


Winter
2007
Season

Vermont
Symphony
Orchestra

Aaron Copland
The Tender Land
January 2007

01/12/07
Middlebury College
Center for the Arts
8:00 pm

01/19/07

Johnson State College
Dibden Center for the Arts
8:00 pm

01/26/07

Lyndon State College
Alexander Twilight Theater
8:00 pm

Eric Satie
Gymnopedie 1, 2
February 2007

02/03/07

Johnson State College
Dibden Center for the Arts
8:00 pm

02/10/07

Castleton State College
Fine Arts Center

8:00 pm

02/17/07
Middlebury College
Center for the Arts
8:00 pm



Common Typographic Disorders

Various forms of dysfunction ap-
pear 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 let-
ters, often to the exclusion of oth-
er interests and object choices.
Typophiliacs usually die penniless
and alone.

Typophobia

The irrational dislike of letter-
forms, often marked by a prefer-
ence 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 re-
adjust the spaces between letters.

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 tempt-
ed to test drive “hot” new fonts,
often without a proper license.




COMMON TYPOGRAPHIC
DISORDERS

TYPOPHILIA

TYPOPHOBIA

TYPOCHONDRIA

TYPOTHERMIA

Various forms of dysfunction appear among populations exposed to typography for long periods of time. Listed
here are a number of frequently observed afflictions.

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.

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.

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 spaces between letters.

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.




Common Typographic Disorders; Various forms of dysfunc-

tion appear among populations exposed to typography for long
periods of time. Listed here are a number of frequently observed
afflictions.

TYPOPHILIA

TYPOPHOBIA

TYPOCHONDRIA

TYPOTHERMIA

An excessive attachment to and fascination with the shape of let-
ters, often to the exclusion of other interests and object choices.
Typophiliacs usually die penniless and alone.

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.

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 spaces between
letters.

The promiscuous refusal to make a lifelong commitment to a sin-
gle 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.
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ART

The Modern’s Other Renovation

By ANDREW BLUM

N vacation in Greensboro, Vt, in

the summer of 1966, Alfred H.

Barr, the Museum of Modern

Art's first director, had an epiph-

any. The museum’s official abbreviation —

iong “MOMA" — would, Barr thought, be

better served by a lowercase ‘o™

“MoMA." In letters sent from the city, his

colleagues took issue with his holiday mus-

ings; “it gives me terrible visual hic-
coughs,” one wrote.

The hiccoughs apparently took decades to
subside. It wasn't until the mid-80's that the
museum deemed “MoMA" proper enough
for use in ber ¢ ications, and
another decade passed before the acronym
appeared on banners outside the museum.
Today, the museum recognizes that most
people identify it by the word “MoMA™ —
not just the sound of the acronym, but also
its look. ““That lowercase ‘o' trapped be-
tween those two M's creates a unique word-
shape that is translinguistic,” Ed Pusz, di-
rector of the museum’s graphic design de-
partment says. “It's accessible to people
who don't speak the language.”

So it's with a sense of great care that the
museum’s leaders introduce their latest in-
novation: a redesigned MoMA logo, a newly
scrubbed face by which the revered institu-
tion will soon present itsell to the world on
signs, coffee mugs and subway ads, and
throughout the Yoshio Taniguchi-designed
expansion and renovation planned to open
near the end of 2004, As befits a change of
#uch import, the redesign was undertaken
with much attention: the museum hired
perhaps the world's foremost typographer,
paid him in the low five figures and spent
eight months scrutinizing every tiny step in
the process.

The outcome? Well, it's subtle.

You would have to look rather closely to
see it. Extremely closely. In fact, someone
could set the old logo and the new logo side
by side and stare for some time before
detecting even the slightest distinction. The
folks who led the exhaustive makeover pro-
cess couldn’t be more pleased.

As might be expected of some of the most
visually aware people in the world, those
who have worked on the the Modern's type-
faces have a remarkable history of typo-
graphic self-scrutiny. In 1964, the museum
replaced its geometric letterforms typical
of the Bauhaus and German modernism
with Franklin Gothic No. 2, one of the grand-
est and most familiar of American type-
faces. Designed in 1902 by Morris Fuller
Benton in Jersey City, Franklin is simulta-
neously muscular, with an imposing weight,
and humanist, with letterforms reminiscent
of the strokes of the calligrapher’s pen
rather than a mechanical compass. “*Quite
simply, it's a face that’s modern with

Andrew Blum is a frequent contributor fo
Metropolis.

new MoMA Gothic
previous Franklin Gothic ¥2:

Above, the minute
changes the Modern
has made in its logo.
Left, the typographer
Matthew Carter, who
“refreshed"” the
logo’s typeface. He
felt, he said, like an
architect designing a
replica of a building.

roots,” Ivan  Cher-
mayeff, the designer
who made the selection
for the museum, re-
called recently. “It has
some character, and
therefore some warmth
about it, and some sense
of the hand — 1e, the
artist. All of which
seemed to me to make a lot of sense for the
Museum of Modern Art, which is not only
looking to the future but also looking to the
past.”

