


• 



," --

• J 

gI ,:» III 
m 
< 
1ft 

C 0 
,. 
r-
oC 

:. IE 
»-

0 II! • ,.. 
'II 

• »-
n 

,.. :I: 

:II 1 
c 
• 
1ft .... ..... • en -< 

. , 

« . 
• 

• 

" . ~ 
~ 

sr ~ -r ;L#t~e~f£~i/ 
- /: 

r , . , , .. '. I •• 

:\ i( 
/ J. , .,:. 

... • 0 

~ ~ . .". .. 
~ 

~ 
~ J .... 

" 
• 

'\ 
• 



© 2008, 2011 by Quarry Books 

Paperback edition published 2010 

All rights reserved. No part of this book may be reproduced in any form without written permission of the copyright owners. All 

images in this book have been reproduced with the knowledge and prior consent of the artists concerned, and no responsibility is 

accepted by the producer, publisher, or printer for any infringement of copyright or otherwise, arising from the contents of this publi­
cation. Every effort has been made to ensure that credits accurately comply with information supplied. We apologize for any inaccura­
cies that may have occurred and will resolve inaccurate or missing information in a subsequent reprinting of the book. 

First published in the United States of America by 

Quarry Books, a member of 

Quayside Publishing Group 

100 Cummings Center 
Suite 406-L 

Beverly, Massachusetts 01915-6101 

Telephone: (978) 282-9590 

Fax: (978) 283-2742 
www.quarrybooks.com 

Digital edition: 978- 1-61059-438-7 

Softcover edition: 978-1-59253-644-3 

Library of Congress Cataloging-in-Publication Data 

Engelbrecht, Lisa. 

Modern mark making: from classical calligraphy to hip hand-lettering / Lisa Engelbrecht. 

p.cm. 

ISBN 1-59253-419-8 

1. Lettering--Technique. 1. Title. 

NK3600.E54 2008 
745.6'1--dc22 

ISBN-13: 978-1-59253-644-3 

ISBN-I0: 1-59253-644-1 

10 9 8 7 6 5 4 3 2 1 

Design: Dawn DeVries Sokol 
Cover Image: Lisa Engelbrecht and Dawn DeVries Sokol 

Exemplars: Lisa Engelbrecht 

Printed in China 

2008002148 



This book is dedicated to all those people who believed that 

they couldn't do lettering, to all those unused calligraphy sets 

sitting untouched, and to all the calligraphers ready to take 

off the shackles and fly! Today is the day you begin-begin to 

letter without rules, begin use your tools with intention (and 

make new ones), and begin to believe (as I do) that you are 

incredibly talented and creative. 
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am a rebel. I admit it. I love lettering, calligraphy, and the beauty that 

well-written letters convey. But one thing I remember about my early 

years in calligraphy is that I always asked myself "What if I ... ?(fill in 

the blank)." It's this spirit that has brought me to this moment. 

To me, lettering represents an opportunity for uninterrupted 

inhibition, expressing oneself with spontaneity! It is a joyful, intuitive, 

physical act. I have been taking classes in calligraphy for years. I have labori­

ously copied and practiced letters. I continue to take classes with the masters 

of the letter arts, but I also continue to be a maverick, breaking the rules. 

(The calligraphy police haven't caught me yet!) I want to have fun with 

letters, take the mystique out of formal calligraphy, strip it down to simple 

directions, and encourage personal style. Is there a way to do this? 

I am a lettering artist! I love telling people this. Most people get a quizzi­

cal look on their face. When I say I combine calligraphy, fabric, and collage 

in my artwork, they often seize upon the word calligraphy. 

"Oh, calligraphy!" they say. "I tried that once, and it was too hard." 

"I got a set at Christmas one year, tried it, and realized there was no way 

I could ever do it." 

Or, "I don't know how you have the patience for that!" 

Translation: It's too intimidating and difficult and requires hours 

of practice. 

Is this your impression? 

When I was given the opportunity to write my very own book on lettering, 

I knew that I needed to present an approach that was unlike any other pre­

sented in calligraphy instructional manuals. Yes, this is a book on lettering and 
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how to do it, but, more importantly, it is about mark making and being true to 

your own spontaneous and free expression. This is my attempt to show you 

the joy of letters, and the grace of making an expressive, wholly personal mark. 

This will be easy, because writing is an intuitive function, and we all possess 

this talent. (I want to remind you that you already have all you need inside you 

to make art. You need no previous experience!) 

I love to make marks. We encounter personal marks made daily all 

around us, from the handwritten letter to graffiti we see on our way to work. 

Consider tattoos. Everyone, it seems, is trying to make a mark in this world. 

The traditional calligraphers believe a formal education in the historical 

structure of letters is essential. I, too, believe this can only help your calligra­

phy. You can compare it to learning the piano; it's tough to be an expressive 

pianist without a lot of practice. But what of the joy of the messy scribble, 

the play with the pen, the personal expression? Is it not as valid? I feel callig­

raphy is the fine barrier between art and the need for expression. But it is 

also mark making. Being true to your purpose and choosing meaningful text 

will show in your marks and help you access the essential core of this art. 

In the following chapters, I present various styles of lettering, project 

ideas, and most importantly, samples of some of the most exciting lettering 

trends by some of today's best artists. This book will be a starting point for 

you to explore various tools and techniques to help you find your own per­

sonallettering style. Trace or copy the exemplars. You don't need to follow 

this book from the beginning, look for a style you like. If you're like me, 

you'll start anywhere. Have fun, play, and make your own mark! 

-
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To Write With 
o just what is a pen nib anyway? Nibs, 

sometimes called pen points, are the 

metal inserts that hold the ink (some-

times with a reservoir) and write the let­

ters. There are literally hundreds of kinds of pen 

nibs, each offering a different style of line. The 

nibs pictured are my favorites; they're also the 

ones that beginners in my classes find easiest to 

use. However, and I'll reiterate this many times 

in this book, this is merely what works for me. 

Once you begin writing, you might find your 

experience to be different. Each has a different 

feel and reacts differently to the user, so try 

many to find the one that works for you. 

Following are descriptions of some nibs that 

you can choose from. 

Tape Nib: for edged letters, such as italic; comes 

in millimeter sizes (shown: 4 mm).This is cheap­

est of this type and, for me, the best. (a) 

(a) (b) 

(d) (e) 

12 Modern Calligraphy and Hand Lettering 

Hiro Nib: this one comes in larger sizes; good 

for posters and large formats (b) 

Vintage Pointed Nib (shown: Turner and 

Harrison 15 R): good for Copperplate and scrip­

ty letters. These were manufactured in the early 

1900s for everyday writing. (c) 

Speedball C Series (shown: size 0): Speedball is 

the most readily available nib in the United 

States. I like using the bigger sizes of this nib for 

edged pen letters, such as italic letters, which have 

a thick and thin component. (d) 

Nikko G Nib: from Japan, a good beginner nib 

for script; used for manga comic drawing, but is 

excellent for script letters, such as Copperplate 

and Spencerian. (e) 

Brause Nib: manufactured in Germany, a 

favorite of many letter artists. I like it especially 

for the smaller sizes. It also comes in millimeter 

sizes, ranging from .5 mm to 5 mm. (f) 

(c) 

(f) 



My Grungy Personal 
Collection 
Sure, I could show you brand-new pen nibs with 

their holders, but these have much more charac­

ter and history. Don't leave your pens in the 

• 

rinse-water bucket, because the insides of the 

pen nib holders will rust, and the nibs will be 

impossible to extract (although you can use 

pliers in a pinch). Also, the paint will chip off. I 

use acrylic inks, which should be rinsed off 

immediately, because they can also ruin the nibs. 

Wood marbled pen holder with a Brause nib 
It was really pretty until I left it in water. Don't do this! 

Automatic pen 
These pens are great for large letters 

Vintage nib in a plastic holder 

Speedball nib in a variation of a wood holder 
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Alternative Tools 

Pilot Parallel Pen 

A favorite of mine-especially for beginners. A cartridge pen, it comes in five sizes. The 
cartridges come in many colors, but the bonus is that you can fill this pen with any ink 
or gouache and even foiling size. It will not clog and comes apart easily for cleaning. 

Zig Calligraphy Markers 

A two-ended marker that is good for practice and available at most art stores. 
These are available in pigmented and waterproof inks, which makes them 
a good choice among markers. 

Flat Brush 
This can be used as a calligraphy tool when tilted to the correct angle. 
Comes in large sizes for posters and signs. 

More alternative tools are discussed in Chapter 9, page 108. 
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Inks, Gouache, and More 
It is harder to recommend inks and media (stuff 

to write with). My preferences may not be yours. 

Try a lot of different types, to see what works for 

you. Almost everything shown in this book has 

worked for me-use these recommendations as a 

jumping off point for experimentation. 

There are basically two types of media: liquid 

and color that needs mixing. 

Liquid Media 
Sumi Ink: lovely, and sometimes scented with 

incense! An instant, intense black ink. I use this 

for all my black and reproduction work. Several 

brands are available (Moon Palace and Best 

Bottle are good). My favorite is Yasutomo. (a) 

Higgins Eternal: the standard for beginning let­

tering. (b) 

FW Acrylic Ink: great for fabric, very perma­

nent. Be sure to wash your pens and brushes 

well, after using this media. Take an old tooth­

brush and clean beneath the reservoir of your 

pen. (c) 

Speedball Super Pigmented Acrylic Ink: nice and 

liquid for the pen. (d) 

Pearle scent Liquid Acrylic Ink, by Daler­

Rowney: the best gold and shiny inks for fabric. 

When using these inks, pour them into a plastic 

palette well or a small cup, so that you can see 

how far in you are dipping the pen. (e) 

N onliquid Media 
Designers' Gouache 

This is creamy paint in a tube. Winsor & Newton 

is the premium brand; however, there are many 

other suitable choices. Look for the permanency 

rating on the back of the tube, and work only 

with the most permanent, or lightfast (meaning it 

won't fade in the light), color. Gouache is opaque 

(not transparent) watercolor 

and can be blended for rain­

bow writing and writing on 

black or dark paper. Tube 

watercolor can also be used, 

but it is not opaque. (f) 

Walnut Ink 

Walnut ink is made 

from peat moss, not 

walnuts. Buy the crys­

tals, so you can mix it 

to your desired dark­

ness. It produces a 

lovely, sepia brown color and 

is water-based but lightfast.{g) 

(d) 

To dilute tube colors and walnut ink crystals, 

squeeze a bit of gouache into a palette 

well, or spoon out a tiny bit of crys­

tals and dilute with warm 

water. Mix well with a stiff 

brush, until blended. Look 

for the consistency of old 

milk. Swipe the brush across 

the side of the pen nib to fill 

the reservoir halfway. If you 

place your palette in a plastic, 

zip-top bag, the mixed colors 

will last about one week. Once 

you have finished using your pen, be 

sure to clean it out with a toothbrush, 

especially if you're using acrylic ink. 

(f) 
.. . 

o us 

(b) 

(e) 

(g) 
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To Write On 
When you see all the paper choices available at 

the art store, your head will spin. Here are a few 

of my favorites. 

(a) (b) 

Paper to Practice On 
Graph Paper Pad: 4 squares to the inch or a 5-

millimeter quadrille pad. (a) 

Design Vellum: you can see through 

this, so put a sheet of graph paper 

under it. (b) 

Paper iQr Final 
Artwork 
Canson Mi-Tientes: these come in a 

lovely range of colors; be sure to write 

on the smoother side. (c) 

Arches Hot Press Watercolor Paper: 

comes in different weights, or thicknesses; 

90-pound is great to begin with. 

16 Modern Calligraphy and Hand Lettering 

"Hot press" refers to the finish-it's much 

smoother than cold-press and easier to 

write on. (d) 

Bristol Paper Pad: this paper has a smooth fin­

ish, and it's easily available. (e) 

Other Papers I Like 
Rives BFK Printmaking Paper: a smooth, 

creamy white paper. 

Frankfurt Printmaking Paper: beautiful tex­

tured paper with wavy laid marks. 

