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Reads Om Namo Ganeshayo which means “Prayers to Lord Ganesh”.

This is an tribute to the traditional way of starting a book or manu-
script by praising and dedicating the work, by writing the name of a
God or Goddess in the Manuscript writting traditions of Bengal.
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Intro-
~duction

This Part of the dissertation forms the
resaerch that leads to developement

of my typeface ‘Manil’, It explores

the evolution and challenges of
contemporary Bengali typography.
Through historical, aesthetic & technical
analysis, this research examines the
history of Bengali script, its typographic
development, and the deviations from
vernacular chirography.
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Eversince I was young, India’s rich visual culture have been
captivating me. Growing up in a small town in North-East In-
dia, I found my escape in reading wonderfully illustrated com-
ics/magazines like Sandesh or Indrajal. And this inquisition born
out of the mundane boring life in a small city in the pre-inter-
net era of the early 2000s led me to a deep passion and interest
for reading. Without much of my knowledge, I was drawn closer
to typographic designs, leaving a strong impression on me.
Although I had studied Architecture for my Bachelor, I finally
found myself studying Typedesign in EsadType, Amiens in
September of 2023.

India has undoubtedly one of the most rich multilingual
heritage and like everyone around me, I grew up learning more
than 3 languages but the strong passion for Bengali literature
outgrew every other. One distinct memory from my childhood
is the impatient wait for the Book fairs held annually in my city.
I remember questioning myself ‘Why the Bengali books have such
diverse and expressive letterings for the covers, yet the inside text is
always in the same style2’. Even after 20 years, this is still a rele-
vant question and also the starting point for my Project.

For the first chapter, I will try to understand the history
of Bengal with a focus on how the Bengali script developed to
its current state with the orthographic practices present today.
AsImove to the second chapter, I will make a detailed study
of how Bengali type design developed to its current state with
a focus on the text faces. This also help me to draw parallels of
the available latin fonts and the lack of availability and exper-
imentation in the modern digital fonts in Bengali. Along with
Bengali it is also important to reapproach the latin design so
that two can co-exist within the same framework of a typo-
graphic design. The third and final chapter will identify the
problems and the reasons behind them.

I will also examine the vernacular typographic landscape
for coming up with a new diverse typeface that justifies the
nuances of the Bengali chirography.



Language Movement of 1952, Photo taken ona student protest
rally, February 1952. It is commemorated by UN ESCOas
International Mother Language Day, as part of global efforts to

preserve linguistic identity.

Bengalis, are an Indo-Aryan [1] ethnolinguistic group originat-

ing from and culturally affiliated with this region of South Asia.

They are the third-largest ethnic group in the world, after the
Han Chinese and Arabs [2]. The majority of Bengali population
resides in Bangladesh and the Indian states of West Bengal,
Tripura [3]. The global Bengali diaspora has well-established
communities in the Middle East, Pakistan, Myanmar, the
United Kingdom, the United States, Malaysia, Italy, Singapore,
Maldives, Canada, Australia, Japan and South Korea. [Fig.2]

The term Bengali is generally used to refer to someone
whose linguistic, cultural or ancestral origins are from Bengal.
In my case, my family originally migrated from East Bengal
(now Bangladesh) in the aftermath of the Bengal partition to
settle in Tripura, a northeastern state in India. The Bengali
language is a very sentimental and integral part of the culture
that I grew up in. Literature in Bengali is a key part of this
identity that all Bengalis take immense pride in. This Study is
an inquiry into the development of Bengali typography specifi-
cally in the context of body text, in contrast to the rich cultural
heritage in vernacular writings.

1. Indo-Aryan peoples

are a diverse collection of
peoples speaking In-
do-Aryan languages in the
Indian subcontinent.

2. The World Factbook,
also known as the CIA
World Factbook, 2022

3. www.worlddata.info/
languages/bengali.php
Retrieved 27 November, 24
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Fig.2.

Map of the Bengali diaspora in the world, 25 November
2021; Population density increases as the colour changes
from Light to Dark.

Source: Wikimedia Commons.
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A Brief History of Bengal

A Legacy of Cultural Confluence

Bengal has long been a meeting ground of civilizations, shaped
by Buddhist, Hindu, Islamic, and European influences. Its
position along major trade routes fostered a rich cultural and
artistic heritage that evolved over centuries [4].

Buddhism thrived under the Pala dynasty (8th—12th century
CE), making Bengal a center of learning, with institutions like
Nalanda and Vikramashila attracting scholars from across Asia
[5]. Later, Hindu rulers like the Senas contributed to temple ar-
chitecture and literary traditions, as seen in the Kantajew Tem-
ple and Sanskrit texts like Sandhyakara Nandi’s Ramacharitam
[6]. The arrival of Turkish and Afghan rulers in the 13th century,
particularly under Bakhtiyar Khalji [Fig.3], introduced Persian
and Arabic influences, shaping Bengal’s distinct Indo-Islamic
identity [7].

European traders—Portuguese, Dutch, French, and British—
arrived by the 16th century, drawn by Bengal’s famed muslin
textiles, described in Ralph Fitch’s travel accounts (1580s).

4. R. M. Eaton, The Rise of Islam and the Bengal Frontier, 1204-1760.
University of California Press, 1993

5. D. N. Jha, Ancient India: In Historical Outline, Manohar Publishers, 1979

6. P. Chatterjee, The Nation and Its Fragments: Colonial and Postcolonial
Histories, Princeton University Press, 1998

7.]. E. Richards, The Mughal Empire, Cambridge University Press, 1996

8. Subrata Dasgupta, The Bengal Renaissance: Identity and Creativity
from Rammohun Roy to Rabindranath Tagore, Permanent Black, 2007

Colonial Era , Partition of Bengal to Present Day

British rule in Bengal began with the East India Company’s
dominance after the 1757 Battle of Plassey, leading to economic
exploitation and political control. Calcutta (now Kolkata) be-
came British India’s capital and a center for trade, administra-
tion, and education. The Bengali Renaissance [8], led by figures
like Raja Rammohan Roy and Rabindranath Tagore, spurred
social and literary reforms. Bengal played a key role in India’s
independence movement, notably resisting the 1905 Partition,
which was reversed in 1911. However, during independence in
1947 [Fig.4], Bengal was permanently divided into West Bengal
(India) and East Pakistan (now Bangladesh).

Fig.3.  Bengal coinage of Bakhtiyar Khalji (1204-1206 CE).

[13]

Struck in the name of Mu’izz al-Din Muhammad, dated

Samvat 1262 (1204 CE).

Fig.4.  Excerptfrom the Daily Herald of June 4,1947 showing

the map of the partition of India



Linguistic History

An important and unifying characteristic of Bengalis is that
most of them use Bengali as their native tongue, which belongs
to the Indo-Aryan language family [Fig.5]. It is also the most
widely spoken of the 22 official languages of India, after Hindi.
Indeed, 7.1 % of Indians speak it. With about 226 million native
and about 300 million total speakers worldwide, is the 5th most
spoken language by native speakers in the world. It is also the
7th most spoken language by the total number of speakers.[9]

Bengali along with two other cognate languages, Assamese
and Oriya, as well as Magadhi, Maithili and Bhojpuri in the
south-east zone forms a linguistic group. Their immediate
source can be traced back to the Magadhi Prakrit or Eastern
Prakrit which was brought to this area from Magadh (or Bihar)
and the language of Gauda-Banga with other eastern languages
developed from this through Magadh Apabhramsa, Genetically
Bengali is derived from Indo-Aryan or the Indic sub-branch of
the Indo-Iranian branch of the Indo-European family of lan-
guages [10]. Bengali have a historic legacy of borrowing vocab-
ulary from languages such as Persian and Sanskrit [11],modern
borrowings primarily come from the English and some loan-
words from Portuguese and Turkish as well.

9. Mohammad DaniulHuq & Pabitra Sarkar, Bangla Language. Bangla-
pedia: the National Encyclopedia of Bangladesh (Online ed.), Asiatic
Society of Bangladesh, 2012.

10. Resource Centre for Indian Language Technology Solutions - Bangla,
www.isical.ac.in

11. Sarah Anjum Bari, A Tale of Two Languages: How the Persian language
seeped into Bengali, The Daily Star, Bangladesh, 12 April 2019.

Fig.s.  The Indo-Aryan Language Family multimodal graph.
India.in.pixels. August 12, 2021
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The evolution of the Bengali language into three stages:

Old Bengali dates back to around 650 A.D. when priests
and scholars widely used Sanskrit in literary works in Bengal.
However, this is a bit of a dark area in the history of Bangla
literature, there are very few traces of literature from this
time. The oldest text ever found is Charyapada [Fig.6]. Itisa
collection of mystical poems of revelation based on Buddhism,
thought to have originated between the 8th and the 12th centu-
ries.

Middle Bengali developed during the 14th century when
the Muslim invasions established the Sultanate of Bengal and
Bengali was the official court language of the region. It soon
became the vernacular language of Bengal [12]. However, it
was still very different from the modern-day Bengali. In the
16th century, the Mughals took over Bengal. The rich Persian
language they brought with them began to influence the lan-
guage.

Modern Bengali took shape from the dialect spoken in the
Nadia region of Bengal around the time of the Battle of Plassey
in1757. Various forms of the language are in use today and
provide an important force for Bengali cohesion. These distinct
forms can be sorted into three categories [13]. The first is Clas-
sical Bengali (711Y @19 Sadhu Bhasa), which was a historical
form restricted to literary usage up until the late British period.
The second is Standard Bengali (57T® ©ial C6litd Bhasa or &%
©iFl Stiddho Bhasa), which is the modern literary form, and
is based upon the dialects of the divided Nadia region (parti-

[17]

Bangali (Vanga)

Manbhumi

Varendri

Rarhi

Sundarbani

Rajbanshi*

Chittagonian®

Sylheti*

(those marked with an asterisk *
are sometimes considered dialects or
sometimes as separate languages)

tioned between Nadia and Kushtia), used today in writing and
in formal speaking. The third and largest category by speakers
would be Colloquial Bengali (ST12ee7 @1l Afi¢olik Bhasa or
39 ©fF| Koththo Bhasa). These refer to informal spoken lan-
guage that varies by dialect from region to region [Fig.7].

12. AKM Golam Rabbani, Politics and Literary Activities in the Bengali
Language during the Independent Sultanate of Bengal, Dhaka University
Journal of Linguistics, 7 November 2017.

13. Suniti kumar Chatterjee, The Origin and Development of the Bengali
language, Vol- 1, George Allen and Unwin London,New Edition, 1970.

Fig.6.  Parts of the Charyapada, a collection of ancient Bud-
dhist hymns which mention the Bengalis, in display at
the Rajshahi College Library.

Fig.7. A map of Bengal (& some districts of Assam & Jharkhan)
which shows the dialects of the Bengali language.



The Bengali Script

A linguistic analysis

The Bengali alphabet is used throughout Bangladesh and east-
ern India (Assam, West Bengal, Tripura) also known as Benga-
li-Asameese script, and is one of the most widely-used writing
systems in the world. [14]

Bengali script is a cursive script that has its origin in the
Brahmi script like the majority of Indic scripts. It is an Abugida
(alphasyllabary) comprising 12 vowels, 10 of which have a de-
pendent form, plus 33 consonants supplemented by repertoire
extensions for 3 more sounds by applying the nukta diacritic
to characters [Fig.8]. It is so-called unicameral writing, that is
to say, it does not distinguish between capitals and lower cases.
The letters run from left to right and spaces are used to separate
orthographic words. Bengali punctuation marks, apart from the
downstroke danda(l), the Bengali equivalent of a full stop, have
been adopted from Western scripts and similar use. [15]

Unlike in Western scripts (Latin, Cyrillic, etc.) where the
letter forms stand on an invisible baseline, the Bengali letter
forms instead hang from a visible horizontal left-to-right
headstroke called 1T matra. The presence and absence of this
matra can be important. For example, the letter ta ® and the
numeral 3 © are distinguishable only by the presence or ab-
sence of the matra, as is the case between the consonant cluster
tra & and the independent vowel e ¢, also the letter ha g and
Bengali Obogroho  (~8) and vowel 0 8 and consonant cluster t_
ta 8. The letter forms also employ the concepts of letter-width
and letter-height (the vertical space between the visible matra
and an invisible baseline).

Bengali is also considered to be a complex script and re-
quires some character reordering and glyph processing for
proper display on layout software, and this will be discussed in
Chapter 2. The term complex script [16] refers to any writing

14. Simon Ager, Omniglot: a guide to writing systems.
www.omniglot.com

15. Bangla language. Asiatic Society of Bangladesh, 2003

16. Complex scripts and shaping engines, [https:/[learn.microsoft.com/
en-us/globalization/reference/universal-shaping-engine] Retrieved
27 november, 2024




(21]

collisions between letters are often accepted in Bengali
- - typography but this has to be considered carefully
H while designing typefaces to render better readability.

bha aa ssa aa eya

system that is keyed in a different sequence to that in which
it appears. In Bengali, for instance, the inherent vowel mark
imatra, f;, is written on the left (before) the consonant that it
follows, thus f% is pronounced ki.[Fig.10]

Like all the Indian scripts, each consonant carries an inherent
vowel sound. Thus the consonant k (), is actually pronounced
as the syllable ka. All the vowels are written in two forms: an
independent vowel and an attaching sign. The vowel signs

can be attached above, below, to the left or to the right of a
consonant to modify the inherent vowel sound and therefore
the consonant k can be pronounced ki (), kii () or ku ®)-A
sign called hasanta (::) is positioned close to the bottom of the
consonant when the inherent vowel sound is suppressed: % will
be pronounced k instead of ka. When two or more consonants
form a sequence (with no intervening vowels), the letters are
substituted by a consonant conjunct, a single character with
shapes that often do not resemble the original consonants. For
instance, the conjunct jba is composed by ja (¥) and ba (), or
the conjunct kssa (%) by ka () and ssa (¥). There are several
hundred conjuncts in Bengali script and they probably repre-
sent the most complex aspect for transcribing Bengali writing
into typography [17]. Bengali script and its orthography are
still undergoing rationalization and reform, thus sometimes we
find two different shapes representing the same conjunct. For
instance, the conjunct sta (8+8) can be written both with the
traditional form ¥ (vertical stacking) and horizontal stacking.

1 Fig.1o0.

Orthographic analysis

of a Bangla phrase with
translitteration, notes and
disclosing the consonant
conjuncts.The meaning

is ‘one language is never
enough’.
www.omniglot.com, 2021

17. Riccardo Olocco, Lino-
type Bengali and the digital
Bengali typefaces- With

an enquiry into the current
state of Bengali typesetting,
University of Reading,
2014
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3rd - 1st Century CE

4th - 6th Century CE

6th Century CE

7th - 12th Century CE

12th-16th centuries CE

17th Century - Present

Evolution of Bengali Script

The evolution of the Bengali script is a historical journey deeply
rooted in the Brahmi script [Fig.11], one of the oldest writing sys-
tems in India. This transformation spans several centuries, be-
ginning in the 3rd century BCE and continuing into the modern
era, shaped by cultural, political, and linguistic developments

in South Asia. A deep look into this transformation can give us

a clear understanding of the roots and the current form of the
script, this in turn will help us evaluate the current typographic
image of Bengali.

Brahmi Origins

Gupta E?eriod

Siddh;matrika N a:gari .......... ;h;;rada
(later Devnagari & Gujrati) (later Gurmukhi)

o bt T 1betan

Medie\:l;lnl;ngali scrlpt Assar;lese

Modergn Bengali Script

Fig.1.  Stagesin evolution of the modern Bengali Script from
Brahmi.
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Brahmi Origins (3rd Century BCE - 1st Century CE)

The Bengali script has its origins in Northern Brahmi, which
was used across India during the Mauryan Empire under Em-
peror Ashoka. The earliest examples of Brahmi inscriptions

in Bengal are found in places like Mahasthangarh (Mauryan
period)[Fig.12], making it the region’s oldest evidence of writing
[18]. Artifacts from Noakhali and Chandraketugarh also show

Brahmi inscriptions. 12

18. ]G Buhler, Indian Paleography, English Translation by’ JF Fleet, pub-
lished as an appendix to the Indian Antiquary, 1904

Fig.12. Mahasthangarh Brahmi Inscription of Asoka, 3rd cen-
tury CE, Archeological survey of India



Gupta Period (4th - 6th Century CE)

During the Gupta dynasty, a period often considered a gold-

en age for Indian arts and culture, the Brahmi script under-
went significant changes. As evident from the Gupta inscrip-
tions, the script often displays a flowing style of writing [Fig.13]
compared to the angular shapes of earlier Brahmi, which laid
the foundation for future developments in Eastern India. The
script developed a more cursive style, better suited for writing
on palm leaves, and began to show the first signs of the modern
Bengali script’s distinct curves [19].

