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‘Lungta’:

An ancient Buddhist text printed on
prayerflags, originally by using wood-
blocks. Lungta, translated as “‘Windhorse’,
is depicted on one of these flags. It carries
the printed letters on the winds and takes
them towards everyone who needs their
pent N e e Lungta is the result of a yearlong
journey through the amazing world of
typeface design.

Inspiration came to me in 2000,
during a six-month adventure through
the wonders of India, bringing me
in close contact with other cultures.
What touched me most apart from
magnificent colours, scents and
flavours was the presence of non-Latin
type design. Indian and Arabic scripts,
for example, but predominantly the
gracious way Tibetan characters are
formed aroused my interest.

Having set out on creating a
typeface of my own, I eagerly accepted
the challenge to design a Tibetan font.
The final goal was creating a refined
digital typeface, attuning a Latin set
and making it compatible with a
Tibetan one.




The two main Tibetan scripts are dbu-can and dbu-med. Dbu-can
translates as ‘with a head” and refers to the fact that the script was
8|10 modelled on a script employed in North and Central India during
the seventh century, called Gupta-script. This script has a
horizontal line on each character and this feature also appears on
the Tibetan characters of dbu-can. Each consonant is represented
u n t a ro I I I a n by a basic character. In the dbu-can script, they hang from a
superiour baseline.
Later a rounder cursive script was developed which did not have
18 pt this characteristic and is called dbu-med, meaning ‘headless’. This
rather informal script is mainly used for personal purposes, as dbu-
can’s primary use is in official documents, Buddhist scriptures and
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A closer look at some serifs,
terminals, in- and outstrokes
from Lungta.
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The angle of the diacritics changes
lowercase compared to uppercase.

As a text face, Lungta has a character
of its own: a particual sturdiness yet
sober and simple in design, with large
open counters. Although it has some
oldstyle characteristics, a modern ap-
proach was used towards the design of
its capitals and serifs. Also the italic is
based on modern principles: having a
gentle slope of 10° and being slightly
condensed, not to interfere much with
the overall color when set together
with the roman in the same text.

Diacritics were subjected to a de-
tailed and careful examination which
resulted in applying a different angle
when used on the uppercase.

Influenced by the designs of WA.
Dwiggins, the abrupt change of
curvature in the counters gives it a
dynamic, vivid feeling. To match with
the Tibetan however the angle was
smoothed to produce a more graceful
and less explicit design.

All previous elements make Lungta
suitable for use in large paragraphs of
text set in small sizes.

Smoothing the design. Removing the angle from the counter
to create a more elegant face to go with the Tibetan.

(The idea of the angle is already implemented in the design of a new typeface)
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Inside, a middle-aged monk is sitting
cross-legged on a raised plinth,
chanting in a deep mesmeric murmur,
with a pair of cymbals on his lap.

He is flanked by six monks with shaven
heads, wearing crimson robes. They all
have bells in front of them, the handles
polished with use to a brassy lustre.
Two monks have eight-foot horns, and
two more are sitting

in front of drums the size of a man’s
chest. Between chants, the bells, horns,
cymbals and drums blast out an
astonishing sound that manages

to seem both utterly chaotic and
intensely musical.
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OpenType features:

As OpenType font Lungta supports
following features among others:

! ligatures

? discretionary ligatures

3 historical forms

¢+ oldstyle numerals

5 tabular or proportional lining

numerals
¢ numerators & denominators to
create fractions €3,349 €3,349
’ case-sensitive forms ¥2.500.000  ¥2.500.00
More OpenType features will be added $85.99 $85.99
in the future. £1,499.00 £1,499.00

The currency symbols are designed
according to the proportions of the
oldstyle or lining numerals.
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Additionally to the standard character set,
Lungta also contains characters to support
other Latin, Skandinavian, Central Euro-
pean and other languages.

[POLISH]. Projekty architektoniczne
przelomu lat pie¢dziesiatych i
sze$édziesiatych w Polsce zaskakiwaly
nowatorstwem. Niestety na przeszkodzie
rozkwitowi architektury stangt brak wysokiej
jakosci materialéw i sama natura
socjalistycznego gospodarowania.
Imponujace skala projekty realizowano w
latach siedemdziesiatych za pozyczone od
Zachodu pieniadze. Jednak éwczesny...

[DANISH]. Design begranser sig ikke
leengere kun til mebler og genstande.
Design er pa vej til at blive et holistisk
begreb, der favner savel organisations-
strukturer som livsstil og indretning af
arbejdspladser. I Danmark er holistisk design
eller konceptdesign et omrdde under
udvikling. Bosch & Fjord skaber koncept-
design ved at traekke kunsten ud af
gallerierne og ind pa arbejdspladsen i...

