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30 / LETTERTNG&rYPE

CAP HEIGHT

X-HEIGHT

BASELINE

DESCENT

ASCENDER

LETTER STRUCTURE

BOWL

rAPER Th€ thinning in or out of a

strohe. usually jound. aL a join

FINIAT lorN The dred.ahere tuo siroftes intersect

CROSSBAR /

HORIZONTAL STROKE

,l
Abruotur llTSHOULDER

SPUR DESCENDER

WAISTAPEX

F or mor e I ett ering and typ e

terms and defnitions, see the

Glossary on pages u6-t27.

CROSSBAR

COUNTER

SERIT

DOTDTAGoNAL i ol.q.coNet stnort

TERMINAL

APERTURE TAIL

BEAK

edis' SPINE

1srtu / vrnrrcel srRoKE

FINIAL

sT norr A single mark andmotion of thewriting
implement; when applied, to type or butlt-up

ACCENT uenr< / lrecnrrrc

'-'\:ruArroN coNNEcrrNGsrRor(E lettering-thetermismorefEratiue
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BRAcI(ETED / enNerr sEnrp

:.ErLExrvE A serif that implies an abrupt

change in the direction of the

strohe, such as that found at the

feet oJ most romanletters

\LLIGRAPHIC SERIF,
ASYMMETRICAL

t^o*rrrrr., A serlf thdt suggests d

corllilluolrs motion inio or

out oJ a strohe, such as on

mosi itdlics

uNBRAcKETED / ernulr srur

ANTIqUE TUSCAN

BILATERAL SERII UNILATTRAL SERIf

SERIFS AND TERMINALS

represent the entrance and exit

marhs of the pen. The origins

oJuarious seriJ shapes relate to

different writtng styles , tools, pen

anqles, and amounts ofpressure.

84 the etghteenth and nineteenth

centuries, the foms of serifs and

t etminal s had b e c ame det ache d Jr om

their calligraphic ongins, as type

designer s and sign p dinter s tredted

serifs as separate ornamental or

geaffietric elements.

WEDGE SERII

SLAB SERIF '^T'*
CLARENDON

(en.,a.crarro srer)
TUSCAN

TEARDROP
TERMlNAI

BALL TERMINAL.
UN BRAC KETED

UNBRACKETED
SERIF

f
BEAK

]ISPLAY SERIFS AND NINETEENTH-CENTURY STYLES

BALL TERMINAL,
BRACKETED

SH!ARED
TERMTNAL
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f'xrs refers to the dngle of emphasis

within aletter or strohe. Letters or

rype[aces with modulaLed stroke:

haue areas ofthichs andthins,

v i s ibl e in r ounde d char act er s lihe

the o or a.Typefaces derivedfrom

broad-nibbed pen witing typically

have a diagonal axis that reflects the

angle ofthepen's tip. Multrple axes

can exist within the sdme font or

Letter. Axis differsfrom slope, whtch

refers to the angle or slant of an

italic or oblique font .

(See also Angle ofTranslation

on page 52.)

coNrnesr is the amount of

variationJrom thich to thin

within andbetweenthe strohes oJ

a character.Without dny contrd,sl

or stt ok e mo dulation, I ett er s

sulJer from uneoen color. and their

horizantal strohes dppedr opticdllA

thi cher than thetr s t ems.

The x-HsrcHr is thevertical

measur ement of a low ercas e letter's

m ain b o dg, usually d$ne d by

the x. It differs from typeJace to

typeface. Increasing a font's x'height

increases the Erytarent size of the

letters and generally improves

legibiliry at small sizes. An exces'

sivelylarge x-height canhave the

opposite effect, reducing the overall

redddhilitA oJ word shapes and

mahing theletters seem graceless.

An x-height that is too small can

p r o duc e I ett er s th6t I o ok t op -he N y

or stunted.

ADOBE GARA\'lOND DOLLY

BASKERVILLE DTDOT HFT,VETICA

SCALA SANS

Iaw contrdst

Aa

SCALA

medium contrast

Aa

DIDOT

h.igh contrast

{a

Rounded characters and pointed serifs extend slightly

above the capheight or x'height and dtp justbelow the

b aseline. Thes e subtle ou er sho ots optically comp ens ate

for the softness or pointed'ness oJ the forms without

an ovethoot these characters would appeat smaller

than the flat or squaredletters.

The x'height is

Ascenders may generdlly greater

betallerthan thanhalfofthe

the caphetght. cap hetght.

