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SEIR

means imperishable, that which
cannot be destroyed or eroded.
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Preface

The increasing advent of globalization and
technological advancements are taken to

tell that we are living in an age of increasing
sameness. The cultural diversity, once rich and
abundant is being replaced by a global culture.
This has had an effect on the visual culture of
India. Regional dialects, languages and scripts have
not escaped the consequences of ‘'modernization'
The well painted billboards and shop signs

have been replaced by massive in your face
advertisements. The streets are full of panwalas
and departmental stores wear the same huge

red beverage advertisements on their heads.

The devanagari script saw its peak in the times
of letterpress, when elegant complex letterforms
were cast and used widely in print and publication.
The nature of Indian scripts being different

than Roman or Latin, their digitization initially
proved to be a tedious task that did not deliver
the script in its totality. Recent developments

in type digitization however have reached a
stage where the script can be produced in its
original richness of form and elements.

There has been increasing demand for the
digitization of Indian scripts to reach larger
number of audiences via several media.

In the print media, newspapers in Hindi boast

more circulation than their english counterparts,
proving that there is certainly demand.

The digitization of Indian scripts however have
brought in their wake alteration in form to suit
the requirements of the technology available.
Though reach of the scripts has widened, they
propagated the spread of a deteriorated form.

This forms the inspiration for undertaking
the task to analyze the current type design
scenario & thereafter design a new approach
to designing typefaces to propagate the
richness of a correct and complete script.
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Prologue

This project is my attempt at making a
contribution to the field of devanagari typography.
The project is my first type design project in
devanagari script, hence process has been
equally important to the final outcome.

The emphasis of the project is on its process
and a new approach to type design.

The project aims at tapping the growing needs
of the market and try open newer possibilities
to enhance type design as it is done today.

The project involves understanding the need
and creating correct character forms that form
a pre requisite to the font design process that

follows. The aim Is to not just generate
a font, but also understand emerging
possibilities in font design today.

The report progresses with chapters explaining
the process in brief and the approach that has
been the most important learning of the project.
The report is thus a description of the need,
perspective and value of this project undertaken.
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The need for new devanagri

faces cannot be overemphasized.
There are new needs, new
messages to be conveyed.

The new technological
developments in typesetting

have finally removed all
constraints which inhibited the
development of Devanagari script.
It is time for a new generation

of Devanagari letter icons to
emerge, and to be perfected.

- Iconography of Letterforms, Kirti Trivedi
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Need

Alphabet epitomizes culture’

The letterform which was supposed to be
‘Akshara’- beyond erosion - has undergone

much erosion and mutilation in the process of
submitting to the demands of technology. 1

The project finds its inspiration in the deep interests
in scripts of India and the area of font design.

The process of the project is directly reflected in the
need. The font design process is more of a problem
solving process than a purely aesthetic one.
Communication and digitization

The font design scenario in India has been
flourishing since the development in digitization
and different organizations (foundries) have made
fonts in Indian scripts available. Various font
design organizations making Indian script fonts
are CDAC, ShreeLipi etc have made fontsin a
various Indian scripts available. Formally speaking
our cup may look like its full, but if one analyzes
them under the yardstick of quality and usability,
only a handful would make the grade. Over the
period, from the times of letterpress, the quality
and standards in typefaces seem to have suffered.

Though there has been an ever increasing need, the
demands have not been fulfilled with quality. The
hindi newspapaper boasts the highest circulation

in the print industry. Websites, blogs and other
media demand Indian scripts and their vivid usage.
The typefaces from available today lack a voice.
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They largely demonstrate various limitations, in
terms of both character form as well as usability.
Thought the attempt for digitizing scripts has
been magnanimous one observes a sense of
incompleteness in the fonts available today.

The first part of the project deals with exactly this
aspect of articulating this incompleteness in the
font design of today.

Indian script requirements.

Indian scripts are highly evolved scripts, which have
been seen as ‘complex’ scripts by the font design
digitization today. There have been attempts to
simplify this complexity, when originally what one
has done is compromised form and aesthetics at
the cost of limited tools. However, the complexity
if viewed as requirements of the script can result
in a different approach to Indian typeface design.

The project attempts at understanding these
requirements and try doing justice to the
richness of devanagari and lay foundations

for better type design perspective.Not taking
into consideration these requirements of
scripts in their stride has led to development
of incomplete and at times inappropriate
typefaces which get propagated continuing the
spread and replication of these typefaces.



Above and left, are pictures of forced devanagari
signages on store facades. The forcefulness mars
the visual image of the store and the brand.

