

Couverture


[image: L’Homme qui plantait des arbres. — Couverture]



    
        
            Jean Gio­no

        
        
            L’Homme
            qui plan­tait
            des arbres

            Nou­velle

        
        
        
        
            
            
            Tho­mas Sa­va­ry

            2019

        
    


  Sommaire

  
    	
      Mentions
    

    	
      L’Homme qui plantait des arbres
    

  



  
    	
      Sommaire​
    

  




Mentions

Pre­mière édi­tion en langue fran­çaise: Re­vue fores­tière fran­çaise, 1973. Œuvre libre de droits con­for­mé­ment à la vo­lon­té de l’au­teur. Texte four­ni par Wi­ki­source. Rec­ti­fi­ca­tions or­tho­gra­phiques de 1990.



Po­lice em­bar­quée: Voll­korn, de Frie­drich Al­thau­sen, li­bre­ment uti­li­sable se­lon les termes de la SIL Open Font Li­cense, ver­sion 1.1.



Édi­tion et créa­tion du livre élec­tro­nique: Tho­mas Sa­va­ry, 2019, http://www.com­po85.fr/.



At­tri­bu­tion – par­tage dans les mêmes con­di­tions 4.0 In­ter­na­tio­nal (CC BY‑SA 4.0) .




L’Homme qui
plantait des arbres

Pour que le ca­rac­tère d’un être hu­main dé­voile des qua­li­tés vrai­ment ex­cep­tion­nelles, il faut avoir la bonne for­tune de pou­voir ob­ser­ver son ac­tion pen­dant de longues an­nées. Si cette ac­tion est dé­pouillée de tout égoïsme, si l’idée qui la di­rige est d’une gé­né­ro­si­té sans exemple, s’il est ab­so­lu­ment cer­tain qu’elle n’a cher­ché de ré­com­pense nulle part et qu’au sur­plus elle ait lais­sé sur le monde des marques vi­sibles, on est alors, sans risque d’er­reurs, de­vant un ca­rac­tère in­ou­bliable.

Il y a en­vi­ron une qua­ran­taine d’an­nées, je fai­sais une longue course à pied, sur des hau­teurs ab­so­lu­ment in­con­nues des tou­ristes, dans cette très vieille ré­gion des Alpes qui pé­nètre en Pro­vence.

Cette ré­gion est dé­li­mi­tée au sud-est et au sud par le cours moyen de la Du­rance, entre Sis­te­ron et Mi­ra­beau; au nord par le cours su­pé­rieur de la Drôme, de­puis sa source jus­qu’à Die; à l’ouest par les plaines du Com­tat Ve­nais­sin et les con­tre­forts du mont Ven­toux. Elle com­prend toute la par­tie nord du dé­par­te­ment des Basses-Alpes1, le sud de la Drôme et une pe­tite en­clave du Vau­cluse.

C’était, au mo­ment où j’en­tre­pris ma longue pro­me­nade dans ces dé­serts, des landes nues et mo­no­tones, vers 1200 à 1300 mètres d’al­ti­tude. Il n’y pous­sait que des la­vandes sau­vages.

Je tra­ver­sais ce pays dans sa plus grande lar­geur et, après trois jours de marche, je me trou­vais dans une dé­so­la­tion sans exemple. Je cam­pais à cô­té d’un sque­lette de vil­lage aban­don­né. Je n’avais plus d’eau de­puis la veille et il me fal­lait en trou­ver. Ces mai­sons ag­glo­mé­rées, quoi­qu’en ruine, com­me un vieux nid de guêpes, me firent pen­ser qu’il avait dû y avoir là, dans le temps, une fon­taine ou un puits. Il y avait bien une fon­taine, mais sèche. Les cinq à six mai­sons, sans toi­ture, ron­gées de vent et de pluie, la pe­tite cha­pelle au clo­cher écrou­lé étaient ran­gées com­me le sont les mai­sons et les cha­pelles dans les vil­lages vi­vants, mais toute vie avait dis­pa­ru.

C’était un beau jour de juin avec grand so­leil, mais sur ces terres sans abri et hautes dans le ciel, le vent souf­flait avec une bru­ta­li­té in­sup­por­table. Ses gron­de­ments dans les car­casses des mai­sons étaient ceux d’un fauve dé­ran­gé dans son re­pas.

Il me fal­lut le­ver le camp. À cinq heures de marche de là, je n’avais tou­jours pas trou­vé d’eau et rien ne pou­vait me don­ner l’es­poir d’en trou­ver. C’était par­tout la même sè­che­resse, les mêmes herbes li­gneuses. Il me sem­bla aper­ce­voir dans le loin­tain une pe­tite sil­houette noire, de­bout. Je la pris pour le tronc d’un arbre so­li­taire. À tout ha­sard, je me di­ri­geai vers elle. C’était un ber­ger. Une tren­taine de mou­tons cou­chés sur la terre bru­lante se re­po­saient près de lui.

Il me fit boire à sa gourde et, un peu plus tard, il me con­dui­sit à sa ber­ge­rie, dans une on­du­la­tion du pla­teau. Il ti­rait son eau — ex­cel­lente — d’un trou na­tu­rel, très pro­fond, au-des­sus du­quel il avait ins­tal­lé un treuil ru­di­men­taire.

Cet homme par­lait peu. C’est le fait des so­li­taires, mais on le sen­tait sûr de lui et con­fiant dans cette as­su­rance. C’était in­so­lite dans ce pays dé­pouillé de tout. Il n’ha­bi­tait pas une ca­bane mais une vraie mai­son en pierre où l’on voyait très bien com­ment son tra­vail per­son­nel avait ra­pié­cé la ruine qu’il avait trou­vée là à son ar­ri­vée. Son toit était so­lide et étanche. Le vent qui le frap­pait fai­sait sur les tuiles le bruit de la mer sur les plages.

Son mé­nage était en ordre, sa vais­selle la­vée, son par­quet ba­layé, son fu­sil grais­sé; sa soupe bouillait sur le feu. Je re­mar­quai alors qu’il était aus­si ra­sé de frais, que tous ses bou­tons étaient so­li­de­ment cou­sus, que ses vê­te­ments étaient re­pri­sés avec le soin mi­nu­tieux qui rend les re­prises in­vi­sibles.

Il me fit par­ta­ger sa soupe et, com­me après je lui of­frais ma blague à ta­bac, il me dit qu’il ne fu­mait pas. Son chien, si­len­cieux com­me lui, était bien­veillant sans bas­sesse.

Il avait été en­ten­du tout de suite que je pas­se­rais la nuit là; le vil­lage le plus proche était en­core à plus d’une jour­née et de­mie de marche. Et, au sur­plus, je con­nais­sais par­fai­te­ment le ca­rac­tère des rares vil­lages de cette ré­gion. Il y en a quatre ou cinq dis­per­sés loin les uns des autres sur les flancs de ces hau­teurs, dans les taillis de chênes blancs à la toute ex­tré­mi­té des routes car­ros­sables. Ils sont ha­bi­tés par des bu­che­rons qui font du char­bon de bois. Ce sont des en­droits où l’on vit mal. Les fa­milles ser­rées les unes con­tre les autres dans ce cli­mat qui est d’une ru­desse ex­ces­sive, aus­si bien l’été que l’hi­ver, exas­pèrent leur égoïsme en vase clos. L’am­bi­tion ir­rai­son­née s’y dé­me­sure, dans le dé­sir con­ti­nu de s’échap­per de cet en­droit.

Les hommes vont por­ter leur char­bon à la ville avec leurs ca­mions, puis re­tournent. Les plus so­lides qua­li­tés craquent sous cette per­pé­tuelle douche écos­saise. Les femmes mi­jotent des ran­cœurs. Il y a con­cur­rence sur tout, aus­si bien pour la vente du char­bon que pour le banc à l’église, pour les ver­tus qui se com­battent entre elles, pour les vices qui se com­battent entre eux et pour la mê­lée gé­né­rale des vices et des ver­tus, sans re­pos. Par là-des­sus, le vent éga­le­ment sans re­pos ir­rite les nerfs. Il y a des épi­dé­mies de sui­cides et de nom­breux cas de fo­lies, presque tou­jours meur­trières.

Le ber­ger qui ne fu­mait pas al­la cher­cher un pe­tit sac et dé­ver­sa sur la table un tas de glands. Il se mit à les exa­mi­ner l’un après l’autre avec beau­coup d’at­ten­tion, sé­pa­rant les bons des mau­vais. Je fu­mais ma pipe. Je me pro­po­sai pour l’ai­der. Il me dit que c’était son af­faire. En ef­fet: voyant le soin qu’il met­tait à ce tra­vail, je n’in­sis­tai pas. Ce fut toute notre con­ver­sa­tion. Quand il eut du cô­té des bons un tas de glands as­sez gros, il les com­p­ta par pa­quets de dix. Ce fai­sant, il éli­mi­nait en­core les pe­tits fruits ou ceux qui étaient lé­gè­re­ment fen­dillés, car il les exa­mi­nait de fort près. Quand il eut ain­si de­vant lui cent glands par­faits, il s’ar­rê­ta et nous al­lâmes nous cou­cher.