Trosr tri.

bdu bh Q\
ADOBE JENSON

o$ o+ d d+
FUTURA

Aa Aa AaAa
Letters drawn wtth no

strohe cantrdst

Aa

Cochin has a snall .-height lnterstate has a large x-height
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Some e[ements may

extend slightLy above

the cap height.

CAP HFIGHT

is the distonce f'om the baseline

to the top oJ capital letter.

The cap hei.ght of a typeface

d.etermi,nes its poi.nt si.ze.

rHr. lAsELTNE iswhere aLIthe

letters sit. This r,s the most stable

axis along a line oftext, ond it
ts a crucial edge for aligning text

with Lmeges or with other lext.

Iley, lookl
They supersized

my, x.height.

ANATOMY

The curves ot the bottom of
LetLers such ns o or e hang

slightly below the boseltne.

Commns and semi.colons also

cross the baseli.ne. lf a \peface
tuere not postttoned this way,

it would, appea,r to teeter

precari.ously, Lacking o sense

of physical g ounding.

x-HErcHr ts the height of the

main body of the lowercase letter

(or the height of a Lowercose x),

excluding its ascenders snd

de,scenders.

l'lodvvv*J
Although kirls Learn to write

using ruLed paper that di.vicles

IeLters exactll in half, most

typefaces are not designed that

way. The x-hetgbt usually

occupies sli,ghtly more than holf
of the cap height. The bi.ger

the x-height is tn relation to the

cap height, the bigger the Lexters

wtIL look. In a Jield. oJ text, the

greotest densily occurs between

the baseline and the top oJ the

x-he|ght.

Two hl.os,fu.s sf 1sy1

are ofien aligned along
a shared. haseline-

Here, 4ft8 Scala

..,.(r4-. W ry plu2j.thrS+rs
ofline spacing) is paired
with 7/9 Scala.



SIZE

n points

equal 1 Pica

6 pi.cas

(72 points)

equal t tnch

$

B
a
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H E r c HT Attempts to standardize the measurement

of type began in the eighteenth century. The poi.nt

system,.used to measure the height of a letter as

well as the distance betr,veen Tines (Leading\, is rhe

standard used today. One point equals r/72 inch

or .35 millimeters. Twelve points equal one pica, the

unit commonly used to measure column widths.

Typography also can be measured in
inches, millimeters, or pixels. Most software

applications let the designer choose a preferred unit
of measure; picas and points are a standard default.

8 picas = 8p

8 points : p8, 8 pts

8 picas, 4 points : 8p4

E-point Helvetica with 9 points of line spacing =

8/9 Helvetica

wr DTH A letter also has a horizontal measure,

called its set width. The set width is the body of the

letter plus a sliver of space that protects it from

other letters. The width of a letter is intrinsic to the

proportion ofthe typeface. Some typefaces have a

narrow set width, and some have a wide one.

You can change the set width ofa typeface by

fiddling with its horizontal or vertical scale.

This distorts the proportion ofthe letters, lorcing

hear,y elements to become thin, and thin elements

to become thick. Instead of torturing a letterform,

choose a typeface with the proportions you need,

such as condensed,,compressed, or extended.

Lg
6o-potN:r scele
A typeface is measured

from the top of the

capi.tal Letter to the

boLtom of the lowest

d.escender, plus a small

bffir space.

In metal type,

the poi.nt size

h the height of
the type slug.

WIDE LOAD
INTERSTATE BLACK

The set width is the body of the letter

plus the space beside it.

IIGHI IIIAD
INTERSTATE BLACK COMPRESSED

The letters rn rhe cond.ensed version of the typeface

have a narrower set wd.th.

T,I'IDE I-(OAED
TIOHT t|llAD
TYPE CRIME:
HORIZONTAL & VTRTICAI SCAI,ING

The proportions of the letters have been

digitally distarled in order to create wiclet

or naftower letters.

rjiiroli,
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l2-PT SCALA 32-?T TNTERSTATT RTGULAR 32-PT BODONI 32-?T MRS rAVrS

I

[J-"[ge kh"ight
Every typeface wants to know, "Do I look fat
in this paragraph?" lt's all a matter of context.
A font could look perfectly sleek on screen,
yet appear bulky and out of shape in print.

Some typefaces are drawn with heavier lines
than others, or they have taller x-heights.
Helvetica isn't fat. She has big bones.