Visual culture

The visual culture of a place is determined by the
visuals a place offers on display. One has seen the
visual culture of metro cities been taken over by a
global culture. The sighboards are no longer hand
painted, the shop facades look similar, colours
change but styles remain same. They reflect what
we are slowly losing. Indian scripts have vanished
from the visual culture of certain places at an
alarming rate. This triggers one of the underlying
concerns that form a need for this project.

The above mentioned reasons of incomplete
typefaces also comes to play here, as these
incomplete typefaces get splashed over newspapers
and some forcefully changed signboards,

making the situation even more appalling.

As a girl living in Mumbai, who

has witnessed this change from
painted letterings to neon signs, the
deterioration in form has been more
than evident. The digitization of
typefaces is a welcome change and
the opportunities it opens up today
are immense, they just need to be

acted upon. This is basically my act.
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A typeface for today
Approach and perspective

The answer to this question lies in two phases:
realizing the need for a typeface and articulating
the need in terms of form and voice.

Thus the project progresses in the same direction.
Having the first phase already explained in the
previous chapter, the further course defines

the ways in which this gets articulated. The

aim is not just make statements, but to clearly
and technically portray their existence.

The approach to the project is that of a learner;
to learn from seeing and learn by doing. The
construction of the letterforms is not on the
basis of making them aesthetically pleasing.
The aesthetics of the letterforms arise out

of a problem solving mechanism. The idea is
to minimalize the flaws in existing typefaces
and generate an output that if not better,

be as good as the best available today.
Importance of character form
Technologies keep developing, tools keep
changing, what remains constant is the form
of the letters. So the approach is to define a
correctness of the character form that may

or may not depend on existing software
limitations. It is a process of way finding.
Font design possibilities

As mentioned earlier the project output, along

with generating typeface is to understand the
process by which one arrives at decisions in a
process. To allow oneself to make mistakes and
to learn from them, to open up to newer avenues
of font design and explore newer possibilities
has been the key learning of this project.

Value of a designer

In this age of complex digitization of typefaces,
the role of a computer program has highly
attained great stature. Various programs allow
the generation and blending of fonts without
actual human design interference. It seems

like gone are the days when type designers did
meticulous manual calculations and hand drew
each fount to attain great levels of accuracy and
completeness. But the value of a human hand
cannot be challenged. The observations and
thoughts of the designer are the basis of the
thin line of quality. Hence, the project helps also
realize the potential of a designer and coherent
software support to produce better results.
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Notes in awe of the masters

48-POINT Nxw StvLE ) 60 1bs
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Above, scan displaying a fount from Gujrati Type foundry
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Precedents, a brief study

Letterpress and phototypesetting have been the
precedents to digital typefaces that are available
today. This chapter is a visual journey into those
pages of time where one perhaps witnessed the last
complete, beautiful specimens of very a rich script.
The study of these founts also led to

an understanding of the composition

and anatomy of the script.

It is enthralling to see a 6-point devanagari type
neatly set in the letterpress times. The uniformity
of character, the optical arrangement of space
are the learning lessons from the masters.

ATETITF@UNISABT AT
C3TTNAIITAATHEITAT
JIATITIAESIHAAEE
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Above, glyph set for Devanagari Bold fount by Mauj Publications

References from

Gujrati type foundary manual

Mauj publication manual

Nirnaysagar fount

Typography of devanagari, Bapurao Naik
My grandfather's collection of booksw




Comparison of devanagari letterpress founts
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Above and left, scans from Gujrati type foundry

Devanagari letterpress type specimen andMauj

HUST UM heAlcdh Jed dTaiqugr=ar
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publications, Devanagari Sadha letterpress specimen.
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Devanagari founts from various foundaries
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ORIGINAL 10-POINT NEW STYLE BLACK 60 1bs
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Above, small point size type specimens from Gujrati type foundry.
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T q it A A
TR qI | al griasl
W | A F9E 9 aH
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Above, enlargement of a page from the Dnyaneshwari.

The matra placement and anuswar are worth taking note of.

rsrctn ok seeon TS

Foe
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The heading of Marathi newspaper Lokashakti.
Extra Bold letterpress type specimen.
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Above, an advertisement ina magazine,
Bold devanagari letterpress specimen.
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Devanagari type setting, letterpress
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Above and alongside are specimens of typesetting work

in the letterpress times. The second sample shows a Ry
blend of various styles in setting of one article. il
Left, enlarged lettering style showing conjuncts in bold variety. 5




A Fount of Nirnaya Sagar Devanagari type

Type specimen table showing entire character set

w

Vowels. on full
body.

Consonants on full
body.

Short { Combina-
tions.

Long 7 (i ) Combi-
nations.

Long & short ¢
Combinations
with anuswar.
Short z Combina-
tions.

