] faces will turn white and [some] faces will turn black. As for those whose faces turn black, [to them it will be said], ‘Did you disbelieve after your belief? Then taste the punishment for what you used to reject.’ But as for those whose faces will turn white, [they will be] within the mercy of Allah. They will abide therein eternally.” (Surat Ali-imran:106–107)
White is the second colour mentioned in the Quran; it is reported 12 times in 12 verses and summons the following images and meanings: 
· Luminance and light of morning sunshine
· Cleanness and purity of faith, where faces of clean and pure souls are sparking white
· The miracle of Moses’ white hand being cured of leprosy 
· The colour of some mountains 
· Purity and sincerity, love and goodness, truth and justice
· Always confronted with black in all implications
· Portrays decent and positive characteristics
· The manifestation of divine beauty and the full power of Allah
· Heaven wine is described as whiter than milk, indicating its high value and level of purity
Black
[image: ][image: ]
[bookmark: _Toc425166878]Figure 2.24: Black Kaaba Dress, Al-Masjid al-Haram, in Mecca, Saudi Arabia. (source: http://www.prophetpbuh.com/322240/kaaba-corner-closeup-al-masjid-al-haram-in-makkah-saudi-arabia-picture)

Black is the third colour noted in the Quran; it is introduced eight times in seven verses. The fact that black is noted in seven verses is significant, as this is the number of the gates of hell. The colour calls to mind several images and emotions: 
· The darkness of night
· The colour of the faces of the sinners in Hell, and infidels and liars to God 
· Anguish, sadness and gloom
· The dryness and the death
· Some meanings of disobedience and disbelief
Green

[image: ]
[bookmark: _Toc425166879]Figure 2.25: The Prophet Mohammad Mosque green dome, Madinah, Saudi Arabia (source: http://www.reviewofreligions.org/9330/muhammad-sa-a-messenger-of-peace/)
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[bookmark: _Toc425166880]Figure 2.26: Green Interior of Muhammad Ali Mosque, Cairo, Egypt (source: http://www.jonathanphotos.com/cairo.html)

“Upon the inhabitants will be green garments of fine silk and brocade. And they will be adorned with bracelets of silver, and their Lord will give them a purifying drink” (Surat Al-Insan:21).
“Those will have gardens of perpetual residence; beneath them rivers will flow. They will be adorned therein with bracelets of gold and will wear green garments of fine silk and brocade, reclining therein on adorned couches. Excellent is the reward, and good is the resting place.” (Surat Al-Kahf:31)
The fourth colour to be mentioned in the Quran is green, which is introduced eight times in seven verses. That green is repeated eight times connects it to the number of the gates of Heaven, which indicates the greatness of Allah in the Quran. It is clear that the colour green is the colour of Heaven, and is also used to describe and indicate the following:
· It is an expression of life, fertility, growth, hope, peace, security and optimism
· It brings to mind movement and happiness, yet still summons a sense of calmness in the soul
· Green symbolises religious thoughts and good faith
· It is an expression of the power and mercy of Allah, who created the green trees and woods, which man might in turn burn to generate his power to invest in life
· The colour of spring, the living nature, gardens, trees, twigs and buds and the general beauty of the universe
· The colour of dress worn by those in Heaven
· The colour of pillow covers in Heaven

Blue

[image: ]
[bookmark: _Toc425166881]Figure 2.27: Iznik pottery, Turkey (source: http://startstudioarts.si.edu/2010/05/tips-and-techniques-iznik-ceramics.html)
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[bookmark: _Toc425166882]Figure 2.28: Two Iznik pottery hexagonal tiles, Ottoman Turkey, Circa 1530 (source: http://www.christies.com/lotfinder/lot/two-iznik-blue-white-and-turquoise-ottoman-4272474-details.aspx?intObjectID=4272474)
[image: ]
[bookmark: _Toc425166883]Figure 2.29: Dome of the Rock, Jerusalem. (Source: http://www.biblewalks.com/Sites/DomeRock.html)

“The Day the Horn will be blown. And We will gather the criminals, that Day, blue-eyed” (Surat Taha:102).
Blue is the fifth colour introduced in the Quran, being mentioned once in one verse. It has the following meanings: 
· The colour of dignity, sensitivity, friendship and wisdom
· Symbolises honesty, eternity and fidelity
· Symbolises purity, calmness, serenity and comfort
· The terrified faces of those who did not believe in Allah during the last day
Red

[image: ]
[bookmark: _Toc425166884]Figure 2.30: Al Hambra in Granada - Spain (wood works) (Source: http://www.tablig.org/WWWdqws/other_resources/Islamic%20Architecture%20Around%20the%20World/)
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[bookmark: _Toc425166885]Figure 2.31: Length of fabric, ca. 1565-80, Turkey, probably Istanbul, (Source: http://iipdigital.usembassy.gov/st/english/gallery/2011/10/20111027164242nerual0.7196619.html#axzz3TIzFhksd)

The colour red is mentioned in the Quran once in one verse, and has both positive and negative connotations:
“Do you not see that Allah sends down rain from the sky, and We produce thereby fruits of varying colours? And in the mountains are tracts, white and red of varying shades and [some] extremely black” (Surat Fatir:27).
1. The positive
· Colour of mountains
· Colour of strength and energetic movement
· Considered the emotional colour because fiery red is associated with love
· Colour of the fruit trees
· Represents passion and emotion
2. The negative
· Reflects the colour of impulsivity; symbolises the blood spilled in war and fighting 
· Sometimes associated with evil, murder, blood, horror, danger and Satan 
· fire and anger; a fiery red can mean war 
2.2.2.5 Arabic calligraphy

[image: ]
[bookmark: _Toc425166886]Figure 2.32: Example of Islamic calligraphy (In the Name of Allah) (Source: http://www.arabic-calligraphy.net/shop/bismillah-calligraphy-2/)

The importance of calligraphy to Islamic culture and art is paramount. Without comprehension of its unique significance to Islam, Islamic art cannot be properly understood, let alone appreciated (Bamborough, 1977:24). According to the online Oxford Dictionary, the word calligraphy originated in the “early 17th century: from Greek kalligraphia, from kalligraphos, ‘person who writes beautifully’”; it is defined as “the art of producing decorative handwriting or lettering with a pen or brush”. The work of calligraphers is becoming the main form of artistic expression in Islamic cultures, driven by the idea that the consideration of figurative art is idolatrous. Thus, calligraphy has become the most valued artistic form in Islamic culture as it provides a strong link between the Arabic language of Muslims and the Islam religion. 
Calligraphy, in the absence of religious imagery, became a form of visual expression; it appears in all forms of Islamic art, from pottery and ceramics to metalwork and architectural decoration, and of course in Qurans (Khalili, 2008:42). The Quran writing developed into an abstract pattern, which has a major effect in embedding both visual and spiritual symbolism in Islamic ornamentation. From bowls to buildings, numerous scripts have emerged over the centuries that together serve a huge amount of religious, social, political and cultural functions.

"اقرأ باسم ربك الذي خلق (1) خلق الانسان من علق(2) اقرأ وربك الأكرم(3) الذي علم بالقلم(4) علم الانسان مالم يعلم (5)." القران الكريم, سورة العلق, سورة 96
“Recite! (Read) In the name of thy Lord who created all things. He created man from a clot of blood. Recite! (Read) For thy Lord is the most Beneficent. He has taught the use of the pen. He has taught man that which he knew not.” (Quran, xcvi:1–5)

The Arabic and the English translation given here represent the first part of the Quran relayed to the prophet Mohammad at the cave of Hera, near Mecca (Safadi, 1978:9). The overall goal of the verses is to draw mankind’s attention to the value of knowledge and documentation, which help unleash the unknown. It is widely believed that the Quran has long played a major role in the development of Arabic script (Wilson, 1988:11), as believers have felt compelled to record the Quran, and to reform and beautify their script, to express the value of the “Word of God” (Khalili, 2008:50; Safadi, 1978:9).
The Quran further states the clearly divine qualities of the pen and writing: “If all the trees in the earth were pen, and the sea, with more than seven seas to replenish it, were ink, the writing of Allah’s words could never be finished. Mighty is Allah and Wise” (Quran, 31:27). Calligraphy, which perpetuates the word of God, developed into the highest form of art under the Muslims, and due to its sacred and mystical nature it is found on all forms of religious and secular architecture and art (Atil, 1975:9).
The Arabic alphabet contains 28 letters based on 17 shapes differentiated by the use of dots above or below the letters. When Arabic script originated, dots were not added; however, over time dots were introduced to avoid confusion. Arabic script is read from right to left (Canby, 2005:10).
A description and analyses of the unique Islamic innovation of Arabic script offers answers as to how the Islamic style has evolved and the forms considered the best carriers of Islamic symbolism. The Arabic script calligraphy forms are defined by structure and element; specific rules and principles form a set standard by which to judge aesthetic proficiency.
In this section, types of Arabic calligraphy are introduced and discussed according to their meaning and special features. Two categories of Islamic calligraphy are outlined, the first being geometrical scripts (Kufic style) and the second cursive scripts (Naskh style).

	Script
	Meaning
	Types
	Features

	Kufic Script
	Developed in the Iraqi city of Kufa, an early Islamic centre of culture
	Early Kufic
	[image: ]

	
	
	Eastern Kufic
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	Floriated Kufic
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	Knotted/plaited Kufic
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	Square Kufic
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	Script 
	Meaning 
	Types
	Features

	Naskh Script (known as The Six ‘Classical Hands’)
	Derived from the verb “naskh”, meaning “to transcribe or copy”
	Naskh
	[image: ]

	
	
	Thuluth
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	Muhaqqaq
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	Rayhani
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	Tawqi
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	Riqa
	[image: ]


[bookmark: _Toc425166149]2.2.3 Conclusion
This investigation of Islamic art has defined its criteria, characteristics and key principles. It has clearly shown the importance of understanding Islamic art’s hidden meanings and philosophies, which the designers, artists and viewing culture could not be fully aware of when any work is produced today. How can we confidently call it ‘Islamic art’?
In today’s world, the answer to this question can only be found in the strength of people’s understanding in continuing to follow Quranic teachings and Tawheed philosophy; this is considered a way, to a certain extent, to secure the meaning and symbolism of Islamic art. 
“Even a modernised Muslim experiences deep down in his heart the sense of peace and joy, when setting on a traditional carpet, viewing a piece of calligraphy, or hearing classical poetry in his or her language, not to speak of hearing the Quranic psalmody or praying within the confines of one of the masterpieces of Islamic architecture which dot the Islamic world from the Pacific to the Atlantic.” (Nasr, 1991:196)
Islamic art will continue to be produced around the world; however, despite technological advances and mechanisation, the content should remain unchanged. Therefore, the findings of this investigation revealed some concerns that could possibly result in falsehoods or misinterpretation when developing new Islamic art designs. One concern involves the artists, designers or viewers’ level of awareness of the importance of carrying the message of Islamic art. In addition, to gain a good understanding of Islamic art’s hidden meanings and philosophy, they need to survey an extensive range of resources, including the Quran, hadiths, books, journals, papers and articles. Finally, a concern regarding the work produced by artists or designers is that it is based on their own intuition, which is likely to lead to them losing the real meanings and symbolism of Islamic art that should remain unchanged and continue to carry the same values and truth.
“The impact of the modern concepts and forms of art has also had several consequences for the artists themselves. Firstly, it has caused the emergence of a new class of artists who, like their Western models, consider art as a means of self-expression and, therefore, place themselves outside the realm of tradition… Secondly, traditional craftsmen have a growing tendency to borrow formal elements of Western origin which are frequently in patent contradiction with the Islamic spirit (and are kinds of) contamination.” (Michon, 1982:53)

[bookmark: _Toc425166150]2.3 Relationship between brand communication and Islamic art
[bookmark: _Toc425166151]2.3.1 Islamic art and brands 
“To me art isn’t about beauty, truth, or passion: It’s about making money!” 
Philip Hoffman, CEO, The Fine Art Fund (2008)
The interest in Islamic art has been growing over the past ten years (McQuillian and Lucey, 2009), and arguably reached its peak in 2008 when auctioneers Bonhams broke three world records for the sale of contemporary Middle Eastern art in Dubai, where it achieved a total of around US $31 million and a 94 per cent sales ratio (AME, 2008a). Meanwhile, Benedict Carter, the deputy director of Sotheby’s Middle East and Indian Department, stated in an interview with Qatar Today in 2012: “There is a growing interest in arts from the Islamic world in the Middle East and North African region, with various countries keen to repatriate works of art which were originally produced by their country’s artists and craftsmen.” 
[bookmark: _Toc425166152]2.3.2 Islamic branding
Several studies have indicated the importance of religion in Islamic culture, which can link directly to consumers’ life and behaviour (Bailey and Sood, 1993; Lupfer et al., 1992; McDaniel and Burnett, 1990; Lupfer and Wald, 1985; Wilkes et al., 1986). Temporal (2011) asserted that “Islam can be considered as a brand in its own right, with its unique image; and like any global brand, this is viewed differently by different people”. Typically, branding is mainly used to address consumers’ shared values and needs, and Muslim consumers have similar needs around the world.
Islamic branding does not necessarily only mean brands that originate from Islamic countries, as it also refers to brands that seek to address the needs of the Muslim market (Temporal, 2011:xiii). However, it is considered a relatively new concept, and is now receiving serious public attention. The definition of Islamic branding by Ogilvy Noor (2011) is “branding that’s empathetic to Sharia values, in order to appeal to the Muslim consumer, ranging from basic Sharia friendliness to full Sharia compliance in all aspects of brands’ identity, behaviour, and communications”. 
Recently, in the West, there has been a considerable attention paid to the Muslim consumer and market. For instance, research by JWT the world’s best-known marketing communications brand that has been inventing pioneering ideas for the past 150 years, has highlighted the importance of Muslim consumers and described them by an attractive market segment. Similarly, in the US, Muslim consumers are known as “New Hispanics”. In 2007, Forbes reported that the global halal market was worth US $580 billion. Furthermore, according to Miles Young, there are 1.6 billion Muslim consumers offering a potential to Western markets that has scarcely been tapped, but that could be if their values were fully understood (The Wire, 2008:17). 
[bookmark: _Toc425166153]2.3.3 The importance of halal branding
The Arabic word “halal” is used to refer to anything permitted for use or consumption in the Islamic faith. For instance, animals must be slaughtered in an Islamic way (in the name of Allah) for the meat to be labelled as halal. The word “haram”, on the other hand, has the opposite meaning. For Muslims, halal is not only considered a brand element, it is more importantly a belief system and moral code of conduct integral in their daily lives (Wilson and Liu, 2010). Therefore, Muslims should be able to identify what is and is not halal to prevent them from falling into haram, which leads to the risk of spiritual punishments.
In the business world today, halal is not only inclusive to product ingredients, but also relates to the brand identity; halal can be recognised as a brand element, including the brands’ functional and material presentation. Therefore, it involves focusing on the form of contemporary marketing and branding that alternatively seeks to focus on the aspirational and intangible components of the brand (Keller, 1993; Freling and Forbes, 2005; Hayes, et al., 2006).
Eventually, what is considered halal is ruled by Sharia values, which therefore cannot be totally within materialist branding frameworks. In addition, a brand’s management and the processes concerned with the halal concept should consider understanding the views of all stakeholders if the brand is to reach its true potential.
[bookmark: _Toc425166154]2.3.4 The global market potential of Islamic and halal branding
In the UK, the value of the Muslim population’s spending power is £20.5 billion (Mintel Oxygen, 2002). In addition, the halal food market is worth £700 million in the UK and Tesco is seeking to bring £148 million of Malaysian products to the UK (The Grocer, 2007). However despite this noticeable presence, Abdullah (2008:5) declares that, “the orientalist stereotypes many Westerners consume about Islam, prevent them from understanding the complex ways these Muslims negotiate their religious, racial, and ethic identities”.
In the UK, the Islamic banking sector that offers products that comply with halal status has attracted British non-Muslims (Knight, 2006). Furthermore, Knight (2006) reported that in Malaysia “up to 25% of Islamic accounts are opened by non-Muslims”. According to Haron et al. (1994:38), in Malaysia:
“About 39 per cent of the Muslim respondents believe that religion is the only reason why people patronise the Islamic bank. Also, more than half of both respondent groups have indicated the possibility of establishing a relationship with the Islamic bank if they have a complete understanding about the operations of an Islamic bank.”
How friendly are global brands to the needs of an estimated 1.8 billion Muslim consumers? This question was raised by the new global Islamic branding consultancy firm Ogilvy Noor, part of Ogilvy & Mather, the leading advertising group with expertise in directing brands to appeal to Muslim consumers around the world. Ogilvy Noor aims to explore Muslims’ views of faith, family, society and much more.
To answer the question of brand friendliness, Ogilvy Noor published a first-of-its-kind study of Muslim consumer attitudes towards global brands, its “Brand Index”. This ranks 35 global brands across 5 categories: beverages, food and dairy, personal care, financial services and aviation industries. Around 2,500 Muslim consumers from Saudi Arabia, Egypt, Pakistan and Malaysia, countries with a mainly Muslim market, were asked to rank brands on a 100-point index grounded on their agreement with the statement, “This brand is completely halal or Shariah-compliant.”
Brands like Lipton, Nestle and Nescafe scored above 120, with Lipton earning the highest brand score of 131. Other global brands ranked in the top ten were Kraft, Pringles and 7-Up. The lowest scores on the index were largely given to the financial services and airlines surveyed, including Citibank, Singapore Airlines, Emirates and HSBC.
Ogilvy Noor broke the findings of this study down into three main outcomes or significant learning points for the brands.
The first outcome indicates that, contrary to popular misconception, Muslim consumers do not necessarily seek Islamic brands that originate in a Muslim country, as the highest-scoring brands were Lipton and Nestle. These brands demonstrated genuine empathy and a thorough understanding, which is shown in all aspects of the brand’s behaviour. Therefore, a good understanding is much more important than the brand’s place of origin for today’s Muslim consumers. The second outcome shows that the physical and everyday use of halal products is non-negotiable. According to the Noor Category Index, food brands were rated highest in this, followed closely by beverage and personal care brands. Finally, the third outcome indicates clearly that Islamic branding efforts must be holistic. Importantly, consumers want to feel that the brand genuinely understands and empathises with Islamic values in all aspects of its behaviour and operations around the world. 
In June 2010, Ogilvy Noor conducted a now-published study entitled “Brands, Islam and the New Muslim Consumer” that examined patterns of Muslim consumption. Although this study only focused on the American Muslim consumer, future studies will consider the UK, France, Germany and India.
The findings indicate that up to 98 per cent of respondents find American brands are not actively reaching Muslim consumers. The need for engagement is significant, with 89 per cent wishing that brands would promote the Muslim identity by marking events like religious festivals.
[image: ]
[bookmark: _Toc398978372][bookmark: _Toc425166887]Figure 2.33: Feeling Ignored, yet Wanting to Engage (Source: Ogilvy Noor, American Muslim consumer research, 2010)

The study also showed that faith has a significant effect on Muslim consumer purchase decisions around the world. Among Muslims whose faith plays a major role in their lives, almost 97 per cent of respondents agreed that their consumption behaviour is affected by their faith, with more than half emphasising that being a Muslim is a primary consideration in every purchase decision. 
[image: ]
[bookmark: _Toc398978373][bookmark: _Toc425166888]Figure 2.34: Faith is Central to Consumption (Source: Ogilvy Noor, American Muslim consumer research, 2010)

According to the State of the Global Islamic Economy 2013 report, the global expenditure of Muslim consumers on food and lifestyle was estimated to be US $1.62 trillion in 2012, and is predicted to reach US $2.47 trillion by 2018. Therefore, the report results clearly indicate the potential of the Muslim market in the halal food and lifestyle sectors. Furthermore, the study included interviews with 19 industry practitioners and influencers in major geographical markets, and identified the key drivers of both the global and Islamic economies.
[image: ][image: ]
[bookmark: _Toc398978374][bookmark: _Toc425166889]Figure 2.35: Global Market Drivers vs Islamic Market Drivers (State of the Global Islamic Economy 2013 report)

According to Figure 2.17, the four major Islamic market drivers shaping the growth of the Islamic economy are: demographic drivers (a 1.6 billion population with an average age of 24); Islamic values-driven consumption (87 per cent of Muslim consumers consider religion very important in their consumption); economic growth drivers (an Offer In Compromise (OIC) average of 6.3 per cent versus 5.3 per cent worldwide); and intra-OIC trade growth (at 17 per cent from 13 per cent in 2000). Furthermore, the report discussed the global Muslim values-to-consumption spectrum, as shown in Figure 2.18.
[image: ]
[bookmark: _Toc398978375][bookmark: _Toc425166890]Figure 2.36: The global Muslim values-to-consumption spectrum (Source: DinarStandard)
[bookmark: _Toc425166155]2.3.5 Art, culture and commercial applications
Design and art were for a long time two totally separate fields. However, such separation no longer exists, and design has come to be more comprehensive and powerful. Many designers have discovered that the use of art in their designs adds value to their work. Indeed, the anthropologist Lionel Tiger (1992) believes the higher profile of individual designers and their emotional agenda is evidence that they have become the artists of the postmodern age. Design, in his view, has joined with art in expressing popular ideals and aspirations. Meanwhile, Jasper Morrison, a British furniture designer, claims that “design contains its own art, a part of which is close to sculpture and another part which is not”. From a cultural perspective, design can be seen as a powerful tool to reflect the means of everyday life through cultural changes and time. “Design turns ideas about the world and social relations into the form of physical objects” (Attfield, 2007:120). Design is therefore required to express individuality, playfulness and symbolism between cultures around the world. The British designer Peter Saville was quoted as saying, “graphics is the communications platform for culture” (The Design Observer Group, 2003).
Furthermore, in the branding industry, using art and design is only one of the conceivable outcomes of designing. Brands, therefore, use art designs to propose different views of culture in the world. Nowadays, there are many examples of the branding industry believing that traditional and cultural images combined with peoples’ daily lives can create a powerful brand image. Tetsuyuki Hirano, president of designers Hirano and Associates, in an article for the Design Management Institute (2006), stated: “If loyalty is the objective, then developing products with a strong cultural profile may be one of the more comprehensive and powerful ways to maintain elegance.” Consequently, brands can propose a distinctive view of any culture, in an extensive way, using art and design in any sort of function or form, process or style, budget or brief. 
In recent years, there has been significant interest in embedding cultural symbols aesthetically in commercial products, with the aim to enhance the brand image and attract consumer attention. In fact, design and aesthetics are said to be major differentiating attributes in the choice and preference of consumer goods (Zolli, 2004). Similarly, the huge Islamic market potential has attracted the interest of various Western multinational brands, such as Nestle. For instance, they manufacture using halal processes and work with halal authorisation organisations to increase its market share in Islamic markets. In addition, many Western fast-food chains, such as McDonalds, KFC and Subway, are increasing their ranges to provide halal products.
For Coca-Cola, for example, the defining aspect of its engagement strategy has been packaging design (Forbes, 2013), and its sharp grasp of this creative area has made it a top-selling brand for over eight decades. “It is our ability to adapt, to participate in, and even lead in culture that will allow us to achieve our business goals,” claims Joe Tripodi, chief marketing and commercial officer of the Coca-Cola Company (Forbes, 2013). Over many years, the company has experimented and succeeded in creating a variety of packaging innovations around the world.
[image: ]
[bookmark: _Toc398978376][bookmark: _Toc425166891]Figure 2.37: Coca-Cola’s various visual identities

Another example is Divine Chocolate, the first ever Fairtrade chocolate bar aimed at the mass market, launched in the UK in 1998. To stand out on the shelves in the extensive UK chocolate market it needed something to help it communicate its values and make it easier to differentiate. Together with product quality and flavour excellence, the Divine bar wrapper was carefully designed to carry certain messages, consisting of several symbols that represent different meanings, reflect the chocolate’s “desirability” and give subtle hints of the brand’s Ghanaian roots. These decorations include the traditional West African symbols known as “Adinkra”, which are registered trade names and trademarks of Divine Chocolate Limited. Adinkra symbols can be found everywhere in Ghana – on clothes and walls, in pottery and logos – and reflect the country’s beautiful culture.
[image: divine][image: ]
[bookmark: _Toc398978377][bookmark: _Toc425166892]Figure 2.38: The Divine wrapper design contains the Adinkra symbols of Ghana

In Islamic countries, Muslims celebrate Ramadan each year, a period described as the month of forgiveness and tolerance. During Ramadan, Muslims fast from sunrise until sunset, fasting that represents one of the five most essential pillars of Islam. Prophet Mohammed (peace be upon him) asserted that there are people who do not have a fast but only have hunger and thirst. This suggests that some boundaries and rules should be followed in order to achieve the full reward from Allah. 
In the Islamic brand industry, many well-known brands have already adopted the concept of Ramadan by injecting Islamic values in their style, products, packaging or brand concept. It is interpreted through the use of common images and symbols that signify Ramadan, such as the crescent moon and mosques, interpretations represented by both international and local brands in the Muslim world and globally. For instance, recently during Ramadan in the UK, top-selling supermarkets like Tesco and Asda created a product range and dedicated large areas of their stores to selling all-Muslim products. In addition, many international coffee companies adopted the Ramadan concept and applied it on their packaging – providing a range of special Ramadan food – or on their websites. The images or illustrations used to imitate Islamic culture and Ramadan were based on art and cultural designs like Islamic art patterns and calligraphy, and accompanied by Ramadan crescent moon and mosque graphics.
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[bookmark: _Toc398978378][bookmark: _Toc425166893]Figure 2.39: Tesco website showing a special range of food for Ramadan and designed using Islamic art patterns
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[bookmark: _Toc398978379][bookmark: _Toc425166894]Figure 2.40: Asda offers for Ramadan surrounded by mosque and crescent moon imagery

According to PR Week USA, many companies try to communicate to Muslims during Ramadan (PR Week, 2003). In her article, Anita Chabria indicated that PR campaigns and product launches are gaining ground in aiming to reach ethnic audiences during the holy month of Ramadan. In addition, she added that Ikea’s Canadian outlets constructed a campaign around entertaining during Ramadan, promoting items such as trays for serving sweets. That campaign, however, was not carried over to the US. Marketing efforts around Ramadan also extend beyond corporations, as members of the House of Representatives hosted the first-ever “iftar”, or fast-breaking, on Capitol Hill recently. Some in the Muslim community expressed concern that the holiday could be exploited, but the attention was generally viewed as a sign of positive outreach. “This event will provide an excellent opportunity for elected officials and congressional staffers to learn more about the American Muslim community and the significance of Ramadan,” said Hasan Mansori, governmental relations coordinator for the Council on American-Islamic Relations. “It will also send a message of tolerance and respect for religious diversity.” (PR Week, 2003).
In conclusion, when art and cultural designs are employed correctly to enhance a product, it can be a powerful weapon to help global and successful brands stand out in the market. It can also have a direct positive effect in enhancing consumer brand experience. This research hypothesis proves that Islamic art can be used commercially and globally to communicate its unique values through brands. Furthermore, Islamic art is continuing to emerge and has become more recognisable, meaning that brands can benefit by using it to promote their values to the consumer. This type of art has proved successful in a contemporary context and in coexisting with the modern age; indeed it has proved its ability to coexist under any circumstances.
[bookmark: _Toc425166156]2.4 Relationship between design and branding
The understanding of design, brand meaning, value and the process of branding in research has been evolving over the last decades and has encouraged researchers to rethink the logic of brands and branding (Keller, 1993; Berry, 2000; Schouten et al., 2007). The traditional definition of brand was one focused on a name, a logo, a symbol, a design or a combination of these elements (Schmitt, 1999). The American Marketing Association (cited in Kotler and Armstrong, 2001:301) explained that the main purpose of a brand is to “identify the goods and services of one seller or group of sellers and to differentiate them from those of competitors”. Since the late 1990s, brand is perceived as a multidimensional construct that exists in a continuous process of communication between the activities of the brand and the interpretations and redefinitions of the consumers (de Chernatony and Riley, 1998). Branding is considered essential to provide a creative mixture of benefits that can satisfy not only consumers’ physical needs but also their emotional needs, and build a connection between the message and the product (Sartain, 2005). 
Design has become a key element for branding and is considered a direct source of differentiation, and not necessarily because it makes products and services aesthetically attractive to better compete for consumers’ attention (Berkowitz 1987; Page and Herr 2002), but more importantly because design could play the key factor for all brand elements that construct a successful customer experience.
Design is also vital in translating consumers’ needs into a brand and its touchpoints. “A brand is not your logo or ID system,” says Robert Brunner, founder of the design shop Ammunition and author of Do You Matter: How Great Design Will Make People Love Your Company. He adds: “It’s a gut feeling people have about you. When two or more people have the same feeling, you have a brand. You get that feeling via smart design, which creates the experiences people have with the brand. Everything you do creates the brand experience; ergo design IS your brand” (McNeilly, 2012). Thus, both design and branding are becoming increasingly inseparable (Holland and Lam, 2014). “Moreover, design is considered a crucial element to develop brands and help them succeed. Design moves things from an existing condition to a preferred one” (Graser, 2000:8). Many studies highlighted the importance of design in branding (Berkowitz 1987; Block 1995; Bruce and Whitehead 1988; Cooper and Kleinschmidt 1987; Kotler and Rath 1984; Luo et al. 2008; Nussbaum 1988; Zolli 2004) and according to Joe Doucet, founder of Joe Doucet Studio, “It’s all about integrating design and brand. We need to cease thinking of them as different disciplines. The essence of the Apple brand comes through its design. Take the logo off a BMW and you still know it's a BMW” (McNeilly, 2012). 
According to Steven et al. (2008), the value of graphic design, interaction design, industrial design and more is distributed in organisations through its speciality (e.g. graphic design, interaction design, industrial design). Good design can elevate the quality of life around us, for instance in schools, businesses, housing and urban settings (CABE, 2002). To that point, Lipton (The Independent, 2001) summarised the effect of design on the value of construction:
“Design represents a minute proportion of the lifetime cost of a building – less than 1 per cent – but done well it has a disproportionate impact on how well the building, and its surroundings, perform.”
Design implies both aesthetic and commercial value that are interpreted and communicated with the right audience (Bernstein, 1988: 204). Moreover, Bernstein (1988: 12-14) believes that many companies fail to understand that, “Design is an interface; and explains the link between the thing and the user, between the company and the customer.”
Every design conveys its own story, which can be told as text, image or symbol or concealed under ingenious layers of communication through style or meaningful branding. “The relationship between design and corporate identity lies in the role the designers take in creating the symbols and images with which groups are represented” (Press and Cooper, 2003:45). Moreover, combining both design and design management with the brand’s communication brings the abstract ideas of the brand into reality (Abbing, 2010).
Abbing (2010:43) states,
“’Design as process’, hereby becomes a strategic activity: to design something is to essentially execute strategy. This understanding of design process also establishes ‘design as a skill’ as strategic resource; design competency within a company is a valuable asset so it makes good sense to treat design strategically.”
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[bookmark: _Toc425166895]Figure 2.41: Brand design development model (Adapted from Montaña, Guzman and Moll, 2007)

The brand design development model in Figure 2.41 is provided as an example to illustrate that integrating design with marketing and branding processes is essential. According to the model, design functions as a system of practices or sub-processes during the innovation process of a brand or a business strategy. The design innovation strategy constitutes the four main activities shown in Figure 2.41 as: 1) concept generation, including the internal and external data and stimuli needed to develop a potential offering; 2) design strategy, which defines all activities needed to create the perfect potential offer; 3) resources is the design team’s efforts to collect all of the external and internal resources essential for the design process; and 4) implementation of the brand strategy. Montaña, Guzman and Moll (2007) stated: 
“There are good and bad designs, but a strong brand needs good design. The design strategy must be proactive in order to create a truly differentiated brand. Design management is the management of consistency and coherence; therefore, design strategy must include product and service design, communication design, and space design. This is what ultimately leads to the design of brand experiences.”
[bookmark: _Toc425166157]2.5 Designers and design tools in the design process
Designers are constantly challenged to find ways for consumers to communicate with each other; they must engage, be creative, provide insights and envision their ideas (Sanders and William, 2001; Kristensson, Gustafsson and Archer, 2004; MacDonald, Haepy, Maher and Williams, 2008). These individuals need both a full range of tools and appropriate guidance if they are to transform these into innovation (Kumar, 2012:2). Within product and service development (also referred to as engineering, manufacturing or research and development, depending on the nature of organisation), design can drive innovation through the design process itself, for instance via the adoption of new technologies, materials or manufacturing methods (Best, 2006:108). Design methods allow designers to explore the challenges presented by a particular brief or project in a loosely structured but engaging way. Design methods are also used to define what the design team needs to do, what processes they need to use and what the expected outcome(s) might be (Best, 2006:108).
[bookmark: _Toc425166158]2.5.1 The design process
The online Business Dictionary defines the design process as: “The activity of determining the workflow, equipment needs, and implementation requirements for a particular process. Process design typically uses a number of tools including flowcharting, process simulation software, and scale models.” According to Best (2006), design processes consist of several methods put together to fit with the nature of a design project. The design process has developed from problem-solving processes that are continually refined by the designer or design team by applying them to realistic projects (Best, 2006:112). The majority of the design processes reflect the steps the designer takes when trying to solve a problem, encourage a better understanding of the problem, conceptualise the problem, provide details for a design solution and evaluate or implement the solution (Best, 2006:112).
Design processes are not linear; there are many feedback loops built in to allow for the iterative nature of design and to accommodate the insights gained at each stage of the process. These approaches to problem solving can then be further adapted, formalised and customised to suit the needs of a particular project or client (Best, 2006:112).
According to the Design Council, the process of design is managed in different ways by different designers. However, a study it conducted in 2007 with 11 leading companies indicated significantly similar approaches in terms of the design process stages. 
The following table relates to the fundamentals of the design process and gives details of commonly used design processes and their associated stages.