13

19. R.D. Banerji, The Origin of the Bengali Scripts, University of Calcutta,
1917.

20. Suniti Kumar Chatterji, T%e Origin and Development of the Bengali
Language, Calcutta University Press, 1926.

21. Romila Thapar, A History of India: Volume 1, Penguin Books, 1966, pp.

255-260

Fig.13.  Sanskrit inscription in Gupta scrip attributed to king
Anantavarman, variously dated between 450 CE to
late 6th-century in the Barabar Caves in Bihar, Asiatic
Society of Bengal

Fig.14. A 828 CE Paramesvaratantra Sanskrit palm leaf manus-
cipt, Late Gupta script, Nepal, Cambridge University
Library

Fig.15.  Colophon of Yogaratnamala - year 39 of Govidapala(12th

Century CE) - The Pzlas of Bengal Plate 38a, Rakhaldas
Bandyopadhyay

Proto-Bengali or Gaudi Script (7th - 12th Century CE)

As the Gupta influence waned, the Brahmi script in Eastern
India through Siddham script(also Siddhamatrika)in the

later half of the 5th and 6th Century CE till the oth Century
CE[Fig.14], evolved into what is known as the Gaudi script or
proto-Bengali. This script used extensively during the Pala and
Sena dynasties, is evident in various Buddhist manuscripts

and inscriptions [20]. The Charyapada, discussed earlier, is one
of the oldest examples of this script. Significant changes from
the Gupta script to the Gaudi script is simplification of angular
ornate letters to more rounded and fluid forms and a more or-
ganized system of vowel marks[Fig.15]. During the Gupta period,
Brahmanical and Buddhist texts were written predominantly
in Sanskrit, but as the Gaudi script emerged, it began to be used
for Pali and Prakrit as well, reflecting the growing vernacular-
ization of writing in Eastern India [21].

14

15

(25]



Medieval Bengali script (12th-16th centuries CE)

The Medieval Bengali script marks a significant phase in the
evolution from Gaudi to the more distinct, recognizable Bengali
script used today. It continued the trend toward rounded, fluid
letterforms inherited from the Gaudi script. However, by this
period, these forms were becoming more consistent and stan-
dardized. The prominent horizontal line (matra) became ful-

ly developed (connected) in this period, distinguishing Bengali
from its predecessors like Siddham and Gaudi, where the matra
was still emerging [22].

During this period, Bengali manuscripts (often written on
palm leaves or paper) played a crucial role in the standardiza-
tion of the script. The Bhakti Movement with religious texts
and songs from Vaishnava poets like Chandidas and Vidyapa-
ti were often written in Bengali [23]. Additionally, 14th-century
works like the Shreekrishna Kirtana [Fig.16] and Mahabharata in
Bengali [Fig.17] are crucial references showing this transforma-
tion from Gaudi but still retaining a diagonal connection of let-
ters from the headline.

By the 16th century, the Medieval Bengali script had devel-
oped into a distinct regional script[Fig.18] with more round and
fluid characters and a simpler connection of letters to the head-
line, separating it from Assamese and Odia scripts.

22. A.H Dani, Indian Palaeography, Clarendon Press, 1963, pp. 135-145.

23. Sukumar Sen, History of Bengali Literature, Sahitya Akademi, 1997,
Pp. 25-35.

Fig.16. Srikrisnakirtana, by Boru Chandidas. These verses writ-
ten in the pre-Chaitanya era of the later half of 14th
century CE is believed to be one of the most significant
works of Bengali literature, Bangladesh national Gallery
Source: http://blog.rarh.in

Fig.17. Mahabharata Umamahesvarasamvada,14th Century,
National Archive of Nepal in Kathmandu,
Kenji Takahashi

Fig.18.  Katantravrttipanjika manuscript, 1502, Bibliotheque
nationale de France. Département des Manuscrits.
Sanscrit 561

16

17

18

[27]
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Modern Bengali Script (17th Century - Present)

By the start of the 17th Century, the Bengali script had already
undergone significant changes and was starting to look like
what we know now as the Bengali alphabet.

Throughout the 17th, 18th and 19th majority of the literary
works and manuscripts were from the Bhakti movement and
Sankskrit texts related to Shaivisim, Vaishnavism, Tantric texts
and historic epics by great poets like Kalidasa [Fig.19], but there
are also many examples of official documents like land deeds
[Fig.20], accounting books, official transcripts etc.

Studying them carefully shows an important distinction-
the headline (Matra) becomes more wavy and connected, mak-
ing the script more cursive, fluid and expressive [Fig.21] [Fig.22],
which sets it apart from all the other Indic scripts. This trend
matured to its fullest in the 18th century [Fig.23] [Fig.24]. The
letters are more harmonic in proportion with a clear ductus
while maintaining a nice ink consistency. The wavy headlines
guide the eye from each letter to the next. The increasing use of
good-quality paper also influenced this change [24].

19

24. Dinesh Chandra Sen, Scripts of Bengal, Asiatic Society, 1935,
pp- 112-117.
Fig.19. Abhijnanasakuntala, by Kalidasa, scribed in Bengali, 1631,

Bibliotheque nationale de France. Département des
Manuscrits. Sanscrit 657

Fig.20. An official land deed from the old Kashimbazaar, 1852,
Endangered Archives Programme, British Library

[29]

20
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Fig.21.

Fig.22.

Fig.23.

Fig.24.
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Kavacasamgraha, Kalikantha Sarmman (scribe), 1750,
Kislak Center for Special Collections, Rare Books and
Manuscripts, Web, Ramamala Library 768

Mahabharata, 1791, Folio page 25, Cudamani Vanikya
and Ramaprasada Vanikya, Kislak Center for Spe-
cial Collections, Rare Books and Manuscripts, Web,
Ramamala Library 8063

Vishnupurana, 18th Century, Bibliothéque nationale de
France. Département des Manuscrits. Sanscrit 498

Kavikalpadruma dhatupatha, by Vopadeva, 18th Century,
Bibliothéque nationale de France. Département des
Manuscrits. Sanscrit 550

24. Sukumar Sen, Bengali Printing and Publishing in the 18th Century,
University of Calcutta, 1954, pp. 22-25

In 1778, Charles Wilkins succesfully made the first movable
type in Bengali. A Grammar of the Bengali Language by Nathaniel
Brassey Halhed was the first Bangla printed book [24] using this.
The Bangla letters became stereotyped with the introduction
of the printing press and the typeforms being rationalized with
European printing methods, this will be discussed in greater
detail in Chapter 2.
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With the colonial occupation in Bengal, a lot of interest in
learning the Bengali language and Grammar can be seen and
also for understanding the culture from an administrative
point of view [25]. This is supported by many scribes making
writing lesson books [Fig.25] and grammar books which were a
reference for the early European printers for making movable
type in Bengali. In support of this, there were many scribes
commissioned by the European administrators to maintain
accounts of contracts with the local Bengali landlords and

businessmen [Fig.26], mainly serving as administrative records.

These references helps in obtaining a good understanding of
the Bengali chirography [26].

25

[33]

25. Sisir Kumar Das, A History of Indian Literature, Vol- 2, Sahitya Aka-
demi, 1991, pp. 222-225

26. Chirography is the art or study of handwriting or penmanship. It refers
to the style and technique of writing by hand, often with a focus on the
form and legibility of the script.

Fig.25. Pages from Legons de bengali, Principes ou Vocabu-
laire bengaly, Octobre 1774, Bibliothéque nationale
de France. Département des Manuscrits. Indien 739;
Bengali consonant sounds and vowel marks in vowel
consonent cluster.

Fig.26. Spread from Secrétaire Bengali, vol.1,1779, Bibliotheque
nationale de France. Département des Manuscrits.
Indien 725,
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27. Subrata Dasgupta, 7/e Bengal Renaissance: Identity and Creativity
from Rammohun Roy to Rabindranath Tagore, Permanent Black, 2007

Fig.27.  Title page of 1931 edition of Barnaparichay, First pub-
lished by Vidyasagar in 1855, considered as “The Most
Influential Primer of Bengal”.

Source: bn.wikipedia

Fig.28. [A]. Rabindranath in his study at Santiniketan.
[B]. Letter dated 19 January, 1928 written by Tagore.
This slanted cursive structure shows a more dynamic
nature of the letter-forms due to the speed of writing,

resulting in the abscence of Matra in many characters.

The Bengali Renaissance

The Bengal Renaissance (19th—early 20th centuries) was a peri-
od of intense social, cultural, and intellectual reform in Bengal,
which saw a revival in the arts, literature, and education. Ben-
gali script became a key medium for new literary works, jour-
nalism, and reformist texts, particularly due to the efforts of
key figures like Ishwar Chandra Vidyasagar. His work focused
on simplifying, standardizing Bengali characters and gram-
mar [Fig.27], ensuring consistency in spelling and usage across
educational and literary texts. Vidyasagar along with reformers
like Madan Mohan Tarkalankar were instrumental in creating
modern Bengali typography, which facilitated the production
of printed materials and textbooks, solidifying a standard form
of the script [27]. The use of the standardized script allowed for
the dissemination of the ideas of later reformers like Rabin-
dranath Tagore [Fig.28], Bankim Chandra Chattopadhyay, and
Kazi Nazrul Islam, promoting modern Bengali prose and poetry
to new heights.

28 (A]

[37]
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The Bengal School of Art

The Bengal School of Art, was established in the early 20th cen-
tury, at the Kala Bhavan in Shantiniketan (Brainchild of Rabin-
dranath Tagore). It was an influential art movement that aimed
to revive traditional Indian art forms as a response to British
colonial influence. Led by Abanindranath Tagore, the school
rejected Western academic styles and sought inspiration from
India’s classical, Mughal, and folk art traditions [28]. The move-
ment became part of the broader Bengal Renaissance, blending
cultural revival with nationalist sentiments. The Bengal School
of Art played a key role in the revival and promotion of Bengali
calligraphy and lettering arts, treating script not just as a me-
dium of communication but as an art form. Artists like Abanin-
dranath Tagore [Fig.29], Nandalal Bose [Fig.30] Gaganendranath
Tagore, Jamini Ray integrated Bengali script into their artwork,
infusing traditional calligraphy with a modern aesthetic [29].
They used the script as decorative elements in paintings, giving
the Bengali language visual prominence.

Later artists like Qayyum Chowdhury and Satyajit Ray
carried forward this legacy.

(39]
30

28. Partha Mitter, The Triumph of Modernism: India’s Artists and the
Avant-Garde, 1922-1947. University of Chicago Press, 2007, pp. 45-49.

29. Yashodhara Dalmia, T%e Painted World of the Bengal School: A Recon-
struction of Indian Modernism, Oxford University Press, 1999, pp. 107-109.

Fig.29.  Abanindranath Tagore’s Krishna: The Boatman (1895-
1897), inspired from Mughal miniature painting. Blow-
up of the Bengali calligraphy stylized like Arabic.

Fig.30. Nandalal Bose, Untitled, 1954, Ink and pencil colour on
paper. In the Bengali note accompanying the postcard
illustration, Nandalal Bose had written how he could
hear a dhaki play festival drums nearby.
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Qayyum Chowdhury used expressive Bengali calligraphy in his
paintings, blending script and image to create striking visual
statements. Chowdhury’s designs for numerous Bengali books
and publications have left a lasting influence on contemporary
Bengali calligraphy, merging modern graphic design with tradi-
tional script styles[Fig.31].

Satyajit Ray, aside from his work in film, was also a prolific
graphic designer, incorporating Bengali lettering into Adver-
tisements|Fig.32], book covers[Fig.33], posters [Fig.34] and
magazines[Fig.35], bringing typographic innovation to modern
Bengali design. Notably, Ray designed the iconic Bangla title
card for his films[Fig.36], which showcased his hand-drawn let-
tering and calligraphic skills [30]. His work has inspired many
Bengali designers and calligraphers who followed.

These and many more artists from the Bengali school el-
evated Bengali script beyond textual use, making it a key ele-
ment in both traditional and contemporary art.

(41]
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30. Anjum Chowdhury, Visual Narratives in Bengali Art: The Influence of
Script. Bengal Foundation Press, 2011, pp. 67-70.

Fig.31.  Blowup of few Book cover samples with Qayyum Chow-
dhury’s distinct calligraphy.

Fig.32.  Inthis advertisement designed for Signet Bookshop,
Ray makes full use of his calligraphic skills, learnt from
Binodbehari and Nandalal at Santiniketan, to create
a design which ditectly addresses the readers, asking
them what they wish to read.
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Fig.33. Few book covers by Satyajit Ray exploring Lettering
(Lert) Cover for Achintakumar Sengupta’s Parampurush
Sri Sri Ramakrishna, Signet Press, (Top riGHT) Cover for
self-authored Feluda & Co. (Bortom rigHT) Lila Majum-
der’s Children’s novel Tong Ling

Fig.34. (top) Lettering for the poster of his film Nayak: The
Hero,1966. (MIDDLE) Poster designed by Satyajit Ray for
his film Goopy Gyne Bagha Byne, 1969. (Botrom) Poster
for Joy Baba Felunath: The Elephant God
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Introduction of Movable
Type in Bengal

In the last chapter, I gave a brief history of the Bengali script
and the context in which the Bengali characters were shaped.
But it is important to understand that the written manuscripts
in Bengali show rich variations of forms and style as it is com-
mon for handwritten texts to be attributed to more regional
variations in the ligatures, conjuncts and even scribing styles.
On the contrary, to understand and critique contemporary Ben-
gali typography and how the printed characters got to a more
rationalized forms, we have to look at the advent of printing in
Bengal and its subsequent developments.

Almost 250 years ago, in 1778, the publication of Nathaniel
Brassey Halhed’s A Grammar of the Bengali Language marked the
inception of the printed Bengali Character reproduced from
pre-fabricated letterforms. This book, printed in the press of
John Andrews at Hoogly with the first movable type in Bengali,
is attributed to Charles Wilkins(1749 - 1836).




Early efforts

Before Wilkins’ successful creation of the first Bengali movable
type, several attempts were made to print the Bengali script,
though none came close to producing a functional movable
type system. Early examples, such as Athanasius Kircher’s Chi-
na Ilustrata(1667) and David Mills’ Dissertationes selectae(1743),
featured Bengali script in European books, often through cop-

perplate engravings or block prints rather than movable type [31].

One notable exception and the first serious attempt before the
publication of Halhed’s Grammar was in 1773 by William Bolts,
a Dutch-born German adventurer who had worked for the East
India Company, commissioned the English punchcutter Joseph
Jackson to create a Bengali type based on drawings Bolts had
made from Bengali manuscripts [32]. After being deported from
Kolkata in 1768 due to tensions with the British authorities, he
pursued his printing ambitions in London.

At the same time, Halhed, studying Sanskrit, Persian, and
Bengali in Kolkata, was eager to print Bengali characters for
his translation of A Code of Gentoo Laws [33] and became aware
of Bolts’ efforts. In the preface to A Grammar of the Bengali
Language, Halhed acknowledged Bolts’ work but noted that the
Bengali font was never completed. Bolts had sought financial
backing to finalize his “Proposal for Introduction of Printing
in Bengal” [34] in a letter to William James, but his strained
relations with the British government in India led to a deni-
al of support. Additionally, his attempt was criticized for his
inadequate calligraphic skills and insufficient knowledge of the
language, which hindered the creation of a successful cursive
Bengali type [Fig.37] [35]. Although the character set is limited
and faces issues with standardizing forms—requiring either
deep knowledge of the script or guidance from native readers—
the typeforms are well-drawn and nuanced. They capture the
calligraphic quality and fluidity of the Bengali script. This in-
complete and ultimately unsuccessful attempt offers valuable
insight into the challenges faced by early pioneers in vernacular
typefounding and printing in Bengali language.
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31. Madhu Sharma, Script and Colonialism: The Evolution of Bengali Print.
Oxford University Press, 2010, pp. 45-47.