[ICELANDIC]. Ragna Rébertsdottir (f. 1945)
feerir lausan efnivid nattGrunnar inn i stifan
ramma malverksins med pvi ad kasta
efninu 4 vegg par sem pad er ekki alveg
landslag, ekki alveg hlutur né veggur.
Verk Rognu Rébertsdéttur a syningunni ber
heitid Landslag og er gert tr vikri og muldu
gleeru gleri sem kastad er a veggina. Ragna
hefur fra pvi & niunda dratugnum verid ad
vinna med natttaruleg og tilbtin form og
hefur vinna hennar préast ar
skalptarsadferd yfir i malverksutfersluna
med 6liku efnisvali...

[DUTCH]. Wim Vandekeybus is regisseur,
choreograaf, acteur en fotograaf. Hij werkte
twee jaar als acteur bij Jan Fabre alvorens
zij eigen werkstructuur Ultima Vez te
creéren. Centraal in zijn werk staat het

instinctieve lichaam; het onrustige,
onvoorspelbare, krachtige en tegelijk
kwetsbare lichaam; het lichaam van de
reflexen. Sinds de eerste productie is muziek
steeds een zeer belangrijk en...

[ROMANIAN]. Maitreyi mi s-a parut, atunci,
mult mai frumoasd, in sari de culoarea
ceaiului palid, cu papuci albi cusuti in ar-
gint, cu salul asemenea cireselor galbene, si
buclele ei prea negre, ochii ei prea mari,
buzele ei prea rosii creau parca o viata mai
putin umana in acest trup infasurat si
totusi transparent, care traia, s-ar fi spus,
prin miracol, nu prin biologie. O priveam cu
oarecare cursiozitate, cdci nu izbuteam sd...

[LATVIAN]. Projekta “re_public art” mérkis
ir paplasinat publiskas makslas aktivitasu
teritoriju, istenojot makslas projektus,
izmantojot makslas un kultfiras teritorijas
ka ari kultarpolitikas metodes. Projekta
ietvaros laika perioda no 2003. lidz 2004.
gadam dazadas Eiropas valstis (Austrija -
Ving; Lielbritanija - Londona un Belfasta;
Vacija - Lineburga un Essené; Slovénija -
Lublana; Sveicé - Cirihé; Latvija - Riga)...

[ITALIAN]. Pieta, bada bene, non pena. Se
proverai pena, scenderd come quegli spir-
itelli malefici e ti faro un mucchio di dispet-
ti. Faro la stessa cosa se, invece di umile,
sarai modesta, se ti ubriacherai di chiacch-
iere vuote invece di stare zitta. Esploderanno
lampadine, i piatti voleranno git dalle men-
sole, le mutande finiranno sul lampadario,
dall'alba a notte fonda non ti lascero in pace
un solo istante. Invece non & vero...

[SPANISH]. Natural de la ciudad canadiense
de Toronto, se trasladé a Los Angeles con su

familia en 1947 a la edad de 17 afios. Alli
abri6 su primer y modesto estudio en 1962 y
desde un principio el caracter visual de la
ciudad dej6 una profunda huella en su
trabajo. Muchas de las cosas que alli se ven -
los bungalows de estuco, las vallas de tela
metdlica de las casas, los vistosos azulejos de
colores de inspiracién espaiiola, las...

[FRENCH]. “Dessiner, c’est s'interroger”
écrit Pierre Alechinsky. Ceest ce
questionnement vivace, sans tréve, mené sous
les poils légers, rapides, ludiques d’'un
“pinceau caboteur”, a l'affiit de la moindre
source d’information, qui est déployé ici, tout
au long d’'une centaine de papiers. Grandes
feuilles, manuscrits anciens, papiers
intimes, cartes de tout genre deviennent le
terrain de jeu et d’exposition...

[GERMAN]. Und die Schriften? Stile und
Losungen sind ebenso vielfdltig wie die
Herkunft der Teilnehmer. Das zeigt sich
eindrucksvoll schon bei den Preistragern.
Nicht nur, daf die Gewinner der drei ersten
Preise aus Japan, Spanien und Deutschland
kommen, sie vertreten mit ihren Entwiirfen
ganz unterschiedliche Richtungen. So
handelt es sich bei »Duet« von Ryuichi Tateno
um ein kalligrafisches Meisterwerk...