Long u (%) Combi-
nations.

.

Maitrdi Combina-
tions.

Matra-anuswar &
double-Matras.

Spl. letters with
anuswar & Rafar.

Nukta letters.

Characters for
Matra and Ukar
Combinations

(1/2 body).

D DAP Y Auy g

A a9™ g ey o A D VS P00 e @ 6q W6

PHL DED o9 o0lg
DAY g g o«
Doty
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T WYV g g @ @

o

geolt A G o g 8 @M S

19

20
21)

Oharacters [og
Mitrd Combinations
{84 bedy).

Half letters
(@) Consonants.

Vowel Bymboels
{ull body,

Vowel Symbels (g)
Mikrs Degros,
Vowel Symbels {£)
Ukdr Degree.
Letters *for
conjunets on

Uldr degree,
Conjunet lefitera
Full body.

Figures.

Punctnation matks
& gignes.
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- Iconography of letterforms, Kirti Trivedi



An overview

Akshar Unicode

T T | W

CDAC-GISTSurekh Normal

T T | R

CDAC-GI5TYogesh Normal

T 51| H RGBT &
Devanagari MT

THE T H TH )
JanaHindi

ARG TS| H T g

Comparison of devanagari fonts available .

The above sentences show conjuncts not functioning
which may be because of the non compliance of open
type fonts on certain softwares. Below is a sample
text in DV Yogesh where the conjucts do appear.

I8 AISH DI AN I loff 2l
[REIRITEE

Eﬁ“@ﬁu :

PISIR

DHIHAST b [T

lold HGIERY

Current scenario

This chapter details the need of the project
in a sense. The current scenario of font
design in devanagari involves a study of
the current best, most popularly used fonts
from various type foundaries. It involves a
comprehensive analysis of the same.

Study of fonts available and popularly used
DV Yogesh

DV Surekh

Kruti Dev 010

Shree Dev- 0708

Jana Sanskrit

Observations and inferences:
Standardization

Various type foundaries across the country
generate fonts, which are made available to the
users. Different foundaries use different coding
systems making it difficult to use a variety of fonts
with ease. There are no fixed standards except the
ISCII developed by the font generation cell of CDAC.
Issues of coding as well as standardization of the
size (x height) have made the use of devanagari
fonts cumbersome. Additional typing aids have
been emerging solutions to this problem.

Range

Along with the standardization, one observes

that devanagari typefaces provide limited range.
There are very few extrabold display faces or
typefaces that can be efficiently used over a range
of applications. This limits the user to explore
different dimensions of devanagari typography.
The spine manifests the essence of a character.

If one observes closely, the fonts available today
show very little, in some cases no variation in spine
resulting in a mass of similar looking typefaces.
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Comparison of fonts Lack of standardized coding

CDAC-GISTYogesh o - e
\?’Tﬂﬂﬁﬂjmﬁﬂﬁqﬁﬁaﬂ?aﬁﬂ%mw H =T el AR HETT W E GQC’I&JLM*Cﬁt{'Igﬁ ’

S gf ik arveRTaT P 2 W1 2 SR IR 9 WiEER & W1 § gt S ARy | HIYRON BT P 9T

w4 ot @ e AR ARt & ame § S WEded AR EEa o g
aﬁ@mmaﬂﬁﬂmﬁaﬁwﬁmﬁaﬁﬁmﬂﬁhmaﬁvl fIfIeraT o1 3191

JanaHindi 7
AT FSET FT TT T FUFT F AAS H FoAA Fad=adl FT TATA AH ¥ | SlTe] Sfieldyd
T qTg FT FedToAT AT 79 WA B AT WU 39E WEAY F 49§ adia w5 ey | WST&WW‘@E

Kalimati

Tl B FT AR AR AERT F W T GG TATGAA AR GAAS W B |
T Ag AR A=A B T WH F AT W e S kA A B ey |

Above, comparison of devanagari fonts.

Text typed in DVOTYogesh at 14 pt. And below is the
same text with heading changed to DV Natraj and body
text changed to Gargi. Due to differential coding, text
is not readable as the glyph placement differs.

Each font has its own seperate coding which makes

typesetting in devanagari cumbersome.



Comparison of same character in different fonts, at same point size

g @ dg 94

DV- Yogesh DV- Surekh Mangal JanaSanskrit Jana Hindi Mahendra Normal
72 pt 72 pt 72 pt 72 point 72 pt 72 pt

Comparison of the character a in different fonts

Traditional based fonts. (they follow the 45 degree angle)

O H A I HAA

DV- Yogesh DV- Surekh JanaSanskrit Kruti Dev 010 Shree Dev 078 DV Natraj

Geometric construction, monothick strokes

H 3

Mangal Kruti Dev 041

The spines are almost similar, especially in the case of
DV Yogesh and Kruti Dev 010.