9/rz Hrrvrrrce

Every typeface wants to know,
"Do I look fat in this paragraph?"
It's all a matter of context. A font
could look perfectly sleek on
screen, yet appear bulky and
out of shape in print.

rz/r4 urrvrrrcl

Mrs Eoves, destgned by Zuzann Ltcko tn ry96,
rejects the twenti.eth-century appetite for
supersized x-heights. The font, tnsptred by the

eighteenth-century designs of I ohn Baskeruille,

is named afier Sarah Eo..ves, Baskerui.Lle's

mistress, housekeep er, and collsb orator.

The couple li.ved together for sixteen years

before marrying i.n ry64.

Bigger x-heights, tntroduced. in the twentieth
,entury. make fonls laok larger by maximizing
fhe area wuhin the overall point 'ize.

Every typeface wants to know, "Do I look fat in this

paragraph?" It's all a matter of context. A font could

look perfectly sleek o. screen, yet appea. bul1y and

out of shape in print. Some typefaces are drawn with

heavier lines than others or have taller x-heights. Mrs

Eaves has a low waist and a small bodv.

9/rz uns Eevls

Every typeface wants to know, "Do I
Iook fat in this paragraph?" It's all a

matter of context. A font could look
perfectly sleek on screen, yet appear

bully and out of shape in print. Mrs.
Eaves has a low waist and a srnall body.

rz/r4 lrns rnvrs

The defoult type size in many sofiware applications i,s rz pts.

Although this generally creates rendable type on screen d.isplays,

p-pt text type usually Looks big and. horsey on a pnnted. page.

(tz pts is a good size for chi.ld,rens books.) Sizes between 9 and, u
pLs are common for pnnted text. This caption is 7.5 pts.

Do I look fat in this paragraph?
These Letters ore all the snme poi.nt si.ze, but they have dffirent
x-heights, hne wetghts, ond. proporti.ons.

When tr,vo typefaces are set in the same point size,

one often looks bigger than the other. Differences

in x-height, line weight, and character width alfect
the letters' apparent scale.
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The idea of organtzing typefaces into matched

families dates back to the sixteenth century when

Adobe Garamond. was d.esignet.by Robet Slitnbach in ry88. printers began coordinating roman and italic faces.

The concept was formalized at ihe turn of the

twentieth century.

The roman font is the core or spine from which a family of rypefaces derives.

ADOBE GARAMOND RIGULAR 
:I1;:#;:f,,6;,i::,:::'i:,!;;KiJ,"ifT'[,f,',,1,i,]^!,,,,,""0
as the parent of a larger familY.

Italic fonts, which are based 0n cursiue writing, haue forms distinct frowt 1/07ndn.

ADoBr 6ARAM6ND rrAlrc Theitalicformisnotsirnplyamechanicallyslantedve-rsionofthe

i#i!;]k",1!,i,liiJX?X{ff ;I;}:!:i!;#T.im:o:'r""*

SMALL CApS HAVE A HEIGHT THAT IS SIMILAR TO the lowercase X-HEIGHT'

ADoBr .ARAM.ND rx?nRr (suarr cers) t#:::';i;,1::',;::r),:3*;u,ilj"f"lt:Ti::;ii'rl,,lir!]*?J;,

are slightly talLer than the x'height oflowercase leiters'

Bold (and semibold) typefaces are used for emphasis within a hierarchy.

ADOBI GARAMOND BOLD AND STM]BOTD BoLd. versions of traditionaL text fonts were ad'ded in the twentieth

tentury to meit the need for emphatic form* Sans-seif fawilies
of.en includ.e a broad range of weights (thin, bold, bLack, erc')'

Bold. (and. semibold) typefaces each need to include an italic aersion' too.

ADOBE GARAMOND BOID AND STMIBOID ITATIC The blpefoce designer tries to make the bold versions feel simiLar

in coirclst to the roman, without making the overall form too

heav|,. The counters need to stey clear and open at smalL sizes'

A full rype family has two sets of numerals: lining(123) and non-liningGz)'

ADOBE GARAMOND REGULAR AND EXPERT NUMTRATS

;;;;,;
?STUDO ITALICS

The wide, ungatnly

forms of these skewed

Letters look forced
and unnotural,

Lining numerals occupy unifurm units of horizontal,spac4 so

that lhe numbers line up when used' in tl,bulated columns'

Non-Lining numeral's, also caLled' "text" or "old sflle" numeraLs,

have a siall body size plus ascenders and descenders, so that

thq nti.x well on a line witl't lowercase letters.

