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ABSTRACT

Design of a Devanagari Typeface in
Multiple Weights

Needs of graphic design changes over a period of time,
Typefaces are designers tool to create strong visuals for
flawless communication. There is a growing need for fonts
in multiple weights, which will cater to the requirements

of different platforms. Typefaces are generally classified
according to the wide usage of text and display. One of the
objectives of this project is to bridge the gap between text
and display typefaces. So that the requirement can be met
with only one font family.

A brief study of devanagari letter structure helped in form
exploration. Various calligraphic tools gave direction in
creating potential designs. A set of styles of the letterforms
were selected to set a guideline of the characteristics.,
which will suit the need of the project. One of such
exploration was of geometric rounded letterforms. It

proved to be a distinct and an interesting approach
which could possibly meet the purpose of the project.

Taking the geometric approach forward, sketches

were made of the letters in various weights. Samples
of stroke widths for various weights were developed.
Digital versions of three weights of the font were
created simultaneously. This helped in testing the letter
proportions and widths across weights. Matras and
letter combinations were coded by using OpenType.

A working typeface in three weights i.e. light, medium
and bold was created. This typeface is legible in text,
in small point sizes and is attractive in display sizes.
The name of this geometric devanagari typeface

is ‘Acacia’.
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INTRODUCTION

Devanagari script is familiar to majority of people in

India. Living in Mumbai since childhood one is exposed to
devanagari very often- Textbooks in schools, magazines,
newspapers, banners, hoardings, advertisements
packaging, shop signs, prayer books, manuscripts its
everywhere. The variety one comes across is remarkable.
As a design student specialised in calligraphy, typography
and lettering collecting samples of good typography is

a routine. Further analysing such samples and observing
them is a great learning.

Lets study different forms which expose us to the world of
devanagari letterforms.
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MANUSCRIPTS

Shreenand Bapat from Bhandarkar Oriental Research
Institute, Manuscripts Department, described manuscripts
very beautifully in one of the Aksharsanvad Bimonthly
session, A manuscript is called ‘Hastalikhit’ in Marathi
whereas in Hindi it is called ‘Pandulipi’ where ‘panu’
means old and ‘lipi’ means ‘script’. The term ‘manuscript’
clearly indicates that it is a document written by hand,

but what is important to understand here is that any
handwritten document cannot be called a ‘manuscript’.

Indian Manuscripts are very old reference to Indian
Graphic design. The study of illustrations, layout, grid,
binding, paper, ink etc can be very useful to any
graphic designetr.

The reference shown besides are ‘Fragments of Jain
Manuscripts’ found in western India, the date of creation
is unknown. Medium is opaque watercolour on paper
the tool used is a reed pen (‘boru’ traditional tool used
for writing). The text is written in red and black. Without
word spacing. The letterforms are squarish in shape. The
text is quite dark. The knots are heavy. Ascenders and
descenders are very small. Studying the manuscripts
increases the understanding between the tool and the
letter structures.
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LETTERPRESS ON OLD TEXTBOOKS

We can see many stylistic variations in old text books and

prayer books which were printed in letterpress technology.

This technology had few constraints which later evolved,
the typefaces cut during that time were beautiful
handlettered designs and calligraphic styles. There were
few known type foundries such as Nirnaya Sagar Press,
Prakash Type Foundry, Gujarati Type Foundry, Saraswati
Press, Mouj Type foundry, Experto Engravers etc which
contributed to the development of devanagri letterpress
printing. These typefaces were used in publications.

Displayed are few glimpses of the different styles available.
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A page from the biography of Jaoji Dadaji, set in 8 pt. degree face cut by Aru.

TYPOGRAPHY OF DEVANAGARI

BooK FACES ISSUED BY THE NIRNAYA SAGAR TYPE FOUNDRY
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Book faces issued by the Nirnaya Sagar Type Foundry
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HANDPAINTED SHOP SIGNS

Hand painted signs found in India are eccentric and wholly
indigenous. These signages and advertisements convey
information pictorially and alphabetically. The letters
themselves are decorated with flowers, arabesques, triple
shadows, double dashes and animal art. Clearly seen in fruit
juice shops in north India, local shop signs and anything
hand painted anywhere on the streets. These signs are now
becoming redundant by digital printing. Cheap, quick fixes
like flex boards and vinyl prints have almost standardized
signboard design.