La so­cié­té de cet homme don­nait la paix. Je lui de­man­dai le len­de­main la per­mis­sion de me re­po­ser tout le jour chez lui. Il le trou­va tout na­tu­rel, ou, plus exac­te­ment, il me don­na l’im­pres­sion que rien ne pou­vait le dé­ran­ger. Ce re­pos ne m’était pas ab­so­lu­ment obli­ga­toire, mais j’étais in­tri­gué et je vou­lais en sa­voir plus. Il fit sor­tir son trou­peau et il le me­na à la pâ­ture. Avant de par­tir, il trem­pa dans un seau d’eau le pe­tit sac où il avait mis les glands soi­gneu­se­ment choi­sis et com­p­tés.

Je re­mar­quai qu’en guise de bâ­ton, il em­por­tait une tringle de fer grosse com­me le pouce et longue d’en­vi­ron un mètre cin­quante. Je fis ce­lui qui se pro­mène en se re­po­sant et je sui­vis une route pa­ral­lèle à la sienne. La pâ­ture de ses bêtes était dans un fond de com­be. Il lais­sa le pe­tit trou­peau à la garde du chien et il mon­ta vers l’en­droit où je me te­nais. J’eus peur qu’il vînt pour me re­pro­cher mon in­dis­cré­tion, mais pas du tout: c’était sa route et il m’in­vi­ta à l’ac­com­pa­gner si je n’avais rien de mieux à faire. Il al­lait à deux-cents mètres de là, sur la hau­teur.

Ar­ri­vé à l’en­droit où il dé­si­rait al­ler, il se mit à plan­ter sa tringle de fer dans la terre. Il fai­sait ain­si un trou dans le­quel il met­tait un gland, puis il re­bou­chait le trou. Il plan­tait des chênes. Je lui de­man­dai si la terre lui ap­par­te­nait. Il me ré­pon­dit que non. Sa­vait-il à qui elle était? Il ne sa­vait pas. Il sup­po­sait que c’était une terre com­mu­nale, ou peut-être était-elle pro­prié­té de gens qui ne s’en sou­ciaient pas? Lui ne se sou­ciait pas de con­naitre les pro­prié­taires. Il plan­ta ain­si cent glands avec un soin ex­trême.

Après le re­pas de mi­di, il re­com­men­ça à trier sa se­mence. Je mis, je crois, as­sez d’in­sis­tance dans mes ques­tions, puis­qu’il y ré­pon­dit. De­puis trois ans il plan­tait des arbres dans cette so­li­tude. Il en avait plan­té cent-mille. Sur les cent-mille, vingt-mille étaient sor­tis. Sur ces vingt-mille, il com­p­tait en­core en perdre la moi­tié, du fait des ron­geurs ou de tout ce qu’il y a d’im­pos­sible à pré­voir dans les des­seins de la Pro­vi­dence. Res­taient dix-mille chênes qui al­laient pous­ser dans cet en­droit où il n’y avait rien au­pa­ra­vant.

C’est à ce mo­ment-là que je me sou­ciai de l’âge de cet homme. Il avait vi­si­ble­ment plus de cin­quante ans. Cin­quante-cinq, me dit-il. Il s’ap­pe­lait El­zéard Bouf­fier. Il avait pos­sé­dé une ferme dans les plaines. Il y avait réa­li­sé sa vie. Il avait per­du son fils unique, puis sa femme. Il s’était re­ti­ré dans la so­li­tude où il pre­nait plai­sir à vivre len­te­ment, avec ses bre­bis et son chien. Il avait ju­gé que ce pays mou­rait par manque d’arbres. Il ajou­ta que, n’ayant pas d’oc­cu­pa­tions très im­por­tantes, il avait ré­so­lu de re­mé­dier à cet état de choses.

Me­nant moi-même à ce mo­ment-là, mal­gré mon jeune âge, une vie so­li­taire, je sa­vais tou­cher avec dé­li­ca­tesse aux âmes des so­li­taires. Ce­pen­dant, je com­mis une faute. Mon jeune âge, pré­ci­sé­ment, me for­çait à ima­gi­ner l’ave­nir en fonc­tion de moi-même et d’une cer­taine re­cherche du bon­heur. Je lui dis que, dans trente ans, ces dix-mille chênes se­raient ma­gni­fiques. Il me ré­pon­dit très sim­ple­ment que, si Dieu lui prê­tait vie, dans trente ans, il en au­rait plan­té tel­le­ment d’autres que ces dix-mille se­raient com­me une goutte d’eau dans la mer.

Il étu­diait dé­jà, d’ailleurs, la re­pro­duc­tion des hêtres et il avait près de sa mai­son une pé­pi­nière is­sue des faines. Les su­jets qu’il avait pro­té­gés de ses mou­tons par une bar­rière en grillage étaient de toute beau­té. Il pen­sait éga­le­ment à des bou­leaux pour les fonds où, me dit-il, une cer­taine hu­mi­di­té dor­mait à quelques mètres de la sur­face du sol.

Nous nous sé­pa­râmes le len­de­main.

L’an­née d’après, il y eut la guerre de 14, dans la­quelle je fus en­ga­gé pen­dant cinq ans. Un sol­dat d’in­fan­te­rie ne pou­vait guère y ré­flé­chir à des arbres. À dire vrai, la chose même n’avait pas mar­qué en moi: je l’avais con­si­dé­rée com­me un da­da, une col­lec­tion de timbres, et ou­bliée.

Sor­ti de la guerre, je me trou­vais à la tête d’une prime de dé­mo­bi­li­sa­tion mi­nus­cule, mais avec le grand dé­sir de res­pi­rer un peu d’air pur. C’est sans idée pré­con­çue — sauf celle-là — que je re­pris le che­min de ces con­trées dé­sertes.

Le pays n’avait pas chan­gé. Tou­te­fois, au-de­là du vil­lage mort, j’aper­çus dans le loin­tain une sorte de brouillard gris qui re­cou­vrait les hau­teurs com­me un ta­pis. De­puis la veille, je m’étais re­mis à pen­ser à ce ber­ger plan­teur d’arbres. «Dix-mille chênes, me di­sais-je, oc­cupent vrai­ment un très large es­pace».

J’avais vu mou­rir trop de monde pen­dant cinq ans pour ne pas ima­gi­ner fa­ci­le­ment la mort d’El­zéard Bouf­fier, d’au­tant que, lors­qu’on en a vingt, on con­si­dère les hommes de cin­quante com­me des vieillards à qui il ne reste plus qu’à mou­rir. Il n’était pas mort. Il était même fort vert. Il avait chan­gé de mé­tier. Il ne pos­sé­dait plus que quatre bre­bis mais, par con­tre, une cen­taine de ruches. Il s’était dé­bar­ras­sé des mou­tons, qui met­taient en pé­ril ses plan­ta­tions d’arbres. Car, me dit-il (et je le consta­tais), il ne s’était pas du tout sou­cié de la guerre. Il avait im­per­tur­ba­ble­ment con­ti­nué à plan­ter.

Les chênes de 1910 avaient alors dix ans et étaient plus hauts que moi et que lui. Le spec­tacle était im­pres­sion­nant. J’étais lit­té­ra­le­ment pri­vé de pa­role et, com­me lui ne par­lait pas, nous pas­sâmes tout le jour en si­lence à nous pro­me­ner dans sa fo­rêt. Elle avait, en trois tron­çons, onze ki­lo­mètres de long et trois ki­lo­mètres dans sa plus grande lar­geur. Quand on se sou­ve­nait que tout était sor­ti des mains et de l’âme de cet homme — sans moyens tech­niques —, on com­pre­nait que les hommes pour­raient être aus­si ef­fi­caces que Dieu dans d’autres do­maines que la des­truc­tion.

Il avait sui­vi son idée, et les hêtres qui m’ar­ri­vaient aux épaules, ré­pan­dus à perte de vue, en té­moi­gnaient. Les chênes étaient drus et avaient dé­pas­sé l’âge où ils étaient à la mer­ci des ron­geurs; quant aux des­seins de la Pro­vi­dence elle-même, pour dé­truire l’œuvre créée, il lui fau­drait avoir dé­sor­mais re­cours aux cy­clones. Il me mon­tra d’ad­mi­rables bos­quets de bou­leaux qui da­taient de cinq ans, c’est-à-dire de 1915, de l’époque où je com­bat­tais à Ver­dun. Il leur avait fait oc­cu­per tous les fonds où il soup­çon­nait, avec juste rai­son, qu’il y avait de l’hu­mi­di­té presque à fleur de terre. Ils étaient tendres com­me des ado­les­cents et très dé­ci­dés.

La créa­tion avait l’air, d’ailleurs, de s’opé­rer en chaines. Il ne s’en sou­ciait pas; il pour­sui­vait obs­ti­né­ment sa tâche, très simple. Mais en re­des­cen­dant par le vil­lage, je vis cou­ler de l’eau dans des ruis­seaux qui, de mé­moire d’homme, avaient tou­jours été à sec. C’était la plus for­mi­dable opé­ra­tion de ré­ac­tion qu’il m’ait été don­né de voir. Ces ruis­seaux secs avaient ja­dis por­té de l’eau, dans des temps très an­ciens. Cer­tains de ces vil­lages tristes dont j’ai par­lé au dé­but de mon ré­cit s’étaient construits sur les em­pla­ce­ments d’an­ciens vil­lages gal­lo-ro­mains dont il res­tait en­core des traces, dans les­quelles les ar­chéo­logues avaient fouillé et ils avaient trou­vé des ha­me­çons à des en­droits où, au ving­tième siècle, on était obli­gé d’avoir re­cours à des ci­ternes pour avoir un peu d’eau.