32. Reed, Talbot Baines, A History of the Old English Letter Foundries
(London, 1887), pp. 315, 320-321.

33. The Gentoo Code (also known as A Code of Gentoo Laws or Ordina-
tions of the Pundits) is a legal code translated from Sanskrit (vivadar-
navasetu) The translation was funded by Warren Hastings as a method
of consolidating company control on the Indian subcontinent.

34. William Bolts, Considerations of Indian Affairs etc., vol II, part II,
London 1772-75, pp. 285

35. Fiona Ross, The Evolution of Printed Bengali Characters from 1778 to
1978, London 1988, pp.170

Fig.37. Blowup of the characters casted by Joseph Jackson’s
foundey in London from the sketches provided by
William Bolts
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36. Halhed, Grammar, p.2.

Fig.38.  Title page of Nathaniel.B. Halhed, A Grammar of the
Bengal Language, (Hoogly, 1778), 1st printed book from
the Fort William press featuring Charles Wilkins’s 1st
Bengali fount.

Fig.39.  Closeup of the main consonant characters used in
Wilkin’s first font .

Charles Wilkins

Five years after this trial by Bolts, on the instruction of Warren
Hastings, Charles Wilkins successfully made a type for Halhed’s
A Grammar of the Bengal Language [Fig.38].

Wilkins’ first Bengali typeface was not directly influenced
by scribal hands, as the printed lines in Halhed’s Grammar dif-
fer from manuscript versions. However, the manuscripts Hal-
hed collected provided key insights into letterforms, character
frequency, kerning, and spacing. Wilkins used this information
to establish foundational principles for Bengali typography.
Halhed’s Grammar preface shows his interest in how Bengali
script was written and taught. Wilkins’ understanding of Ben-
gali letterforms, shaped by how he learned the script “divested
of every superfluity” [36], informed his design of a simpler
Bengali typeface than that of the traditional scribal hand. This
was also easier to translate into metal type [Fig.39].

(51]
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The typeface deviates from traditional handwritten Bengali

by joining strokes in ways that contradict customary stroke
sequences, yet it retains a calligraphic feel through contrasts in
stroke thickness and diagonal stress. Its open counters, consis-
tent spacing, and regular oblique strokes create a harmonious
look, while its large size improves legibility, likely intended for
students and reflecting Wilkins’ limited punchcutting expe-
rience. As Wilkins gained experience in printing, his skills in
Bengali typography improved significantly. On November 13,
1778, the Governor-General submitted Wilkins’ application to
the Council for the establishment of an East India Company
press [37], where Wilkins served as Superintendent. One of the
earliest examples from this press, recently discovered in Hal-
hed’s papers at the British Library, was printed with Wilkins’
first font [Fig.40]. This form exhibits a higher level of typograph-
ic quality than that seen in his earlier Grammar, demonstrating
the consistent and well-designed nature of the typeface.

(53]

37.I0R: H/207 Home Miscellaneous Series; Extract of Bengal Revenue

Consultations, 13 Nov, 1778, pp. 463-474.

38. Fiona Ross, The Evolution of Printed Bengali Characters from 1778 to

1978, London 1988, p. 65

Fig.4o.  Blank printed with Wilkins 1st typeface

The Grammar also includes an engraved reproduction of a
Bengali petition [Fig.41] alongside its printed version, which
highlights the distinction between calligraphy and typogra-
phy. The copperplate engraving accurately reflects the original
manuscript, differing primarily in the formation of vowel signs.
The version printed from type follows the calligraphic layout,
including end-of-line rules, though the inter-word spacing
differs. However, the character shapes in the type bear little
resemblance to those in the engraved manuscript [38].The type
used on page 209 seems to be a second incomplete typeface
[Fig.42], different from the one used for the rest of the Gram-
mar. The 2nd being smaller, having a strong headline and more
uneven texture. Two more fonts were known to be designed
and executed under Wilkins. The 3rd, around 1800 and the 4rth
did not appear until 1811 in the first book printed in Europe in
Bengali Characters [Fig.43].

Wilkins’ Bengali types were not initially designed to pro-
vide the local population with vernacular texts. Instead, his
task was to create types for teaching foreigners to read Ben-
gali, a language in which he had only basic proficiency. Hal-
hed’s Grammar reflects this goal, as indicated by the phrase

“%ﬁfﬁm‘ymaf" (for the benefit of foreigners). However,
subsequent Bengali fonts demonstrate the lasting influence of
A Grammar of the Bengal Language on Bengali typefounding.
The phoneme shapes used in this work set the foundation for
future fonts and played a key role in the development of print-
ed Bengali characters.
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Fig.41.
Fig.42.

Fig.43.

(55]
Engraving of the Bengali cursive hand by Wilkins; Hal-
hed, Grammar, plate facing p. 209

Second font of Bengali types produced by Wilkins;
Halhed, Grammar

Wilkin’s 4rth font: Bengali text; Haughton, Rudiments of
Bengali Grammar

43
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Second Wave: The
Missionaries in Bengal

Serampore Mission Press

The largest contribution to the development of Bengali vernac-
ular typography during the nineteenth century was made, albe-
it unintentionally, by the missionary bodies who were active in
India during this period. Printing in Bengali had started in 1778,
yet printing for the Bengali native population was neglected
and slow. 22 years after that, in 1800, The Missionary Press at
Serampore began its work against these odds. The Serampore
Mission Press played a pivotal role in bringing numerous Indian
languages and scripts into printed form, which had previously
been neglected by the Honourable Company’s Press.

The mission’s primary goal of spreading Christianity in
India required mastering the vernacular languages and print-
ing the Scriptures in local scripts. William Carey, who arrived
in Kolkata in 1793 under the Baptist Mission’s auspices, joined
forces with Joshua Marshman and William Ward [39] in 1800
to establish a printing press in the Danish settlement of Ser-
ampore. Under Ward’s supervision, the press began printing on
March 5,1800, and its first book, Dharma Pustak: Mangal Sam-
achar, was published in 1801, using a typeface cast in Kolkata by
Panchanan Karmakar [Fig.44].

39. William Ward apprenticed to a Derby printer and bookseller Dre-
wry, established a business as a printer, and was for some time editor
of the Hull Advertiser. He later joined the Baptist mission Comitee in
1798, answering his call to help William Carey in his Mission in India.
He sailed for India in 1799.

40. Fiona Ross, The Evolution of Printed Bengali Characters from 1778 to
1978, London 1988, pp. 111-114.

41. Memoir Relative to the Translations (1808), pp. 18-19.

Fig.44. First Serampore Bengali font by Panchanan Karmakar:
Dharma Pustak; Mangal Samachar (Serampore, 1801)

While the 1st Serampore type was not a significant improve-
ment over the 3rd font of Wilkins, Panchanan Karmakar’s
contribution to early Bengali punchcutting was substantial
[40]. Although neither Halhed nor Wilkins mentioned any
native punchcutter, artisan or smiths in their process of making
the first Bengali type, it can be very well assumed that such a
daunting task would have been impossible to complete, es-
pecially in such a small time frame without the involvement

of native skill. And this often forgotten skilful punchcutter is
Panchanan. The missionaries later commented: “Soon after our
settling at Serampore, the providence of God brought to us the
very artist who had wrought with Wilkins in that work, and in

a great measure imbibed his ideas. By his assistance we erected
a letter foundery; ...carry forward the work of type-casting, and
even of cutting the matrices, with a degree of accuracy which
would not disgrace European artists.” [41]

(57]
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Panchanan’s first major project at the Serampore Mission was
creating a Devanagari typeface for William Carey’s Sanskrit
grammar, requiring 700 separate punches. To assist him, Pan-
chanan trained an apprentice, Manohar, who later became his
son-in-law and successor as the master typefounder, working
for more than 30 years at the Mission [42].

The missionaries continued developing new type designs
that significantly improved Bengali typography. Their refusal
to settle for just one typeface per non-Latin script set an im-
portant precedent for the growing number of typefoundries in
the Indian subcontinent. After 1820, the Serampore Mission
produced two notable Bengali text faces. The earlier of the two,
used in the 1829 Dharma Pustak (Bengali Bible), marked a step
towards achieving an optimal type size for both economy and
legibility, with improved consistency in stroke weight and ap-
pealing diagonal stress for a dynamic effect. The rounded “blob”
details on characters like ¥, 8, %, 5, ¥ etc added vibrant points
of interest. Experimentation was encouraged, leading to a mod-
ified version of this, seen in the 1832 Dharma Pustak; Antabhag
(New Testament) [Fig.45]. This version featured a redesigned

[59]
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The missionaries continued developing new type designs that

significantly improved Bengali typography. Their refusal to
settle for just one typeface per non-Latin script set an im-
portant precedent for the growing number of typefoundries in
the Indian subcontinent. After 1820, the Serampore Mission
produced two notable Bengali text faces. The earlier of the two,
used in the 1829 Dharma Pustak (Bengali Bible), marked a step
towards achieving an optimal type size for both economy and
legibility, with improved consistency in stroke weight and ap-
pealing diagonal stress for a dynamic effect. The rounded “blob”
details on characters like ¥, 8, %, 5, ¥ etc added vibrant points
of interest. Experimentation was encouraged, leading to a mod-
ified version of this, seen in the 1832 Dharma Pustak; Antabhag

42. M.H. Khan, Printing in Bengali Characters, 1, pp. 379-380 and II, pp.
466 and 467

Fig.45. Dharma Pustak; Antabhag (New Testament), Serampore, 1832
Fig.46. Dharma Pustak (Holy Bible in Bengali), Serampore, 1832



(New Testament) [Fig.54]. This version featured a redesigned
‘#7 better raphala positioning, and refined vowel subscripts,
resulting in more even text colour. However, while this version
appeared neater, it deviated from traditional Bengali calligra-
phy and indigenous punchcutting styles, aligning more with
European typographic ideals.

The typeface used in the 1832 Dharma Pustak (Holy Bible in
Bengali) [Fig.46] shows the significant progress made by the Se-
rampore Mission Press over three decades. Smaller than its pre-
decessor discussed above, this typeface abandons diagonal stress
in favour of a more consistent design, characterized by thick
headline strokes and an even baseline. The thick downstrokes
of certain characters, like Ba ‘¥’ and Ka ‘%’, provide balance and
contribute to its clean, crisp appearance.

The Serampore typefoundry also improved its metal heading
types. By the 1830 Ramayan [Fig.47] edition, the missionaries
had replaced the crude titling font seen in earlier works, such as
the 1801 Mahabharat, with a more refined and smaller heading
type. This new face more closely resembled handwritten Ben-
gali forms, and the use of woodcut titles in later prints suggests
a growing awareness of the differences between the contem-
porary handwritten script and the printed forms produced by
punchcutters. Between 1801 and 1832, the Serampore Mission
Press published over 212,000 volumes in 40 languages [43],
reflecting the missionaries’ focus on producing large quantities
of material for the indigenous population. While their transla-
tions faced criticism, the quality of their typography remained
largely unquestioned. The missionaries prioritized speed,
economy, and readability in their imprints rather than refining
type design. Although improvements were aimed at enhancing
legibility or reducing costs, advancements in text face design
were modest given the long time span and the reputation of the
Serampore Type Foundry.

Overall, their Bengali imprints display mediocrity in design,
driven by necessity rather than typographic excellence. None-
theless, their achievements in printing were significant.
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43. George Thomas, Missionary Typography in Bengal: The Serampore
Press and the Spread of Print Culture. Routledge, 2011, pp. 58-61.

Fig.47. [A]. Small Bengali heading in the title page of Ramayan,
Serampore, 1830
[B]. Enlarged section of the inside text with the small
cut heading.



The Baptist Mission Press

The Calcutta Baptist Missionary Society, founded in 1817 by Wil-
liam Yates, Eustace Carey, and John Lawson, sought indepen-
dence from the Serampore Mission Press and established its
own press in 1818. Despite early opposition from the Serampore
Brethren, William Pearce set up the printing office using Ben-
gali type initially sourced from Serampore. As demand grew
from organizations such as the Calcutta Bible Society and the
Calcutta School Book Society (founded 1817), the Baptist Mis-
sion Press acquired types and materials from various sources,
including Figgins [44] and other type foundries.

Recognizing the need for self-sufficiency, the press soon
established its own type foundry, with Lawson applying his
punchcutting skills to supervise the production of new fonts.
In 1826, the press published a Specimen of Printing Types con-
taining seven Bengali typefaces, most of which were produced
at the press’s own foundry. These fonts displayed distinctive
designs, with differences that went beyond the usual modifi-
cations for size adjustments. The Bengali types created or ac-
quired by the Calcutta Baptists, especially specimen nos. I
[Fig.48], II [Fig.49], III, and IV, reflect an intentional effort to
bridge the gap between Bengali handwriting and printed typog-
raphy—a gap that had been initially overlooked by the Seramp-
ore Mission [45]. The letterforms in these fonts adhered close-
ly to the stroke sequences of traditional penned forms, showing
a strong connection to Bengali calligraphy, in contrast to the
ones from Serampore as well as Baptist Mission Press V and VI,
which require the pen to be lifted prior to the formation of the
upright stroke, infact the vertical stroke is an upstroke. These
two styles are illustrated in [Fig.50], where A can be described as
a ‘constructed’ letterform, and B and C are written letterforms
in that they do not contravene the customary stroke sequence
of the penned hand.

44. Vincent Figgins, British Typefounder, was an apprentice with
Joseph Jackson. creator of Pica Bangali, discussed later in the chapter

45. Fiona Ross, The Evolution of Printed Bengali Characters from 1778 to
1978, London 1988, pp. 70,143
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Fig.48.

Fig.49.

Fig.50.
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Bengalee No. I Specimen of Printing Types in Use at the
Calcutta Baptist Mission Press. This design is attributed
to Kalikumar Ray.

Bengalee No. IT; Specimen of Printing. Large fount’
designed to print spelling tables for the Calcutta School
Book Society.

Structural differences due to the penning sequence of the
letter-forms



The most striking and innovative of the Bengali typefaces pro-
duced by the Baptist Mission typefoundry is Bangalee No. III
[Fig.51], which breaks away from the standard horizontal head-
line typical of Bengali printed characters. Instead, it incorpo-
rates a curved stroke reminiscent of handwritten forms, creating
a dynamic and fluid effect enhanced by a change in stroke direc-
tion as described in [Fig.50]. The conjuncts are designed as indi-
vidual sorts, maintaining a consistent depth with other charac-
ters, resulting in a well-balanced overall typeface.

Despite its unique curvilinear design and careful construc-
tion, Bangalee No. III did not gain widespread use. This may
be attributed to uneven printing quality, likely caused by loose
printing or poor justification in casting, which led to an incon-
sistent appearance on paper. Additionally, the poor positioning
of subscript vowel signs required more generous line spacing,
making the typeface impractical for regular text use.
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Fig.51.  Bengalee No. IIT; Specimen of Printing.Calcutta Baptist

Mission Press. On the right is a magnification of the

text sample.

46. Richards, Missionary Print Culture in Colonial Bengal, p. 102

Bishop’s College Press

Another notable press and typefoundry associated with a mis-
sionary institution was the one established by Bishop’s College,
founded by Bishop Thomas Fanshawe Middleton at Sibpur
in1820. The College’s first printer, Henry Townsend, arrived
from England in 1823 with a press, types, and other printing
materials, setting up a printing house committed to producing
high-quality vernacular imprints, regardless of their content
or purpose. This approach, unlike other mission presses that
focused exclusively on religious materials, was passed down

to Townsend’s successors, becoming a defining feature of the
Bishop’s College Press [46].
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Henry Townsend also established the Bishop’s College

Press’s own typefoundry in 1826, which became known for its
high-quality typography. The press favoured fonts with a large
number of conjuncts and manuscript ligatures [Fig.52], closely
adhering to manuscript traditions, rather than constructing
letterforms from multiple elements. This preference for manu-
script-style fonts continued until the introduction of mechani-
cal typecasting. Although the exact number of Bengali imprints
from the press is unknown, it is estimated to be over seventy.
Despite its relatively short lifespan (1824-1870), the Bishop’s
College Press made a significant contribution to fine printing in
the Bengali script. One of its standout works, Geet Samhita, The
Book of Psalms in Bengali and English[Fig.53], printed by T. M
Arthur in 1858, is still regarded as a prime example of exquisite
Bengali typography [47].