[bookmark: _Toc398978292][bookmark: _Toc424113445]Table 2.1: Design process examples and their fundamental stages
	Design Process
	Stages

	The Double Diamond (Design Council, 2005)

[image: ]

	Discover: Initial idea or inspiration and identification of user needs 
Define: Interpretation of user needs and aligning them with business objectives
Develop: Design-led solution developed, iterated and tested
Deliver: Product or service is finalised and launched in market


	Fuzzy Front End (Sanders and Steppers, 2008) 
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	Design Criteria: Determine what is to be/should be designed
Ideas: Ideas for product, service, interface, etc.
Concept: These ideas are developed into concepts
Prototype: Resulting concepts transformed into prototypes
Product: Final product refined on the basis of feedback of future users

	Design Thinking, Hasso Plattner Institute of Design at Stanford (Plattner, Meinel and Weinberg 2009)
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	Understand: Develop background knowledge and address design challenges
Observe: People’s behaviour to develop a sense of empathy
Define: Define user + needs + insight 
Ideate: Brainstorming, creativity and fun stage
Prototype: Convey ideas by prototype sketch, model and cardboard shape
Test: Modification based on feedback

	Formway Design process, Formway Studios (Thomson, 2013)
[image: Formway design process]

	Discover: Understanding of market, user pulled together into philosophy to drive design
Design: Finding solutions, building prototypes, keeping user in mind
Deliver: Ensuring authenticity, getting the right solution to the market

	The Five Phases (Stillman, 2012)
[image: Design Gym Design Process]
	Examine: Dig into the problem, looking at history, context and objects, and involve users
Understand: Find patterns and establish open question on which to build
Ideate: Have lots of ideas
Experiment: Try and test and make things
Distil: Strip the solution to the essentials and tell the story



As we see, the majority of the design processes share major similarities, and previous comparisons indicate that most design processes follow more or less the same structure. The main stages of most design processes are first to understand the user, the problem, the market and the needs; second to generate ideas using the brainstorming technique of discussing all possibilities and ideas to create the concept; third to develop the solution, build the prototype and finalise the design; and finally to evaluate, test and modify prior to launching the product or solution. During the design process, designers adapt several design tools to assist them, and as there are a vast number of tools from which to choose, designers must carefully select their tools according to the challenge in hand. 
In this research, it is assumed that the first stage of the design process is the most crucial, as all of the subsequent stages are based on the agreed concept. In professional communities, there is growing respect for the brainstorming techniques used by product design firms such as the global design consultancy IDEO (Kelley and Littman, 2001), and for structured invention processes using patent databases, such as the Theory of Inventive Problem Solving (TRIZ) (Mann, 2002). As David Kelley (2009), founder of both the d.school and IDEO, succinctly states: “We [have] moved from thinking of ourselves as designers to thinking of ourselves as design thinkers. We have a methodology that enables us to come up with a solution that nobody has before.”
[bookmark: _Toc425166159]2.5.2 Design tools
In recent years, the introduction of many tools to help designers in the development of new products, services, plans and solutions has enhanced their ability to address higher levels of complexity and to communicate through their creativity. For instance, Alessi, one of the world’s leading manufacturers of designer kitchen and tableware, has developed sophisticated processes for developing new designs while drawing upon a worldwide network of talented designers and architects. Alessi marks the start of every project with an initial idea or inspiration, often sourced at the discovery phase. Another example is LEGO, where they use a tool called “The LEGO roadmap” to plan how each phase relates to the next. This tool helps to address key objectives, tasks and deliverables during the development stage. LEGO has also developed a wide range of tools to help its designers, development teams and the company overall to ensure design is at the heart of their development process. Their design process is always demonstrated on colourfully illustrated posters, where the development teams use a series of templates to assign tasks, record progress and show the results of each phase of the design process. Microsoft also uses a unique method called the “user experience design process”, which consists of four phases: understand, ideate, test and communicate. During their design process, Microsoft uses an extensive number of tools to assist designers in providing better solutions and practice.
Although the current generation of tools has already changed the way many people work, further improvements are expected, especially in exploratory research. Scientific, information, and data-visualisation software continue to be subjects of intense development, so broader dissemination of these tools is possible. Visual brainstorming tools, such as concept-mapping software, are popular, and there is a growing family of visual presentation tools that push beyond slide presentation software and enable users to deliver compelling, and even animated, presentations of results. 
General-purpose creativity tools are widely sold to support brainstorming in group discussion, idea formation based on thesauri and knowledge elicitation with concept maps. However, these products are often promoted merely based on testimonials, with little scientific study behind them. Because the next generation of these tools is likely to have an even greater impact as the number of users grows from a few million to a few billion, rigorous evaluation is important in understanding their benefits and limitations.
The research findings reported in Sternberg’s (1999) Handbook of Creativity, especially the chapter by Mayer, portray a broad field of research with multiple dimensions. This implies that there is a huge opening for research projects focusing on individuals, groups, products or processes. However, one dilemma in conducting such research is that creativity may involve domain-specific characteristics despite there also being domain-independent phenomena. Some skills associated with being creative apply across a variety of domains, but extensive domain knowledge and abilities are sometimes needed, much as the physical skills required in sculpting are different from those required in the composition of music. Among the many remaining challenges is that creativity can vary quantitatively and qualitatively. For example, individuals may have varying amounts of creativity (e.g. as measured by psychometric tests), and even different types of creativity (Gardner, 1993).
To sum up, designers most commonly seek inspiration in all stages of the design process in an effort to deliver better and more effective solutions and ideas, and to remain continuously in line with evolving public needs. The following table illustrates several different examples of the design tools produced to assist designers, design teams and users in the design process.

[bookmark: _Toc398978293][bookmark: _Toc424113446]Table 2.2: Design tools examples, their method and description
	Tool 
	Method
	Description

	
LEGO Serious Play
[image: http://www.servicedesigntools.org/sites/default/files/imagecache/images/res_images/1413224950_b6db61ced2_o_1.jpg]

	An original experiential process designed to enhance the generation of innovative solutions
	The process is based on the use of common LEGO to envision and share thoughts within a team while discussing the context and the system in which the new offering has to be positioned;
This kind of hands-on, minds-on learning produces a deeper, more meaningful understanding of the world and its possibilities; moreover, LEGO Serious Play deepens the reflection process and supports an effective dialogue

	
Affinity diagram
[image: http://www.six-sigma-material.com/images/AffinityDiagram.GIF]
	A creative process used for gathering and organising large amounts of data, ideas and insights by evidencing their natural correlations
	It starts with a statement of the problem or the goal;
During the first session, each participant should think of ideas and write them on small pieces of paper (cards or stickers). Those cards would then become the physical instrument when working on their contents, finding the correlations and identifying the significant groups of sense;
The result is a sort of verbal and visual representation describing the first exploration of design solutions

	The mind map
[image: http://4.bp.blogspot.com/-3NeXAXwAYsU/TjbDvGRBUWI/AAAAAAAAAFM/55XmFZGJx8M/s1600/buzan-mindmap.png]
	A tool for the visual elicitation of our thoughts and their connections

	The visualisation begins by putting a problem or an idea in the centre of the representation; Then signs, lines, words and drawings are used to build a system of thoughts around the starting point;
The hand and the mind work simultaneously

	Tool 
	Method
	Description

	IDEO cards
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	Creativity inspiration
	A collection of 51 cards representing diverse ways that design teams can understand the people they are designing for; They are used to establish a number of different methods accessible to all members of a design team to explain how and when the methods are best used, and to demonstrate how they have been applied to real design projects (IDEO, 2002)

	PLEX cards by Korhonen et al. 
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	Playfulness
	Not limited to explaining experiences obtained from ludus-type activities, but it sets out to cover the entire play continuum between paidia and ludus (Lucero and Arrasvuori, 2010)




[bookmark: _Toc425166160]2.6 Gaps in the knowledge 
The Muslim market is considered a significant market segment that has not been fully tapped. Although Western brands and markets have fully addressed their own consumers and their needs, the Islamic market, despite the huge market potential, has not been properly addressed (Temporal, 2011:xiv). Muslims account for a quarter of the world’s population, and yet within this enormous global segment there are many different forms of consumer behaviour and needs that have not been researched properly (Temporal, 2011:xv). However, for a brand to achieve success, it needs to generate popularity and acceptance among Muslim consumers, which, although not impossible, is not an easy task (Abdullah, 2008). 
Historically, Islamic art has been studied extensively in relation to the religion of Islam and its history. It has been observed, however, that research on the commercial applications of Islamic art is lacking. Hence, the full potential of Islamic art in branding remains unexplored. Due to the absence of any specific guidelines or framework, Islamic art appears to be applied to brands according to the designer’s own intuition. As a result, there is a strong chance of a failure to capture the real values of such extensive and magnificent art. Hence, this research investigated how Islamic art and cultural visual interpretations are misinterpreted and/or misused in commercial brands. To achieve this goal, the researcher investigated various subjects (namely Islamic art history, principles, literature, existing brand models and customer needs) to identify key challenges.
Muslims share a set of Islamic values, but according to Miles Young (2010), global CEO for Ogilvy & Mather, they cannot be amalgamated into one “target market”. For instance, Muslim consumer behaviour in the Middle East, India and Southeast Asia differs from that of Muslims in the West. One question that needs to be asked, however, is how to address the needs and cultural values of all Muslims without any misinterpretation or misuse. 
Both Western and Eastern markets are challenged when attempting to accurately address Islamic cultural values and Muslims’ needs. A possible explanation for this might be that although the Western brands have the expertise in marketing and branding, they lack cultural awareness and local knowledge. The Eastern market, on the contrary, despite possessing local and cultural knowledge, lacks the marketing and branding skills to utilise it properly. Due to this, the majority of the Islamic market relies heavily on global marketing and branding agencies, which could increase the chances of misinterpretation and applying art solely in accordance with the designers’ intuition.
According to the Ogilvy Noor Islamic branding report (2010), a study that focused on the Muslim consumer in the USA, the most common denominator when it comes to branding is the feeling that there is a lack of understanding of Muslims values. The study indicates that almost 90 per cent of respondents think that brands and businesses today do not thoroughly understand Muslim values. This provides the starting point always recommended at Ogilvy Noor for successful Islamic branding, i.e. the need for brands to be proactive in achieving a better understanding of Muslim values by considering the participation of Muslim consumers and investing in educating both designers and stakeholders.
Another of the related significant findings to emerge from that study is that brands lack a general understanding of both Muslim cultural values and how to address them. Nearly 89 per cent of respondents clearly state that they hope American brands can learn to positively communicate with Muslim consumers (for instance, by celebrating and interpreting Muslim cultural and religious events). In fact, 80 per cent of Muslims prefer to purchase brands that reach out to them. “With almost seven million Muslims living in the US who have a combined approximate spending power of over US $170 billion, the potentially missed opportunity for American brands is undeniably enormous,” claims Nazia Hussain (2010), director of cultural strategy at Ogilvy & Mather and head of strategy at Ogilvy Noor.
In addition to addressing the lack of knowledge of how to promote Muslims’ cultural meanings and values, Ogilvy Noor provides recommendations that brands should consider when seeking to appeal to the Muslim market. These are: 1) to create greater understanding of and respect for Muslim values, which include peacefulness, humility, community and transparency; this really is the starting point for connecting with these consumers; 2) to cater for Muslim needs through tailored provision, which involves a detailed consideration of halal, not only in practice but also in philosophy; 3) social inclusion and community support; and 4) unwavering public support of Muslims.
[bookmark: _Toc425166161]2.7 The findings of the literature review
The findings are divided as follows
1. The use of Islamic art is limited due to a general lack of understanding of Muslim cultural values and of how to address these aspects. Islamic art values are not explained well to non-Muslims and this could mean misconceptions or misleading interpretations during branding
2. There is the potential for embedding cultural symbols aesthetically in commercial products and brands (touchpoints). This could have a major impact on brand image and help to make the customer experience more memorable and desirable
3. Designers seek inspiration at all stages of the design process, and there is an unarticulated fine line between what designers should and should not do
2.7.1 Issues and assumptions to be explored in this research:
a) It appears that the lack of understanding and awareness of Islamic art’s hidden meanings could result in improper applications which lose its essence and traditional value
b) Islamic art seems to be applied by artists or designers based on their own intuition, without a full awareness and thorough understanding of its fundamental values, which is considered misleading to the main spiritual concept of the art
c) It is assumed that to understand Islamic art thoroughly, including its hidden meanings and philosophy, an extensive range of resources must be read, including the Quran, hadiths, books, journals, papers and articles, with resources published in various languages. Thus, this is considered a highly complex and difficult process for designers 

Table 5.3: Challenges and design direction in using Islamic art and cultural expression in brands
	Challenges
	Design direction

	The use of Islamic art symbols and cultural references in commercial products
	The biggest challenge is looking at what suitable Islamic art elements and culturally referenced graphics are to be applied in commercial products to add spiritual value to the brand. It is important to understand the cultural impacts and people’s perceptions of Islamic art symbols and graphics. Graphics should be adapted to match the brand value to deliver the Islamic cultural value, and it should be enriched through the use of Islamic art. Graphics should be developed from the user’s perspective

	The colour combinations used in commercial products, including patterns and textures 
	Colour plays a crucial role in differentiation; according to studies it can enhance brand recognition by up to 80 per cent and can affect people’s moods and attitudes. Studies have shown that every colour has emotional implications, and many businesses use colour to influence people’s buying behaviour. Moreover, different cultures react to colours in different ways, which may require colour testing in the market. To have an appreciable impact, colours must be chosen in reference to culture and marketplace





	The use of Arabic calligraphy in commercial branding
	Arabic calligraphy is the considered one of the most recognised elements of Islamic art, and is highly appreciated in Islamic culture as it is the language of the Quran. Many types of Arabic calligraphy exist, and each developed in a different period of history. Using calligraphy can significantly enhance value and recognition 



[bookmark: _Toc425166162]2.9 Conclusion
This chapter has involved a thorough investigation of the meaning and value of brand communication, and comprehensive research on the definition and philosophy of Islamic art and on various tools used in the design process. Finally, gaps in knowledge were addressed. 
The literature review reveals that brand communication has become increasingly important, and that authenticity and cultural values are the keys to attracting consumers in the 21st century. Islamic art has potential, but a good understanding of it is required because every art element, such as shape, colour, calligraphy, pattern and a combination of these elements, has meaning. This research reveals that there is no comprehensive and accessible way for designers to gain such understanding of Islamic art. The research also shows that this kind of resource is most needed at the front end of the design/product development process, and highlights the need for simplistic guidance to help designers apply Islamic art appropriately. As a result, the study aims to answer the following questions through primary research:
· How Islamic art is currently applied in commercial brands?
· How do designers apply art in brands, especially Islamic art?
· To what extent do consumers recognise the use of art in commercial brands, and how does it affect their experience?
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Chapter 3 METHODOLOGY
In this chapter, all the primary research methods employed to collect and analyse data in this research are discussed. The tools used to formulate and validate a conceptual model will be explained in detail in Chapters 6 and 7. The primary research aims to answer objectives 3–6 (see Table 3.4). The process employed to select the appropriate primary research methods were comprised of four steps. First, objectives 3–6 were analysed. Second, their key issues were defined (see Table 3.4). Third, a primary research method was selected for every key issue according to the specialities. Finally, all research was planned and executed. Achievement of the research goals was divided into three main stages. The first stage was to focus on conducting secondary research. Based on the literature analysis, the second stage was to conduct primary research, such as a survey, interviews and case studies. In third stage, the findings were analysed and integrated to form the guideline tool. The guidelines prototype was proposed after conducting a two-stage experiment. Usefulness, comprehensiveness, appropriateness, clarity and usefulness for a branding purpose were areas measured by two focus groups, each consisting of six participants with different backgrounds, including graphic designers, artists, brand/design managers and marketing directors/marketing staff.
[bookmark: _Toc425166164]3.1 Research approaches
Research methodology is defined as a systematic way of solving a research problem that includes various data collection and analytical methods (Collins and Hussy, 2009; Rajasekar, Philominathan and Chinnathambi, 2013). Research can be carried out in various ways, consist of many approaches and be classified based on various strategies. Two types of research methodology are classified, depending on the output data, as quantitative and qualitative (Tashakkori and Teddlie, 1998; Bryman and Teevan, 2005; Creswell, 2009). Choosing a suitable approach is considered crucial when conducting research as it will affect the validity and reliability of the research outcome (Creswell, 2007).
[bookmark: _Toc425166165]3.1.1 Quantitative research
As the name suggests, quantitative research is associated with the quantity of data used to quantify something like ‘how many?’, ‘how long?’ and ‘the degree to which’ (MacDonald and Headlam, 2009:8). According to Creswell (2003), a quantitative approach relates typically to a positivist perspective in developing knowledge for social research. It involves a deductive approach in terms of its association with theory and research, which addresses quantification in the data collection and analysis (Bryman, 2001).
[bookmark: _Toc425166166]3.1.2 Qualitative research
Qualitative research is mainly concerned with the quality of information, and users aim to gain a more in-depth understanding of underlying reasons (MacDonald and Headlam, 2009:8). According to Creswell (2003), “qualitative research is exploratory and is useful when [the] researcher does not know the important variables to examine”. Another explanation of the term qualitative is provided by Van Maaneen (1979: 520), namely “an array of interpretive techniques which seek to describe, decode, translate, and otherwise come to terms with meaning, not the frequency, of certain more or less naturally occurring phenomena in the social world”.
Table 3.3 below provides a comparison of quantitative and qualitative methods to demonstrate the differences between both approaches in terms of the aim, purpose, tools, data collection, objectivity and subjectivity, research role and the analysis type. The aim of this comparison was to assist the researcher in choosing the most suitable approach for this research.
[bookmark: _Toc398978294][bookmark: _Toc424113447]Table 3.3: Comparison of quantitative and qualitative research approaches (MacDonald and Headlam, 2009:9)
	
	Quantitative
	Qualitative

	Aim
	The aim is to count things in an attempt to explain what is observed
	The aim is to complete a detailed description of what is observed

	Purpose
	Generalisability, prediction, causal explanation
	Contextualisation, interpretation, understanding perspective

	Tools
	Research user tools, such as surveys, to collect numerical data
	Research is the data-gathering instrument

	Data collection
	Usually a large number of cases representing the population of interest, randomly selected respondents
	Usually a small number of non-representative cases, with respondents selected based on their experience

	Objective/subjective
	Objective: seeks precise measurement and analysis
	Subjective: individuals’ interpretation of events is important

	Research role
	Research tends to remain objective and separated from the subject matter
	Research tends to become subjectively immersed in the subject matter

	Analysis
	Statistical
	Interpretive



[bookmark: _Toc425166167]3.1.3 Mixed-methods research
This research approach involves a researcher combining research tools from both quantitative and qualitative approaches in answering a research question (Collins, 2010). A possible explanation for choosing such a combination involves the limitations associated with each of the quantitative and qualitative approach tools. Thus, to overcome these limitations and difficulties, mixed methods are used to enable the researcher to analyse and collect data from various perspectives. According to the reasons provided by Johnson, Onwugbuzie and Turner (2007), the use of mixed research methods provides a deeper understanding and builds a fuller picture of an investigated issue or subject. In addition, the mixed-methods approach is used to produce more validating and comprehensive research findings.
[bookmark: _Toc425166168]3.1.4 Inductive, deductive and abductive
In addition to the previously discussed research approaches, other common classifications  are inductive, deductive and abductive approaches. Inductive research functions when dealing with small facts and interpretation up to creating theories and hypothesis from small to big. Deductive, on the other hand, works on an overall theory or assumption related to a specific case from big to small, which is the opposite of the inductive approach. The inductive approach is referred to by Case (2008:179) as examining “particular instances and reasons towards generalisation”, and he suggests that most qualitative research methods are inductive. Furthermore, the deductive is explained by Case (2008:179) as “applying a theory to a particular case in an attempt to test the theory”, which is mostly associated with quantitative research methods (Bryman and Teevan, 2005). The abductive approach, taken from the word abduction, is defined as a logical way of considering inference or “best guess” leaps (Kolko, 2010). Different from deductive and inductive, abductive logic allows the development of new knowledge and insights; it works as interpretation or intuition and is directly assisted by personal experience. The abduction can be motivated by any design or cultural pattern that acts as an argument from best explanation (Kolko, 2010). According to Peirce (1988), “the abductive suggestion comes to us like a flash; it is an act of insight. It is true that the different elements of the hypothesis were in our minds before, but it is the idea of putting together what we had never before deemed of putting together which flashes the new suggestion before out contemplation”.
[bookmark: _Toc425166169]3.1.5 Reliability, validity and triangulation
In this section, reliability and validity are defined from both research perspectives, quantitative and qualitative, before the use of triangulation in the two research paradigms is discussed. 
The reliability of quantitative research is defined by Joppe (2000:1) as:
“The extent to which results are consistent over time and an accurate representation of the total population under study is referred to as reliability and if the results of a study can be reproduced under a similar methodology, then the research instrument is considered reliable.”
Meanwhile, this is Joppe’s (2000:1) explanation of validity in quantitative research:
 “Validity determines whether the research truly measures that which it was intended to measure or how truthful the research results are. Researchers generally determine validity by asking a series of questions, and will often look for the answers in the research of others."
Thus, the reliability in quantitative research analysis should focus on whether the results are replicable, where the validity focuses on the measurements’ accuracy, and whether they really measure what the researcher intended to measure. In the qualitative paradigm, reliability and validity are viewed differently. However, both are considered essential factors in qualitative research, and should be considered in the design of the study, analysing results and especially in judging the quality of the study (Patton, 2001).
However, for Stenbacka (2001:552), “the concept of reliability is even misleading in qualitative research. If a qualitative study is discussed with reliability as a criterion, the consequence is rather that the study is no good”. Furthermore, she argues that as reliability relates to measurements, it is not relevant to qualitative research.
The concept of validity is not a single, fixed or universal concept, but “rather a contingent construct, inescapably grounded in the processes and intentions of particular research methodologies and projects” (Winter, 2000:1). Many researchers have developed their own concepts of validity and have often generated or adopted what they consider more appropriate terms, such as quality, rigor and trustworthiness (Davies and Dodd, 2002; Lincoln and Guba, 1985; Mishler, 2000; Seale, 1999; Stenbacka, 2001).
Triangulation is typically a strategy (test) to improve the validity and reliability of research or the evaluation of findings. The definition was elaborated by Mathison (1988:13), who said that triangulation has raised an important methodological issue in naturalistic and qualitative approaches to evaluation to control the bias and in forming valid propositions, because traditional scientific techniques are incompatible with this alternate epistemology. Patton (2001:247) advocates the use of triangulation by stating that “triangulation strengthens a study by combining methods which means that using several kinds of methods or data, including using both quantitative and qualitative approaches”.
[bookmark: _Toc425166170]3.1.6 Adopted research methodology
Based on the review of various research approaches in the previous sections, it was decided this research was to be primarily abductive and employ the mixed-methods approach argued by Creswell (2009) to provide the best information when conducting research. Each research method has some advantages and disadvantages in terms of its accuracy, reliability and validity, and the limitations of each method used in this research will be discussed later in this chapter. However, according to Goodman et al. (2006), a convergent approach enables the researcher to ensure findings’ accuracy, and thus creates a good balance between the advantages and disadvantages of various research methods and provides various views at different levels of objectivity to prevent favouring one interpretation.
In this research, the combined research methods selection was based on the research objectives addressed in Chapter 1 and outlined in the table and section that follows. First, the table below shows research objectives 1 to 9 and the areas investigated, integrated or tested. The research method types were selected for each research stage to fulfil the targeted objective. The table is followed by a detailed explanation of each research stage and the research method used and why.
[bookmark: _Toc398978295][bookmark: _Toc424113448]Table 3.4: Research methods used in this research
	Objective
	Needs
	Method 
	Method

	(1) To explore the commercial application of Islamic art
	To identify brand visual communications and brand identity, and the benefits of Islamic cultural influences for the brand communications
	Literature analysis and synthesis


	Literature review
(various resources: books, journals, papers, reports, websites, etc.)

	(2) To discover the underlying values of Islamic art 
	To study and identify Islamic art history, principles, philosophy and hidden meanings
	Literature analysis and synthesis
	Literature review
(various resources: books, journals, papers, reports, websites, etc.)

	(3) To evaluate the existing  commercial application of Islamic art
	To identify and evaluate the appropriateness of Islamic art styles used currently in non-Islamic and Islamic commercial brands and products
	Qualitative

	Case studies/Focus groups (investigating current commercial applications to find strengths and weaknesses)

	(4) To identify user perceptions of the Islamic patterns and cultural symbols
	To identify the positives and negatives of various applications and the effect on consumer perceptions
	Qualitative and quantitative 
	Online survey 
(open questions for comments and multiple-answer questions)

	(5) To investigate how Islamic art is applied to commercial products 
	To identify existing theories and methods designers use to apply Islamic art commercially
	Qualitative 
	Semi-structured interviews (interviewing representatives of all disciplines involved in design development to find out current procedures, problems, challenges, visions, etc.)

	(6) To identify challenges of applying Islamic art in branding 
	To address what are considered the problems, benefits and challenges in the process of applying Islamic art in brands
	
	

	(7) To identify appropriate strategic solutions
	To discover how to guide designers to use Islamic art appropriately in branding
	Literature analysis and synthesis
Soft System Methodology
	Literature review
(various resources: books, journals, papers, reports, websites, etc.)

	(8) To utilise all information together to formulate a new guideline tool
	To use requirements and review existing design tools to decide on a suitable format for creating the new guideline tool
	Data Integration
	Review current and suitable tool to incorporate designers need

	(9) To check whether the new proposed guideline tool works as intended
	To evaluate the impact of the tool by participants in five areas (usefulness, comprehensiveness, appropriateness, clarity and usefulness specifically for branding), and whether it can encourage appropriate ideas and concepts
	Qualitative and quantitative 
	Focus groups 
(two focus groups, a ranking questionnaire and open questions for comments)



Objective 1 research method
Objective 1 involved gaining a better understanding of the benefits of the commercial application of Islamic art, and two aspects needed to be explored: 1) brand visual communications and identity and 2) the benefits of using Islamic art in a commercial context. Therefore, to define the fundamental theories of brand visual communications and identity, literature from various relevant books, journals and other resources related to brand identity, communications and experience were explored. In addition, literature relating to current commercial applications of Islamic art was also explored in several books and quality journals. 
Objective 2 research method
The aim of objective 2 was to create a better understanding of the values of Islamic art. Therefore, an extensive amount of literature was explored on Islamic art definitions, history, dynasties, philosophy and style development in multilingual books and journals. Another literature resource for examining Islamic philosophy was the holy Quran. 


Objective 3 research method
Objective 3 aimed to evaluate current applications of Islamic art in commercial brands. Therefore, it was decided to conduct case studies of top international and Middle Eastern brands that use Islamic art and cultural references, such as Coca-Cola, Starbucks, Burger King, Saudi Arabian Airlines and Lipton. This method was used to: 1) analyse the current applications of Islamic art and cultural influence; 2) compare traditional and modern applications; 3) identify strengths and weaknesses of the existing applications; and 4) evaluate each brand’s execution of such Islamic art use. In addition, focus groups were conducted with 10 Muslim consumers to objectively evaluate the designs of the current applications of Islamic art in commercial brands. The criteria used to select participants are presented in section 3.2.1.
Objective 4 research method
The aim of objective 4 was to explore Muslim and non-Muslim user perceptions of Islamic art currently used in in visual elements of product offerings, and understanding consumers’ perceptions required both a quantitative and qualitative approach. The selected method was a questionnaire with a mix of open questions for comments and multiple-answer questions. 
Objectives 5 and 6 research method
Objectives 5 and 6 involved studying how designers apply Islamic art and cultural influences commercially in practice. According to Creswell (2003), the selection of a qualitative approach is particularly suitable if the subject has not been investigated sufficiently before and thus requires deep exploration. One of the qualitative methods considered useful in terms of exploring a group’s opinion about a specific topic is the qualitative interview. The criteria used to select participants can be found in section 3.4. In addition, it gives the interviewees the opportunity to emphasise their views, and to certify that all key topics are covered (Bell, 2000; Flick, 2002). As designers’ application of Islamic art in a commercial context has not been fully explored, the interview method was considered suitable. Three key aspects were to be explored: 1) identify key issues designers face when using Islamic art and culture; 2) identify existing theories and methods used in the application; and 3) the potential of using Islamic art and cultural references in brands and products. 
Objective 7 research method
After all previous objectives were identified; the aim of objective 7 was to identify key considerations when applying Islamic art in commercial products and brands. Each research method outcome was analysed and formed into a key issue. A thematic analysis technique was employed to establish themes from the findings of semi-structured interviews. The themes were discussed in conjunction with integration with the literature, case studies and questionnaire analysis to generate the key requirements that need to be considered in applying Islamic art in commercial brands and products. The criteria used to analyse the outcome of interviews are discussed in section 5.4.
Objective 8 research method
The aim of objective 8 was to gather all information together to formulate the new guideline cards tool. Regarding the key requirements and research outcomes, a literature review of various design tools was conducted to establish a suitable format and design to fulfil the requirements and assist designers in effectively applying Islamic art and cultural references in commercial brands. The proposals for the new guideline cards tool are discussed in Chapter 6.
Objective 9 research method
Objective 9 aimed to evaluate whether the proposed guideline cards tool was valid for use by design teams within the design process. A focus group approach concentrated on the true benefits and weaknesses of the proposed tool. According to Morgan (1998b), focus groups provide an insight into poorly understood topics, and the method is discussed in detail in Chapter 7. The criteria used for choosing focus group members is the same criteria presented in section 8.3.1 to choose experts for interviews.
[bookmark: _Toc425166171]3.2 Case studies
A case study is known as “an umbrella term for a family of research methods having in common the decision to focus on inquiry around an instance” (Adelman et al., 1977 in Bell, 2005:10). Yin (1994) states that “the case study as a research strategy comprises an all-encompassing method with the logic of design incorporating specific approaches to data collection and data analysis”. Moreover, the case study researcher aims to identify such features, and demonstrate how they affect the implementation of systems and influence the way an organisation functions (Bell, 2005). The weakness of a case study, however, is that it can generate results that are too general. It is arguable that this has been minimised because this study involved analysis of case studies based on the literature review of successful and unsuccessful Islamic art applications in brands. First, brands that target Muslim consumers around the world, and in Islamic countries during Ramadan, such as Coca-Cola, Starbucks, The Body Shop and the airline Emirates; second, Middle Eastern and Arabic brands, such as Saudi Arabian Airlines, Nawal Al-Maimani, Andalusiah and Tamani Hotels and Resorts. 
Aims: The research method focused on existing successful/unsuccessful applications of Islamic art or/and Islamic cultural influence in brands and products to identify:
1. Positives and negatives of commercial brands adopting Islamic art and cultural influences 
2. Execution and evaluation of applying Islamic art and cultural influences in each example 
3. The need for clear guidance to ensure better designs
[bookmark: _Toc425166172]3.2.1 Focus group plan
Aim
The main purpose of the focus groups was to find selected Muslim consumers’ perceptions of the current applications of Islamic art in commercial brands in three areas:
1.	Appropriateness – Do Muslim consumers consider the examples of Islamic art use to be appropriate? Do they show a high level of respect for Islamic philosophy and preserve the spiritual value?
2.	Recognisability – To what degree do Muslim consumers find the examples of Islamic art applications recognisable? Do they capture distinctive characteristics of Islamic art?
3.	Authenticity – Do Muslim consumers find the examples of Islamic art applications authentic or superficially applied without sufficient understanding of Islamic art?
The focus groups were designed to obtain objective evaluation of the 12 chosen case studies. The findings offered an insight into the effectiveness of the current applications of Islamic art in commercial brands. The results also provided suggestions on how applications of Islamic art in commercial brands could be improved.
Materials: This researcher invited 10 Muslim consumers to evaluate the current applications of Islamic art in commercial brands. Twelve case studies were used. Firstly, the appropriateness, recognisability and authenticity were assessed from the Muslim consumers’ perspectives through the process of perceptual mapping. Secondly, the results of the perceptual mapping exercise were discussed with the Muslim consumers to gain a thorough understanding of their opinions and emotional needs. Since Muslim consumers are the main target of these applications, it was essential to include their opinions in the evaluation of the case studies. The participants were selected according to being a Muslim and their interest in Islamic art. The age range of the participants (both female and male) was 25 to 60 years old. The researcher invited participants who have good background knowledge and practical experience of design, branding and Islamic art to enhance the outcome of the study. The focus group results and analysis are discussed in Chapter 4.
Procedure: Two focus groups were organised so that the findings could be compared. They followed the same procedure which contained the three main tasks.
Task 1: Perceptual Mapping Scale
All participants were asked to evaluate the appropriateness, recognisability and authenticity of existing Islamic art applications in commercial brands by positioning 12 examples in the perceptual map scale shown below (Figure 3.42). The researcher provided three large charts mounted on foam boards and 12 printed images on cards. Participants were asked to place these images on the scale (see Figure 3.42).
[image: ]
[bookmark: _Toc425166896]Figure 3.42: An example of the perceptual mapping scale used during the focus group 

Task 2: Discussion
Both groups were asked to discuss the outcomes the first task and their rationale. They were also asked to discuss how different Islamic art elements (e.g. colours, patterns, shapes and symbols) give the impression of authenticity and make the applications easy to recognise. 



Task 3: Suggestions
Both groups were asked to provide suggestions about how to improve the applications of Islamic art in commercial brands to match their emotional needs. This task was designed to gain more input on how to make the applications more appealing to Muslim consumers.
In summary, the case study proves that the researcher has a general case for analysing the data, whether a case is based on theoretical propositions or a basic descriptive framework (Yin, 1994). Thus, in this study, cases were analysed using one followed structure to clarify the outcomes of each. Therefore, the validity of this study can be established through the case studies presented in Chapter 4.