Ingres: a text-weight paper, great for book pages. 

To cut your paper to size, measure and mark the 

paper with a pencil and cut along the line with 

your ruler and a new X-Acto blade, keeping the 

ruler on the paper you want to save. If you veer 

out, you will only wreck the scrap side of your 

paper. Make several strokes if necessary. 

(d) 

(c) 



(d) 

(c) 

(b) 

Other Supplies 
Plastic palette for decanting ink, and for mixing 

gouache and walnut ink. (a) 

A 2H, 3H, or 4H pencil for lining; these have 

harder leads and make thinner lines. (b) 

Eraser for erasing those lines! (c) 

Pencil sharpener to keep your pencils sharp for 

lining. (d) 

(a) 

18" (45 cm) metal ruler 

X-acto knife for cutting paper with the ruler 

(please don't use scissors!) 

Toothbrush for cleaning your pen nibs at the 

end of your practice (not shown) 

Box for your stuff (not shown) 

Water container for dipping in occasionally (not 

shown) 

A Word about the Exemplars 
Exemplars are the stylized alphabets that you'll find in 

most of the following chapters. Please feel free to use 

the exemplars to practice copying the letters. You 

can also use them to trace the letters, although I 

recommend limiting the amount of tracing you do; 

you'll learn the letters faster if you copy them. Use 

your graph paper to practice them. 

Some exemplars have guidelines. These are the 

lines that delineate the proper height and proportion 

of the letters. I'll explain how to draw and measure 

these lines in the following chapter. A few of the 

exemplars show stroke sequencing and directions, for 

example, showing which parts of the letters are drawn 

first and in which direction the strokes originate and 

move. Follow them as closely as possible, unless you 

find an easier way to create a letter, in which case, 

you have my permission to go for it! Some exemplars 

do not have guidelines, because those letter styles do 

not need them. Experiment with the height of your 

letters, to get the stroke thicknesses that you prefer. 
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A good traveler has no fixed plans and is not intent on arriving. 
-Lao Tzu 

Lettering Spaces 
ecause you are taking the time to 

experiment and learn something 

new, you deserve a place to your­

self to practice your art and let­

tering. While this space could be an 

elaborate extra room with skylights and drafting 

tables, most of us will have to settle for a small 

table in a cozy corner near a window. 

Whether or not you have the finest materials 

and tools matters less than applying yourself to 

the learning. You might be one of those lucky 

artists who picks up everything quickly, or you 

might need some extra time to learn lettering. 

Either is exactly right. Most of us experience dif­

ferent learning curves for the many things we 

attempt. Patience is a really big lesson. 

Sometimes, I feel the need to "get it" right 

away and have to slow down. In this book, you'll 

see lettering examples by artists who have spent 

years learning historicalletterforms. Is it realistic 

to expect your copy to look the same as their 

work? Not really! 

Find a table, put down some sheets of paper 

for padding, and begin to write. Use graph paper 

to begin with. Placing a sheet of Design Vellum 
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(if your budget allows) on top of the graph 

paper is ideal; it provides a nicer writing surface, 

and you will achieve success more quickly if you 

do all your work-even practice-on good 

paper, such as eanson, Bristol, or vellum. But it 

is perfectly fine to use graph paper. 

Ensure that the writing surface is about 18" 

(45 em) from your eyes, that your feet are com­

fortably flat on the floor, and that your arms and 

elbows are at a right angle to the table. Don't sit 

too low or high, and don't hold your head too 

close to the paper. Your head weighs as much as 

a bowling ball and will give your lower back a 

huge pain, if you get too close. Good light is 

essential too; invest in a hook-on drafting lamp. 

If you want to write on a slanted surface, you 

can buy a fancy-schmancy slant table or board, 

but a bread board propped up at a 45-degree 

angle in your lap works just fine . Always protect 

your paper with a cover sheet. This helps to keep 

the oils on your skin from transferring to the 

writing surface. Also, avoid taping your paper 

down. Get into the habit of moving your paper 

back and forth, to have your writing area right in 

front of your eyes. 



Lining Made (Somewhat) Easy 
The term lining describes the guidelines that 

are used for making letters. Every alphabet in 

this book is made at a certain height. Historical 

letterforms look best when they are made at the 

correct height, meaning the proportions and 

weights of the thick and thin parts are optimal. 

This information may seem a bit technical, but 

it is important that you understand it. There is 

no law that says that you cannot make your 

letters any size you wish-in fact, I encourage 

this, eventually. But learn these rules of propor­

tion at the beginning, and then improvise with 

this knowledge in hand. 

• 

, 

• 

• 

• 

• 

How to Determine 
the Proper Spacing 
between Lines 
The width of the pen from edge to edge is the 

pen width. To ascertain the best height, place 

the pen on its edge and measure up from the 

baseline. For example, italic minuscules (lower­

case letters) are best done at five pen widths. 

Working on graph paper, and starting on the left 

side of your page, step up your pen on its side 

five widths. I recommend starting with a large 

edged pen. A Speedball CO or Brause 5 mm is 

a great size. (Regardless of your pen size, the 

• 

• 

. 

• 

• 

• 
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letters should always be five times the height of 

the pen width.) 

Using a sharp 2H or 4H pencil, make a tick 

mark at the base and at the top of this stair­

stepped height (see page 21). These will be the 

guidelines for the bases and tops of most of your 

minuscule letters. The line these letters sit on is 

called the baseline; the line five pen widths up is 

called the waistline. From your top mark, step 

off five more pen widths and make another tick 

mark. This line is the guideline for those letters 

that ascend above the others-the ascenders, 

such as minuscules b, h, and 1. 

Next, step off five pen widths below the 

baseline, being sure to stack these marks care­

fully and not overlap them. This lowest mark 

will be the line where the descending letters, 

such as the minuscules g, p, and q, will reach. 

These four tick marks indicate where to draw 

your four guidelines, to create your three free­

way lanes for writing. 

Repeat the tick marks carefully on the right. 

(Hint: Tick off these lines using the top of a 

machine edge of a piece of paper as a guide, so 

you won't have to measure all over again.) With 

an 18" (45 cm) metal ruler, lightly draw the lines 

between the two sets of marks. The less pencil 

22 Modern Calligraphy and Hand Lettering 

you put on the paper, the less you'll have to 

erase. To write guidelines on dark paper, use a 

sharpened soapstone pencil, available at fabric 

stores. When finished lettering, you will need 

only a soft cloth to wipe off the lines. (See page 

28 in the Old School chapter for more informa­

tion on italic lining.) 

The space between the lines is called the 

interlinear space, or leading, which comes from 

the old printer's technique of creating spaces by 

putting slugs of lead between the lines of type. 

Leading that leaves a lot of space can make a 

piece appear airy and light, while placing the 

lines close together creates a look that's serious, 

dark, and heavy. 

Plan to have margins on all pieces, even on 

your practice sheets. Try to see the work you 

do in terms of black and white (or yin and 

yang)-for every mark you make, you'll need a 

corresponding white space. Err on the side of too 

much white space. Think of lining as an essential 

part of your project, a meditation before the 

writing. To create beautiful, rhythmic letters, 

it has to be done. Accept it! Check out 

www.scribblers.co.uk, to find printable 

guidelines for practicing. 



How to Fill Your Pen 
You'll need to break in your nibs by taking 

the machine oil off the end. Swish the pen 

nib in your mouth. Saliva is the best grease 

cutter. Needless to say, you'll want to do 

this before you dip the nib in ink. You can 

also run the end of the pen nib over a lit 

match, but this tempers the steel, making it 

brittle. Your pen may still skip while you 

are breaking it in. 

Decant the ink into a small cup, palette 

well, or container so that you can see where 

you are dipping. Make sure the ink is deep 

enough to place the nib halfway down into 

it (from the end of the nib to the beginning 

1 1 1111 

of the holder) . Dip the pen and shake the pen 

back into the ink (like kitties when they get their 

paws wet). Work off a bit of ink by stroking the 

pen a few times on a sheet of scrap paper placed 

to the side of your work paper. If your pen has a 

reservoir, make sure that it is facing you, as you 

write. (It is usually on top; most pens have a 

small sheath of metal to hold the ink.) 

Hold the pen loosely; don't white knuckle it. 

The pen should rest in the crook of the space 

between the thumb and first finger knuckle and 

not move as you write. OK, you're ready to go! 

I 
1(' 
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Pen Angle 
The angle of the pen makes those beautiful rib­

bon effects and is determined by the relation­

ship of the tip of the pen to the horizontal 

guidelines. How you hold the pen determines its 

angle. Most of the styles in this book are done at 

45 degrees. You can flatten or steepen this angle 

to create wholly different effects with your 

alphabets. 

Begin with "flat-tops;' the name I give to a 

stroke that has no angle at the top and bottom­

a O-degree angle stroke. Write a row of flat tops, 

pulling down the strokes with even pressure 

across the edge of the nib and ending with the 

full edge of the pen resting on the baseline. 

Don't move your fingers; you should feel your 

wrist gliding down the paper. If you have ragged 

edges on one side of your stroke, increase the 

pressure a bit on that side. 

Now, tilt your pen to its side, making the 

skinniest stroke possible (see above) . This is a 

90-degree stroke-it is 90 degrees higher from 

the horizontal line you started with. With the 

image of a compass in mind, angle your pen to 

make a 45-degree stroke, by placing your pen's 

right -hand corner on the waistline. Tilt the left­

hand corner of the nib down halfway and pull 

the pen straight down, echoing the grid lines. 

You don't have to be exactly on the grid lines at 

this point, but you can trace them, if it helps. I 

call these Gumby-head strokes. 
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Do many, many of these strokes 4 graph 

squares high and 2 graph squares apart. When 

you reach the end of a line of graph paper, skip a 

square and begin a new row of strokes. Relax 

your shoulders, breathe deeply, and enjoy the 

process of learning. 

Practicing 
A wise teacher once told me that there should be 

no practicing. There is difference between a 

practice mindset and a real mindset. If we think 

a page of writing isn't a real or true attempt, 

then we won't really work at its precision. There 

is no such thing as just a practice sheet. Each 

mark you make is part of the journey. Don't 

even cross out the bad marks. Leave them, so 

you can see your mistakes! 

A word on what to write. Be sure to spend 

your practice time with words you love. (The 

same applies to your projects and journals.) 

With so many inspirational and moving texts 

and quotes and so much visually rich poetry 

around, you needn't write only your ABC's. You 

can also write your own words. Life is too short 

to write nonsense. 



Making Good Letters 
Keep an eye on the shapes of the letters. If you 

analyze them a little, you will see reoccurring 

shapes, which tell you that they are in the same 

style. (Are they "all in the same family?" Or are 

there some questionable cousins?) The negative 

shapes the strokes make give you a good hint; 

are they consistent in their size and shape? 

Keep your pen at a consistent angle. This 

trick may take some consistent practice. (Do not 

disregard this advice because I used the "P­

word." Anything worth doing is worth doing 

well and can take some time to achieve.) The 

picket fence exercise, on page 30 of the Old 

School chapter, is one I warm up with before I 

write every day. In later chapters, I'll tell you to 

Left Handers 
Many left-handed students I encounter have been told 

calligraphy isn't for them. Untrue! Many wonderful 

lettering artists are lefties, and one of my teachers, 

Larry Brady, is one of the finest of all. Yes, you will 

need special left-handed nibs, but these are easy to 

find online or at your local art store. These pen nibs 

have an oblique cut end, to help with the curves. 

Tilt your paper 20 to 90 degrees from your body and 

push it higher on your drawing board, so you can see 

break this rule. But keeping your pen at a consis­

tent 45-degree angle will create letters of the 

same weight and appearance. 

The letters should consistently be the same 

slant and the spaces between the downstrokes 

exactly the same width apart. 

There should be an underlying rhythm in 

your lettering, even if you are experimenting 

with flourishes or curls. Tether the letterforms 

with an ongoing rhythm, not unlike the bass line 

III a song. 