47. Fiona Ross, The Evolution of Printed Bengali Characters from 1778 to
1978, London 1988, p. 158

Fig.52.  Manuscript-style ligatures in Figgins Pica Bengali

Fig.53.  Geet Samhita, The Book of Psalms in Bengali and English,
printed by T. M’Arthur in 1858, Bishop College Press.
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Early Printing by Locals

At the birth of printing in Bengali, the growth and setting up
of indigenous foundries and native press were very sluggish as
it required a vested interest from the British Company, influ-
encing the Political and religious settings. But it caught up in
the later half of 19th Century with a most prominent example
of Girish Vidyaratna Press (1856 - 1866) whose imprints exhibit
the characteristics of Bengali type design peculiar to Indige-
nous designers.

Despite the often-overlooked contributions of native
artisans like Panchanan Karmakar, Manohor Karmakar, and
Krishnachandra Karmakar, Bengali typefaces crafted locally
differed significantly from those produced by foreign residents
in Bengal. Foreign-designed types exhibited a more rigid, con-
structed look, unlike the fluidity of traditional Bengali callig-
raphy as showed in [Fig.50]. This distinction arose from differ-
ences in design models, tools, and materials. Local craftsmen,
influenced by decorative manuscripts but constrained by metal
and alack of experience in steel punchcutting, often adopted
European type norms. Additionally, foreign clients, familiar
with Charles Wilkins’ fonts, preferred established, standardized
designs. Girish Vidyaratna Press found success emulating the
chirographic metal style of Kalikumara Raya, created for the
Baptist Mission Press [Fig.54].

Early native type foundries mirrored European approaches,
creating a gap between handwritten and printed forms. Though
the intent was initially to mimic calligraphy, Bengali printed
type gradually evolved into an art form distinct from tradition-
al lettering. Pioneers like Charles Wilkins and William Carey,
with limited typefounding knowledge, faced considerable
challenges due to the complexities of Bengali phonology. For
native founders, casting and composing Bengali script proved
even more challenging than the Latin alphabet.

Then there was also the problem of standardisation of alpha-
bets and sorts, which was addressed in two very prominent
works by the founders of Sanskrit Press [48], Madanamohan
Tarkalankar and Iswar Chandra Vidyasagar, being Sishusikhya
[Fig.55] and Varnaparicaya [Fig.27] respectively. Vidyasagar
had contributed extensively in standardising the consonants
and classifying several sorts into conjuncts, which are still in

[69]
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practice today. This ‘simplified’ character set, which was used
to typeset his works, became known as the ‘Vidyasagar sort’
[49].

Initially, typefoundries and presses in Bengal operated within
the same establishments. However, as Kolkata became a key
printing hub in South Asia, independent indigenous foundries
emerged, supplying presses with Bengali type, typically using
a510-character set. Although the quality of typefoundry prod-
ucts has improved over the past two centuries, the design of
Bengali types for text has remained largely unchanged.

48. Founded in 1847; there were several Sanskrit Presses at this time.

49. Benoy Bose, Iswar Chandra Vidyasagar (Delhi, 1965), p. 147; see also
Asok Sen, Iswar Chandra Vidyasagar and his elusive Milestones (Calcutta,
1977), pp- 23-28,148

Fig.54. Type sample of Girish Vidyaratna Press
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50. S. K. Ray, The Story of Typography in Bengal, Seagull Books, Kolkata,
1990.

Fig.s5. Bengali text; Shishushiksya (Kolkata, 1864)

Fig.56. The figure shows two consonant conjuncts with vowel

mark uMatra on bottom and Reph attachment on top,
creating 3-4 tier stacking shown with Linotype Bengali

Problems in Bengali
Handset Metal Type

No definitive character set had been established for Bengali
composition, and even simple texts required several hundred
sorts. The time and cost of engraving so many punches limited
the variety of weights and sizes, and hence also the variety in
styles. Wilkins’ first Bengali fount was reduced to 170 sorts by
reusing common components, while later indigenous designs
expanded the set to over 500 sorts, including frequent con-
juncts and combinations with raphala.

The joining nature of the script did not pose as great a
problem as the three to four-tier nature of the writing system
[Fig.56]. The difficulties this system imposed were overcome
to some extent by reducing the so-called x-height of the basic
consonants, and setting half-bodied, or quarterbodied, char-
acters above or below these to attach vowel signs and compose
conjuncts not available as one sort. The fit was often far from
satisfactory and the process was cumbersome for the compos-
itor [50]. The half-bodied characters and the difficult kerning
characters also necessitated a large amount of interlinear spac-
ing. Composing was therefore a complex and time-consuming
business, in term, making it more costly and difficult to set up
anew press.

Rise Of Linotype Bengali

Introduction of Machine-set Linotype Bengali

Siresh Chandra Majumdar of Sri Gouranga Press, proprietor

of Ananda Bazar Patrika, spearheaded the implementation of
Bengali on a Linotype machine. In the 1930s, Indian newspa-
pers sought to shift from slow flat-bed presses to faster rotary
presses. However, vernacular printing faced challenges as
stereotyping, required for these presses, put immense pressure
on the delicate kerns and interlocking features unique to In-
dian vernacular foundry types. The design of the initial Lino-
type Bengali typefaces [Fig.57] was closely tied to the casting
scheme, making it hard to separate the two. Despite technical

[71]
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limitations, these early fonts retained a sense of liveliness

and spontaneity, though the exaggerated slant later became
problematic. The weight contrast held up well even in small
sizes, but reduced initial consonants were overly thin, and some
complex characters, like ¥(Khya), experienced fill-in. While
the open counters of the base characters improved legibility

in lighter weights, the overall harmony of the design faltered
under close examination. However, the unattractiveness of
several sorts is not solely attributable to the limitations of the
linecaster, but constitutes poor and inexperienced design work.
Shortly after Its introduction on 26 September 1935, Calcutta
University declared the design unsuitable for setting its text
books [51].
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51. G. S. Ray, The Typography of Bengali Newspapers, Ananda Publishers,
Kolkata, 2002.

Fig.57. (Top)Linotype proof of Bengali Light and Bold. (Bot-
tom)Linotype Bengali Light text.

Fig.58. Linotype Bengali No. 2 with Bold Face No. 2.
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This criticism was taken well and a new improved version came
as the Linotype Bengali no 2 [Fig.58]. The most noticeable
change in the updated Linotype Bengali typeface is the removal
of the criticized slant, resulting in a less dynamic but cleaner
design. The flared terminations of vertical strokes no longer
align with the converging strokes of characters like (Ba) ¥, lead-
ing to a stiffer, more upright appearance. However, individual
character improvements are evident, with smoother transitions
between oblique and vertical strokes, resembling handwritten
forms. Despite persistent spacing issues with subscript vowel
marks, the stronger contrast between light and bold styles
marked a significant improvement, and the new designs were
more widely accepted than the earlier version.
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Shortcomings of the Linecaster

The Linotype linecaster, designed for Latin scripts, revolution-
ized typesetting by combining type casting, setting, and justify-
ing in a single operation, significantly speeding up the process.
However, it faced limitations with non-Latin scripts like Ben-
gali as it was primarily designed for latin. Due to mechanical
limitations, the character set had to be reduced to 90 sorts, and
the kerning vowels and the placing of subscript and superscript
marks could not be achieved. [Fig.59] shows the deficiencies

of the Linotype typesetting in Bengali script, compared with
Bengali handwriting. The main issues arose with vowel signs
like f2: (i) and <3 (ii), which could not kern, and subscript vowel
markers like :; (w) which couldn’t be positioned correctly. To
address the significant reduction in the character set, only the
most common conjuncts were assigned to the keyboard, while
the rest were created using components called half-forms [52].
This approach led to text that often differed significantly from
handwritten Bengali and earlier foundry type, as most Bengali
conjuncts deviate from the shapes of the original consonants.
Traditionally, conjuncts are formed by subscribing one con-
sonant to another, but with Linotype, this wasn’t possible, as
half-forms could only be placed side by side. [Fig.60] shows
conjunct ‘ntra’ created with half-forms, in comparison with the
traditional shape.
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As Fiona Ross pointed out: ‘the new technology signified that
the mass production of printing vernacular literature had
become commercially viable, but the cost in typographic terms
amounted to the greatest divergence from handwritten Bengali
character since Charles Wilkins and a future readership unable
to recognize orthodox letterforms’ [53].
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52. A half-form is usually a reduction of the initial element of a conso-
nant conjunct, with no space on the right, to place against the follow-

ing glyph that could be a letter or another half-form.

53. Fiona Ross The Evolution of Printed Bengali Characters from 1778 to

1978, London 1988, p. 377

Fig.59. Comparison of hot metal Linotype Bengali [A] and

digital photocomposition Linotype Bengali [B], where
the problems of kerning and superscripts alignment

were solved.

Fig.60.  Example of conjunct ntra build up with components in

hot-metal typesetting
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Move to Linotype Digital
Photocomposition

Anandabazar Patrika [54] used this typeface until 1981, when
it was replaced by digital photocomposition Linotype Benga-
li. While it would have been logical to base the new typeface
on the original drawings of hot-metal Linotype Bengali No.

2, Fiona Ross and her team recognized the shortcomings of
the hot-metal version. They successfully persuaded ABP to
re-evaluate the design of all the letterforms to achieve qual-
ity comparable to that of Latin fonts typeset from the same
device’ [55]. The hot-metal typeface served as the foundation,
but Fiona Ross conducted extensive research into old Bengali
manuscripts and printed books. Her goal was to find models
for a fresh, new design and to identify errors in the letterforms
caused by ignorance or technological limitations. Ross also
requested samples of the foundry fonts previously used by
Anandabazar Patrika and received specimens, including Ben-
gali foundry type No. 2 [Fig.61], for reference. Part of Ross’s
research was devoted to the choice of the character set. She
reintroduced letters that had fallen out of use with the custom
of the hot metal machines, specially some ukaranta forms (liga-
ture forms with vowel signs u and uu) [Fig.62].

¢

Fig.61. Part of the font synopsis of Bengali foundry type n.2, still
employed by ABP for headlines at the end of the 1970s. Author
and date unknown. Non-Latin TC, DTGC.

[77]

54.Anandabazar Patrika is the biggest Newspaper publication house in
West Bengal, also owning Ananda Publishers for books and magazines.

It has a very big influence on the printed Bengali since 20th century

Bengal.

55. Fiona Ross The Evolution of Printed Bengali Characters from 1778 to

1978, London 1988, p. 308

56. F. Ross, Non-Latin Type Design at Linotype, 2002.

Fig.62.  Top line shows some Ukaranta forms.Bottom line some
conjunct and rakar forms that fell out of use with the
hot metal fonts but were prevalent in foundry type, set

in Figgins pica.

Fig.63.  Examples of subscribing vowel marks with accurate

positioning.
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After finalizing the design direction, Linotype employed Tim
Holloway, an English freelance designer and former employee,
to collaborate with Fiona Ross and handle the artwork. Native
Bengali speakers, including members of the ABP group and Dr.
Tarapada Mukherjee from SOAS (India Department, School

of Oriental and African Studies, London University), provid-
ed additional input on the letterforms and character set. Dr.
Mukherjee also reviewed the artwork before digitization. A big
achievement of the software engineers was the positioning
tool providing X and Y coordinates for vowel marker placement,
‘rather than requiring them to be systematically centred, sub-
scripts and superscripts could now be positioned with greater
accuracy’ [56] [Fig.63]. The design process offered more cre-
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(B]

57. Note by Tim Holloway enclosed with some drawings sent to Lino-
type for frisket cutting on 10 February 1981. F. Ross, The printed Bengali
character, p. 207

Fig.64. Front page of the daily Anandabazar Patrika typesetted
on Linotron 202, 4 June 1983. Non-Latin TC, DTGC

Fig.6s5. Linotype Bengali justified text, samples, 36 pt. 1991.
Non-Latin TC, DTGC.

Fig.66. [A). Finished inked letter-drawing on film for vowel
sign i of Linotype Bengali; on the back the 54 units grid;
ca.1980. Non-Latin TC, DTGC.

[B]. Inked letter-drawing on paper for Linotype Bengali
by Tim Holloway, 1979. Non-Latin TC, DTGC

ative freedom than previous technologies but was still limited
by technical constraints. All characters had to be drawnona
54-unit grid within the em-square, with an additional 9 units
reserved for kerning. However, this kerning allowance was
insufficient for f7:(vowel signs i) [Fig.64] and £A(vowel signs ii).
To address this, the {2: (ikar) was offset by 9 units in addition to
the kerning. As Tim Holloway explained, characters ¥ (ba) and
© (ta) were used as spacing guides for the rest of the alphabet,
ensuring a balanced look between ¥...3" and %5...%’ [57].

Anandabazar Patrika began using the new typeface in the
spring of 1981 [Fig.65]. The ABP group was pleased with the
outcome, though the difference from the previous hot-metal
Bengali No. 2 was so significant that it can be considered an
entirely new design.

One of the most significant differences in the new typeface,
compared to the previous hot-metal version, is the redesign
of the vowel signs. The hooked ascender of the ikar (f:) bene-
fits from the generous kerning possible in photocomposition,
and the aakar (1) was restored to its traditional form with
an upstroke above the headline. This upstroke is consistently
applied across all characters with a similar right-hand struc-
ture, including the loop of the iikar (:3), which was designed to
connect with the upstroke, mimicking a common calligraphic
practice [Fig.66].
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60. A Swedish-American type designer who grew up in Bangladesh,
currently living in Dhaka. He specialized in Bengali script. Bangla
Type Foundry, banglatypefoundry.com

61. Jacob Thomas, Linotype Clones in Bangladesh, banglatypefoundry.com

Fig.68. Comparison of Figgis Pica(A) Linotype Bengali (B),
Shree Lipi 550 (C), Summit Geetanjali (D) and Suton-
nyMJ(E). It is indisputable that C, D and E are clones of
Linotype Bengali.

Overlapped characters of Linotype Bengali, Figgins
Pica, Sutonny M] and pre 1981 Foundry Type Specimen.
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Linotype Bengali

SutonnyMJ

(85]
Homogenized Bengali text

Amidst the wide variety of hand-painted signs, wall slogans,
and lively public spaces with rich lettering traditions, itis a
hard-hitting realisation that almost all of the printed text (ir-
respective of the medium of paper quality) is set in Linotype or
one of its look-alike.

Not only the products of ABP group but all the rest of the
newspapers, magazines, posters, public signs, marketing bro-
chures, postcards, maps, etc printed in the Bengali script are all
set in a descendent of the Linotype Bengali [Fig.71]. This lack
of variety is a burden from the past decade as, due to technical
limitations, everything was printed in the same fashion, thus
people’s lack of discrimination in the book shops between dif-
ferent kinds of publishing. ‘Typefaces are semiotic markers. We
do not want the same fonts for a publicity brochure, a film post-
er, a scientific journal and a popular novel. [...] Bengali metal
types and calligraphy (as evident in cards, publicity and book
covers) had reached a high stage of development during the last
century as did illustrations. [...] However, the growth of large
media meant standardization of fonts and appearances. This
was true of the days of Bengali Linotype. With the advent of
computerized composition this problem has been accentuated,
with copyright violations and the homogenized look of publica-
tions. The semiotic value is all but lost, misleading buyers and
readers’ [62]

An entire generation has seen nothing but one text face.

Fig.70. 62. Swapan Chakravorty, professeur at Jadavpur University. Email to

Overlapped characters of Linotype the author, 26 August 2014. R. Olocco, Linotype Bengali and the digital
Bengali in blue and SutonnyM] in red Bengali typefaces, UOR, 2014, p.p.58



(86] (87]

Fig.70. Homogenity in Bengali text across all kind of publica-
tions using Linotype Bengali or some derivative.
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Digital Bengali typefaces "
of the last decade

Over the last decade, there were significant improvements in

the Bengali typefaces available for use in regular text. Fig.71

lists some of them with the designers, foundry it was published

and the published date respectively. Most of them were able [C]
to solve the requirements for rendering the complex script

through opentype features and character limitations were no

longer a problem. But still fresh new takes on the script ( for

contrasted typefaces especially), which strays away from the (D]
linotype model in terms of concept or the drawing is very rare.