LETTERING STYLES ON BOOK COVER

Book covers demand a visual represtation which Should
connect the readers to the book immediately. They

should be attractive and interactive. Exclusivity is very
essential. Hand lettered book titles make a instant mark

of personalization. There is a unlimited resource of such
handlettered styles which are restricted only to a particular
word or few words. Few styles are very letter specific

so the designs are hardly converted into full fledged
characterset and into fonts.
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MOVIE POSTER LETTERING
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Film industry in India started from the film Raja
Harishchandra (1913) by Dadasaheb Phalke, the first ch Jag “ge’ H @J};pr

silent film. Since then film posters are used as a part of
publicity. A medium to advertise the movies in various
parts of the country. Thus there was adaptation of
movie titles in regional scripts. Less availability of fonts
and limited technology could be a reason for random
exploration of styles in lettering. The titling of movie
posters go through gradual changes in form, colour,
texture, composition, typeface design and expressive
typography. Even when the adaptation is across many
scripts the look and the feel of the lettering remains
same considering diversity in the physical grammar of
each script. The use of semiotics and lettering techniques
have been replicated as it is from one script to the other.
This trend in movie poster lettering is continued till date
even when we are technologically much more advanced.
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NEWSPAPERS

Newspapers in India are in multiple scripts and languages.
Mastheads of all these newspapers reflects the aesthetic
of a particular region and a particular community. There
is enormous range of styles seen in the mastheads.
Lettering, calligraphy, typefaces turned into logotypes.
Number of typefaces in well designed newspapers is
generally not more than one or two. Study of fonts used
in a particular newspaper helps in understanding the
legibility of a typeface used at various pointsizes, printed
at such a large scale. Important is to observe the layouts
and use of different typefaces to break up the page

and separate out each little paragraph-bite, to grab the
reader’s attention. These tricks help in the newspapers
multi-column blocks of text

Project 3 | Snehal Patil
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Based on this study of devanagari letterforms. We can
see that this script is widely used and is an integral part
of our daily communication and visual culture. Till now we
looked at the customised approaches of the script which
were produced for a particular purpose for eg; book
titles, Movie poster titles, manuscripts etc.



Apart from all the custom made approaches, There are
devanagari text typefaces. Which are widely used in
publications, advertisements, signanges etc.

These fonts are used for the headers, sub heads and text
blocks. A font should be compatible to be used in various
pointsizes and weights to create a proper contrast and
create hierarchy of information.

Do we have such fonts which are compatible with todays
technology and needs of the users? A typeface which can
be used for bi-lingual applications and stand out with its
Latin counterpart.

Project 3 | Snehal Patil
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The approach to this project is to
create a Devanagari typeface which
will be contemporary. A typeface
which can suffice for text as well as
display usage. Multiple weights which
meets all the typographic needs.

Project 3 | Snehal Patil
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“You're always a child of your time,
and you cannot step out of that!

~ Wim Crouwel

Dutch Graphic Designet,
Typographer,

Type Designer

We can never predict what sort of design will be followed or
what sort of aesthetics will rule the design community. Thus
its impossible to foretell the demands of the industry, but we
can create design which is meaningful and solves the right
purpose for which it is made.

We can experiment with new technology and create original
designs. Designs which will cross the time boundaries and
will be used by generations to come. Because a typeface

is an artwork which is constantly used to create different
artworks. Its a product which helps in the creation of design
useful for the mass. A means to deliver a message.

How effectively the message is delivered and how easily it is
generated are two key factors of a Typeface.



Process and methodaology

Prof. Santosh Kshirsagar who teaches typography,
calligraphy and lettering in J.J. School of Applied Art.

Has chalked out one method of Letter exploration. This

method helps one to understand the letter structures,
play with the form and work in constraints.

Step 1

This method requires selection of one letter from the
following letters:

6, 8,Y9,8, 49

There is a thought behind selecting these letters. This
bunch of letters have the fundamental structure on
which most of the devanagari letters are based.

Step 2

After selecting a particular letter from step 1, now start
drawing that particular letter with the help of various
tools on small pieces of white paper.

Step 3
Make sure that no letter design is repeated. come up
with 10 different possibilities with all the tools.

Step 4
Look at all the letters drawn at one glance and select
four or five styles for further exploration.

Step 5

Selected style should be then incorporated to rest

of the characters. This step is very crucial because it
requires adaptation one style to other letters. It is tricky
for the letters with different grammar to adapt similar
style treatment.

Further you can see glimpses of this process, used in
understanding the letterforms and deriving a uniform
style throughout the letters.

Project 3 | Snehal Patil
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The tool dictates the 'shape’ of a letterform.
TS spirit and essences come from the spine
of the character.

Hofstader’s comments on Donald
Knuth’s article
“The Concept of Metafont”



There can be nothing quite interesting
in calligraphy like getting hands on
experience of using various tools.
Each tool gives a different effect

and immense possibilities to try out
different structures of letterforms.

Here we tried to experiment with as
many tools as possible. To be formal
as well as experimental. Though there
is no constraints to the experiment
but understanding the fundamental
structure of the letters so well that
even after experimenting with

the skeleton of the letter it is still
recognisable to what it is.

Project 3 | Snehal Patil
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—xplorations with different tools & letters
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This exercise is not to create examples for type design. Here we can see how thick and thin strokes merge to form a
But to understand the soul of the characters. Till what letter. How the spaces are divided to form certain negative
limit can you experiment with the strokes is the whole and positive space and emerge into a letter.

motive of this exercise.



Adaptation of styles

According to Dr. Girish Dalvi’s
thesis 31,3, 3, 4, T, &, Ythese
characters are the most crucial
letters as they define features
of majority of the letters. Thus
the thesis suggests that by
designing these letters first
the process of Devanagri font
design can be simplified. As
other letters can be derived
from these.