[bookmark: _Toc425166173]3.3 Questionnaire
The questionnaire was employed to explore consumer perceptions and recognition of current applications of Islamic art, and because the research required sufficient quantitative data in terms of consumer needs to verify whether the new strategies and design approaches were appropriate. 
Aims: The structured questionnaire was designed to:
1. Gain a thorough understanding of customers’ perceptions of current applications of Islamic art in commercial brands and products
2. Identify the recognition level of the Islamic patterns and images used in brands
3. Identify the advantages/disadvantages of these applications
Sampling: The questionnaire involved a combination of online and offline methods to ensure a good mixture of participants from different age groups. Since the participants in the questionnaire were self-selected and a snowballing technique was used to recruit participants, the survey attracted one age group more than others (see Table 3.3). It comprised multiple choice and rating questions, and those designed to gather general information about the participants. The total number of participants, including offline and online users from Saudi Arabia (98) and other countries (67), was 165. The questionnaire key objectives were divided as follows: 
· Consumers’ perceptions of Islamic-influenced images in brands and products
· Consumers’ opinions on applying art and cultural symbols in brands
· The effect of the Islamic art and cultural influences in brands on consumer brand communication
· Consumers’ needs from Islamic art and cultural symbols applications in brands and products 
[bookmark: _Toc398978296]Table 3.3: Age of questionnaire respondents
	Age group
	16–25
	26–35
	34–45
	46–55
	56–65
	Total

	Number of respondents
	29
	75
	38
	18
	5
	165

	Percentage
	17.58%
	45.45%
	23.03%
	10.91%
	3.03%
	100%



Material: The survey questions were divided into the following groups:
1. Consumer perception: Three leading brands, Coca-Cola, Puma and Starbucks, which apply Islamic art, were chosen to measure consumer recognition of which culture these designs were interpreting. The aim was to evaluate the strength of the graphics and cultural influences applied to products, and whether both Muslims and non-Muslims have the ability to associate them with the correct culture
2. Personal opinion of Islamic art and cultural applications in brands and products: This set of questions was designed to identify how favourable or unfavourable the Islamic art and cultural influences applications were received in the provided examples, and respondents’ opinion generally on this sort of application
3. Added value to customer brand communication: This section contained questions designed to uncover whether or not consumers find that brands using the cultural influences and symbols create better brand relationships and communication, and why
4. Essential elements in the Islamic graphics applied to brands and products: The question asked the respondents to rate, and suggest the needs they have of, Islamic art and cultural symbol application in brands. In other words, they were asked to express the most effective elements of the design in terms of them having a positive effect on their perception
5. User profile: This set of questions collected the participants’ demographic information (e.g. gender, age group, nationality and occupation)
The questionnaire’s quantitative and qualitative results were integrated and analysed analytically, and conclusions drawn about consumer perceptions, personal opinions, gained value, requirements and personal profile.

[bookmark: _Toc425166174]3.4 Interviews
The interview research methods can be classified into four types: structured interviews, unstructured interviews, semi-structured interviews and informal interviews (Bernard, 1995). 
Aim: For the purpose of this research, semi-structured interviews were conducted with experts to gain an in-depth understanding of:
1. Practical methods and strategies used by designers to generate new ideas, concepts and applications of Islamic art and cultural influences in brands and products
2. Benefits of applying Islamic images and patterns in brands and products
3. Difficulties and challenges when dealing with Islamic art and culture application in brands and products
4. Clear guidance needed for future applications of Islamic art and cultural influences in brands and products 
5. Personal opinions about the future of Islamic art applications in brands and products
The interviewees included experts from various fields, such as brand/design managers, brand owners, artists, marketing directors and graphic designers. The aim was to combine their experiences with theoretical analysis to create a tool suitable for wide and easy use in the brand industry and in further research. 
After conducting eight original interviews, additional five interviews were conducted in order to broaden experts’ opinions from wider perspectives. For instance, the first eight experts’ opinions were mainly based on their practical experience. In order to enhance outcome credibility, the additional five interviewees were selected in accordance to their academic/research background which includes experts’ opinions based on academic experience. In this way, the five main topics (under the Materials section) were properly explored from both academics and practitioners’ perspectives.
The interviewees were chosen according to their experience, responsibility and expertise in the branding field. The following criteria were followed when choosing interviewees:
1. The interviewees had to possess wide experience in relation to Islamic art and cultural influences in branding. For instance:
· Design/brand manager: The person responsible for creating strategic plans and design specifications, and for managing ideas 
· Brand owner: The person responsible for dealing with design agencies, designers and marketing directors to get the brand concept, logo, style, image, style and meaning 
· Artist: The person responsible for giving direction on how to address and interpret hidden meanings and value in art
· Marketing director: The person responsible for the profitability and the benefits of using Islamic art and cultural images in branding
· Graphic designer: The person responsible for transforming ideas and concepts generated in the design process into images and graphics to deliver the meaning 
· Brand strategist: Consultant and researcher, background in interiors and strategic design combines strategic skills with an understanding of design
· Postdoctoral researcher: Research focus is on the application of art in luxury commercial brands
· Senior designer: Researcher and Responsible for generating as well as transforming ideas and concepts into great designs and for creating design solutions from concept to completion 
· Former academic and founder of a design consultancy: improves the fortunes of brands around the world. Delivers guest lectures on a variety of subjects relating to commercial semiotics at academic institutions
· Design and branding consultant: This person is responsible for consulting with design teams and a researcher
2. The interviewees had to be members of brand design development teams or previously dealt with design agencies. As they were potential users of the new guideline tool, it was crucial to address their needs to ensure the effectiveness of the designed tool
3. It was preferable to interview persons with work experience in the application of Islamic art in branding
[bookmark: _Toc398978298]Table 3.4: Profiles of interviewees
	Expertise
	Profile

	Design manager

	· Five years of work experience with P&G Middle East 
· He has been involved in design teams to create brand strategies and brand concepts

	Brand manager
	· Six years of work experience with a prestigious design agency in Jeddah, Saudi Arabia
· He has been involved in design teams to create brand strategies and brand concepts

	Brand owner
	· Fashion designer of traditional Islamic clothes for women who wear the “hijab”
· Her collection usually includes a combination of traditional women’s hijab clothing with touches of Islamic patterns and Arabic calligraphy
· Her logo and brand style is inspired by Islamic art

	Artist
	· A program director in the art and design faculty at a high-standard college in Saudi Arabia
· In her paintings, she exhibits an expertise in blending the cultural life in Saudi Arabia with the Islamic religion
· Her BA is in Islamic Art in Saudi Arabia
· She did an MA in Fine Art at De Montfort College

	Marketing manager

	· Eight years of experience with Unilever in Saudi Arabia, Turkey and the Philippines
· Received the Unilever Global Award for Market Share Growth in Oral Care 2007 
· He was involved in marketing exhibitions and PR events that focused on brands’ cultural communication


	Marketing manager
	· The marketing director at Nesma Holding, Jeddah, Saudi Arabia
· This person is a team member involved with developing branding concepts for prestigious organisations in Saudi Arabia with various Islamic sub-brands

	Graphic designer

	· Six years of experience with a design agency in Saudi Arabia
· This person is involved in brainstorming and the design process for many top international and Middle Eastern brands’ adverts, marketing campaigns and branding

	Graphic designer
	· Two years of experience with LEO Brunet Saudi Arabia
· This person is now a freelancer, and worked on various prestigious projects that involved designing brand identities and logos

	Brand strategist
	· Brand strategist of Jane Wentworth Associates (www.janewentworth.com), a leading international consultancy specialising in branding for the cultural sector, e.g. museums and galleries
· Research background and  interest is in design and branding strategy for creative and cultural organisations
· Master’s degree in Design and Branding Strategy at Brunel University, UK

	Postdoctoral researcher
	· A researcher in the field of design and branding 
· PhD in Design Research. Her study explored interrelationships between contemporary art and luxury fashion brands, Brunel University, UK

	Senior designer
	· Research focus on the user perception of design and branding 
· Works for many projects that involve the art and graphics applications in many countries

	Former academic, founder of Lawes Consulting Ltd (2002)
	· One of the world’s best-known commercial semioticians 
· Partner at Lawes Gadsby Semiotics (www.lawesgadsbysemiotics.com), a consultancy specialising in applying culture to branding 
· Author of dozens of research papers, features and conference papers on commercial semiotics

	Design and branding consultant
	· Occupied several positions in domestic and international companies 
· Currently works as a design and branding consultant for a domestic project  
· Assistant brand manager at P&G, Middle East
· Master’s degree in Business Administration (Marketing) at University of Leicester, UK 
· Published many research papers on brand equity, marketing, and product development   


Materials: All interviewees were asked almost the same set of questions; however, a few changes were made to reference each interviewee’s experience and expertise. The questions were divided into the following groups:
1. Opinion on current Islamic art applications in the market: Providing examples of existing uses of Islamic art in brands, all interviewees were asked to give their opinion on current applications and identify negatives and positives
2. Benefits and value of applying Islamic art in brands: All interviewees were questioned to address the key benefits of Islamic art applications in brands and products
3. Established and practical methods: All interviewees (apart from the artists) were asked to explain what methods are followed to assist them in the process of developing Islamic art designs and culturally influenced images
4. Challenges and issues during the design development: All interviewees were asked to identify key challenges they face during the design process or when their final design is delivered
5. Idea exploration: All interviewees were asked to rate the existing developed examples of Islamic art in brands and their ways of exploring ideas/gain inspiration
Procedure: Five interviews were conducted face-to-face, while four were carried out via phone. All interviews were conducted in Arabic. The responses were tape-recorded, transcribed and translated into English, and a generalisation method used in analysing responses.
[bookmark: _Toc425166175]3.5 Focus group (Evaluation)
Focus groups consist of the four basic steps of planning, recruiting, moderating and analysing and reporting (Morgan, 1998a). This section describes how the focus groups were planned and conducted, and how participants were recruited.

Aim: 
The main purpose of the focus group was to evaluate the guideline cards tool’s effectiveness and practicality in the branding industry and its usability for designers, especially when using Islamic art. More importantly, the testing process aimed to look at whether the guideline cards tool enhanced designers’ understanding of Islamic art hidden values and philosophy and provided designers with inspiration based on its real meanings and values 
The feedback of experts in the branding field was used to: 
· Evaluate the effectiveness of the guideline cards tool in assisting designers to develop Islamic art and culturally inspired designs. The evaluation thoroughly considered the role of the guideline cards tool in enhancing designers’ knowledge of Islamic art fundamental elements, hidden values and meanings, and also the effect of this knowledge on the outcomes and generated ideas 
· Measure the guideline cards tool in five areas – usefulness, comprehensiveness, appropriateness, clarity and its suitability for branding – to identify its weaknesses. The five areas were chosen specifically to strengthen the outcome of the evaluation and ensure that all areas related to the guideline cards tool were taken into account. These areas were selected for the following reasons:
· Usefulness: As the guideline cards tool is targeted at use by designers and design teams within the branding process, it needs to be a valuable source for recalling Islamic art fundamental elements and uncommonly used philosophies. In addition, for the guideline cards tool to be useful it should assist designers in generating new ideas easily without over-reliance on their own intuition; it should decrease the amount of time spent on research, which can make the design process much quicker and more cost-effective
· Comprehensiveness: The guideline cards tool consists of few lines of text extracted and summarised from an extensive amount of literature; this means there are fewer words to read while retaining the meaning. It was essential to look into the cards’ comprehensiveness, bearing in mind that the tool is designed for designers with different backgrounds and understanding the text is vital for the cards’ success
· Appropriateness: This aimed to measure the overall design of the cards, including the text format, the quantity and size of the images and the content of the cards as a whole. This area was considered crucial as it allowed the researcher to identify the weaknesses of the proposed tool design and allowed designers to choose a more suitable format to help enhance the design process outcomes 
· Clarity: Because the guideline cards contain information about hidden meanings and philosophy, and this information is accompanied by images, the clarity needed to be tested to ensure that designers could find the link between the provided information and the images
· Suitability for branding: This allowed experts to assess the guideline cards tool as a whole compared to existing design tools used in branding by design teams. Testing this area provided in-depth results that allowed improvements to the guideline cards tool and made them more suitable for use in practice
· Enable improvements to the second tool prototype to create the final and most suitable version for branding and design purposes 
[bookmark: _Toc425166176]3.6 Evaluation Process
[bookmark: _Toc425166177]3.6.1 Pilot study
This section describes the pilot study session designed to evaluate the first prototype of the guideline tool, which aimed primarily to test the reliability and content of the guideline cards tool. This pilot study was conducted to gather useful comments to identify weaknesses and enable improvements to the first set of the prototype of the guideline tool. The improvements to the first prototype would allow for further evaluation with professionals and then production of the most suitable version of the guideline cards tool. The pilot study session was conducted with six postgraduate marketing students whose research mainly focuses on brand identity, communications, consumer experience and packaging design. Four of the participants had previous experience in the field of graphic design and of involvement in the design development of brand identity. One of the participants had worked previously on a project with an organisation to develop a marketing campaign for a fragrance, while one participant formerly worked as an art director within a design agency in the Middle East. 
The design session was considered straightforward and mainly focused on the structure and the comprehensiveness of the content of the guideline tool. During the study, the students were introduced to the tool and its aim to assist designers in using Islamic art easily and effectively in branding. After the introduction, they were divided into three groups of two and given a full set of guideline tool to examine. Following this step, they were given 30 minutes to go through the cards, discuss the content and write down their views and address the main points they discussed. After the 30-minute discussion, each pair of students were asked to share their views and ideas with the other groups to finalise and identify areas that required improvement. The session confirmed the usefulness of the tool, as it allowed the designer to understand Islamic art’s real values and hidden meanings. The outcomes and recommendations of the pilot study were addressed in the second version of tool design, together with other improvements. The outcomes and recommendations of the pilot study are discussed in Chapter 6.
Materials: This research invited experts to evaluate the proposed guideline tool for two main reasons. First, the acceptance/approval of the main target audiences in the branding field could encourage other developers to adopt the guideline tool. Second, whilst experiments with design teams in practice could only prove the practicalities of the certain parts of the guideline tool and raise potential problems, the experts could provide clarification regarding identified problems and recommend suitable improvements.
Since the guideline tool is designed to assist the design team during the branding process, the feedback and opinions of experts within the design team were essential in tool evaluation; the experts were carefully selected according to the criteria outlined in the “Interviews” section above. The evaluation process results and analysis are discussed in Chapter 7.

[bookmark: _Toc425166178]3.7 Analytical method
“Thematic analysis” is a qualitative method used to identify themes that occur in data sets. According to Braun and Clarke (2006:79), it involves “identifying, analysing, and reporting patterns (themes) within data…it minimally organises and describes your data set in (rich) detail. However, frequently it goes further than this, and interprets various aspects of the research topic”. In addition, a “theme” should capture something interesting within the collected data in relation to the research topic or question, which represents some level of patterned response or meaning within the data (Braun and Clarke, 2006:82). 
Braun and Clarke (2006) developed six distinct phases to guide researcher(s) when using thematic analysis to analyse their qualitative data: 1) becoming familiar with the data; 2) generating initial codes; 3) searching for themes; 4) reviewing themes; 5) defining and naming themes; and 6) producing the report.
Based on this method, the process of analysing the research interviews and focus groups in this research was divided into six phases as follows:
Phase 1 – Preparation: All interviews were transcribed, printed out and carefully read and re-read to increase familiarity with the data. During this process, a particular focus was placed on repeated phrases and meanings.
Phase 2 – Identifying themes: At this stage, a list of items containing reoccurring patterns was picked from the data set. This process is known as “coding”, which relates to a systematic way of organising and gathering meaningful elements of the data relating to the research question or topic (Braun and Clarke, 2006).
Phase 3 – Combining codes: At this stage, the researcher combined codes relating to the same topic or question into tables to reveal occurring themes.
Phase 4 – Developing a coding index: After combining codes, the researcher underlined the themes of each code and combined into table form to explore their relationship with the research topic.
Phase 5 – Descriptive definitions: At this stage, the researcher provided detailed definitions of each theme and their main areas of interest.
Phase 6 – Developing final themes: The researcher developed the themes to emerge from the interviews, accompanied with an explanation, and more importantly a conclusion, related to the research topic.

[bookmark: _Toc425166179]3.8 Integration of research outcomes
To understand the complexity, integrate findings and propose directions for solutions, a method that can analyse and visualise complex and problematic situations is required. In research knowledge management, Peter Checkland developed Soft Systems Methodology (SSM) in the late 1960s as a modelling tool. Lately, it is increasingly used as a learning and meaning development tool (Williams, 2005). It is a systematic tool that is mainly used for analysing and solving problems, especially in complex and ill-defined situations that seek to review the whole situation and to see as many options as possible. The advantages of SSM is that it can be easily applied to various research areas and topics, and is most appropriate where the problem “cannot be formulated as a search for an efficient means of achieving a defined end; a problem in which ends, goals, purposes are themselves problematic” (Checkland, 1999:316). According to Checkland (2006) the SSM is “a logically linked set of activities constitute a whole, its emergent properties being its purposefulness”.
Checkland described SSM as a logical sequence of seven steps (Checkland, 1999:162-183). In this section, an overview of those seven steps is provided. Figure 6.91 illustrates the SSM procedure which clarifies what happens in each stage in the real world, as well as in systems thinking about the real world. 
[image: ]
[bookmark: _Toc425166897]Figure 3.43: Adapted from Checkland's conventional seven-stage model of SSM (Checkland, 1990:27)

Procedure:
To illustrate how findings and outcomes of this research were analysed using SSM, Chapter 6 provides a step-by-step explanation of each stage. Moreover, each explanation will be followed by the application of SSM to the research outcome.
The outcomes of using a thematic analysis of interviews are discussed in Chapter 5. The integration of research methods outcomes (literature review, case studies, survey and interviews) using SSM is provided in Chapter 6, and the evaluation process and analysis of the outcomes are provided in Chapter 7.

Outcomes
The SSM allowed the researcher to 1) integrate all findings from both secondary and primary research, 2) identify main reasons behind the common pitfalls and mistakes that designers made in the Islamic Art applications in commercial brands, and 3) explore the interrelationships of these problems in order to propose suitable solutions. The list of problems and reasons were visualised in a form of the rich picture and then converted into a list of requirements for the guideline tool. In this way, the research could make sure that the guideline tool addresses all common pitfalls and mistakes that designers currently made.
[bookmark: _Toc425166180]3.9 Conclusion
To conclude, the primary research considered the following key issues: 1) an absence of practical methods and guidance to assist designers in using Islamic art and cultural influences accurately and confidently; 2) the challenges and key issues designers face in using Islamic art and cultural influences in commercial brands and products, and how to overcome them; 3) essential elements and needs that fit consumer requirements and expectations; and 4) how to enhance inspiration and encourage designers’ creativity when using Islamic art and cultural graphics in brands and products. 
To summarise, the primary research comprised of two qualitative tools – case studies, focus groups and interviews – and one quantitative tool, the questionnaire. All of the research methods have advantages and disadvantages, as shown in Table 3.5.
[bookmark: _Toc398978299]The qualitative research findings were integrated and analysed, while questionnaire quantitative results were analysed using charts and tables to represent three phenomena: 1) how to assist designers in understanding the hidden values of Islamic art; 2) how to protect Islamic art’s real value and meaning from any misuse or misinterpretation; and 3) how to encourage designers’ creativity and inspiration to create and deliver better interpretations of Islamic art and culture. The primary research findings will be demonstrated and discussed in Chapter 5, and utilised as a foundation for the guideline cards development explained in Chapter 6 and 7.

Table 3.5: The advantages and disadvantages of the research methods used
	Method
	Advantages
	Disadvantages

	Case studies
	Investigating previous and unsuccessful applications provided a narrative vision of Islamic art in commercial brands
	However, some of the successful and unsuccessful examples investigated provided very limited information about the process of applying Islamic influences in brands

	Questionnaire
	Helped to reach out to various Muslim and non-Muslim participants with diverse cultural backgrounds, which helped gain an extensive view of consumers’ perceptions of Islamic art and culture applications in commercial brands and products
	Since almost half of the respondents were non-Muslim, they were likely to be unaware of Islamic culture, and many of them hesitated to associate provided examples with the right culture

	Interviews
	The purpose of the interview method is to help the researcher gain in-depth information. In this research, this covered all aspects of designers’ strategies and models in employing Islamic art and culture in brands, challenges and key issues and the need for guidance
	It was difficult to find interviewees working in the field of design and branding with a thorough understanding of Islamic art

	Focus groups
	This method helped test the guideline cards tool, as it allowed the researcher to create a realistic design team discussion. Furthermore, it showed clearly the benefit of using the guideline cards tool. For instance, the group with the cards demonstrated better performance and idea development than the group without the cards
	Since some participants were not familiar with Islamic art, many of them hesitated to create ideas. Moreover, several ideas were not new or radical, as they were focusing on the materials used in manufacturing the product’. Although all participants had previously worked in design teams, most of them reported that they split the brief and researched the topic first. Thus, they struggled to produce ideas quickly


[bookmark: _Toc425166181]


Chapter 4 CASE STUDIES
This chapter provides details of all case studies conducted in this research. The case study was adopted as a method of investigating a contemporary phenomenon design of brands within its real-life context to gather qualitative information to both validate the necessity of understanding the applications of Islamic art and cultural influences in international and Middle Eastern brands and to enhance the structure and contents of the guideline tool (Yin, 1984:23).
To increase the credibility of the case study method outcomes, the process of selecting several brands was a careful one, and conducted according to criteria the researcher defined as follows:
1. Relevance to the research area: The brand should be related to the area the research is focused on, thus allowing the outcome of the investigation to be accepted as validated information concerned with the pre-specified research area and issues. (Relevance is about making sure that the brands require Islamic art, for example choosing brands that operate with/target Muslim consumers and therefore must apply Islamic art appropriately, e.g. global brands and those that target the Ramadan festival) 
2. Comparability with other brands chosen: The brands should have similarities in the use of brand identity, themes and image to interpret Islamic culture, because the comparison between the outcomes of each investigation can increase in credibility when the information is gathered from brands operating under the same circumstances and conditions (a good balance of good and inappropriate examples)
3. Availability of information: It should be considered whether the brand can generate or provide any relevant information that can be used for the research discussion in terms of the practical methods or strategies, concept generation process, visual symbols and elements usage
For each case study, the examination covers the following elements:
1. Identification of the chosen brand: The brand name
2. The investigated material: The specific product range, logo design and marketing campaign focused on in the investigation (touch on points of brand communication)
3. The interpreted elements: The Islamic art and cultural elements used in each brand example (e.g. Islamic patterns, calligraphy, cultural symbols)

In addition to the examination of Islamic art applications on products, a focus group was conducted to understand Muslim consumers’ perceptions of the applications of Islamic art in commercial brands in three key areas: appropriateness, recognisability and authenticity. This was followed by the execution of the brand concept and vision. Finally, the outcomes of both examination and focus group are evaluated for each brand to address strengths and weaknesses, appropriateness, recognition and authenticity.
[bookmark: _Toc425166182]4.1 Case study (A): The celebration of Ramadan 
In majority-Muslim countries such as Egypt and the United Arab Emirates (UAE), Ramadan is the biggest sales season of the year, with hotel, restaurant and clothing businesses making some of their biggest profits. An estimate from the Pan Arab Research Centre in Dubai in 2011 put Egyptian advertising spending during Ramadan at US $142 million (62 per cent higher than other times of the year). The high numbers are expected to continue despite the nation’s recent regime changes. 
Meanwhile, in Mecca, the growth of five-star hotels and expensive travel packages for Muslims performing pilgrimage (Umrah) during Ramadan has added to discussions of excess in a faith that emphasises simplicity and accessibility.
“Ramadan is an important part of the Islamic calendar and Emirates is pleased to be able to support our Muslim passengers as they undertake their religious obligations. Our non-fasting passengers will continue to enjoy the world-class meals Emirates is globally known for.” (Robin Padgett, Emirates’ Vice President Aircraft Catering, 2010)
Aim: The following examples were chosen to demonstrate the strong interest in applying Islamic art and representing Ramadan, and how Islamic symbols were used as part of the brand experience. 
[bookmark: _Toc425166183]4.1.1 Coca-Cola
The design of Coca-Cola was chosen for the case study since the brand showed a great interest in Muslim markets. In 2006, Coca-Cola released a statement expressing its recognition of Ramadan: “In a globalising world, Ramadan presents an opportunity to showcase the true values of Islam and what it stands for… We have a unique opportunity to play a valued role as an international bridge-builder and facilitator of dialogue during Ramadan.” In 2008, Coca-Cola celebrated Ramadan by decorating their cans with widely known symbols of Islamic culture, such as the crescent moon and the star. During Ramadan, these cans were sold in several Islamic countries, such as Turkey, Saudi Arabia, Pakistan, Indonesia, Morocco and Tunisia.
[bookmark: _Toc398978300][bookmark: _Toc424113449]Table 4.5: Analysis of Islamic art application in Coca-Cola’s product
	
	Communication Design on Product
	Islamic Art Application
	Descriptions of Islamic art elements used in this example

	Coca-Cola can
	[image: Figure 1 Coca cola Ramadan Islamic Theme in Turkey 2008]
	· [image: Figure 1 Coca cola Ramadan Islamic Theme in Turkey 2008]
[image: Figure 1 Coca cola Ramadan Islamic Theme in Turkey 2008]
	
· Crescent moon and star

· Islamic art patterns
	[image: Figure 1 Coca cola Ramadan Islamic Theme in Turkey 2008]
	Crescent moon: Islamic calendar, beginning and ending of Ramadan
Star: Muslims advised in Quran to use stars to direct them in their travel through desert

	Coca-Cola marketing campaign
	[image: Figure 2 Coca cola marketing campaign in Turkey 2008]
	[image: Figure 2 Coca cola marketing campaign in Turkey 2008][image: Figure 2 Coca cola marketing campaign in Turkey 2008]
	


· Islamic art patterns
	[image: Figure 2 Coca cola marketing campaign in Turkey 2008]

[image: Figure 2 Coca cola marketing campaign in Turkey 2008]

[image: Figure 2 Coca cola marketing campaign in Turkey 2008]
	· Forms of cultural togetherness of families breaking the fast during Ramadan
· Celebration using fireworks and drums
· Lanterns used to light mosques and houses during Ramadan





[bookmark: _Toc398978301]To evaluate the application of Islamic art in this case study objectively, two focus groups of five people per group were employed. All 10 Muslim participants were asked to evaluate this application on three key aspects: 1) appropriateness, 2) recognisability and 3) authenticity. They were asked to place the design of the can and the design of the marketing campaign in three perceptual maps – see Figures 4.41, 4.42 and 4.43 below. 

	[image: ][bookmark: _Toc425166898]Figure 4.44: Focus groups, Coca-Cola image positions

	On a scale of 1–5 (where 5 is the most appropriate and 1 is the most inappropriate), most participants in the focus groups placed the design of the can and the design of the marketing campaign at 1. They found the Islamic art application on both designs to be inappropriate. This was because the use of music and drums does not signify real Islamic culture during Ramadan. According to their discussions, the focus groups suggested that the designs should consider Ramadan as a religious event not just a cultural celebration, therefore the interpretations need to consider the sensitivity of the celebration and understand what is acceptable and what is not for Muslim culture.





	[image: ][bookmark: _Toc425166899]Figure 4.45: Focus groups, Coca-Cola image positions

	On a scale of 1–5 (where 5 is the most recognisable and 1 is the least recognisable), most participants in the focus groups placed the design of the can and the design of the marketing campaign on 3. They found the Islamic art application on both designs difficult to recognise due to the small size of the symbols on the can and too many elements overlapping, which confused the participants. Their discussions during the focus groups pointed out that simplicity can deliver the message easier, and using well-known Islamic art elements like patterns can enhance the recognition.


	[image: ][bookmark: _Toc425166900]Figure 4.46: Focus groups Coca-Cola images positions

	On a scale of 1–5 (where 5 is the most authentic and 1 is the most superficial), most participants in the focus groups placed the design of the can and the design of the marketing campaign on 1. They found the Islamic art application on both designs to be superficial. This was because the way the elements of Islamic art are applied do not deliver the real meaning of Ramadan, and their discussions during the focus groups suggested that the Islamic art applications seem to show unrealistic images of Muslim culture during Ramadan.



The design of the can and the design of the marketing campaign were considered unsuccessful. While the aim was admirable, since the company tried to communicate Ramadan’s core values (e.g. togetherness of families and cultural celebration) by using Islamic art in a contemporary manner, the execution was not suitable. The application was considered inappropriate since Ramadan is not only about fasting but a valuable opportunity for Muslims to gain spiritual rewards (‘thawab’) which are believed to be multiplied during prayers (‘salat’) and the recitation of the Quran (Dawud, 1984; Al-Bukhari, 1997). Hence, fireworks and bursts of activity were not the best ideas to represent the meaning of Ramadan. The results of the focus groups also suggested that the designs were not easy to recognise. This was because the application of Islamic art on the Coca-Cola can was fading into the background and overlapping on the marketing campaign. In addition, the designs were not considered authentic. The Coca-Cola marketing campaign used drums and fireworks and during Ramadan people stay away from music and partying as they put all their efforts into living as the poor do. This case study showed that there is a need to help non-Muslims understand the real value of Ramadan.
[bookmark: _Toc425166184]4.1.2 Starbucks
The Starbucks design was chosen for the next case study since the brand also showed a great interest in Muslim markets. Starbucks has specialised in culturally inspired cups and drinks around the world, including in the Muslim market. Colin Beaton, managing director of Limelight Creative Services, a boutique retail strategy consultancy, said the Ramadan cups attracted more people to Starbucks due to the unique experience provided (Algethami, 2014). In addition, Ajai Dayal, chief executive of Tridayle Consult, a retail advisory, suggested that this strategy is effective in the UAE market, saying, “The more you can do to connect yourself with customers the better. It’s a great strategy” (Algethami, 2014). To celebrate Ramadan, the coffee company launched Islamic-inspired cups in the Middle East. It also produced a date Frappuccino using the traditional Arabic festive fruit consumed as a core ingredient during Ramadan. “There is no better way to welcome the holy month but with the traditional Arabian coffees coupled with delicious pastries – a perfect treat you can enjoy after breaking your fast,” said Rana Shaheen, CSR and communications manager, Starbucks Middle East & Egypt (TradeArabia News Service, 2008)

[bookmark: _Toc398978302][bookmark: _Toc424113450]Table 4.6: Analysis of Islamic art application in Starbucks’ product
	
	Communication Design on product
	Islamic art Application
	Description of Islamic art elements used in this example

	Starbucks cup
	[image: Figure 3 Starbucks theme in Ramadan]
	[image: Figure 3 Starbucks theme in Ramadan]
[image: Figure 3 Starbucks theme in Ramadan]
[image: Figure 3 Starbucks theme in Ramadan]
[image: Figure 3 Starbucks theme in Ramadan]
	· Crescent moon and star

· Mosque minaret 

· Islamic arches filled with ornamental patterns
	[image: Figure 3 Starbucks theme in Ramadan]
	Crescent moon and star, mosque minaret and Islamic arches and patterns: Signifying the strong relationship between Ramadan and prayers 



To evaluate the application of Islamic art in this case study objectively, two focus groups were employed. All 10 Muslim participants were asked to evaluate this application on three key aspects: 1) appropriateness, 2) recognisability and 3) authenticity. They were asked to place the design of Starbucks’ Ramadan paper cup in three perceptual maps – see Figures 4.44, 4.45 and 4.46 below. 
	Appropriate
Inappropriate

[image: Figure 3 Starbucks theme in Ramadan][bookmark: _Toc425166901]Figure 4.47: Focus groups Starbuck's image position

	On a scale of 1–5 (where 5 is the most appropriate and 1 is the most inappropriate), most participants in the focus groups placed the design of the cup on 4. They found the Islamic art application on Starbucks’ paper cup to be appropriate. The discussions during the focus groups suggested that a good selection of symbols (star, moon, minaret and patterns) is valuable in Islamic art and culture.



	

Recognisable 

[image: Figure 3 Starbucks theme in Ramadan]Unrecognisable 





[bookmark: _Toc425166902]Figure 4.48: Focus groups Starbuck's image position





	On a scale of 1–5 (where 5 is the most recognisable and 1 is the most unrecognisable), most participants in the focus groups placed the design of the Starbucks paper cup on 3. They found the Islamic art application on the cup to be recognisable due to the use of minaret however the dark colour and busy texture of the background caused some confusion and difficulty in recognising it at first sight. 



Superficial


	Authentic 

[image: Figure 3 Starbucks theme in Ramadan]




[bookmark: _Toc425166903]Figure 4.49: Focus groups Starbuck’s images positions








	On a scale of 1–5 (where 5 is the most authentic and 1 is the most superficial), most participants in the focus groups placed the design of the Starbucks cup on 3. They found the Islamic art application on the cup to be between superficial and authentic. According to their discussions during the focus groups the cup design has an authentic approach when using the crescent moon, stars and minaret but the real meaning of these symbols in the Starbucks’ logo is not clear as it looks like the symbols were used randomly which lowered the value of these symbols.  