With growing interest in Indic type design, we have seen very

well-drawn faces from some of the international foundries

and works from Indian type foundries like Indian type foundry, (E]
Ektype and Universal Thirst are commendable.

On the other hand, a closer look at the font libraries of some

of the popular local typesetting vendors like Shreelipi [63]

[Fig.72] and Indica Unicode[64], or font vendors like Lipighor [F]
[65] shows a diverse range of unicode and ANSII fonts, often

influenced by calligraphy or sign-painting traditions [Fig.73].

Although these fonts in most cases lack the typographic qual-

ity, as the focus is more on quantity over quality but are inter- (G]
estingly indicative of the native readers perspective towards

cursive and more expressive letterforms. This also proves the

question of readability and familiarity of the cursive structure.

So, studying this display fonts and the vernacular letterings, (H]
sign paintings and the cursive handwritting, with an in-depth

typographic research, with considerations for use in small

size for better legibility may be a solution of creation of a new Fig.71.  Some of the Bengali typefaces released in the last decade.

Bengali text face. . ) . ) .
[A]  Tulika Bengali [D] Noto Serif Bengali [G] Sarvatrik

Jyotish Sonowal Indian Juan Bruce, Universal Thirst, Joana Ranito,

Type Foundry, 2012 ITF & Monotype, 2019 Kalapi Gajjar
63. Indic typesetting software; a multi-script font package and key- [B] Adobe Bengali [E] TiroBangla Universal Thirst,
board handler by Modular InfoTech Ltd. Neelakash Kshetrimayum John Hudson, Fiona Ross 2021
64. A typesetting software offering various keyboard layouts and Indic Adobe Originals, 2014-17 Tiro Typeworks, 2020 [H] Graphik Bangla
fonts compatible with Microsoft and Apple operating systems devel- [C] Aikya [F] Noort Bengali Arya Purohit,
oped by the Delhi based company, Summit. Neelakash Kshetrimayum Juan Bruce Commercial Type,

65. Popular Bengali font foundry established in 2018. Brand New Type, 2015 Typetogether, 2021 2024
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Fig.72. A page from the Modular Infotech’s Shree Lipi soft-
ware’s bengali font catalog

Fig.73.  Alinoor Shoukhin by Md. Alinoor Islam from Lipighor
library, inspired by cursive writing.

Fig.74. Niladri Rongtuli, display font inspired by sign painting
styles by Niladri Shekhar Bala from Lipighor Library.



Availability of different
weights & styles

Most of the typefaces in Bengali hardly consists of more than
two weights. Although a change can be seen with the newer re-
leases but still its very rare to have different widths or styles for
a complete typefamily befitting editorial purposes. Anek Bangla
(2022) [Fig.75] from Ek Type is a beautifull example breaking
this norm.

Proposing Bengali italics is as oddly Eurocentric as apply-
ing terms like ‘serif,’ ‘sans-serif,” or ‘roman’ to Bengali typog-
raphy. This approach disregards Bengali’s unique typographic
history, imposing a foreign tradition onto it as terms like “serif,”

“sans-serif,” and “roman” in the Bengali contex. However, a
reactionary purism that aims to remove all outside influence
overlooks the natural cross-cultural exchanges that enrich
many traditions. Italics, for example, have become integral to
Bengali typefaces today, adding depth and expression to text.
While italics ((5%%) are not a traditional element of Bengali
typography, they are increasingly common in mainstream Ben-
gali publications, such as Biswabharati University Press, Bangla
Academy dictionaries. However, current italics are typically
simple oblique forms of regular text [Fig.76], making them dif-
ficult to distinguish and affecting readability and aesthetics. De-
veloping a distinct, stylistically differentiated italic form could
improve both legibility and the visual harmony of Bengali text.
Adressing this problem, Jacob Thomas on his Bengali Italics?
blog suggests that, “a curvilinear headline/matra seems very
appropriate for Bengali italics and a simpler rounded urani
ascender which doesn’t curve upward at the terminal, and sim-
ilarly simpler raphalas” [Fig.77] [66]. It would be interesting to
look closely at handwriting samples for this cursivity.

66. Bengali Italics?, Jacob Thomas, Bangla Type Foundry, March 29,
2016, [https://banglatypefoundry.com/bengali-italics/]

Fig.7s. Anek Bangla released in 2022. This project is collabora-
tively designed & engineered by Ek Type, It is a multi
script type family in 10 scripts with multiple widths and
weights, Bengali designed by Sulekha Rajkumar.
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Fig.76. [A]. Tiro Bengali Regular and Italics by Tiro Typeworks.
[B]. Galarda by Black Foundry

Fig.77. Cursive Italic exploration By Jacob Thomas, Bangla
Type Foundry, March 29, 2016
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Vernacular letterforms

Looking at vernacular letterforms offers valuable insights into
originality, drawing from posters, book covers, shop signage,
90s comic books, and older editorials. A dominant feature is
the use of cursive forms, often avoided in early foundry types
due to the difficulty of cutting wavy headlines in metal type.
In handwriting and calligraphy, however, this fluid structure
enhances readability and expression. Another key style is bold,
blocky letters for titles and book covers, influenced by linocut
and papercut techniques, popularized by the Bengal School of
Art as a counterpart to German Expressionism. Editorial lay-
outs from the 1960s and 70s combined hand-lettered titles with
metal type, creating dynamic compositions—later replaced by
standardized Linotype-style typefaces in the digital era. Com-
paring these varied forms with today’s editorial typography,
the uniformity feels rigid and uninspired. Addressing the gap
between vernacular type, chirography, and conventional type-
faces could lead to fresh, original designs.

Fig.78. An assortment of vernacular lettering and signages
ranging from lettering on public buses, shop sign, stone
placards for house signage etc.
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Fig.81. Collage of bengali movie titles over the years since 1950’s



At the conclusion of this research, I find myself at a compelling
intersection between expressive, culturally rooted forms in
Bengali and the need for a functional approach to an ongoing
challenge. This study has deepened my appreciation of the
free-spirited essence of the Bengali script, enriched by centu-
ries of cultural synthesis, and strengthened my understanding
of designing a biscriptual type system that balances a robust
Latin with a nuanced Bengali.

I had the opportunity to interact and conduct interviews
with contemporary Bengali designers and publishing houses
exploring the current landscape of Bengali typography and the
importance of biscriptual systems in modern communication.
A key insight was the limited diversity of typefaces suited for
different publication needs in Bengali—a limitation shaped
by western perspective and technological constraints. This
historical perspective has highlighted that today’s evolving
font technologies present a timely opportunity to revisit and
redefine the ideal printed form of Bengali characters. This can
mean bringing the typeforms closer to vernacular chirography,
a very unorthodox approach to some or potentially incorporat-
ing a secondary slanted script in Bengali to play a similar role as
Italics does for Latin in a typographic system.

I hope this work will be a valuable resouce for Bengali type
designers and graphic designers alike, and bring a new pespec-
tive on the possibility of Bengali typography.
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PART II:
DESIGN PROCESS

Manik

A Multiscript Typefamily of Expressive
& Dynamic humanistic forms inspired
by Vernacular Bengali Writing.

Arnab Chakraborty
[EsadType 23-25]




Reads Shree Shree Durga Sharanam which translates to “Praise to God-
dess Durga”.

This is an tribute to the traditional way of starting a book or manu-
script by praising and dedicating the work, by writing the name of a
God or Goddess in the Manuscript writting traditions of Bengal.




Ijoined the EsadType program with a proposal for a mul-
tiscript family that explores expressivity in Bengali letter-
forms and translates into a equivalent latin design. But as

I researched more with the guidance of my teachets in the
program, I started questionning deeper the need for such a
design. I asked myself ‘what does expressivity really means?’. 1
had always been intrigued by vernacular letterforms around me
and as I started to put my references of movie posters and book
covers by Satyajit Ray, of which I was fond of all along, I soon
figured out what a opportunity this can be. The problem of
homogeneity in Bengali text typefaces were always there in my
subconciousness, but with more historical research, it became
clear that the answer for diversity can be figured from all these
vernacular souces. I realised that I want to design a functional
type that is dynamic like the handwritten text. This was the ex-
pressivity that I wanted to explore. In doing so I can also break
away from the rigid letterforms prevelent in text typefaces.
Soung interesting, right?

Well, drawing the typeface wasn’t a easy one. Although
few months into the program, I knew what I was looking for,
but how to achieve that was completely a new challange. I had
to learn how to pragmatically approch the problem and trans-
late the ideas into a drawing. Drawing a multiscript was also a
challange. And as per advices, I undertook experimenting and
drawing both the scripts in parallel, sometimes independent
or other times influenced by each other. At times I felt really
lost but thanks to the guidance and support of my teachers and
colleagues, I survived through. Manik is still a long way from
completion, but now at the end of my EsadType programme I
can comfortably say that I am satisfied with the solution. And
here’s the process that lead me to this point.




1 Presenting my initial research on 23rd November, 2023,
EsadType, Amiens




Lack Of Diversity in Text

With an indepth look at the current scenerio of Bengali typog-
raphy, I decided to answer the most relevant and overarching
question, that of diversity for the text sizes. As the Bengali type
market is oversaturated by the Linotype lookalike typefaces,
the more intersting phenomenon is that the bengali readers
have also grown largely accustomed to reading with this style
of letters, making them somewhat desanitized towards the
homogeneity present in bengali text. This can be understood
by a fictional situation for Latin, where every book, newspaper,
poster and other print media would be dominated by Caslon.

I feel this is very unfair to the Bengali readers to not have a
different voice with different designs, which vary aesthetically
from this Linotype model, for different types of publication.

It is also an interesting problem to address. The Bengali
readers have very little incentive to change the text as they
have been exposed to this very rigid shapes over two centuries
of printed type. But they are also posed with this rich heritage
of vernacular type in forms of lettering for posters, wall signag-
es, letters on public transport and so much so that the typical
handwritting forms are very much different then this printed
type. Although it can be argued that the cursive handwritting
is usually different than the printed characters for almost
every script including Latin, but this is a fact that almost all the
official documents till a decade ago was handwritten instead of
prints. We Bengalis are so used to reading a more fluid cursive
style and as contrary to Latin, the nature of Bengali script itself
is cursive. So it can be argued that the cursive stucture isnot a
downgrade on legibility , but its merely a habitual preference to
choose a ‘Linotype’ like structure for text.

With these knowledge, I dived into looking for a new aes-
thetic for the Bengali text as my first focus for my typeface.

1. Jacob Thomas, Bangla Type Foundry, [https://banglatypefoundry.
com/linotype-clones-in-bangladesh/], Retrieved 06 Feb, 2025
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2. Tolearn about more of
these manuscript refer-
ences please refer to p... of
the Part I: Research.

Looking For a
Dynamic Textute

My first challenge was to question what is originality in a text
type. A very obvious choice was to look on to the handwritten
manuscripts from late 18th Century — 19th Century to trace
back the structure of Bengali letterforms. Although deciphering
the scructures needed an overall understanding of history of
the script as many letters vary widely depending on the region
the scribes were from in Bengal. I sampled letters from manu-
scripts like Kavacasamgraha(1750) (fig.1], Mahabharata(1791) [2]
to name a few, to understand the ductus of the letters. A very
important document that helped me further was the Princi-

pes ou Vocabulaire Bengaly [fig.2], a Bengali writing book that I
found in the archives of Bibliothéque nationale de France.

o1

02

Fig.1.

Fig.2.

[13]

Excerpts from Kavacasamgraha by Kalikantha Sarmman
(scribe), 1750, Kislak Center for Special Collections,
Rare Books & Manuscripts, Ramamala Library 768

Page from Principes ou Vocabulaire Bengaly, 1801, Biblio-
théque nationale de France. Département des Manu-
scrits. Indien 739
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While looking at the manuscripts, I noticed how
the letters are fluid and vary in forms depending
on their position and the letter cluster. The cur-
sivity of the structures results in many differences
in the ductus, especially for letters like — N (sa), ¥
(ssa), % (ka), & (ja), B (ii) & B (tta) [fig.3].

03

AT

04

09
05

Fig.3.  Structure od the letter % (sa) showing a loop in the
L Q—\ (\ mouth because of a cursive continuous writing.

91 \ @ \ N @ l @ Word written with Linotype Bengali for reference
Q Q Fig.4.  Differences in the structure of letter & (ja) in manu-

script samples and Linotype Bengali

06 07 Fig.s.  Word clusters in manuscript and Linotype Benagli.
Interesting thing to notice is the structure of & (la)
in the 19th century manuscripts being different from
modern structure as can be seen in Linotype Bengali.

W Fig.6.  Structural Difference in ¥ (ssa)
° Fig.7.  Initial form of © (bha), tail of the letter connected with
the headline.

Fig.8.  Difference in the flourish in B (ta) with deep connec-
08 tion with the body.

Fig.9.  Kalika Purana, Sivarama Ghosh, 19th century, Biblio-
théque nationale de France. Département des Manu-
scrits. Indien 718, example of fluid shapes
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The cursivity also gives rise to a wavy and ondulating headline Z Y }z h
[3]. Because of this prominent feature of the written script, I EXp 0 7" Z ng T r 0 Z«lg
also find it easier to read as my eye is guided from one character
to the other in a more fluid and organic manner [fig.10]. This S ke t Ch eS
to me is a very expressive feature in Bengali that is very less
explored in type intended for text.

1
10
12
Fludity
O\ &l yrl(a RS C.\{q;qul Q:’iﬂ 91@ ‘% @ﬁﬂf\w\[ I started to sketch with flatblush as I enjoyed working with it in
= R a initial exercise with my teacher Patrick Doan. Soon to realise
CHITAOIG A l331 |L‘]a O[RCOR [\ | i % that the structure was too stiff compared to my references as
I wasn't used to drawing Bengali with it. But the phase helped
3. Headline or Matra is the running horizontal line from which the {‘ne abundantly.to hone my skills Wlt}% t.he _t°°1 and understand
bengali letters appear to hang from. For better understanding of Ben- its nuances which provefi tobe b?neflaal in the later stages.
gali type nomenclatures please refer to the glossary of Part I: Research. I moved to sketch with flat nib pen to explore the fluid
rounds in Characters like @ (la), © (bha), ® (uu), % (ha) etc as
Fig.io.  Comparison of cursive structures with weavy headline

they played a major part in cursivity of the script. This round
characters also inform the more straight <1 (akar) . It was in-
teresting to also note how this can effect the diagonals in ¥ (ra)
Fig.12.  Preliminary sketches exploring Flat nib pen, 14.02.2024 and ¥ (yya), which other wise can be very stiff and diagonal.

with more stiffer Linotype Bengali.

Fig.11. Sketches exploring Flat Brush, 28.01.2024
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Figa3.  Taking the fluidity in the structure forward, I tried to incorporating
the wavy headline in these sketches.Dated between 12rth-24rth March.
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Fig.14.

Fig.15.
Fig.16.

Exploring Expressivity Through Speed

Looking for a more dynamic texture, I sketched
without the inhibition of the tool, but more
working with the speed, letting the hand freely
embrace the rounds and strong diagonals in the
script. The result was more free-flowing. But the
challange was how to convert this into a system
to work as a typeface which is equally legible and
also somewhat considers the reading habits of
Bengali people.

14

Sketches exploring speed with different flat nib pens
from taking a typecooker approach to more freehand
approach, 26.03.2024

Sketches with increased speed, 17.03.2024

An except from Indrajal Bengali comics dated June, 1983

(21]

Looking for Legibility in handwriting

I was also looking at Bengali comic books from the 1980's to
early 2000's. This featured handwritten text as opposed to the
very homogenised Linotype Bengali featuring comic books af-
ter 2010. This writting styles adapted for condensed spaces and
small size, often simplified the structure for legibility while
mantaining the dynamic nature of the script.

16
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17

Fig.17.

Fig.18.