= § QISR HAGIER HTHBA w



Deteriorating character form

The main essence of a script is in the nuances

of the letterforms, joineries and its composition.
The characters start to look alien if the
‘devanagari-ness' in them is lost.

The commonly observed issues in character forms
in the fonts available are summarized as follows:

Less variation in spine, more in the skin:

as discussed above there is very less variation
in the different fonts and hence they look
similar with only variations with the way
strokes end or their surface treatment.

Space consumption: owing to differential glyph
heights at a same point size, consumption of
space and variety in type setting is not achieved.

Matra placement: the way the short and

long vowel signs (matras) are placed with
consonants is inappropriate in most of the fonts
available today in India. Lesser width groups

are created as a solution to fit the matras onto
all consonants which in the process causes

a compromise in the character anatomy.

Inter character spacing: not only the letters

determine the impact of the typeface but also
the spacing in between. The nature of spacing
has considerable impact on how the typeface

looks as well as the readability. The spacing
becomes even more important with devanagari
script because it carries a lot many variables

Examples of incorrect matra placement

FTh |

DV Surekh
SN

Kruti Dev

FeTh |+

(\ Shree Dev

@L*)l%ﬂéa

Above, illustrated are insufficient matras for
Jjodaksharas and also greater width consonants.

[ll spaced matra combinations

14N

The above text shows the matra clashing due to

insufficient spacing or construction of the vowel signs.



and combinations of these variables. The inter
character spacing as well as interline spacing is
also an observed issue in the fonts available.

Conjuncts and ligatures: the richest characters
of the devanagari scripts are the highly evolved
conjuncts. These conjuncts form a very important
part of the devanagari character set and are
mostly ignored by the fonts available. There

are very few fonts that provide a complete

and correct conjunct set. The joineries in the
jodaksharas are hence appear forced and abrupt.

‘The conjuncts were gradually eliminated in

the name of script reforms, because there was
no room on the keyboards of the machines
designed to set Roman type to accomodate all
the conjuncts which existed in the devanagari
script. From 115 conjuncts in the full type fount
for Devanagari the number was reduced to 34,
then 23 and now less than dozen in successive
so called ‘reforms' of the script. the substitution
of linear conjuncts has led to a distortion in
pronunciation. Along with this, there has been a
loss of semantic, physical and phonetic integrity
which a complex, single conjunct presented:

- Prof. Kirti Trivedi, Iconography of Letterforms.

Examples of incorrect conjuncts

f\ DV Yogesh

(CEC A
EEESE

Shree Dev
. ,EI st g

The sample text above show the conjucts and the

Kruti Dev

&l g

convenient form decisions taken to ust fit. The joineries
are abrupt, overlapping and below text shows they
are unreadable at smaller point sizes.(10 pt)

Rears
e

Unique character: There is very less variety as
such in the voice of the fonts. They seem to speak
in a very similar tone, with only few variants,
which however fail on the basic character stage.

What fonts lack today?

A voice, an identity...

To conclude this chapter, by using the inferences
of analyzing existing fonts, it can be said that what
current fonts lack is a voice, newness, in character
as well as approach. A contemporary, correct,
complete typeface that does devanagari script
justice is the identified need for the day. This forms
the basis of defining design brief of the project.

I\

STPRT AR ANBA

!
:

R
0



-Vastusutra Upanishad

- Otl Aicher.

- Helmut Schmid




The main learning of the project, the process

A& HTHbe

Typeface design

The amalgamated study of the devanagari
script in its best times and current times
leads to defining the project problem
statement and hence attempt to solve

it. This is where he entire project gets
visualized and the process gets decided.

The shape of a letterform is a surface. A word is a
deep manisfestation of deep mental abstraction.

Letters mutually define each other's existence.

Type design is not only to design the
characters but also the spaces within them

Type that reflects its roots in writing will tend to
incorporate transitional and approximate forms.

Type has to be designed to reflect
fluency in both writing and reading.

Letters are not self-referential wholes, but
rather acquire their identity by fusing their
identity with other letters to form wordscapes.

Form is the external expression of
inner content. -Wassily Kandinsky

A new approach:

This chapter defines the new approach to font
design. This is the actual stage where the process
of designing a typeface begins. The process
begins from a thought that will become the
backbone of the designed set of characters.
This thought, rather collective pool of thoughts
will define the voice of the typeface and will
give direct visual clues for design. It is based on
the thought, “form arises out of the formless'-
(pratitatpratika). The idea is to define a set

of attributes/ adjectives that will facilitate

the process of formal type design process.
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An idea/ collective attributes

Based on the observations of the current status
of fonts and what they lack, in the previous
chapters, a list of attributes helps define

the visual form the type to be designed.