Le vent aus­si dis­per­sait cer­taines graines. En même temps que l’eau ré­ap­pa­rut ré­ap­pa­rais­saient les saules, les osiers, les prés, les jar­dins, les fleurs et une cer­taine rai­son de vivre.

Mais la trans­for­ma­tion s’opé­rait si len­te­ment qu’elle en­trait dans l’ha­bi­tude sans pro­vo­quer d’éton­ne­ment. Les chas­seurs qui mon­taient dans les so­li­tudes à la pour­suite des lièvres ou des san­gliers avaient bien consta­té le foi­son­ne­ment des pe­tits arbres, mais ils l’avaient mis sur le com­pte des ma­lices na­tu­relles de la terre. C’est pour­quoi per­sonne ne tou­chait à l’œuvre de cet homme. Si on l’avait soup­çon­né, on l’au­rait con­tra­rié. Il était in­soup­çon­nable. Qui au­rait pu ima­gi­ner, dans les vil­lages et dans les ad­mi­nis­tra­tions, une telle obs­ti­na­tion dans la gé­né­ro­si­té la plus ma­gni­fique?

À par­tir de 1920, je ne suis ja­mais res­té plus d’un an sans rendre vi­site à El­zéard Bouf­fier. Je ne l’ai ja­mais vu flé­chir ni dou­ter. Et pour­tant, Dieu sait si Dieu même y pousse! Je n’ai pas fait le com­pte de ses dé­boires. On ima­gine bien ce­pen­dant que, pour une réus­site sem­blable, il a fal­lu vaincre l’ad­ver­si­té; que, pour as­su­rer la vic­toire d’une telle pas­sion, il a fal­lu lut­ter avec le déses­poir. Il avait, pen­dant un an, plan­té plus de dix-mille érables. Ils mou­rurent tous. L’an d’après, il aban­don­na les érables pour re­prendre les hêtres, qui réus­sirent en­core mieux que les chênes.

Pour avoir une idée à peu près exacte de ce ca­rac­tère ex­cep­tion­nel, il ne faut pas ou­blier qu’il s’exer­çait dans une so­li­tude to­tale; si to­tale que, vers la fin de sa vie, il avait per­du l’ha­bi­tude de par­ler. Ou, peut-être, n’en voyait-il pas la né­ces­si­té?

En 1933, il re­çut la vi­site d’un garde fo­res­tier éber­lué. Ce fonc­tion­naire lui in­ti­ma l’ordre de ne pas faire de feu de­hors, de peur de mettre en dan­ger la crois­sance de cette fo­rêt na­tu­relle. C’était la pre­mière fois, lui dit cet homme naïf, qu’on voyait une fo­rêt pous­ser toute seule. À cette époque, il al­lait plan­ter des hêtres à douze ki­lo­mètres de sa mai­son. Pour s’évi­ter le tra­jet d’al­ler-re­tour — car il avait alors soixante-quinze ans —, il en­vi­sa­geait de construire une ca­bane de pierre sur les lieux mêmes de ses plan­ta­tions. Ce qu’il fit l’an­née d’après.

En 1935, une vé­ri­table dé­lé­ga­tion ad­mi­nis­tra­tive vint exa­mi­ner la «fo­rêt na­tu­relle». Il y avait un grand per­son­nage des Eaux et Fo­rêts, un dé­pu­té, des tech­ni­ciens. On pro­non­ça beau­coup de pa­roles in­utiles. On dé­ci­da de faire quelque chose et, heu­reu­se­ment, on ne fit rien, si­non la seule chose utile: mettre la fo­rêt sous la sau­ve­garde de l’État et in­ter­dire qu’on vienne y char­bon­ner. Car il était im­pos­sible de n’être pas sub­ju­gué par la beau­té de ces jeunes arbres en pleine san­té. Et elle exer­ça son pou­voir de sé­duc­tion sur le dé­pu­té lui-même.

J’avais un ami par­mi les ca­pi­taines fo­res­tiers qui était de la dé­lé­ga­tion. Je lui ex­pli­quai le mys­tère. Un jour de la se­maine d’après, nous al­lâmes tous les deux à la re­cherche d’El­zéard Bouf­fier. Nous le trou­vâmes en plein tra­vail, à vingt ki­lo­mètres de l’en­droit où avait eu lieu l’ins­pec­tion.

Ce ca­pi­taine fo­res­tier n’était pas mon ami pour rien. Il con­nais­sait la va­leur des choses. Il sut res­ter si­len­cieux. J’of­fris les quelques œufs que j’avais ap­por­tés en pré­sent. Nous par­ta­geâmes notre casse-croute en trois et quelques heures pas­sèrent dans la con­tem­pla­tion muette du pay­sage.

Le cô­té d’où nous ve­nions était cou­vert d’arbres de six à sept mètres de haut. Je me sou­ve­nais de l’as­pect du pays en 1913: le dé­sert… Le tra­vail pai­sible et ré­gu­lier, l’air vif des hau­teurs, la fru­ga­li­té et sur­tout la sé­ré­ni­té de l’âme avaient don­né à ce vieillard une san­té presque so­len­nelle. C’était un ath­lète de Dieu. Je me de­man­dais com­bien d’hec­tares il al­lait en­core cou­vrir d’arbres.

Avant de par­tir, mon ami fit sim­ple­ment une brève sug­ges­tion à pro­pos de cer­taines es­sences aux­quelles le ter­rain d’ici pa­rais­sait de­voir con­ve­nir. Il n’in­sis­ta pas. «Pour la bonne rai­son, me dit-il après, que ce bon­homme en sait plus que moi.» Au bout d’une heure de marche — l’idée ayant fait son che­min en lui —, il ajou­ta: «Il en sait beau­coup plus que tout le monde. Il a trou­vé un fa­meux moyen d’être heu­reux!»

C’est grâce à ce ca­pi­taine que non seule­ment la fo­rêt mais le bon­heur de cet homme furent pro­té­gés. Il fit nom­mer trois gardes fo­res­tiers pour cette pro­tec­tion et il les ter­ro­ri­sa de telle fa­çon qu’ils res­tèrent in­sen­sibles à tous les pots-de-vin que les bu­che­rons pou­vaient pro­po­ser.

L’œuvre ne cou­rut un risque grave que pen­dant la guerre de 1939. Les au­to­mo­biles mar­chant alors au ga­zo­gène, on n’avait ja­mais as­sez de bois. On com­men­ça à faire des coupes dans les chênes de 1910, mais ces quar­tiers sont si loin de tous ré­seaux rou­tiers que l’en­tre­prise se ré­vé­la très mau­vaise au point de vue fi­nan­cier. On l’aban­don­na. Le ber­ger n’avait rien vu. Il était à trente ki­lo­mètres de là, con­ti­nuant pai­si­ble­ment sa be­sogne, igno­rant la guerre de 39 com­me il avait igno­ré la guerre de 14.

J’ai vu El­zéard Bouf­fier pour la der­nière fois en juin 1945. Il avait alors quatre-vingt-sept ans. J’avais donc re­pris la route du dé­sert, mais main­te­nant, mal­gré le dé­la­bre­ment dans le­quel la guerre avait lais­sé le pays, il y avait un car qui fai­sait le ser­vice entre la val­lée de la Du­rance et la mon­tagne. Je mis sur le com­pte de ce moyen de trans­port re­la­ti­ve­ment ra­pide le fait que je ne re­con­nais­sais plus les lieux de mes der­nières pro­me­nades. Il me sem­blait aus­si que l’iti­né­raire me fai­sait pas­ser par des en­droits nou­veaux. J’eus be­soin d’un nom de vil­lage pour con­clure que j’étais bien ce­pen­dant dans cette ré­gion ja­dis en ruine et dé­so­lée. Le car me dé­bar­qua à Ver­gons.

En 1913, ce ha­meau de dix à douze mai­sons avait trois ha­bi­tants. Ils étaient sau­vages, se dé­tes­taient, vi­vaient de chasse au piège: à peu près dans l’état phy­sique et mo­ral des hommes de la pré­his­toire. Les or­ties dé­vo­raient au­tour d’eux les mai­sons aban­don­nées. Leur con­di­tion était sans es­poir. Il ne s’agis­sait pour eux que d’at­tendre la mort: si­tua­tion qui ne pré­dis­pose guère aux ver­tus.

Tout était chan­gé. L’air lui-même. Au lieu des bour­rasques sèches et bru­tales qui m’ac­cueillaient ja­dis souf­flait une brise souple char­gée d’odeurs. Un bruit sem­blable à ce­lui de l’eau ve­nait des hau­teurs: c’était ce­lui du vent dans les fo­rêts. En­fin, chose plus éton­nante, j’en­ten­dis le vrai bruit de l’eau cou­lant dans un bas­sin. Je vis qu’on avait fait une fon­taine, qu’elle était abon­dante et, ce qui me tou­cha le plus, on avait plan­té près d’elle un tilleul qui pou­vait dé­jà avoir dans les quatre ans, dé­jà gras, sym­bole in­con­tes­table d’une ré­sur­rec­tion.