[A]. Except from Amar Chitro Kotha, no.365, Bengali
comics dated August, 1986 showing a writting sample
with more simplified upright monolinear structure.
[B]. Another except from Amar Chitro Kotha, no.365,

1986 showing cursive writting with slanted letterforms.

[C]. An except from Amar Chitro Kotha, no.689, Bengali
comics dated August, 1998, showing a more conven-
tional cursive handwriting structure with no slant

Sketches influenced from simpler letterforms of comic
book writings, 8th May 2024.

(23]

18
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Digitizing —
Defining a Direction

Sorting the Structure

The first digitization was done from a tracing [fig.19] of a
sample text from the manuscript Kavacasamgraha [fig.o1].
Although I was trying different approaches through my flat nib
sketches but I couldn't achieve a lively feel like in this manu-
script. I did a quick correction on harmonizing the base height
the characters and transferred it to Glyphs [fig.20]. The result
was very interesting, but I wasn't fully sure if I would like to
take this direction as the challange was to tanslate this into a
contemporary drawing that doesn't look outdated and simply
mimic the manuscript.

So I modified it into a more simpler structure influenced by
my sketches from comic book writtings [fig.21]. I kept the sligh
shift of weight and contrast in the terminals and the headline.
This was a distinct feature in the manuscripts, reminiscent of
the pressure and movement of the tool, bringing dynamism
in the letters, a quality I wanted to preserve this quality in my
drawing.

This peliminary explorations led me to some key focal
points to guide my drawings further:

i. The structure should come from the cursive
handwriting traditions but also consider some
Linotype like improvements for better legibility
and clearity.
ii. The ducutus should be clear in the letterforms.
iii. Emphasis on movement.
iv. Distinct cursivity in the headline
With these guidelines, I moved forward towards the next set of
drawing iterations.

Fig.19. Letters traced from the 18th Century manuscript
Kavacasamgraha, 28.03.2024

Fig.20. First draft based on the traced manuscript letters.

Fig.21.  Asecond version drawn with simplification on the
structure yet preserving the nuances of manu-
script writing .

36 pt

12pt

02.04.2024

21

42 pt
02.04.2024

42 pt
06.04.2024
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Reduction

The next step was to work out from the preliminary drawings
to dive into more typographic details, tying to find a vocab-
ulary; how the terminals end, What is the curve tension etc. I
looked at contemporary projects like Frijky by Neelakash Kshet-
rimayum and Noort Bengali by Juan Bruce [fig.22]. The resulting
drawing [fig.23] was promising but still showed traces of the
raw tool which I wanted to get rid of to achieve a more clean
and contemporary look. This lead to more reduction of the
details, distilling it to only the nessecity details for conveying
my focal points.

22

Fig.22.  [A]. Multiscript typeface Frijky, Reading MATD 2010
project of Neelakash Kshetrimayum
[B]. Juan Bruce's Noort Bengali, released by Typetogeth-
erin2021.

Fig.23.  18th May drawing, details with angular and sharp cuts
to exagerate the tool behaviour in a more typographic
vocabulary.

Fig.24. Comparison between the above mentioned vertion and
one drawn on 4rth of June with reduced details, deeper
connections but keeping the same feeling.

(27]

72pt
18.05.2024

72pt

04.06.2024

36 pt
04.06.2024
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Translating Fluidity

Altought the drawing from 4rth of June was a move forward
but I wasn't still convinced with the texture it created in the
text. Taking the manuskript references studied earlier, I tried
to emphasize more on the wavy matra(headline) and deep or-
ganic connections. I made them fluidic with smooth teatment
on the curves making them fast or slow depending on the lengh
of the connections [fig.26]. My teachers also encouraged this
direction and suggested to explore brush calligraphy

25

Fig.25.  [A]. Excerpt from Secrétaire Bengali, vol.1,1779, Biblio-
théque nationale de France. Département des Manu-
scrits. Indien 725,
[B] Lettering from cover of Soumendra Nandi's Book, 1992

Fig.26.  Showing details of the drawing from 12th June.

Fig.27. Comparison between text set with the 4rth June ver-
sion[A] and 12th June version[B]
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“Remember structure & tool
are different.Don’t let the
tool dictate the type”

— Patrick Doan

Drawing a Dynamic Text

Over the summer holidays, I went back to sketching and choose
a flatbrush to capture the softer fluidic turns in the headline
connections and added stroke modulations with changing of
the brush angles to create it more dynamic.

Taking these features from the sketch, I refined my draw-
ing from 12th June, reducing the weight and making the details
more finer and cleaner, fit for a text cut. I added more charac-
ters to test it a real text and editorial scenario.




I developed 2 different versions [fig.29] and interpolated them
trying to find a good amount of contrast. I compared it with
Linotype Bengali, which I found to have very high contrast.
Generally all the contemporary fonts follow more or less this
formula as it became a standard after its wide adoption due to
use in all major publishing houses. I examined more to learn
that the low contrast in Linotype Bengali is becauseof it's
intended use as a newspaper font primarily. This contrast helps
compensate for the ink bloating in newspapers.

I chose to go for a more contrasted model as it fitted a
wider editorial context. The weight is also little heavier. This
was an intentional choice, as I was designing it for book type-
setting, where a slightly sturdier structure would ensure better
readability and durability in long-form text. The low contrast
helped maintain a consistent texture in paragraphs, making it
comfortable for extended reading.

29 Version with Less Contrast Version with More Contrast
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Fig.29. Comparison of the drawings from 24rth August with
different contrast and text set in Linotype Bengali.




Figgins Pica

Satisfied with the overall direction for the Bengali Text, I fo-
cused more on the details and optical weight balancing. Look-
ing back at popular references of text typefaces, I found the
proportions of a 19th century metal type Figgins pica [fig.30]
working really well in terms of legibility in book typesetting.
Especially the proportions in conjuct shrinking and weight dis-
tribution in the blobs make it very comfortable reading without
compromising base height.

30

Fig.30. Specimen of Bengali Pica on body, V. &J. Figgins, New
Specimens; Oriental Types (London, 1884)

Fig.31.  Analysis of Figgins Pica Body in The Bengali letterforms
proportion analysis, by Riccardo Olocco, March, 2014

31
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Alternates & Conjunct Characters

Next, I refined the structure of some characters by deepening
the connection of the flourish and matra(headline). This en-
hanced the script's cursiveness feel and created a more dynamic
texture in text. Looking back at my references, I also designed
alternates to test their behavior in text. [fig.33]

Bengali conjuncts are structurally complex and denser in
stroke weight. Drawing from my analysis of Figgins Pica, I fo-
cused on achieving a well-balanced optical weight for conjuncts
and began integrating them.

Conjuncts play a crucial role in defining the final texture
of Bengali text, significantly altering its rhythm compared to
compositions using only base characters—something rarely
seen in real-life text. The process of drawing conjuncts from
the basic glyphset was challenging, and I still have a long way
to go in perfecting them. However, given the scope of this pro-
gram, I am quite happy with the results so far.
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Fig.32. References for 8 (i) and & (ha) from Principes ou Vocabu-
laire Bengaly, 1801

Fig.33.  [A]. Text set in Figgins Pica
[B]. 14th September drawing, deep connections in urni
(flourish) & matra(headline) in B (i), % (ii), 3 (ha), 8 (u)
[C]. 215t September drawing, Alternate characters
(ss10) and positinal forms for @ (o), @ (ou), T (ma), X
(uu) and ¥ (pa), 8 (o) respectively

Fig.34. [A]. 8th October drawing, Conjunct Characters
[B]. Text set with The 8th October version.
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Harmonizing the Details

I continued harmonizing the details, optically balancing the
weights, especially in the ascenders and descender marks. I
made the counter shapes more stable by stripping out any un-
neccesary details that made it distracting in a regular continous
text. Below are some of these changes that I developed over the
next months.

\S
42pt
07.09.2024

i%  Inthisversion. I diagonal stroke in ¥ (sha) is stiffer and connects lower with the stem. The
matra connection of 3 (tta) is made shallow. The signs ~ (chandrabindu) & reph is havier.

=
42pt
08.10.2024

5% Ichanged the middle stroke of ¥ to be more curvy with the flow of the ductus making it more
organic. I made (27 (ou matra) flourish a bit higher to resolve clashing but it made for in-
creased leading. Harmonized the matra connection of 8 (tta) and made it deeper.

4
42pt
24.10.2024

1% Changed the structure of conjunct & (ssa-ta) to a more manuscript style, changed the propor-
tion of &7 (la) and weight in its blob. Reverted back the (7 (ou matra) flourish and made it
shorter instead. Made the sign chandrabindu lighter to optically harmonize and added curve
in the exit stroke of reph. I also reduced the weight in the descending vowel marks.Increased
the counter space in EN(ti-matra) ascender.

4
42pt
17.12.2024

i5  Changed the curve in the diagonal strokes of ¥ (ssa), ¥(ka), ¥(ba), &(dha) etc and their
conjuncts. This makes the counter space more aity and make a more stable shape suited for
continous reading. Made the reph mark shorter to make it less dense in the ascenders.The
right ascending of (fi-matra) is also less curvy and more stable.

Vowel marks

10 pt
28.12.2024
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I worked the vowel marks with required anchor
placements and making alternates for resolving
overlapping with ascender shapes. I also made
the u-kar & uu-kar shapes for nesccesary glyphs.
I also harmonized the Rakar forms.

SR EEAVR R EILE PRI STe )

Fig.35. Texture of text in 10 pt, composed with the drawing
from 28th December

Fig.36. [A]. different vowel mark placements with the mark to
mark feature, shown with the base letter % (ka)
[B]. Few of the rakar forms with their base charac-
ters. In the rakar forms the base characters has to be
shrinked to keep the base height consistent and the
rakars also have to be adjusted optically and in length
according to the character width
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07.01.2025

Exploring Weight Axis

I achieved aregular text weight that was slightly heavier than
Linotype Bengali due to its lower contrast, as I designed it for
book typesetting. By the start of December, I started exploring
the weight axis, developing an ExtraBold master to push the
limits of weight.

As the strokes thickened, I had to increase the contrast to
prevent the counters from clogging and to maintain clarity. I
created an experimental optical axis to test and arrive at the

good contrast for the extrabold, supplementing the text regular.

Another challange was to preserve the curve tension while

drawing the heavier version. Additionally, I reworked the spac-
ing between characters, ensuring the text retained
37 abalanced color across the page. Since heavier

weights tend to appear optically denser, careful
spacing adjustments were necessary to avoid an
overly dark or uneven texture. After achieving a
nice color for the Extrabold, I did interpolations
between the two masters and made several test
documents to decide the correct values for the
Medium, SemiBold and the Bold. After proofing
the text, I realised the bold weight is better suited
to use with the Regular, so exported the instance
and balanced the shaped further.

Fig.37. Bengali text masters: [A] Regular & [B] Extrabold

Fig.38. Interpolation of Contrast Axis. after proffing in text I
decided to settle with +132 for my Extrabold

Fig.39. Text sample of Interpolation resulting in the weight
styles: Regular, Medium, Semibold, Bold & Extrabold.

Contrast
+100

Contrast
+132

Contrast
+150

Contrast
+200
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Additionally, I also explored extrapolation and created a

Light master, ensuring it harmonized with the overall family.
Throughout the process, I worked on both Latin and Bengali in
parallel. However, to keep the narration structured, I will dis-
cuss the Latin side in the next chapter. The two scripts natural-
ly influenced each other, ensuring a harmonious coexistence in
a bilingual typographic context.

I created proof documents comparing the text density between
Latin and the Bengali and realised that the Bengali need a bit of
more tracking between characters as Bengali is already denser
in the texture when compared with Latin. so I created a proof
document with a range of tracking values before arriving at a
optimum spacing that makes both the scripts appear optically
balanced in the color. I had to rework the connections from Ma-
tra to compensate for the extra space to make them seamless
as in Bengali the the script was connected. But it achieved the
overall intended result.

Text Light
72 pt

Text Regular
72pt

Text Bold
72 pt

Text Extrabold
72 pt

26.01.2025

Fig.4o. Extrapolated Light weight with Regular, Bold and
Extrabold, 26th January, 2025
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Challenges in a
Bengali-Latin Family

One of the most challenging aspects of my type design journey
was finding harmony between Latin and Bengali, ensuring that
both scripts not only functioned well together but also retained
their distinct typographic identities. This wasn’t just about
making them visually compatible—it was about respecting
their inherent structures, calligraphic traditions, and historical
evolution while still creating a unified system.

Bengali, with its origins in reed or bamboo pen writing, has
a stroke logic that contrasts sharply with Latin’s broad-nib pen
construction. The angle of contrast in Bengali is naturally op-
posite to that of Latin, which meant I couldn’t simply apply one
system’s logic to the other. Instead, I had to rethink contrast
placement, stroke modulation, and letter proportions in a way
that allowed both scripts to feel like part of the same family,
without distorting their natural forms.

To tackle this, I studied existing multiscript typefaces,
observing how designers approached the challenge of balanc-
ing different writing systems. Conversations with one of my
mentors Hugues Gentile and Noopur Datye of EkType helped
me break down the problem into key considerations: weight
distribution, contrast levels, and overall personality matching.
I found that certain micro details, like terminal treatments,
stroke endings, and modulation patterns, could serve as sub-
tle bridges between the two scripts. However, I also realized
that forcing uniformity wasn’t the answer. Bengali has its own
natural calligraphic gestures, and Latin has its own structural
conventions. My goal was to create a system where they could
coexist without one feeling like an adaptation of the other.

It was a long and iterative process—tweaking proportions,
adjusting contrast relationships, and constantly testing how
both scripts interacted in real text settings. Some solutions
worked on paper but failed in extended reading; others felt
visually coherent but disrupted the natural rhythm of either
script.And while I still see areas to refine, I'm excited about
how the design is evolving—shaping a truly bilingual typo-
graphic voice that respects both traditions.
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H— H— Fig.41. Comparison of Adobe Bengali byNeelakash Kshetrima-
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The Starting Point

In terms of references for my Latin, I was interested in Goti-
co-Antiqua and hybrid structures in parallel to my 18th Century
manuscripts in Bengali. I was also intrigued by works from Ger-
man expressionism like that of Rudolf Koch and Czech designer,
Voijtéch Preissig.
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Fig.44. [A]. Gotico-Antiqua, proto-roman, hybrid, 15th-cen-
tury types between gothic and roman. Book by Jéréme
Knebusch, co-published by ANRT / ENSAD Nancy.

[B]. Sweynheim & Pannartz 115R, proto-Roman by Kon-
rad Sweynheim & Arnold Pannartz, 1467

[C]. Preissig Calligraphic by P22 Type Foundry inspired
by works of Czech designer Vojtéch Preissig

Fig.45. Collage of different sketches made between Jan - May
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Sketch Explorations

I naturally reached for a broad-edge pen, sketching isolated
words and experimenting with TypeCookers to explore ex-
pressive forms. The challenge was to distill this energy into a
dynamic yet readable text typeface. Earlier in the program, flat-
brush calligraphy sessions with Patrick Doan had deepened my
understanding of Roman letterform construction, which in turn
influenced my approach. After discussions with my instructors,
we selected a few promising ideas to develop digitally. I found
myself constantly moving between my sketchbook and laptop—
refining some shapes while keeping room for new discoveries.
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07.05.2024
48 pt

28 pt

15.05.2024
48 pt

17.05.2024
48 pt

Digital Drawings for a Text

By May I had started digitizing some ideas that I explored
through sletches earlier. I had alsready started working on the
Bengali Text, but the goal for the Latin text was to let go of all
the inihibitions to aesthetically match the Bengali, and make
them in conversation with each in a more intangible way.

hamburgerfonic
BAGAANGT faemorrhagic

g

The first drawing I developed, had a clear influence of the hybrid proto-ro-
man references, but looked more rigid and pointed compared to my develope-
ments in the Bengali.

hamburgerfonic
hamburgerfonic

&

This led me to revise the drawing with more softer rounds a smoother wedges
in the stem endings, keeping the sharp cuts in the connections as I felt it was
also in conversation with the deep matra connections in Bengali. While this
was definitely a move forward but still was looking static compared to my
Bengali’s progress, especially when seen in text paragraphs.