These form the backbone of the design, describe
the essence of the typeface to be designed.

The next step explains how these attributes
manifest themselves through the letterforms.

Young
Contemporary
Mature
Expressive
Bright

Not decorative
Expressive
Evolved
Multipurpose
Digital
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“Form arises out of the formless’

Visual form and framework

Young: Young is lean, young is enthusiastic
and fluid. This gives rise to lean characters,
with a lesser height to weight ratio. The
reading process is horizontal, vertical strokes
perpendicular to the textual flow shapes the
reading rhythm, making the type easier to
digest. Leaner type can help enhance legibility.

Contemporary: Contemporary is belonging
to this time. This results in a typeface that does
not follow the traditional calligraphic spine

as it is. It attempts at delivering newness.

Mature: Mature is well thought, not frivolous.

This results in a character that is young, yet mature.

That results in the forms having a reason to be the
way they are, a thought behind form decisions.

Not decorative: It is to mean no additional
ornamentation or ostentations.

Expressive: Expressive is communicative
and active. This results in a open typeface,
with more open counters. It also manifests
itself by being humanist and a form that is not
constructed. The typeface is written and as

written typefaces have more in common with the
reading process again facilitating the process.

Evolved: Evolved is developed. The typeface
will look evolved after going through
meticulous observations and fine changes.
This attribute defines the process of work
more than the visual of the typeface.

Multipurpose: This defines the usage of the
typeface. It means to say that the typeface is
devoid of any labels of it being a text, display
or a screen font. It has to be designed with

a vision of it being able to be reproduced for
all possible media with equal efficiency.

Digital: Lastly, the typeface is digital, and it
can reproduced on via various digital media.
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-Hofstader's comments on Donald Knuth's
article “The Concept of Metafont”



Generating Kimya Normal

HH G IAYGS
EREEE
CT33 T
ddgde
Uh a8 H
JT AT
VgD AP

Right, illustrated hand drawn letterforms

for generating the spine

(N = OO
Alepd ] NG Kd
Process and methodology

The overall process has been trigged by

the thought ‘do and see’ With the basic
framework in place, the next stages involve
the implementation and actualizing of the pre
requisite thought. The methodology involves
self-reflection, to see and react to the visual.
The formal stages involved are

visually discussed as follows

First sketches

This involved the hand renderings of a letterforms
based on the decided attributes. These sketches
helped understand the construction of the
letterform and form decision were taken in
accordance of the framework and also to solve
problems existing in current font. The first attempt
is to make the spine for the basic consonant and
vowel set for the typeface. This is followed by

the design of an exhaustive character set which
includes implicit and explicit consonants, vowel
signs like matras, rafars and thier respectives
combinations as well as a set of conjuncts.

But before approaching the design of this

set, the grid needs to be in place.

The grid

After numerous hand sketches, a grid
of sorts was formulated for the design
of the entire character set.

Anatomy nomenclature based on

the system by M W Gokhale.

The formulation of the grid then led to the actual
generation of the typeface on digital medium.
These characters have been generated using
software Fontographer and FontlabStudio 5.
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Explorations: creating the spine

AAFEANGLSAGT I A A AAAT AT
O HpdhhDDD

2K ﬂ?'ZEB’EGW?[W G AEY 4
_ R TSI
TRAAAHEIAD gy gqgaggygy

form based on the attributes and help strenghten grid decisions
: e been applied here are:



Grid explorations

The grid for one of the first version spines

created on Fontographer.

This has been subject to further change. Optical correc tions
and form corrections have been made in the spine below.
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Urdhwarekha

Shirorekha
Skandharekha
Nabhirekha
Janurekha
Padrekha

Talrekha

Urdhwarekha

Shirorekha
Skandharekha
Nabhirekha
Janurekha
Padrekha

Talrekha



Font generation

Glyph tests
Software used for initial test typeface:
Fontographer and later versions of the typeface
have been generated on Fontlab Studio 5. Font Fomyalorre! = Gons Kimyaormal e

o

The font follows the grid as illustrated earlier. a
Every time a font is generated, character tests
are done in various sizes to check for faults and
corrections and this process would continue

till the desired output quality is achieved with
respect to the form as well as spacing. Detailed
font sheets have been attached further to
illustrate the development in font generation.
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Enlarged characterd in a Fontlan Studio window.
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The following are test sheets generated by

FontLab Studio 5. The farthermost image

shows the letter d being constructed.
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Glyph tests
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Comparison of characters
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KimyaNormal Spine

The basic consonants and vowels, vowel signs
were generated. These were subject to constant
evaluation and changes have been made
according to corresponding observations.