Choose meaningful texts and uses for your 

letters. This will immediately ensure that your 

results have your personal character. 

the strokes as you make them. You will need to hold 

the pen at an extremely tilted angle to achieve the 45-

degree stroke. Place the board in various positions, to 

find the one that allows you to make the strokes com­

fortably. Trying using the elbow-shaped pen holder 

that is normally used for the pointed pen but will 

take any style of nib, edged or pointed. The elbow­

shaped pen holder tilts the pen nib to an angle that 

makes it easier for you to see the strokes as you write. 

The elbow pen holder with left-handed nib 
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Chapter 3 

Classical Italic 
and New Variations 



talic lettering is the one style of lettering 

we are all familiar with. Our letters even 

slant on the computer when we press the 

italic key! But let's go way back to the time of the 

Renaissance in Italy, around AD 1500, or so. At 

that time, paper, rather than vellum from animal 

skins, began being used to create books, making 

them more easily available to the common man. 

Everyone was learning to read books, and the 

Italian scribes (see? italic!) needed to write them 

Italic Basics 
The edged pen nib has a flat tip. 

When written it will leave either 

a thick or thin line. 

If you hold the edge of the pen at 

an angle and write the letters, the 

thins and thicks will automatical­

ly occur at the right places. 

The edge of the nib should be 

held at a 45-degree angle to the 

writing (base) line. 
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faster, to fill all the orders. The prevailing style of 

the day became more readable and open. Because 

of the quickness of writing, the letters began to 

slant. (This is a super-abbreviated definition of 

the development of italic; it did not happen 

overnight but over roughly 50 years.) 

These characteristics have lasted almost 500 

years, a solid rhythmic style with the edged pen 

held at an angle to achieve the beautiful thick 

and thin ribbon effect. When italic lettering is 

done well, it is beautiful, swift, and elegant. No 

wonder so many want to do this type of calligra­

phy first! 

Begin by warming up with the pen angle 

exercises from Chapter 2 (see page 24). Trace 

and then copy the rhythm lines. Now you are 

ready for italic writing. Professionals and begin­

ners alike should warm up with these exercises. 

The underlying rhythm in italic lettering is 

essential. It's really like music; the spaces created 

by the pen, like musical notes, must be equidis­

tant. The letters are based on a slightly tilted par­

allelogram, or ellipse, and are, with a few excep­

tions, the same width-for classical italic, this is 

just half their height. 



Prayers, written with a pen made of Stimudents 
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Believe in the Sun, from the prayers calendar 
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Italic Minuscules 

• • • 

Begin with the minuscule letters (commonly 

known as lowercase). Holding your pen at a 45-

degree angle to the paper, follow the stroke 

sequence, always pulling down. (The ink in the 

pen will not flow if you try to push the edge up.) 

The waistline and the baseline are important! 

Keep the strokes exactly within these freeway 

lanes, creating a rhythm with consistent begin­

nings and endings on these guidelines. Be sure to 

work off the excess ink in the pen by doing a 

couple of test strokes on a piece of paper placed 

to the side of your work, or you will leave blobs 

as you write-not pretty! 
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The width between strokes is another rhythm 

that has to remain consistent. Practice the picket 

fence strokes, maintaining a width between them 

of about half the stroke height. A lot of disci­

pline and patience is required to be successful at 

this style of writing, as it is with learning most 

anything. Go easy on yourself when attempting 

any type of lettering (or anything new!). It's 

good to view your work with a critical eye, but 

it's not useful to become frustrated. Each of us 

has a different learning curve-some might be 

able to create beautiful letters like these immedi­

ately; others might take a little longer. The most 

// 
, 

important thing is to 

enjoy the learning 

process itself, the journey 

to beautiful lettering. 
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Lowercase or Minuscule? 
Lowercase and uppercase are typographer's terms 

that originated in the days when type was set by 

hand. Individual letters, which were made of lead, 

were picked out of huge wooden cases. The capital 

letters were housed in the top case, hence "upper­

case," the little ones in the case below-the lower 

case. It's possible that the phrase "Mind your p's and 

q's" originated from the use of the type case, because 

those letters were at the end of the case row and 

tended to fly off the side, if the typesetter wasn't 

careful. Italic-style letters, however, were created 

long before type was invented and were executed 

with a quill or reed. The letters are referred to as the 

capitals, or majuscules (the major letters), and the 

minuscules (the minor letters). 

Italic Majuscules 
Underlying most capitals letters are the original 

Roman letterforms, the ABC's we learned in 

kindergarten. The Roman forms are the basis of 

all Western letters and have remained unchanged 

for almost 2,000 years. Even if you only learn 

how to write with the edged pen at a consistent 

45-degree angle, you will be able to create pretty 

nice italic capitals, or majuscules. (Historically, 

the italic capitals were written with a flatter pen 

angle of 30 degrees, their heavier weight giving 

them more importance.) 

There are a few changes to the pen angle for 

the current style of majuscules; they will look 

beautiful by maintaining your pen position. 

Their height is a bit different than the ascending 

letters, because they reach only halfway between 

the height of the normal minuscule (non-ascend-

Imagine, written with a Parallel pen and gouache. 
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ing or descending) letters and the ascenders. It's 

easier to remember that the regular minuscules 

are five pen widths and the ascenders are twice 

that (refer to the exemplar on page 31). 

The majuscules split the difference between 

the tallest and the shortest minuscule letters. 

Keep italic capitals simple, especially if you 

are using all capitals. I've given you flourished 

majuscules here, because they're pretty, but you 

wouldn't want to use the flags and extensions if 

you are using all capitals in a title or word. Don't 

overflourish them. A lot of the calligraphy you 

see today is simply overdone. There will be more 

about flourishing in Chapter 11. 

To create a simpler capital, just write your 

familiar kindergarten capitals with the edged 

pen. The majuscules (uppercase) letters are not 

as tall as the ascender letters; 

/' 
they reach only halfway between 

regular minuscule letters and 

the ascenders-technically they 

are only seven and a half pen 

widths in height. 
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Letter Height 
To create great contrast between the thick and thin 

italic letters (which is really the reason for using this 

special-edged pen), you must determine the proper 

height of the letters. 

Work on graph paper. Take the side of your pen 

(this works for any size of edged pen) and move it 

horizontally, making a box. Move the pen up, touch­

ing the corner of the previous mark, and carefully 

step up five boxes or pen widths. This gives you the 

correct height of most minuscule 

letters. Exceptions are letters that 

ascend above or descend below the 

running lane between the baseline 

and waistline-these letters are 

called the ascenders and descen­

ders. To determine how high or 

low these special letters reach, sim­

ply double your five pen widths 

above the waistline and below the 

baseline. See Chapter 2, page 31, 

for instructions on creating free­

way lanes for ascenders and 

descenders. 

To create a set of freeway lanes 

for correctly proportioned italic 

letters, you'll need fifteen pen 

widths in total: five pen widths 

below the baseline; five between 

the baseline and waistline; and 

five between the waistline and the 

top line. The min uscule f is both an ascender and a 

descender, so it spans all three freeway lanes. 

I __ , 

I 
1 

I 
1 
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Italic Rhythms 
If you can maintain a solid rhythm of the down­

strokes in the miniscule italic letters, you will 

have made a great start. Once you have accom­

plished this structure, you can play with stretch­

ing the letters out and playing with the width 

between the letters, as Denis Brown has so skill­

fully done here. 

Mono Poly Rhythms, Denis Brown 
Illustration of a monorhythmic italic form, based on 
a fixed beat pattern of equidistant parallel down­
strokes and a polyrhythmic alternative that sacri­
fices some legibility for a more musical form. Both 
words were written with a 5 mm Brause nib with 
dynamic acceleration in many pen strokes. 



The Eyes of the lord, lisa Engelbrecht 

• 

Circle Art: 
Writing in a Circle 
Using a compass, scribe a circle. Starting at 

one edge of that circle, measure and mark 

your exact letter height (typically five 

stairsteps up), then scribe a second larger cir­

cle around the first one, using that letter 

height mark as a starting point. Begin writing 

your letters on the circle lines, as if the base­

line was on a straight plane. Continue 

around, thinking of the hands of a clock as 

the backbone for your letters, and turning the 

paper as you write. 

• 

Alphabet, Peter Thornton 
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I talic Variations 
It is simple to change the 

look of italic letters. The 

look of the letters automati­

cally changes when you 

adjust the pen angle; the 

flatter the angle, the more 

round and open the letters 

rhythm becomes. When the 

angle is steepened, the let­

ters compress and become 

pointed. 

A Drop or a Dot, 2007, Denis Brown 

Spring Concert, Lisa Engelbrecht 

Brause nibs, gouache on paper, 10" x 29" (25.4 x 73.7 cm) 
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Winter and Sp . ring, Peter Thornton 
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Chapter 4 

Vintage Copperplate 
Writing and Variations 

with the Pointed Pen 

39 



his type of lettering has many 

names: Roundhand, Engrosser's 

Script, Copperplate, Spencerian, and 

pointed pen lettering. All are quite simi­

lar, with only a few variations to each. The ele­

gance of the graceful lines and the symmetrical 

beauty of this type of lettering is dazzling, and it 

is not easy to master. However, the same tech­

niques learned in the script type of lettering will 

make beautiful modern variations, as this chap­

ter will show! 

Copperplate lettering, one of the most popu­

lar lettering styles, is achieved by using a pointed 

steel pen point or nib. All downstrokes are given 

extra pressure, so the two sides of the split nib are 

Donellon Invite 
Artist: Xandra Zamora 
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pressed apart, to make a thicker downward stroke. 

Then, as lightly as possible, the upstrokes are 

made hairline thin, giving copperplate its unusual 

and lovely contrast of dark and light. Practicing 

the variations in pressure is important to the tra­

ditional style and to the modern letters. For the 

letters to belong together, it's important to main­

tain a consistent weight on the downstrokes. 

Copperplate lettering derives its name from 

earlier days, when a circular copper plate was 

used for printing and engraving. The plate was 

spun as a carving stylus was applied, creating 

those magical intricate flourishes so characteris­

tic of this ornamental style of penmanship. In 

the eighteenth century, penmen and engrossers 

(engrossing means pen lettering) competed to 

make beautiful birds and elaborate fountains of 

strokes from these flourishes. 

The invention of steel pen nibs in the 

seventeenth century was a direct influence on 

this style of handwriting. A beautiful and accom­

plished style of handwriting was considered a 

mark of class and a major asset in social circles. 

The Palmer method of handwriting, which has 

been used for more than hundred years in U.S. 

classrooms, is based on Copperplate's tall, loopy 

style and connected letters. The loops, however, 

can make speedy writing almost unreadable. 

Many people believe that electronic communica­

tion will soon make the skill of handwriting 

obsolete, although the many calligraphers, 

lettering artists, and people who still correspond 

by handwritten letters disagree. 

Traditional Copperplate and Spencerian letter 

artists use an elbow-shaped pen holder to help 

them maintain the severe slant required to create 

these letters. The slant is 30 to 35 degrees, so 

proper guidelines will help you learn these letters. 



Formal Envelope 
Artist: Linda Hirsh 

Formal Envelope with Handpainted Flower 
Artist: Lisa Engelbrecht 

Formal Place card 
Artist: Linda Hirsh 

---- - -- - .-. - ---. ----

Formal Invitation 
Artist: Lisa Engelbrecht 
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Copperplate Minuscules 
Copperplate minuscule letterforms are shown 

with and without the stroke sequence. It's per­

fectly acceptable to trace these letters, to get the 

feeling of the style, but I encourage my students 

to look at the letters and copy them, because it 

helps develop eye-to-hand skills. I find it is faster 

to learn any style of letters if you copy them, 

Tools for Script Writing 
The elbow pen holder is also a good bet for script. 