Fig.46. [A]. Proof document of Galfra, designed by Ladislas
Mandel between 1975 and 1981, for SEAT telephone
directories
[B]. Antique Olive designed by Roger Excoffon in the
1960s for the French type foundry Fonderie Olive.

“Have you seen the work of
Mandel & his phonebooks?”

— Sébastien Morlighem

46 [A]

At this stage, I was drawn to expressive humanistic forms root-
ed in a strong writing tradition. This also aligned perfectly with
my explorartions in Bengali. However, I struggled to translate
my sketches into something with a more contemporary feel.
Noticing this, our teacher Sébastien encouraged me to look into
the works of the French type designer Ladislas Mandel. 1 also
discovered Antigue Olive by Roger Excoffon, a brash humanist
sans-serif typeface. I was immediately captivated by the re-
fined organic yet characterful approaches in these references.

(53]
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28.05.2024
48 pt

On further inqury, I learnt that the strong horizontal move-
ment and the contrast between mechanical and monolinear
modulation weren’t just stylistic choices but functional design
solutions for readability in extended text. This is more pro-
nounced in Mandel's Nordica and Galfra, which were designed
for phone books using photocomposition, making them highly
legible at small sizes. Another of his works, Aurélia, showcased
fluid humanistic serif forms with clear calligraphic roots.

(B]

Inspired by these discoveries, I returned to my

drawings with a fresh perspective, refining my let-

terforms to incorporate these nuanced principles
(A and expanding the characterset.

hamburgefonic

Fig.47. [A]. Mandel's Nordica ('northern' serif) and Lineale
(‘sans serif"), circa 1986, showing strong horizontal
weight distribution and deep connection with inktraps
[B. Aurélia, another text face conceived by Ladislas
Mandel (unreleased), 1967

Fig.47. (top) Comparison of the Sans and Serif versions
(BoTTOoM) Comparison in 10 pt text paragraph alongside
the Bengali text I was working at that time. 12.06.2024

Sans or Serif?

I developed the drawing from 28th May and started typeset-
ting with it in text paragraphs alongside the Bengali Text I was
working on at the time. After analyzing boths scripts together,

I soon stumbled upon a crucial question— should my Latin text
be a Sans or a Serif? I also considered going with a more hybrid
wedged structure as i was doing untill now. Taking the letter-
forms of Nordica as a reference, I decided to draw a quick serif
version, as I felt it would complement my Bengali design better.

(55]

I reduced the overall weight for a better optically match
with the Bengali, reduced the reverse contrast and balanced
it with heavy asymetric serif to keep the horizontal emphasis.
This horizontal weight also complements the continous hori-
zontal matra of the Bengali script.
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Developements Over the Summer- More Movement

In June, with the start of the summer break, I got more time

to reflect on the lingering question—serif or sans? Caughtina
dilemma between the two, I decided to take a break from digital
drawings and focus on research instead. I revisited my refer-
ences, read more, and returned to sketching with a flat brush.

Motivated to capture more movement and dynamic forms,
I had a breakthrough in Bengali by experimenting with stroke
pressure modulation and softer curves, bringing a sense of flu-
idity to the letterforms. This gave me time to look at the letter-
forms with a new and fresh outlook.

Inspired by these sketches, I went back to redrawing, main-
taining the existing proportions while making the connections
on verticlas more deeper, borrowing from cursivity in the struc-
ture, refining stroke modulation and micro-details. I applied
this same approach to both the sans and serif versions, hoping
for a more in-depth critique once school resumed in September.
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Fig.49. Flat-brush sketch from 26th july, A step towards more
smoother and fluid letterforms.
[A]. Itook a liking towards this ‘a’; specially how it
flared in the tail, a dynamic behaviour that encourages
the movement forward.

Fig.5o. [A]. Sans serif version drawn on 16th september in-
spired from the sketch explorations, with lower connec-
tions in ‘n, m, h..’and flared sharp tail in the ‘a’ matched
by the head serifs in ‘u, n..".

[B]. Bengali counterpart of the text style drawn on 18th
of september.

[C]. Serif version redrawn on 26th september, with em-
phasis on the curve speed from cursive structures. The
head serif in ‘u’ is matched with ‘dh,l..” while keeping
the sharp flared serif in ‘n,a,p..’

[D].Comparison of texture in text paragraphs
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16.09.2024

(A]

18.09.2024
72pt

(B]

26.09.2024

72Pt a
(C]
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Serif ItIs!!

Returning to school after the summer break was an exciting
new phase for both my Bengali and Latin typefaces. After
discussions with my teachers, we agreed to move forward with
the serif version, as it complemented the Bengali script and was
better suited for editorial and book use.

With renewed enthusiasm, I focused on refining micro-de-
tails, balancing stroke weights, and fine-tuning proportions.
I expanded the character set, adding uppercase letters and
numbers. To finalize the serif treatment, I experimented with
different weights and styles before settling on an asymmet-
rical bracketed serif, which struck the right balance between
character and functionality. Listed down below are some of the
changes over the month of october.

60 pt

HCadhesion ..

Settled for a straight crossbar in e narrower proportions of the rounds to fit
better in text composition with Bengali

Cadhesion ..

Softer top serifsin d, h, i, u ... Lower terminal of C. Chamge in the terminal
ending of ¢,c ... shallower connections in h, n, m,u...

Cadhesion ..

Concaved foot of bottom serifs. Serifs in s harmonizing with rest of the fami-
ly.Balanced proportion of the o.

Cadhesion ..

Suble change in the curve speed of the rounds. Straight cut in the foot of bot-
tom serifs. Cleaner curve in the flared serifs of a, u n...




Conversation between
Latin & Bengali

At this stage, I focused on harmonizing micro-details and
typographic treatments across both scripts. I created multiple
proofs to study how they interacted on the page, aiming for a
balanced overall gray. I could sense a dialogue forming between
Bengali and Latin—each retaining its distinct structural char-
acter while aligning through finer details.

To enhance readability, I fine-tuned the stroke modulation,
introducing subtle flaring in the verticals, with slightly heavier
tops inclined to the right. This adjustment improved the for-
ward movement of the typeface, making it more comfortable
for reading at small sizes.

03.12.2024

Fig.52. Harmonized details in the Latin and Bengali Text, 03.12.2024




Adding Weight

Once I felt confident about the regular weight, I moved on
to developing the bolder weights. I started with a heavier mas-
ter and interpolated between the two to generate medium and
bold instances, giving me greater flexibility in determining the
most effective weights for editorial use.

For both scripts, the key challenge was maintaining a bal-
anced contrast and curve tension across all characters. Certain
forms risked closing up if not carefully managed, making them
appear overly heavy. As with Bengali, I created an optical axis
and interpolated different values to find the right contrast
that would complement the regular weight. Another point was
matching the weights so that they naturally take on the shapes
of the lighter weight. I also made a lighter master out of extrap-
olation but would like to take more time in refining it later.

Ilike how it turned out overall. With its relatively low con-
trast Manik Text is perfectly legible in very small sizes. When
applied in larger, display sizes (like book covers), more crispy
details will show up which are invisible in small sizes.

(A]

Hondurags®
Honduragss

Honduragss :.-

A Fig.53. [A]. First draft of the Extrabold with Regular for com-
parison, 28.12.2024
[B]. Refined version of the Extrabold with proportions
fixed, added contrast, weight distrubution and curve
tension fixed with the rest of the family, 26.01.2025
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10 Great films
set in Kolkata

The megacity once known as Calcutta has
been immortalised on screen through the

work of Bengali directors such as Satyajit
Ray, Bimal Roy, Mrinal Sen & Aparna Sen.

4 August, 2022

Kolkata (known as Calcutta until
2001) is often superseded by the
likes of Mumbai and Delhi when it
comes to on-screen imaginings. Yet
it has provided a key location for
world-renowned Bengali filmmakers
such as Mrinal Sen and Satyajit
Ray, who have documented the city
over many decades. As a result, even
for cinephiles who’ve never had the
good fortune to visit, it’s a metropo-
lis that has time and again besieged
the imagination.

Straddling the Bay of Bengal,
Kolkata was once a colonial city and
trading port of the British Empire,
but it also has a rich history of po-
litical resistance. With its extensive
cultural legacy, it occupies a unique
position in the development of art
and politics in India. In the 1960s
and early 70s, the transformation
of Calcutta into an axiom of leftist

agitation inspired many filmmakers
to explore the radical sociopolitical
shifts that were taking place at the
time.

Famous landmarks that re-
peatedly shape the on-screen urban
topography of Kolkata include the
Victoria Memorial, Howrah Bridge,
the Hooghly River, Dalhousie
Square and the shopping district of
Chowringhee. Its cinematic past is
anchored in the founding of the film
studio New Theatres in the 1930s
by producer B. N. Sircar, which
contributed to the development of
Indian cinema through technical and
narrative innovations.

With the recent success of the
thriller Kahaani in 2012, Kolkata has
re-appeared on the radar for many
filmmakers and studios, and rightly
so.
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Character Set
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On 11 April this year, when Cannes
announced its participating films, an
amnesty was broken: an Indian movie,
Payal Kapadia’s All We Imagine as
Light, had made it into the official
competition — something that hasn’t
happened in 30 years. The last time a
movie from India made it into the race
for the Palme d’Or, it was back in 1994.



What is Even an Italic?

Proposing Bengali italic is as oddly Eurocentric as applying
terms like ‘serif,’ ‘sans-serif,” or ‘roman’ to Bengali typography.
This approach disregards Bengali’s unique typographic history,
imposing a foreign tradition onto it as terms like serif, sans-serif
and roman in the Bengali contex. However, a reactionary pur-
ism that aims to remove all outside influence overlooks the
natural cross-cultural exchanges that enrich many traditions.
Infact we can see a lot of use of slanted lettering in script style
as a tool of creating hierarchy in old handcomposed posters and
editorials [fig.56] and comic books alike [fig.17.B].

As discussed earlier, italic are not a traditional element of
Bengali typography, however current italic are typically simple
oblique forms of regular text, as shown in part 1, making them
difficult to distinguish, affecting readability and aesthetics.
Developing a distinct, stylistically differentiated italic could
improve both legibility and the visual harmony of text, in addi-
tion of helping to create better hierarchy in text.




Chirography

Chirography, the study of handwriting and penmanship, played
a key role in shaping my approach to the Bengali secondary
script. As I analyzed different chirographic examples, the first
thing that stood out was the strong slant, which I felt would
complement the expressive nature of my upright design.

For the Latin italic, I initially explored script-style forms,
sketching connected letterforms. However, I soon realized that
a fully script-like italic would be too distracting when used
alongside the regular weight in text. In contrast, this wasn't a
concern for Bengali, as the script is inherently cursive. To refine
my approach, I studied chancery italic, particularly their steep
pen angle, long ascenders, and sawtooth rhythm, which lend
an elegant, erudite feel. I also examined expressive italic with
dynamic modulations, such as Anselm Serif by Stormtype, to
find a balance between movement and readability.
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For the Bengali though, as there were no true italic typefaces
available, I decided to find more dynamic writting samples. I
discovered a series of documents, like land record deeds and
legal papers, as even a decade ago all the official transcriptions
were handwritten, not printed. The nature of these documents
meant the scribe has write fast and hence creating a highly

slanted dynamic texture.

Now the challange was to distill these qualities in a more
systemetic and toned down manner to fit in a text, still bringing
a lively texture without distracting too much with the details.

Fig.57.
Fig.58.

Fig.59.

Fig.60.

Fig.61.

Bengali manuscript handwritting with strong slant.
Horoscrope from personal archive.

Kaligari Serif, Italic and Display script from Franziska
Weitgruber, 2016

Requim text italic from Hoefler & Co, an example of
chancery italic for text.

Anselm Serif Italic, By Storm Type( 2007). A spirited
take on humanistic book typeface with playful details.

Excerpt from a land deed paper showcasing fast Bengali
writing. I took inspiration in the scructural changes for
some letters and fluidity of the matra.
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Fig.62.

Fig.63.

Assortment of sketch explorations for a secondary
script with strong slant in Bengali, done between
March-April of 2024

Differenrt sketch explorations for the Latin Italic, done
between April-May of 2024

(73]

Sketches

With these vibrant references in mind, I began sketching—or
rather, freehand writing—to explore structural variations
influenced by cursivity and speed. This approach allowed me to
experiment with expressive Bengali letterforms, mimicking the
natural flow of handwriting.

Building on this, I transitioned to sketching with tools like
the flat nib and brush, similar to my process for the upright
style. This helped me better understand stroke behavior and
contrast. I applied the same methodology to Latin, ensuring
a parallel exploration. After discussing with my instructors,

I narrowed my focus to a few key typographic behaviors that
were most relevant to my project.
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Emphasis on the
Structure

Designing the italic was a very enriching experience for me. I

am fascinated by the fact that italic is in some way a different
script, with changes in structure, spacing and overall texture,
among other things.

Once I was satisfied with the upright design and had ex-
plored enough through sketches, I began digitizing my ideas for
the italic companion. My initial Bengali drawings turned out
slightly heavier than the upright, with wider proportions. The
highly slanted cursive structure added complexity, making the
letterforms expand in an effort to maintain legibility.
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Fig.64. Firstversion of the Bengali Italic with heavier weight.

Fig.65.  [A]. Simplification of the initial drawings . Pointed
terminals instead of Flared. Deep connections
[B]. Further reduction od the letterforms. Stabilized the
ikar and iikar ascenders. distinct structural change in
the knot of % (ka). Change in direction of flourish end-
ing, making it more harmonius in the texual texture.
[C]. First version of the Latin Italic, having connected
script with strong influence of handwritting but is too
distracting in text and doesn't fit well with my overall
upright design.
[D].Simpler yet dynamic ascenders
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I soon realized that I need to simplify the structure while pre-
serving the dynamic strokes. Patrick emphasized four key crite-
ria to distinguish the italic from the roman—angle, cursiveness,
terminals, and width. Keeping these in mind, I started defining
core guidelines for my Bengali secondary script.

i.Visible stuctural difference in letters like % (ka),

% (cha), & (ja) & A (sa), inspired from the vernacu-

lar chirography refernces

ii. Depper connections, increased cursivity

iii. A strong slant with a simpler structure

iv. Increased contrast and slightly narrower let-

terforms compared to the upright.

v. Pointed terminals instead of flared one like in

the upright.
These insights guided my Bengali italic design, ensuring that it
retained fluidity while integrating seamlessly with the upright.

By september, I started working on the Latin Italic drawing

exploring script style, but soon shifted towards a more simpler
structure keeping the dynamism and a strong slant of 22°. T also
mantained the emphasis on the horizontal weight distribution,
like the upright.
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Slant

In the 24rth september's drawing, there were still a lot of de-
tails and visible flaring to make the texture stand out in the
text size . I felt like the serifs also doesn't fit my upright, so in
the next drawings I harmonized the design of the serifs. While
working on simplifying the structure more, I minimised the
flaring, just enough to not create a distracting uneven texture
when used in text. On testing it in text paragraphs along with
my regular, while the slant of the bengali was feeling very natu-
ral but in the latin it felt too much. So I created an Indesign file
with several test paragraphs with varying slant and setteled on
areduced slant of 18° [fig.66]. Although I applied different slant
angles to optically make them look slanted equally [fig.68.B].

In parallel, I continued to harmonize the Bengali italic to
have staight and clean stroke endings, that fits equally with the
Latin counterpart.

Over the lip of the /ittle dell, swallowed to put on 66

the Ring. T#e desire to do this laid hold of him, and
he could think of nothing else. He longed to yield.

Slant O

Not with the hope of escape, N1 X807 Q7% 1@ N

Over the lip of the /ittle dell, swallowed to put on

the Ring. The desire to do this laid hold of him, and
he could think of nothing else. He longed to yield.