Par ailleurs, Ver­gons por­tait les traces d’un tra­vail pour l’en­tre­prise du­quel l’es­poir était né­ces­saire. L’es­poir était donc re­ve­nu. On avait dé­blayé les ruines, abat­tu les pans de murs dé­la­brés et re­con­s­truit cinq mai­sons. Le ha­meau com­p­tait dé­sor­mais vingt-huit ha­bi­tants, dont quatre jeunes mé­nages. Les mai­sons neuves, cré­pies de frais, étaient en­tou­rées de jar­dins po­ta­gers où pous­saient, mé­lan­gés mais ali­gnés, les lé­gumes et les fleurs, les choux et les ro­siers, les poi­reaux et les gueules-de-loup, les cè­le­ris et les ané­mones. C’était dé­sor­mais un en­droit où l’on avait en­vie d’ha­bi­ter.

À par­tir de là, je fis mon che­min à pied. La guerre dont nous sor­tions à peine n’avait pas per­mis l’épa­nouis­se­ment com­plet de la vie, mais La­zare était hors du tom­beau. Sur les flancs abais­sés de la mon­tagne, je voyais de pe­tits champs d’orge et de seigle en herbe; au fond des étroites val­lées, quelques prai­ries ver­dis­saient.

Il n’a fal­lu que les huit ans qui nous sé­parent de cette époque pour que tout le pays res­plen­disse de san­té et d’ai­sance. Sur l’em­pla­ce­ment des ruines que j’avais vues en 1913 s’élèvent main­te­nant des fermes propres, bien cré­pies, qui dé­notent une vie heu­reuse et con­for­table. Les vieilles sources, ali­men­tées par les pluies et les neiges que re­tiennent les fo­rêts, se sont re­mises à cou­ler. On en a ca­na­li­sé les eaux. À cô­té de chaque ferme, dans des bos­quets d’érables, les bas­sins des fon­taines dé­bordent sur des ta­pis de menthes fraiches. Les vil­lages se sont re­con­s­truits peu à peu. Une po­pu­la­tion ve­nue des plaines où la terre se vend cher s’est fixée dans le pays, y ap­por­tant de la jeu­nesse, du mou­ve­ment, de l’es­prit d’aven­ture. On ren­con­tre dans les che­mins des hommes et des femmes bien nour­ris, des gar­çons et des filles qui savent rire et ont re­pris gout aux fêtes cam­pa­gnardes. Si on com­pte l’an­cienne po­pu­la­tion, mé­con­nais­sable de­puis qu’elle vit avec dou­ceur et les nou­veaux ve­nus, plus de dix-mille per­sonnes doivent leur bon­heur à El­zéard Bouf­fier.

Quand je ré­flé­chis qu’un homme seul, ré­duit à ses simples res­sources phy­siques et mo­rales, a suf­fi pour faire sur­gir du dé­sert ce pays de Ca­naan, je trouve que, mal­gré tout, la con­di­tion hu­maine est ad­mi­rable. Mais, quand je fais le com­pte de tout ce qu’il a fal­lu de constance dans la gran­deur d’âme et d’achar­ne­ment dans la gé­né­ro­si­té pour ob­te­nir ce ré­sul­tat, je suis pris d’un im­mense res­pect pour ce vieux pay­san sans cul­ture qui a su me­ner à bien cette œuvre digne de Dieu.

El­zéard Bouf­fier est mort pai­si­ble­ment en 1947 à l’hos­pice de Ba­non.






	An­cien nom, jus­qu’en 1970, du dé­par­te­ment des Alpes-de-Haute-Pro­vence (N. D. É.). ^
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PREAMBLE
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with others.
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–––––––––––––––––––––––––––––––––––––––––
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1  USING AND DISTRIBUTING FONTS LICENSED UNDER THE OFL



1.1  Can I use the fonts for a book or other print publication, to create logos or other graphics or even to manufacture objects based on their outlines?

Yes. You are very welcome to do so. Authors of fonts released under the OFL allow you to use their font software as such for any kind of design work. No additional license or permission is required, unlike with some other licenses. Some examples of these uses are: logos, posters, business cards, stationery, video titling, signage, t-shirts, personalised fabric, 3D-printed/laser-cut shapes, sculptures, rubber stamps, cookie cutters and lead type.



1.1.1  Does that restrict the license or distribution of that artwork?

No. You remain the author and copyright holder of that newly derived graphic or object. You are simply using an open font in the design process. It is only when you redistribute, bundle or modify the font itself that other conditions of the license have to be respected (see below for more details).



1.1.2  Is any kind of acknowledgement required?

No. Font authors may appreciate being mentioned in your artwork's acknowledgements alongside the name of the font, possibly with a link to their website, but that is not required.



1.2  Can the fonts be included with Free/Libre and Open Source Software collections such as GNU/Linux and BSD distributions and repositories?

Yes! Fonts licensed under the OFL can be freely included alongside other software under FLOSS (Free/Libre and Open Source Software) licenses. Since fonts are typically aggregated with, not merged into, existing software, there is little need to be concerned about incompatibility with existing software licenses. You may also repackage the fonts and the accompanying components in a .rpm or .deb package (or other similar package formats or installers) and include them in distribution CD/DVDs and online repositories. (Also see section 5.9 about rebuilding from source.)



1.3  I want to distribute the fonts with my program. Does this mean my program also has to be Free/Libre and Open Source Software?

No. Only the portions based on the Font Software are required to be released under the OFL. The intent of the license is to allow aggregation or bundling with software under restricted licensing as well.



1.4  Can I sell a software package that includes these fonts?

Yes, you can do this with both the Original Version and a Modified Version of the fonts. Examples of bundling made possible by the OFL would include: word processors, design and publishing applications, training and educational software, games and entertainment software, mobile device applications, etc.



1.5  Can I include the fonts on a CD of freeware or commercial fonts?

Yes, as long some other font or software is also on the disk, so the OFL font is not sold by itself.



1.6  Why won't the OFL let me sell the fonts alone?

The intent is to keep people from making money by simply redistributing the fonts. The only people who ought to profit directly from the fonts should be the original authors, and those authors have kindly given up potential direct income to distribute their fonts under the OFL. Please honour and respect their contribution!



1.7  What about sharing OFL fonts with friends on a CD, DVD or USB stick?

You are very welcome to share open fonts with friends, family and colleagues through removable media. Just remember to include the full font package, including any copyright notices and licensing information as available in OFL.txt. In the case where you sell the font, it has to come bundled with software.



1.8  Can I host the fonts on a web site for others to use?

Yes, as long as you make the full font package available. In most cases it may be best to point users to the main site that distributes the Original Version so they always get the most recent stable and complete version. See also discussion of web fonts in Section 2.



1.9  Can I host the fonts on a server for use over our internal network?

Yes. If the fonts are transferred from the server to the client computer by means that allow them to be used even if the computer is no longer attached to the network, the full package (copyright notices, licensing information, etc.) should be included.



1.10  Does the full OFL license text always need to accompany the font?

The only situation in which an OFL font can be distributed without the text of the OFL (either in a separate file or in font metadata), is when a font is embedded in a document or bundled within a program. In the case of metadata included within a font, it is legally sufficient to include only a link to the text of the OFL on http://scripts.sil.org/OFL, but we strongly recommend against this. Most modern font formats include metadata fields that will accept the full OFL text, and full inclusion increases the likelihood that users will understand and properly apply the license.



1.11  What do you mean by 'embedding'? How does that differ from other means of distribution?

By 'embedding' we mean inclusion of the font in a document or file in a way that makes extraction (and redistribution) difficult or clearly discouraged. In many cases the names of embedded fonts might also not be obvious to those reading the document, the font data format might be altered, and only a subset of the font - only the glyphs required for the text - might be included. Any other means of delivering a font to another person is considered 'distribution', and needs to be accompanied by any copyright notices and licensing information available in OFL.txt.



1.12  So can I embed OFL fonts in my document?

Yes, either in full or a subset. The restrictions regarding font modification and redistribution do not apply, as the font is not intended for use outside the document.



1.13  Does embedding alter the license of the document itself?

No. Referencing or embedding an OFL font in any document does not change the license of the document itself. The requirement for fonts to remain under the OFL does not apply to any document created using the fonts and their derivatives. Similarly, creating any kind of graphic using a font under OFL does not make the resulting artwork subject to the OFL.



1.14  If OFL fonts are extracted from a document in which they are embedded (such as a PDF file), what can be done with them? Is this a risk to author(s)?

The few utilities that can extract fonts embedded in a PDF will typically output limited amounts of outlines - not a complete font. To create a working font from this method is much more difficult and time consuming than finding the source of the original OFL font. So there is little chance that an OFL font would be extracted and redistributed inappropriately through this method. Even so, copyright laws address any misrepresentation of authorship. All Font Software released under the OFL and marked as such by the author(s) is intended to remain under this license regardless of the distribution method, and cannot be redistributed under any other license. We strongly discourage any font extraction - we recommend directly using the font sources instead - but if you extract font outlines from a document, please be considerate: respect the work of the author(s) and the licensing model.



