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Parch is a variable type family designed by 
Kel Troughton, based on the deterioration of 
vinyl signs in the California sunshine.  
 
This type family was created in reverse, 
leaving behind letterforms in the negative 
space. Parch is an unicase and uniwidth de-
sign made with a few simple building blocks. 
The building blocks give Parch a distinct 
and rigid feel in the regular weight, and 
allows the variable font to morph as those 
blocks change shape. It was designed to use 
in reverse with a decaying variable axis, 
with the lightest and heaviest weights show-
ing the most deterioration. The full fam-
ily also includes the static .otf files in 
both positive and negative styles for ease 
of use. Though it comes from the world of 
signage, we think this display family would 
be great for you next spooky, mechanical, 
expressive layouts.



 Regurgitation 
 Weightlifting 
 Transposition 
 Complications 
 Perfectionism 
 Geomagnetism  
 Imprisonment  
 Countenancing 
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Ligatures:

AT*CT*LJ*LT*LY*ATA

PA*PJ*TA*TJ*TT

AT*CT*LJ*LT*LY*ATA

PA*PJ*TA*TJ*TT

THAT CONNECT SALT CLEANLY STRATA
THAT CONNECT SALT CLEANLY STRATA

PARTICLE PJAYS TABULAR BETTER
PARTICLE PJAYS TABULAR BETTER

Ligatures on top, original letters below

Ligatures in words, original letters below
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Character Set: Thin

Accents Symbols & More
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Character Set: Regular
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Character Set: SemiBold
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 R. handgloves123  
 
 R. handgloves123  
 
 R. Handgloves123  
 
 R. handgloves123  
 
 R. handgloves123  
 
 R. handgloves123  
 
 R. handgloves123  

Styles
Thin			  56/90

Light		  56/90

SemiLight		 56/90

Regular		  56/90

SemiBold		  56/90

Bold			  56/90

Heavy		  56/90
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The technology of printing text using movable 
type was invented in China, but the vast num-
ber of Chinese characters, and the esteem with 
which calligraphy was held, meant that few dis-
tinctive, complete typefaces were created in 
China in the early centuries of printing.
 

Gutenberg’s most important innovation in the 
mid 15th century development of his press was 
not the printing itself, but the casting of Lati-
nate types. Unlike Chinese characters, which are 
based on a uniform square area, European Latin 
characters vary in width, from the very wide 
“M” to the slender “l”. Gutenberg developed an 
adjustable mold which could accommodate an 
infinite variety of widths. From then until at 
least 400 years later, type started with cutting 
punches, which would be struck into a brass “ma-
trix”. The matrix was inserted into the bottom 
of the adjustable meld and the negative space 
formed by the mold cavity plus the matrix acted 
as the master for each letter that was cast. The 
casting material was an alloy usually contain-
ing lead, which had a low melting point, cooled 

Thin Positive 		 20/23

Thin 				    20/23 
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readily, and could be easily filed and finished. 
In those early days, type design had to not only 
imitate the familiar handwritten forms com-
mon to readers, but also account for the limita-
tions of the printing process, such as the rough 
papers of uneven thicknesses, the squeezing or 
splashing properties of the ink, and the eventu-
al wear on the type itself.
 

Beginning in the 1890s, each character was 
drawn in a very large size for the American 
Type Founders Corporation and a few others us-
ing their technology—over a foot (30 cm) high. 
The outline was then traced by a Benton panto-
graph-based engraving machine with a pointer 
at the hand-held vertex and a cutting tool at the 
opposite vertex down to a size usually less than 
a quarter-inch (6 mm). The pantographic engrav-
er was first used to cut punches, and later to di-
rectly create matrices.

In the late 1960s through the 1980s, typesetting 
moved from metal to photo composition. Dur 

Light 				    20/23 

Light Positive		 20/23

StyleName_ Pt size / Line Height 
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Rubylith was a common material in the print-
ing trade, in which a red transparent film, very 
soft and pliable, was bonded to a supporting 
clear acetate. Placing the ruby over the master 
drawing of the letter, the craftsman would gen-
tly and precisely cut through the upper film and 
peel the non-image portions away. The result-
ing letterform, now existing as the remaining 
red material still adhering to the clear sub-
strate, would then be ready to be photographed 
using a reproduction camera.
 