Form references have been the letterpress
examples of founts. Individual letterforms were
generated first and then they were evaluated

in groups to form words, lines and paragraphs.
The characters individually might look aesthetic
but the real test of the correctness of a typeface
is when the characters appear as wordscapes.

The effort is to not allow the individual letters
look monumental when appearing in a sentence,
but contribute to the completion of its function.
The function of communicating meaning when
grouped with other characters has to achieve
for a typeface to have good legibility. Optical
corrections are corrections that computer

does not make on its own. These have been
carefully made towards making the image of
the typeface similar to its individual elements.

Character tests and corrections

HE 3

CORCREIIING

d © o o A
a4

work

C O9S G U

Version 3

Version 3
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Kimya Normal Grid &
Urdhwarekha ?
.
Shirorekha 33
Skandharekha
Nabhirekha
Janurekha
Padrekha
Talrekha

Above illustrated, the grid for version 15 with
the matra (ascender and descender grid).

Kimya Normal characters

PG| YUY VO ASC
TG TACOSGUIThS

HHIY AT HEDO K S

lllustrated, left are the fleshed out basic
consonants of the same version.
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Kimya Normal point

O

AN AW A"

™~
-

- Ifops ot f

ERISEAENEIREIR

N
00 .J



Kimya Normal character set

Vowels (%d7 )

Consonants ( c51<1 )

Short 'i' (£) combinations

Long i’ (%) combinations

FATSIFITUINAI TR

DTS dJY oA
CoSelU ddgyod
U dHH Il gl
YA e &l

fptglreat I F™FTE
[fRicfa i fcfofsie for
TrfgfEe IR farr
¥ 17 fe fo & 1a7

el @1 3T o 5T o o7 5T 3T 3
drar ey e draraerof



Short 'u' ( 2) combinations

Long 'u' ( %) combinations

dY oy & HY &7 T I ofr df @l
§T AT &l ol & &l

gAY ] 484443
d79¢9d c238Y
799498 I3d91
Td¢x g4

S L
ddedd «e3e T
Qo A H Ll dx]
Td&a &«

522

532



Matra (V) combinations

Matra (V) combinations

Matra ( >11) combinations

AT IAAS 2%
dIgdd coseT

THIHA JvaTdd

YA &4

FHITT TEAIS "
JyTHFy TeTeO

THIFH IIFTH

Yde® g3

hr AT 3 gr > d7 BT AT §T 3] 36
AT T QT a7 AT Sl ol 37 &l U

QT ShT §T HT AT T 3T ofl ar o1r

g7 T &7 @I &7 siT




Matra ( Bﬁ) combinations

Half consonants

Numerals

Vowel signs/ marks

SEIRIRIEIRCIREEIE
ar oY G éy Y Sy Sy Sy @y Uy
g T g1 &7 A7 7 3 &7 ar o
§Y Iy Er &7 &7 ST

FEJE TBTE
ST E-U UCHFGFF

TFe¥s STEDE &%

IR YeO Lo

B 1 i A

522
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Conjuncts

PHIT TQAH
ATRTACTTGE
TaTHATATH
AT
TETITDTHAT H
PHIITITIHITH
ddHId
Y H T

SNIEE

8&



Spacing

As mentioned earlier spacing is one of the most
important tools in giving voice to the typeface.
The typeface is not tightly spaced. The spacing
for individual letters should not make individual
characters stranded at the same time, hence
appropriate the type is appropriately spaced,
which completes the image of the typeface.
Intercharacter spacing

Word and line spacing

e f8vaT SvaT gav FEW ofel el Jadl
HAT @RUT 3] Ifv &7 @ SIaTelT Hi
foodl fedTd oATHAT fotaTd JaT ATH]
BTehT GTQT Fd fevdl vaT qav FER of
el DT Jadl HAT RO e fav 8T ¥
STIaTelT  gadT AT G0

KimyaNormal6
Tight intercharacter spacing, loose word spacing make
the words appear seperate and not as sentences

Fd f&vaT SvaT g7 FER of o BT gadl
HAT GIRUT o ¥ 8T Ba SaTll AT
1T Tep & T ddqeT 3al 3af 57T fopdT
QT ITHT 1aTd Hal ATAT oi@el BV
Al HAT GROT BTebT GTaT S fewdr
YT @7 FER oi@eT BT Jadl AT &R0

KimyaNormal9
The words are beginning to appear but sentence forma-
tion is weak because of loose spacing.