Similarly we have chosen these
five letters from the categor

to experiment with letter
structures.

It is very essential to write a
combination of letters, while
exploring the styles. As we
get to know how the spacing
between letters interact with
each other.

Here is a display of various
styles created using multiple
tools.

Project 3 | Snehal Patil

[
o

Devanagari Typeface Design



20

There is one grammar followed within devanagari script
but multiple structures in the characterset. It is essential to
know the letters so that the adaptation of style within the
rest of the letters become easy. This method is important
in knowing the importance of knots, loops, curvatures and
joineries. It helps in defining a particular methodology for
each set of characters.



EXPLORATION AND ITS EXPANSION

Round sponge tool. Basic
structure drawing. Geometric
approach.

Calligraphic angle tool,
High contrast. Structure
exploration.

Calligraphic angle tool,
Experimenting with serifs.

Calligraphic angle tool,
Used to create mono linear
strokes. No experiment with
the structures.

Hand drawn letters with
pencil. Using traps as a
characteristic feature.

Hand drawn letters with
pencil. Fat face.

HPRAQ Ach«
AT AT

HAl1qg *l
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AIM

The explorations are in various directions. All the
styles are not legible. But the whole idea is to come
up with as many varied ideas as possible. The key
characteristics of all the exploration is originality and
coming up with a different style of letters. So that
they standout.

VARIOUS STYLES

As we have already seen that there is a necessity to
contribute in the collection of Devanagari typefaces.
The necessity can be chalked down to a Type family
with multiple styles. Ranging display to various
weights for text. A design which is contemporary and
new for the times now.
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APPROACHING A STYLE

STYLE 1

This style which we can be seen above is quite unique. It
breaks the formal structures yet its readable. It is difficult to
find any existing style close to this one.

Above is an attempt of drawing all the letters with matras
and conjuncts to get a better understanding of the letter
formations.



STYLE 2

This style focuses on the traps formed. Traps work as a
characteristic to this style. The style emerges from the
purpose. The thick on the spin is laid out in a very different
manner though the structure remains pretty formal.

As the exploration is done in Bold weight, thought has been
given on scaling and open apertures.

Project 3 | Snehal Patil
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STYLE 3

Rounded ends are not explored in Devanagari Typefaces
culture. Rounded and geometric is a combination which has
been explored in latin but not in devanagari. This could be an
interesting task to execute.

Geometricity in Devanagari structure is challenging and
displayed here is the hairline version of the style. This could
act and a Display as well as a text typeface.



These three styles are distinct from each other. The aim of
our project is to develop a style which can be used at display
and text sizes. Considering these three styles; style 3 has

the most potential due to its clean and simple approach of
adapting the visual treatment for a range of pointsizes as
well as readability across sizes.

Style 3 is a rounded geometric approach. Lets have a look at
the existing typefaces. This will help us in understnading the
need of a this particular style.

Project 3 | Snehal Patil
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DEVANAGARI TYPEFACES

Here are few Traditional devanagari typefaces
which are widely used in newspapers and other
publications.

About the typefaces.

Weights- Normal and Bold.
Styles- Calligraphic or monolinear based on
rationalist approach.

These typefaces don’t have contextual alternates.
Extra matras which can be used for multiple
combinations of conjuncts and wide letters need
to be looked for in the glyphset it doesn’t appear
automatic.

The designs are based on the traditional structure of
devanagari letters. The letter structure and form is
not much explored.

g PS! JIHTY foher TR

Surekh by CDAC

Rragel geiie fsgt 3R

Prakash by CDAC

frgge geuier g st

Shridhar by CDAC
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Sanskrit 2003 by Omkaranand Ashram revival of Nirnayasagar Press

el gauie] fba SR

Yogesh by CDAC

RTEgt gt foret o

Natraj by CDAC



Ek Devanagari by Dr. Girish Dalvi & Yashodeep Gholap

Versatile, contemporary, humanist, mono-linear typeface.

7 weights.

This typeface can be used across various mediums and point sizes.

The font contain an extensive set of conjuncts and matras and have

been hand kerned and hinted.

(§ Y

This font has a very neutral look to it. A typeface who can deliver the

message without indulging into adding anything more or reducing
the essence of the matter. It lacks playfulness.
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3T, & fiRell, f21, Beag, Thwes, THIal, TR, AT PeR, &0l qTaey, sl Heft

auT, ¥Td 3101 Ao

Artha by Yashodeep Gholap

Versatile, contemporary, humanist, mono-linear typeface.
‘Artha’ is a condensed Devanagari typeface designed for
economic printing and online newspaper use. In spite of
having a distinct contemporary look the typeface does not
draw readers attention to its design. It gives importance to the
content or the information for which it is used.

Qv

The basis of this typeface is traditional devanagari structures.
It is a refined version of the old typefaces plus it has narrow
width which is of advantage in placing large quantity of text.