The design of the Starbucks’ paper cup was considered acceptable but could be stronger. The aim was to welcome the holy month by communicating Ramadan using Islamic art; however, the execution was not favourable for Muslim consumers. According to the focus group participants, the use of Islamic art was considered appropriate since the symbols are acceptable for the Muslim consumer and do not create offence. The results of the focus groups suggested that the designs were not easily recognisable due to the cup’s dark background and texture. Finally, the designs were neither completely authentic nor superficial. Although Starbucks’ use of Islamic art to communicate Ramadan is correct, the design contains too many elements on top of each other, which was considered confusing and does not represent appreciation for the spiritual value of these symbols. According to this case study, there is a need to make the symbols stand out to have a full effect on consumers.
[bookmark: _Toc425166185]4.1.3 The Body Shop
The Body Shop Ramadan collection was chosen for the next case study, since the brand also showed a great interest in Muslim markets. According to Dalal Osama Abdulqader Hussain, marketing manager at The Body Shop, Saudi Arabia, the company wanted a special way to communicate the month of Ramadan to the Muslim consumer: “What better way to do this than to encourage the ‘beauty of giving’?” She added: “Ramadan is a time when many people exchange gifts, so we wanted the brand to adapt to and reflect the regions’ cultural heritage. As a result, the packaging features Arabic calligraphic designs” (Sana Abdul Salam, 2013). Hence, The Body Shop attempted to reflect the core value of Ramadan, which is giving. This meaning was transformed into Islamic art and Arabic calligraphy designs on The Body Shop packaging, all under the umbrella of the concept of the “beauty of giving”. 
[bookmark: _Toc398978304][bookmark: _Toc424113451]Table 4.7: Analysis of Islamic art application on The Body Shop’s products
	
	Communication Design on product
	Islamic art Application
	Description of Islamic art elements used in this example

	The Body Shop
	[image: ][image: ][image: ]
	[image: ]
[image: ]
[image: ]
[image: ][image: ]
[image: ][image: ]
	
· Crescent moon

· Star

· Hexagon


· Arabic calligraphy and ornamental patterns
	[image: ]

[image: ]
	
Crescent moon and star, hexagon, Arabic calligraphy: Signifying the value of the culturally influenced tradition of giving by providing the Islamic gift boxes range




To evaluate the application of Islamic art in this case study objectively, two focus groups were employed. All 10 Muslim participants were asked to evaluate this application on three key aspects: 1) appropriateness, 2) recognisability and 3) authenticity. They were asked to place the design of the Body Shop Ramadan collection in three perceptual maps – see Figures 4.47, 4.48 and 4.49 below. 
	[image: ][bookmark: _Toc425166904]Figure 4.50: Focus groups The Body Shop’s images positions

	
On a scale of 1–5 (where 5 is the most appropriate and 1 is the most inappropriate), most participants placed the design of The Body Shop Ramadan collection on 5. They found the Islamic art application in the collection to be appropriate because the use of Islamic art shapes signified real Islamic culture. According to the discussions during the focus groups the concept of giving is presented in an excellent way using Islamic art shapes combined with beautiful Islamic calligraphy.



	[image: ][bookmark: _Toc425166905]Figure 4.51: Focus groups The Body Shop’s images positions

	On a scale of 1–5 (where 5 is the most recognisable and 1 is the most unrecognisable), most participants placed the design of The Body Shop products on 5. According to the focus groups, the Islamic art application was recognisable, not only the Islamic calligraphy and ornament applications, but also the use of Islamic art shapes and the use of these shapes as the boxes, which made the recognition very clear and linked well with The Body Shop’s giving concept.


	[image: ][bookmark: _Toc425166906]Figure 52: Focus groups The Body Shop’s images positions

	On a scale of 1–5 (where 5 is the most authentic and 1 is the most superficial), most participants in the focus groups placed the design of The Body Shop Ramadan collection on 5. They found the Islamic art application authentic. According to the focus group discussions, the concept of the “beauty of giving” is interpreted well with the boxes being Islamic art shapes and symbols which added value. 



The design of The Body Shop Ramadan collection was considered successful. The concept of the “Beauty of Giving” is expressed in the Ramadan limited edition gift range featuring the use of widely known symbols of Islamic culture and Ramadan, the crescent moon and star. The packaging is adorned with Arabic calligraphy and one of the gift boxes is hexagon shaped, which is considered one of the fundamental shapes in Islamic art. The Body Shop examples represented a successful application of Islamic art shapes and calligraphy in packaging.
These case study results showed that applying combinations of more than one Islamic art element from each category for example, one shape, one colour, one type of calligraphy, and Islamic art patterns can enhance consumer recognition.
[bookmark: _Toc425166186]4.1.4 Emirates
Emirates Airlines’ logo and Ramadan meals packaging was chosen for the next case study. Emirates is a fast-growing international airline that has won more than 400 awards, including the world’s best by Skytrax World Airline awards in 2013, and best regional airline serving the Middle East by the Business Traveller Middle East Awards in 2014. During Ramadan 2010, Emirates focused on several strategies to cater for fasting customers with comfort and care. They offered large snack boxes for passengers to break their fast, together with information about when to break the fast depending on the time of the sunset at specific locations while travelling. “While we take pride in our cultural diversity, Emirates’ foundation is rooted in Islamic culture, and we are committed to ensuring that our Muslim passengers are well looked after during the holy month of Ramadan,” said Robin Padgett, Emirates’ vice president of aircraft catering. 
[bookmark: _Toc398978306][bookmark: _Toc424113452]Table 4.8: Analysis of Islamic art application in Emirates Airlines’ logo and Ramadan meals
	
	Communication Design on product
	Islamic art Application
	Description of Islamic art elements used in this example

	Emirates
	[image: ][image: ]
	[image: ]
[image: ]

	
· Arabic calligraphy

· Islamic architecture (mosque minaret and dome)
	[image: ]
[image: ]
	Arabic calligraphy: Strong relation to the Arabic culture
Mosque minaret and dome: Signifying the value of the Islam religion and culture



To evaluate the application of Islamic art in this case study objectively, two focus groups were employed. All 10 Muslim participants were asked to evaluate this application on three key aspects: 1) appropriateness, 2) recognisability and 3) authenticity. They were asked to place the design of the Emirates Airlines’ logo and Ramadan meals in three perceptual maps – see Figures 4.50, 4.51 and 4.52 below. 
	
Appropriate
Inappropriate

[image: emirates_airlines_0_64306.jpg]
[image: Iftar-boxesli_tcm133-593642.jpg][bookmark: _Toc425166907]Figure 4.53: Focus groups Emirates Airline images positions

	On a scale of 1–5 (where 5 is the most appropriate and 1 is the most inappropriate), most participants in the focus groups placed the design of Emirates Airlines’ logo and Ramadan meals packaging on 5. The discussions during the focus groups suggested that Emirates Airlines promotes a valuable Islamic image to the Muslim consumer through the use of Islamic calligraphy in the logo design as well as the Islamic mosque silhouettes on the packaging of the Ramadan meals.  



	


Recognisable

Unrecognisable


[image: emirates_airlines_0_64306.jpg]

[image: Iftar-boxesli_tcm133-593642.jpg]




[bookmark: _Toc425166908]Figure 4.54: Focus groups Emirates Airline images positions




	On a scale of 1–5 (where 5 is the most recognisable and 1 is the most unrecognisable), most participants in the focus groups placed the design of Emirates Airlines’ logo and Ramadan meals on 5. They found the Islamic art application on both designs to be recognisable due to the use of widely appreciated and valuable elements of Islamic art, Arabic calligraphy. Also, according to the discussions of the focus groups, the use of mosques on the packaging of Ramadan meals enhanced the recognition because it is the most important place for Muslims as it is the place they perform their prayers every day. 



	
Authentic

[image: Iftar-boxesli_tcm133-593642.jpg][image: emirates_airlines_0_64306.jpg]









	On a scale of 1–5 (where 5 is the most authentic and 1 is the most superficial), most participants in the focus groups placed the design of the Emirates Airlines’ logo and Ramadan meals packaging on 5. They found the Islamic art application on both designs to be authentic because Emirates Airlines represented Ramadan by using the silhouettes of mosques, which is one of the fundamental buildings of Islamic architecture.


Superficial
[bookmark: _Toc425166909]Figure 4.55: Focus groups Emirates Airlines images positions

The design of the Emirates Airlines’ logo and Ramadan meals packaging was considered successful. The aim of the airline was to provide a high-class Islamic experience for consumers around the world. According to Tim Clark, president, Emirates Airlines, “Emirates is committed to providing passengers with the richest experience possible and to making them as comfortable as possible on every flight, to every destination.” He added: “We evolve constantly, across the board from the nuances of our services on the ground to our expansive in-flight products and entertainment to ensure we remain creative, caring, and engaging for our customers” (Emirates Airlines, 2013). The logo design of Emirates Airlines used Islamic calligraphy to represent the beauty of Islamic culture to the airline’s consumers. In addition, Emirates is deeply rooted in the Islamic culture representing Ramadan through the mosque silhouette with minarets and domes that formed the background of the Ramadan fast-breaking meal packaging on board. The use of Arabic calligraphy and interpretations of Islamic mosque elements of minaret and dome enhances appreciation. The results of the focus groups suggested that the designs were easy to recognise because of the use of Islamic calligraphy and mosques. In addition, the designs were considered authentic since the airline is imitating the important pillars of Muslim prayers by using illustrations of mosques on the Ramadan meal packaging. This case study outcome suggests that the use of Islamic art symbols in silhouette/illustrations is acceptable and could avoid confusion of overlapping images.

[bookmark: _Toc425166187]4.2 Case study (B): Islamic-inspired brands
Aim: The following examples were chosen to demonstrate their strong interest of promoting Islamic art and cultural values, and how Islamic symbols were used as part of the Islamic brand experience. 
[bookmark: _Toc425166188]4.2.1 Saudi Arabian Airlines
Saudi Arabian Airlines was chosen for the case study since the brand also represents Muslim culture to the world. Saudi Arabian Airlines is a member of the Arab Air Carriers Organization and in 2012 joined the SkyTeam Airline Alliance. The airline used to be the largest carrier in the region; however, as a result of the fast growth of other airlines it has become the third largest, behind Emirates and Qatar Airways. The airline logo design contains a palm tree placed between two crossed swords, which represents the Saudi national symbol, or “the Saudi national emblem” according to Saudi Basic Law. The palm tree represents the Kingdom’s assets, such as people, history, heritage, and natural and non-natural resources, while the swords symbolise the two kingdoms of Najd and Hejaz, which were united under Al-Saud in 1926. Thus, the palm tree is guarded by the swords, which indicates the force used in the protection of the Saudi nation.

[bookmark: _Toc398978308][bookmark: _Toc424113453]Table 4.9: Analysis of Islamic art application in Saudi Arabian Airlines’ logo
	
	Communication Design on product
	Islamic art Application
	Description of Islamic art elements used in this example

	Saudi Arabian Airlines
	[image: Z:\Conferences\Rescon\ResCon 2013\saudi_arabian_airlines_logo-10-3-2011-makkah-hajj-omraY3X5F8.jpg]
	
[image: Z:\Conferences\Rescon\ResCon 2013\saudi_arabian_airlines_logo-10-3-2011-makkah-hajj-omraY3X5F8.jpg]

[image: Z:\Conferences\Rescon\ResCon 2013\saudi_arabian_airlines_logo-10-3-2011-makkah-hajj-omraY3X5F8.jpg]



	

· Crescent moon

· Arabic calligraphy
	[image: Z:\Conferences\Rescon\ResCon 2013\saudi_arabian_airlines_logo-10-3-2011-makkah-hajj-omraY3X5F8.jpg]
[image: Z:\Conferences\Rescon\ResCon 2013\saudi_arabian_airlines_logo-10-3-2011-makkah-hajj-omraY3X5F8.jpg]
	Palm tree and two swords: Saudi Arabian emblem used by all governmental institutions in Saudi Arabia
Arabic calligraphy and crescent moon: Signifying the Saudi Islamic culture



To evaluate the application of Islamic art in this case study objectively, two focus groups were employed. All 10 Muslim participants were asked to evaluate this application on three key aspects: 1) appropriateness, 2) recognisability and 3) authenticity. They were asked to place the design of the Saudi Arabian Airlines logo in three perceptual maps – see Figures 4.53, 4.54 and 4.55 below. 
	Inappropriate
Appropriate

[image: Z:\Conferences\Rescon\ResCon 2013\saudi_arabian_airlines_logo-10-3-2011-makkah-hajj-omraY3X5F8.jpg][bookmark: _Toc425166910]Figure 4.56: Focus groups Saudi Arabian Airlines image positions

	On a scale of 1–5 (where 5 is the most appropriate and 1 is the most inappropriate), most participants in the focus groups placed the design of the Saudi Arabian Airlines logo on 4. They found the Islamic art application on the logo to be appropriate. According to the focus group discussions the use of the Saudi Arabian identity as well as the Arabic calligraphy represents the Saudi Arabian culture to the world.



	
Unrecognisable
Recognisable

[image: Z:\Conferences\Rescon\ResCon 2013\saudi_arabian_airlines_logo-10-3-2011-makkah-hajj-omraY3X5F8.jpg]


[bookmark: _Toc425166911]Figure 4.57: Focus groups Saudi Arabian Airlines image positions




	On a scale of 1–5 (where 5 is the most recognisable and 1 is the most unrecognisable), most participants in the focus groups placed the design of the Saudi Arabian Airlines logo on 2. They found the Islamic art application on the logo to be difficult to recognise due to the overlap of the Saudi Arabian emblem and the crescent moon. 



[bookmark: _Toc425166912]Figure 4.58: Focus groups Saudi Arabian Airlines image positions
Superficial

	
Authentic

[image: Z:\Conferences\Rescon\ResCon 2013\saudi_arabian_airlines_logo-10-3-2011-makkah-hajj-omraY3X5F8.jpg]






	On a scale of 1–5 (where 5 is the most authentic and 1 is the most superficial), most participants in the focus groups placed the design of the Saudi Arabian logo on 3. According to the discussions in the focus groups there is no credibility in the Islamic art use in the Saudi Arabian logo.




The Saudi Arabian Airlines logo design was considered successful to a certain extent. The airline is promoting the Saudi Islamic culture, philosophy and heritage to the world through its logo design. It consists of several elements: the Saudi national symbol, the crescent moon and Arabian calligraphy. The focus groups suggested that the airline is representing the Saudi Arabian identity and the government image correctly but the use of Islamic art to interpret Islamic culture seems unclear. In addition, participants suggested that Saudi Arabian Airlines should think about the combination of the Saudi identity and the Islamic culture in their use of Islamic art. 
The Saudi Arabian Airlines case study indicated that to compete against other airlines in the market, it needs to develop a clear storyline and a clear way to represent Saudi Arabia and the Saudi cultural identity.

[bookmark: _Toc425166189]4.2.2 Nawal Al-Maimani
[bookmark: _Toc424113454][bookmark: _Toc398978310]Nawal Al-Maimani’s logo design and collection were chosen for the case study since the brand represents Muslim culture. “I want women who cover to be able to do it with style,” states Nawal al-Maimani (nawal-almaimani.com). She is a Saudi designer who creates traditional garments for women known as “abaya”, used to enhance the hijab worn by women. Her collections are based on various influences, including those rooted in Islam. In addition, her collections represent her Saudi heritage and she uses many Islamic art applications in her collections.
Table 4.10: Analysis of Islamic art application in  Nawal Al-Maimani’s brand
	
	Communication Design on product
	Islamic art Application
	Description of Islamic art elements used in this example

	Nawal Al-Maimani
	[image: Figure 4 Designer Nawal Almaimani Logo]
[image: Figure 5 Designer Nawal Almaimani 2009 collection, Dress designed by Islamic Art]
[image: Figure 6 Designer Nawal Almaimani 2009 collection, Dress designed by Islamic Art Calligraphy]
	
[image: Figure 4 Designer Nawal Almaimani Logo]
[image: Figure 5 Designer Nawal Almaimani 2009 collection, Dress designed by Islamic Art]
[image: Figure 6 Designer Nawal Almaimani 2009 collection, Dress designed by Islamic Art Calligraphy]
	
· Crescent moon and Arabic calligraphy


· Islamic art prints on fabric
· Arabic calligraphy prints on fabric
	[image: Figure 4 Designer Nawal Almaimani Logo]
[image: Figure 5 Designer Nawal Almaimani 2009 collection, Dress designed by Islamic Art]
[image: Figure 6 Designer Nawal Almaimani 2009 collection, Dress designed by Islamic Art Calligraphy]
	The combination of calligraphy and the crescent moon: Linking her style with Islamic values

Applications of Arabic calligraphy and Islamic art examples: Promoting her cultural and Islamic vision


To evaluate the application of Islamic art in this case study objectively, two focus groups were employed. All 10 Muslim participants were asked to evaluate this application on three key aspects: 1) appropriateness, 2) recognisability and 3) authenticity. They were asked to place the design of Nawal Al-Maimani’s logo and her collection in three perceptual maps – see Figures 4.56, 4.57, and 4.58 below. 
	Appropriate
Inappropriate

[image: Figure 5 Designer Nawal Almaimani 2009 collection, Dress designed by Islamic Art][image: Figure 4 Designer Nawal Almaimani Logo]Appropriate
Inappropriate
[bookmark: _Toc425166913]Figure 4.59: Focus groups Nawal Al-Maimani’s images positions

	On a scale of 1–5 (where 5 is the most appropriate and 1 is the most inappropriate), most participants in the focus groups placed the design of the logo and the collection on 5. They found the Islamic art application on both designs to be appropriate because the use of Arabic calligraphy is considered valuable for Islamic culture. According to the focus groups, the application of Islamic art in the collection is favourable because it uses an excellent Islamic pottery example which added value to the clothing. 



	







[bookmark: _Toc425166914]Figure 4.60: Focus groups Nawal Al-Maimani’s images positions




	On a scale of 1–5 (where 5 is the most recognisable and 1 is the most unrecognisable), most participants in the focus groups placed the design of the logo and collection on 5. They found the Islamic art application to be recognisable due to the use of Arabic calligraphy. Their discussions during the focus groups pointed out that the use of Islamic calligraphy enhanced the recognition and is highly appreciated within Islamic culture.



Authentic
Superficial

	











	On a scale of 1–5 (where 5 is the most authentic and 1 is the most superficial), most participants in the focus groups placed the design of Nawal Al-Maimani’s logo and collection on 5. They found the Islamic art application on both designs to be authentic because of the combination of Islamic calligraphy with the crescent moon. The discussions during the focus groups suggested that the use of Islamic calligraphy and Islamic art on the logo and the collection creates a strong connection to the Islamic culture and delivers the real meaning behind the brand.


[bookmark: _Toc425166915]Figure 4.61: Focus groups Nawal Al-Maimani’s 
images positions

The design of Nawal Al-Maimani’s logo and the collection applications were considered successful. While the aim is to represent Muslim women’s clothing, Nawal al-Maimani has managed to put together a new strategy for the use of Islamic art. First, the logo design combines the crescent moon and the Arabic letter N; second, the garments’ design involves the application of one of the traditional Islamic pottery graphics for the first time including the use of many colours, fabrics, textures and Islamic art patterns. Her collections focus on creating modern traditional garments, known as the “abaya”, and modern dresses and scarves to make the hijab more fashionable. Most of her designs use Arabic calligraphy, and help to preserve Islamic culture using a modern twist. According to the focus groups, the participants appreciated the application of Islamic art in the logo and collection and seemed to favour this sort of application as it promotes good and valuable images for the hijab, which is one of the fundamentals of Muslim women’s lifestyle.  
This case study showed that the combination of Arabic calligraphy with Islamic art symbols is highly appreciated by the Muslim consumer. In addition, it is even more appealing when the Islamic art presents an Islamic cultural value.

[bookmark: _Toc425166190]4.2.3 Andalusiah
The Andalusiah café was chosen for the case study, as it uses Islamic art applications. It is located in Jeddah, Saudi Arabia and owned by a Saudi media figure, well known for his passion for elevating youth understanding of faith, work and making their nation a better place. More importantly, he is trying to enhance the value of knowledge in peoples’ lives. Andalusiah is a café that boasts many Islamic books, including those on the history of Islam and biographies of Muslim scientists. It also hosts many talks on Islam, values and other topics. The overall idea is to encourage youths to enjoy gatherings of friends and family while offering the opportunity to spend time usefully by reading books or attending talks aimed at stirring effective debate and knowledge sharing.





[bookmark: _Toc398978312][bookmark: _Toc424113455]Table 4.11: Analysis of Islamic art application in Andalusiah Cafe
	
	Communication Design on product
	Islamic art Application
	Description of Islamic art elements used in this example

	Andalusiah
	[image: ]
[image: ]



	[image: ]
[image: ]
[image: ]
[image: ]
	
· Arabic calligraphy


· Islamic art patterns and ornaments

· Islamic architecture and arches
	[image: ]
[image: ]

[image: ]

	The combination of calligraphy and the English letter a: New strategy of using Arabic and English letters

Applications of Arabic calligraphy and Islamic art: Creating an authentic Islamic experience



To evaluate the application of Islamic art in this case study objectively, two focus groups were employed. All 10 Muslim participants were asked to evaluate this application on three key aspects: 1) appropriateness, 2) recognisability and 3) authenticity. They were asked to place the design of Andalusiah logo and café in three perceptual maps – see Figures 4.59, 4.60 and 4.61 below. 





	Appropriate

[image: ][image: ]Inappropriate
[bookmark: _Toc425166916]Figure 4.62: Focus groups Andalusia images positions

	On a scale of 1–5 (where 5 is the most appropriate and 1 is the most inappropriate), most participants placed the design of the Andalusiah café on 5. They found the Islamic art application on both the logo and café to be appropriate because the use of Arabic calligraphy in the logo and Islamic culture interpretation around the café represents Islamic culture appropriately.
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Recognisable



[bookmark: _Toc425166917]Figure 4.63: Focus groups Andalusia café images 
positions

	On a scale of 1–5 (where 5 is the most recognisable and 1 is the most unrecognisable), most participants in the focus groups placed the design of the Andalusiah café logo and the café on 5. They found the Islamic art application on both designs to be recognisable due to the use of many Islamic art elements including Arabic calligraphy which is highly appreciated within Islamic culture. Their discussions also pointed out that the use of Islamic patterns is attractive for Muslim consumers and enhanced recognition of Islamic art.
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[bookmark: _Toc425166918]Figure 4.64: Focus groups Andalusia café images 
positions

	On a scale of 1–5 (where 5 is the most authentic and 1 is the most superficial), most participants in the focus groups placed the design of the Andalusiah logo and café on 5. They found the Islamic art application on both designs to be authentic because of the link between Islamic culture and Islamic art, including Islamic calligraphy and Islamic patterns. The discussions during the focus groups suggested that as much as the Islamic calligraphy is highly appreciated within Islamic culture, the Islamic patterns convey so many valuable meanings for Islamic culture, Islam and art. It is considered the centre of the beauty of Islamic art.



The design of the Andalusiah logo and café was considered successful. The aim of the café is to create a memorable experience through the use of a traditional Islamic-influenced interior, which could also attract non-Muslims. The blend between Islamic art and cultural influence is considered a good interpretation as it has created a unique concept for the café design that relates to Islamic culture: the atmosphere is enriched with Islamic art patterns, paintings and books to create a full Islamic experience for the consumer. The café interior is inspired by the Islamic style, including Islamic patterns, Arabian calligraphy and Islamic architectural elements, such as arches. Superficial

This case study revealed that a good combination of Islamic art and Islamic patterns with Islamic architecture is considered valuable because of the correlations between Islam fundamentals, the relationships between Muslims, and Islam to Muslims.
[bookmark: _Toc425166191]4.2.4 Tamani Hotels and Resorts 
Tamani Hotel was chosen for the case study, because it focuses specifically on the Muslim market. Tamani Hotels and Resorts in Dubai combines excellence and recognised Islamic cultural values. In February 2008, the hotels and resorts were noted as the first UAE Islamic hotel brand by Dubai Tourism and Commerce Marketing. Their vision is to promote a unique experience based on Arabic heritage and local values to provide to the world with no restriction on race, creed or religion. Moreover, in aiming to become an ambassador for Islamic art through the delivery of product, gallery, design and service, Tamani has a very close relationship with the world of Arabic and Islamic art. Through art, there is an immediate and direct connection to the complex civilisation that transcends thousands of years, while the various art forms cut through differences in language, culture and creed, and provide an intellectual and spiritual connection that is uplifting to the mind and soul.





[bookmark: _Toc398978314][bookmark: _Toc424113456]Table 4.12: Analysis of Islamic art application in Tamani Hotel
	
	Communication Design on product
	Islamic art Application
	Description of Islamic art elements used in this example

	Tamani
	


[image: ]
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[image: ]
	
· Arabic calligraphy


· Islamic art patterns and ornaments

· Islamic architecture and arches

	
[image: ]

[image: ]

	
The combination of Islamic art and heritage: Helps create a memorable experience for consumers





[bookmark: _Toc398978315]
To evaluate the application of Islamic art in this case study objectively, two focus groups were employed. All 10 Muslim participants were asked to evaluate this application on three key aspects: 1) appropriateness, 2) recognisability and 3) authenticity. They were asked to place the design of the Tamani Hotel logo and interiors in three perceptual maps – see Figures 4.62, 4.63 and 4.64 below. 
	Inappropriate
Appropriate
[bookmark: _Toc425166919]Figure 4.65: Focus groups Tamani hotel images positions

[image: ][image: ][image: untitled.bmp]
	On a scale of 1–5 (where 5 is the most appropriate and 1 is the most inappropriate), most participants in the focus groups placed the design of the Tamani Hotel logo and interior on 5. They found the Islamic art application on both designs to be appropriate because of the use of many Islamic art elements such as Islamic calligraphy combined with cultural heritage elements. 



	
Recognisable
Unrecognisable





[bookmark: _Toc425166920]Figure 4.66: Focus groups Tamani hotel images positions



	On a scale of 1–5 (where 5 is the most recognisable and 1 is the most unrecognisable), most participants in the focus groups placed the design of the Tamani logo and interior design on 5. The participants found that the use of Islamic art, paintings, Islamic calligraphy and Islamic patterns was recognisable. 



Superficial

	


Authentic












	On a scale of 1–5 (where 5 is the most authentic and 1 is the most superficial), most participants in the focus groups placed the design of Tamani  logo and interior on 5. They found the Islamic art application on both designs to be authentic because the Islamic art elements included Islamic calligraphy, patterns and cultural heritage. The discussions during the focus groups pointed out that the use of these elements delivered the core value of the hotel, which is to be sharia compliant and designed specifically to fit in with the Muslim consumer lifestyle.



The design of the Tamani Hotel logo and interiors was considered successful. The hotel interior and style are influenced by Islamic art combined with rich Islamic heritage and cultural values, all injected into wall patterns and paintings, floor patterns, furniture and the general atmosphere. The sharia-compliant Tamani uses Islamic art around the hotel to provide added value to the hotel atmosphere as it represents the main concept of being an Islamic hotel, which will significantly enrich all guests’ experiences, whether Muslim or non-Muslim. Also, the hotel interprets the Islamic experience through the use of Islamic art and cultural heritage. The harmony between the hotel’s style and the Islamic art and cultural values is clear. The hotel showcases classical and contemporary Islamic art to provide customers with a vision of the rich Islamic heritage and society. According to the focus groups, Tamani Hotel is considered a successful example of the use of Islamic art and cultural heritage.[bookmark: _Toc425166921]Figure 4.67: Focus groups Tamani hotel images positions

This case study showed that harmonising the style of the Islamic store, retail and hotel with Islamic art and cultural heritage enhances the Muslim consumer experience significantly.  

[bookmark: _Toc425166192]4.2.5 Other examples 	
The following table 4.22 provides more examples of brands applying Islamic culture using the same Islamic art symbols of the crescent moon and star, which clearly indicates a lack of creativity in applying Islamic art and cultural influences commercially.
[bookmark: _Toc398978316][bookmark: _Toc424113457]Table 4.13: Lack of creativity in the commercial use of Islamic art and cultural influences
	Client
	Example
	Islamic influence
	

	Burger King
	[image: Z:\Conferences\Rescon\ResCon 2013\burgerking-ramadan.png]
	
[image: Z:\Conferences\Rescon\ResCon 2013\burgerking-ramadan.png]
	· Crescent moon

	Virgin
	[image: Z:\Conferences\Rescon\ResCon 2013\ramadan-virgin-megastore.jpg]
	[image: Z:\Conferences\Rescon\ResCon 2013\ramadan-virgin-megastore.jpg]
	· Crescent moon
· Lantern
· Arabic calligraphy

	Nescafe
	[image: Z:\Conferences\Rescon\ResCon 2013\nescafe-ramadan-Hossamahmed.jpg]
	[image: Z:\Conferences\Rescon\ResCon 2013\nescafe-ramadan-Hossamahmed.jpg]
	· Crescent moon
· Arabic calligraphy

	Nandos
	[image: Z:\Conferences\Rescon\ResCon 2013\nando-ramadan.jpg]
	[image: Z:\Conferences\Rescon\ResCon 2013\nando-ramadan.jpg]
	· Crescent moon

	Pizza Hut
	[image: Z:\Conferences\Rescon\ResCon 2013\pizza-hut-ramadan.jpg]
	[image: Z:\Conferences\Rescon\ResCon 2013\pizza-hut-ramadan.jpg]
	· Crescent moon
· Arabic calligraphy
· Mosques

	Lipton
	[image: Z:\Conferences\Rescon\ResCon 2013\lipton-ramadan.png]
	[image: Z:\Conferences\Rescon\ResCon 2013\lipton-ramadan.png]
	· Crescent moon
· Arabic calligraphy
· Lantern

	Pepsi
	[image: ]
	[image: ]
	· Crescent moon
· Lantern



As discussed earlier regarding Ramadan values within the wider Islamic culture, almost all brands offer new adverts, product ranges, marketing campaigns, packaging designs and visual communications to mark the month within the Islamic culture, and more importantly to attract more consumers. The seven examples provided in the table above all adopt almost the same concept of marking Ramadan using the crescent moon. This clearly indicates that many brands rely on the same concept already developed by others, and it is obvious that there is a significant lack of innovative applications of Islamic art. This could be because design developers rely on ideas created by others that may shortly prove less attractive to consumers. Nowadays, with the fast pace of environmental and technological change, consumers are increasingly eager for something unique, new and with original ideas. 
[bookmark: _Toc425166193]4.3 Integration of outcomes
This chapter has until now focused on analysing commercial brands’ interpretations of Islamic art and cultural values. According to the results of analysis and  focus groups, there is a strong interest in Islamic art and cultural influences in commercial brands and products. The majority of styles adopted, however, indicated several negatives:
· Misuse of some elements, which can easily lower the brands’ reputation
· Repetition in the Islamic art and cultural elements used, which means designers’ creativity is fully utilised
· Design elements appear to be used randomly and without a clear understanding or strategy
· Emerging requirements confirmed they need guidance
· There is a need to help non-Muslims understand the real value of Ramadan
· There is a need to make symbols stand out to have a full effect on consumers
· Applying combinations of more than one Islamic art element (for example, shape, colour, calligraphy, and patterns) can enhance consumer recognition
· The use of Islamic art symbols in silhouette/illustrations is acceptable and could avoid confusion of overlapping images
· There is a need to develop a clear Islamic art storyline which could be an appropriate way to represent Islamic cultural identity 
· The combination of Arabic calligraphy with Islamic art symbols is highly appreciated by the Muslim consumer. In addition, it is even more appealing when the Islamic art presents Islamic cultural values
· Good combinations of Islamic art and patterns with Islamic architecture is considered valuable due to the correlations between Islam fundamentals, and the relationships between Muslims, and Islam 
· Harmonising the style of the Islamic store, retail and hotel with Islamic art and cultural heritage significantly enhances the Muslim consumer experience 

To sum up, it is clear that brands are interesting in doing business in the Muslim market given the potential profit involved, but a lack of consistency and the absence of clear guidance in the design issues involved could ruin their chances. 
As evidenced in the above case studies, there are several advantages and disadvantages related to the use of Islamic art and cultural influences. The overall advantages of this use are, first, that the importance of the religious application in brands is shown to directly link to consumer life and behaviour (Bailey and Sood, 1993; Lupfer et al., 1992; McDaniel and Burnett, 1990; Lupfer and Wald, 1985; Wilkes et al., 1986). Therefore, it seems that Islamic art applications in these examples are used to enhance the link between the brand and the Islamic culture. Secondly, the application of Islamic art elements and Islamic cultural influences during Ramadan is considered a beneficial decision, as the value of Ramadan to Islamic culture is significant, and potentially higher than for any other religious or cultural celebration. In addition, there is considerably more activity by Muslim consumers in terms of buying behaviour during Ramadan, according to economist No’man Ashour. For example, in 2012, consumption by Muslim families increased by 20–30 per cent during Ramadan (Euromonitor.com, 2012). Moreover, the advantage in terms of the use of Islamic art and culturally influenced designs in the case studies is the harmony between the Islamic brand concept and the used Islamic imagery or art to communicate the brands’ vision to the consumer, as seen in the cases of Nawal Al-Maimani, Tamani, Andalusiah and Emirates. 
Despite these advantages, many disadvantages are evident in the case studies provided in this chapter. The overall disadvantages are, first, that it was clear there is a lack of a thorough understanding of Islamic art elements and cultural values and meanings, as in examples like Coca-Cola and Starbucks. Second, the lack of creativity, innovation and originality is significant in the use of Islamic art elements and cultural influences, as in the Coca-Cola, Starbucks, The Body Shop and Saudi Arabian Airlines case studies, and in the commercial adverts provided in Table 4.17 above. In addition, misinterpretation or misuse of some Islamic art elements and some cultural influences could lead to causing offense to a certain extent, as discussed in the Coca-Cola case study analysis above.
Based on the case study findings, it appears the shortcomings of existing applications of Islamic art are the result of a lack of understanding of Islamic cultures. It was assumed that the areas that require most guidance are those relating to the use of Islamic art elements, and to understanding Islamic art to the extent required to interpret it differently and prevent designers from playing it safe and repeating familiar designs. These assumptions were verified through a series of primary research, which will be presented in Chapters 5 and 6.

[bookmark: _Toc425166194]4.4 Findings of the case studies
In this section, the outcomes of the case studies and the focus groups are provided. The case studies suggested advantages and disadvantages of Islamic art applications for the selected commercial brands:
Advantages:
· The importance of the religious application in brands is established by many researchers as a direct link to consumer life and behaviour (Bailey and Sood, 1993; Lupfer et al., 1992; McDaniel and Burnett, 1990; Lupfer and Wald, 1985; Wilkes et al., 1986)
· Case studies suggested that selected examples of commercial brands use Islamic designs to communicate to the consumer the link between the brand and Islamic culture 
· The application of Islamic art elements and Islamic cultural influences during Ramadan is considered a beneficial decision given the significant value of Ramadan for the whole of Islamic culture
· Muslim consumers buy more during Ramadan, according to economist No’man Ashour; in 2012, consumption by Muslim families increased by 20–30 per cent during Ramadan (Euromonitor.com, 2012)
· Harmony is required between the Islamic brand concept and the Islamic imagery used to communicate the brands’ vision with the consumer, such as that used by Nawal Al-Maimani, Tamani Hotel, Andalusiah and Emirates

Disadvantages:
· Lack of a thorough understanding of Islamic art elements and cultural values and meanings, as seen in the examples of Coca-Cola and Starbucks
· Lack of creativity, innovation and originality is significant in the use of Islamic art elements and cultural influences, as in the Coca-Cola, Starbucks, The Body Shop and Saudi Arabian Airlines case studies, and in the commercial adverts provided in Table 4.17 in Chapter 4
· Misinterpretation or misuse of some Islamic art elements and cultural influences could lead to offense, as discussed in the Coca-Cola case study analysis in Chapter 4

Based on the case studies, it is suggested that the main issues regarding the application of Islamic art and cultural influences in commercial brands were repetitiveness and a lack of innovation or exploration. The outcome also suggests that the biggest challenge for brands is deciding what Islamic art elements and cultural references are suitable, and how they can be applied in commercial products to convey Islamic cultural values. The lack of clear guidelines has led to the improper use of Islamic art in commercial products and significant repetition in Islamic graphics. 