1.15  What about distributing fonts with a document? Within a compressed folder structure? Is it distribution, bundling or embedding?

Certain document formats may allow the inclusion of an unmodified font within their file structure which may consist of a compressed folder containing the various resources forming the document (such as pictures and thumbnails). Including fonts within such a structure is understood as being different from embedding but rather similar to bundling (or mere aggregation) which the license explicitly allows. In this case the font is conveyed unchanged whereas embedding a font usually transforms it from the original format. The OFL does not allow anyone to extract the font from such a structure to then redistribute it under another license. The explicit permission to redistribute and embed does not cancel the requirement for the Font Software to remain under the license chosen by its author(s). Even if the font travels inside the document as one of its assets, it should not lose its authorship information and licensing.



1.16  What about ebooks shipping with open fonts?

The requirements differ depending on whether the fonts are linked, embedded or distributed (bundled or aggregated). Some ebook formats use web technologies to do font linking via @font-face, others are designed for font embedding, some use fonts distributed with the document or reading software, and a few rely solely on the fonts already present on the target system. The license requirements depend on the type of inclusion as discussed in 1.15.



1.17  Can Font Software released under the OFL be subject to URL-based access restrictions methods or DRM (Digital Rights Management) mechanisms?

Yes, but these issues are out-of-scope for the OFL. The license itself neither encourages their use nor prohibits them since such mechanisms are not implemented in the components of the Font Software but through external software. Such restrictions are put in place for many different purposes corresponding to various usage scenarios. One common example is to limit potentially dangerous cross-site scripting attacks. However, in the spirit of libre/open fonts and unrestricted writing systems, we strongly encourage open sharing and reuse of OFL fonts, and the establishment of an environment where such restrictions are unnecessary. Note that whether you wish to use such mechanisms or you prefer not to, you must still abide by the rules set forth by the OFL when using fonts released by their authors under this license. Derivative fonts must be licensed under the OFL, even if they are part of a service for which you charge fees and/or for which access to source code is restricted. You may not sell the fonts on their own - they must be part of a larger software package, bundle or subscription plan. For example, even if the OFL font is distributed in a software package or via an online service using a DRM mechanism, the user would still have the right to extract that font, use, study, modify and redistribute it under the OFL.



1.18  I've come across a font released under the OFL. How can I easily get more information about the Original Version? How can I know where it stands compared to the Original Version or other Modified Versions?

Consult the copyright statement(s) in the license for ways to contact the original authors. Consult the FONTLOG (see section 6 for more details and examples) for information on how the font differs from the Original Version, and get in touch with the various contributors via the information in the acknowledgement section. Please consider using the Original Versions of the fonts whenever possible.



1.19  What do you mean in condition 4 of the OFL's permissions and conditions? Can you provide examples of abusive promotion / endorsement / advertisement vs. normal acknowledgement?

The intent is that the goodwill and reputation of the author(s) should not be used in a way that makes it sound like the original author(s) endorse or approve of a specific Modified Version or software bundle. For example, it would not be right to advertise a word processor by naming the author(s) in a listing of software features, or to promote a Modified Version on a web site by saying "designed by ...". However, it would be appropriate to acknowledge the author(s) if your software package has a list of people who deserve thanks. We realize that this can seem to be a grey area, but the standard used to judge an acknowledgement is that if the acknowledgement benefits the author(s) it is allowed, but if it primarily benefits other parties, or could reflect poorly on the author(s), then it is not.



1.20 I'm writing a small app for mobile platforms, do I need to include the whole package? 

If you bundle a font under the OFL with your mobile app you must comply with the terms of the license. At a minimum you must include the copyright statement, the license notice and the license text. A mention of this information in your About box or Changelog, with a link to where the font package is from, is good practice, and the extra space needed to carry these items is very small. You do not, however, need to include the full contents of the font package - only the fonts you use and the copyright and license that apply to them. For example, if you only use the regular weight in your app, you do not need to include the italic and bold versions.



1.21 What about including OFL fonts by default in my firmware or dedicated operating system? 

Many such systems are restricted and turned into appliances so that users cannot study or modify them. Using open fonts to increase quality and language coverage is a great idea, but you need to be aware that if there is a way for users to extract fonts you cannot legally prevent them from doing that. The fonts themselves, including any changes you make to them, must be distributed under the OFL even if your firmware has a more restrictive license. If you do transform the fonts and change their formats when you include them in your firmware you must respect any names reserved by the font authors via the RFN mechanism and pick your own font name. Alternatively if you directly add a font under the OFL to the font folder of your firmware without modifying or optimizing it you are simply bundling the font like with any other software collection, and do not need to make any further changes.



1.22  Can I make and publish CMS themes or templates that use OFL fonts?  Can I include the fonts themselves in the themes or templates? Can I sell the whole package?

Yes, you are very welcome to integrate open fonts into themes and templates for your preferred CMS and make them more widely available. Remember that you can only sell the fonts and your CMS add-on as part of a software bundle. (See 1.4 for details and examples about selling bundles).



1.23  Can OFL fonts be included in services that deliver fonts to the desktop from remote repositories? Even if they contain both OFL and non-OFL fonts?

Yes. Some foundries have set up services to deliver fonts to subscribers directly to desktops from their online repositories; similarly, plugins are available to preview and use fonts directly in your design tool or publishing suite. These services may mix open and restricted fonts in the same channel, however they should make a clear distinction between them to users. These services should also not hinder users (such as through DRM or obfuscation mechanisms) from extracting and using the OFL fonts in other environments, or continuing to use OFL fonts after subscription terms have ended, as those uses are specifically allowed by the OFL.



1.24  Can services that provide or distribute OFL fonts restrict my use of them?

No. The terms of use of such services cannot replace or restrict the terms of the OFL, as that would be the same as distributing the fonts under a different license, which is not allowed. You are still entitled to use, modify and redistribute them as the original authors have intended outside of the sole control of that particular distribution channel. Note, however, that the fonts provided by these services may differ from the Original Versions.





2  USING OFL FONTS FOR WEBPAGES AND ONLINE WEB FONT SERVICES



NOTE: This section often refers to a separate paper on 'Web Fonts & RFNs'. This is available at http://scripts.sil.org/OFL_web_fonts_and_RFNs



2.1  Can I make webpages using these fonts?

Yes! Go ahead! Using CSS (Cascading Style Sheets) is recommended. Your three best options are: 

- referring directly in your stylesheet to open fonts which may be available on the user's system

- providing links to download the full package of the font - either from your own website or from elsewhere - so users can install it themselves

- using @font-face to distribute the font directly to browsers. This is recommended and explicitly allowed by the licensing model because it is distribution. The font file itself is distributed with other components of the webpage. It is not embedded in the webpage but referenced through a web address which will cause the browser to retrieve and use the corresponding font to render the webpage (see 1.11 and 1.15 for details related to embedding fonts into documents). As you take advantage of the @font-face cross-platform standard, be aware that web fonts are often tuned for a web environment and not intended for installation and use outside a browser. The reasons in favour of using web fonts are to allow design of dynamic text elements instead of static graphics, to make it easier for content to be localized and translated, indexed and searched, and all this with cross-platform open standards without depending on restricted extensions or plugins. You should check the CSS cascade (the order in which fonts are being called or delivered to your users) when testing.



2.2  Can I make and use WOFF (Web Open Font Format) versions of OFL fonts?

Yes, but you need to be careful. A change in font format normally is considered modification, and Reserved Font Names (RFNs) cannot be used. Because of the design of the WOFF format, however, it is possible to create a WOFF version that is not considered modification, and so would not require a name change. You are allowed to create, use and distribute a WOFF version of an OFL font without changing the font name, but only if:



- the original font data remains unchanged except for WOFF compression, and

- WOFF-specific metadata is either omitted altogether or present and includes, unaltered, the contents of all equivalent metadata in the original font.



If the original font data or metadata is changed, or the WOFF-specific metadata is incomplete, the font must be considered a Modified Version, the OFL restrictions would apply and the name of the font must be changed: any RFNs cannot be used and copyright notices and licensing information must be included and cannot be deleted or modified. You must come up with a unique name - we recommend one corresponding to your domain or your particular web application. Be aware that only the original author(s) can use RFNs. This is to prevent collisions between a derivative tuned to your audience and the original upstream version and so to reduce confusion.



Please note that most WOFF conversion tools and online services do not meet the two requirements listed above, and so their output must be considered a Modified Version. So be very careful and check to be sure that the tool or service you're using is compressing unchanged data and completely and accurately reflecting the original font metadata.



