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Print situates words in space more relentlessly 
than writing ever did. Writing moves words from the 
sound world to a world of visual space, but print 
locks words into position in this space. Control of 
position is everything in print. Printed texts look 
machine-made, as they are. In handwriting, 
control of space tends to be ornamental, ornate, 
as in calligraphy. Typographic control typically 
impresses most by its tidiness and invisibility: the 
lines perfectly regular, all justified on the right side, 
everything coming out even visually, and without 
the aid of guidelines or ruled bordersthat often 
occur in manuscripts. This is an insistent world of 
cold, non-human, facts.

 

 Quote adapted from Walter Ong, Orality and Literacy: 
 The Technologizing of the Word (London and New York:  
 Methuen, 1982)

Nothing is original. Steal from anywhere that 
resonates with inspiration or fuels your imagina-
tion. Devour old films, new films, music, books, 
paintings, photographs, poems, dreams, random 
conversa- tions, architecture, bridges, street signs, 
trees, clouds, bodies of water, light and shadows. 
Select only things to steal from that speak di- rectly 
to your soul. If you do this, your work (and theft) will 
be authentic. 

    Jim Jarmusch

Various forms of dysfunction appear among 
populations exposed to typography for long 
periods of time. Listed here are a number of 
frequently observed afflictions.
 Typophilia An excessive attachment to 
and fascination with the shape of letters, often 
to the exclusion of other interests and object 
choices. Typophiliacs usually die penniless 
and alone.
 Typophobia The irrational dislike of 
letterforms, often marked by a preference for 
icons, dingbats, and—in fatal cases—bullets 
and daggers. The fears of the typophobe can 
often be quieted (but not cured) by steady 
doses of Helvetica and Times Roman.
 Typochondria A persistent anxiety 
that one has selected the wrong typeface. 
This condition is often paired with okd (optical 
kerning disorder), the need to constantly 
adjust and readjust the kerning.
 Typothermia The promiscuous refusal 
to make a lifelong commitment to a single 
typeface—or even to five or six, as some 
doctors recommend. The typothermiac is 
constantly tempted to test drive “hot” new 
fonts, often without a proper license.

 Ellen Lupton, Thinking with Type, 2nd revised and  
  expanded edition: A Critical Guide for 
Designers, Writers,   Editors, & Students (Design 
Briefs) (New York, Princeton   Press, 2004, 2010)

COMMON TYPOGRAPHIC DISEASES
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According to Scrojo (http://
www.scrojo.com/), a promo-
tional poster should answer three 
questions:

 Why? When? Where? 

All remaining information is sub-
ordinate. Unless restricted from 
doing so, consider adding infor-
mation of your own to support 
or elaborate upon the primary 
question—why? 

This is where research is 
needed. Both textual and visual 
solutions need to be explored to 
build a unified design, a unified 
whole that is bigger than the sum 
of its parts. 

The existing fan is already sold. 
The goal of the poster (commer-
cially) is to grab a potential fan 
who comes to the event based 
solely on the poster! 

As virtually no design is accepted 
by the client without at least a 
few changes, sometimes it’s 
okay to use that to your advan-
tage. Go ahead and add sup-
portive text or remove what you 
may consider to be extraneous. 
The client may like your words 
better than his or her own. Use 
the proofing process to your 
advantage.

 

Establish a hierarchy. Rank 
groupings into order of impor-
tance—what you wish to be 
read first, then second, and so 
on. Don’t let the given order of 
importance influence you overly. 
You may wish to emphasize a 
different order, based on logic 
or aesthetics of your own. Copy/
paste each line of text into its 
own text box so it may be moved 
around and stylized independent-
ly. Ranking now saves time later.  

Create subsets within the rank-
ings. (i.e. “Organized By,” can 
be significantly less emphasized 
than, “University Global Affairs 
Committee.”) Although ranked 
the same, the identifier is not as 
important as the proper noun, but 
must remain clustered to make 
logical sense.
 
Subdivide text groupings with 
line breaks into smaller units and 
remove extraneous punctua-
tion and conjunctions. Simplify 
text wherever possible. (you can 
add these items back in later, if 
necessary) 

What your client likes and ex-
pects plays a big part in what you 
choose to emphasize.

