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Abstract

Objective: The article explores the design methods for the three-dimensional representation of cal-
ligraphy, seeking the possibility of calligraphy beyond the two-dimensional image space, so that cal-
ligraphy, the most classic national symbol, can better meet the diverse aesthetic needs of the public.
Method: Firstly, it analyzes three different types of calligraphy three-dimensional transformations
through design cases, and summarizes their design forms and characteristics. Secondly, the formal
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language of calligraphy is refined into three levels: symbols, movements, and emotions. Based on
this, a deep analysis of the design transformation elements contained in calligraphy is conducted,
deconstructing the three-dimensional expression content of calligraphy from form to emotion, and
deriving the three-dimensional expression dimension of calligraphy. Finally, based on the corres-
pondence between the three levels of emotional design and the three dimensions of semiotics, the
three-dimensional design of calligraphy is considered. Results: Starting from the formal elements of
calligraphy, a corresponding model for the three-dimensional transformation of calligraphy has
been established. Conclusion: This method provides a new design path for the three-dimensional
expression of calligraphy, meeting the need for calligraphy to maintain innovation in contemporary
diverse aesthetic contexts.
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Figure 1. Lin Lifeng’s “National Style Chair”
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Figure 2. Chen Wen’s “East”
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Figure 3. Bo Yan Three Dimensional Calligraphy
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Figure 4. Composition and classification of three-dimensional
calligraphy works
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Figure 5. Design hierarchy and semiotic three-dimensional calligraphy transformation corres-
ponding model
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