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n American is a guest for four
days in Maya Huber’s house in
ow(AS '}’ , a suburb of Frankfurt,
hL Germany. Strains of Bach, and
later Beethoven, mix with the fragrance of
fresh herbs, filling the rooms of the warm
and comfortable house, an adjoining flat to
the Methodist church where husband Rolf
is pastor. A diminutive woman with a
warm disposition and broad smile, Maya is
cooking delicious sausages, picking
tomatoes from her garden, taking her
guest on tours of the old city of
¥oerst, translating the conversation
for Rolf, sewing two-foot-high
Neuland capitals onto a three-story-
tall banner for the church’s flea mar-
ket, working on a client’s commission
- seemingly doing all these activities
at once with complete graciousness.
Anyone else would be frantic.

But the guest is distracted. The
house and the adjoining church are
full of examples of amazing caili-
graphic art which make house a1
church into one extraordinssy ;2 y
The pieces that most attraci 1o <
are by Maya herself. She: is to0 oot
to lead the guest to them (o -
own initiative, but he insiste. &
time he leaves four days ot v
only has made a fast friend but L o
also convinced that Maya Huber ard
her work should be introduced to a
larger audience than those fortunate to be
within a several-mile radius of the
Methodist Church in Koerst.

There is, in this work, the German tra-
dition of course. It is a tradition at once
steeped in a disciplined skillfulness, but
also partnered with expressive experimen-
tation. Her concern with generating emo-
tional power through extreme contrast of
weight and rhythm is in a line of descent
that includes such masters as Hermann
Kilian, Friedrich Neugebauer, Karlgeorg
Hoefer, and Gottfried Pott. Her dense tex-
tures call to mind Rudolf Koch; her lyrical
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line possesses the lightness of hand of Ernst

Schneidler. The solid German foundation,

however, should not blind us to the inter-

nationalist influence. Her layering might

put one in mind of Thomas Ingmire, the

delicacy of her color palette suggests Anne

Hechle, or perhaps Gwen Weaver. She has \
also been influenced by Anna and Arne

Wolf in her use of sequence, through which

she enhances a sense of narrative.

Buchstabenbuch, 2002

As in her home, so also in her work:

music is everywhere. There is melody in 10 x 15 closed ,
o . Rice paper collage, mixed
the movement of individual lines, harmony media

in the textures — light or dense — which Texs btz sloger

orchestrate the page, polyrhythmic beats
pulsing through each surface, dramatic
crescendi, whispering diminuendi, and every-
where the confident sensibility of being
under the control of a master composer,
inspired conductor.

Calligraphy may be, as Gottfried Pott
put it, frozen music, but facing great callig-
raphy, one is also powerfully aware of
being also in the presence of language. For
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Akhnaten Collage, 2000
14 x 68 (36 x 170)

Diptych: 14 x 38 (35 x 105)
each part

Ink, collage, monoprints,
gold, gouache

Calligraphic notation of the
music of Philip Glass
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Tucholsky, 1997 Maya, the music and visual elements will
;i ’;ii;ﬂ;’;gg )pap or always be the undercurrent, but the text is
her sailing craft. I asked her about her rela-
tionship with texts:
“There are criteria for texts, if they are
to speak in a special way to me. I must feel
that they are true and reflected by the poet —
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music - jt jg ; La
ing a room Oilte ;nter.
orld,

Her work doe '
always treat gpo... > Not

. peclflcally
Spiritual texts; Neverth,
| less her work Projects
) arT ever-present SPirity.
ality in the broadest,
most positive sense,

“There are so Many
words, we are reading
such a lot every day
and often we cannoy
perceive and reflect,
there is not time for this.
That is what makes oy;
work as calligraphers o
important!”

Reflection.
Contemplation. I won-
dered if by that she
meant that she found
calligraphy to be a kind
of prayer, or alternative-
ly, a holiday from the
workday’s frenetic pace.
She asked for time to
consider this question.
Next day she responded:

“Last night [
thought about your

question and talked with Rolf. He Yvas
fascinated by your English expressions
“kind of prayer” and “holiday.” He men-
tioned that holiday means a ‘crown of
time,’ the best time, the seventh dle- And
we agreed: calligraphy is both a kind of
prayer and a holiday!”