Any left-handed type of pen nib can be placed in this 

holder, to help the lefty see the letters. There are a 

myriad of pen points that are perfect for script letter­

ing. The Nikko G nib, made in Japan for drawing 

manga comics, is perfect for a beginner to try. It is 

flexible enough for learning the pressure strokes and 

will not snag on the paper on the upstrokes. Popular 

types of pen points or nibs for this type of lettering 

include the Hunt lO4, Brause 511, Hiro 100, and the 

Esterbrook series of pointed pen nibs. (See the 

Resources section, page 157, for suppliers for this pen 

holder and Nikko G pen nibs.) 
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instead of tracing them. You won't always have 

these guidelines underneath, so trace only at the 

beginning. You can photocopy these exemplars 

and use tracing paper or vellum for tracing. In 

fact, any method you use to feel comfortable exe­

cuting these letters is fine. 

Lining for Script Letters 
For the Copperplate exemplars, I used regular 

graph paper with four squares to the inch. Using a 

30/60-degree triangle makes it easy to draw the slant 

lines on the graph paper using the 30-degree side. 

Consistent slant is important to the look of these let­

ters. Script letters can be made in any size at which 

you can still get the thick downstroke to appear. To 

determine the size of the ascending minuscule letters 

(b,f, h, k, and I), triple the size of the regular letters­

these loops are pretty big! Leave some space between 

the lines of writing. A mistake I often made when I 

started learning these letters was not leaving enough 

room between the lines, the inevitable result 

being a collision of loops. 

Copperplate Envelope 
with Handpainted Flowers 
Artist: Linda Hirsh 
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Formal Envelope 
Artist: Linda Hirsh 

Tearston Invite 
Artist: Xandra Zamora 

Formal Envelope 
Artist: Lisa Engelbrecht 
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Copperplate Script Majuscules 
Creating the capitals for copperplate writing is 

relatively simple. There are many variations to 

these letters. Check out The Zanerian Manual or 

the Ames Penmanship Book for many elaborate 

capitals. (See the Resources section, page 157, for 

more details.) 
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Innovation 
Casual Scripts Made 
with a Pointed Pen 
Working as a freelance lettering artist for 

American Greetings has opened up a world 

of possibilities for me for the casual style of 

script lettering. Using the traditional pointed 

pen nibs and holder and similar techniques, 

I twist formal writing in a new way, which 

produces innovative letters. The stringent 

rules for Copperplate and Spencerian are 

thrown away. (Although a good foundation 

in the execution of Copperplate will help 

these styles look even better. Please refer to 

the Resources guide on page 157, to find 

excellent reference texts and great teachers 

in your area.) Pressure on the downward strokes 

provides the thick parts of the letters, and swirls 

and twirls are added as needed. 

Resist getting carried away with the curlicues 

or the curves will overpower the letters them­

selves. Combining your own personal script with 

Casual Envelope with Seal 
Artist: lisa Engelbrecht 
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Copperplate techniques will give your letters a 

new look and create the perfect basis for casual 

scripty letters. You can change the slant, size, and 

curliness for variations on this style. 

Script Variations 
Artist: linda Hirsh 

Casual Script Minuscules 
These letters are each done in one stroke, 

pressing on the downward direction. I base these 

on the general style of handwriting that we all 

learned in school. You can connect the letters if 

you like. The letters here have no slant, but you 

can certainly slant them if desired. This style is 

wonderful for casual invitations and cards. 
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Temple Bells, Casual Script and Watercolor Flowers, lisa Engelbrecht 

48 Modern Calligraphy and Hand Lettering 



Casual Script Majuscules 
These capitals feature lots of curls, again press­

ing on the downward strokes for the thick bits. 

Not much slant is required, but you can have a 

G! 
I 

(g 

lot of fun playing with the letters. Remember, 

to get the thins, you'll need to use almost no 

pressure. Imagine writing on a balloon. 
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I 
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Pointed Pen Variations, 
Stephen Rapp 
Stephen's excellent work 
for American Greetings 
shows only a few of his 
many styles executed 
with the pointed pen. 

Titania, Lisa Engelbrecht 
Casual script written with a Nikko G nib in Pearlescent ink 

50 Modern Calligraphy and Hand Lettering 



Casual Pointed Pen Invitation 
Artist: Xandra Zamora 

Heart Magnets 
Artist: Lisa Engelbrecht 
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Casual Envelope 
Artist: Lisa Engelbrecht 
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Christina's Graduation Announcement 
My niece graduated from film school and asked for a fun invite, instead of the formal generic kind, so casual script seemed the perfect choice. 

Badtelor of Art}-~ee-

Lnt Fr.lwv ~ El..ectr-onioArl:l--

CC1.liforrtU;v St-a.t:e.. U n.i.-ver.Jity 

LOnft Bea.Ov 

at" 9 :00 am" 

Once I received the text via email, I imported it into a 

writing program. I set it in a script style font and cen­

tered it, filling up the entire 8.5" x 11" (21.5 x 27.5 em) 

page. I knew I could reduce it to size after the lettering 
was done. Plus, it's easier to write this big. 

Using a pencil and tracing paper, I drew a rough 

sketch of letters OVer the computer printout. This 

seNed as my base. With casual script, rather than try­
ing to be precise, I tried to be more playful and free. 
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3) I pressed harder for the lines I wanted to emphasize, 

to make the letters bolder. Here, it's my niece's name: 

Christina Nicole Newton. You can also choose to 

make the letters a bit larger. 

4) The invite for the party the following day was 

created in the same way. Again, I wanted to 

emphasize Christina's Graduation. 
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5 
I lined the envelope with Astrobright 
paper and used another tilmstrip sticker 

as a closure. 

6 
Here are the tinished invitations. "They 
were reduced on the copier by halt to tit 

a 5" x 7" (12.5 x 17.5 cm) card and 

printed on Astrobright paper. I added a 

tilmstrip sticker on the top to tie in with 

the tilm-degree theme. 