2.3  What about other web font formats such as EOT/EOTLite/CWT/etc.?

In most cases these formats alter the original font data more than WOFF, and do not completely support appropriate metadata, so their use must be considered modification and RFNs may not be used. However, there may be certain formats or usage scenarios that may allow the use of RFNs. See http://scripts.sil.org/OFL_web_fonts_and_RFNs 



2.4  Can I make OFL fonts available through web font online services?

Yes, you are welcome to include OFL fonts in online web font services as long as you properly meet all the conditions of the license. The origin and open status of the font should be clear among the other fonts you are hosting. Authorship, copyright notices and license information must be sufficiently visible to your users or subscribers so they know where the font comes from and the rights granted by the author(s). Make sure the font file contains the needed copyright notice(s) and licensing information in its metadata. Please double-check the accuracy of every field to prevent contradictory information. Other font formats, including EOT/EOTLite/CWT and superior alternatives like WOFF, already provide fields for this information. Remember that if you modify the font within your library or convert it to another format for any reason the OFL restrictions apply and you need to change the names accordingly. Please respect the author's wishes as expressed in the OFL and do not misrepresent original designers and their work. Don't lump quality open fonts together with dubious freeware or public domain fonts. Consider how you can best work with the original designers and foundries, support their efforts and generate goodwill that will benefit your service. (See 1.17 for details related to URL-based access restrictions methods or DRM mechanisms).



2.5  Some web font formats and services provide ways of "optimizing" the font for a particular website or web application; is that allowed? 

Yes, it is permitted, but remember that these optimized versions are Modified Versions and so must follow OFL requirements like appropriate renaming. Also you need to bear in mind the other important parameters beyond compression, speed and responsiveness: you need to consider the audience of your particular website or web application, as choosing some optimization parameters may turn out to be less than ideal for them. Subsetting by removing certain glyphs or features may seriously limit functionality of the font in various languages that your users expect. It may also introduce degradation of quality in the rendering or specific bugs on the various target platforms compared to the original font from upstream. In other words, remember that one person's optimized font may be another person's missing feature. Various advanced typographic features (OpenType, Graphite or AAT) are also available through CSS and may provide the desired effects without the need to modify the font.



2.6  Is subsetting a web font considered modification?

Yes. Removing any parts of the font when delivering a web font to a browser, including unused glyphs and smart font code, is considered modification. This is permitted by the OFL but would not normally allow the use of RFNs. Some newer subsetting technologies may be able to subset in a way that allows users to effectively have access to the complete font, including smart font behaviour. See 2.8 and http://scripts.sil.org/OFL_web_fonts_and_RFNs



2.7  Are there any situations in which a modified web font could use RFNs?

Yes. If a web font is optimized only in ways that preserve Functional Equivalence (see 2.8), then it may use RFNs, as it reasonably represents the Original Version and respects the intentions of the author(s) and the main purposes of the RFN mechanism (avoids collisions, protects authors, minimizes support, encourages derivatives). However this is technically very difficult and often impractical, so a much better scenario is for the web font service or provider to sign a separate agreement with the author(s) that allows the use of RFNs for Modified Versions.



2.8  How do you know if an optimization to a web font preserves Functional Equivalence?

Functional Equivalence is described in full in the 'Web fonts and RFNs' paper at http://scripts.sil.org/OFL_web_fonts_and_RFNs, in general, an optimized font is deemed to be Functionally Equivalent (FE) to the Original Version if it:



- Supports the same full character inventory. If a character can be properly displayed using the Original Version, then that same character, encoded correctly on a web page, will display properly. 

- Provides the same smart font behavior. Any dynamic shaping behavior that works with the Original Version should work when optimized, unless the browser or environment does not support it. There does not need to be guaranteed support in the client, but there should be no forced degradation of smart font or shaping behavior, such as the removal or obfuscation of OpenType, Graphite or AAT tables.

- Presents text with no obvious degradation in visual quality. The lettershapes should be equally (or more) readable, within limits of the rendering platform.

- Preserves original author, project and license metadata. At a minimum, this should include: Copyright and authorship; The license as stated in the Original Version, whether that is the full text of the OFL or a link to the web version; Any RFN declarations; Information already present in the font or documentation that points back to the Original Version, such as a link to the project or the author's website.



If an optimized font meets these requirements, and so is considered to be FE, then it's very likely that the original author would feel that the optimized font is a good and reasonable equivalent. If it falls short of any of these requirements, the optimized font does not reasonably represent the Original Version, and so should be considered to be a Modified Version. Like other Modified Versions, it would not be allowed to use any RFNs and you simply need to pick your own font name.



2.9  Isn't use of web fonts another form of embedding?

No. Unlike embedded fonts in a PDF, web fonts are not an integrated part of the document itself. They are not specific to a single document and are often applied to thousands of documents around the world. The font data is not stored alongside the document data and often originates from a different location. The ease by which the web fonts used by a document may be identified and downloaded for desktop use demonstrates that they are philosophically and technically separate from the web pages that specify them. See http://scripts.sil.org/OFL_web_fonts_and_RFNs



2.10  So would it be better to not use RFNs at all if you want your font to be distributed by a web fonts service?

No. Although the OFL does not require authors to use RFNs, the RFN mechanism is an important part of the OFL model and completely compatible with web font services. If that web font service modifies the fonts, then the best solution is to sign a separate agreement for the use of any RFNs. It is perfectly valid for an author to not declare any RFNs, but before they do so they need to fully understand the benefits they are giving up, and the overall negative effect of allowing many different versions bearing the same name to be widely distributed. As a result, we don't generally recommend it.



2.11  What should an agreement for the use of RFNs say? Are there any examples?

There is no prescribed format for this agreement, as legal systems vary, and no recommended examples. Authors may wish to add specific clauses to further restrict use, require author review of Modified Versions, establish user support mechanisms or provide terms for ending the agreement. Such agreements are usually not public, and apply only to the main parties. However, it would be very beneficial for web font services to clearly state when they have established such agreements, so that the public understands clearly that their service is operating appropriately.



See the separate paper on 'Web Fonts & RFNs' for in-depth discussion of issues related to the use of RFNs for web fonts. This is available at http://scripts.sil.org/OFL_web_fonts_and_RFNs





3  MODIFYING OFL-LICENSED FONTS



3.1  Can I change the fonts? Are there any limitations to what things I can and cannot change?

You are allowed to change anything, as long as such changes do not violate the terms of the license. In other words, you are not allowed to remove the copyright statement(s) from the font, but you could put additional information into it that covers your contribution. See the placeholders in the OFL header template for recommendations on where to add your own statements. (Remember that, when authors have reserved names via the RFN mechanism, you need to change the internal names of the font to your own font name when making your modified version even if it is just a small change.)



3.2  I have a font that needs a few extra glyphs - can I take them from an OFL licensed font and copy them into mine?

Yes, but if you distribute that font to others it must be under the OFL, and include the information mentioned in condition 2 of the license.



3.3  Can I charge people for my additional work? In other words, if I add a bunch of special glyphs or OpenType/Graphite/AAT code, can I sell the enhanced font?

Not by itself. Derivative fonts must be released under the OFL and cannot be sold by themselves. It is permitted, however, to include them in a larger software package (such as text editors, office suites or operating systems), even if the larger package is sold. In that case, you are strongly encouraged, but not required, to also make that derived font easily and freely available outside of the larger package.



3.4  Can I pay someone to enhance the fonts for my use and distribution?

Yes. This is a good way to fund the further development of the fonts. Keep in mind, however, that if the font is distributed to others it must be under the OFL. You won't be able to recover your investment by exclusively selling the font, but you will be making a valuable contribution to the community. Please remember how you have benefited from the contributions of others.



3.5  I need to make substantial revisions to the font to make it work with my program. It will be a lot of work, and a big investment, and I want to be sure that it can only be distributed with my program. Can I restrict its use?

No. If you redistribute a Modified Version of the font it must be under the OFL. You may not restrict it in any way beyond what the OFL permits and requires. This is intended to ensure that all released improvements to the fonts become available to everyone. But you will likely get an edge over competitors by being the first to distribute a bundle with the enhancements. Again, please remember how you have benefited from the contributions of others.



3.6  Do I have to make any derivative fonts (including extended source files, build scripts, documentation, etc.) publicly available?

No, but please consider sharing your improvements with others. You may find that you receive in return more than what you gave.



3.7  If a trademark is claimed in the OFL font, does that trademark need to remain in modified fonts?

Yes. Any trademark notices must remain in any derivative fonts to respect trademark laws, but you may add any additional trademarks you claim, officially registered or not. For example if an OFL font called "Foo" contains a notice that "Foo is a trademark of Acme", then if you rename the font to "Bar" when creating a Modified Version, the new trademark notice could say "Foo is a trademark of Acme Inc. - Bar is a trademark of Roadrunner Technologies Ltd.". Trademarks work alongside the OFL and are not subject to the terms of the licensing agreement. The OFL does not grant any rights under trademark law. Bear in mind that trademark law varies from country to country and that there are no international trademark conventions as there are for copyright. You may need to significantly invest in registering and defending a trademark for it to remain valid in the countries you are interested in. This may be costly for an individual independent designer.



3.8 If I commit changes to a font (or publish a branch in a DVCS) as part of a public open source software project, do I have to change the internal font names? 

Only if there are declared RFNs. Making a public commit or publishing a public branch is effectively redistributing your modifications, so any change to the font will require that you do not use the RFNs. Even if there are no RFNs, it may be useful to change the name or add a suffix indicating that a particular version of the font is still in development and not released yet. This will clearly indicate to users and fellow designers that this particular font is not ready for release yet. See section 5 for more details.