With the coming of computers, type design be-
came a form of computer graphics. Initially, 
this transition occurred with a program called 
Ikarus around 1980, but widespread transition 
began with programs such as Aldus Freehand and 
Adobe Illustrator, and finally to dedicated type 
design programs called font editors, such as 
Fontographer and FontLab. This process occurred 
rapidly: by the mid-1990s, virtually all com-
mercial type design had transitioned to digi-
tal vector drawing programs. Each glyph design 
can be drawn or traced by a stylus on a digitiz-

SemiLight Positive 20/23

SemiLight			    20/23
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The technology of printing text using movable 
type was invented in China, but the vast num-
ber of Chinese characters, and the esteem with 
which calligraphy was held, meant that few dis-
tinctive, complete typefaces were created in 
China in the early centuries of printing.
 

Gutenberg’s most important innovation in the 
mid 15th century development of his press was 
not the printing itself, but the casting of Lati-
nate types. Unlike Chinese characters, which are 
based on a uniform square area, European Latin 
characters vary in width, from the very wide 
“M” to the slender “l”. Gutenberg developed an 
adjustable mold which could accommodate an 
infinite variety of widths. From then until at 
least 400 years later, type started with cutting 
punches, which would be struck into a brass “ma-
trix”. The matrix was inserted into the bottom 
of the adjustable meld and the negative space 
formed by the mold cavity plus the matrix acted 
as the master for each letter that was cast. The 
casting material was an alloy usually contain-
ing lead, which had a low melting point, cooled 

Regular Positive 	 20/23

Regular				   20/23 
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readily, and could be easily filed and finished. 
In those early days, type design had to not only 
imitate the familiar handwritten forms com-
mon to readers, but also account for the limita-
tions of the printing process, such as the rough 
papers of uneven thicknesses, the squeezing or 
splashing properties of the ink, and the eventu-
al wear on the type itself.
 

Beginning in the 1890s, each character was 
drawn in a very large size for the American 
Type Founders Corporation and a few others us-
ing their technology—over a foot (30 cm) high. 
The outline was then traced by a Benton panto-
graph-based engraving machine with a pointer 
at the hand-held vertex and a cutting tool at the 
opposite vertex down to a size usually less than 
a quarter-inch (6 mm). The pantographic engrav-
er was first used to cut punches, and later to di-
rectly create matrices.

In the late 1960s through the 1980s, typesetting 
moved from metal to photo composition. Dur 

SemiBold 			   20/23 

SemiBold Positive	 20/23



© Kel Troughton | All rights reserved | Overlaptype/Letterperson LLC.

Parch | Kel Troughton | Overlap Type Co.

Rubylith was a common material in the print-
ing trade, in which a red transparent film, very 
soft and pliable, was bonded to a supporting 
clear acetate. Placing the ruby over the master 
drawing of the letter, the craftsman would gen-
tly and precisely cut through the upper film and 
peel the non-image portions away. The result-
ing letterform, now existing as the remaining 
red material still adhering to the clear sub-
strate, would then be ready to be photographed 
using a reproduction camera.
 

With the coming of computers, type design be-
came a form of computer graphics. Initially, 
this transition occurred with a program called 
Ikarus around 1980, but widespread transition 
began with programs such as Aldus Freehand and 
Adobe Illustrator, and finally to dedicated type 
design programs called font editors, such as 
Fontographer and FontLab. This process occurred 
rapidly: by the mid-1990s, virtually all com-
mercial type design had transitioned to digi-
tal vector drawing programs. Each glyph design 
can be drawn or traced by a stylus on a digitiz-

Bold Positive 		 20/23

Bold 				    20/23
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Rubylith was a common material in the print-
ing trade, in which a red transparent film, very 
soft and pliable, was bonded to a supporting 
clear acetate. Placing the ruby over the master 
drawing of the letter, the craftsman would gen-
tly and precisely cut through the upper film and 
peel the non-image portions away. The result-
ing letterform, now existing as the remaining 
red material still adhering to the clear sub-
strate, would then be ready to be photographed 
using a reproduction camera.
 

With the coming of computers, type design be-
came a form of computer graphics. Initially, 
this transition occurred with a program called 
Ikarus around 1980, but widespread transition 
began with programs such as Aldus Freehand and 
Adobe Illustrator, and finally to dedicated type 
design programs called font editors, such as 
Fontographer and FontLab. This process occurred 
rapidly: by the mid-1990s, virtually all com-
mercial type design had transitioned to digi-
tal vector drawing programs. Each glyph design 
can be drawn or traced by a stylus on a digitiz-

Heavy Positive		 20/23

Heavy				    20/23
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Quick fox jumps nightly above wizard.  
Vamp fox held quartz duck just by wing.  
Five quacking zephyrs jolt my wax bed.  
Jackdaws love my big sphinx of quartz.  
Show mangled quartz flip vibe exactly.  
My jocks box, get hard, unzip, quiver, flow My ex pub quiz crowd 
gave joyful thanks. 

Pangrams			   80/86
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