[SWEDISH]. Hergé och Tintin kom att
utvecklas jamsides. Tintin sjalv blir som
karaktar alltmer lagmald och neutral, men
bibehaller sin fysiska spanst och briljanta
finurlighet. Istallet far nya bipersoner std
for de stora kénsloregistren med sina
personligheter. Detta var nog en omedveten
strategi fran Hergés sida men det blev ett
genidrag: genom den neutrale hjilten
kunde varje enskild ldsare oavsett alder...
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The two main Tibetan scripts are dbu-can and dbu-med. Dbu-can
translates as ‘with a head’ and refers to the fact that the script was
modelled on a script employed in North and Central India during the
seventh century, called Gupta-script. This script has a horizontal line
on each character and this feature also appears on the Tibetan
characters of dbu-can. Each consonant is represented by a basic
character. In the dbu-can script, they hang from a superiour baseline.
Later a rounder cursive script was developed which did not have this
characteristic and is called dbu-med, meaning ‘headless’. This rather
informal script is mainly used for personal purposes, as dbu-can’s
primary use is in official documents, Buddhist scriptures and
lettering. It is the dbu-med that evolved to different calligraphic

The two main Tibetan scripts are dbu-can and dbu-
med. Dbu-can translates as ‘with a head’ and refers to
the fact that the script was modelled on a script
employed in North and Central India during the seventh
century, called Gupta-script. This script has a horizontal
line on each character and this feature also appears on
the Tibetan characters of dbu-can. Each consonant is
represented by a basic character. In the dbu-can script,
they hang from a superiour baseline.

Later a rounder cursive script was developed which did

The two main Tibetan scripts are dbu-can and
dbu-med. Dbu-can translates as ‘with a head’
and refers to the fact that the script was
modelled on a script employed in North and
Central India during the seventh century, called
Gupta-script. This script has a horizontal line
on each character and this feature also appears
on the Tibetan characters of dbu-can. Each

The two main Tibetan scripts are dbu-
can and dbu-med. Dbu-can translates as
‘with a head’ and refers to the fact that
the script was modelled on a script
employed in North and Central India
during the seventh century, called
Gupta-script. This script has a horizontal
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Writing Tibetan:

Tibetan syllables are formed by a
basic consonant as the main unit. To
expand the possible meanings of a
monosyllabic sound while avoiding the
confusion of homonyms with identical
spelling, the consonantal characters
may be combined in five different
ways: prefixed, suffixed, post-suffixed,
superscripted or subscripted. These
combinations are called consonantal
clusters. Thus the vertical orthography
of a syllable may incorporate up to
four characters placed one above the
other. The horizontal orthography
may include up to four letters. The
individual characters used to compose
the composite letter require a change
in their size and scale. But whatever

VRN VAN VAN
1 1 1 1 1 1
- “\_ \_

its consonantal structure may be, the
whole collocation of letters holds only
one vowel sound, inherent or expressed
by vowel signs.

In composing the consonantal
clusters it is always the topmost
consonant character that hangs from
the standard writing line, regardless
whether it is itself significant and has
a subscript or is on the other hand
superscript to the partially significant
consonant character.

Lungta has included OpenType
features which automatically create
these consonantal stacks using
—among others- scripts for glyph

composition, above-base mark
positioning and below-base mark
positioning. Furthermore —after
testing and examining the design
of the glyphs in detail- special
glyphs were designed to represent
the most common combinations
used in syllables for a basic Tibetan
conversation or text.

In the future Lungta will be
extented with extra glyphs and
OpenType features to represent
Sanskrit and Chinese writing in
Tibetan. This is necessary to translate
texts that use loanwords to create
names and/or specific terms.



OpenType also has the advantage of implementing an
accompanying roman in Lungta Tibetan. All charac-
ters in one single font file.

Because of the behaviour of the strokes (more
modulation) in the characters, Tibetan optically looks
much smaller when using the same bodysize as any
roman typeface.

To create an even typographical color in a mul-
tilingual text set in Lungta Tibetan, the roman was
carefully redesigned. The capitals are aligned with
the ‘headstroke’ and the baseline is aligned with the
average bodyheight of the Tibetan characters.

For these reasons, this roman does not relate to the
pointsystem used for normal roman typefaces.

The optical size of the roman equals 75% of the body-
size of Lungta roman. The leading changes according
to the Tibetan, therefore the leading of the roman is
much bigger than normal.

This satisfactory feature makes Lungta easy to

use in multilingual publications without having to
rescale one of the two fonts.