[bookmark: _Toc425166195]4.5 Issues captured from case studies
According to the analysis of several case studies of commercial brands’ interpretations of Islamic art and cultural values, as presented in Chapter 4, there is great interest in interpreting Islamic art and cultural influences in commercial brands and products. In addition, analysis of the case studies indicated several negatives regarding the styles used, such as:
· Misinterpretation of some Islamic cultural symbols and elements, which can easily lead to negative impacts on brands
· Repetition in the Islamic art and cultural elements, which show lack of authenticity
· Design elements are based on intuition and without a clear understanding and strategy

To sum up, brands are interested in doing business in the Muslim market for the profit it could bring, but the lack of consistency and the absence of clear guidance for using Islamic art elements and culture could ruin brands’ chances of success. Therefore, there is a need for clear explanations of Islamic art, hidden meanings and philosophy. 
[bookmark: _Toc425166196]4.6 Summary and conclusion
This chapter investigated the use and application of Islamic art and cultural influences by several commercial brands using the case study research method and focus groups in conducted in order to provide objectivity to the study. The first case study (A) investigated the commercial brands’ application to mark Ramadan, while the second case study (B) investigated commercial brands influenced directly by Islamic art and culture. Both case studies combined to cover a wide range of the applications in the Muslim market.
To conclude, the three steps required for objective 3 were performed using case study analysis, considering and evaluating brands’ execution, including: 1) positives and negatives for commercial brands using Islamic art and cultural influences; 2) execution and evaluation of Islamic art and cultural influence application; and 3) emphasising the need for clear guidance to ensure better designs.
The findings and results of the data gathered through all research methods are discussed, and the data synthesised, in Chapters 5 and 6. 
The case studies discussed in Chapter 4 investigated several commercial brands’ applications of Islamic art and cultural influences. According to the findings, these are applied to brands in two categories. The first commercial brand application is used to mark the Islamic religious celebration of Ramadan; the second category includes the commercial brands influenced directly by Islamic art and culture. Both categories were investigated to explore the current use of Islamic art and cultural influences in commercial branding.


Chapter 5 PRINCIPAL FINDINGS OF PRIMARY RESEARCH
This chapter presents the key findings of primary research. The findings were essential components in developing the guideline tool, which is the main purpose of this research. In this chapter, findings of the primary research analysis of the survey and interviews, conducted using qualitative and quantitative approaches, is presented. Overall, the final results gathered from all of the research were synthesised to form the four key requirements in developing the guideline tool: 1) how to enhance designers’ understanding of Islamic art; 2) how to guide designers to a proper use of Islamic art in commercial brands without any misuse, misinterpretation or misconception; 3) how to improve designers’ confidence and creativity when developing new Islamic art and cultural influences; and 4) how to protect Islamic art’s real values and meanings. In this chapter, section 5.1 and 5.2 will provide a summary and results of the questionnaire. This is followed by the interview findings and outcomes analysis in sections 5.3 and 5.4 respectively. 	
[bookmark: _Toc425166198]5.1 Survey findings
This section will present the principal findings and analytical results derived from the offline and online survey. In all, 165 responses were received from offline and online participants in Islamic (98 respondents) and non-Islamic countries (67). The responses gathered from the survey have been analysed using the embedded online tool from Survey Monkey. This section solely focuses on presenting gathered data in a meaningful way to facilitate the discussions presented later in this chapter. 
The survey key objectives were divided as follows: 
1. Consumers’ perceptions of Islamic-influenced images in brands and products
2. Consumers’ opinions on applying art and cultural symbols in brands
3. The effect of Islamic art and cultural influences in brands on the consumer brand communication
4. Consumer needs from Islamic art and cultural symbols applications in brands and products 
[bookmark: _Toc425166199]5.3.1 Consumer perception of Islamic-influenced images in brands and products
[image: 3]
[bookmark: _Toc425166922]Figure 5.68: Images used in the survey of products using culturally influenced graphics
The aim of the first set of questions was to clarify how well the existing applications of Islamic art were recognised and understood by consumers (see Figure 5.69).  The Puma product (Picture B) was chosen with the intention to: 1) provide more comparison in terms of the strength of recognition of cultural images; 2) make the results more accurate and encourage participants to think it through before making an easy association with the cultures; and 3) test the strength of the use of letters in the designs and how well the participants’ cultural association is enhanced by the use of these letters.
The below charts represent the following: Figure 5.3) how participants (98) from Islamic countries associated the symbols applied to the packaging of (A) Coca-Cola and (C) Starbucks to Islamic, non-Islamic or no cultural association; Figure 5.70) how participants (67) from non-Islamic countries associated the symbols applied to the packaging of (A) Coca-Cola and (C) Starbucks to Islamic, non-Islamic or no cultural association; and Figure 5.5) how all participants (165) from Islamic and non-Islamic countries associated the symbols applied to the packaging of (B) Puma to Chinese, non-Chinese or no cultural association. 

[bookmark: _Toc425166923]Figure 5.69: 98 participants from Islamic countries – responses for (A) and (C) 

The above chart indicates that (A) Coca-Cola and (C) Starbucks were associated with Islamic culture, with 35 and 38 responses respectively. However, the highest number of respondents, 47, failed to associate the applied graphics on (A) Coca-Cola correctly, and 16 did not know any culture with which it could be associated. For (C) Starbucks, 31 respondents from Islamic countries did not know which culture to associate the applied graphics with, while almost the same number (29) chose to associate the applied graphics with cultures other than Islamic. This chart indicates that although many respondents from Islamic countries managed to associate both (A) and (C) with the Islamic culture, the majority of respondents were confused about the graphics’ cultural associations. The reasons for choosing the Islamic culture association, according to respondents’ comments, were based on the visibility of the crescent moon, star and mosque, which they referred to as iconic symbols of Islam and Islamic art. 



[bookmark: _Toc425166924]Figure 5.70: 67 participants from non-Islamic countries – responses for (A) and (C)

Figure 5.71 indicates that respondents from non-Islamic countries generally failed to associate both (A) Coca-Cola and (C) Starbucks with the Islamic culture. Indeed, the highest number of responses for both (A) and (C) by non-Islamic participants associated the applied graphics with other cultures (29 and 33 responses respectively). Finally, almost the same number of respondents did not manage to associate the graphics used with any culture for both (A) (23 responses) and (C) (21). Therefore, this indicates clearly that the non-Muslim participants had major difficulty in recognising the applied Islamic graphics.


[bookmark: _Toc425166925]Figure 5.71: All participants from Islamic and non-Islamic countries – responses for (B) Puma

Only 50 of 165 respondents failed to associate the applied graphics of (B) Puma with the Chinese culture. According to participants’ comments, the majority of responses were based on the Chinese letters displayed on the shoes, although others related to the use of colour and the association with the dragon, for which China is famous. 
According to the results provided in the three charts above, both Muslim and non-Muslim consumers’ recognition of currently used Islamic art and cultural influences is considered low. Non-Muslim consumer recognition was lower than that of Muslims due to the Muslims’ cultural familiarity.
[bookmark: _Toc425166200]5.3.2 Consumers’ opinions on applying Islamic art and cultural symbols in brands
To gain an insight into the consumer perception of using Islamic art and cultural influences in commercial brands, it is vital to understand the how this use has affected the brand personality. There are five dimensions to measuring brand personalities: excitement, sincerity, ruggedness, competence and sophistication (Aaker, 1997) (see Figure 5.73). Accordingly, the five dimensions were used to measure the effect of using Islamic art and cultural influence on consumer perceptions. 

    
[bookmark: _Toc425166926]Figure 5.72: Brand personality dimensions (Aaker, 1997)



[bookmark: _Toc425166927]Figure 5.73: The change in the consumer perception of the brands when using culturally influenced graphics

Figure 5.74 addresses participants’ opinions of the change that occurs in their perception of brands that use cultural graphics and symbols according to the five brand personality dimensions. As we see, 124 participants indicated that the appropriate use of Islamic art and cultural enhanced brands’ competence. Similarly, 118 participants thought brands become more exciting. This was followed by brands’ sophistication and sincerity, with 87 and 76 responses respectively. Finally, 57 participants believed brands using Islamic art and cultural influence increases ruggedness.

[bookmark: _Toc425166201]5.3.3 The effect of Islamic art and cultural influences on the consumer brand experience
The four areas of being sensory, affective, intellectual and behavioural were chosen because they are crucial characteristics in measuring consumers’ brand experience (Brakus et al., 2009).

[bookmark: _Toc425166928]Figure 5.74: Four dimensions of brand experience (Brakus et al., 2009)



[bookmark: _Toc425166929]Figure 5.75: The effects of brands’ use of culturally influenced images on participants

The chart above shows that 130 participants felt products with Islamic cultural images significantly enriched their sensory experience. This was followed by the emotional effect, with a significant 117 responses. In addition, 108 and 91 respondents respectively found the brand stimulated their curiosity and affected their physical behaviour towards it when using cultural influences on products.

[bookmark: _Toc425166930]Figure 5.76: Meaning of applied cultural graphics to participants in isolation from products

For survey participants, the meaning of the used cultural images in isolation from brands and products differed. The chart indicates that only 87 participants found these images to send clear messages to the consumer about the culture. However, 110 participants agreed that the culturally influenced images and symbols created a strong emotional connection with the consumer, while 130 participants believed the images told a cultural story to the consumer. Therefore, as seen in Figure 5.76 and 5.77, the culturally influenced images and symbols in brands can have a positive effect on the brand communication and experience. Furthermore, the following chart provides more results relating to participants’ opinions on the effect of such culturally influenced graphics and symbols in brands.


[bookmark: _Toc425166931]Figure 5.77: The added values respondents find when brands use cultural graphics

The collected responses presented in Figure 5.78 indicate that 64 respondents believed brands’ use of Islamic cultural graphics met their consumer needs. On the other hand, 133 participants found that the application of these graphics indicated a high appreciation of art, and similarly provides uniqueness (120 responses) and cultural awareness (111) to the brand’s style. Moreover, 86 participants believed that brands using cultural influences showed they cared about their consumers, while 77 thought they did so to aim for a broader market.







[bookmark: _Toc425166202]5.3.4 Consumer interest in Islamic art and cultural symbols applications in brands and products


[bookmark: _Toc425166932]Figure 5.78: The influence of Islamic art and cultural symbols on consumers’ purchasing decisions

Figure 5.79 shows respondents’ interest in buying products with and without culturally influenced symbols; we see that more than half of respondents indicated significant interest in buying products with cultural images, while 63 participants would opt not to buy products with cultural graphics applied.

The following chart demonstrates participants’ opinions of elements and essential factors that designers should consider in introducing Islamic cultural influences to brands. Participants sought creativity, good use of colour and reference to Islamic culture and heritage, as borne out by 122, 110 and 116 responses respectively. Participants responded similarly to simplicity (142 responses) as a key factor, alongside artistic style (137) and use of Islamic patterns (69).
 

[bookmark: _Toc425166933]Figure 5.79: Participants’ opinion on factors designers should consider when using cultural images in products

The outcome of the survey suggests that the consumers’ ability to recognise the Islamic art and cultural designs used in commercial products and brands is significantly low, as more than half of participants failed to associate the images with the relevant art and culture. In addition, Islamic art and cultural symbols in commercial brands not only have to be strong enough to signify the meaning, but must not be complex; the art and cultural graphics have to be simplified to an extent to make it easier to identify, but with the traditional values and core meanings still clear. The results also address elements that should be prioritised when applying these images, such as colours, creativity, simplicity, artistic style, innovation, culture and heritage. Some cultural symbols and graphics provide a positive image and make the brand look more appealing.
[bookmark: _Toc425166203]5.2 Key Issues from the survey
The survey answers provided further insights into consumer opinions about brands’ use of culturally influenced symbols and graphics on their products. A variety of aspects regarding this application were covered by the survey, such as:
· Consumers’ perceptions of Islamic-influenced images in brands and products
· Consumers’ opinions on applying art and cultural symbols in brands
· The effect of Islamic art and cultural influences in brands on consumer brand communication
· Consumer needs from Islamic art and cultural symbol application in brands and products
The results are presented in the table below.
[bookmark: _Toc424113458]Table 5.14: Survey of quantitative and qualitative findings
	Objectives 
	Summary 

	1. Consumers’ perceptions of Islamic-influenced images in brands and products

	Designs were not recognised by Muslims or non-Muslim consumers for many reasons: designs were too simple or too complex; they were distracted by the use of colour; the designs did not interpret Islamic culture appropriately; or the designs lost their traditional value

	2. Consumers’ opinions on applying art and cultural symbols in brands
	Such integration encourages the consumer to remember the product due to their engagement through the use of a specific culture, which also provides entertainment for the consumer

	3. The effect of Islamic art and cultural influences in brands on consumer brand communication
	The applications seem to create a positive effect on consumers’ brand and emotional communication. The added designs can significantly transfer meanings and values, and represent brands as culturally aware 

	4. Consumer needs from Islamic art and cultural symbol application in brands and products
	The potential for integrating Islamic art and culture in commercial brands is considerably high. However, Islamic art designs need to be authentic and simple, and use colour combinations that are relevant to Muslim culture 



In this section, findings from the questionnaire and current research results are synthesised:
· There is no doubt that iconic Islamic symbols and Islamic art were widely recognised; however, many participants failed to determine the culture to which they related, and suggested that either the symbols were oversimplified or that the participants were unaware of these symbols as they came from a non-Islamic culture. The responses indicated that the main elements should have a major effect on what the participants like: creativity, colours, simplicity, artistic style, innovation, and culture and heritage
· When consumers deal with products that use artistic styles and are related to a culture, the relationship is described as emotional because it sends clear messages as the symbols engage them with the culture
· Brands use culturally influenced symbols in their products to communicate several values; the most important are that they care about customers, and have a good level of cultural awareness, uniqueness and suit different tastes. In addition, through the use of artistic style, people’s appreciation of the brand and product increases
· In terms of adding cultural symbols to products in customer brand communication, people tend to be attracted to it emotionally, and enjoy the friendly relationship that is created by this application and differentiation
· The effect of adding cultural symbols to products, in terms of the perception of the brand, transforms how people think of it and enhances their overall brand experience

The outcome of the questionnaire suggests that the perception of Islamic art and cultural designs used in commercial products and brands is significantly low, as more than half of participants from both Islamic and non-Islamic countries failed to associate the images applied to the products with the right art and culture. In addition, Islamic art and cultural symbols in commercial brands not only have to be strong enough to signify the meaning, but also should not be complex. Moreover, the art and cultural graphics have to be adapted to suit the brand’s values so that the traditional values and core meanings remain clear. The results also address elements that should be prioritised when applying these images, such as colour, creativity, simplicity, artistic style, innovation, culture and heritage. Some cultural symbols and graphics give a positive image and make the brand look more appealing.
[bookmark: _Toc425166204]5.3 Findings of interviews
This section presents the key findings from the interviews undertaken with practitioners with sufficient knowledge and work experience to provide a view of current practices and their understanding of art application in branding. 
Interviewing these experts offered a number of benefits over text analysis and surveys (Neuman, 2000). The face-to-face communication allowed greater clarity in defining terms relating to Islamic art application in brands and the challenges faced during the design development. The flexible nature of interviews means that a subject or interviewer may guide the discussion based on the particular experiences or understanding of the subject; there is a richness of detail and frankness that comes only through people speaking relatively freely about specific experiences (Myers and Newman, 2007).
The goal was to not only get in touch with the organisation, but also to try to meet all key persons involved in the project, such as graphic designers, marketing experts, brand managers and artists, to get a comprehensive picture of what the entire process involves. After meeting all targeted organisations and key personnel, the next step was to organise the information gathered by dividing up all areas discussed in relation to Islamic art elements and values, including the use of art within brands, and thus form the wider picture to be considered as a milestone in this research. Saudi Arabia was chosen as the research ground for identifying examples of Islamic art in branding and how well it has been used, applied and interpreted. Therefore, to gain a clearer insight on how well Islamic art reflected the Islamic culture in Saudi Arabia, meeting key people from different organisations and various business sectors was considered crucial. 
All interviewees were asked almost the same set of questions, as given Chapter 3. An extensive sample of their important responses is provided in the table below.
[bookmark: _Toc424113459] Table 5.15: Interview objectives and experts’ opinions
	Interviewee
	Objectives 
	Opinion

	Design manager

	Opinion on current Islamic art applications in the market
	It is becoming a big competition these days domestically as well as globally, but the market is still not tapped and has more to come

	
	Benefits and value of applying Islamic art in brands
	During Ramadan, many products around us are designed with Islamic symbols and Arabic greetings; straight away you feel the beauty of the style transfers spirituality 

	
	Established and practical methods
	Research techniques, viewing some images and reading not directly about what we want to design, but something to get inspired by. However, I’m unsure if there are any methods exclusive to this application 

	
	Challenges and issues during the design development
	Islamic art and culture is considered sensitive as it is related directly to Islam. Any mistake could ruin the whole thing. We need fixed regulations to know what we should and should not do directly 

	
	Level of creativity
	We have many examples of domestic and global products that produce more or less the same concept. No one yet has created astonishing designs

	










Brand manager
	Opinion on current Islamic art applications in the market
	I personally find this to be an interesting trend where global brands are thinking about the Muslim market, which has the biggest demand

	
	Benefits and value of applying Islamic art in brands
	The value of products is noticeably increased when adding these graphics that carry so many meanings of elegance and spiritual value

	
	Established and practical methods
	The method we use is brainstorming, creating a concept, developing a design, but no specific tool; we base the final design on our understanding of the brief 

	
	Challenges and issues during the design development
	Islamic culture and art could be easily misinterpreted because there are no clear definitions and deep understanding

	
	Level of creativity
	To be creative is to bring new things to the table and to think out of the box, but business owners prefer to play it safe and repeat produced designs

	Brand owner
	Opinion on current Islamic art applications in the market
	The issue is that if it is a domestic product using this application, it is considered cheap, and if global brands do it, there are some misinterpretations or a scandal

	
	Benefits and value of applying Islamic art in brands
	I use it myself for my brand, and my aim is to go global and be easily distinguished by my Islamic identity

	
	Established and practical methods
	The method is that we are assisted by a design agency to produce new concepts and designs

	
	Challenges and issues during the design development
	When we get the proposed designs from the agency, we need to follow our instinct on which will suit our brand style, and it is not an easy task

	
	Level of creativity
	Compared to the West, designs are more straightforward than creative

	


















Artist
	Opinion on current Islamic art applications in the market
	I really like it; however, if I look back I see the same images are produced and the same elements are used

	
	Benefits and value of applying Islamic art in brands
	Islamic art and culture has a diverse range of meaning and philosophy which signifies high value that I suppose can significantly enhance brand value, especially using Arabic typography

	
	Established and practical methods
	Islamic art is not an easy-to-understand topic; it needs a thorough understanding, and living in a fast-moving life will not encourage designers to read piles of books and visit many museums. The need is clear for an easy way to understand as well as an accurate source to rely on

	
	Challenges and issues during the design development
	In order to express Islamic art and its hidden treasures in design or a painting, a thorough understanding is needed, which could be considered as a challenge because the majority over-rely on their understanding and perception of it

	
	Level of creativity
	I can see the creativity as a significantly clear target for many organisations and brands in the West, but not yet in Middle East where only profitability is considered crucial

	



Marketing manager

	Opinion on current Islamic art applications in the market
	I used to see this applications only on local products, but nowadays global brands have started to make some profit out of it, like Pepsi, KFC, Starbucks and many others aiming to compete to attract more Muslims who only prefer local products 

	
	Benefits and value of applying Islamic art in brands
	In Middle East countries such as Saudi Arabia, Egypt and the United Arab Emirates, the biggest sales season of the year is Ramadan. Many industries and businesses are making their biggest profits. And using Islamic designs is enhancing the recognition of the consumer

	
	Established and practical methods
	Methods we use are market research, brainstorming, observations, viewing images and many others, but we never had a method specifically focus on the Islamic art and philosophy 

	
	Challenges and issues during the design development
	Producing a new brand or concept or idea is always a challenge, especially if it is for the Muslim market, which is a very culturally sensitive 

	
	Level of creativity
	Creativity is a new concept we are starting to consider in the development of many marketing campaigns. It needs to be part of every idea and concept, however, as what we see around us is very similar

	Marketing director
	Opinion on current Islamic art applications in the market
	I totally disagree with international brands like Coca-Cola using Islamic applications. For me, I don’t find a reason for that; the brand is only representing the Western culture and using Islamic themes is a mistake. If the brand originates from the Islamic culture I find it very much appealing 

	
	Benefits and value of applying Islamic art in brands
	Islamic art and Arabic calligraphy has a distinctive value, and when brands use it, it gives the brands a distinctively prestigious identity

	
	Established and practical methods
	We use many methods like workshops to discuss, for instance, a new event using the Islamic designs as a style, so we look for previous examples and the company style as well to help us create the idea

	
	Challenges and issues during the design development
	In the early days of the organisation we used to struggle with producing a brand concept for an Islamic hotel and we had to rely on the help of design agencies. Now, each sub-brand has its own style and guidelines. Actually, now we have the experience to say what’s right and what’s not

	
	Level of creativity
	We seek creativity in all aspects of the organisation but not all the employees are skilled enough to deal with it, which can have an effect on the final designs and concepts

	Graphic designer 1

	Opinion on current Islamic art applications in the market
	I really find the Islamic themes fascinating and I like working with them. I must say there is a strong demand and it is noticeable

	
	Benefits and value of applying Islamic art in brands
	Applying some Arabic letters and/or Islamic designs on packaging or brands adds a story and enhances authenticity as well as attractiveness

	
	Established and practical methods
	After the design team produce a concept I start to experiment to develop the designs using computer software like InDesign, Photoshop and Illustrator

	
	Challenges and issues during the design development
	The client’s lack of understanding sometimes requires us to do some changes, for instance to the colour or the use of calligraphy 

	
	Level of creativity
	So far, creativity is partially expressed due to the limited understanding of it


	Graphic designer 2
	Opinion on current Islamic art applications in the market
	Islamic art represents spirituality and Muslims are very proud of their identity. The application has a noticeable potential to be very popular for Muslim and non-Muslim consumers

	
	Benefits and value of applying Islamic art in brands
	The value of Islamic art is considerably high for Muslims, so when it is accompanied with the brand concept it will definitely add value

	
	Established and practical methods
	The current methods used by many design consultancies are based on discussion and many types of research like market, consumer, subject and visual research to form a clear concept. When the idea is clear we start to develop the designs

	
	Challenges and issues during the design development
	Sometimes we have to produce a concept and a design in a very limited period of time 

	
	Level of creativity
	We like to think outside of the box; however, we have many restrictions when it comes to using Islamic cultural graphics. We always try to find a way to present our ideas carefully in order to prevent any offence, which can consequently limit the creativity of the designer

	Brand strategist
	Opinion on current Islamic art applications in the market
	Very interesting. When commercial brands apply art they are trying to align themselves with something unique as art

	
	Benefits and value of applying Islamic art in brands
	It can be very beneficial. Art applications in commercial brands provide an intangible value which aligns the brands with something that in peoples’ minds is so precious, unique, beautiful and full of intrinsic value as art

	
	Established and practical methods
	We try to merge ourselves with the culture. We do lots of research, read many books, and involve people (consumers). We conduct workshops and questionnaires as well as in-depth interviews in order to keep the dialogue open with the audience

	
	Challenges and issues during the design development
	The only worry is that the applied art is too simplistic in a way that could spoil the meaning of a symbol or an element, for example 

	
	Idea exploration
	This is something a designer needs to be cautious about as Islamic art elements have multiple meanings. So designers need to conduct extensive research to understand the symbols as well as Islamic art’s hidden meanings which can easily be interpreted differently and offend a whole population

	Postdoctoral researcher
	Opinion on current Islamic art applications in the market
	There are an increasing number of brands that associate art in the current market. Marketing professionals believe that art has a power to enhance consumers’ perceptions of products and brands. Furthermore, not all the cases are successful and sometimes it can be a great risk when a brand applies art without strategic approach which could negatively affect the brands’ reputation

	
	Benefits and value of applying Islamic art in brands
	There is a study in marketing literature that proves the general connotation of luxury and exclusivity spills over onto the products and brands which the art is associated with and leads to enhancing consumers’ evaluation of products and brands in a favourable way.  I think that the application of art enables a brand to enhance creative and luxurious images as well as to provide cultural experience to consumers

	
	Established and practical methods
	It could be an audit list that enables designers to check the keys issues to be considered in applying art, or a design tool kit that shows a range of cultural symbols that enables designers to choose the artwork easier

	
	Challenges and issues during the design development
	As I know, most of the association between art and brand relies on a designer’s, marketer’s or professional from an art agency’s intuition. One of the interviewees from a luxury fashion brand told me that she just followed the opinions of an art agency as she is not a professional in art. Another interviewee told me that her brand seeks star artists to make an issue when the brand applies his/her artwork. These comments indicate that in current practice not many cases have a strategic direction in applying art to brands.  

	
	Level of creativity
	I find the Islamic culture to have many great symbols that are well-known and easy to recognise. However, the key question is how to create new Islamic designs which can be strong enough to communicate its meaning directly to Muslim consumers 

	Senior designer
	Opinion on current Islamic art applications in the market
	Mainly, Islamic art for me in commercial brands is the crescent moon, star, mosques and I personally find it very fascinating; however sometimes the designs are not that good so they easily give a low quality and cheap look to the brand

	
	Benefits and value of applying Islamic art in brands
	Sharing the cultural value of the consumer as well as reach the Muslim consumer easily and effectively, and Islamic art can add a unique identity to Islamic brands or brands which are sold within Muslim countries

	
	Established and practical methods
	Research including many resources… for instance, reading books, documentation about Islamic art and looking through many examples of Islamic art from pictures or visiting Islamic art museums. Also, looking through existing applications of Islamic art in commercial brands

	
	Challenges and issues during the design development
	The risk and issue is that designers or design developers use their own understanding of Islamic art as a basis for the Islamic style development which easily can damage the Islamic image or create misinterpretations

	
	Level of creativity
	We have seen so many up-to-date styles and clever ideas in western commercial industries, however not many good examples of Islamic style are established 

	Former academic
	Opinion on current Islamic art applications in the market
	I don’t know much about Islamic art or Islamic culture, but as far as I know, the current applications are attracting a lot of consumers, both Muslims and non-Muslims, which is considered a great potential for the future

	
	Benefits and value of applying Islamic art in brands
	It can add luxury, ethical value to the brands

	
	Established and practical methods
	Doing some initial cultural research to identify what kind of themes can represent consumers

	
	Challenges and issues during the design development
	Designers need to be careful not to offend people. The biggest problem is when designers use well-known symbols and images without knowing or understanding the real meaning behind them

	
	Level of creativity
	As I mentioned earlier, I have not much information about Islamic art, but the topic is so rich and can be interpreted through various ways

	Design and branding consultant
	Opinion on current Islamic art applications in the market
	Very interesting applications, and need more attention by designers and brands because of its huge market potential 

	
	Benefits and value of applying Islamic art in brands
	It indeed adds high value to the brand because art is generally considered a valuable tool and when a brand reveals its interest in art it consequently attracts consumers

	
	Established and practical methods
	I found the best method is to get the consumer involved in key stages of design development  

	
	Challenges and issues during the design development
	The biggest issue is if the developed design did not deliver the idea properly which can ruin the whole design and could have a major effect on the consumer

	
	Level of creativity
	From my point of view, because Islamic art has its own unique value [that] comes from little details, I wouldn’t recommend any attempts to modernise or over-simplify the designs because the real value of it will likely be lost



The majority of interviewees strongly agreed that the absence of clear guidelines had led to difficulties in creating a recognisable Islamic style. Moreover, such an absence encourages brands to rely on familiar designs. In addition, the experts noted that such guidance had to include both literal and visual elements to ensure its effectiveness. It is claimed by interviewees that the use of Arabic calligraphy will be highly appreciated in the Islamic culture, as it is the language of the Quran. Thus, using calligraphy can significantly enhance brand value and recognition.
[bookmark: _Toc425166205]5.4 Key issues captured from interviews 
The table below presents selected quotes from interviewees to demonstrate how these quotes, and all other answers, were highlighted and analysed. In this example, quotes from the interviewees related to their opinions of the current use of Islamic art in commercial brands and the relevant issues regarding these applications. The quotes were highlighted based on their distinctiveness and value in terms of various issues addressed by the interviewees. Thus, they were regarded as a list of advantages and disadvantages of the existing applications of Islamic art in commercial settings. The majority believed that the Islamic art graphics and concept in commercial branding was the new trend both in global and local Muslim markets. Moreover, the experts agree that the application is considered interesting and of great potential which is not fully explored (opinions 1, 2, 5, 7, 8, 9, 11, 12 and 13). Some also found that these applications were not of decent quality (4, 6, 3 and 11) and should only be used on Islamic commercial brands, and only to deliver its value (opinions 4 and 6). Furthermore, interviewee 10 mentioned that using Islamic art in commercial brands without any strategic approach is considered high risk as it could negatively affect the brands’ reputation. To conclude, according to Table 5.24, experts’ opinions suggested that current Islamic art applications in commercial brands is favourable but the strategy is not fully explored yet. Furthermore, the value of this application is still underestimated by commercial brands.
[bookmark: _Toc424113460]Table 5.16: Opinions of interviewees on the current use of Islamic art in commercial brands
	Interviewee
	Objective 
	Opinion
	

	Design manager

	Opinion on current Islamic art applications in the market

	It is becoming a big competition these days domestically as well as globally, but the market is still not tapped and has more to come
	1

	Brand manager
	
	I personally find this to be an interesting trend where global brands are thinking about the Muslim market, which has the biggest demand
	2

	Brand owner
	
	The issue is that if it is a domestic product using this application, it is considered cheap, and if global brands do it, there are some misinterpretations or a scandal
	3

	Artist
	
	I really like it; however, if I look back I see the same images are produced and same elements are used
	4

	Marketing manager

	
	I used to see this applications only on local products, but nowadays global brands have started to make some profit out of it, like Pepsi, KFC, Starbucks and many others aiming to compete to attract more Muslims who only prefers local products 
	5

	Marketing director
	
	I totally disagree with international brands like Coca-Cola using Islamic applications. For me, I don’t find a reason for that; the brand is only representing the Western culture and using Islamic themes is a mistake. If the brand is originates from the Islamic culture I find it very much appealing 
	6

	Graphic designer 1

	
	I really find the Islamic themes fascinating and I like working with them. I must say there is a strong demand and it is noticeable
	7

	Graphic designer 2
	
	Islamic art represents spirituality and Muslims are very proud of their identity. The application has a noticeable potential to be very popular for Muslim and non-Muslim consumers
	8

	Brand Strategist
	
	Very interesting. When a brand decides to apply art they are trying to align themselves with something unique as art
	9

	Postdoctoral Researcher
	
	There are an increasing number of brands that associate with art in the current market. Marketing professionals believe that art has a power to enhance consumers’ perception of products and brands. Furthermore, not all the cases are successful and sometimes it can be a great risk when a brand applies art without strategic approach which could negatively affect the brands’ reputation
	10

	Senior Designer
	
	Mainly, Islamic art for me in commercial brands is the crescent moon, star, mosques and I personally find it very fascinating; however sometimes the used designs are not that good so they easily give a low quality and cheap look to the brand
	


11

	Former Academic
	
	I don’t know much about Islamic art or Islamic culture, but as far as I know, the current applications are attracting a lot of consumers, both Muslims and non-Muslim, which is considered a great potential for the future
	12

	Design and Branding consultant
	
	Interesting applications and need more attention by designers and brands because of its huge market potential success
	13



A summary of some key points emerged from the analysis are provided in Table 5.2. This includes opinions about the existing applications of Islamic art, which is tapping into the huge potential of the Muslim market with benefits locally and globally. However, some have raised issues and highlighted challenges regarding the application of Islamic art and cultural influences in branding. Experts believe there is no precise guidance in terms of how to understand Islamic art and cultural philosophy, and thus to interpret it properly. Their opinions and comments clearly suggest a demand for simple and accessible guidance to refer to during concept development; a solution that is not time consuming; something that can give straightforward answers/explanations; and also provide more images than textual descriptions. In terms of the content, what they need is information about key elements, especially unfamiliar art elements; cultural and religious meaning; values; and dos and don’ts. This will allow them to find true inspiration and interpret it according to real Islamic art and cultural values.
This section presents the analysis of the interviews conducted using thematic analysis. The five themes were produced in accordance with the interview question objectives and experts’ opinions. The interview questions cover the following areas: 1) applying Islamic art in brands; 2) established and practical methods; 3) challenges and issues during design development; and 4) level of creativity.
Theme 1: Confirmed potential, and with high demand for domestic and global product applications of Islamic culturally influenced designs in a Muslim market that is not yet fully or appropriately tapped.
Theme 2: The benefits brands achieve by using Islamic designs combining Islamic cultural and spiritual values, which can clearly transfer meanings and authenticity and enhance consumer attention. For instance, the majority stressed the use of Arabic letters, which can provide a direct link to Islamic culture as it is the language of Quran; consequently, the value will be enhanced dramatically.
Theme 3: Confirmation of the absence of any design method or tool used in design concept development or that specifically assists designers in creating new designs or Islamic styles.
Theme 4: In terms of creating new Islamic designs for the Islamic culturally sensitive market, interviewees mentioned several challenges, including the cause of any misinterpretation and misuse of the design elements. Other issues related to the assessment of designs, especially when produced by a design agency, and time limitations.
Theme 5: The current designs are becoming increasingly repetitive because organisations and design agencies either follow known, widely-used symbols and/or lack the skills required to express the ideas differently and creatively. 