Mr. Chermayeff’s logic held up. Aside
from what Mr. Pusz calls a “blip” around
the time the 's exp pened in
1984, the museum has used Franklin consis-
tently for nearly 40 years. So when the
Modern asked the Toronto-based designer
Bruce Mau to explore a range of possibili-
ties for the new building’s signage — includ-
ing rounder, more symmetrical typefaces —
he felt strongly that Franklin should be left
alone. “Everybody gets tired of their own
voice,”” Mr. Mau sald from his studio in
Toronto, “and so they want to change it. But
1 was like: ‘Don't mess with it! It's an

extraordinary landmark identity: don't
throw the baby out with the bathwater.”

The museum’s director, Glen Lowry,
agreed. “We looked at all sorts of options,
and said, ‘You know, we don't need to go
there.' Our self-image hasn't shifted so dra-
matically that our identity needs to be ex-
pressed in an utterly new way. We don't
need to go from chintz to stripes.”

But Mr. Mau noticed that the Franklin the
museum was using didn’t seem to him like
Franklin at all. Somewhere in the process of
its evolution from Benton's original metal
type to the readily available digital one it
had lost some of its spirit, becoming “a
hybrid digital soulless version,” in Mr.
Pusz’s words. Metal type traditionally has
slight variations between point sizes, to

compensate for the
properties of ink and dif-
ferences in proportion.
But digital versions of
historic typefaces are
often created from met-
al originals of a single
point size — as was the
case with the commer-
cially available Frank-
lin. It had been digitized
from metal type of a
small size, distending
the proportions at its
larger sizes, Once its de-
fects were recognized,
they became glaring:
the letters were squat
and paunchy, sapping all
the elegance out of the
white space between
them. With some of the

What happens when one
of the world’s most
visually aware
institutions redesigns
how its name is written?

first to embrace the idea that type no longer
necessarily began with metal forms and
ended as an impression on paper ; it could be
designed, implemented and read without
ever Aping the fines of the
screen.

Refreshing Franklin was, Mr. Carter said,
“like asking an architect to design an exact
replica of a building.”” But it was a job he
was happy to do: ““That opportunity to real-
ly study these letterforms and capture them
as faithfully as I could was sort of an
education to me."”

His task was aided by elght trays of metal
type of Franklin Gothic No. 2 that had
surfaced not long before in the Modern's
basement. Not knowing at the time what he
would do with them, Mr. Pusz wheeled the
trays one by one on a desk chair down the
block to his temporary office on the Avenue
of the Americas. Mr. Carter scanned printed
samples from the trays, and using a soft-
ware program called Fontographer, began
the long process of plotting the curve points
for each letter — a task requiring the full
extent of his long-learned craft. He also had
to invent the variety of characters typical of
modern fonts that didn't exist in the metal
— currency signs and accents, for examphe,
The resulting typeface — two slight varis
tions, actually, one for signage and one for
text — are now being tested on mockups by
the Modern's graphic design department o
see how they look in different sizes and
forms, and, after yet more tweaking, will
soon be installed on computers across the

ignage app in
o the new building requir-
ing type four feet tall,
the small variations be-
came “hideous,” Mr. Pusz said.

The approached the pre.
typographer Matthew Carter about “‘re-
freshing™ the typeface. On the Mac in his
third-floor walk-up apartment in Cam-
bridge, Mass, Mr. Carter has designed
many of the letterforms we swallow daily in
unthinking gulps — among them typefaces
for National Geographic, Sports Illustrated
and The Washington Post, as well as Bell
Centennial, used in phone books, and Ver-
dana, the Microsoft screen font. Trained
originally as a type founder — the person
who forges type from hot metal — Mr,
Carter pioneered typography’s transition to

p -based desktop p g in the
1980's when he helped found Bitstream, the
first digital type foundry. He was one of the

Jodi Hiken for The New York Times

But will anyone notice? I suspect that if
we're really successful the public won't
really notice the difference, it will just feel
right,” Mr. Lowry said. Even if this is a
carefully calculated exercise in branding, at
least it’s true (nearly comically so) to the
mission of the museum: less MoMA Inc.
than a bunch of aesthetes staring at the
shape of their own name until their eyes
cross. Perhaps in the sharpened interstices
of the “m" or the slightly more pinched
ellipse of the “o”" there might exist a state-
ment of what the Modern wants to be — you
just have to squint to see it. “I think that's
really at the heart of the institution’s prem-
ise, which is a deep and profound respect for
the past, and an absolute willingness to
engage the present — and a recognition that
lheg're not mutually exclusive,” Mr, Lowry
said.

No, but sometimes they do look pretty
similar. n]




Revised Edition:

S0 You Need a Typetace is a project bz
Julian Hansen and revised by Ron Alikpala.
It's an to the p

way on how to choose tonts (or just be
inspired) tor a specific project, not just
browsing through the pages ot FontBook.