HI9MAIg

"HRIAY 1 e 3T H9e pgd Redrad i v weana) sEryE), 59 qo, s
AT el S, AR A dl, Ha @), o, TeEeR, ’d, vy, Raen,
TRTET AT SR HTH AT 90 TAEr WETY iy R

A 3T AR 3% P AT AR e H9e
fraraed qere ¥ . 3T S T, W TREER AR vE, 30 SREER a1
f TR AT ITedl A, AT Bl dTged godd Rl Tad! Hard e g2

HICT T5RId H 81 38 ol 98aR 811 : [ Hiear

Project 3 | Snehal Patil

N
O

Devanagari Typeface Design



30

Lehiya by Pradnya Naik

Manuscript inspired calligraphic typeface.

5 weights

Font has compact, squarish look, it is inspired
primarily by the calligraphic style of old Jain
manuscripts. Essentially meant for book text
reading.

(4 N}

A traditional style adapted to make a more
contemporary face. Not easily compatible with
Latin typefaces.

Hd $dR & <
Y. BT I A7 S,
&g AT R DI, IST Y
1 qIg H =1 ST /=1 3.
|| et DL T 3TST B, 3TST B Hl 34,
Il ® Ul d gIft dgit 47 & |

U S 3@ | =, 0 7 Wi s,
Sl WA @1 AT, o G A AT,

|| Treft Tg g ST T, U AT T B, I &R
UA &, 9¢ af dfed a7 |l

Kunkun by ITF

KunKun is a Devanagari handwriting typeface, designed to
convey informal and personal messages.

3 weights

Qv

This typeface cannot be used for formal text. It is a playful
typeface. Limited scope of usage.

3RO AT, TTe HOTTH |

H &1 PIIcTgeieh B 3T & I8l ot T &
UGh 3 1A 31T fob 3 A 5 fid
%, 3 AT UR DI S8 TG 3T & 8 | 313
T, T foreITet g hreT BT £ fob ©

TR 218701 bT 3 feieh 3me]foieh qam 3T
& g1 AT, BRI B! YIRTIIEATS 3
3R ¥ | TS BT 28T gl 21T T e




Looking at the upcoming work done in devanagari
typedesign scene it can be noted that there is very less
exploration done in geometric devanagari style. There are
various lettering styles which can be taken as reference but
hardly any typefaces which can be considered as a substitute
for rounded geometric contemporary typeface.

Lets have a look at the process of designing a devanagari
geometric typeface.

Project 3 | Snehal Patil
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Sriel for the typeface

Rounded Geometric Typeface,
Original design which manifests clean, bold and simplified
letter structures.

A typeface which can be readble at lower point sizes in text.
Also should not lose its charm in display sizes.

5 Weights- Light | Book | Regular | Semi bold | Bold
Glyphset should include Basic characters i.e. vowels,
consonants, punctuation marks, numerals, half characters,

basic conjuncts, few dingbats.

OTF coded with spacing and kerning pairs.
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Study of Latin Geometric Typefraces

Geometric sans-serif typefaces are based on geometric
shapes. Note the optically circular letter “O” and the
simple, single-story construction of the lowercase letter
Geometric sans-serif fonts have a very modern look and feel.
Of these four sans-serif categories, geometric fonts tend to
be the least useful for body text.

u i

Counter cuts the stem
S gives a circular feel

|
Ham%u rgest\..
e HAMDUrgEestv

shape

~.Flamburgestv.....
Hamburgestv..

Lowercase a

Use of only vertical lines




Stuady of Devanagari Geometric Lettering

There are few references of geometric lettering in
devanagari. The above examples are from ‘Chitrakshara’ a
book by Kamal Shedge. This book is a compilation of letter
design for various hindi and marathi plays and movie titles.
The example on the side is from a textbook. There are no
typefaces based on these designs.

B o= e

There is a geometric grammar followed throughout the
lettering styles. One of the example is rounded geometric.
The characters are distinctly open and can be used only for
Display purposes.

Taking this study forward lets explore the poosibilities of
rounded geometric devanagari for text and display.
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STYLE1

Devanagari Geometric typeface
Rational approach.
Taking circles very literally.

Open loops
Open counters
Circular matras

EG




STYLE 2

Devanagari Geometric typeface
Humanist approach.
Taking circles very literally.

Hollow loops
Closed counters
Simplified knots

Pointed matras

ke

i
Ul
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STYLE 3

Devanagari Geometric typeface
Humanist approach.
Humanised curcular shapes

BN

Open counters
Open loops
Drag knots

Circular matras
Suggestion of being circular




STYLE 3 BOLD

Devanagari Geometric typeface

Black weight trial

lned [eyaus | € 108l01d

(92
™M

udisaq aoejedA ] 1ueSRUBAB(Q




STYLE 5

Devanagari Geometric typeface
Humanist approach.
Handwritten approach

. 3o AR AGA

AGIAS AT AlA
LWAIT VA AqTAT




(§ N}

Looking at all the styles created. Style 3 is chosen on the
basis of its adaptability in Display as well as Light weights.
The knots and humanist approach to the typeface gives a
fresh look.
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FINALIZING PRIMITIVES

Pencil Lettering Renders
Light weight sketch

Root letters

Circular shapes

ﬁy
G 4

Open counters——

42

Vertical lines

Open loops

open loops

Drag knots

Simplified knots

Equal distribution of

counter spaces

Drag knots

Simplified knots

Circular bowls



Digitizing the sketches

Geometricity of characters was taken to literal sense while
converting the sketch to digital version on illustrator.