GjJ,~~ 
-:A.~~~ 
~~~ 
~ 
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Chapter 5 

Pointed Brush Letters 

. .' • , 

• • 

, 
, 

I I 

. , 
I I 



he brush is a universal tool and 

has been used in lettering for thou­

sands of years. The Chinese have used 

brushes for lettering since the invention of 

paper. Some say the original Roman inscrip­

tions that were carved with a hammer and chisel 

began as sketches using a flat brush. (This might 

Types of Brushes 
Here are just a few of the many brushes available: 

explain the thin entrances and exits, called serifs, 

at the ends of the letters; they were caused by the 

brush as the artist began and ended each stroke.) 

Few lettering tools can convey the speed, emo­

tion, and spontaneity of the brush. You can 

achieve a variety of weights and textures using 

this single tool. Contemporary brush lettering 

Pentel color brush: this brush, which comes in many colors, has a built-in 
cartridge; squeezing it loads the ink into the brush. 

Elmer's color brush: similar to the Pentel brush but less expensive. 

_~. u-c:( Ill6 TEXTILE MARKER 1~ ~ "'''''~w . 

Zig Scroll & Brush Markers 

Cotman round brush, size 8: a good acrylic water-media brush; 
sizes 2 through 8 can create the letters in this chapter. 

.., 18I1ts'lJ"7,,-- r:t!!f2!!J!!..J - .-

Chinese brushes: do not ever leave in water-the glue holding the bristles 
will dissolve, and the brush hairs will fall out. 

Scharff brush: expensive, but worth it! 

Sakura Pigma Brush 

A bamboo placemat makes a good brush holder for transporting brushes. 
Just wrap them up and secure the roll with a ribbon or rubber band. 
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can be seen on packaging, logos, and signage. It 

appears alive and fresh, almost uncontrolled, in 

comparison to formal pen lettering. 

The weights are accomplished by applying 

pressure on the brush, similar to the technique 

used to create the Copperplate script in Chapter 

3 (page 42) . The side of the brush is used for the 

downstrokes, and then the brush is lifted to its 

tiniest hairs, to write the thin parts of the letter. 

This thick and thin variation is called shading. 

Shading occurs in most calligraphy. You can even 

see this shading in street art. Sign painters use 

the brush masterfully. Regrettably, the number of 

signs painted by hand seems to be diminishing. 

Their scarcity, plus the skill required to hand let­

ter these beautiful signs, now makes them 

extremely valuable and unique. There is a strong 

and mighty contingent of those that wield a 

brush and still create these amazing signs. Visit 

www.letterheads.com to see wonderful examples. 

Choosing and Caring 
for a Pointed Brush 
The brush you use will make a difference in the 

look of your letters and in the ease with which 

you learn brush letters. Through experience, I 

have found that, with brushes, you pretty much 

get what you pay for. I learned brush lettering 

with inexpensive brushes, but once I tried these 

letters with a good brush, I was amazed at the 

difference in the thicks and thins of my strokes. 

Look for water-media brushes. Natural hair is 

best, but synthetic brushes are also nice. You'll 

find Scharff brushes at the upper end of the 

price spectrum, but they are worth every penny! 

Sable brushes will cost even more. 

The brush should also come to a beautiful 

thin point and have a full, rounded body to hold 

lots of ink, gouache, or watercolor. The point 

should snap back into place when shaken. In 

times past, good art stores had a jar of water 

near the brushes so you could check the brush's 

springiness and point. Today, most brushes are 

coated with glycerin, which stiffens the brush for 

transport and display. To get rid of it, soak your 

brush and gently work it out with your fingers. 

To care for your brush, do not let it stand in 

water; this will wreck the point. Gently swish the 

ink and or watercolor out of the brush, squeez­

ing the color out and carefully forming the brush 

into a point. Use saliva to hold this point, then 

store the brush upright in a cup or mug. You can 

also store your brushes flat, by rolling them in 

bamboo placemats. 
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The Basic Strokes 
of Brush Lettering 
First, a few words about the Zen of the brush. It 

usually takes some time to get used to the feel of 

this tool. You may not accomplish these forms 

immediately, but anything of great worth is worth 

the time spent practicing. Put on some music, 

light some incense, relax, and sit down and write. 

Often, we want results now-it's our microwave­

wired society. But, you are learning a new skill 

here. It took time to learn to write in kinder­

garten, and it will take time to learn this, as well. 

Brush writing has many subtleties, which is why it 

is so expressive. You cannot repeat a stroke-you 

get but one chance. If you try to go back over a 

stroke, it becomes too thick and loses its liveliness. 

However, with practice, your hand (and muscles) 

will begin to remember the strokes. 

Begin with the stroke practice (shown on 

page 61) . Working on graph paper measuring 

four squares to the inch, make your strokes four 

squares high. Load your brush with ink and pat 

the brush on the side of the palette, as you roll it 

in your fingers to create a perfect point. This is a 

good height to practice at-however, the height 

of the letters is up to you. These strokes were 

made with a size 5 Scharff brush. 

Begin on the point of the brush and push 

down onto the brush's belly (at least half the 

brush body). This makes the flat top of the 

stroke. In this same position, pull the brush 

straight down to the baseline, ending the stroke 

with a flat bottom. Regulate your pressure on the 

brush, to make these strokes the same weight. 

Repeat this stroke many times, until you have 

an entire row of strokes that is exactly the same. 

(I told you this wouldn't be easy!) Add a 

5- to lO-degree slant to the stroke. 

The next stroke starts on the very last hair of 

the brush, gradually increasing the weight of the 

stroke in the middle of the stroke and then 

releasing the pressure again until you end up on 

that very last hair, making a C shape. Reverse the 

stroke and make a backwards C. 

The next line of strokes are flat top and 

bottom slanted strokes, connected with 

super-skinny upstrokes (again on that last hair). 

Note that the downstrokes are the same 

distance apart. This rhythm is essential to 

lovely brush writing. As you learned in Chapter 

3, with italic, the underlying rhythm is 

important to maintain. 
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If you start the connector strokes halfway 

up the stroke and repeat the downstroke twice, 

you'll have an M; just one connector makes a N. 

The 0 is the C stroke continued upward in an 

oval. Horizontal strokes are tricky, and you may 

need to place your hand underneath the stroke 

and move it like a windshield wiper, to the 

right. The final flick strokes are done quickly by 

pulling the brush down and lifting off the paper 

quickly. (Note to left handers: Tilt your paper, 

so the baseline is at a 90-degree angle to your 

body. You'll be able to see the strokes and can 

do them by pulling the brush away from you. It 

can be tricky to see the letter construction­

check the letters by moving the paper to an 

upright position.) 
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Minuscule Brush Letterforms 
Be sure your body position is comfortable and 

natural; avoid hunching over your practice. Hold 

the brush loosely in your hand. Begin with the A, 

which, as you can see, is created from a combina­

tion of the two strokes you warmed up with. All 

the letters are combinations of the warm-up 
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strokes. You can use tracing paper or, even better, 

vellum to trace these letters. Regulate your pres­

sure and try to give equal weight on the down­

strokes to give the letters a uniform look. Don't 

stress over the perfection of these letters; the 

brush should convey spontaneity and freedom. 
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Majuscule Brush Letterforms 
The majuscule brush letterforms are composed 

of the same strokes shown on page 61. I made 

these letters five squares high, using the four 

squares-to-the-inch graph paper and a size 2 

Scharff brush. Almost all the strokes in brush 

are pull strokes, from top to bottom. The 

upward strokes are always made on the last 

hair of the brush. 
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, ty for Calligraphy 
Socle L'sa Engelbrecht Artist: I 

Greetings 
Artist: Stephen Rapp 

I Always Have 
Artist: Stephen Rapp 

Raw Brush 65 



• 

Casual Brush 

t 

The brush holds so many possibilities for cool, 

casual lettering. Just doing some loose scripty 

writing with the brush will give you a great look, 

as shown here in the exemplar. If you remember 

, 
l 

. Z.J -

the pressure of the formal brush letters, you can 

adapt them randomly to a freer style, as in the 

invitation shown at right. 
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Babycakes Logo 
Artist: Jill Bell 

Spring Flowers 
Artist: Stephen Rapp 

This style of brush lettering is accompanied by 
images made by small stamps, hand carved 
from erasers. The letters were loosely aligned 
and written without planning. The bride and 
groom hand stamped their envelopes for a fun 
addition to the brushy, less serious letters. 
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Brush Samples 

Norah Jones 
Artist: Jill Bell 

:~;~;gcIS IARnother Meditation 
. ar ohrs 

To ~ave and to Hold 
Artist: Stephen Rapp 



I love Thee 

(J.L{J.AB~""./..I (74RJ?grr 8R.07NNIN4 o -(,...#-- . c:::.-!-..~ 

Artist: Barbara Close 

Veronica 
Artist: Carl Rohrs 

lottie Carsko 
Artist: Carl Rohrs 
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Everything and the Sink 
Artist: Carl Rohrs 

" ............... "' . ........................................................... · ........................ · .................... A·,.: ....... .. ~ .... ~.".- .. :._, _ ............................. ' .. "'" .... ," " 

kalligraphia 
Artist: Carl Rohrs 

Glamorama 
Artist: Jill Bell 



Jill Berry, Sharon 
Artist: Carl Rohrs 

Alphabet 
Artist: Carl Rohrs 

"'~----------
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Rough and Edgy · 
Letters from Everyday 
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he use of handwriting in advertis­

ing is extremely popular today. 

Advertisers are using loose, scrawly 

words to promote almost everything, 

probably because the letters seem real and acces­

sible. The well-trained lettering artist might find 

it a bit difficult to create the scrawly type of let­

tering. The previous chapters in this book have 

emphasized rhythm and precision. To scrawl, 

however ... well, you simply let go. There is a 

grace, though, to a good scrawly word, the 

human mark. 

The tools you use determine the character of 

your marks. You might even want to combine a 

couple of tools, to create even more character. 

Try pen nibs of all types, brushes, smudgy pen­

cils (Staedtler Mars Ergo, for example), and per­

haps crayons. As you will see in the samples, the 

best marks are intuitive and spontaneous. 

Scrawly is immediate and, at times, radical. It is 

truly a DIY style of writing. The meaning of this 

mark is still paramount. It is essential that you 

be connected to the words, that you feel them as 

Pointed brush, mixed media, and watercolor 
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you write, as you make your mark. 

Scrawly style's roots go back to the last centu­

ry. They were a rebellion against the typeset style 

of the day. Handmade letters were popular dur­

ing the sixties' psychedelic era-remember the 

"War Is Not Healthy for Children" poster by 

Lorraine Schneider? Punk poster creators rev­

eled in the antiestablishment tone that the 

scrawled letters provided. 

The characteristics of this style of writing are 

defined by its irregularity. Keep it uneven, 

scratchy, and loopy. Begin by handwriting with 

your chosen tool. Drip the ink or leave blobs as 

you make the letters. Have fun with this type of 

writing. It will be a distinctive addition to your 

repertoire. Copying these samples will give you a 

good start, and be sure to note the tool used for 

each one. Old brushes are especially good, but 

almost anything can be a lettering tool. An old 

shaving brush is one of my favorites. In the 

Street chapter, on page 108, you will find instruc­

tions for making your own lettering implements. 
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Pointed brush with colored marker 
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Brave 
Artist: Deborah Powell 
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Monoline-o-mania! 
• -
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( 
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Rumi quote, done with 
Sakura Souffle pens 

Monoline means "single line:' There are no thick 

or thin parts to the letters. You do not need a 

fancy calligraphy pen to make these cool letters. 

This is an exemplar of plain old letters with a 

funky twist. Make the caps bigger and bounce 

your letters. Add a curl here or there, wherever it 

feels right. These letters were done with a tiny, 

fine-point Micron pen. This is a great alphabet 

to play with when you find yourself stuck in an 

airport or waiting room. A Rainbow pencil is fun 

to use with this style. The quote on the left was 

done with Sakura Souffle pens, with no planning 

or guidelines. 

Love, done with an old paintbrush 

Mankas Inverness Lodge 
Artist: Jill Bell 
Pointed brush 
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J.e 'i)f-i~LJ) J<AVe "Eaten 

The Cocktail Limes 
Artist: Stephen Rapp 
Pointed brush 

~rrJKi She 0-Mc-

Total Vixen 
Artist: Stephen Rapp 
Edged pen 
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(left) Art/Peace 
Artist: Jill Bell 
Pointed brush 

(Below) Some Things 
Artist: Stephen Rapp 
Pointed brush 

.... 
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So, Artist: Teesha Moore Sharpie poster pens and mixed media 
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Chapter 7 

Play with Your Letters 
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lay is a very important part of life 

and lettering. I find it exciting 

when I twist or skip my pen in a 

new way or try a new implement 

I've found. Here are some discoveries 

I've made. The traditionalists may not 

agree, but, personally, I feel that if 

I'm going to letter, it's important to enjoy the 

process. There was always something about 

I 
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formal writing that held little sway with me. 

Developing a personal style is born out of this 

kind of play. 

To create this type of letter, I take the edged 

pen tool-the Speedball C series, the Brause nibs, 

or the Parallel pens-and I start with the tradi­

tional italic letterforms from Chapter 3. I love to 

blend colors, and I use gouache, watercolor, 

acrylic inks-whatever is mixed up and nearby! 