N\

e\
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letter letter aﬂ“
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FLOOR

floor n. & v.t. ﬂ]aﬂﬁﬁl] qﬂl'ﬂ‘
ey

ground-floor a-ﬂ"‘\ﬂfll“

floor-cloth N'ﬁmm'@'as‘
flooring n. qaaﬁm:ﬁféﬁga‘
il R
flop v.i. (p.t.;pped) & n. z‘i'll‘él:ﬂ"ﬁ‘
floppy ad. %!551
flora n. (pl. -ae, -as) ﬁﬁ'l‘{]'ﬂﬂ‘l}'ﬁ‘l}'
£l
floral ad. %gﬂ"ﬁ\“ %’fﬁ:ﬁ‘

florally adv. il'gﬂ]'ﬁﬁ'ﬂﬁhl‘

florescence n. ﬁ'ﬁq'nﬂ'ﬂ&'ﬁ&'iﬂ'ﬂ&'

sk
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FLOWER

fower n. & v. 54'“\'5:1“ &;qm'mq;‘q’m‘
§R| AfHaAqA| AR Q%x':q
floweret n. %%ﬂ@:@:‘
flowering ad. ﬁgﬂﬁﬁ“‘
flowerless ad. 3\4‘\:')’-“3\1514‘

flowery ad. %%ﬂﬁ]mn}:q‘
Aaaga|

flowing ad. AEHZA| WAy
owing ad. AAT) g
EYTARAK|

flown p.p. of fly Qsﬂigﬁoﬁmgﬂ“
flown ad. é:'ﬂ"ﬂ'ﬂﬂg:mu‘

fluctuate vi. & ZAA XA s
354

g o ~ o
fluctuating ad. 504'&&'55'“@1
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Although a legend narrating the origin
of the Tibetan script is generally
accepted, there is no decisive answer to
when it came into existence. Before the
enthronement of the first Tibetan king,
Songtsen Gampo, in 639 A.D., there
existed some sort of writing system in
Tibet. But under Songtsen Gampo’s
government, the economic situation of
the country improved — with that the
need of travel, trade, communication, etc.
with neighbouring countries India and
China increased. Thus for evident
reasons, the king saw the necessity of a
Tibetan script. For this purpose sixteen
delegates were sent to India, one of
whom -Thonmi Sambhota- studied in
Kashmir, North-India, and became a
great scholar. When he returned to
Tibet, he formulated the Tibetan script
and composed grammar manuals,
which are still partly in use today.

The two main Tibetan scripts appearing
in the primers are dbu-can and dbu-med.
Dbu-can means ‘with a head’ and refers
to the fact that the script was modelled
on a script employed in North and
Central India during the seventh
century, called the Gupta-script. This
script has a horizontal line on each
character and this feature also appears
on the Tibetan characters of dbu-can.
Each consonant is represented by a basic

Excerpts from multilingual texts set in the 3 families of Lungta.
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Tibetan is written with a cut
bamboo-pen; the cut pointing
to the left for dbu-can and to the
right for dbu-med. These tools
influence the shape of the stroke
and therefore one can recognize
the optical difference between
both scripts immediately.

But besides being written,
Tibetan is also engraved in
wood to produce woodblocks,
painted on walls in temples or
carved in stone for religious
purposes. When used in one

of these forms the script

Lungta Roman/Italic 15 |18

The Tibetan alphabet,
which runs from left to
right on a horizontal
line, consists of thirty
consonants and 4
vowels to represent the
monosyllabic language.
Each of these consonants
can be the root letter. The
short vowel a is not
considered as a distinct
character which could
be joined with thirty
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KUN NE/ DANG WE/ TSJ *AG TS’EL LO// ME TOG/ DOEG PEU/ MAR ME DRI// ZJEL ZE/ REUL MO/LA
Zowel in realiteit als in verbeelding, offer ik bloemen, wierook, licht, parfum, voedsel, muziek, enz.
RA|ArA| ‘ﬁ“fm'cx“@’x'vciﬁ'ﬁmgmqmngm‘ | QAN A A Ea A AraE A A R
P’AG PE/TS’OG KJI/ZJE SOE SEUL//

SOG PA//  NGEU DZJOR/ JI KJI/ TRUL NE BUL//
Ik verzoek het gezelschap van de Nobele Tchenrezig deze offergaven te aanvaarden.

30

Example of a page taken from a Buddhist prayerbook (pecha) set in Lungta 21pt, using the

same page layout as the original.
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Reproduction of a text by Gega Lama on Tibetan art set in Lungta Tibetan
(rescaled accordingly to fit this page)
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