el fé3aT SRaT a3 FER of o BT gad|
HAT GRUT 37 X 8T B SdTelT HTofdeT
CI &I T Jage 33T 3T 17T fdbel T

QAT ATHAT f¥aid FoT HATHT BIBT GTal

e f&aT SRaT Fav &R ofdT BT Jad]
HAT @RUT 5| ¥R 8T B& AGTell ATl
a1 @19 3T 3far ITrdT fabay faama o

HAAT (4G T HTAT BIbT @lal i el

AT Y& FER oGl BT JAd! HAT GIRUI

KimyaNormal13
Both word and character spacing changed, sentences
start appearing with minor matra spacing problems.
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Kimya Normal characteristics

Matras that fit onto all basic consonants, jodaksharas (combination of two) and conjucts

fop b 17T 1Fef I &7

The ukars do not hang abruptly but are placed onto each consonant

GQIP D

The typeset includes conjuncts rather than having linear conjucts

Db dETYE




Text type set in Kimya Normal

FAAH TR S

I T3 q ST
ST qeehT gedbT alar
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"Modern machinery should
be employed to make letters
whose virtue is compatible
with their mechanical
manufacture, rather than
exact scholarly resurrection”.

- Eric Gill, An essay on typography. ’ '







Taking a step further

Figure 3. Donald Knuth’s virtuoso Metafont rendition of Psalm 23, in which the
font for each character is determined by the settings of 28 knobs, all of which
change slowly but steadily as the psalm progresses.

The LORD is my shepherd;
I shall not want.
He maketh me to lie down
in green pastures:
he leadeth me
beside the still waters.
He restoreth my soul:
he leadeth me
in the paths of righteousness
for his name’s sake.
Yea, though I walk through the valley
of the shadow of death,
1 will fear no evil:
for thou art with me;
thy rod and thy staff
they comfort me.
Thou preparest a table before me

in the presence of mine enemies:

thou anointest my head with oil,

my cup runneth over.
Surely goodness and mercy

shall follow me
all the days of my life:

and | will dwell
in the house of the LORD
for ever.

The figure above shows Donald Knuth's virtuoso
Metafont rendition of Psalm 23, in which the
font for each character is determined by the
settings of 28 knobs, all of which change slowly
but steadily as the psalm progresses.

Fdcllche] Ud HodTdh]

Vision and value

The value of this project has been the
learning involved in the process. It lies in the
newness of approach and the possibilities
that this approach opens up to.

The aim of the project lies in recognizing the
value of type designers in the process of digital
font generation. This chapter explains the
emerging possibilities in font design today.

Emerging possibilities

The design of a typeface based on the spine,
opens many emerging possibilities to take type
design onto a level further. This part of the
project ends in the discussion of many such
possibilities. The reason why the typeface is called
multi-purpose is because it is devoid of any one
particular label. The form is designed so as to
assume multiple characters as per applications.

One has known type families to be based on
visual parameters of weight, width or angle
of inclination. The design of a spine triggers
the options for design of type to represent

a feeling, emotion or any verbal description.
Thus this results in infinite such permutations

STRT HARTER FAfD
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and combinations of visual and thought 80
parameters to result into a many a different
typefaces to suit ones needs and applications.

Multi- purpose

The typeface designed has been called multi
purpose owing to this aspect. The type designed
by understanding correct form and based on the
spine could assume any form and hence could
be used as text, display or any other medium
required. The typeface family is hence open

to whatever form the spine has to take. Each
character the spine assumes however needs

to be seperately worked on and certain other
processes may have to be carried out to render
the type useful for its respective application.



‘Metafont, Metamathematics,

and Metaphysics'- Comments on
Donald Knuth's article, “The Concept

of a Metafont" by Hofstader 1

Donald Knuth holds out in his article a
philosophically tantalizing prospect, that
can be broken down into two ideas-

# underneath all "A" there is just one grand,
ultimate abstraction that can be captured
in a finitely parametrizable computational
structure- a "software machine” with finite
number of “turnable knobs" or “parameters"
# every conceivable particular "A" is

just a product of this machine with

its knobs set at specific value..

This view of Knuth is rightly

commented upon by D. Hofstader.

"A" Spirit

The shape of a letterform is the surface
manifestation of a deep mental abstraction. It
is determined by conceptual considerations and
balances that no finite set of merely geometric
knobs could capture. Underneath or behind
each instance of "A" there lurks a concept, a
Platonic entity, a spirit. No matter how many
new knobs, or even new families of knobs,

you add to your. machine, you will have left
out some possibilities. People will forever be

able to invent novel variations that haven't
been foreseen by a finite parametrization

Hybrid digital typefaces

- by Margo Johnson 2

Hybrid digital typefaces is an experiment in
generating fonts by process of set programs.
Results of the studyfocus on experiments
that are priimarily concerned with generating
pure form over functionality or legibility.
Though the experiment does not have any
direct relevance to my study, the process

of mutation and the transformation

matrix is an interesting study.