4  LICENSING YOUR ORIGINAL FONTS UNDER THE OFL



4.1  Can I use the SIL OFL for my own fonts?

Yes! We heartily encourage everyone to use the OFL to distribute their own original fonts. It is a carefully constructed license that allows great freedom along with enough artistic integrity protection for the work of the authors as well as clear rules for other contributors and those who redistribute the fonts. The licensing model is used successfully by various organisations, both for-profit and not-for-profit, to release fonts of varying levels of scope and complexity.



4.2  What do I have to do to apply the OFL to my font?

If you want to release your fonts under the OFL, we recommend you do the following:



4.2.1  Put your copyright and Reserved Font Names information at the beginning of the main OFL.txt file in place of the dedicated placeholders (marked with the <> characters). Include this file in your release package.



4.2.2  Put your copyright and the OFL text with your chosen Reserved Font Name(s) into your font files (the copyright and license fields). A link to the OFL text on the OFL web site is an acceptable (but not recommended) alternative. Also add this information to any other components (build scripts, glyph databases, documentation, test files, etc). Accurate metadata in your font files is beneficial to you as an increasing number of applications are exposing this information to the user. For example, clickable links can bring users back to your website and let them know about other work you have done or services you provide. Depending on the format of your fonts and sources, you can use template human-readable headers or machine-readable metadata. You should also double-check that there is no conflicting metadata in the font itself contradicting the license, such as the fstype bits in the os2 table or fields in the name table.



4.2.3  Write an initial FONTLOG.txt for your font and include it in the release package (see Section 6 and Appendix A for details including a template).



4.2.4  Include the relevant practical documentation on the license by adding the current OFL-FAQ.txt file in your package.



4.2.5  If you wish you can use the OFL graphics (http://scripts.sil.org/OFL_logo) on your website. 



4.3  Will you make my font OFL for me?

We won't do the work for you. We can, however, try to answer your questions, unfortunately we do not have the resources to review and check your font packages for correct use of the OFL. We recommend you turn to designers, foundries or consulting companies with experience in doing open font design to provide this service to you. 



4.4  Will you distribute my OFL font for me?

No, although if the font is of sufficient quality and general interest we may include a link to it on our partial list of OFL fonts on the OFL web site. You may wish to consider other open font catalogs or hosting services, such as the Unifont Font Guide (http://unifont.org/fontguide), The League of Movable Type (http://theleagueofmovabletype.com) or the Open Font Library (http://openfontlibrary.org/), which despite the name has no direct relationship to the OFL or SIL. We do not endorse any particular catalog or hosting service - it is your responsibility to determine if the service is right for you and if it treats authors with fairness. 



4.5  Why should I use the OFL for my fonts?

- to meet needs for fonts that can be modified to support lesser-known languages

- to provide a legal and clear way for people to respect your work but still use it (and reduce piracy)

- to involve others in your font project

- to enable your fonts to be expanded with new weights and improved writing system/language support

- to allow more technical font developers to add features to your design (such as OpenType, Graphite or AAT support)

- to renew the life of an old font lying on your hard drive with no business model

- to allow your font to be included in Libre Software operating systems like Ubuntu

- to give your font world status and wide, unrestricted distribution

- to educate students about quality typeface and font design

- to expand your test base and get more useful feedback 

- to extend your reach to new markets when users see your metadata and go to your website

- to get your font more easily into one of the web font online services

- to attract attention for your commercial fonts

- to make money through web font services

- to make money by bundling fonts with applications

- to make money adjusting and extending existing open fonts

- to get a better chance that foundations/NGOs/charities/companies who commission fonts will pick you 

- to be part of a sharing design and development community 

- to give back and contribute to a growing body of font sources





5  CHOOSING RESERVED FONT NAMES



5.1  What are Reserved Font Names?

These are font names, or portions of font names, that the author has chosen to reserve for use only with the Original Version of the font, or for Modified Version(s) created by the original author.



5.2  Why can't I use the Reserved Font Names in my derivative font names? I'd like people to know where the design came from.

The best way to acknowledge the source of the design is to thank the original authors and any other contributors in the files that are distributed with your revised font (although no acknowledgement is required). The FONTLOG is a natural place to do this. Reserved Font Names ensure that the only fonts that have the original names are the unmodified Original Versions. This allows designers to maintain artistic integrity while allowing collaboration to happen. It eliminates potential confusion and name conflicts. When choosing a name, be creative and avoid names that reuse almost all the same letters in the same order or sound like the original. It will help everyone if Original Versions and Modified Versions can easily be distinguished from one another and from other derivatives. Any substitution and matching mechanism is outside the scope of the license.



5.3  What do you mean by "primary name as presented to the user"? Are you referring to the font menu name?

Yes, this applies to the font menu name and other mechanisms that specify a font in a document. It would be fine, however, to keep a text reference to the original fonts in the description field, in your modified source file or in documentation provided alongside your derivative as long as no one could be confused that your modified source is the original. But you cannot use the Reserved Font Names in any way to identify the font to the user (unless the Copyright Holder(s) allow(s) it through a separate agreement). Users who install derivatives (Modified Versions) on their systems should not see any of the original Reserved Font Names in their font menus, for example. Again, this is to ensure that users are not confused and do not mistake one font for another and so expect features only another derivative or the Original Version can actually offer. 



5.4  Am I not allowed to use any part of the Reserved Font Names?

You may not use individual words from the Reserved Font Names, but you would be allowed to use parts of words, as long as you do not use any word from the Reserved Font Names entirely. We do not recommend using parts of words because of potential confusion, but it is allowed. For example, if "Foobar" was a Reserved Font Name, you would be allowed to use "Foo" or "bar", although we would not recommend it. Such an unfortunate choice would confuse the users of your fonts as well as make it harder for other designers to contribute.



5.5  So what should I, as an author, identify as Reserved Font Names?

Original authors are encouraged to name their fonts using clear, distinct names, and only declare the unique parts of the name as Reserved Font Names. For example, the author of a font called "Foobar Sans" would declare "Foobar" as a Reserved Font Name, but not "Sans", as that is a common typographical term, and may be a useful word to use in a derivative font name. Reserved Font Names should also be single words for simplicity and legibility. A font called "Flowing River" should have Reserved Font Names "Flowing" and "River", not "Flowing River". You also need to be very careful about reserving font names which are already linked to trademarks (whether registered or not) which you do not own.



5.6  Do I, as an author, have to identify any Reserved Font Names?

No. RFNs are optional and not required, but we encourage you to use them. This is primarily to avoid confusion between your work and Modified Versions. As an author you can release a font under the OFL and not declare any Reserved Font Names. There may be situations where you find that using no RFNs and letting your font be changed and modified - including any kind of modification - without having to change the original name is desirable. However you need to be fully aware of the consequences. There will be no direct way for end-users and other designers to distinguish your Original Version from many Modified Versions that may be created. You have to trust whoever is making the changes and the optimizations to not introduce problematic changes. The RFNs you choose for your own creation have value to you as an author because they allow you to maintain artistic integrity and keep some control over the distribution channel to your end-users. For discussion of RFNs and web fonts see section 2.



5.7  Are any names (such as the main font name) reserved by default?

No. That is a change to the license as of version 1.1. If you want any names to be Reserved Font Names, they must be specified after the copyright statement(s).



5.8  Is there any situation in which I can use Reserved Font Names for a Modified Version?

The Copyright Holder(s) can give certain trusted parties the right to use any of the Reserved Font Names through separate written agreements. For example, even if "Foobar" is a RFN, you could write up an agreement to give company "XYZ" the right to distribute a modified version with a name that includes "Foobar". This allows for freedom without confusion. The existence of such an agreement should be made as clear as possible to downstream users and designers in the distribution package and the relevant documentation. They need to know if they are a party to the agreement or not and what they are practically allowed to do or not even if all the details of the agreement are not public.



5.9  Do font rebuilds require a name change? Do I have to change the name of the font when my packaging workflow includes a full rebuild from source?

Yes, all rebuilds which change the font data and the smart code are Modified Versions and the requirements of the OFL apply: you need to respect what the Author(s) have chosen in terms of Reserved Font Names. However if a package (or installer) is simply a wrapper or a compressed structure around the final font - leaving them intact on the inside - then no name change is required. Please get in touch with the author(s) and copyright holder(s) to inquire about the presence of font sources beyond the final font file(s) and the recommended build path. That build path may very well be non-trivial and hard to reproduce accurately by the maintainer. If a full font build path is made available by the upstream author(s) please be aware that any regressions and changes you may introduce when doing a rebuild for packaging purposes is your own responsibility as a package maintainer since you are effectively creating a separate branch. You should make it very clear to your users that your rebuilt version is not the canonical one from upstream.



5.10  Can I add other Reserved Font Names when making a derivative font?

Yes. List your additional Reserved Font Names after your additional copyright statement, as indicated with example placeholders at the top of the OFL.txt file. Be sure you do not remove any existing RFNs but only add your own. RFN statements should be placed next to the copyright statement of the relevant author as indicated in the OFL.txt template to make them visible to designers wishing to make their separate version.





6  ABOUT THE FONTLOG



6.1  What is this FONTLOG thing exactly?

It has three purposes: 1) to provide basic information on the font to users and other designers and developers, 2) to document changes that have been made to the font or accompanying files, either by the original authors or others, and 3) to provide a place to acknowledge authors and other contributors. Please use it!