But as we can see these characters have width problems
and they lose their charcater because of the restriction of

geometricity.

~

o

EREIGIE]

3_

YT <5

N

A3 ASAT ST 3
37BN 3 IR

8d.

SRl

YN BN 3TAE S

[GQIRSIERI
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Study of Typefaces

Ek Mukta
7 strokes .

16.5 strokes

UPM 1000 units
Ascender 500 units
Descender 532 units
Kana height 630 units

Light 13 strokes

Regular

Bold
4 strokes
8.5 strokes
6.5 strokes
2.9 strokes

6.25 strokes

4.7 strokes




Rounded Typeface

UPM 1000 units
Ascender 500 units
Descender 532 units
Kana height 630 units

Light
Regular
Bold

9.5 strokes

22 strokes ‘

D C

17 strokes

4.5 strokes

9.6 strokes

7.5 strokes

3 strokes

6.5 strokes

4.9 strokes
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Determining stroke widtns.

Ek Mukta regular stroke widths

64 64 64 64
I | I | 1
67 67 78
77 78 80 78
80 80 80 C-J
68 | 78
73
Kohinoor regular stroke widths
64 64 64 64
46
| | | | | | |
68
76 76 76 76
|

76

77 @77 77
76

Rounded geometric regular stroke widths

65

1 ]

0 75
—

- i ,/'
JCounters# i

el
N =

—

-

(lf\é n

b %0

\AP«’J‘.Ur(‘,
L
4

I
Rounded ends




D|g|t|zmg th@ sketches

aaaaaaaaaaaaaaaaaaaaaaaaaaaaaaaa
.....................

bAHYdTEI U
SengaagEuamder
SeAgdacHeATdrer
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PIetl FTOT T 37T BT Tegeb s UY 3770 37TebTdlg
20 Pl UMY IHTE! 3TUBIC HIAL] Ueg TdTapdatl FehT ot
GUE UThT YUThIct aTdT QTEUHT UG Il SHdul HATGE ST C&

T T I 3TRTY BT UeIdT daTEd T Y 3BTt

TUY Hal UHTY TG 3MUSTC AIcS] Tag SrThUaT BT aait

JUE UTHT FUTBIA AT QTEUITT THUAT BIebT SBYUT FRIGTIBT IH

Bl BV QST A B TegepT A4S TT I BT

TUY Pee UHTY JBE BT AT Tag SATBUel BT asit

YUE UTl FUThIe aTd} IEUIT eHlen brebT Jegdt wRiigeier 3w 8 pt

Bl BTOAT AT 31T BTHA Tcgeh! ddRd UY 3T 3TN
QUY Paal UMY IHEl HATGBT0 HaaiQ] Uag Saldbyctl ST sl
JUE UTI IUTBIcT AT QTGUT ofiO BIdT Ut IRITGIdhT &

BT BT ST HITY BT Tl TdTs TT AT 3BT
TUY PBeel UINTY THE! IMUBIC BT Uag SaThuetl Tl it
YOS UTHT FUThIA ATt QTEUHT VAT BIebT ST FRATEIBT 3

B BT SR TG B TFHT AU TT HHY 3BT
TUY Pt UHIY IS AP AT Uag ST SehT AH
YU UTHT FUTHI AT} QIEUHT AT BT JBrgdt FRAYSIBT 257

10 pt

1st DRAFT CORRECTIONS

1st draft of the typeface was tested by repeating
the basic letters plus matra drawn plus. Matras
play an important role in judging the spaces
between the lines and also the balance of the
characters.

After printing the characters in smaller point
sizes one can evaluate the font. Legibility and
readability of letters can be instantly spotted in
small point sizes.

Although there is no spacing done to the
characters. A basic understanding of left and
right space of the character is enough to test
the font at this stage.

Bl WU G 3MQTYT BT Yeddhl daRd TY 3T 3TbTe ]

qUY e UATY FTE! 3TUBI0 HdeTQ] Ued Fdchual ST d&l]

JUE YTl FUTh I dTYT QTEUST IO BIdb] SBIUT HIATGEIh] S

Pl JOTH GBI HTRTT BT Ucged! darsd TY 37T BTG

QU] el U TWQ! 3MUBIC Hade] U] SJAThUAT FTHT ait
<JUC T FUThI ATAT QTEUAT O BIBT B! HATYSBT

HIA SUAT S AN BT UIHT AT T AL TR
TUY Bect UG BT} ATUBIT AIeAQ] UEq FrAIBUAT ST At
UG UIHT GUIHIA 1Y} AGUHT ST PIebT SBgUt HTHIYBIHT A& 12 pt



Grey value test

This is a very important test to determine
stroke widths. This helps us judge the

weight of our font. The stroke widths play an
important role in making the grey of any font.
So we set the text in 8 pt in all the available
characters set.