Variegation Using Gouaches and Watercolors 
I tend to use bright colors just because I like them. 

When I studied two-dimensional design in college, 

I color-mixed my head off and learned tons about 

complements and 15- and 3D-minute intervals on the 

color wheel. There are plenty of classes and books on 

color, but, for me, it comes down to simply using 

what I like and not being afraid to mix it up. I urge 

beginners to not try to combine more than three col­

ors, though. I do remember one rule: Any three col­

ors mixed make a mudlike color. But it could be a 

beautiful mud! How will you know unless you try it? 

If it's off, try again. How will you know success if you 

don't first experience failures? Make failing part of the 

learning process. It can be incredibly frustrating to 

experiment with color and to replicate results with 

letters. The craft of lettering is one huge lesson in 

patience. 

Choose three colors of watercolor or gouache in a 

tube and add a dab of each one in the well of a plastic 

palette. Add some water to the well, but don't mix the 

color, rather, let the colors drift together naturally. 

This will give you some great watercolor-effect letters. 

(Be sure to see Resources, page 157, for my favorite 

book on color mixing.) 

--
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TryThis! 

/ / 

Skipping: Lift the pen midstroke, leave a small stroke, and continue. 

Skipping Extreme: Lots of skips! 

Rock 'n' Roll: Rock the pen from side to side midstroke. 

-. -
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Diamond Life: Pick up the pen midstroke, make a diamond, then continue. 

Experimental: When the ink is dry, use a white correction pen (such as Wite-Out) to make random lines across the strokes. 

Chameleon: Blend two colors. 

Chimera: Layer colors. After writing in 
one color, go back halfway up the 
downstrokes with a darker color and 
layer stripes and lower parts of strokes . 

. -
ricky 85 
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Funky Minuscules 
Inspired by my friend, Traci Bautista, these are 

italic letters that went free for all. There are no 

rules for creating these letters, although there is a 

bit of an angle to the pen, probably about a 45-

degree slant. See how these letters would change if 

you didn't tilt your edged pen at all! The Parallel 

pen by Pilot is ideal for the twisting and making 

the fine lines and tendrils. I've also incorporated 

some skipping and Wiggling. You have total per­

mission here to have fun with these letters. 

-



I 

Try to mix up the variations shown on the 

previous pages and come up with your own. 

Remember that developing your personal writ­

ing style is important and that there are no rules 

r 

in this type of lettering. Oh, wait! There is 

one rule-to have a lot of fun and enjoy 

yourself. Here are some samples of some other 

ways to play. 

Force: While the ink is still a little wet, spray it with water, using a mister bottle. 

Tendrils: Tiny tendril lines are made with a Micron pen. 

-
estin° This i combination of variegation, metalli powder, 

skipping, and te arils, plus a litt e bit of play! 
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No-lift letters: Here, each letter was made without lifting the pen, wit a few strokes 
added here and there. Use a monolinear tool, such as a ballpoint or Micron pen. 



I 
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Taking no-lift letters a step further, these letters 
were made with a gel pen, and the spaces were 
filled in using different types of Sakura gel pens: 
Souffles, Lightnings, and Glazes. 



Something That Utterly Fills the Sight 
Artist: Teesha Moore 
Collage and hand-lettering. These letters were written, then built up by going back over them, thickening 
parts and adding a shadow of yellow. 

ricky 
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Rainbow pencils and a Micron pen make easy, lovely letters. 
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Letters Extreme 

( 

Love and Hope were made with blended color pencils, 
then outlined with various gel pens and markers. There 
was no plan here, just exuberant play. 

Lisa 
Artist: Deborah Powell 
Balsa wood pen, 
gouache, and Micron pen 
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Be Yourself 
Artist: Lisa Engelbrecht 
Acrylic inks, paste papered canvas and collage elements - .. 
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, : " ~: : : derful surprise. I first wrote ,.,/.f •. 
: ::,,, \! .. : on fabric during a work-
. }I , \ I' 

f / ,\~'" shop with the wonderful 

I.' Charles Pearce. During my 

studies with Marsha Brady (not of TV fame, but 

simply the best lettering teacher in the world), I 

was given a project that involved writing on a 

large piece of paper. Taking the easy way out, I 

lettered on fabric. I immediately loved the sur­

face: the pull, the fighting with the fabric, and the 

fact that I got a second chance at a letter if I was­

n't perfect on the first attempt. (The ink doesn't 

always cover completely the first time you letter, 

so you often have to go back and stroke it twice.) 

I lined my fabric with pencil and later found it 

was not really erasable. Then I learned of the pur­

ple disappearing-ink pens made for quilters and 

immediately put one to use in my work. Letters 

created with acrylic ink are permanent and wash­

able. This is a wonderful technique for any fabric 

item, such as pillows or placemats. I now use 

writing on fabric in almost all my artwork, by 

incorporating fabric, collage, and stitchery. 

The easiest fabrics to write on are 100-

percent cotton. Lightweight muslin is smooth 

enough for beginners but is so light that it must 

be backed, which you can do by ironing muslin 

or any lightweight fabric to the shiny side of 

freezer paper (available near the foil and plastic 

wrap in the grocery store). Canvas fabric is also 

a good choice for lettering. It is available at 

most art stores and comes in different weights 

(7 ounce, 10 ounce, and 12 ounce) I prefer 

the smoothest unprimed canvas available and 

1!Jtffeacfted 
LMu5lin 

usually find that a heavier weight gives a 

smoother surface, although this is not always the 

case. You won't need to back the canvas with 

freezer paper; it's already thick enough. 

Do not wash the fabric before you write on 

it. Newly purchased fabric is coated with a sizing 

that grabs the acrylic better. However, by not 

washing out this sizing, there is a chance that the 

writing will not be as permanent as you like. In 

my trials at home, though, I have never been able 

to wash acrylic ink or paint out of my fabric! 
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Tools for Lettering 
on Fabric 

f 

I 

• Purple disappearing-ink pen from Dritz, to 

draw lines 

• Dip calligraphy pens: all kinds, even pointed 

pens 

• Zig calligraphy markers-( there are other felt 

calligraphy pens, but I like Zig markers 

because they are lightfast, pigmented, and 

long lasting) 

• Textile pens 

• Flat or pointed brushes 

• Colored pencils and pens 

• Gel pens 

• Sharpies 

• Sharpie Poster Paint Markers 
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Media for Letters 
(Use these straight out of the bottle.) 

• FW Acrylic Ink by Daler-Rowney (you'll find 

these in the airbrush section of the art store) 

• Pearlescent Liquid Acrylic Ink by Daler­

Rowney: lovely shiny inks that are beautiful on 

dark fabrics 

• Speedball Super Pigmented Acrylic Ink 

• Gesso (an acrylic primer): use on canvas before 

or after washes of paint or ink (to make a wash 

of color, add water to any medium and use a 

brush to wash the page with it) 

(Dilute these with water or textile medium) 

• Golden Heavy Body Acrylics 

• Dr. Ph. Martin's Spectralite Airbrush Color 

• Jacquard Neopaque and Lumiere Textile Paints 

(I love the White Neopaque for letters.) 

Note: You can seal washes of these inks and paints 

with No Flow sealer from Jacquard. 

, 

-



• 

Lettering on Fabric 

1 

3 

4 

Using the purple disappearing-ink pen and a 

ruler, line your fabric. You can also design your 

placement and letters with this pen, because it 

will magically disappear in about a day, depend­

ing on the humidity. 

Decant the ink into a plastic palette or small cup. 

Load the pen with acrylic ink, filling the reservoir 

about halfway. Shake the excess back into the 

well. Try a few letters on a piece of scrap fabric. 

Go over the outline of the letter. You will likely 

have to go back over the stroke to cover the 

fabric completely, but this gives you a chance to 

perfect the letter. Writing on fabric will be slow 

going, at first, but eventually you will get used to 

the new surface. 

To create a variegated effect, dip into two or 

more colors. Keep a cup filled with water and 

dip into it occasionally, to keep the ink flowing. 

When you are finished lettering, be sure to clean 

your writing instrument well. Use an old tooth­

brush to get all the acrylic out of the pen, to 

keep it from being ruined when it dries. 

In about a day, the lines will disappear and­

voila! You have written on fabric. Peel off the 

freezer paper and sew the piece onto your 

background fabric. (The freezer paper can be 

recycled.) 

r- Stitched 
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Stitchery, Fabri(, 
Letters, and Collage 
My first foray into fabric collage 

came about when I was unhappy 

with my lettering and decided to 

layer another piece of fabric on 

top and stitch over it. My mistake 

turned into collage! Again, there 

are no rules here. I use a simple 

straight stitch and actually pull the 

fabric to "write" the letters with 

the machine needle. I am not 

trained as a seamstress or quilter, 

although I greatly admire the 

patience and beauty of handmade 

quilts. The rough and raw edges 

seem fine to me, though you 

might want a more finished look, 

with turned edges. You might also 

want to use fabric to create book 

pages. A simple pamphlet stitch is 

all you need to hold the pages 

together. 

My Grandmother 
Artist: Lisa Engelbrecht 
Acrylic ink and mixed media 
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Love Is the Star 
Acrylic and walnut ink, mixed media on 
unprimed canvas 

(Left) Sometimes I Playa Song 
Acrylic ink and dimensional T-shirt paint 
for the white lines, on unprimed canvas 
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The She Leaves Project 
The day my mother died was the day I found 

out I was pregnant with my first child, my 

daughter Kristin. With this project, I wanted to 

preserve the small stories, mementos, and bits 

of history about my mom that my daughter 

would never know, unless they were collected 

together and celebrated. Along with fabric and 

photos, I used the above-mentioned techniques 

to letter my stories onto the fabric squares, 

Acrylic inks, mixed media on uprinted canvas 
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creating "leaves" of memories. The vintage 

photos were transferred to fabric with photo­

transfer paper and then sewn or collaged onto 

the original color-washed fabric. I used walnut 

ink for the background washes, to give the 

fabric an aged look. These are but a few of my 

mom's leaves; I've finished quite a few, and 

there are more to come! We will store them in a 

beautiful, square wooden box. 
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Born Decemeber 27 1930 
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Acrylic inks, photo transfer, mix..§ld media on unprinted canvas 
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~. Breaking the Rules with 
Urban Style and Cool Tools 
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-----;;;;;;--;) raffiti is one of those buzz 

words that make people 

uncomfortable. Graffiti (from 

the Italian word graffito, 

meaning "scratched") was 

found in the ruins of Pompeii and 

was probably around even before it was discov­

ered there. One of the preserved inscriptions 

from Pompeii reads: "I am amazed, 0 wall, that 

you have not collapsed and fallen, since you 

must bear the tedious stupidities of so many 

scrawlers." The cave drawings at Lascaux in 

France are a form of graffiti, if you think about 

it, just a type of communication. What is today's 

graffiti artist, tagger, or calligrapher trying to 

say? Is it indeed only vandalism? 

The term used in street circles for creating 

graffiti is "getting up." This means being seen, 

writing your name every­

where, gaining a name for 

yourself. Is this so different 

from what most artists do? I 

love to tell the story of the 

Native American elder who 

visited Los Angeles for the 

first time. He saw the many 

walls of graffiti on the sides 

of the freeway and said to 

his host, "Your children are 
. " crymg. 

So, now, to my disclaimer: I do not condone 

or encourage any illegal defacement of private 

property. But, maybe we need to invest in art 

programs in urban areas, to give these artists 

outlets and opportunity for this expression­

places in which they can make their marks. 
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The roots of graff (short for graffiti) are pure 

and raw. This is mark making at its purest. The 

styles seen are inventive, colorful, and innovative. 

"Piecing" (short for masterpiece) is the term graf­

fiti writers use for these beautiful, intricate works. 

There is a fascinating culture created by these 

artists. The street influence can be seen in popular 

culture, in fashion and packaging, probably to the 

dismay of the original artists. As in the calligraphy 

world, some graffiti artists are renowned and have 

many admirers and imitators. However, stealth 

and anonymity, which are seemingly incongruent 

to "getting up;' are necessary to avoid prosecution. 

Even so, many street artists are now finding that 

gallery shows and merchandising are part of their 

art life. Many artists, such as Thomas Ingmire, 

whose background is rooted in traditional hand 

lettering, and Jose Parla, whose art is inspired by 

the street, are blurring the lines between fine art, 

lettering, and graff. 

The most inventive graff I've seen lately is 

from the Seventh Letter Crew (the seventh letter 

of the alphabet being G, for graffiti). Their 

inventive, fantastic, mind-blowing colors and let­

ters can be found on the streets of Los Angeles. 

Hand styles are the names given to the writ­

ers' signatures. These signatures are fascinating. 

Just trying to decipher the letters is a trick. The 

artists pride themselves on their ability to create 

intricate and almost illegible designs. The sheer 

imagination these artists convey in their work is 

a great source of inspiration for me, and I feel 

other lettering artists could learn a trick or two 

from them, too. (For more information, see 

Resources, page 157.) 
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Urban Style: Easy-to-do Graffiti 
I'm "totally being a toy here," (that's street slang for "inexperienced and incompetent"), 
but here is one way to play with your letters, to get that "stupid fresh" look. 

1) Using a Parallel pen for easy play, write 

your words at a 45-degree angle. 