A ryprfamily cAN BE faked by slanring or inflating, or SHRINKING letters'

l1
ITATIC BOLD

I

SMAII CAPS TYPE CRIME:
?STUDO BOTD

Pq.d.ded around the

edges, these letters

{eel bLunt and dull

;;;;;;;;
PSIUDO SMAII CA!S

These shrunken

versi.ons of full'size
caps are puny

and staned.



KERNING

Takes two
SCNLA, \I 1f11 IiIRNINC SI]PPRISSLI)

Spu,:ing orppctrs l.u:iltttt \viLLl gtp:; ttrotutd lhc T rtlll lr

SCALA, SITH I(FRNING

Spttr::ittg sc,ltts :1rori. tt)(11 rthlLottqh sortt': clLtn uf i:rs valvly Ltxrlt

s(Ar1 rT,\L-IC, WIIII l{ER\lN(

A gctp apPt:ur:: bi:tu'tert the I tmd \ '

naa,rly touch
SCALA 1fr\LIc, \VlIII l(LltNIN(;

Th t cha r a r:l. e r i sftt: i tt t mt a c y o.l' rl il i: r t: q n r'':s L t n i tt g

rub my back

fUbmyback

Takes two

ne&rl,y touch LOVE LETTERS
'Iht:\/ll:, anti lT i0rllbi,1,itior1s trttkc Lhc tuortls look nisrnatched

LOVE LETTERS
[(trninghas hun rnarttrally udjustetl-for o n10r' (v(t1 cLppe&rotLt:t

fiJbmvback
TYPE CRIME:
]]OO NlI.](:H SP\CI

Mind rhe gap,

esyeciolly ctt lttrger sizts

rrxt 8o

r(ERNING Ifletters in a typeface are spaced too

uniformly, they make a pattern that doesn't iook

uniform enough. Gaps occur, for example' around

letters whose forms angle outward or frame an opel:

space (W, Y V T, L). In metal type, akernedletrer

extends past the lead slug that supports it' allowing

two letters to sit more closely together' In the digital

typelaces used today, the space between letters is-

controlled by a table of kermng pairs, which specify

spaces betrveen different letter combinations'

KERNING LARGER srzrs Because the space

between characters expands as the type size

increases, designers often fine-tune letterspacing

when working with large letters' As the word

"rub" gets bigger, the gap betr'veen u and b grows

more obvious.

tl]bmvback
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Atypical starttng point for the spactng process is

to set d chdrdcter's sidebearings to approxtmatelg

5o percent of the opttcalwidth ofits counter. BA

Ioohtng at a string of a single character typed

repeatedlg, a designer can deside if the spacing

shouldbe Iooser or tighter. Most Jonti side bearings

dre opticdllybetween onehalf and one third of the

width of its average caunter spa.ce. Setifs help brtdge

the spaceshetweenletterc, and seriJ typefaces

oftenhaue slightlylooser optical sytacing than sans

serif fonts. However, untform spacing between

letters' serfr is les s important thdn the opttcal

spdcingbetaeen the main strohes oJ two adloining

chdracters.

Dit'Jerent fonts have different spactng requirements

depending on their end use andvisual characterLstics

Type designers space some faces more generousLy to

matntatnlegibihty at sma|I sizes, while display faces

ofren beneft Jrom morc compdcl spdcing.

The goal of spacing is to achieue even thythm and

colorbq ehminattng white gaps andtight, dark

arcas. A C,esigner typically b egins by determining

comfortable side bedrings f or contt oI char acter s like H

and O. Then strings of the control chl,ro'cters are tested

wtth addttionalletters dt Ddriaus Point stzes. If any

problems appear, spacing, or the charactet ttself, must

be adjusted.

Without berning, awhw ard gaps appear betw een

sev eral pairs of these characters. Punctucttion

and combinations of upper- andlowercdse letters

frequently require herning to maintaLn d font's

euen spacing.

ROGUES GALLERY

Too-tightletterspacing causes the chatactets to run

together, reducing legibility and creating color ptoblems

Typ e sp aced to o lo o s ely creates distr d.cting gdq s beta een

Tetter pairs and causes words tobteah apart.