Bl VAT T 37T BT Ucldbl dTd UY AT
APl CUY Dl UHTY TATET 3TUBIC A Ued
WWWWWWﬁQWwEﬁ@W
PBIPT ST HAGHIDBT A Platl JT0AA ST 3719TGT BT
TIPT A1 T 3T 3P GUY Paci T3y <
HYHIC AIAL] Ve SdIchUc HTehT dail Jue UTehl FuTdblct
YT QTEU3T VAT BIbT CHYUT TR 2% Bl F0AH
ST} 37T BT Ul A UY 3T HIPIEI aUg Pt
U3TY IEE! 31THBI0 He1Q] Ued FATbUat Fhl aaft gug
GTehT GUThIc dTdT QTEUAT oIV SIebT CIqul TR o
mﬁm@waﬁm@@mﬁwﬂa@wm
HAIPIEI SUY et UMY ITET 3MYBT0 AIe?] Uad

In previous chapters we have studied the
standard stroke widths for a regular weight of
Ek mukta and Kohinoor devanagari font. From
there we took inferences to have standard
widths for our font.

BT TR B 37RTA BT TegdsT daTsd T 37T
MBI qUY B UIHTY TWNE IMUBTY HIeig] Ueg
TATPYUCT FTBT AT UG UThT JATDI ATt QTGUSTT 0T
PP ST HAYBPT ATIBI SO ST HTQTAT BIHA
ToIT JdTsd UT 3THY 3PS aUY, Beed UG e
HTYPTC AT UG BNPUT FPT dft IO AT FHTBIcT
TGt QTEUHT TV BIBT STgUT HAYEDBT GBI JMOAH
TIER 37TRTAT BT UGPT daRE UF 3T HIBIN q0G Bect
THY I ATIHTY HIAY] Ve BATBUAT FTHT aST g
Il GBI T U AT BIepT JE HRAgicpT
AP VAT TR 37T BT YT dars Th 37T
HPIleg AUY Peet UINY TG IIPTC Aefere] Uag

WWWWWWwawWUM

BEATHYAT FTHT A% UG UTHT FUTBIc dTdT IGUIT THoet

PIP] C&E«IQHI J-I%—Ilg{qcbl & Pl WTOAT ST 3197 BIHd
Light 8 pt

PBIPT CEGUT FRIYSIPT ST BRI BT 37TRTAT BIHA

Regular 8 pt

After the test we could figure out that the weight
should be slightly more because this font has got
big counters and open loops. This adds up to

the empty spaces in the font and which eats up
the negative portion and makes it look lighter in
weight.

P A A IR BT TIHT A6 T IO
PTG TUY Pt THIY IBMS AP A vag
TATHUAT BT dSH UG YT FUIHIA ATdt AGUHT FHoeT
BB Tt AHIYBIBT AT Pl T QA I BT

TG TR T Y BTG TUY P UIY T

gt AT a5 B
T I LT BT TgHT AT TY HHY BTN
gmvmmwmgmmw
UL, ITT FUTIcT TTUT QIGUHT HICAT BIbT SErgdt

THYSIHT I FIeAl ST A MR BT TIHT ATt
TY 3T T TUF Fae THTY IS HTIBIC ATeA]
U TATBUET TPBT A6 g dresT =rdt ergEm
T BT Bt FAIYSIET AT B TR Gt

Bold 8 pt
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2asic Character Set

S IHUCIN3N3I3E

b sdYsIsIcoscUId-b QAU g HHY
RAJRY-He b & s

The widths of the characters are imbalanced. Characters are
not in proportion to each other. The letters with knots need a
change in their structure.

Scaling of letters should be taken care of.

Letters with loop should have some similar grounds.

HHTSSIHUCHIINIIF
PENHSTB LSS SUTAACETATBTHAY
IAITIAg B &TST

Stroke widths should be worked out.
Few letters have legibility issue.
Letter widths.

Matras look too fat.




Width comparison

CDAC Yogesh SATHTRT T THICR AT g PS el 1S HI0T BT TS S AT
R BT 3{TlT $9 YRR TR ST 78] HIe6UIR Jell Hefia I8dT gu
G ST T $oft Felefi T HarSiaT @R aHell 8l 7g A9
TS B2 ITH¥ TSl SIRGR geue Sl

HTHIRT TN THIER HTUTART Fed B3 Tl didss PIvT gTd 318 S T
0T BT 37Tl 39 WRRY UUTR 517 ATe! HBUIR Tl Befta 37a1 Ja
e SRS 319eT $ait Ac2fiHn daisian R SETER 9T gidl 7g
BT ABIS B2 WS USAT SIRER Ueuc T

3TSBILT ST CHICR HTUTANY Sceh P el cilcbs VT BT TS &1 Al

Ek Mukta JT BT 3Tl 371 IRRY AOTR SYa ATt BUTR ett pefier a1 g
AT ST 37T Sait AerfiT HaIEIT WR Sl gl /g 7Y APTD
2T U135 YScTl SIRGR U2Ue 311

Acacia

Here we compare Acacia with other typefaces, there is a
clear width difference. CDAC yogesh and Ek mukta are
narrow compared to Acacia. We need to keep a tab on the
widths within the characterset and also in comparison to
other typefaces.