So You Need
a Typeface

Benotigen Sie
eine Schriftart

Start out by choosing the kind of project
that you’ll need your typeface for

Sie beginnen indem Sie die Art des Projekts
die Sie benoétigen fur Sie schriftart

Newspaper Book Invitation Logo
Zeitung Buch Einladung Logo

Hel- ve- {iI- ca.




Im VERLAG DES BILOUNGSVERBANDES der Deutschen Buchdrucker,
Berlin SW 61, Droibundstr. B, erscheint demniichst:

JAN TSCHICHOLD

Lehrer an der Meisterschule fir Deutschlands Buchdrucker in Mnchen

DIE NEUE TYPOGRAPHIE

Handbuch tir die gesamte Fachwelt
und die drucksachenverbrauchenden Kreise

Das Problem der neuen gestaltenden Typographie hat eine lebhafte
Diskussion bei allen Beteiligton hervorgerufen, Wir glauben dem BedUrf-
nis, die aufgeworfenen Fragen ausfUhrlich behandelt zu sehen, zu ent-
sprechen, wenn wir jetzt oin Handbuch der NEUEN TYPOGRAPHIE
herausbringen.

Es kam dem Verfasser, oinem lhrer bekannteston Vertreter, in diesem
Buche zuniichst darauf an, den engen Zusammenhang der neuen
Typographle mit dem Gesamtkomplex heutigen Lebens aufzuzoi-
gen und zu beweisen, daB die neue Typographio ein ebenso notwendi-
ger Ausdruck einer neuen Gesinnung ist wie die neue Baukunst und
alles Neue, das mit unserer Zeit anbricht. Diese geschichtliche Notwen-
digkeit der neuen Typographie belegt weiterhin eine kritische Dar-
stellung dor alten Typographlie. Die Entwickiung der neuen Male-
rel, die f0r alles Neue unserer Zeit gelstig bahnbrechend gewesen ist,
wird in einem reich illustriorten Aufsatz des Buches leicht faBlich dar-
gestolit. Ein kurzer Abschnitt ,Zur Geschichte der neuen Typogra-
phie' leitet zu dem wichtigsten Teile des Buches, den Grundbegriffen
dor neuen Typographle Uber. Diese werden kiar herausgeschillt,
richtige und falsche Beispiele einander gegenlbergestellt. Zwei wel-
tere Artikel behandeln , Photographie und Typographie' und
Neue Typographie und Normung''.

Der Hauptwert des Buches flr den Praktiker besteht in dem zweiten
Toll ,, Typographische Hauptformen'' (siehe das nebenstehende
Inhaltsverzeichnis). Esfehite bisheran einem Werke, das wie dioses Buch
die schon bel einfachen Satzaufgaben auftauchenden gestalterischen
Fragen in gebUhrender Ausflhriichkeit behandelte. Jeder Teilabschnitt
enthltit neben aligemeinen typographischen Regeln vorallem die
Abbildungen aller in Betracht kommendon Normblitter des Deutschen
Normenausschusses, alle andern (z, B, postalischen) Vorschriften und
zahlireiche Beispiole, Gegenbeispiele und Schemen,

FUr jeden Buchdrucker, insbesondere jeden Akzidenzsetzer, wird ,,Die
neuo Typographie'' ein unentbehrliches Handbuch sein. Von nicht
geringerer Bedeutung ist os f0r Reklamefachleute, Gebrauchsgraphiker,
Kaufleute, Photographen, Architekten, Ingenioure und Schriftsteller,
also fUr alle, die mit dem Buchdruck in Berllhrung kommen,

VORZUGS-ANGEBOT
e L

INHALT DES BUCHES

Werden und Wesen der neuen Yypographle
Das noue Weltbild

Oio site Typographie (ROckblick und Kritik)

Die neue Kunat

Zur Geschichte deor neven Typographie

Die Grundbegriffe dor neuon Typographie

Ph raphin und Typographie

Neue Typographio und Normung

Typographische Hauptformen

Dio Bosuchekarte
Werbsachen (Karten, Bikttor; Prospokte, Kalaloga)
Das Typoplakat

Tateln und Rah

Dio Tagoszeitung

Die illustrierte Zeitung
Tabellonsatz

Das neve Buch

Bibllographle
is der Abblidung
Register

Das Buch enthiit aber 125 Abbildungen, von
denen otwa ein Viertel zweifarblg gedruckt Ist,

und umfaBt gegen

Selten auf gutem Kunst-

druckpapier. Es erscheint im Format DIN A5 (1482
210 mm) und Ist blegsam in Ganzleinen gebunden.

. Prels bei Vorbestellung bis 1, Juni 1928:
durch den Buchhandel nur zum Preise von

5.00 RM
6.50 RM

Bestollschoin umstehend ma)