[bookmark: _Toc425166206]5.5 Conclusion
In this chapter, key findings of the primary research such as the survey and interviews, conducted using qualitative and quantitative approaches, were presented. Overall, the survey outcome suggests that there is a high potential for Islamic art applications in commercial brands. Also, these applications create a positive effect on the Muslim consumer. However, Muslim consumers need applications that are strongly recognisable, simple and authentic and that have a good understanding of their culture and Islamic art in order to interpret it appropriately.
According to the interview outcomes, experts strongly agreed that the absence of clear guidelines has led to difficulties in integrating Islamic cultural symbols in brands and products. Moreover, this absence encourages brands to rely on previously used designs. In addition, experts noted that such guidance must include both literal and visual elements to ensure its effectiveness. It was recommended by interviewees that the use of Arabic calligraphy would be highly appreciated in Islamic culture, as it is the language of the Quran. Thus, using calligraphy can significantly enhance brand value and recognition. Finally, all research method outcomes including the literature review, case studies, survey and interviews are integrated and discussed in Chapter 6.




Chapter 6 INTEGRATION OF KEY FINDINGS
Chapter 6 is designed to discuss all pitfalls, mistakes, and issues that emerged in this study. These key issues have been grouped into four areas: 1) lack of research regarding the application of Islamic art in branding; 2) misinterpretation and lack of exploration; 3) limited recognisability of the current applications of Islamic art in commercial brands; and 4) challenges that designers’ face when applying Islamic art in their designs for commercial brands. The purposes of the following discussion are 1) to explain the process used to integrate outcomes of all research methods using the System Methodology (SSM), which helped to establish the requirements regarding suitable guidance for designers to use Islamic art in commercial brands, and 2) to propose directions and solutions to create a suitable design tool to assist design teams in producing more accurate Islamic art designs and increasing their influence in branding.
Brief Summary of All Research Outcomes
The section briefly revisits the research outcomes presented in Chapters 2, 4 and 5. The integration of these outcomes will be explained in the next section.
Chapter 2: Literature review
Confirms: 
a) art can enhance brand value 
b) no guidance for the use of Islamic art in commercial brands
According to the literature review, brand communication is becoming increasingly important. Brand communication and value can both be enhanced by the use of art. Authenticity and cultural values are the keys to attracting consumers in the 21st century.
c) Richness of Islamic art: 
Still can be broken down to fundamental elements (each element has distinctiveness + philosophy)
Islamic art is an extensive type of art and a very good understanding of it is required because every art element has a different meaning. Islamic art elements can be divided into several types separately such as the shape, colour, calligraphy, pattern and a combination of these elements. Each of these elements has its own philosophy and meaning behind it and consists of 3 to 5 shapes; for instance, the shape element consists of the five fundamental shapes starting with the circle, triangle, square, and hexagon. So dividing Islamic art fundamental elements into categories can be a quick and easy way and reduce the time spent to learn about it.
Chapter 4: Case studies
To bring all elements of Islamic art together successfully, there is a need to understand the “context of use” and suitable combinations of Islamic art elements however, such combinations needs to have a clear focus/theme and elements should not compete against each other. The research also revealed that a resource that brings all elements of Islamic art together and explains the “context of use” is most needed at the start of the design/product development process, and highlights the need for systematic guidance to help designers apply Islamic art appropriately.

Chapter 5: Survey & Interviews
a) Design process need for inspiration
b) Lack of understanding of how to interpret Islamic art (example: something to get designers started)
At the start of the design process, designers usually seek sources that provide them with inspiration, which could include the Internet, talking to consumers, and design tools. Designers’ lack of understanding of Islamic art and how to interpret it properly have led to the misuse of some Islamic art symbols. This is likely to occur because, thus far, there has been no method to help designers understand the hidden meanings and philosophies in Islamic art. Also, there is no common source that encourages designers to use Islamic art appropriately; as such, designers can only rely on are their own understanding of Islamic art and culture, which often comes from reading literature and reviewing images, and can be significantly time consuming.
[bookmark: _Toc425166208]6.1 Outcome Integration Process

Soft System Methodology (SSM) is used in order to critically integrate the outcomes of all research methods used in this study such as literature review, case studies, survey, and interview findings. This section consists of all seven stages of Soft System Methodology; these stages were introduced briefly in Chapter 3, Section 3.8. In the following sections, each stage of SSM will be explained and followed by the application outcome on this study. At each stage, the SSM diagram is shown to indicate the current stage followed by a definition and explanation about the stage. Finally, the application of the SSM stage is provided with illustration and/or text.
[bookmark: _Toc425166209]6.1.1 Stage 1 & 2 (Rich picture)
[image: ]
[bookmark: _Toc425166934]Figure 6.80: Soft System Methodology stage 2 expressing the problem situation using rich picture
Rich picture is designed to help researchers gain better understanding of the examined situation, find the connections between researches in the field, as well as show clearly where the problem lies. Rich picture is a kind of diagrammatic representation of and can be used to express and capture aspects of the problem situation. 
In the development of SSM it has been found generally useful to express the problem situations in the form of pictures and diagrams as well as in notes prose and collections of data. This stems from the fact that real world complexity will always be the result of many interacting relationships; and ‘rich pictures’ are a better way to represent relationships than linear prose. They enable both instrumental and cultural relationships to be captured. (Checkland and Holwell, 1998)
[image: ]
[bookmark: _Toc425166935]Figure 6.81: Example of “Rich picture building in the SSM”, European Journal of Information Systems (Lewis, 1992)

Figure 6.81, provided by PJ Lewis (1992), is an example of using rich pictures to express a problem for university student accommodation. At the centre of the diagram, the accommodation office is under pressure from paperwork, but the use of computers to process the data may be the best solution. The university is under even more pressure by guaranteeing accommodation to the dramatically increasing number of students. The lines around parts of the picture signify that the accommodation office is only a small part of a wider university system. In this picture, other types of accommodation are accompanied by the students’ and landlords’ perceptions of each other. According to this example, the analyst considered the use of various components to express the elements of particular importance.
	6.1.1.1 Stage 1 & 2 application
In this section, SSM stages 1 and 2 are applied to this research to identify and express problems. At this stage, the problems of applying Islamic art in commercial brands were examined. After identifying the problem, the rich picture method was used to express and capture aspects of the situation (see Figure 6.82).
[image: ]
[bookmark: _Toc425166936]Figure 6.82: Rich picture of Islamic art application in commercial brands

As seen in Figure 6.82 above, the rich picture method clarifies and discusses the relationships between different research topics and the processes that were used to investigate the phenomena in this study. All research areas shown in this figure will be explained in detail. 
In this rich picture, commercial brands (Islamic and non-Islamic) were the starting point of this study. These commercial brands aim to provide products and services for the Muslim market around the world. Ramadan was chosen as an example of a religious event in the Islamic calendar for the following reasons. Firstly, fasting during Ramadan is one of the five pillars of Islam so it is essential for all Muslims. In addition, it is the month that the reward (thawab) is multiplied ten times for fasting, prayers, giving charity, reading the Quran and decency. Commercial brands (especially non-Islamic ones) perceive Ramadan as an important annual event as it offers them a chance to engage meaningfully with Muslim consumers. They try to compete by providing the best services and the finest experiences that reflect Muslim consumers’ identity and culture.
The diagram indicates problematic situations in the current applications of Islamic art in commercial brands (see the cross symbols). The existing applications have mixed results (both successful and unsuccessful). More specifically, the unsuccessful applications were due to the misuse and overuse of familiar symbols (such as the crescent moon), which affected the perception of authenticity of the designs.
In the rich picture in Figure 6.82, both Muslim and non-Muslim designers were commissioned to create designs that utilise Islamic art. The clouds in the diagram demonstrate designers’ views and needs during design and idea exploration, which were captured through the interviews and focus groups. The first cloud asks whether their design idea is acceptable or not because the interviews and focus groups revealed that neither Muslim nor non-Muslim designers have sufficient knowledge and understanding of Islamic art. Designers expressed difficulties in assessing the appropriateness of their design ideas. They tried to avoid misuse and/or misinterpretation but did not have the criteria to support this. 
The second cloud shows that designers need to spend a lot of time researching Islamic art. As part of the design process, designers tend to seek information and inspiration from various resources, such as books, papers and online materials. The interviews and focus groups revealed that designers had difficulties finding and choosing suitable Islamic art symbols. They expressed a need for an easy and user-friendly resource that could guide them during development to potentially reduce the time required for research, as well as one that could be used as a quick reference for evaluation and support of in-depth research. 
The third cloud consists of designers’ personal views on an Islamic art application. This cloud highlights the problems in the current practices where designers follow examples without clear understanding and use their own intuition, which could lead to repetition, misuse or misinterpretation. The fourth cloud shows that designers tend to “play it safe” and follow what they consider to be acceptable examples of Islamic art applications. This highlights their limited knowledge and understanding of Islamic art. 
To sum up, the challenges designers faced during idea exploration and design development were caused by 1) lack of knowledge of Islamic art; and 2) the need for systematic, inspiring, user-friendly and easy guidance that can be used as a quick reference and that offers a starting point for their Islamic art research. It would encourage them to explore new ideas and take full advantage of the richness of Islamic art.
To build a guide on applying Islamic art, the following three key areas are vital: 1) help designers to understand the philosophy behind Islamic art; 2) introduce designers to the fundamental elements of Islamic art as well as the meanings and philosophy behind each element; and 3) help designers to assess their design ideas and understand the restrictions/boundaries so they can judge which is acceptable based on context.
[bookmark: _Toc425166210]6.1.3 Stage 3: Root definition (CATWOE)
[image: ]
[bookmark: _Toc425166937]Figure 6.83: Soft System Methodology stage 3 root definition of relevant systems

A root definition consists of the aims and purposes of the system for which the model is being developed. However, this model was not developed for the real world, but for systems which are seldom in accord with the real world. According to Checkland (1990), and pictured in Figure 6.84: 
A root definition expresses the core purpose of purposeful activity system … the core purpose is always expressed as a transformation process in which some entity, the “input”, is changed, or transformed into some new form of that same entity, the “output”. (33)
[image: ]
[bookmark: _Toc425166938]Figure 6.84: The idea of the “transformation process” (Adapted from Checkland)

Furthermore, the elements that make the acronym CATWOE as developed by Smyth and Checkland (1976) are considered essential to develop a well-formulated root definition:
C: Customers/Clients 		are the victims or beneficiaries of T (Transformation)
A: Actors 			make T possible
T: Transformation 		the conversion of input and output
W: Weltanschauung		the worldview which makes T meaningful in context
O: Owner(s) 			have the power to stop or change T
E: Environmental constraints 	elements outside the system which it takes as given



6.1.3.1 Stage 3 application
At this stage, the elements of CATWOE were identified in order to develop a well-structured root definition.
Customers: Muslim and non-Muslim designers
Actors: The researcher
Transformation: Changing the understanding of designers in order to help them make appropriate use of Islamic art applications in commercial brands
Weltanschauung: Islamic art is used in an appropriate manner; richness is explored; and the misinterpretation, misuse, and repetition of Islamic art applications are reduced
Owner(s): Islamic commercial brands, non-Islamic commercial brands
Environmental constraints: Lack of guidance/study/availability of resource explaining Islamic art elements and how they can be applied appropriately

According to the CATWOE components described above, the root definition developed from this study is:


A system that helps explore the richness of Islamic art by assisting/guiding Muslim and non-Muslim designers to appropriately apply Islamic art in commercial brands to enrich Muslim and non-Muslim consumers brand experiences and reduce the misinterpretation, misuse, and repetition of Islamic art designs in commercial brands.

[bookmark: _Toc425166211]6.1.4 Stage 4: Conceptual models of systems
[image: ]
[bookmark: _Toc425166939]Figure 6.85: Soft System Methodology stage 4 root definition of relevant systems

The fourth stage of SSM is where conceptual models establish potential activities and logical needs. By means of the root definition, developing a model occurs by using systems conventions. Checkland recommended adhering to the following structure when developing the model (Williams, 2005):
1. Assemble verbs to describe activities that need to be in the system, as described in the root definition. In addition, structuring them has to be in accordance with their logical dependencies to carry out the Transformation. According to Miller (1956), in his paper on cognitive psychology, humans can perhaps cope with 7±2 concepts simultaneously, as the human brain may have limited capacity for processing information.
2. Choose activities that could be done at once 
3. Organise a line with the selected activities according to their dependencies
4. Indicate the dependencies
5. Rearrange the activities to prevent the arrows from overlapping where possible. Then, add a means of assessing performance and include the aspects of the environment identified in CATWOE.
6. The last task is to check if the developed model determines the following:
An ongoing purpose, a means of assessing performance, a decision-making process, components that are also systems, components that interact such as subsystems, an environment with which the system may or may not interact, the boundary between the system and the environment, resources, and finally continuity of the system.
 6.1.4.1 Stage 4 application
In this section, the conceptual model is developed and shown below in Figure 6.86 based on the CATWOE and root definition established in the previous Section 6.1.3.1 as well as the criteria recommended by Checkland in Section 6.1.4. that contains all key activities (which are self-explanatory) and their relationships.





Address designers needs



[image: ]Resources match constraints to fit in the design process
Finding out the need




[bookmark: _Toc425166940]Figure 6.86: Conceptual model using Soft System Methodology
[bookmark: _Toc425166212]6.1.5 Stage 5 & 6: Comparison of models and real world & Changes Systematically desirable & culturally feasible:
[image: ]

[bookmark: _Toc425166941]Figure 6.87: Soft System Methodology stage 5 root definition of relevant systems

Since the root definition, conceptual model, and CATWOE were already established, the researcher was ready to examine the problem again. The aim was to compare the conceptual model with the real situation. According to Checkland (1990:43), conceptual models are used as a tool to ask questions of the real world; asking those questions may initiate debate related to the particular situation. At this stage it was important to spot activities which were poorly described or were not properly examined and make recommendations for improvements. The comparisons drawn are presented in table 6.17 below:


[bookmark: _Toc424113461]Table 6.17: Comparison of model and real world
	No.
	Activity
	Is it done in a real situation?
	Comments and recommendations 

	1
	Identify designers’ challenges and needs
	Limited
	The challenges and needs in regarding to the Islamic art applications of designers were rarely discussed prior to this study.

	2
	Find out how to meet designers’ needs
	Limited
	Limited study exploring how to meet designers’ needs in this context.

	3
	Develop set of requirements of designers’ needs
	Limited
	The set of requirements of designers was rarely discussed.

	4
	Identify fundamental elements of Islamic art
	Not widely accessible from reliable sources
	Fundamental elements were not comprehensively captured and presented in a user-friendly and easy-access form prior to this study.

	5
	Organise Islamic art elements systematically in a user-friendly way
	Not widely accessible from reliable sources
	Islamic art elements were not systematically organised in a user-friendly and easy-access form prior to this study.

	6
	Provide clear guidance and examples on how to use Islamic art elements appropriately
	Limited
	The resources that could provide guidance and appropriate examples were not widely accessible. Moreover, the guidance and examples were not always connected.

	7
	Determine the context of use
	Limited
	The connections between the philosophy and meanings behind specific contexts (e.g. the religious events) and Islamic art elements were not clearly explained to wider audiences.

	8
	Support the development of designers’ knowledge of Islamic art 
	Limited
	
The resources that could support and promote further Islamic art exploration among designers were not widely accessible.

	9
	Enhance designers’ understanding of Islamic art
	Limited
	

	10
	Reduce misinterpretation and misuse of Islamic art
	Limited
	The guidance that could assist designers to use Islamic appropriately and avoid pitfalls were not widely accessible.

	11
	Guide designers to use Islamic art appropriately
	Limited
	

	12
	Enrich Muslim consumers’ brand experiences
	Limited
	The market was not fully explored and could be enriched through suitable applications of Islamic art.




Table 6.17 above shows comparisons of soft system thinking about the real world situation. The twelve listed activities in the table are the activities assembled in the developed conceptual model at the previous stage (see figure 6.86). All of the twelve activities where questioned in order to compare whether they exist in real world situations. In table 6.17 the comments propose changes that are systematically desirable and culturally feasible which is based on the 6th stage of SSM. Moreover, the recommendations and solutions to be developed are considered actions to improve or solve the problem, which is based on the final stage of the SSM. The comments and recommendations are provided in the next section as outcomes that could be used for further investigation and to propose suitable ways of solving the real world problem.

[bookmark: _Toc425166213]6.2 Outcome Integration
According to the Soft System Methodology, comments and recommendations from table 6.17 are used to show the investigation and integration process in order to propose suitable solutions to assist in the application of Islamic art in commercial brands. Figure 6.101 illustrates the key comments and recommendations based on findings from each research stage. Issues that need to be tackled have been summarised as questions, which represent the starting point for providing a solution. In short, these four questions were made to propose a way to overcome the issues, as shown below.



Table 18: Comments and recommendations captured from table 6.17 above
[image: ]
How to enhance designers’ understanding of Islamic art?
How to guide designers to the proper use of Islamic art without any misuse or misconception?
How to improve designers’ idea exploration?
How to help reduce misinterpretation of the real values and meanings of Islamic art?

[bookmark: _Toc425166214]6.3 Ways to overcome issues of integrating Islamic art in commercial brands

This section consists of the questions that were formed previously in Section 6.2. According to the research outcome, answering these questions may help to propose suitable solutions as well as provide set of requirements to assist in the appropriate application of Islamic art by commercial brands.
1. How to enhance designers understanding of Islamic art?
Provide literal explanations of Islamic art elements, hidden values and meanings, which aim to bring designers to a better understanding of the fundamentals of Islamic art in a quick and easy way that dramatically reduces the time they spend researching literature and other resources
2. How to guide designers to the proper use of Islamic art without any misuse or misconception?
Provide visuals of real-life examples of Islamic art elements, which will allow designers’ to become inspired by real and magnificent examples of Islamic art, and prevent them from looking for inspiration in already-developed commercial designs. Thus, real values and the traditional essence of Islamic art are secured
3. How to improve designers’ idea exploration?
Encourage designers’ to try to incorporate not commonly used Islamic art elements in commercial brands and products. This aims to help produce more recognised Islamic art and to be up to date with the trends
4. How to help reduce misinterpretation of the real values and meanings of Islamic art?
Define the fine line between what a designer can or cannot use when interpreting Islamic art to reduce misinterpretation which can cause an offence to the Muslim consumer 
According to the integration of outcomes and the questions raised and answered, three key issues/needs have been clearly identified: 1) the need to understand Islamic art meanings and philosophy; 2) the need to reduce any misuse or misinterpretation of Islamic art and culture; and 3) the need to assist designers in tackling challenges when using Islamic art in branding. These issues and needs mean there is significant potential for developing a tool to solve the problems raised and, more importantly, to provide guidance in the use of Islamic art in the absence of any standard rule that offers appropriate information to designers that will help them understand Islamic art easily.
                                    (Specs)


[bookmark: _Toc425166942]Figure 6.88: Main aspects gained from research outcome integration (specs)
According to the outcome of all stages in the study, it is clear that when applying Islamic art to commercial brands, three important stages need to be considered, as shown in Figure 6.88 above: 
1) There is a need for designers to understand the meaning of Islamic art’s elements as well as the philosophy behind each element before proceeding to any design stage. To make it easier for them to gain awareness of Islamic art elements and their meanings, the elements need to be categorised so that each category contains a fundamental element of Islamic art and the types that come under each category; for example, the shape element category would consist of, for example, circle, square, triangle and hexagon, where each type has an explanation of its philosophy. 
2) After developing a good level of understanding of Islamic art elements, designers need to be aware of the “context of use” of what is considered unacceptable, completely prohibited, not recommended, or acceptable and recommended. Thus, this understanding is considered vital because being unaware of unacceptable use could be offensive and consequently ruin the brand’s reputation.  
3) Finding a suitable design tool that can address the two previous points to help designers develop a good basis of understanding of Islamic art elements, their meaning and philosophy, as well as the context of use was identified as valuable. In addition, the tool should include appropriate references or examples to encourage designers use it as a starting point.
[bookmark: _Toc425166215]6.4 Conclusion and proposition for guideline tool development
[bookmark: _Toc398978320][bookmark: _Toc424113462]In this chapter, key findings and data synthesis identified through the research methods and Soft System Methodology results were combined to form a basis for the guideline tool. In the discussion of the results and findings from the analysis of the secondary and primary research, directions were deduced for further development of such a tool. 

Table 6.19: The results combined to form the basic requirements for a guideline tool
	Issues and needs
	Methods 
	Basic requirements for guideline tool

	Need to understand Islamic art’s hidden meanings and philosophy
	Method to help designers understand Islamic art’s hidden values and philosophy
	Provide literal explanations of Islamic art elements, hidden values and meanings (Islamic art elements need to be organised and accompanied by explanations to enhance designers’ understanding of each Islamic art element)

	Need to tackle designers’ challenges in using Islamic art in brands
	Method to inspire designers with real Islamic art values 
	Provide visual examples to help inspire designers to create new designs (Images of Islamic art elements need to be provided to enhance designers’ inspiration)

	Need to prevent any misuse or misinterpretation of Islamic art
	Method to help designers know what designers should and should not do when using Islamic art 
	Address the fine line between what is accepted and what is prohibited when using Islamic art (key prohibitions and unacceptable areas as well as accepted and recommended use of Islamic art needs to be addressed to reduce misuse or misinterpretations)



The integration of outcomes in table 6.18 indicates a significant need for guidance in terms of the use of Islamic art in commercial brands. According to the outcomes of the study and issues that emerged from the analysis of each research method, to fulfil the three needs addressed in Section 6.3, a guidelines design tool needs to be developed to address following requirements: 
Literal explanations of Islamic art elements, hidden values and meanings, along with the philosophy behind each element should be explained in relation to its role and valuein Islamic art
Visual examples to help designers get inspired and create new designs should be offered to show designers real examples and images of Islamic art elements to inspire them through traditional uses of Islamic art and to create new designs and encourage them to incorporate less frequently used Islamic art in commercial brands
Address the fine line between what designers can and cannot do when using Islamic art by guiding them about what is accepted in Islamic art and culture and what is prohibited, thus reducing any misinterpretation and misuse when using Islamic art in commercial brands

In conclusion, in order to fulfil the aim of the study, the guideline design tool is proposed and developed in accordance with the above requirements. The process of creating the guideline design tool is discussed in detail in Chapter 7.







Chapter 7 GUIDELINE TOOL DEVELOPMENT
This chapter presents the formulation of the guideline tool, which can be divided into four stages. First, the requirements identified in the previous chapters are summarised. Second, the creative techniques selected to formulate the guideline tool and address the cards tool are described. Third, the formulating procedure is explained, and finally, the new guideline tool and its implementation are demonstrated.

[bookmark: _Toc425166217]7.1 Guideline tool requirements 
The ultimate aim of this research was to assist designers and design teams in the use of Islamic art in commercial brands. Guidance must be provided during the first phase of the design process to help inspire designers using the real values of Islamic art and cultural influences. As mentioned in Chapter 1, the main beneficiaries would be non-Muslim designers who were commissioned to apply Islamic art to Islamic and non-Islamic brands which could benefit them in terms of understanding the fundamentals of Islamic art and cultural influences, and in learning more about the associated hidden values. The secondary targets to benefit from the guideline tool are designers from the Islamic market, who will have a background in Islamic art and culture but still require guidance in terms of Islamic art’s hidden meanings and philosophy.
According to the principal findings, three needs must be addressed by the guideline tool: 1) the need to understand Islamic art meanings and philosophy; 2) the need to prevent any misuse or misinterpretation of Islamic art and culture; and 3) the need to assist designers in tackling challenges when using Islamic art in branding. To fulfil these needs, three key aspects were identified in Chapter 5, which are considered the basic requirements of the guideline tool:
1. Provide literal explanations of Islamic art elements, hidden values and meanings, which aims to bring designers to a better understanding of the fundamentals of Islamic art easily and quickly; this will significantly reduce the time designers spend researching it in literature and many other sources
5. Provide visuals of real-life, magnificent, examples of Islamic art elements to help inspire designers and minimise them from taking inspiration from already-developed designs in commercial brands. Thus, these examples could encourage them to seek real values and the traditional essence of Islamic art
6. Enhance designers’ creativity and confidence to experiment with uncommon/unfamiliar Islamic art elements in commercial brands and products, thus helping them to produce more recognised Islamic art and cultural designs, and reduce inappropriate applications

[bookmark: _Toc425166218]7.2 Design tools
The design tool had to involve both literal and visual contents, and provide inspiration for designers, if it was to fulfil the requirements effectively. Thus, a thorough review was needed to investigate the available design tools and identify the most suitable one. The key question here was, “which design tools can address all the requirements effectively?”
Choosing the most suitable tool involved reviewing the existing guidelines and frameworks explaining pros and cons of creative tools. For example, the guidelines developed by the Helen Hamlyn Centre for Design at the Royal College of Art (HHC), in a web-based resource form (www.designingwithpoeple.org), were examined. The website provides around twenty research methods thoroughly explored and assessed from a number of angles. In addition, the research methods are divided into four key groupings to help identify the right one. These groupings are input and output, stage of design process, designing for, with or by people and type of interaction (Helen Hamlyn Centre, 2010).
A framework proposed by Sanders et al. (2010) provides tools and techniques used in the design process organised according to their form, purpose and context (see Table 6.1). The form of process involves three categories, which simply put are making, saying and doing. The purpose section indicates the reason for the tool employment, while the context section indicates where and how the tools are being used. According to Sanders et al. (2010), their proposed framework aims to organise design tool techniques to assist designers, practitioners and researchers by using it to compare, discuss and make choices regarding suitable tools and techniques for their work.




[bookmark: _Toc398978321][bookmark: _Toc424113463]Table 7.20: Framework for tools and techniques organised by form, purpose and context (Sanders et al., 2010)
	Form
	Purpose
	Context

	Current applications, tools and techniques
	Probe
	Prime
	Understand
	Generate
	Individual
	Group
	Face-to-face
	Online

	MAKING TANGIBLE THINGS
	
	
	
	
	
	
	
	

	2D collage using visual and verbal triggers on backgrounds with timelines, circles, etc.
	X
	X
	X
	X
	X
	X
	X
	X

	2D mapping using visual and verbal components on patterned background
	
	X
	X
	X
	X
	X
	X
	

	3D mock-ups using foam, clay, Lego or Velcro-modelling 
	
	
	X
	X
	X
	X
	X
	

	TALKING, TELLING AND EXPLAINING
	
	
	
	
	
	
	
	

	Stories and storyboarding through writing, drawing, blogs, wikis, photo, video, etc.
	X
	X
	X
	X
	X
	X
	X
	X

	Diaries and daily logs through writing, drawing, blogs, photos, video, etc.
	X
	X
	X
	X
	X
	
	X
	X

	Cards to organise, categorise and prioritise ideas. The cards may contain video snippets, incidents, signs, traces, moments, photos, domains, technologies, templates and what if provocations
	
	
	X
	X
	X
	X
	X
	

	ACTING, ENACTING AND PLAYING
	
	
	
	
	
	
	
	

	Game boards and game pieces and rules for playing
	
	X
	X
	X
	X
	X
	X
	

	Props and black boxes
	
	
	X
	X
	X
	X
	X
	

	Participatory vision and enactment by setting users in the future situations
	
	
	
	X
	X
	X
	X
	

	Improvisation
	
	
	
	X
	X
	X
	X
	



To sum up, several design tools were reviewed in this section to identify the available design tools and more importantly to find the most suitable design tool that can address the requirements in this research. The following section will discuss the thinking process to match the requirements with the most suitable design tool format.
[bookmark: _Toc425166219]7.3 Thinking process
In this section is a thorough overview of the content that the guideline design tool needs to address to assist designers in choosing a suitable design tool format. In this section, the contents that the tool must provide designers with are: 1) an understanding of Islamic art philosophy, hidden values and fundamental visual elements; 2) inspiration to use Islamic art confidently and based on its real values rather than their interpretation; and 3) knowledge of what is acceptable and unacceptable when using Islamic art. These contents are analysed and discussed in sections 7.3.1, 7.3.2 and 7.3.3. After the analysis of the guideline tool contents, a choice of suitable design tool format to fit all requirements is proposed.
[bookmark: _Toc425166220]7.3.1 Understanding of Islamic art philosophy, hidden values and fundamental visual elements
To enhance designers’ understanding of real Islamic art, the researcher focused on how to organise and present Islamic art meanings and values in a simple way in one standalone source, and thus form a basis for the designers’ new Islamic art designs. According to the literature research outcomes, Islamic art is divided into fundamental categories, and each category contains certain features, as shown in Figure 7.90. 

[bookmark: _Toc398978394][bookmark: _Toc425166943]Figure 7.89: Islamic art categories and types
To provide comprehensive information, categories of Islamic art, and their specific features, must be accompanied with explanations to clarify the hidden values behind each Islamic art element. For instance, in the shape category, the role of all shapes must be addressed and explained, as demonstrated in Figure 7.91 below.
             Introduction of the roles and meanings of fundamental shapes in Islamic art
Each shape requires an introduction that includes the meaning and philosophy behind its use in Islamic art

[bookmark: _Toc398978395][bookmark: _Toc425166944]Figure 7.90: Explanation of an Islamic art category and its features

[bookmark: _Toc425166221]7.3.2 Inspire designers to make better use of Islamic art
Designers can be inspired and encouraged by providing them with real examples of Islamic art. For instance, this could be achieved by showing them images of how the art is applied in the Islamic world. Therefore, each category and feature of Islamic art should be accompanied with images demonstrating their use. Figure 7.92 explains the use of image examples in the shape category, which is also applied to all other categories of Islamic art.
          An image showing a general example of shape in Islamic art
Each shape is accompanied with an image showing how the element was applied and adopted in Islamic countries, for instance in architecture, pottery or fabrics, painting… etc.

[bookmark: _Toc398978396][bookmark: _Toc425166945]Figure 7.91: Explanation of an Islamic art category designed to provide inspiration


[bookmark: _Toc425166222]7.3.3 Guide designers to acceptable and unacceptable contexts
When using Islamic art, designers need to be aware of what is considered acceptable and what is not, as this art represents both Islam and Muslim culture. Therefore, misunderstanding or misuse of an element that does not comply with Islam can cause offense to Muslim culture as a whole. Consequently, an additional category stating what is unacceptable and acceptable when using Islamic art in branding would prove valuable.

· Areas of Consideration
· Unacceptable
· Depiction of Allah and the prophets
· Sexuality and nudity in any form
· Application of Islamic art on any material associated with dirt and rubbish, such as bins and shoes
· Association of music with Ramadan
· Showing insufficient respect to Islamic art elements by using them without a good understanding of them and their relationships 
· Acceptable
· The more the better: Muslim consumers favour designs that contain more than one Islamic art element and should explore how to make the most of all elements from each category, for example, colours, shapes, patterns, and calligraphy
· Show appreciation: Muslim consumers favour designs where Islamic art elements stand out and do not blend into the background
· Clear focal point and background: To avoid cluttered designs caused by applying more than one Islamic art element, there is a need to pick one focal point and make it stand out whilst downplaying other elements 
Therefore, based on the three areas that the proposed tool must cover and the contents provided in sections 7.3.1, 7.3.2 and 7.3.3, the design tool needed is one that can provide both information and inspiration. According to the framework provided by Sanders et al. (2010) in Table 7.19, the most suitable tool type is in the second category of “talking, telling and explaining”, and the most suitable tool format is “card”, which was best to organise, categorise and prioritise ideas. This tool aims to provide an understanding and assist with generating ideas according to the Sanders et al. (2010) framework. The card tool was more suitable than the others because it can be utilised to organise the categories of Islamic art and make it easier to differentiate and compare each element of it. In addition, these cards can contain photos of Islamic art images to provide inspiration for designers. 
[bookmark: _Toc425166223]7.4 Cards design (first design and prototype)
The basic criteria followed in the design of all cards were: Part 1 – category title, explanation of the category and an image to show an example of the category; Part 2 – feature title, bullet point explanation of feature and images to show examples of the feature. (See figure 7.93).
[bookmark: _Toc398978397][bookmark: _Toc425166946]Figure 7.92: The guideline card layout design
Image of category OR feature
· Paragraph introducing the category
OR
· Sentences introducing the feature philosophy 
Category Title OR Feature Title




Geometrical Shapes in Islamic art
The Islamic resistance to the representation of living beings ultimately stems from the belief that the creation of living forms is unique to God, and it is for this reason that the role of images and image makers has been controversial.
Square in Islamic art
The Islamic resistance to the representation of living beings ultimately stems from the belief that the creation of living forms is unique to God, and it is for this reason that the role of images and image makers has been controversial.








Triangle in Islamic art
The Islamic resistance to the representation of living beings ultimately stems from the belief that the creation of living forms is unique to God, and it is for this reason that the role of images and image makers has been controversial.
Circle in Islamic art
· One god has no beginning no end
· Mecca role in the Islamic world as centre of Islam
· Not only perfect expression of justice equality but most beautiful shape of all
· Symbol of cosmic Tawheed, wholeness, eternity, as it has no beginning and no end







Hexagon in Islamic art
The Islamic resistance to the representation of living beings ultimately stems from the belief that the creation of living forms is unique to God, and it is for this reason that the role of images and image makers has been controversial.