IMAKINGII ITERSWORK / ]2I
I

nnnnn nnnnn
rNrrrAlSpAcING (Sidebearingssetto5opercentofeachcounter:feelstooloose)

nnnnn nnnnn
r r N AL s pAc I N c (Side b e arin g s sli ghtly r e duc e d)

LOOSEY COOSEY TIGHTY WHITEYS
scALA sANS (More open spacing) vAG RouNDED (verytight spacing)

HHHHH OOOOO HHOHH HOHOHO

nnnnn ooooo nnonn nononon

HHDHOHODOO HHPHPHHHPHPHH

nnpnonopoo nnknknnnknknn nnnvnnn

HHSHH OOSOO HSHSHS OSOSOS

nnsnn oosoo nsnsns ososos

SOME SAMPLE SPACING STRI\Gs LSI\G ILiE
H, O, n, AND o AS coNTRoL cHAR-{c::?-i

VAULT. VAU LT.

Vanda" \7anda"
UNKERNED TYPE

Tlpe designers

between leners as important

forms ofthe letters themselves,

a scuiptor fr$r. rhe
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TRAcKTNG Adjusting the overall space between

letters, rather than the space between two characters,

is called tracking, also'known as letterspacing. It
is common practice to letterspace capitals and small
capitals, which appear more regal when standing
apart. By slightly expanding the tracking across

a body of text, the designer can create a more airy
field. Negative tracking is rarely desirable. This

device should be used sparingly, to adjust one or
more lines of justified type.

TRACKING

LOVE LETTERS
SCALA CAPITAIS, NORMAI TRACI(ING

LOVE LETTE RS
SCALA CA?ITALS, IOOSI TRACI(ING

IOVE TETTERS LOVE TETTERS
SCALA SMAII CA?ITATS, NORMAI VS. TOOSI TRACI(INC

Lowercase letkrs respond. less

favorably to Letterspacing than

do uppercase letters, because

they are desi.gned to sit together

intimately on s line.

NORMAI TRACI(1NG

Letters do love one another.
However, due to their
anatomical differences, some
letters have a hard time
achieving intimacy. Consider
the letter V, for example,
whose seductive va1ley makes
her limbs stretch out above

her base. In contrast, I
solidly holds his ground yet
harbors a cedain emptiness
above the waist. Automated
kerning tables solve these
problems in most situations,
but some letters may require
personal attention at larger
sizes. Capital letters, being
square and conseflative,
prefer to keep a little distance
from their neighbors.

lOOSE TRACI(INC

love letters love letters
SCAIA, ROMAN AND ITATIC, NORMAI TRACI(ING

love letterslove letters

POSITIVE TRACKINC
T.ei:ters do love one another.
However, due to their
anatomical differences, some
letters have a hard time
achieving intimacy. Consider
the letter V, for example,
whose seductive va11ey makes
her limbs stretch out above
her base. In contrast, I who
solidly holds his ground yet
harbors a certain emptiness
above the waist. Automated
kerning tables solve these
problems in most situations,
but some letters may require
personal attention at larger
sizes. Capital letters, being
square and conservative,
prefer to keep a 1itt1e distance
from their neighliors.

NEGATIVE TRACKING
l,etters do love one mother.
However, due to their
anatomical differences, some
letters have a hard time
achieving intimacy. Consider
the letter V, for example, whose
seductive valley makes her
limbs stretch out above her
base. In contrast, I solidly holds
his ground yet harbors a cerLain

emptiness above the waist.
Automated keming tables solve

these problems in most
situations, but some letters may
require additional guidance at
larger sizes. Capital letters,
being scluare and consewative,
prefer to keep a litde distance
from their neighbors.

TYPE CRIME:
NIGAT]VE TRACKING

Make the shoe f.t, not the foot
Dont use negative tracking to
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SMALI CA?S, STACI(ID

STACKED CAPITALS

Roman letters are

designed to sit side by

side, not on toP of
one another. UPPercase

ietters form more stable

stacks than lowercase

letters. Centering the

column helps 1o even out

the differences in width.
(The letter I is a

perennial problem')

TYPE CRIME:
STACI(ID IOWERCASE

STACKED LOWERCASE

Stacks oflowercase

letters are esPeciallY

awi<ward because

the ascenders and

descenders make the

vertical spacing

appear uneven, and

the varied width of
the characters makes

the stacks look

precarious.