Slant -4

Not with the hope of escape, N1 X807 Q7% 18 ¥,

Over the lip of the little dell, swallowed to put on

the Ring. The desire to do this laid hold of him, and

Slant -8

he could think of nothing else. He longed to yield.
Not with the hope of escape, NAERNE R9E [ N 10pt
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Fig.66. Slant angle tests in paragraph with comparison to Up-
right in both the scripts, 10.10.2024

Fig.67. [A]. Weight and base height of the characters matched
to fit better with the upright. Fixed curve tension.
[B]. Matra connection in % (ka) fixed, proportion of &
(da), ¥ (ssa), ii-kar fixed and stroke ending of w harmo-
nized with rest of the family. Inclead blob weight in *f

Fig.68. [A]. Added top serifs in the ascenders that harmonizes
with the softer serifs in roman,
[B]. Reduced the overall slant by 4 degrees. Changed the
curve tension in n, u, h, m..still mantaining a emphasis
on the horizontal weight distribution although lesser
than the roman
[C]. Corrected proportion of the g. Simplified the non
seriffed legs to a straighter horizontal cut. Terminals
of s, f ,c made consistent. Made single story f as I felt
it balanced the otherwise cursive letterforms giving it
more cleaner & contemporary look.
[D]. Added a single story g as well and harmonized the
tails of g, y. Crossbar of t & f made more cleaner with
straight cuts that reflect the dynamism of the roman.
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Balancing the color

Achieving an even texture between Latin and Bengali italic
while ensuring harmony with their upright counterparts in
text size required careful adjustments in weight, contrast, and
rhythm.

For the Latin italic, I refined the angle and stroke modu-
lation to ensure a smooth flow. By fine-tuning the balance of
cursiveness, terminals, and width, I achieved a rhythm that felt
fluid yet controlled.

In Bengali,  had to account for the natural complexity of
letterforms. Regular proofing in text settings helped me fine-
tune the overall color, ensuring that both scripts blended seam-
lessly while still retaining their individual characteristics.

Italic Capitals

For the uppercase, I starting out with more swashy Capitals but
in the later versions, I toned down to a more refined structure
to be more stable, still with some hints of cursiveness in certain
characters like the A) M, V. In the final version, I kept the T as
an alternate so that it creates a lively texture when set in all
caps. I also noticed the the uppercase was tending to lean more
towards the lowewrcase when set together, so the slant in the
uppercase is reduced by 1° to opticallt match with the rest.

AEHJVUOPGQSTham
AEHJLUOPGQSTham ..z
AEHJLUOPGQSThamT ..::

Exploring the conjuncts in Bengali

Extending the Bengali Secondary script with the conjunct char-
acters was one of the most challanging part of the project. The
complex structure needed extra attention and unconventional
solution to fit in a legible text while mantaining the expressive
cursivity. The denser characters of the conjunct needs carefull
optical balancing of both weight and proportion which Iwould
like to give more time later. But overall it was highly satisfacto-
ry seeing these characters work in the text size.

70
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R NG AF MR BT 1%
R ey 280y 3% A%, HESAR
G0N | 51 TN PIoy TG 3
T (R S SRS, W1 A0
W AT 2% 8 arorHrenE HIh
13 IR T A, 2R gy §IN
HOTER | N 6 A SR o~
MTE (AR (N N (TG A 5007
TN o6 | (I SNNE N 3
T N G R 08T AT R
IG-I57 20 (N, SO AR AN
AR (O (I X A G| RO
TR, GANIE AR 0T o~ (oXN
7 9318 Reg- - A~ g
NIRRT 2CG R (NS, #15 -

10 pt

Fig.69. Progress on the Italic Capitals between 14th November

and 23rd January.

Fig.70. Bengali conjunct characters in text.
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X I've made 17 or 18 films now, only
2 of which have been original
screenplays, all the others have been
based on short stories or novels, and I
find the long short story ideal for
adaptation.” — XS A1

The Lord of The Rings: Chapter 01 W &6 &% Wy [23: ®egIqod  10pt

When M. Bilbo Baggins of Bag End an- AN A5 T~ By Ry apfarer cavrge
nounced that he would shortly be celebrat- FE= & BN B wzr-wsnzreor satw
ing his eleventy-first birthday with a party of = Reiter erisera=esief e fwc Swarsiw
special magnificence, there was much talk gz, So= mmz LT @ ST @
and excitement in Hobbiton. BrEe SR S|

Bilbo was very rich and very peculiar,and Sy e 4% R @ Folrw, Q3 Six
had been the wonder of the Shire for 60 years, ey comsin @ craenfRre oI 72 o
ever since his remarkable disappearance e 4t ST amamerer e e Ty | St
and unexpected return. The richeshehad o (21 I FSjeT sy @i eew i
brought back from his travels had now be- S BeHTeET, @3 el el foar— 7o
come a local legend, and it was popularly be- W 7.9 a@’% . (%V—.?UT'?T' -9 ST
lieved, whatever the old folk might say, that mm % ey e m'l - a

the Hill at Bag End was full of tunnels stufted 18 b
with treasure. And if that was not enough for am AT I 2, ST R 8 el

fame, there was also his prolonged vigour to AT SR T30S | A 05 Jifoet, ez
marvel at. Time wore on, but it seemed to have Fergrsr sy 3Ry w1y Qe e Hetger 1
little effect on Mr. Baggins. At ninety hewas 7R3 I%% FANS Foi &5 stear 1z e
much the same as at 50. At ninety-nine they ~ NCO1Z fRtaTeT | Fri==rr 3z si1x 2z >
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Wy wi | Along with his

contemporaries Satyajit Ray & Ritwik Ghatak, Mrinal

Sen was part of a trio of filmmakers from Bengal who put

Indian parallel cinema on the global stage. While Ray’s

cinema is marked by lyrical humanism and Ghatak’s

theatrical background informs his melodramatic films,



Abstract & Expressive

While defining the design space for my typeface, I realized that
a dedicated display cut would be essential for making it truly
versatile in editorial settings. Exploring Bengali book covers,
posters, and title treatments from older editorials, I noticed

a distinct pattern in vernacular lettering—heavy, blocky let-
terforms, often with disconnected or missing matras and even
counterless structures. These forms stood apart, pushing the
boundaries of abstraction and breaking away from the tradi-
tionally cursive and fluid nature of Bengali script.

As Iwas developing the text styles for Manik, I simulta-
neously began sketching ideas for a display cut. Drawing from
my references, I decided to embrace the abstract, counterless
forms, even though they diverged stylistically from the rest of
my family. This felt like an authentic representation of Bengali
display typography, where expressivity often takes precedence
over structural consistency.

I named this style Poster, as it is intended for large sizes,
36pt and above. This decision shaped the design philosophy of
Manik—not as a stylisticaly consistent system but governed by
the spirit of diversity, each responding to its optical purpose
while remaining rooted in vernacular influences. Expressivity
became the key binding element, materializing in different
ways across the masters, ensuring that the typeface remained
dynamic and true to its origins.
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Fig.71. A collection of various bengali book covers ranging
from fiction to non fiction featuring titles with a blocky
counterless letterforms
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Direction for the Latin Poster

This stylistic direction in Bengali letterforms also remind-
ed me of the bold typographic experimentations of the German
Expressionist movement in the 1920s. A key challenge, however,
was ensuring that the design didn’t appear overly playful or
naive. In the Bengali context, these abstract, blocky letterforms
became widely accepted within creative art movements, draw-
ing from the raw forms of the Bengal School of Art. This move-
ment, running parallel to German Expressionism, influenced
later designers like Satyajit Ray, who popularized these letter-
forms through his book covers, magazines, and film posters—
embedding them within Bengal’s broader visual culture.

For the Latin counterpart, I looked at early 20th-century
avant-garde typefaces that captured a similar raw, expressive
quality. Two standout references were Rudolf Koch’s Neuland
(1923) and Louis Oppenheim’s Fanfare (1927), both of which
embody a striking, handcrafted energy that aligns with the
bold abstraction of Bengali display typography. Studying these
typefaces encouraged me to take a more gestural approach in
my sketches, exploring exaggerated proportions, high contrast,
and sharp angular cuts. The confidence and spontaneity in
their letterforms gave me a new perspective on how my Bengali
display style could push the boundaries of form while remain-
ing rooted in its historical influences.
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Fig.72.  This tight setting of 20 pt Neuland appeared in the first
specimen brochure Gebr. Klingspor published in 1923. It
probably shows how Koch intended to use the typeface.

Fig.73.  Excerpt of text set with Fanfare by Louis Oppenheim
from Berthold Sample No. 240
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Hands-on:
Finding A Recipe

As I was reviewing my primary references with Patrick, he
encouraged me to experiment with a more hands-on, tactile
approach—specifically, papercutting. This method forced me
to think in terms of solid shapes and negative space rather than
outlines and strokes. By cutting letterforms directly out of
paper, I had to simplify their structure, focusing only on their
most essential characteristics.

This process shifted my focus from calligraphy to raw, ab-
stracted forms with a more sculptural mindset. The spontaneity
of cutting helped me capture dynamic movement and balance
instinctively while making me more aware of stroke weight and
form. The natural imperfections in the cutouts became a source
of inspiration, leading to further sketch explorations.

Fig.74.

Fig.75.

[o1]

Bengali and Latin letterforms made by papercutting in
varoius sizes done between March-April, 2024

Sketch explorations inspired from the papercut exer-
cise and counterless letterforms, trying to balance shapr
cuts and dynamic curves.
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The Poster Multiscript

Bengali Initial Drawing

As I moved into digitization, I explored three different ap-
proaches [fig.76] to determine how my design would function
at various display sizes. My first attempt retained outer curves,
introducing sharp cuts in counters but removed the matra,
creating a disconnected letter structure. While this introduced
a sense of abstraction, it still felt too restrained.

In the second version, I experimented with selectively dis-
connecting the matra in certain glyphs to bring it closer to the
feel of my text style. However, this approach felt inconsistent
and contradicted the findings from my references.

Finally, I pushed the abstraction further with a third, bold-
er version—removing both the counters and matra entirely.
This iteration felt the most stylistically extreme compared to
my text styles, yet felt more promising in terms of exploring the
abstraction.

A931120©G*9T ..
ANT AN OB .
andlcizaszraniv ..
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I also explored a titling version [fig.77] designed for continuous
text headlines. Stylistically and optically, it sits between the
text and poster styles, balancing readability with expressive
character. While I set it aside for now due to the scope of this
program, I plan to revisit and develop it further in the future.

WG AT ATOTAD) T MG (AW® 7

167 TGN SR ST ERIIETAR 250000

Returning to the poster style, I focused on refining the third
version from my initial explorations, balancing the forms with
sharper cuts and more straight edges—closely mimicking my
papercut experiments.
60 pt

YMA2CTN
VaoRIaQA -
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Fig.76. The initial three versions that I tried to understand the
direction taking optical size in consideration.

Fig.77. Further exploration from version 2 for titling or con-
tinous text in larger size

Fig.78. Comparison betwen the versions of 30th April and 24th
May . I added more sharp lines and strong cuts inspired
from the papercut exercises. This simplification made
the letter forms more dyanamic.
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Starting The Latin

For the Latin, I started by sculpting the shapes from a box,
carving out the white space to create a raw, sculptural form.

I kept the x-height high with low ascenders and descenders.
However, I soon realized that the sharp details and Fraktur-like
structure didn’t sit well with the Bengali. To harmonize them,

I refined the curves, removing unnecessary cuts and flares to
achieve a simpler yet stronger structure.

I liked how the letterforms could be constructed from one
or two overlapping solid shapes, with straight, energetic stems
and asymmetric curves reflecting the papercut aesthetic. But
as I began proofing both scripts together, I noticed a significant
difference in width and proportion between the Bengali and
Latin, which required further adjustments to ensure a cohesive
rhythm to work in bilingual settings.

Fig.79.

[95]

Initial drawings for the Latin poster and camparing
with the Bengali counterpart.

[A]. First digitization, trying to find raw forms in a
sculptural approach by carving out the letters from a
box. I kept a Fraktur like skeleton but with uneven stem.
[B]. Second version with reduction of the uneven stems
into a more simpler grotesk like form, still preserving
the uneven curves.

(Al
86 pt
16.05.2024
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Refining & Harmonising the Scripts

I continued refining both scripts in parallel, adjusting their
proportions to achieve optical harmony. To balance the density,
I removed the counters in the Latin but introduced small geo-
metric punctures in letters like e, p and o to prevent them from
appearing too heavy. This decision was influenced by Bengali’s
inherently higher stroke density, which required more internal
cuts to maintain legibility.

Managing white space and character spacing became
crucial, as the overall texture needed to be tightly set. This also
introduced a new challenge—handling Bengali’s ascender and
descender vowel marks while keeping the leading low, ensuring
the text remained compact and cohesive.
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81

o e @ kwsyBE
30.10.2024

03.12.2024

23.01.2025

Alternate characters for Latin

To further refine the relationship between the two scripts, I
designed some stylistic alternate Latin characters and ligatures
that better aligned with the overall structure and rhythm of
the Bengali. While the default forms carried the raw, sculptural
energy I aimed for, certain letters needed adjustments to match
the compact, dense texture of the Bengali.

© gSMMGIHEFRBSTH

Fig.80. [A].The countersina, g, b & d are filled. Letterform
proportions harmonized in each script but the spacing
still felt loose and uneven. x-height of Latin still felt
shorter compared to the base height of Bengali.

[B]. Simplification in the uppercase, tighter and even
spacing. Proportion between both scripts worked to
look optically balanced. In Bengali, The descender
marks are scaled down to fit better and also help with
mantainig a tight leading. Diagonal characters like %, ¥,
¥ added the horizontal top bar to manage the negetive
space. The ascender flourish ending defined.

Fig.81.  Refining and harmonizing the latin between October to
January.

Fig.82. Few of the stylistic alternates and ligatures, 26.01.2025
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Fig.83. Refining and harmonizing the latin between October to
January.

Fig.84. Detail of the Ligature Th




Character Set
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As I reflect on this journey, I realize that designing this
typeface was not just about form, proportion, or con-
trast—it was about creating a bridge between two dis-
tinct yet deeply expressive writing systems. It was about
understanding their histories, embracing their differ-
ences, and finding a way for them to exist in harmony
without compromising their individual identities.

Studying at EsadType has been an incredibly en-
riching experience, and the past 16 months have been
unparalleled in terms of learning and growth. One of
the most valuable aspects of the program was not only
developing typefaces but also exploring their practical
applications. This holistic approach has deepened my
understanding of type design beyond just the techni-
cal aspects, allowing me to think about its impact in
real-world contexts. This process was far from linear—
there were highs and lows, moments of doubt, and times
when I questioned both myself and the project. But I
am grateful for every challenge, as each one pushed me
further.

Looking ahead, the next four months will be dedi-
cated to the refining the Bengali part of this project as
part of my master’s program at Esad. There is still much
to refine in the Latin design, which I plan to revisit later.
Eventually, I hope to expand the type family further,
making the Latin character set more robust and possibly
adding weights to the italic as well. I would also like to
experiment with a Display italic or Thin display as well.

More than anything, this journey has reinforced my
belief that type design is not just a technical craft—it is
a living, evolving language of form. With this typeface,

I hope to contribute to that ongoing dialogue, offering
a design that is rooted yet contemporary, expressive yet
functional. And while this marks the conclusion of this
phase, it is only the foundation for what is to come.

The dedicated team at Esad d'Amiens for their
invaluable guidance, support, their unwavering
advice and patience throughout this work: Sébas-
tien Morlighem, Patrick Doan, Hugues Gentile,
Héléne Marian, Frederik Berlaen, Barbara Dennys,
Alisa Nowak, Peggy Letuppe.

Visiting designers and guest lecturerswhose
kind words and valuable critics motivated me:
Frank GrieRhammer, Damien Collot, Indra Kup-
ferschmid, Erik van Blokland & Paul van der Laan.

My family and friends back at home, for their
unwavering support.

My dear friends and EsadType classmates
who stood by me at every stage of this process:
Oksana Sheinman, Manau Quellec, ibrahim
Kactioglu, Martin Brendecke, Bong Triic Nguyén,
Abhijit Menon & Lois Hinshelwood.

Noopur Datye & Kimya Gandhi for their pre-
cious time and encouragement to persue my idea
for a new bengali type.

Yaprak Buse Caglar, whose unfailing sup-
port and encouragement were with me at every
moment. Thank you for giving me confidence in
myself and accompanying me throughout this
journey.

Satyajit Ray; for his contribution to Bengali
literature, films and graphic design, and offcourse
for lending me his nickname Manik to use as the
name of my typefamily. His works has shaped my
love for my language and its script.

& All The
Thanks to...
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