[bookmark: _Toc398978398][bookmark: _Toc425166947]Figure 7.93: First guideline cards layout design for the shape category
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                                                         a) Shape                    		b) Colour
           	                                      [image: ]  [image: ]
                 c) Calligraphy               d) Pattern   
                                                                        [image: ]
                                         e) Don’ts
[bookmark: _Toc398978399][bookmark: _Toc425166948]Figure 7.94: First guideline cards prototype


[bookmark: _Toc425166224]7.4.1 Pilot study recommendations for improving the guideline cards tool
During the pilot study, as discussed in Chapter 3, participants provided the following recommendations for improving the first proposed guideline cards tool design. 
· Reduce the overall complexity of the sentences used to describe each element of Islamic art so they can be read and understood more quickly 
· Use the reverse of the card to allow more images to be included to provide more inspiration for designers
· Replace some technical words with simpler ones to allow both Muslim and non-Muslim designers to decipher the real meaning effectively
· Include a simple manual to assist designers in using the cards accurately, with some examples or directions

[bookmark: _Toc425166225]7.5 Cards design (second design and prototype)
In the second version of the guideline cards tool, the recommendations listed in the previous section were incorporated into the design specifications. The following section outlines the changes and the reasoning behind each of them. The first recommendation suggested that the lengthy descriptions be replaced with bullet points to reduce reading time and heighten understanding. For instance, instead of describing the circle element with this sentence (It is considered a symbol of the Islam religion as it emphasises one god, role of Mecca as the centre of Islam where Muslims direct their faces in prayer), this sentence is used (Symbolises Mecca’s role in the Islamic world as the centre of the religion where Muslims face in their prayers). Thus, the description was reduced from 29 words to 19 words while providing almost the same information. In response to the second recommendation, more images were added to the cards, specifically on the reverse side.
In response to the third comment, simpler and universal terminology was introduced, for example changing Makkah to Mecca. Finally, a manual including information on what the content will provide, and more importantly how to use the card, was created to help designers understand the aim of the guideline cards.
Category Title OR Feature Title
· Paragraph introducing the category
OR
· Sentences introducing the feature philosophy 
Image example of category OR feature


 


	 [bookmark: _Toc398978400][bookmark: _Toc425166949]Figure 7.95: Version 1 of guideline cards tool layout design

                                    
	
An image of the category 
OR
 Images of Islamic art element 
BACK OF CARD
Category Title OR Feature Title
· Paragraph introducing the category
OR
· Bullet points to introduce the feature specifications 
Basic example or drawing of the element
FRONT OF CARD






[bookmark: _Toc398978401][bookmark: _Toc425166950]Figure 7.96: Version 2 of guideline cards tool layout design


[bookmark: _Toc425166226]7.5.1 The second version of the guideline cards design
The images in the following figures show the second version of the guideline cards after improvements were made in response to the recommendations addressed previously.
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[bookmark: _Toc398978402][bookmark: _Toc425166951]Figure 7.97: Second prototype of guideline cards tool (shape category)
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[bookmark: _Toc398978403][bookmark: _Toc425166952]Figure 7.98: Second prototype of guideline cards tool (colour category)
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[bookmark: _Toc398978404][bookmark: _Toc425166953]Figure 7.99: Second prototype of guideline cards tool (calligraphy category)
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[bookmark: _Toc398978405][bookmark: _Toc425166954]Figure 7.100: Second prototype of guideline cards tool (pattern category)
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[bookmark: _Toc398978406][bookmark: _Toc425166955]Figure 7.101: Second prototype of guideline cards tool (don’ts category)
[bookmark: _Toc425166227]7.5.2 The second version of the guideline cards prototype
The images above show the second prototype of the guideline cards tool. The images below show the guideline cards tool prototype after making the changes and improvements identified in the pilot study. 
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[bookmark: _Toc398978407][bookmark: _Toc425166956]Figure 7.102: Second guideline cards tool prototype
[bookmark: _Toc425166228]7.6 Conclusion
The development process of the guideline cards tool consisted of four stages, starting with responding to the requirements identified in the previous chapters. The second stage was the selection of creative techniques to formulate the guideline cards tool, followed by the formulating procedure of the guideline cards tool. Finally, the new guideline cards tool and its implementation were demonstrated.
At this stage, although the formulation was complete, we did not yet have a final version. The tool had to be validated by its potential users, design teams working in the branding industry. The designers’ responses and feedback had to be addressed to ensure the usefulness of this tool; thus the evaluation process and the final set of guideline tool modifications are presented in the next chapter.










Chapter 8 EVALUATION
This chapter provides details of the complete evaluation process of the guideline cards tool, and is divided into four sections. First, the evaluation process of the proposed guideline cards tool is described, including the purpose, the participants and the actual performed process stages. Second, the results of the evaluation are given. Third, the modifications made to strengthen the proposed guideline cards tool, based on the evaluation results, are explained. Finally, a conclusion relating to the final guideline cards tool is provided.
[bookmark: _Toc425166230]8.1 Evaluation process
Evaluation is defined as “a set of procedures to judge a service’s merit by providing a systematic assessment of its aims, objectives, activities, outputs, outcomes and costs” (NHS Executive, 1997). Evaluation offers an assessment and determination of the value of an initiative, a product or a service in terms of delivering an expected aim. The main goal is to provide useful feedback, help measure success and identify required changes (Staff, 2010; Del Tufo, 2002). Thus, in this case, an evaluation was considered crucial to help ensure the proposed tool’s practicality and effectiveness. 
[bookmark: _Toc425166231]8.2 Aim
The main purpose of evaluating the guideline cards tool was to test its effectiveness and practicality in the branding industry, and its usability for designers, especially when using Islamic art. More importantly, the testing process aimed to look at whether the guideline cards tool enhanced designers’ understanding of Islamic art’s hidden values and philosophy, and allow designers to gain inspiration through its real meanings and values. 
The feedback of experts in the branding field was used to evaluate and measure: 
1. The effectiveness of the guideline cards tool in assisting designers developing Islamic art and culturally inspired designs; the thorough evaluation considered the role of the guideline cards tool in enhancing designers’ knowledge of Islamic art’s fundamental elements, hidden values and meanings, and the effect of this knowledge on the outcomes and generated ideas 
2. The guideline cards tool, according to five areas – usefulness, comprehensiveness, appropriateness, clarity and its suitability for branding. Considering the five areas in question helped strengthen the outcome of the evaluation and were selected for the following reasons:
· Usefulness: As the guideline cards tool targets designers and design teams within the branding process, it must be a valuable source for recalling Islamic art’s fundamental elements and uncommonly used philosophies. In addition, for the guideline cards tool to be useful, it should assist designers trying to generate new ideas without them having to over-rely on their own intuition, and should decrease the amount of time spent on research, which can make the design process much quicker and more cost effective
· Comprehensiveness: The guideline cards tool consists of few lines of text extracted and summarised from an extensive amount of literature, with the aim of less words but clear meaning; it was essential to look at the cards’ comprehensiveness bearing in mind that the tool is designed for designers with different backgrounds, and because understanding of the cards tool text is vital for its success
· Appropriateness: This is a measure of the overall design of the cards, including the text format, the quantity and sizes of the images and the general content. This area was considered crucial, as it allowed the researcher to uncover weaknesses of the proposed tool design and allowed designers to choose a more suitable format to help enhance the design process outcomes 
· Clarity: The guideline cards consist of information about hidden meanings and philosophy, and this information is accompanied by images, which meant the clarity had to be tested to ensure that designers find the link between the information and images to be clear 
· Suitability for branding: This area allowed experts to assess the guideline cards tool as a whole compared to the existing design tools used by branding design teams. Testing this area provided in-depth results, which allowed for making improvements to the guideline cards tool that were suitable for use in practice
[bookmark: _Toc425166232]8.3 Validity process in evaluation 
When conducting qualitative research, it is essential to test its validity to ensure trustworthiness; authenticity, genuineness and accuracy, and whether the research method used measured what the researcher intended (Salkind, 1997). To increase the validity, McMillan and Schumacher (2006) recommend the use of a combination of strategies provided in the following list. 

[bookmark: _Toc398978322][bookmark: _Toc424113464]Table 8.21: List of strategies to increase validity in the qualitative research paradigm (Bashir, Afzal and Azeem, 2008)
	Strategy
	Description
	Validity in this research

	1. Prolonged and persistent field work 
	Allows interim data analysis and validation to ensure match between findings and participants’ reality 
	· 

	2. Multi-method strategies
	Allows triangulation in data collection and 
data analysis 
	· 

	3. Participant language verbatim accounts
	Obtain literal statements of participants and quotations from documents 
	· 

	4. Low-inference descriptors
	Record precise, almost literal, and detailed descriptions of people and situations
	· 

	5. Multiple researchers
	Agreement on the descriptive data collected by the research team
	· 

	6. Mechanically recoded data
	Use of tape recorders, photographs and videotapes 
	· 

	7. Participant researcher
	Use of participants’ recorded perceptions in diaries or anecdotal records for corroboration
	· 

	8. Member checking
	Check informally with participants for accuracy during data collection; frequently done in participant observation studies
	· 

	9. Participant review
	Ask participants to review researcher’s synthesis of interviews for accuracy of representation; frequently done in interview studies
	· 

	10. Negative or discrepant data
	Actively search to record, analyse and report negative or discrepant data that are an exception to patterns or that modify patterns found in data
	· 



[bookmark: _Toc425166233]8.3.1 Participants
This research invited experts to evaluate the proposed guideline tool for two main reasons. First, the acceptance/approval of the main target audiences in the branding field could encourage other developers to adopt the guideline tool. Second, whilst experiments with design teams in practice could only prove the practicalities of the certain parts of the guideline tool and raise potential problems, the experts could provide clarification of identified problems and recommend suitable ways to improve the guideline tool.
Since the guideline cards tool is designed to assist the design team during the branding process, the feedback and opinions of experts were essential in the evaluation. They were carefully selected according to the following criteria, as also used to identify interviewees at an earlier stage of the process (see profiles in section 3.3): 
1. The participants must possess wide experience in relation to Islamic art and cultural influences in branding. For instance:
· Design/brand manager: The person responsible for creating strategic plans and design specification, and for managing ideas 
· Brand owner: The person responsible for dealing with design agencies, designers and marketing directors to get the brand concept, logo, style, image, style and meaning 
· Artist: The person responsible for giving direction on how to address and interpret hidden meanings and value in art
· Marketing director: The person responsible for the profitability and the benefits of using Islamic art and cultural images in branding
· Graphic designer: The person responsible for transforming ideas and concepts generated in the design process into images and graphics to deliver the meaning 
2. The participants are members of brand design development teams or have dealt with design agencies. As they are potential users of the new guideline tool, it is crucial to address their needs to ensure the effectiveness of the designed tool
3. It is preferable to interview persons who have past work experience in the application of Islamic art in branding
[bookmark: _Toc425166234]8.3.2 Procedure
The main target of the evaluation was to test the guideline cards tool in a realistic design brainstorming process to ensure its effectiveness. Brainstorming is defined as “a conference technique by which a group attempts to find a solution for a specific problem by amassing all the ideas spontaneously by its members” (Osborn, 1967). According to this, the evaluation procedure was created based on the design process, and consisted of a brainstorming session to generate ideas. To evaluate the effectiveness of the guideline cards tool, ten experts were divided into two groups of five members, with only one group given the guideline cards. This allowed the researcher to compare the design process as whole, the idea generation, the final outcome and the issues faced by both groups. The evaluation process was based on a typical design process, with designers given a brief that required them to deal with Islamic art and Islamic cultural influences. 
[image: ]
[bookmark: _Toc398978408][bookmark: _Toc425166957]Figure 8.103: Groups’ make-up
The two groups each contained graphic designers, brand managers, art directors, artists and marketing managers. All of the discussion/conversation during the evaluation was audio-recorded to assist the analysis. Only group 1 was assisted by the guideline tool; focus group 2 was not (see Figure 8.104). The evaluation process consisted of two tasks for both groups:
· Task 1 allowed the researcher to test:
1. Whether this tool led to better design outcomes; for example, whether participants’ conversations revealed a better understanding of Islamic art and its cultural influences than simply applying Islamic symbols
2. Whether this tool encouraged designers and creative professionals to experiment and apply less-familiar Islamic art symbols
3. Whether this tool fulfilled the needs for information and inspiration during the concept development stage of designers in creative-related fields
4. Whether this tool helped reduce the time spent on developing individual concepts; by equipping developers with essential information, the time required to develop and assess each concept could be reduced
· Task 2: Rate the guideline cards in terms of five key areas – usefulness, comprehensiveness, appropriateness, clarity and its suitability for branding – and give answers to specify the reason for their rating
1. Purpose of task 2: To gain further insights into the weaknesses of the proposed guideline tool, and recommendations from experts to help improve the tool
2. Areas tested in task 2: The team rated the aforementioned five key areas and provided reasons for their ratings. They then answered a few questions to give further insights into their opinion. The rating was from 1 to 5, where 1 was considered the lowest rating and 5 the highest
Usefulness:
· How useful do you find these guide cards in the application of Islamic art?
· For which sectors will this tool can be highly or less useful?
· Any suggestions for how to make this tool more useful for branding applications?
Comprehensiveness:
· Are the textual description and visual communication easy to understand?
· Do you consider these cards easy to understand for most designers and related creative professionals?
· How complete is the information provided on the cards?
· Which presentation style do you prefer: keywords or narrative descriptions?
· Any suggestions for how to make these cards easier to understand?
Appropriateness:
· Do you find the card format appropriate for the information the tool provides?
· Is the use of visuals appropriate, and does it aid understanding of the concept of Islamic art?
· Do you find the written text and the visual communication complement each other?
· In your opinion, does this tool achieve an optimum balance of visual communication and textual description?
Clarity:
· Do you find the images and written text clear?
· Which element would you like to be more easily understood?
· Any suggestions on how to improve the clarity of these cards?
Branding purpose:
· How well do these cards serve as guidance for applying Islamic art in commercial brands?
· Can the cards contribute to the development of brand language?
· How helpful do you find these cards in supporting the brand experience and planning/development?
· What would you include in these cards to assist brands/designers more effectively? 
[bookmark: _Toc425166235]8.4 Findings of evaluation
The following sections provide and discuss the results of tasks 1 and 2 of the evaluation process. 
[bookmark: _Toc425166236]8.4.1 Results of task 1
The evaluation focused on two aspects: 1) quality of outcomes (ideas generated with and without support from the cards) and 2) quality of the processes. Table 7.2 below shows the ideas generated and provides a comparison of the ideas generated with and without the cards tool. In addition, Figure 7.2 gives examples of sketches of the ideas to provide a visual example of generated concepts and add more depth to the comparison.

[bookmark: _Toc398978323][bookmark: _Toc424113465]Table 8.22: Comparison of task 1 ideas generated by group 1 (with cards) and group 2 (without cards)
	Group 1 (with cards)
	Group 2 (without cards)

	IDEA 1: Arabic calligraphy letters as Ramadan lanterns hanging around the top of the Costa paper cup
	IDEA 1: Crescent moon and star on Costa coffee paper cup

	IDEA 2: Using keywords of Ramadan; using calligraphy around the cup
	IDEA 2: Costa paper cup is surrounded by (Subha) design

	IDEA 3: Costa name on the cup is written using Islamic art patterns, or the cup is covered with Islamic art patterns apart from the Costa name
	IDEA 3: Fast and break! Let Costa be the first and last you taste! 

	IDEA 4: The use of a few Islamic stars on the Costa coffee cup
	IDEA 4: Picture of a clock showing the time to break the fast


 
[image: ]             [image: ]Unfamiliar elements of Islamic art used reference to the cards
(e.g Arabic calligraphy and Islamic pattern)
Repetition in the use of Islamic art elements (e.g. crescent moon and star)

Group 1 Sketch with cards                           Group 2 Sketch without cards
[bookmark: _Toc425166958]Figure 8.104: Comparison of sketches of ideas generated by groups 1 and 2

[bookmark: _Toc425166237]8.4.2 Results of task 2 
Table 8.22 shows how the experts rated the guideline cards tool in the areas of usefulness, comprehensiveness, appropriateness, clarity and suitability for branding. The results illustrate that the usefulness, appropriateness and suitability for branding received the highest rating from almost all experts (9, 9 and 8 respectively). This was followed by the guideline cards’ comprehensiveness (8), clarity were rated excellent by 7 experts.











[bookmark: _Toc398978324][bookmark: _Toc424113466]Table 8.23: Experts’ ratings of the guideline cards tool
	Measured areas
	Number of Experts
	Experts’ ratings (1–5)

	Usefulness
	9
	1 2 3 4 5
	Excellent

	
	1
	1 2 3 4 5
	Very good

	Comprehensiveness
	7
	1 2 3 4 5
	Very good

	
	3
	1 2 3 4 5
	Good

	Appropriateness
	9
	1 2 3 4 5
	Excellent

	
	1
	1 2 3 4 5
	Very good

	Clarity
	8
	1 2 3 4 5
	Very good

	
	2
	1 2 3 4 5
	Good

	Suitability for branding
	8
	1 2 3 4 5
	Excellent

	
	2
	1 2 3 4 5
	Very good



The results of the second part of task 2, where groups 1 and 2 were both asked a few questions to add more depth to the experts’ ratings, are provided below. Table 8.23 provides the questions put to and answers of each member of group 1 (with the cards), while Table 8.24 gives the same information for members of group 2 (without the cards). 
[bookmark: _Toc398978325]

[bookmark: _Toc424113467]Table 8.24: Answers of group 1 (with the cards)
	
	Questions
	Member 1
(Graphic Designer)
	Member 2
(Art Director)
	Member 3
(Brand Owner)
	Member 4
(Marketer)
	Member 5 (Artist)

	Usefulness
	Why do you think these guide cards are useful in applying Islamic Art?
	It opened our eyes to see more information about Islamic art. Like calligraphy, shapes…It made our ideas more neat and deep when we used the cards
	The cards were very useful when brainstorming because they gave us inspiration and added to our knowledge on Islamic art, on what we can use and what we can’t
	They link to the real meanings of Islamic art
	It is based on research and it tells us all about Islamic art briefly and in an easy and enjoyable way
	Cards simplified dramatically a long and extensive history and philosophy, and formed an easy and fun-to-understand tool not only for designers but for anyone

	
	How can we make this tool more useful for branding? (example)
	It’s very useful, and a few examples of using it in design will make it more effective
	An example is to have certain combinations of what colour can be used with which pattern, but for a less narrow approach the cards are very clear
	Guiding us on how exactly we can use it.
Show examples or recommend ways of combining elements
	Provide some style examples that were created using the cards
	Show a complete result or recommendation of a style created using the cards

	Comprehensive
	Are the images and text understandable?
	Yes and flexible
	Yes, the images are very clear and the size is perfect; so is the text, it is not very long and it has the important information needed
	Yes, because after reading the text the images complete the meaning of each element
	Yes
	Yes, it is easy to follow 

	
	Do you think these cards are enough as a reference for Islamic art?
	Islamic art is a huge field but I think the information on the cards was good enough to create an idea
	Yes, there are not too many cards so they didn’t confuse us when we were brainstorming, but they are enough so that we had no questions about Islamic art
	Yes, up to a certain extent. Islamic art patterns are not only geometrical but also vegetal patterns, so they probably need to be included
	I do not think it will be enough because Islamic art is a very wide subject, but the cards managed to make it easier to understand
	Yes, it is considered an overall complete example

	
	Which presentation style do you prefer, keywords or description?
	I prefer description with little keywords on the side
	I like both. Not all cards need description, which is where keywords can be used; it is also easier to read and understand quickly
	Some elements are more useful to be explained as keywords; also, keywords for me generate more creative ideas than descriptions
	I prefer brief descriptions, as during a design process, brainstorming time is always restricted, so simple explanation will speed up the process

	Descriptions give more meanings; however, for the colours it can enhance the inspiration by the use of keywords

	Appropriateness
	Does the use of visuals help you understand Islamic art?
	Yes, when I looked through them I immediately understood the idea
	Yes, the pictures help and are very influential 
	Although visuals represent each element, the visual use of the element needs to be clearer for some elements
	Yes
	It completes the meanings and shows the depth of the Islamic art 

	
	Do you find the written text and the visuals complement each other?
	Yes. When you read you understand but when you look at the pictures behind they complete the meaning
	Yes
	Some visuals need to be more specific
	Sometimes they are not clear because too many visuals are provided 
	Yes, the text and the visual form a whole picture of an element

	Clarity
	Do you find the images and written text clear? Why?
	Yes, because it contains more than one picture that describes the text. So it was enough for me to get the meaning
	Yes, the size of the font and pictures [mean the cards are] very easy to hold when brainstorming and delivers the message perfectly
	Yes. However, the main purpose is to provide inspiration for designers; it needs to be clear that designers can be inspired easily
	Yes, but images need to be sorted or labelled 
	It is clear enough to covey the meaning as well as the philosophy

	Branding purpose
	How useful are these cards as guidance for brand strategy that uses Islamic Art?
	The information in the cards is talking about the main visuals that represent Islamic art and Islamic culture, which will directly guide the brands
	Very useful; they helped us understand what I can and can’t use
	Yes, they can help designers to know more about Islamic art, but they do not directly guide them to create a brand strategy
	They are a significant guide to Islamic art but not necessarily Islamic art in branding
	Because it helps a designer or anyone to understand the fundamentals of Islamic art, it is indeed useful

	
	Can the cards contribute to the development of brand identity?
	Yes
	Definitely. In terms of colours and patterns they can definitely add great value to the brand and its identity
	Yes, if a brand wants to use Islamic art as a style or theme the cards definitely reduce the development time of a brand identity
	It can help designers understand Islamic art thoroughly but not exactly in building brand identity
	It can help develop a more accurate style based on the right principles and philosophy of Islamic art

	
	How relevant do you find these cards in delivering the Costa experience?
	It will help generate ideas that enter people’s minds and create nice relationships
	They can add meaning to Costa when it comes to Ramadan, and adding value by combining Costa with a special month like Ramadan will increase sales
	Consumers nowadays more than before significantly value the cultural preference in brands, which can enhance their experience 
	Designers need more direction on how to be inspired by these cards in order to create more interesting ideas for Costa coffee customers’ experience 
	Islamic art on its own is considered widely as a great and elegant style, so consequently it will enrich the consumers’ experience

	
	What would you change in these cards to assist brands/designers more effectively?
	The cards need to be created with good quality materials and a high standard layout to match the elegance of Islamic art
	They are very effective; nothing to add
	Recommendation to assist designers in how to use the tool. For instance, create a manual/
introduction to guide designers on the accurate use of the cards
	I would link it more to branding
	It is simple, and the key to help quicker and be easier to understand is simplicity



[bookmark: _Toc398978326][bookmark: _Toc424113468]Table 8.25: Answers for group 2 (without cards)
	
	Questions
	Member 1
(Graphic Designer)
	Member 2
(Art Director)
	Member 3
(Brand Manager)
	Member 4
(Marketer)
	Member 5 (Artist)

	Usefulness
	Why do you think these guide cards are useful in applying Islamic Art?
	It reminded me of things I forgot about Islamic art and organised my thoughts
	The cards can draw our attention to the hidden values of Islamic art
	The cards provide interesting and unknown meanings of Islamic art
	They summarised all key points and analysed it in a fun way
	They are organised well; the Islamic art elements guide us to the real Islamic art

	
	How can we make this tool more useful for branding? (example)
	Add more inspiring visuals
	Example: give one result or more of the style created using these cards
	The cards should be simple but inspiring
	It should be as simple as possible
	I find it useful; no need to add anything

	Comprehensive
	Are the images and text understandable? 
	They are very easy to understand but stronger visuals will enhance the meaning
	Yes
	Images can be more understandable if there are less than two, in order not to confuse designers
	Yes, some cards contain more images than others, which can be confusing. One consistent style would be better
	Yes

	
	Do you think these cards are enough as a reference for Islamic art?
	Yes, because all elements are organised into categories, and each category has its own explanation
	Yes, because all basic/
fundamental elements are described and categorised
	Surely they won’t be enough; however, it is the first tool to gather such vast information in an interesting way
	Yes, but one element is missing (arabesque)
	I find these cards provide the overall image of a very huge type of art; it is a successful attempt

	
	Which presentation style do you prefer, keywords or description?
	Keywords are more useful, which gave more ideas
	Keywords (it helps designers to be more creative with their thoughts)
	Both can be acceptable
	Both
	Description for me; I find this very crucial because it will give extra information to the reader to enhance the understanding

	Appropriateness
	Does the use of visuals help you understand Islamic art?
	Yes, because the visuals are showing real examples of each element
	Yes, the philosophical description of the elements can help to understand the real meaning of Islamic art design elements
	Visuals in general can always inspire and explain easily and much quicker
	Yes, the number of visuals needs to be reduced in some of the cards
	Yes

	
	Do you find the written text and the visuals complement each other?
	Yes, but visuals need to be powerful and organised
	Yes, both card sides tell the same story
	To a certain level
	Yes






	I agree because if text was provided without visuals the whole meaning would be incomplete, and vice versa

	Clarity
	Do you find the images and written text clear? Why? 
	Yes, they are simply explained and images show the real application
	Yes, the use of text is very simple
	For me, I find it clear, but easier and more simple images and text is recommended to assist designers from various backgrounds such as Muslims/non-Muslims
	Less images with less explanations will boost the inspiration level
	Yes, because the text tells one part of the story and the images complete the other part of it

	Branding purpose
	How useful are these cards as guidance for brand strategy that uses Islamic Art? 
	It is very useful as it reminds us to integrate the real values of Islamic art with the brand concept
	More concepts can be generated out of these cards 
	The cards can be considered such a useful guide to bring many ideas to the table
	It does not guide a brand strategy; it can assist to create new concepts
	It is useful because the cards assist designers to understand and know hidden meanings 

	
	Can the cards contribute to the development of brand identity? 
	The cards can help develop more ideas and create better brand identity
	The cards can develop more ideas
	Yes, because they are very inspiring; they encourage designers to be confident to use Islamic art
	The cards help to create unique brand identities
	It will actually contribute to the understanding of the design teams, then to creating better images

	
	How relevant do you find these cards in delivering the Costa experience? 
	The cards can create stronger design identity and enhance customer experience
	The cards can stir ideas around the Islamic culture, and that can directly improve customers’ experience
	It will provide new experiences for customers, which is what customers like
	The cultural look (theme) nowadays plays a crucial role in enhancing the customer experience
	If new styles based on true Islamic art meanings are developed it will look very attractive to consumers 

	
	What would you change in these cards in order to assist brands/designers more effectively? 
	The don’ts category should include this:
Quran and Hadith shouldn’t be written the opposite way (from right to left). Also, they shouldn’t be on waste materials
	I would give example of different uses of Islamic art in branding
	I would choose only two images per element and make text simpler
	Put less images and less text
	Nothing




[bookmark: _Toc425166238]8.5 Evaluation analysis
This section will discuss the results and analysis of evaluation tasks 1 and 2. The evaluation results are divided into evaluation of task 1: outcome and analysis and evaluation of task 2: outcome and analysis. 
[bookmark: _Toc425166239]8.5.1 Evaluation of task 1: outcomes and analysis
This evaluation analysis is divided into five issues faced by both groups during task 1, which were: 1) linking the Islamic spiritual value of Ramadan with the cultural value; 2) repetition of already-developed elements of Islamic art and design in brands; 3) the lack of, or the extensive amount of, resources with which to form a thorough understanding of Islamic art and meanings; 4) the limited timeframe during the development process of new Islamic art-inspired brands; and 5) other challenges faced by experts during task 1. Table 8.25 illustrates the five issues and researcher observation of both groups 1 and 2.
[bookmark: _Toc398978327][bookmark: _Toc424113469]Table 8.26: Task 1 – analysis of groups 1 and 2
	Issues
	Group 1
(with cards)
	Group 2 
(without cards)

	Linking the Islamic spiritual value of Ramadan with the cultural value
	The team found it easy to link ideas with the real Islamic meaning of Ramadan and cultural references; results focused on the real concept of the month
	Ideas were created based on cultural references to Ramadan without an in-depth Islamic spiritual meaning 

	The use of new Islamic art elements and repetition of already-developed Islamic art designs in brands
	The team combined new elements of Islamic art and cultural influences 
	The team stuck with already-developed ideas 

	The need for resources to gain inspiration and understand Islamic art meanings and philosophy
	Inspired by the visuals and the philosophy of Islamic art
	The group relied on research and images taken from the Internet

	The time spent in developing the new theme
	The team spent less time creating a new theme concept
	The team spend more time creating a new theme concept

	Other challenges
	Idea development was organised, and they found it easy to create more than one theme
	Idea development was unorganised, and they found it challenging to create new themes



The outcome clearly suggests that the progress of group 2 in creating a new concept for Ramadan for Costa coffee was limited due to the issues faced. First, according to the observation of both groups, group 2 focused on addressing the cultural value, but they underestimated the spiritual value of Ramadan. On the other hand, group 1 seemed much more focused on linking the spirituality with Islamic cultural influences. In addition, group 2 limited their ideas to those already established and previously used in branding, but group 1 attempted to create new inspiration based on the information and philosophy provided in the guideline cards. In terms of the need for resources, both groups were allowed to use the Internet for 10 minutes; while group 1 did not need the Internet and developed several ideas, group 2 used all 10 minutes allowed to look for more resources, and spent more time in developing an idea. Finally, group 1 were much more organised in their idea development and seemed more focused on the main core of the brief, which was to connect spirituality and Ramadan cultural values, whereas group 2 were less organised in developing their ideas, and their discussions took longer. Therefore, it was clear that group 1 did not appear to face as many challenges due to the help of the cards tool. In conclusion, based on the observation and the information given in the tables above, the tool cards significantly assisted group 1 in the process of the new concept development.
[bookmark: _Toc425166240]8.5.2 Evaluation task 2: outcomes and analysis
This section involves analysis of evaluation task 2 answers provided by both focus groups 1 and 2, as provided in the tables above. The analysis of answers, based on the five categories of usefulness, comprehensiveness, appropriateness, clarity and branding purposes, was divided into advantages and disadvantages in reference to experts’ answers. Essentially, the aim of extracting the strengths and weaknesses of the cards tool is to improve it and help ensure its effectiveness and success. Table 8.26 shows the overall analysis of answers of from groups 1 and 2.

[bookmark: _Toc398978328][bookmark: _Toc424113470]Table 8.27: Analysis of answers from group 1 and 2 during evaluation task 2
	
	
	Group 1
	
	Group 2

	Usefulness
	Strength
	Provided knowledge that enhanced the group understanding of Islamic art and philosophy
	Strength
	Provided understanding of unknown and hidden values and reminded the group of forgotten elements of Islamic art

	
	Weakness
	No recommendation or guidance on how to combine the elements to form a new style
	Weakness
	No example to demonstrate what the final result will look like

	Comprehensiveness
	Strength
	Images and text were understandable and the content of the cards as a whole considered enough to tell the story of Islamic art
	Strength
	Easy and fun way to find out information about an extensive type of art 

	
	Weakness
	Found the descriptive explanation more useful than the keywords
	Weakness
	Found the keywords style more useful and easy to understand for some elements

	Appropriateness
	Strength
	Images completed the meaning provided by the text and enhanced the group understanding of the meanings
	Strength
	Visuals translated the meanings provided in the text easily

	
	Weakness
	The use of images should be consistent, and requires the use of clear examples to represent the element clearly
	Weakness
	Visuals need to be reduced for some elements to provide the most relevant examples

	Clarity
	Strength
	The cards conveyed the meanings easily using simple text explanations
	Strength
	The cards are designed with simple text and images, which is considered very easy to understand quickly

	
	Weakness
	Need to provide clear examples of inspirations for designers to help them use it effectively
	Weakness
	The text needs to be refined using language that can be understood clearly by designers with different backgrounds, whether Muslims or non-Muslims

	Branding purpose
	Strength
	The cards can succeed in assisting both designers and anyone in learning more about the fundamentals of Islamic art
	Strength
	It encourages the development of new ideas and concepts and enhances designers’ confidence to create more accurate styles

	
	Weakness
	Designers need more direction in the form of providing some examples developed using the cards to encourage more accurate results
	Weakness
	Doesn’t need to be accompanied with more explanation to help designers understand why it is not recommended or completely prohibited



The weaknesses of all tested categories were extracted to identify the cards’ key areas of improvement, which are: 1) provide an introductory card to guide designers in the main purpose of the cards and introduce the content; 2) use the description style for elements that require more explanation, and keywords for less descriptive content; 3) use a consistent style and quantity of visuals; and 4) provide some examples and recommendations of styles developed using the cards tool.
[bookmark: _Toc425166241]8.6 Final guideline cards tool design and prototype
Considering the results of the evaluation, improvements were made to the guideline cards tool, as shown in the following images, which are followed by images of the final prototype of the guideline cards tool.
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[bookmark: _Toc425166959]Figure 8.105: Second prototype of guideline cards tool (shape category)
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[bookmark: _Toc425166960]Figure 8.106: Second prototype of guideline cards tool (colour category)
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[bookmark: _Toc425166961]Figure 8.107: Second prototype of guideline cards tool (calligraphy category)
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[bookmark: _Toc425166962]Figure 8.108: Second prototype of guideline cards tool (pattern category)
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[bookmark: _Toc425166963]Figure 8.109: Second prototype of guideline cards tool (don'ts category)
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[bookmark: _Toc425166964]Figure 8.110: Second prototype of guideline cards tool (dos category)
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[bookmark: _Toc425166965]Figure 8.111: An introductory card for the guideline cards tool

[bookmark: _Toc425166242]8.7 Applications and Implementations
This set of guideline cards is designed for the following: 1) to help designers get inspiration at the idea-generation stage during the design process; 2) to be used as a quick reference throughout the whole design process (refer to the results from the conducted focus group); and 3) to use Islamic art appropriately to enhance brand communication. The first four sets of cards consist of the fundamental elements of Islamic art (shape, colour, patterns and Arabic calligraphy) and are designed to provide a starting point for designers to explore their ideas during the design process. The dos and don’ts sets of cards are designed to support the concept evaluation and decision-making to help reduce inappropriate use, misinterpretation and misuse of Islamic art in commercial brands. The final card introduces the contents, what the cards are used for and how to use these cards.

[bookmark: _Toc425166243]8.9 Conclusion
This chapter presented all parts of the evaluation of the guideline cards tool: the purpose, plan, participants, process and results. In response to the guideline cards tool evaluation and expert feedback, a few cards were amended and a few cards were added to form the final set of cards. Finally, improvements were considered and the final guideline cards tool was developed.