2,) Alternate between using capitals and 

lowercase, overlap and crack the stem 

strokes, fitting them into the spaces. 

Intuitively feel this! 
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3) 

4) 

Slant the stems of the strokes back 

and forth. 

Outline the letters with a monoline thin 

pen, such as a Micron or Pitt pen. 



5) 

Bliss 

Go all out and repeat the outline. Here, I used a calligraphy felt pen to shade the letters 

and a Micron pen to add some shade strokes. You are simply exaggerating and playing 

with the letter shapes. 

Artist: Traci Bautista 
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Do-It-Yourself Cool Tools 
You have to admire the ingenuity of street artists 

who invent their own tools for writing. To create 

an instant tool, all you need to do is find a com­

mon shoe polish dispenser, glue stick, or 

deodorant container, empty it out, fill it with 

ink, and top it off with a chalkboard eraser "nib." 

To obtain a lovely, drippy effect, add paint thin­

ner to the ink, as you go. 

Letter artists and calligraphers have also 

invented their own tools. An artist should know 

how to create and control their tools. Here are a 

few to try. You may find yourself looking at foam 

brushes and wooden shims as possible lettering 

implements. (Anything with a broad edge will 

work!) This tool is a great substitute for the 

more-expensive poster pens available. 

Yogurt Container Pen 
Materials: 
• plastic container, such as a yogurt or 

sour cream container, cleaned well 
• sCIssors 
• stapler 
• pencil 
• masking, electrical, or duct tape 

1) Cut two shovel shapes to the desired 

width of the "pen." The handles should be 

about 2" (5.1 cm) long and as wide as the 

pencil. 

2) 
Staple the two pieces of the nib across 

the end, about ;:;" (6 mm) in. 

c 3) Press the point of the pencil into the staple 

i~ and tape the two sides to the pencil. 

Cutting one or more V's into the end of the 
C

1 nib will give you a scroll effect as you write. 

4) Dip the pen into a deep well of ink, or load 

ink from the side. 
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Stimudent Pen 
Materials: 
• package of Stimudents, found at most drugstores in the dental aisle 

• sharpened pencil 
• masking, electrical, or duct tape 

mM·U·DENT. 
PLAQUE REMOVERS 

MINT FLAVOR 

FIGHTS GUM 
DISEASE 
~r.2S 

~~ 

1) 

2) 

3 

Stimudents are used for stimulating your 

gums, but they also make a great pen. 

Choose how wide you'd like your nib and 

break off this number of Stimudents from 

the row. Do not separate them! 

Use the tape to lash the sharpened end of 

the pencil to your Stimudent group, leav­

ing the pointy ends out. 

Soak the Stimudent pen in water briefly, 

then dip into ink or gouache. Writing with 

this tool creates a wonderful scroll look. 
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Balsa Wood Pen 
Materials: 

• foam brush with a clear plastic strip resting in a notch underneath, 

to support the foam 

• small piece of balsa wood (or roofer's felt or doll house shingles) 

• Krazy Glue 

1 

2) 

Remove the foam from the brush and, 

using a knife, carefully remove the staple 

holding the clear plastic form in the notch. 

Remove plastic. 

Cut a piece of balsa wood to your desired 

pen width and about 1 ~ " (3.8 cm) long. 
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3) Put a dab of Krazy Glue on the end of 

the balsa piece and place it into the 

notched end of the dowel. 

4) Soak the balsa in water briefly, then dip 

into ink or gouache. A balsa wood nib 

makes a beautiful, smooth stroke, 

especially when you dip each edge 

into a different color. 



Cola Pen 
Materials: 
• aluminum can 
• SCIssors 
• masking tape 
• toothpick 
• sharpened pencil 

1) Very carefully cut a spade shape from the 

aluminum can and fold in half. It's a good 

idea to wear protective gloves when you 

2 

cut the aluminum. 

Lash the end of the spade shape to the 

pencil with masking tape and use it on its 

side to make a cool mark. The side makes 

your thick strokes, and the tip makes the 

thin strokes when you tilt it up in your hand. 

3) 

4) 

\ 

Place a toothpick in the fold of the can, 

to serve as a reservoir for ink. 

Add a bit of tape on the bowl of the 

spade shape to keep the reservoir in 

place. 

Deodorant Container Pen 
1) Find an empty deodorant container (you 

want a wide one), and remove the insides. 

2) Fill about halfway with ink. 

3) 
Deconstruct a chalkboard eraser, by taking 

off the strips. Cram the strips upright into 

the deodorant container, so they look like 

french fries. The ink will wick up into the 

"nib." A super wide tool that's great for 

signs. 
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Other Handmade Tools 

(a) (b) 

Roofer's Felt Pen: This is made in the same way 

as the Balsa wood pen; you can find roofer's felt 

at home improvement stores. (a) 

The Mitchell Witch Pen: This pen creates a 

unique split in the stroke; it was used to make 

Material Spirit, shown on the next page. (b) 

The Butterfly Pen: Invented, created, and lov­

ingly handmade by Chicago's Jim Chin, this pen 

makes a huge dramatic stroke. Check the 
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(c) 

( 

• ) 
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2 
o 
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(d) 

Resources section (page 157) for more info 

on this pen, as well as the moth and dragonfly 

pens. (c) 
Etching Plate Pen: This pen was invented by 

Peter Thornton, when he discovered that he 

could make pens using metal etching plates from 

printers. It is similar in design to the cola pen, 

but the metal is stiffer and holds up better to 

pressure than the cola pen. (d) 



Material Spirit 
Artist: Lisa Engelbrecht 
Mitchell Witch Pen 

Bebop 
Artist: Carl Rohrs 
Lettered with a handmade dog's hair brush . 
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lourishes are the delicious 

icing on lettering and are 

tempting to add to our let-

terforms. They were originally 

designed as protection against for­

gery. In the fourteenth century, special 

personal flourishes were developed for nobles 

and businessmen. The personal scribe created a 

signature flourish that only he could execute and 

ended each proclamation or missive with this 

flourish and a wax seal, in case of interception 

by the bad guys. The Copperplate style of writ­

ing developed from these flourishes when it was 

discovered that the invention of a spinning cop­

per plate with a stylus affixed to one side could 

achieve these amazing pirouettes on paper. 
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Memphis Calligraphy Guild 
Artist: Bill Womack 
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Today, the flourish can be seen everywhere. 

Flourish designs are popular with many urban 

and textile artists, and their popularity has trick­

led down to the youth culture. 

We'll begin with a warm-up of the basic 

structures that can be created with any monolin­

ear tool (regular pencil or pen), then adding the 

pointed pen from the Scripty chapter (page 38) 

or the edged pen from the Old School chapter 

(page 26). Flourishing is an advanced calligraphic 

technique, and mastering it requires a lot of prac­

tice. Gestural, free form flourishes can also be 

used to create elaborate backgrounds. Remember 

your first painting experience in kindergarten? 

Put on that big plastic poncho! 



Monoline 

r( ..J 

( 
) 

Monolinear and 
Pointed,pen Flourishes 
Practice the movement required for flourishes 

with a pencil, ballpoint, or gel pen. Notice that 

the lines from left to right are usually strong, 

Pointed Pen 

( ,/ 

C ) 
.-- _ .......... 

C ~ 

straight strokes and parallel to each other. When 

practicing with the pencil, add pressure on these 

strokes-they will become the thick parts, when 

you make the flourishes with the pointed pen. 

You will add pressure on the slides and release 

pressure on the curly side parts. 
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Flourishing Techniques 

Flourished L 
Artist: Lisa Engelbrecht 
Pointed brush and colored pencil 
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The speed of your stroke plays an essential role in 

dictating the character of your flourish. The basic 

flourish begins with a slow, steady speed and then 

accelerates as the hand twists and arabesques off 

the page. If the flourish is a compound stroke, 

you will make a lot of speed changes. It's really a 

disciplined freedom. The dance references­

arabesques and pirouettes-indicate the direct 

parallels between your arm movements and cre­

ating flourishes. 

Practice with playful abandon. Flourishes 

need a lot of air, so note the white space as you 

design the flourish. If you see a flourish with 

letters, the flourishes should be secondary to the 

words, adding just a bit of icing-too much and 

you ruin the cake! The underlying structure of 

the flourish should be strongly constructed and 

reflect a parallel scaffolding. Try to keep the 

curves elliptical and well balanced. 



Quill Skill, 2004 
Artist: Denis Brown 
Brause and Mitchell nibs with gouache on paper. 

Edged Pen and 
Compound Flourishes 

The pen will not write when you reverse direc­

tion, so lift off when making the motion, then 

go back and fill in upside down. Be sure that 

you don't cross thick parts of the flourish with 

another thick part. It makes the flourish look 

clunky. Note the white spaces you create. 

., 
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Praise the Lowered 
Artist: Damon Robinson 
Lovely, graceful flourishes accent the title; they do not overpower it and are well 
away from the letters themselves. 

Flourish on Gessoed Canvas 
Artist: Lisa Engelbrecht 
Jacquard Halo paint and pointed brush. This flourish was sprayed while wet to get 
the blue bleed. 
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Flourishes on Fabric 

Pointed brush with 
white acrylic ink on 
color-washed canvas. 

(Below) Freeform 
flourish on gauze, 
pointed brush, 
Pearlescent Liquid 
Acrylic Ink, and Wite­
Out pen on color 
wash. 
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Sparkly Things 
Adding gold to your letters is so much fun. 

(Personally, I feel that glam is essential!) 

U sing Gouache with 
Metallic Powders 
Using regular gouaches and floating Schmincke 

metallic powders gives your letters a beautiful 

effect. To create these, first mix up the gouache 

with a couple of drops of water until it's the con­

sistency of old milk-I usually mix up a few col-
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Here are four techniques to instantly glitz up 

your writing. 

ors and dip into them alternately to get a varie­

gated effect. Add metallic powder by shaking a 

bit over the mixed gouache. Then, dip the pen 

into the gouache, pick up some metallic powder, 

and write. 

Experiment with other types of powders. 

Note that some, such as Pearl-Ex, will sink into 

the gouache. 



Glitter written with glitter glue, quickly maintaining even pressure. It's like decorating a cake with 
a tube of frosting. 

Metallic Powder Stickles or glitter glue 
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Quickie Glue and 
the Giant Glue Pen 
These glue pens go on blue and dry 

in about a minute. Once they are 

clear, rub the metallic foil sheets 

shiny side up onto the dried glue 

surface, making sure you rub with 

your fingers into all the nooks and 

crannies. Aside from traditional, 

authentic gilding, this is the bright­

est gold or silver you can achieve, 

and this is much quicker. For better 

gold results, use the giant glue pen 

on a slick surface. 

126 Modern Calligraphy and Hand Lettering 



Duo adhesive dots and double-stick tape line with foil. 

Duo Adhesive 
You can use your pen nibs to write with this 

glue-just be sure to clean them out well after 

use. You can even put Duo adhesive in a Pilot 

Parallel pen. This adhesive goes on white and 

takes longer to dry clear, but it gives a beautiful 

raised effect. Make sure the adhesive has dried 

very clear, then apply the foil shiny side up, rub­

bing well to get in all the corners and crevices. 

11 L r il ~ ~II 
fOil REFillS 

Apply this Hot Foil Pen Foil shiny side up to 
dried (and clear) adhesive. 
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Basic Black 
othic letterforms are easily recog­

nizable. The style is sometimes 

referred to as Old English, 

Halloween, or Christmas letter­

ing-although the Old English title 

is really not accurate. Gothic styles 

flourished in middle Europe in the twelfth and 

thirteenth centuries and evolved as a way for the 

scribe to get a lot of words on the page. As vel­

lum and skins became increasingly harder to 

supply and the demand for books increased, the 

letters were compressed. This style is also called 

Blackletter, because the tight letters and angular 

style covered the page with so much ink that it 
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actually made the page appear black. Inter­

estingly, the letters reflected the architecture of 

the day, echoing the pointed Gothic windows of 

castles. Blackletter can be seen all over Europe. It 

was also used in Mexico and Central America, a 

gift from European immigrants. Early graffiti in 

Los Angeles also reflected this type of lettering. I 

remember being asked not to teach "that gang 

writing" in a children's art class. Ironically, it is 

the lettering style used in hundreds of sacred 

manuscripts, and Gutenberg based the typeface 

for his bible on a beautiful version of this script. 

The beginning letterer will love this style, 

because it's not difficult to achieve great results. 



/ 
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Easy;to;Do Gothic 
The underlying rhythm is simply straight strokes 

at a 45-degree angle, picket fence-style. The 

space between the letters is exactly the same as 

the space inside the letters-keep the grid going 

and you have it! Add a diamond shape at the 

beginning and end of this stroke, and keep the 

middle straight and strong. The readability can 

sometimes be tough with these downstrokes; just 

be sure to dot your i's! Blackletter master Ward 

Dunham said it best: If you think about it, the 

black and white are fighting, and the black is 

winning. It should be that dense a letterform. 

Use Gothic letters when you want to convey 

strength and conviction. 

, , , 

Gothic 
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Blackletter Minuscules 
The exemplar shows a simplified version of the 

Gothic style. There were as many styles as there 

were scribes in that day-every small village and 

town scribe was trying to make a name for him-

132 Modern Calligraphy and Hand Lettering 

.. 

self by inventing variations of these basic 

Blackletters. (Hmmm . . . that sounds familiar. 

See the Street chapter, page 104.) 
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Majuscules 
Majuscules varied with each style and scribe. 

Capitals are interchangeable, and I've given you 

some basic Blackletter majuscules to work with. 

Refer to the Zanerian Manual (see Resources, 