Lets have a comparative width study.

Project 3 | Snehal Patil
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Width Comparison Chart

Study of widths is very essential. It decides the
letter proportions and gives stability to the
typeface. Thus here we have taken few standard
fonts and taking any of the letter as unit one we
have compared the rest others. O that we can

have a comparison.

@ d o o 9 @F 9 Y Y I Y A Y Aok H W

EK Mukta

1.4
0.7
0.7
0.7
1.2
0.6
0.6
1.2

1.4
1.4
1.1
1.1
0.7
0.7
0.9
0.9

Yogesh

1.4
0.6
0.6
0.8
11
0.5
0.5
1.3

1.4

1.4

0.6
0.7

0.8

Kohinoor

1.4
0.6
0.6
0.7
11
0.6
0.6
1.3

1.4
1.4
1.1

0.6
0.7
0.9
0.9
0.9

Sanskrit 2003

13
0.5
0.5
0.7
11
0.7
0.7
11
0.9
13
13

0.8

0.8
0.7

0.8
0.9



o 8 3 4 o H B e § 9 4 2 o © a3 9 oo oY W oy

Ao
=

w8 Y9 N H 4

Ekmukta

0.7
0.8
0.7
0.8
0.9
0.7
0.8
0.7
0.8
0.7
0.6
1.1
0.7
0.9
0.7
0.7
0.5
0.9
11
0.7
0.9
0.6
0.9
0.7
0.9
0.9
0.9

Yogesh

0.9
0.9
0.9
0.7
0.7
0.8
0.7
0.8
0.7
0.8
0.7
0.8
0.7
0.6

0.6
0.8
0.7
0.7
0.5
0.8
0.9
0.6
0.9
0.5
0.8
0.7
0.8
0.8
0.9

Kohinoor

0.9
0.9
0.9
0.7
0.8
0.7
0.7
0.9
0.6
0.8
0.8

0.7
0.6

0.6
1.1
0.7
0.8
0.7
0.7
04
0.9

0.6

0.6

0.9
0.6

0.9

Sanskrit 2003

0.9
0.8
0.8
0.7
0.7
0.8
0.6
0.8
0.6
0.7
0.7

0.7
0.7

0.6
0.9
0.6
0.8
0.7

0.7
0.5

0.6
0.9
0.6
0.8
0.7
0.8
0.8
0.8
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(§ N}

Study of width groups is essential. It is a way to formalise the
widths within the typeface. The chart above gives a general
format of widths. t can vary from a typeface to the other
depending upon the need of the typeface. But the widths in
between the characters generally remain the same.



—ormalising characters

Here we compare the typeface based
on few parameters such as;

Vertical proportion

Curvature

Knots

Loops

Neck joinery

Turns

Counters.

These terminology are defined in
‘Conceptual model of Devanagari
typefaces’ by Dr Girish Dalvi. The
comparison is done with Ek devanagari
and CDAC Yogesh which are widely
used for text and display.
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—orm exploration

Various decisions are taken
when the typeface is tested
in small pointsizes. Legibility
of letterforms is crucial and
the design decisions are easy
when it is tested with similar
looking characters.

This is a similar study of
letter structures.

CE)
T4

treatment to the knots

Similarity across characters

QT
JTY

Defining loops

Defining loops



—orm exploration

.. GGGGG

. gg9gy
Y'Y

Similarity across characters : I I I I

Project 3 | Snehal Patil
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Vertical
Proportio TurnsC ounters Neck Joinery

eeeeeeeeeee

1%5 SESY ®dY <ToIT

eeeeeeeeeee

Acacia % g 6 S $-| q‘) CI GI [ d\ G

ooooooooooooo

. % 285y Hdq COCT




Loops Knots Middle knots

CDAC Yogesh %’T ‘J:l- -QT g C{ Sc S‘l {SI ‘< {" H @3" "| -

Acacia anTg E\rgg E?H J-|J|¢-|'].T

Ek Mukta E‘I- Q-T Q.I- a a é a E Q- q ]:I- TI-
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FONT DISPLAY

Regular weight

HHTSSIFHUOININ3IITE

PIldsdsiglcoselldrqaddYthefHH U
ERIERCIAE]

BN TATSISTECISIEISTUTATITTENATIT
BTIHTHRIRTCATITR TS HTE T &ITSTT
SEIEEIEEEEICIEEE

33 H3N3N 33 S eSS AUUTRI BRI
oIHITdHACO S &b YIS dSTUIIUYHUT

HTBTRT I THICR AT S&h $S Tl
S BT gTd 31TS ST 0T BT 3T 3T RN
YUIR S T8l HIBUTR Jetl Beid AT J4
oAid STTAT 37 e Sofl HAMIT BAIS T TR
STSTAR SRAGH gid! Hg B ABIS ABLM UTHA
ISl STRER YeUe ST &3} SRER Hetdd
3BD BHHPB GBRIR HIH I AR CIBCId
IORTS YRYR AlAT A1 QMeAH AT &7HT ST