Chapter 9 CONCLUSION
This chapter summarises the whole study and the main findings, which includes the contributions of the research, limitations of the study and recommendations for future research. 
[bookmark: _Toc425166245]9.1 Summary of the Research
The whole study can be characterised by the abductive approach. It began with the assumption that 1) applying Islamic art in the design of commercial brands could enhance their values and help them connect with Muslim markets, 2) the full potential of Muslim markets remains unexploited due to the lack of understanding of Islamic values and knowledge on how to embrace Islamic culture elements (especially Islamic art) properly, and 3) with a suitable support designers/artists with or without Islamic background can make better use of Islamic art in the context of commercial branding. A mixed-method approach was employed to test and refine these assumptions. The results from both qualitative and quantitative methods confirmed the assumptions and provided in-depth understanding on how to address these issues positively and effectively. A research pointed out that there are clear needs to: 1) enhance designers’ understanding of Islamic art in a user-friendly manner, 2) guide designers (especially non-Muslim ones) to the proper use of Islamic art without any misuse or misconception, 3) improve designers’ confidence in applying Islamic art and creativity, and 4) prevent misinterpretation of the real values and meanings of Islamic art. The guideline cards tool was proposed as a means to address all the needs identified. According to the evaluation with key disciplines in branding and design development, the tool was considered useful and comprehensive. They provided a clear guidance and were appropriately designed to suit the needs of disciplines in branding and design development.
[bookmark: _Toc425166246]9.2 Contributions of the research
This study has advanced research and development in the field of art and branding.
· Firstly, it is one of the first studies to investigate Islamic art from the design point of view and offer a systematic structure to help designers learn and understand the appropriate use of Islamic art. Previous studies mostly examined Islamic art from the historical and religious perspectives. In this way, it enhances the richness and expands the studies in the field of Islamic art, which hardly explore modern applications, especially in a commercial context. This study is also one of the very first studies to provide an overview of fundamental Islamic art elements and its philosophical values.
· Secondly, it was one of the very first studies to provide an insight into the existing process of how designers, branding professionals and other creative disciplines apply Islamic art in commercial brands. It also identified common pitfalls and mistakes in context that commercial brands make and uncovered the roots of these problems.
· Thirdly, it engaged key stakeholders (e.g. potential users and key disciplines in branding and design development) in order to identifying benefits and risks of applying Islamic art in commercial brands. Thus, main challenges and requirements of developers were captured and addressed appropriately and effectively.
· Furthermore, it proposed the guideline tool, which is the first of its kind to address the needs of developers in applying Islamic art appropriately in commercial brands by introducing all Islamic art elements, providing information about the hidden philosophy of each element, and providing inspiration using real Islamic art examples. It was the one of the very first attempt to extract and present cultural and religious meanings of Islamic art elements based on the descriptions in the Quran.
· Lastly, this study and the tool provide an accessible basis and/or foundation for non-Muslims and the novice to begin their exploration/investigations of Islamic art’s philosophical values and meanings.
[bookmark: _Toc425166247]9.3 Limitations of the study
Some research limitations have been identified, which are summarised below:
· Finding experts in the field of design and branding with previous experience of working with Islamic art who were willing to share their practices was considered very challenging.
· A number of experts refused to give details of the methods/processes they had developed to apply Islamic art in branding. The information was treated as highly confidential and not always disclosed.
· There were difficulties in finding sufficient original Arabic resources or official documentation published in the field of Islamic art or Islamic art in commercial brands, as almost all resources are found in Western publications.
· There was no academic journal dedicated to this area, and most academic papers concentrated on the historical side of Islamic art or the technical aspects of drawing Islamic art shapes.

[bookmark: _Toc425166248]9.4 Recommendations for future research
The research identified a number of issues that could be investigated further:
· The research focused on helping designers/artists develop ideas at the early stage of the development process. To provide support to designers/artists throughout the whole process, further investigation into the requirements of developers at the later stage is required.  By exploring the needs of developers at the later stage, different types of tool or support could be identified and developed.
· The guideline cards could be developed further by expanding the categories, such as the Islamic art dynasties category. In this way, the guideline cards can assist the design team in finding inspirations in a particular dynasty and creating a style or concept based on it. Further research on how best to capture unique characteristics of each dynasty and present them could add to the richness of this study.
· To find out how this guideline tool could complement existing tools, it would be useful to explore relationships between this tool and other design and branding tools. By investigating how designers/artists may use this tool with other types of tools, further improvements could be identified. 
· The cards concept could be applied and/or expand to provide guidance to designers when working with other types of art, such as producing guideline cards for African, Egyptian or aboriginal art. This could enhance designers’ understanding of the hidden meanings and values of these arts and consequently encourage designers to use them more accurately in commercial brand applications.
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APPENDIX A: QUESTIONNAIRE SURVEY
Section 1
1) Which cultures do you associate with the following graphics in A, B and C?
 
[image: 3]
 (A)_________________________________________________
(B)_________________________________________________
(C)_________________________________________________

2) Why did you associate each graphic with the culture?
(A)_________________________________________________
(B)_________________________________________________
(C)_________________________________________________

3) How favourable or unfavourable to you are the graphics used in A, B and C?
	
	Poor
	Fair
	Good
	Very Good
	Excellent

	Coca-Cola
	○
	○
	○
	○
	○

	Puma
	○
	○
	○
	○
	○

	Starbucks
	○
	○
	○
	○
	○


4) How interested would you be in buying one of these products with or without the application of symbols?
	
	Very interested
	Interested
	Not interested

	Coca-Cola with symbols
	○
	○
	○

	Coca-Cola without symbols
	○
	○
	○

	Puma with symbols
	○
	○
	○

	Puma without symbols
	○
	○
	○

	Starbucks with symbols
	○
	○
	○

	Starbucks without symbols
	○
	○
	○



5) In your opinion, what can the use of the additional graphics and symbols add to the product and the brand?
	⧠
	Excitement 

	⧠
	Sincerity

	⧠
	Ruggedness

	⧠
	Competence

	⧠
	Sophistication



6) In your opinion, when brands use cultural influences and art, what does it add to the customer experience?
	⧠
	Enriching sensory experience
	⧠
	Engage with physical behaviour

	⧠
	Emotional connection
	
	

	⧠
	Stimulates curiosity 
	
	



7) What do the simplified designs and symbols used in the products mean to you?
	⧠
	Send clear messages

	⧠
	Tell a culture story

	⧠
	Create emotional connection



8) In your opinion, what do you think are the most important factors that designers should consider in the construction of culturally influenced symbols for products and brands?
	⧠
	Colours
	⧠
	Innovation

	⧠
	Simplicity
	⧠
	Patterns

	⧠
	Creativity
	⧠
	Historical events

	⧠
	Artistic style
	⧠
	Culture and heritage



Section 2: General Questions
9) Gender
	⧠
	Male

	⧠
	Female



10) Choose your age group

	⧠
	16–25
	⧠
	26–35
	⧠
	36–45
	⧠
	46–55
	⧠
	56–65
	⧠
	66+



11) Your occupation
___________________________________________________________________________

12) Nationality and Country of Residence
	Nationality
	______________________________________

	Country of Residence
	______________________________________


 
_________________________________________________________________________________________________________

Thank you very much for your time and cooperation
Hadeel Silsilah








APPENDIX B: INTERVIEW QUESTIONS
Section 1: Opinion on current Islamic art applications in the market
Do you agree with the current use of Islamic art in brands/products (e.g. Ramadan themes, traditional brands/products)? Why?
Section 2: Benefits and value of applying Islamic art in brands
Do you consider using Islamic art in brands? Why?
How beneficial can the use of art be for brands/products?
Section 3: Established and practical methods
When using artistic symbols or patterns, was there any method or guidelines to be followed?
What are the important tools or tool that used to create positive brand/product communication with the consumer?
Section 4: Challenges and issues during the design development
As it can be considered in relation to a religion, are there any specific guidelines for using Islamic art?
Section 5: Level of creativity
Do you think the current brand/products styles in Saudi Arabia (e.g. Jeddah) are looking more and more repetitive? Why?
What do you think is the most essential elements to be considered in developing the style (e.g. images, graphics, colours)?
How useful would it be to have a framework or guideline to assist brands in using Islamic art more accurately?
What do you think are key elements to be considered in creating a guideline for using suitable Islamic art styles in brands/products?










APPENDIX C: EVALUATION 
Experiment 
Guidelines for appropriate use of Islamic art and culture in branding

Introduction:
The experiment is conducted to test the Islamic art’s guideline tool effectiveness and improve it to assist designers in unleashing the hidden values in using Islamic art and guide them to its proper use in brands.

Task 1: Personal Information:

	Name:

	-----------------------------------------------------------------

	Occupation:

	-----------------------------------------------------------------

	Highest level of qualification:

	-----------------------------------------------------------------


Task 2: Design using the tool:
At this stage, you are asked to develop an Islamic art style using the tool for the following coffee brand.

[image: ][image: ]

Task 3: Questions:
In the following section and after discussion of the previous task, five areas regarding the guideline cards will be measured. You will be asked to rate each area as well as provide the reason of your rate and your opinion.

(1) Usefulness:

· How useful do you find these guide cards to Islamic Art?

----------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------


· To which sector this can be highly or less useful?

----------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------

· How to make this tool more useful for branding?

----------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------

(2) Comprehensive:

· Does textual description and visual communication understandable?

----------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------





· Do you consider these cards easy to understand for most sectors or backgrounds?

----------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------
· How complete is this information?

----------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------
· Which presentation style do you prefer? Keywords or description?

----------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------
· How to make these cards easily understood?

----------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------





(3) Appropriateness:

· Do you like this format or prefer checklist?

----------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------
· Does the visual use helps to understand the concept of Islamic Art?

----------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------
· Do you find the written text and the visual description complement each other?

----------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------

· How do you achieve an optimum balance of visual and text description?

----------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------
(4) Clarity:

· Do you find the images and written text clear?

----------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------
· Which element you would like it to be clearer?
----------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------

· How do you improve the clarity of those cards?
----------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------







(5) Branding purpose:

· How useful are these cards as guidance for brand strategy that uses Islamic Art?

----------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------
· Can the cards contribute to the development of brands language?

----------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------
· How relevant do you find these cards in delivering the brand experience?

----------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------
· What would you include in these cards in order to assist brands/designers more effectively? 

---------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------
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Brand Personality Dimensions


Excitement


Ruggedness


Competence


Sincerity


Sophistication


Up-to-date
Imaginative
Spiritual
Daring


Down-to-earth
Honest
Wholesome
Cheerful


Outdoorsy
Tough


Reliable
Intelligent
Successful


Upper-class
Charming















Brand Experience


Sensory


Affective


Intellectual


Behavioural













Elements meanings (example: Colour)


Context (Do's and Don'ts)


Process (Cards tool)
















Shape


Circle	


Square


Colour


White


Green


Calligraphy


Kufic


Pattern


Triangle


Hexagon


Star


Blue


Red


Yellow


Black


Naskh





Vegetal arabesque


Geometrical arabesque





Early Kufic


Eastern Kufic


Florated Kufic


Knotted Kufic


Square Kufic	


Thuluth


Muhaqqaq


Rayhani


Tawqi


Riqa


Vine and grape design
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Islamic	A) Coca-Cola	C) Starbucks	0.21	0.23	Not Islamic	A) Coca-Cola	C) Starbucks	0.28000000000000003	0.18	None	A) Coca-Cola	C) Starbucks	0.1	0.19	Participants Percentage
Islamic	A) Coca-Cola	C) Starbucks	0.1	0.08	Not Islamic	A) Coca-Cola	C) Starbucks	0.18	0.2	None	A) Coca-Cola	C) Starbucks	0.14000000000000001	0.13	Participants Percentage
Chinese	B)Puma	0.7	Not Chinese	B)Puma	0.22	None	B)Puma	0.08	Participants Percentage
Series 1	Excitement	Sincerety	Ruggedness	Competence	Sophestication	0.72	0.46	0.35	0.75	0.53	Participants percentage
Participants 	Enriching sonsory experience (Sensory)	Emotional connection (Affective)	Stimulates curiosity (Intellectual)	Engage with physical behaviour (Behavioual)	0.79	0.71	0.65	0.55000000000000004	Partcipants Percentage
Sales	Send Clear Message	Telling a Cultural Story	Creates Emotional Connection	0.53	0.79	0.67	Series 1	Care about consumer	Meets consumer needs	Suits different tastes	Trustworthy	Uniqueness	Artistic appreciation	Cultural awareness	Broader market 	0.52	0.39	0.62	0.56000000000000005	0.73	0.81	0.67	0.47	Partcipants Percentage
Participants buy products with or without cultural	Products with cultural graphics	Products without cultural graphics	0.62	0.38	Particioants Percentage
Participants	Colours	Simplicity	Creativity	Artistic style	Patterns	Culture 	&	 heritage	0.67	0.86	0.74	0.8	0.42	0.7	Participants Percentage
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CD: BASIC TEMPLATES (1 & 2)

Level 1 - Easy

1 In pencil draw a circle in a square with 2 Place the compass point precisely in the
four intersecting lines (> 10-11). centre of the circle. Draw a second circle
that passes through the four corners of the

square.

—

X

)

|
|
|
|

3 Draw a second square, as shown, using the 4 Ink over the highlighted lines in pen.
ringed intersections as guides. It should fit
into the second circle perfectly.

‘The Koran of Rashid al-Din

5 The pattern without the construction lines.

Note how this pattern extends beyond
the sides of the square unit in step 1.This
pattern therefore doesn't tile in the same
way as the previous example.

Level 1-Easy 45




image57.jpeg




image58.png
(+




image59.gif




image60.jpeg




image61.jpeg




image62.png
RTINS
Nei2eXy

A4





image63.jpeg




image64.jpg




image65.jpeg




image66.jpeg




image67.jpeg




image68.jpeg




image69.jpeg




image70.jpeg




image71.jpeg




image72.jpg




image73.jpeg




image74.jpg




image75.jpg




image76.jpeg
oy L«}‘&JLQﬂ Lo —w

ScRiPT NAME uses
fufic Qurans, architectural decoration, textiles, carpets
ScrIPT NAME uses

floriated kufic Qurans, ceramics, metalwork

i %@; ] % >
T uses
Knotted/plaited kufic ~ Qur'ans, architectural decoration

| K
o ~ “ﬁ ? 5
77 //‘/)/

ScRiPT NAME uses
“Newstyle”script  Qur’ans, architectural decoration

N\

Qe




image77.gif
padaddl,

19,

sous e
I

Pliyasylidlip





image78.jpeg
< S\ i
\.)‘Z%«A.-Lv g = b)

Naskh i
12th ce
additior

Thuluth
a favour
Jjali thult




image79.jpeg
AT ST\ LA
\_)M,b 2

‘ -
-

<2

.

Naskh i
12th ce
additior

Thuluth
a favour
Jjali thult




image80.gif
!
i





image81.jpeg
AR |
naskh Manuscrips, ceramics, s

A =
i 0t i e’ oot masiers

g Leter.edicts, manuscrips




image82.png
Most American brands
don’t actively reach out
to Muslim consumers

= Agree
H Disagree

| wish more American brands would engage
with Muslim consumers, e.g., promote and
celebrate Muslim festivals

" Agree
® Disagree
®Don’t care




image83.png
[l Affects the way | buy goods and services:
= Always
™ Most of the time
¥ Occasionally
1 Never affects the way | buy goods
and services





image84.png
B oo S

[ & e
GLOBAL MARKET DRIVERS . Halal New Economy: Fi Asia
MegaTrend 2013 by Liow Ren
Jan, Founder & CEO of AYS
388 views
GLOBAL COMPANIES PARTICIPATION
The global market potential of

‘GLOBAL CONNECTIVITY The Gobel Maret

MARKETS SEEKING GROWTH

OPPORTUNITIES lamic finance ihme 2010,

day 1 session 2

1082views

Innovative Muslim Market Brands
& Opportunity Gap

Global Islamic Economy Summit
overview

INTERNET, SOCIAL MEDIA,
MOBILE REVOLUTION
L Halal 101

= divinejpg # Show all downlos:





image85.png
ativecu x 9 x [T About <P

LAH/state

G slideshare | Explore - Upicaal Login Signup

Halal New Economy: Fi Asia

ISLAMIC MARKET DRIVERS MegaTrend 2013 by Liow Ren
Jan, Founder & CEO of AYS

L

R

ISLAMICVALUES

Innovative Muslim Market Brands
& Opportunity Gap

%
S
2]
Sl
2
3
3]
)%

Global Islamic Economy Summit
overview
405w

Halal 101
4125 vie

¥ Show all downlo:

116 AM
5/30/2014





image86.png
where it is 59%.

=
Share

. VALUES WITH u
UNIVERSAL APPEAL

FIG.1.5 GLOBAL MUSLIMS VALUES-TO-CONSUMPTION SPECTRUM

FOR MANY... ISLAM:
“WAY OF LIFE”

God consciousness ist and equitat
Family values
Modesty

Dietary law/healthy

Just and equitable financing

at - charity
alue:

elf-countrol

Education
Spirituality

Education

Social responsibility

®® Q@ 2 3




image87.jpg




image88.jpeg




image89.jpeg




image90.png
T _——

1/ 1f Ramadan - Tesco Real Fo: x \ New Tab x

«

€ [ [ realfood tesco.com/recipes/inspiration/ramadan.html

‘asda-asian-ramadan-.

oif

We use cookies to give you the best possible experience on our site. By confinuing to use the site you agree {o our use of cookies. Find ot more Close

TESCO realfood —

P —o—4

er | L

1 Or connect with Facebook

~ Search

Mealplanner  Our food

deos  Healthyeating  Cookingwithkids Inseason Win  Grocery &

Ways to shop

Lookout for

this basketto
Ramadan Mubarak e

buy recipe

9th July - 7th August ingredients.

Learnmore >

Try these delicious recipes during Ramadan er

Clickhere
toshop >

Kesari Indian rice and Aloo gobi with coriander  Mint majjige
© vegetables © @
[
Whv not
~|| & divine chocolatesjpg | & dvinejpg -

=&

bl
n

# Show all downloads.





image91.gif
.Ramadan . X
“'Mubarak -

there’s no place like ASDA




image92.png
CORPORATE CULTURE AND DESIGN ORIENTATION

Concept
Generation

Product Design

Design Strafegy

/T\

A

Communication
Design

— Resources




image93.jpeg
& &
O\ N
% &

Discover Define Develop Deliver




image94.png




image95.jpeg
Iterate

|

Project plan Problem defintion  Soluions.
Personals and stories Koy insights Low-fdelfy prototypes.
Rosearch summary Dosign principlos  High-fdelty prototypes

Soutce: Adapted rom Hasso Plattna nstidof Designa Stanford





image96.png




image97.jpeg
THE FIVE PHASES

w9 N i

UNDERSTAND  IDEATE EXPERIMENT  DISTILL
wof .





image98.jpeg




image99.gif




image100.png
v
p'“"up, 3
o

Understanding

Buzans
iMindhap




image101.jpeg




image102.emf

image103.png
[ raman

1 2
o (o]

Unrecognisable Recognisable





image104.jpg
Actions to
improve the
problem

Situation
1 considered
problematic

74

Changes:
Systematically

6 desirable culturally
feasible

Situation
2 problem
expressed

Comparison of
5 models and real
world

Real world

Systems thinking about

real world

Conceptual
4 models of systems
described in root

Root definition of
3 relevant systems





image105.png




image106.jpeg




image107.png
Inappropriate 1
Appropriate
o o o





image108.png
Unrecognisable 3 Recognisable
o o o o





image109.png
Superficial 1 Authentic
o o o





image110.jpeg
Wishing Yov
2 Yeacelul Ramadhian

e/

Caffé Latte




image111.jpeg
Wishing yov
# Peaceul Ramadian





image112.jpeg
(,
00)@)




image113.jpeg




image114.jpeg




image115.jpeg
00)@)




image116.jpeg




image117.jpeg




image118.jpeg
(,
C)))




image119.jpeg




image120.jpeg




image121.jpeg




image122.png
Inappropriate 5
o o 0o o e

(.

000

L

Appropriate




image123.png
Unrecognisable 5 Recognisable
o o o o °

£
@ .




image124.png
5 Authentic

L

Superficial




image125.jpeg
g

Emirates




image126.jpeg




image127.jpeg
g

Emirates




image128.jpeg




image129.jpeg
&

Emirates




image130.jpeg




image131.jpeg
L




image132.jpeg
d>geull dyall G4l babyl
SAUDI ARABIAN AIRLINES




image133.jpeg




image134.jpeg
NAWAL Jlgo




image135.jpeg




image136.jpeg




image137.jpeg




image138.jpeg
C

NAWAL Ilgo




image139.jpeg




image140.jpeg
C

NAWAL Ilgo




image141.jpeg
& ™

L\




image142.jpeg
& ™

L\




image143.jpeg




image144.jpeg




image145.jpeg




image146.png




image147.jpeg




image148.jpeg




image149.jpeg




image150.jpeg




image151.jpeg




image152.jpeg




image153.jpeg




image154.jpeg




image155.jpeg
w_iloJ
[P
TAMANI

HOTEL MARINA

©





image156.png




image157.jpeg




image158.jpeg




image159.jpeg




image160.jpeg




image161.jpeg
w_iloJ
Tuiatgnit
 TAMANI

WorEL waRA





image162.jpeg




image163.jpeg




image164.png
] B




image165.jpeg




image166.jpeg




image167.png
] B




image168.jpeg




image169.jpeg




image167.jpeg




image171.jpeg




image168.png
Renadan Kereen O





image169.png
Renadin Kareen (Q





image170.jpeg




image172.jpeg




image173.jpeg




image174.jpeg




image175.jpeg




image176.jpeg
-fece
Ramadan

>





image177.jpeg
RAMADAN
KAREEM




image178.jpeg
(] 1:'{/‘4
.lz @,-
0
54
=

RAMADAN
KAREEM

Pizzathat





image179.jpeg
£)




image180.jpeg
L o chilise) vl




image181.jpeg




image182.jpeg
@A) ®) ©




image183.png
Situation
1 considered
problematic

Actions to
7  improve the
problem

Changes:
Systematically

6 gesirable culturally
feasible

Rich
Picture

Situation
2 problem
expressed

Comparison of
5 models and real
world

Real world

Systems thinking about

real world

Root definition
of relevant
systems

Conceptual
models of
systems




image184.png
Reduct
in
holiday lets

3 >
o
supply of
p
Term-time % %

Students —requie—~ accommodation <€—own—Landlords

Guaranteed
laccommodation

Strategic  Beds reqd

plans

University, ]
applicants UNIVERSITY Wratdoes
it do?
é § % “ACCOMMODATION
FREAIGH OFFICE

Review?




image185.jpg
Need for easy access,
user-friendly
resources

Lack of knowledge &

understanding \A

We need to doa lot of
research about Islamic art

 think this example

Muslim
designers

Follow examples
k without understanding

Tooks nice

Let's play it safe and follow
current applications.

Commission

Commercial
brands
Muslim

Non-Muslim

Apply
Islamic Art

designs

Muslim
Market

Special
oceasion
(Ramadan)

Product design
specifically for

Misuse
Repetition (affected
the authenticity)

Mixed results
(Successful &
Unsuccessful)

Limited

knowledge of
the richness of

Islamic art




image186.png
Situation
1 considered

Actions to
improve the

problematic problem

Changes:
Systematically

6 gesirable culturally

feasible

Situation
2 problem

Comparison of
5 models and real

expressed

Real world

Systems thinking about

Root definition
of relevant
systems

Conceptual
models of
systems

real world




image187.png




image188.png
Situation
1 considered
problematic

Actions to
7  improve the
problem

Changes:
Systematically

6 gesirable culturally
feasible

Situation
2 problem
expressed

Comparison of
5 models and real
world

Real world

Systems thinking about

Root definition real world

of relevant
systems

models of
systems

Described in root
definition




image189.jpg
Provide clear guidance
of appropriate Islamic
art examples on how to
use Islamic art elements

Enrich Muslim
consumer brand
communication

Identify designers’
challenges and needs

Determine the context
of use (e.g. Ramadan)

upport further

development of Islamic
art knowledge of

designers

Organise Islamic art
elements systematically
in user-friendly way

Guide designers to use
Islamic art
appropriately

Find out how to meet
designers’ needs

-

Develop set of aitify furidamental Enhance designers' _ Reduce
requirements of e e understanding of misinterpretation and
designers’ needs Islamic art misuse of Islamic art




image190.png
Situation
1 considered
problematic

Actions to
7  improve the
problem

Changes:
Systematically

6 gesirable culturally
feasible

Situation
2 problem
expressed

Comparison of
‘ 5 models and real
world

Real world

Systems thinking about

real world

Root definition
of relevant
systems

Conceptual
models of
systems




image191.png
Commentsand recommendations

The challenges snd nesds of esigrarsware rarely dcused

prior o tisstudy

Timied sody sxplorng ow o mest desgners nesdin o

The et afrequiraments oFdesgrars s rarely dcused

Fundamanta Slamantzviars ot comprahanavaly eptred

and presantadinsuseriendly and ssyso-scesstorn |||

prior o tisstudy

Tamic s lements wers ot sysemancaly organed S

user-riendly and easy-to-sccess form priortothis tudy.

The resources hat could provids Sudancs snd ppropTate
‘examplas wera not widely accessibls Morsover, the

suidance and examplas wer ot always connectad.

The connactions betwaen the pRssophy snd mesnings
behind specifc contexts e & the reigious events]and
Istamic st slamantswers not clearly explsined towider

sudiencas.

The resources that could support and promate urthar
Istamic at exploration among designerswere notwidly

sccessvle

The gurtance Toet could st Gedgnere o ues FamIESTE

‘sppropritaly and svaid pitfall s not widaly sccessibls|
1

The markat vas notfuly xplored snd couldbe anriched

ehroughsutable spplicationsofslamic art





image192.jpeg




image193.jpeg




image194.jpeg




image195.png
Shapes in Islamic Art

The geometrical motif in Idamic Art were
iniated from the sty of geometry with
the study ofstars and sstronommy.

The harmony between geometry and the
doctine of unty (Al Tawheed) beleved to
b representin the material and the spittal
word of damic religion snd culture.





image196.png
Circle in Islamic Art

~ Fiest pointof al lamic Art paterns
~ Symbal of am rlgion

~ God has no beginng and no end

~ Makkah rle in Idlamic world

~ Expresson of justice and equality

~ Most beautiful of

= From the circle comes three fundamentsl

nee,square and hexagon

fgures in Wamic at, the &

Triangle in Islamic Art \

- Geneated from the il hape
- Symbal of humanconsciouness

Pt N
- Symbol of human beig Body,Mind, /

and Spiri
~When identica irles plced togther with ther ouermost adge
Touching, When the centes of thee uite circes ae ined by lnes,

an cqulersl rangl s crestod.





image197.png
Square in Islamic Art (‘ ‘}
DY (D {
~ Symbol of Physcl Experience, Gf N

A

Physical World, and Materiality A
= Symbol ofthe four elements of

the world: Barth, Water, Wind and

Fire T~

~ When identical circles placed together vith ther outermos edge
touching, When the edgesof three united circls vrtially and two horizontal
crcle cantrs are oined by ines, an equileral square is crated.

R
o

e

10)

2

Y
s

=
X

00
AR

(=

3





image198.png
Hexagon in Islamic Art





image199.png
Colour in Islamic Art

~ The Quran uses the phrsse s diverss are theie e o dcribe the
glorious chromatic varety of God' (Alah) creston.

= Colou has shways been an important sigaifie in Idamic Art

~ s uses have encompased the practica a wll s the mystical and postic.
~ Despits being remarked a the colourfulast,ther are hardly any study or
sesearch shout the subject.

~ Bach colour in almic ot is used to imitat the world around us.





image200.png
Honesty Dignity

Blue in Islamic Art





image201.png
o rtility
i L
t /y(‘/ / rowth
ey
" Green in Islamic Art
Healy " Faith

A





image202.png
Energy

Emotion Movement

Red in Islamic Art





image203.png
il

Brightness dryness





image204.png
decency

Pu rity
Cleanness

White in Islamic art

positivity Frith





image205.png
Royalty

sadness
Anguish

Black in Islamic art

Darkness

Elegance

Holiness @z

Disobeience

Disbelif





image206.png
Calligraphy in Islamic Art

“The Quran witing developed into sbstract
pattern, which has a majoreffect n embedding
both visusland sprtual symbelism In Iamic
omamentation. The Quran i viewed asth true
and final reveaton of God through the Prophet
‘Mohammad (Peace be upon him) Written from right to et
Arabic calligraphy I a symbol meaning unity, beauty and power.
“The lttrs are placed mostly besde each other,with connected
broad lettr spacing.

=V





image207.png
Kufic Script
~ Kufic 1 the oldest calligraphic or of
Arable scipts “Th Scrptf Kuf” Mesopotamia (eaq)

~Square and rectilinear srip
~heavy bold, and lapidary style ass odlllXld1¥

etersae gty kst and &Y Vot ad Jo

undlanted

PSRN
~Sultabl for wrting on stone or metal,
for patnting or carving Inscriptions on the wall of mosques,
and for letering on cotns

Itwas i thisscript tha the fist opies of the Qur'an were wtten.

bl
it

IR sy





image208.png
Naslkh Script
~ means Copying? It s cursie srpt based on certain

aws governing the proportons between the leters. It 5 smll scrpt
‘whos lines arethn and leter hapes

spaced.





image209.png
Riq'a Script

vt (Pl

steuctured with short hortzontalstems,
and barbed heads are never used.





image210.png
‘Ta'liq Seript

~ Kaown as Farst. 12 curste st
eloped by the Persians. Thi sye i

considered the nativ callgraphy among. Mﬂ"’ r-_/
the Perstan,Indian and Turkish Muslms.

Alghtr and more dlgant vrson of

W1 clled Nastalqhas b devloped by combiatng t with Naskh.
W1q and Nastl are both s extertely n Perstan erary works
butnot for the Quran.





image211.png
Thuluth Script

~Ths s curste scrtpt that vas formalated
during the Urnayyad Dyt The

‘name means "one third” which 15 )‘ M -
supposed to be the proportion Pz
between straight lnesand curves. 15

charcterted b s curved lters with

barbed heads,clabortegraphicsand

1tispopularfr beng used in nscipios,tles and headings.





image212.png
Patterns in Islamic Art
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(At 1975:9),
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Colour

“The Quran uses the phrase ‘and the diverse ae their hues’ to
descibe the glorious chromaic varity of Allkis creation.

‘Colour has always been an important signifir of Isamic art.
Ituses have encompassed the practical as wellas the mystical
and poetic. Each colour in Isamic artis sed to Imitate the world
around usand has ls own meaning,
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The following cards define what is unacceptable as a subject for a

‘work of Islamic art. Due to its relationship with Islam and Islamic

culture it is good to know what is unaccepted in order to represent

each of them appropriately
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Depiction of Allah or Prophets
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ion of Allah and his prophets is completely prohibited in

order to keep the sanctity of Allah who s beyond a depiction or an

object. The fear that people could develop idols
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Nudity includes all figure imitation and/or outlines of female body

Any sexual representation is completely prohibited especially in the

association with Islamic art and considered disrespectful
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‘Application of Islamic art on any material associated with dirt, rubbish,
Such as bins and shoes.
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‘The application of calligraphy and Islamic art on low-valued objects

such as shoes and places of dirt is totally unacceptable because of the

direct connection of Islamic artto the Islam religion and the

relationship of calligraphy to Quran and that when using Islamic art

stay away from any manifestation thatlacks respect
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The association of music and music instruments with Ramadan
is not recommended Also considered offensive

in some cultures
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Ramadan is not only about fasting but a valuable opportunity for

Muslims to gain spiritual rewards ‘thawah’ which believed to be

multiplied for prayers ‘salat and recitation of the Quran (Dawud,

1984; Al-Bukhari, 1997). Muslims usually stay away from music and

partying as they put all their efforts into living like the poor and

Strengthening the relationship with Allah
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Each Islamic art elements contains spititual meaning(s) and,
hence, should be treated with respect, laying different
elements on of each other without careful consideration show

disrespect and could offend Muslim consumers
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The following cards define what is acceptable as a subject for awork

of Islamic art. Due to its relationship with Islam and Islamic culture it

is good to know what is accepted in order to represent each of them

appropriately
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Combination of one element from each category of Islamic art
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Applying combinations of more than one Islamic art elements from

each category for example, one shape, one colour, one type of

calligraphy, and Islamic art patterns can enhance consumer

recognition
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Combine Islamic art element(s) with relevant
imagery
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Consider combining Islamic art element(s) with relevant
imagery such as silhouettefillustrations of mosques and
minarets. Appreciate combinations could enhance the sense

of authe
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Combination of Arabic calligraphy and Islamic symbols
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Mauslim consumers think highly and are proud of Arabic
calligraphy. Thus, the combination of Arabic calligraphy
with Islamic art clements s highly appreciated by Muslim

consumers, as it enhances spiritual value
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Islamic art paintings or cultural heritage materials
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Enrich the Islamic brand store with the use of real Islamic art

paintings or products or materials that have its cultural history and

heritage





image251.png
What?
THE CARDS ARE DIVIDED INTO TWO SETS.

The first sets cards consis of slamic art fundamental elements
and its features. Meaning and philosophy of Islamic art
elements are included accompanied by images to show how
the elements is used in Islamic art

The second sets of cards consist of what is acceptable and
what i not inIslamic art and for the Muslim consumer.

Why?

The cards are intended as inspiration for practicing designers
and help to enhance designers understanding of Islamic art at
the design process.

How?

The cards are to assis designers and used as a tarting point of
the idea generation and exploration during the first stage of
the design process. Designers can play with the cards by
licking through the categories putting cards together to form a
combination that they can start from. Also, an idea of a
concept can be inspired by the  philosophy and meanings
‘and/or the images provided in the cards
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Early Safavid figures

The human figure became an
important element soon after the.
Safavids establised their rule in
1500. Depictions of elegant young
men and women, often shown in
outdoor settings, adormed many.
objects, from clothing to the
bindings of manuscripts. The men
usually wear the distinctive Safavid
headgear. This was a felt hat with a
very tall thin extension at the
crown, which projected like a baton
‘above the turban that was wrapped
round it.
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