Engtish is not Chinese. lskn Kane, **cz

VERTICAI. AI.IGNMENT

SCAIA IOWIRCASI, VIRTICAL BASTLINIS

top to bottom bottom to top hoth directions

VERTICAL BASELINES

The simplest waY to make a line of

tert form a vertical line is to change

the orientation ofthe baseline from

horizontal to vertical. This preserves

the natural affinity among letters sitting

on a line.
There is no fixed rule determining

whether type should run from toP to

bottom or from bottom to top. It is more

common, however, esPeciallY in the

U.S., to run text on the spines of books

from top to bottom. (You can also run

text up and down simultaneouslY')

!)
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WORD E)(ERCISE

You can express the meaning of a word

or an idea through the spacing, sizing,

and placement of letters on the page.

Designers often think this way when

creating logotypes, posters, or editorial

headlines. In this project, physical

processes such as disruption, expansion,

and migration are expressed through

the spacing and arrangement of letters.

The round Os in Futura make it a fun
typeface to use for this project.

Examples of student work from
Maryland Institute College of Art

rnxr I ro4

sition trqnsiti

dis(uption c o m pres$qr

JOHNSCHEN I(UDOS

JOHNSCHTN KUDOS IOHNSCHEN KUDOS

rm lr

il^tq
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EXERCISE: MODIFYING TYP E
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Even minor adjustments can give t)rye a new or more

complex voice. An act as straightforward as rounding

sharp corners or creating a stencil from a particular

character can completely change the tone of a type

treatment. Modifying an existing font shifts it from

type into the realm of custom lettering, giving the

letters their own unique flavor.

Choosing an existing typeface such as

Helvetica, modify one word in several different ways

to see how these alterations affect the appearance and

tone ofthe letters. Pay careful attention to the type's

underlying system. Modifications to one letter can

affect the rest ofthe word in unforeseen ways and

may require compensations in weight, spacing, and

width. Any adjustments should respect the relation-

ships of the tlpographic system.

l. MrcA coMMENcEMENT EXHIBITIoN, zoo8, Oliver Murday

2. pRoDUcrroN DEIARTMENTj zoo6, Folkert Gorter

3. rKNy (rorvoaNl urwvonr), zooz, Ali Cindoruk
,+. vrcroRrA sc ALBERT MUSEUM, 1988, Alan Fletcher

s. MIYAKE, zoor, A1i Cindoruk

6. cRAVrry enr, zoo8, Folkert Gorter

:. anar, zoo4, Fwis

8. cREATTvE ALlrANcEr zoo3, TraciJones Design

9. VIRTUAL AF.\'.\ :: ]: :

ro. cari 03. 2002. I.r:-- - 
..:-

r1. squrDs,20o;. P..s: - -i-'-

12. VAI,LEY WINES. 2O': :]

13. VISUALINGUAL BOOIS. :
14. cLArR, zoo6, Sl.iarr'Jel.:::

1s. zoo YoRK,2ooz. Justir'-
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Many de signer s begin a typ eface by drawing the low etcas e

n. once the nisperfected, thevh, andm quichly follow

suit.While allfourletters are simiTar, they usuallghaue

subtle variations in emphasis, cun)dtute, andwidth. The shoulders of the n, m. cnd h pu-.h rc

theupper ight,balanciry the ueight oJ

the stems and emphasizing the fonuard
motion of reddLng and witing.The r ounde d p o rtions of the I ett er s

ourshoot the x-height orbaseline.

Considerable

tapertng at the

joinbeeps this

dred of theletter

from appearing

too dark.

The m's counters are approximately the same The two counter spaces of the m

shape and area as the counter of the n. In some dre opticdlla equdl rn drea.

typefaces the m's countets ate slightly narrowet

I r1 n n nnn n mmm m mmm m uu u ulluu uhh lr htrht'

The counters of the n, m, u,

andh ar e n ot symmettic 41.

Thefnishand

appedrdnce

of the stemi

tips Jlat,angled,
serifed,Jlared, or

other-are reflected

throughout the

font's system.

Infonts with greater strohe contrdst, the right stem

of the tt k typicalty thinner than the left . In Franhlin

Gothic there is onlg a slight difJerence.

Thelength and appearir.:. '-': l: ;:-:r::-''
e s t abl i sh im p o r t an L r.' l ; ; ; -- --.: 

;1 ;1 -r : ;'- - -: : -'- ).':

x-height. cap height. ;r.i -:'-':: ::- r.::; : :
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The z's diagonalbreaks the ruIes of stroke emphasis and axrs; in aeight it is

similar to strokes that follow the opposite axis, top Teft tobottom ight' This

anomaTg reJlects a change in the angle of translation' Without this emphwis'

the zwould appear loolight, especially in seiffonts'

The zisusually

nanower than

then.