Sometimes you are given broad 
creative license, sometimes not. 

RANKING FOR HIERARCHY

James Howard Miller,
hierarchy lecture
Spring 2011
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combinations

Letter forms are combined with 
single-digit numbers. Use of 
typographic joinery unifies the two 
distinct forms into an organized 
whole that is more than the sum of 
its parts. Exploration variables of 
scale, proportion, weight, and shape 
are employed to understand the 
variety of spatial relationships that 
can exist among characters.

one el eh four eight eye four eight

number - letter combinations
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anatomy of type
parts of a letterform

exercises
of spatial device and tone; cental-
ized, decentalized, and distributed 
networks
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data organizing large amounts of 
information in a visually pleasing 
and sensible way. walking the fine 
line between boring and clean.
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long lists
organizing large amounts of text in 
a visually pleasing and sensible way. 
walking the fine line between 
boring and clean.

synthesis
form follows function.
design from the familiar.
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custom bitmapped letterforms
Modality often restricts and 
channels the form of design. 
Early computers used bit-
mapped fonts due to the limita-
tions of technology. Bitmap 
typefaces are built out of the 
pixels that structure a screen 
display or other output device. 
Instead of using typefaces for 
print that looked crappy on 
screen, early designers em-
braced the limitation of stair-
stepped, bitmapped fonts.

Many contemporary type 
designers like to exploit the 
visible geometry of pixelated 
characters. (Thinking With 
Type, pg. 74)

In fact, the bitmapped font, 
Oakland is, by design and not 
restriction, one of the 100 
most popular fonts of all time. 
(PToT)
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HELVETICA LIGHT // abcdefghijklmnop 1234567890 !@#$%^&*()_+

HELVETICA BOLD // abcdefghijklmnop 1234567890 !@#$%^&*()_+

HELVETICA OBLIQUE // abcdefghijklmnop 1234567890 !@#$%^&*()_+

a
 When one begins to practice simplicity, the ego 
is deprived of the very strategy by which it sustains 
itself.  Nothing will deflate the ego more effectively than 
to be recognized for what it is.
 It lives by pretension.  It dies when the mask is 
torn away and the stark reality is exposed to the gaze 
of others.
  Simplicity also avails in braking the tyranny of 
things. Ostentation, artificiality, ornamentation, preten-
tious style, luxury--all require things.  One requires few 
things to be one’s self, one’s age, and one’s moral, 
intellectual, or spiritual stature.  What one is does not 
depend on what one has.
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HELVETICA MEDIUM // abcdefghijklmnop 1234567890 !@#$%^&*()_+

HELVETICA REGULAR // abcdefghijklmnop 1234567890 !@#$%^&*()_+

HELVETICA ITALIC // abcdefghijklmnop 1234567890 !@#$%^&*()_+

HELVETICA BOLDITALIC // abcdefghijklmnop 1234567890 !@#$%

HELVETICA LIGHTITALIC // abcdefghijklmnop 1234567890 !@#$%^&*()_

HELVETICA ULTRA-LIGHTITALIC // abcdefghijklmnop 1234567890 !@#$%^&*

HELVETICA ULTRA-LIGHT // abcdefghijklmnop 1234567890 !@#$%^&*()_+

HELVETICA CONDENSED BLACK // abcdefghijklmnop 1234567890 !@#$%^&

HELVETICA CONDENSED BOLD // abcdefghijklmnop 1234567890 !@#$%^&*()_+
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type crimes

drop shadow
T his is a picture of the menu from Spaghetti       
Factory. A drop shadow is used repeatedly on most 
of the headings and serves more to muddle the im-
age than make it stand out. 

allignment
The angle of the text does not match the other visual elements       
and adds discord. If the artist wanted two different angles,             
they could have created a greater difference to show that they          
are intentionally different.

letter spacing
Shot from an add in a food magazine, the letter spacing of CHEESE 
is uneven and, because of the bold style of the font, really stands out 
as a glaring disfluency.