Bold weight

TIATSSIHUOINIANITF

BIITISTABSTSACOSSUTAUCEY AT IHHAYI T
qAYHgHETST

PIHATTTUTSTIATSTSITATCTOTSTGTUITATATSTETAT
AT TATHTATIIRTATATRITYHTATETSTEITSIT

HHIHINN I IS STe g 0ERART

ARAdcTHITACCSSE TS LTS TSAAIIUTHUT

JTERTST TTET THTER HATUTAR T FS FAT
dIpe BT gTa 31TS SR 9T BT 39167 3T
MRIRT BOTR FAa ATe! HSUIR AT Befrar
AT FU AT ATARI 37T $oiT QAT
HEISHIT FR STSTAR TAAT il 75 BA
HBIS BT UTHT USAT STRSR Ueue T
Pt TRER BABA 33D BHBH THRYT
I T TR Slepeleh IVRTST TRUR eeT
AT AMAHAT &THT ST




FFFFFFFFFFF
Light weight

IS TYTIHCC -
dbcddYbL HH YA
OTTEQTETSTAR3¥YE (S0



Medium weight

JIT S d 0oIclC A C
AACTTTHITHRIRIATT
QTRIERT&TSTIA38YE (9]0



Bold weight

ITHTSSUUIH N3N 373F
PEITISTBSISCISAUT
qACEATBIHHIIR A

AMAIGAETSTAIBYE0L%0



Comparison of all three weights
Medium weight

dg T AT NY
SHCTBIAIUNT
TETEYIOSTHT
IYSTTTHNFHS



Display of extra matras

Default ukar matras
It clashes with the letter

Customized matras

Default ekar matras. The
matra doesn’t fit exactly on
the madhya danda.

Customized matras

Default ukar matras. The matra
doesn’t fit exactly on the
bottom of the madhya danda.

Customized matras

Default ekar matras. The
matra doesn’t fit exactly on
the madhya danda.

Customized matras

ge €8 41
d& R 94

BB
fepith <pithI

B Bh
PP 2R

PP PP
P bb
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Matras according to different

widths of the letters



SAMPLE

light, medium and bold weights
in 21pts.

St s A& e
S eI TP N EIIEIE g a,
SRCIQT Bd 3T | AT T

33137 SR 3 daetd! |

St sad S g ads
AAgI TE N JEEA T,

JRTQT B 13| A7 b
33137 SR 3R Idoiqd! |

Seftsir s A aits
AT I THE N AT LR,
T B I3 | I fhr
3137 SRt 3 I |
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FONT DISPLAY

22T Uh Q&R 7,

&1 7€t afcds S[gar Il BT 00 STST HiglE &1 BT 0 EIR B
HIGTE AT 5 216 A gt Hfaiep HzaT F gl s Hisle €
b1 IoTg A T8 & SABIRAT 7 37 918 BT A7 Cord | Tcad
feae o139 T P 91 FE 1 SR3RTA Jgai Il dTett g 91
A9 ATHA TS 514 U UHABR AfSeid ddi bl Il THRRT A
9992-94 P SR Jgdi =i Y A dTett gt a F forw
TSI &b ER ITC| 981 3704 3B URAR H Ugal J &S i
T & | A & GAlfdS TR & 3012 P SRIT T & Jgat
T & 29 3N HIS[E & | 319 IR BIYP IR UH Ul IR &
St A gfom, € <3 31 g g |

khkkkhkhkhkhkhkhkhhhhhhhhhhhhhhhhhhhkhkhkhkhkhkhkhkhhhhhhhhhhhhhhrriirr*x*

St s s A& 3kt
gid &1 U ST 81 38T 8 8 al,

JICTQT B S| AT TOhR
30137 SR 3 dcaiqdh! |
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v Conclusion



Type designers work on there typefaces for years.
It takes dedication and tremendous amounts of
patience. My project was for the duration of 3
months. Working on this project helped me deepen
my understanding about the font design process.

| started with an aim of having a fully functional
typeface at the end. That included Visual design,
drawing weights, drawing all the characters,
interpolation, kerning, spacing, coding, testing on
various platforms, hinting. One should plan according
to the time in hand and divide the efforts needed to
finish a functional product.

| invested a fair amount of my time in taking

the Visual decisions. Much work went into the
structural aspect of the project and less in making it
functional technically. Visual design depends upon
the aesthetics of a particular person and it keeps
evolving every day. But there is not much progress
in techology every single day. Hence a deadline for
each stage can help finish the project on time.

Devanagari typography and type design needs good
workable typefaces. As designers we should work
towards fulfilling the demands of a growing field.
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Latin Typeface Used in this book is Gotham

designed by Hoefler & Co.

and Devanagari is Acacia designed by
Snehal Patil, 2015.
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