The thoughts of the spine of the type assuming
various characters can be described by this
experiment in creating multiple type possibilities
. The process takes its inspirationg from hybrid
digital typefaces, merely to illustrate the

many possibilities. The following experiment

is not based on generating pure forms. It is an
attempt to create typefaces that are all usable
as type, taht are completely legible, meaningful
and could satisfy a given application.



The spine can assume different visual characters
or even characters based on a thought or
feeling. Some of these characters couls be,
Visual characters

Thin

Bold

Extra bold

Oblique

Outline

Condensed

Serif

Extended

Calligraphic

Handwritten

Dotted

Rounded ends

Shadow

3D

Brushwork

etc.

Emotional characters

Soft

Rough

Angry

Decorative

Funny

Serious

Scary

Friendly

Sharp

et AAALAAA
nggozggg ‘E].I£|k ‘:!-:5!! Sg!: ‘;ic:zjgi
A?]AA BAA

Very ornate
Typefaces could be based and generated

according to the feeling or emotion they 4 j d % ﬂ

are used to convey an intended message. o

Typefaces can be generated by a eclectic _; /? ﬂ \ ﬂ I ‘h B

mix of both visual as well as thought =L , =N 'Lm

characters to arrive at interesting results. ! Eg @ ! g

thought by combinations within each : ! AI A I

category and also with seperate categories.

The matrix is an experiment to analyze

how the spine assumes various roles s A }% ﬂ A
. a

¥

Lk

th

The following matrix elaborates the same

and character. The results of which are

presently crude and jand done, but more Categories of A, from Visible Language XVI4 1982
possibilities are open for exploration.
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Matrix for creating possibilities of typefaces from the same spine The spine forms the framework, it carries the
thought behind the design of that type. The

Orignal A B C D E F flesh or weight added completes/ enhances
font Normal  Bold Oblique Rounded Decorative Scary the visual of the type. The matrix alongside
illustrates how the spine of a typeface
A A+A A+B A+C A+D A+E A+F opens out various type possibilities.
Normal
These numerous possibilities can find their own
B B+A B+B B+C B+D B+E B+F applications. If one were to think, the typeface
Bold thus designed could assume any role as per
the content that it needs to be used for. Thus
C C+A C+B C+C C+D C+E C+F type could be rightly used to effectively convey
Oblique content and communicate better, thus pushing
the limits of type design as we see today by
D D+A  D+B D+C D+D  D+E D+F offering a blend of the designer and digitization.
Rounded
References
E E+A E+B E+C E+D  E+E E+F Hofstader, Douglas R., Visible Language XVI4 1982,
Decorative Cleveland, Metafont, Metamathematics, and
Metaphysics, Comments on Donald Knuth's article,
F F+A F+B F+C F+D  F+E F+F "The Concept of a Meta-Font" , pg 309- 339
Scary

Johnson Margo, Hybrid Digital
In the above figure, the variables A, B, C, assume visual characters like weight and angle Typefaces, Font Library, 1993
while D, E, F are thought driven abstract variables. The permutations of which can lead
to 36 new typeface possibilities derived from the same spine of Kimya Normal. Gill Eric, An essay on typography



Matrix illustrating possibilities of variations from the same spine

Normal (N) Bold (B) Oblique (0) Rounded (R) Decorative (D) = Scary (S)
Normal $
NN N.B
Bold
B.N B.B B.O
Oblique
ON 0B 0.0 OR

Rounded ; E :; C ; q
R.N R.B R.O R.R

q

Scary b

Py

SN S0

Decorative

D.N D.B D.0

More possibilities

ol vel NI -
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ORNAMENTAL
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The figure above illustrates the various
possibilities of type variations that can
arise from the spine of Kimya Normal.
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Epilogue

The project has brought in its wake many a learning.
The process of the project has been enthralling,
challenging and above all satisfying. The learning
has been solely in its process. The reasons lie in the
visual, and the visual lies in the thought. So | have
learnt to find my reasons, learn from my mistakes.
To learn by doing and the new approach and vision
while undertaking a project is my biggest learning.

My personal quest for learning is the driving force
of any of my projects. The phenomenal guidance |
received during the course of the project has been
instrumental in shaping not only this project but also
a perspective to taking on any design challenge in

future. This has been a sincere attempt to contribute to

devanagari typography, my first project in devanagari
typeface design, this marks a beginning...
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