Thebase of thek'sleg extendsbeyondits upper

arm, tokeep theletter from appeanng top-heavy'

Th;i
d,ri

Thinning, tapeing,

and, other optical

adlustmentsheeP the

center of thekfrom

feelingtoo darh.

Thewaistoffu
kis abouix
centerliE-

The diagonal strohe

may taper slightly.

Thebottom of the zis wider thanits top

Thek's three counter spaces enclose relatively

equdl arcds ofnegatiue sPdce

zzzzzzzzkkkkxk PPI
ROGUES GALLERY

This nis toowide, and

its curuedtoplachs an

overshoot.

This ahas insfficient
strohethinning, and

its top curve extends

b ey ond the lett er's b owl

The counter of thehis

s\mmeticdl, mdking

theletter's shoulder

slumpbachward.

This rn's ight counter is This c's aperture and

toondftolJJ. top stroke areboth

too wide.

ATow,heavy crossbar

and sho rt fni al mah e this

e top-heauy and out oJ

proportion.

This v appears wide, This perfectly symmet' The strohes of this y join

andlack of strohe ical xlacks tapers and at thebaseline' mahing

tapeing makes itsjoin appears top-heauy' its counter toolarge and

too darh. itstailtoo short'



TheK's three counter spdces dre

mad.e rel.atively equd.I in dred, to

maint ain't i su al b al anc e.

MAKINC LETTERS WORK

Like other diagonal characters, theY has aleft

diagonal that is slightly heauier than its right

one, maintaining proper strohe enphasis.

The two diagonals

taper into thejoin.

l"t

r

Nimichingthe

A'spdttem

afaxis and

ryhasis, the V's

'{t diagonal is

*irker than its

nght

I

Signifcant

thinning and

a subtle ink
trap reduce the

darhness where

the diagonaljoins

the stem.

The K's

diagonal

strohes meet

dbove the

centerline.

Theleg of theK extends farther than

its arm and is noticeably heauier.

W\r\ATW KK K K KK KYYYYYYY Y
dnthantheM.

ROGUES GALLERY

HE
This wideKhas a

too-heauy crossbar.

This G's crossbar isaide This Cis too wide, and

andplacedtoohigh;its thetop strohehangs

top curue extends pdst beyond itsbase.

itsbase.

This symmetical

Ehas arms of equal

length, mahing itlooh

awhward.

Thelower arm of theF Thi-t T'-< -rtazr is IuL" ;:-: ll:- I : i-ra,;hm
is too high and wide. its crossbar is r.:l' d:: ,!::siE:rle: :! LTsr€T

Tra!!dl{:iIt&::

r iliagonals may

ilifferent angles

,tier strohes.

This symmeticalB

hasbowls of equal

size, giuing it a

top-heauylooh.

This P's bourl is too high

andpinched.

:a::ng dJ,m!
s,:- lrrul r:iru{
ii-:-irff :'irrg rsffiirr
-<lc:r r'tgxrarur uxfodir

riSig*=!"q :i,c-rrr[ll

TheY's stem is shorter

than th e di ag o n al s tr oh e s.
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Ananow width and slightly

heavier strohe weighthelp offset

theF'sinegular shape.

MAKTNG LETTTRs *o*^ / ,o,
I

Seriftypefaces oftenreduce the awhward spacing of
theE,F,T, dndLwith enlarged andheauy seifs that

flll some of the space within each character.

TheT is

nanower than

theH.

The strohe weight of the stem is increased to

b al anc e the T' s ou er all li ghtne s s.

The center arm of
theF is slightly

lower than that oJ

theE, tobalance

the negatiue space.

Slightly increased

stemthichness

dffirentiates thel

fromthel.

The I in some san-r

serifJont-< hcs c shcrl

rrossbcr or -"lcl -rm_is

to disriryruisk:;-o;n

the lruEr;-.eL

In senf fonts thelt serils minic thc trg r
. theLdndbottomofthtT.

BEEFF'F FFFFFTTTTTTTTLLL LLLL LI I I I III I

A thicher strohe

weight conpensates

for theL'sliqht color

The L is a problemdtic chdracter for
typ e designers b ecause of its large,

asymmetncal open space. Maling theL

signifcantly narrower irnproues (but does

not eliminate) spacing issues.