6.2  Is the FONTLOG required?

It is not a requirement of the license, but we strongly recommend you have one.



6.3  Am I required to update the FONTLOG when making Modified Versions?

No, but users, designers and other developers might get very frustrated with you if you don't. People need to know how derivative fonts differ from the original, and how to take advantage of the changes, or build on them. There are utilities that can help create and maintain a FONTLOG, such as the FONTLOG support in FontForge.



6.4  What should the FONTLOG look like?

It is typically a separate text file (FONTLOG.txt), but can take other formats. It commonly includes these four sections:



- brief header describing the FONTLOG itself and name of the font family

- Basic Font Information - description of the font family, purpose and breadth

- ChangeLog - chronological listing of changes

- Acknowledgements - list of authors and contributors with contact information



It could also include other sections, such as: where to find documentation, how to make contributions, information on contributing organizations, source code details, and a short design guide. See Appendix A for an example FONTLOG.





7  MAKING CONTRIBUTIONS TO OFL PROJECTS



7.1  Can I contribute work to OFL projects?

In many cases, yes. It is common for OFL fonts to be developed by a team of people who welcome contributions from the wider community. Contact the original authors for specific information on how to participate in their projects.



7.2  Why should I contribute my changes back to the original authors?

It would benefit many people if you contributed back in response to what you've received. Your contributions and improvements to the fonts and other components could be a tremendous help and would encourage others to contribute as well and 'give back'. You will then benefit from other people's contributions as well. Sometimes maintaining your own separate version takes more effort than merging back with the original. Be aware that any contributions, however, must be either your own original creation or work that you own, and you may be asked to affirm that clearly when you contribute.



7.3  I've made some very nice improvements to the font. Will you consider adopting them and putting them into future Original Versions?

Most authors would be very happy to receive such contributions. Keep in mind that it is unlikely that they would want to incorporate major changes that would require additional work on their end. Any contributions would likely need to be made for all the fonts in a family and match the overall design and style. Authors are encouraged to include a guide to the design with the fonts. It would also help to have contributions submitted as patches or clearly marked changes - the use of smart source revision control systems like subversion, mercurial, git or bzr is a good idea. Please follow the recommendations given by the author(s) in terms of preferred source formats and configuration parameters for sending contributions. If this is not indicated in a FONTLOG or other documentation of the font, consider asking them directly. Examples of useful contributions are bug fixes, additional glyphs, stylistic alternates (and the smart font code to access them) or improved hinting. Keep in mind that some kinds of changes (esp. hinting) may be technically difficult to integrate.



7.4  How can I financially support the development of OFL fonts?

It is likely that most authors of OFL fonts would accept financial contributions - contact them for instructions on how to do this. Such contributions would support future development. You can also pay for others to enhance the fonts and contribute the results back to the original authors for inclusion in the Original Version.





8  ABOUT THE LICENSE ITSELF



8.1  I see that this is version 1.1 of the license. Will there be later changes?

Version 1.1 is the first minor revision of the OFL. We are confident that version 1.1 will meet most needs, but are open to future improvements. Any revisions would be for future font releases, and previously existing licenses would remain in effect. No retroactive changes are possible, although the Copyright Holder(s) can re-release the font under a revised OFL. All versions will be available on our web site: http://scripts.sil.org/OFL.



8.2  Does this license restrict the rights of the Copyright Holder(s)?

No. The Copyright Holder(s) still retain(s) all the rights to their creation; they are only releasing a portion of it for use in a specific way. For example, the Copyright Holder(s) may choose to release a 'basic' version of their font under the OFL, but sell a restricted 'enhanced' version. Only the Copyright Holder(s) can do this.



8.3  Is the OFL a contract or a license?

The OFL is a license and not a contract and so does not require you to sign it to have legal validity. By using, modifying and redistributing components under the OFL you indicate that you accept the license.



8.4  I really like the terms of the OFL, but want to change it a little. Am I allowed to take ideas and actual wording from the OFL and put them into my own custom license for distributing my fonts?

We strongly recommend against creating your very own unique open licensing model. Using a modified or derivative license will likely cut you off - along with the font(s) under that license - from the community of designers using the OFL, potentially expose you and your users to legal liabilities, and possibly put your work and rights at risk. The OFL went though a community and legal review process that took years of effort, and that review is only applicable to an unmodified OFL. The text of the OFL has been written by SIL (with review and consultation from the community) and is copyright (c) 2005-2013 SIL International. You may re-use the ideas and wording (in part, not in whole) in another non-proprietary license provided that you call your license by another unambiguous name, that you do not use the preamble, that you do not mention SIL and that you clearly present your license as different from the OFL so as not to cause confusion by being too similar to the original. If you feel the OFL does not meet your needs for an open license, please contact us.



8.5  Can I translate the license and the FAQ into other languages?

SIL certainly recognises the need for people who are not familiar with English to be able to understand the OFL and its use. Making the license very clear and readable has been a key goal for the OFL, but we know that people understand their own language best.



If you are an experienced translator, you are very welcome to translate the OFL and OFL-FAQ so that designers and users in your language community can understand the license better. But only the original English version of the license has legal value and has been approved by the community. Translations do not count as legal substitutes and should only serve as a way to explain the original license. SIL - as the author and steward of the license for the community at large - does not approve any translation of the OFL as legally valid because even small translation ambiguities could be abused and create problems.



SIL gives permission to publish unofficial translations into other languages provided that they comply with the following guidelines:



- Put the following disclaimer in both English and the target language stating clearly that the translation is unofficial:



"This is an unofficial translation of the SIL Open Font License into <language_name>. It was not published by SIL International, and does not legally state the distribution terms for fonts that use the OFL. A release under the OFL is only valid when using the original English text. However, we recognize that this unofficial translation will help users and designers not familiar with English to better understand and use the OFL. We encourage designers who consider releasing their creation under the OFL to read the OFL-FAQ in their own language if it is available. Please go to http://scripts.sil.org/OFL for the official version of the license and the accompanying OFL-FAQ."



- Keep your unofficial translation current and update it at our request if needed, for example if there is any ambiguity which could lead to confusion.  



If you start such a unofficial translation effort of the OFL and OFL-FAQ please let us know.





9  ABOUT SIL INTERNATIONAL



9.1  Who is SIL International and what do they do?

SIL serves language communities worldwide, building their capacity for sustainable language development, by means of research, translation, training and materials development. SIL makes its services available to all without regard to religious belief, political ideology, gender, race, or ethnic background. SIL's members and volunteers share a Christian commitment.



9.2  What does this have to do with font licensing?

The ability to read, write, type and publish in one's own language is one of the most critical needs for millions of people around the world. This requires fonts that are widely available and support lesser-known languages. SIL develops - and encourages others to develop - a complete stack of writing systems implementation components available under open licenses. This open stack includes input methods, smart fonts, smart rendering libraries and smart applications. There has been a need for a common open license that is specifically applicable to fonts and related software (a crucial component of this stack), so SIL developed the SIL Open Font License with the help of the Free/Libre and Open Source Software community.



9.3  How can I contact SIL?

Our main web site is: http://www.sil.org/

Our site about complex scripts is: http://scripts.sil.org/

Information about this license (and contact information) is at: http://scripts.sil.org/OFL





APPENDIX A - FONTLOG EXAMPLE



Here is an example of the recommended format for a FONTLOG, although other formats are allowed.



-----

FONTLOG for the GlobalFontFamily fonts



This file provides detailed information on the GlobalFontFamily Font Software. This information should be distributed along with the GlobalFontFamily fonts and any derivative works.



Basic Font Information



GlobalFontFamily is a Unicode typeface family that supports all languages that use the Latin script and its variants, and could be expanded to support other scripts.



NewWorldFontFamily is based on the GlobalFontFamily and also supports Greek, Hebrew, Cyrillic and Armenian.



More specifically, this release supports the following Unicode ranges...

This release contains...

Documentation can be found at...

To contribute to the project...



ChangeLog



10 December 2010 (Fred Foobar) GlobalFontFamily-devel version 1.4

- fix new build and testing system (bug #123456)



1 August 2008 (Tom Parker) GlobalFontFamily version 1.2.1

- Tweaked the smart font code (Branch merged with trunk version)

- Provided improved build and debugging environment for smart behaviours



7 February 2007 (Pat Johnson) NewWorldFontFamily Version 1.3

- Added Greek and Cyrillic glyphs



7 March 2006 (Fred Foobar) NewWorldFontFamily Version 1.2

- Tweaked contextual behaviours



1 Feb 2005 (Jane Doe) NewWorldFontFamily Version 1.1

- Improved build script performance and verbosity

- Extended the smart code documentation

- Corrected minor typos in the documentation

- Fixed position of combining inverted breve below (U+032F)

- Added OpenType/Graphite smart code for Armenian

- Added Armenian glyphs (U+0531 -> U+0587) 

- Released as "NewWorldFontFamily"



1 Jan 2005 (Joe Smith) GlobalFontFamily Version 1.0

- Initial release



Acknowledgements
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Fontstudio.org is an not-for-profit design group whose purpose is...

Foobar.org is a distributed community of developers...

Company.com is a small business who likes to support community designers...

University.edu is a renowned educational institution with a strong design department...

-----