There are few professional lettering
artists who make a living solely through
fine art. Maya keeps a busy schedule work-
ing with design clients and commissioned
work as well as her work for exhibition. I
wondered how she approaches each type of
work.

“When I have to do a commission,
[...and] it must be absolutely legible, the
letterforms must be really [perfect] and I
[work on] them for hours and hours. But
even in [such cases] I must find an individ-
ual style. When I try to write like the old

masters or in the kind of old manuscript

[styles] it is impossible and not convincing
- not true.

“But when I want to make letters [for
myself], I am thinking of grass, of wind, of
a meadow, or of music - I try to bring this
inner feeling or this inner picture into the
letterform. I allow it to come [through me]
and then it is okay for me.”

I asked, “Are you concerned that some
calligraphers might say that text must
always be served by making it legible, and
not look like grass or meadows?”
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Musik, 2000
22 x28 (56 x 71)
Ink on Fabriano paper

Eichendorff Series, 1997
5.5x21 (14 x 54)

one piece from

four-part series

Inks on watercolor paper



MAYA HUBER

uUnd, 1997
38 x 28 (100 x 70)
Gouache on handmade

paper

Text: Rose Ausldnder
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Maya answered, “I would say, for this
we have a wonderful instrument - the com-
puter — and many fine calligraphers have
designed wonderful typefaces for this
instrument!”

In saying a few words about the pieces,
there is no need to describe the lyricism of
line, the subtlety of color palette, the inven-
tive use of tools: Maya Huber’s mastery is
recognized immediately. But what may be
less easily grasped, seeing them represented
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here on the Pa

ges of 5 .
the effect achieveq by ;:;gazme’ is
large works. The y N
tural world that lives not at ,
of the hand but 4t the scaje o € Scale
body. When you stand
piece Und, you are facing Work
as yourself. You face j; “torso tas b
warm-toned heavy art papey & 0_750,,,
and naked, the letterin e oy

its command of one's 5 bter ti:nphm in

the lgrygletss:aelreyesrl:?t;re .PhYSicaHy,
Mphasizes the texts
role as a dramatic utterance, but 3¢
Tche §ame time the large mag; of writ
Ing invites inspection of the formg
and movements that Cconstitute j
The text is seen as a single physica]
force and concurrently as 5 Product
of a flurry of constituent move-
ments. We are swept up into the
work first, and only after do we
begin to decipher its verbal content,
There is humor here, too, In
Sclimetterling (Butterfly) (page 7),
shown in progress, the artist focuses
=t on the butterfly’s appearance,
2t upon the character of its move-
115 across a field of wildflowers,
ik (page 5) perfectly captures the
oma and punch of sound and one
- wnnot help but chuckle observing
‘~e entire letter k brought into for-
12l analogy with the hyperbolic dot
of the i!
Maya might return to a text ora
theme repeatedly over months or
even years, such as the radically different
ways she has represented Philip Glass's
opera Akhnaten. In both pieces she expl'ores
what it might look like if musical notation
were to resemble the sounds it represents.
An earlier piece is black on white, but the
next year she returns to the theme and ela}f—
orates it in full color as a diptych paper €
lage (page 2).
Her work is music and stor
infused everywhere with narrative stru¢
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tures. There are two kinds that i a5y
cially likes to employ: the sequenie i,
book. The former is represe
The Eichendorff Series (page
her Buchstabenbuch (Alphat
Both allow her to explore ther
ations, progressions and repeated

ences. These works also bring tt
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1€ readier
into a deeper awareness of the material of
their construction and presentation. The
Buchstabenbuch is able to be formed into a
star, a long accordion strip, or conventional
folio. Eichendorff is in four distinct panels
placed about an inch apart.

T'hope Maya Huber has the opportu-
nity to travel soon in the United States.
She has a great deal to share with us in
America. But until she comes, I look
forward to returning to Europe to see
more of her work: well worth crossin

ocean for. [I\Q
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Steven Skaggs is Professor of
Louisville where he teaches t
design theory,

Design at the University of
ypography, calligraphy and
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Maya Huber with a work
by Rudolf Koch at the
Klingspor Museum in
Offenbach.

Schmetterling

(work in progress)

20 x 28 (50 x 70)

Ink on handmade paper
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