page 157) for other majuscule styles to use with 

Gothic lettering. I've used regular capital letters 

with Blackletter, using that grounding rhythm of 

the picket fence to carry it through. 

Gothic 
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Rhythmical Creation of Beauty 
Maybe it's my German ancestry, but I love Blackletter. 

I remember an early workshop I took with Lothar 

Hoffman, another Blackletter master. We were given 

several styles of letters to try, including Blackletter, 

Fraktur (in which the stokes are fractured or broken), 

and Rotunda (in which the strokes are round). I could 

quickly do these letters pretty well. Am I a reincarnat­

ed monk? Was this just my natural style? Who knows? 

But I felt comfortable and at home with these styles. 

The Rhythmical 
Creation of Beauty 
Artist: lisa Engelbrecht 
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You will likely find yourself gravitating toward 

one writing style-pursue it with all your heart. Of 

course, I can never write Gothic in a traditional man­

ner-only if I have to! In this sample, The Rhythmical 

Creation of Beauty, I stretched the strokes twice as 

high as regular-size Blackletter. To play with this style, 

you can try expanding the basic stroke, slanting your 

letters, or experimenting with some of the tricks from 

the Tricky & Functional chapter (page 80). 
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Wicked 
Aritst: Stephen Rapp 
To get that old, eaten-away look, Stephen used a fine brush and white paint to occasionally 
randomly break into the letters after writing in the original Blackletter style 

Ten Thousand Flowers 
Artist: Lisa Engelbrecht 
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Glen Epstein gives us some the finest examples of ing two pages. (Notice the rhythm!) You can feel 

expressive Blacklettering. Here are a few samples 

of his wonderful work, below and on the follow-

Tom Trabert's Blues 
Artist: Glen Epstein 

the life in his letterforms. His marks are truly 

heartfelt and express the text in a unique way. 

, 
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Artist: Glen Epstein 
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Einsatzgruppen16-Girl with Halo 
Artist: Glen Epstein 
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Reevaluating the Drake Equation 
Artist: Glen Epstein 

, 

Gothic 

\ 

• 
/ 

139 



• 
t~ •• 

\ -, 

l-
I • 

" 
, ' 

. . ' 
' l'" •• 

~ 

-' 

~, 
, , 

\ 
'. 

- " 

1 

1 
'. 

, 
'-

',," ' 

, , 
~- Ii' 

r ~ \,.",. 

/ 

• 

/ 

140 ' odern Calligraphy a,nd 'Han:d Letterin -



" ~ . 

~ ... 

.. ~ 

Chapter 12 
/ 

and Letterforms .. .. 
. . 

i ' ~ , 
. \ . 

Design Technique Explorations . ,. ... / 

• 

.. ." 

~:=:::::::::=::=;. ~.~ 
• 

, 
\ . 

. ! 

. ' 
4 \ * • 

. , . 

.. 141 .-

--.. . 
~. 



ixed media and collage 

are exciting and accessi­

ble forms of expression, 

whose discovery has 

given birth to an 

exciting new craft movement in this country 

and beyond. I discovered collage when I 

misspelled a word on a fabric piece I was 

working on. I layered a piece of fabric over the 

typo and lettered it again, leaving the frayed 

edges and topstitching. No one was the wiser, 

and I loved the freedom the process gave me to 

work with multiple layers. It is difficult to make 

mistakes that cannot be corrected in collage. 

On my AIDS project quilt piece, I transferred 

my friend Ed's picture onto fabric and sewed the 

Bertholt & Ute 
Artist: Lisa Engelbrecht 
Mixed media on unprimed canvas 

piece onto the quilt. But, this was only the begin­

ning. I then added memorabilia, rings, band 

medals, and hand-crocheted doilies made by my 

grandma. The art came alive for me. I was cele­

brating these mementos of my relatives and 

friends by enshrining them in my art instead 

of leaving them to languish in a forgotten box. 

There is a long history of people using fabric to 

express family history and culture, through 

quilts, hangings, and pictures. 

Remember to choose themes for your 

projects that are meaningful to you, and skip 

projects that you don't find interesting or 

exciting. Authentic themes and exercises in 

self-exploration make the best art. 

I found this picture at a swap meet. It was dated June 15, 1939, Germany, and it fascinated me. 
I wondered about this couple and what the future held for them. Perhaps the man died in the war. 
Before I began lettering, I washed my fabric with acrylic inks and walnut inks. I wrote, "Love is 
stronger than death" in Blackletter, using a couple of colors of FW inks. I added bits and pieces 
of related stuff, trying to pick up the colors of the wash and the photo. Was her dress burgundy? 
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Design 
Design of the page is important when you are 

playing with different elements. Begin with a 

focal point-the eye catcher. This element 

should shout at you. The next piece of the art 

will speak to you. And the third will whisper. 

Think Shout/Speak/Whisper. It is a great way to 

start a well-designed piece. Think also in terms 

of threes, and avoid overembellishing a piece by 

filling every open space with buttons and 

charms. Think about what you want to convey. 

This is where your words come in, the beautiful 

letters providing visual eloquence. 

Creating a Well-Designed 
Mixed-Media Piece 
1) Collage is visual storytelling. Begin with 

your idea. What colors and textures come 

to mind when you remember this person, 

day, or event? Using these colors, make a 

wash of color using diluted acrylic inks on 

heavy paper or fabric. Leave areas of 

white for sparkle. The edges of your wash 

can be free form, or you can make the 

wash square or rectangular in shape. 

2,) Choose a photo or word to anchor the 

piece with its big idea (the Shout). Photos 

can be transferred to fabric using T-shirt 

transfer paper, available at any office store. 

Your large meaningful word can be 

sketched first with the purple disappear­

ing-ink pen. I like to layer various colors 

and textures of paper and fabric behind 

my photos and big words. 

3) The next element should be smaller. 

Don't paste or sew anything to the back­

ground yet; keep it fluid for now. 

.; -
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4) 
Now add the tiny, whispery elements. 

These can be words scribbled in the 

background-no one needs to even 

know what they are. In fact , stream-of-

5) 

6) 

consciousness writing is fine. Art should 

be cathartic; get it all down in your work! 

Play with placement. Be aware of the 

negative spaces you create; you should 

have the same amount of positive space. 

The white spaces that surround your 

work should be pleasing, as well. 

When you are ready to join the elements, 

you can stitch them to the color-washed 

base paper or fabric by hand or machine, 

or you can use a credit card to swipe the 

fabric, image, or paper elements with a 

thin layer of Yes glue or gel medium and 

glue them onto the base fabric. Small 

charms, coins, and the like can be 

adhered with Aleene's Jewel-It Glue. This 

adhesive works well for no-sew beading! 



My Grandparents (part of a series for a family tree) 
Artist: Lisa Engelbrecht 
Acrylic inks, photo transfer, and mixed media on canvas 

Mixed Media 145 

l 



j:J 
16/ 
I//I-? 

-5/.224 
/.{p <z~r~/Jf~. dr. 

4-<-u;rC; . u." ..4. ' /d . 
.i3- J 1!.7-· /!' #-;-

Love Is an Outlaw 
Artist: Lisa Engelbrecht 

• 

Vintage ledger paper and mixed media 
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Practice Love 

// , 

A quilt comprised of various surface techniques was sewn together, hand lettered , 
and then topstitched . 
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Family photo transfer on fabric, mixed media on canvas 
These two pieces are part of a larger family tree made on fabric. To transfer the pictures to fabric, 
the original pictures were printed onto transfer paper* (this brand was June Tailor). The transfer 
paper acts like a decal. It was ironed onto smooth muslin, pressed for about fifteen seconds, 
then the paper was removed, leaving the transferred image. The photo transfers on muslin were 
machine stitched onto heavier canvas. The transfer is transparent and will pick up any color 
underneath. (Transferring images to a rough canvas will result in a distressed, blurry look.) 
*Transfer paper is available for the color photocopier or the inkjet printer. If you choose a photocopy transfer 
paper, be sure you reverse the images on the copier before printing. This holds true for the inkjet-printer 
transfer paper, as well. To transfer your images using inkjet transfer paper, you'll first need to scan your art­
work or photos into your computer. 
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See Our Own Light 
Artist: Teesha Moore 
Beautiful lettering, thoughtful collage, and great design combine to create an intriguing piece. 

• 
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To create this piece, four pieces of tag 
board were stitched together to create 
a collapsible structure modeled on Bali 
festival lanterns. The patterned fabric 
was then hand lettered and collaged 
prior to construction. 

Bali Lantern 
Artist: Lisa Engelbrecht 



True 
Artist: lisa Engelbrecht 
Mixed media and acrylic inks on unprimed canvas 
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Stand Up for the Stupid and Crazy 
Artist: lisa Engelbrecht 

I • 

Spread from a mixed-media book on canvas featuring a quote by Walt Whitman 
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Wish 
Artist: Lisa Engelbrecht 
Acrylic inks, fabric collage, stitchery, and mixed media on unprimed canvas 
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Traci Bautista 

Venice Beach, California, USA 

www.treicdesigns.com 

traci@treicdesigns.com 

http://kollaj.typepad.com 

Traci Bautista is a mixed-media 

artist, author, teacher, and creative director of treiC 

Designs. She creates vibrantly colored artist books and 

mixed-media paintings layered with rich textures, "girlie 

glam" ink drawings, and freestyle lettering. She also 

designs a line of clothing called REVAMPED. Her art­

work has been featured in various magazines, books and 

on the HGTV and DIY networks. Traci is the author of 

Collage Unleashed and writes a column called "Creativity 

Unleashed" in Somerset Studio magazine. 

Jill Bell 

Missouri, USA 

www.jillbell.com 

jill@jillbell.com 

• Jill Bell creates original custom­

lettering solutions of any nature 

(logos, titles, fonts, taglines, 

handwriting) for all of the usual suspects: advertising, 

entertainment, packaging, editorial, corporate, publish­

ing, and government, as well as for other designers and 

most of the major type companies. She graduated from 

UCLA and Otis/Parsons and worked for well-known 

graphic artist Saul Bass as a sign painter. She has spoken 

at type conferences and judged type design contests. 

Her work has appeared in books and magazines, and 

she enjoys finding her fonts in both the obvious and 

oddest places. She loves cats, fine dining and wine, 

music and movies, and reading and walking. 
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Denis Brown 

Dublin, Ireland 

denis@quillskill.com 

Barbara Close 

La Mirada, California, USA 

www.bcdezign.com 

Barbara Close is a lettering artist living in southern 

) 

California. She teaches workshops 

around the country, in Canada, 

and locally. Her studio class in 

Santa Ana, California, is a year­

long study of calligraphy with a 

certificate on completion. Her 

work can be seen in Marcel Schurman greeting cards and 

Somerset Studio magazine. 

Glen Epstein 

Iowa City, Iowa, USA 

www.glenepstein.com 

glenepstein@mchsi.com 

Glen Epstein's daughter, Sara, gave 

him a second granddaughter in 

the spring of 2006, which also marked his twenty-fifth 

and final year of teaching calligraphy at the University of 

Iowa. Glen is a charter founding member of the UI 

Center for the Book. 

Linda Hirsh 

Norco, California, USA 

inkinofu@sbcglobal.net 

Linda Hirsh's passion is any kind 

of pointed pen. She enjoys teach­

ing pointed pen and One Stroke 

Painting and also combines the two 



Teesha Moore 

Renton, Washington, USA 

www.teeshamoore.com 

artgirl777@aol.com 

Teesha Moore is the organizer of 

Artfest, a popular art retreat, and also 

edits and publishes an art magazine called Art & Life. She sells 

her collage sheets, rubber stamps, and prints through her website 

and teaches when she can squeeze it in. 

Deborah G. Powell 

Orange, California, USA 

dgp2ink@yahoo.com 

Deborah Powell is a lover of let­

ters, words, and textures and is a 

freelance calligrapher. 

Stephen Rapp 

Lakewood, Ohio, USA 

stephen.rapp@att.net 

Stephen Rapp began studying cal­

ligraphy in 1989. His work has 

since graced a wide range of proj-

r it 
ects, from CD covers to recreations of spy documents for 

the Washington Spy Museum. Since 2000, he has been a 

member of the Lettering Design team at American 

Greetings. In addition to hand-lettering, Stephen is also 

actively involved in font design. He has recently designed 

new fonts for P22/Veer. 

Damon Robinson 

Los Angeles, California, USA 

www.praisethelowered.com 

damon@praisethelowered.com 

Damon Robinson's art is born out 

of his Mexangeles-influenced 

'~" . 
:.. I 
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graphic design practice. Wrestling masks, low riders, 

lucha girls, and other favorite images are combined with 

familiar urban motifs and assembled into impressive, 

large-scale artworks and sculpture. He is also the 

creative force behind Praise the Lowered and Black Van 

Industries. He lives in Los Angeles with his beautiful wife 

and daughter. 

Carl Rohrs 

Santa Cruz, California, USA 

rohrs@baymoon.com 

Peter Thornton 

Cleveland, Tennessee, USA 

petertl811@aol.com 

Peter has been an enthusiastic cal­

ligrapher and teacher for more 

than thirty years. He now works 

from his new studio (with his new 

and beautiful wife, Sherri) doing 

workshops and running a mini correspondence course. 

He is also very happy. 

Bill Womack 

Bill Womack was a noted and 

respected letter artist, who used 

calligraphy and graphic design. 

He worked as the head of the 

Memphis College of Art until his 

death in 2003. His work is repro­

duced with the kind permission of 

the Memphis Calligraphy Guild. 

Xandra Zamora 

www.xyzink.com 
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The Flowers of the Earth 
Artist: Lisa Engel brecht 
Watercolor 
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Books 
For further study and examples of truly 

good lettering, plus some personal texts. 

The Art & Craft of Hand Lettering, Annie 

Cicale 

A must-have for beginning lettering artists, 

this book covers many styles of writing. 

Written Letters: 33 Alphabets for 

Calligraphers, Jacqueline Svaren 

Ames' Compendium of Practical and 

Ornamental Penmanship, 

Daniel T. Ames 

The super-scripty original, literally old­

school book. 

The Zanerian Manual of Alphabets and 

Engrossing, E.A. Lupfer, et al 

The pinnacle of old -style lettering; lots of 

Gothic capitals, too, along with Copperplate. 

The Artist's Way, Julia Cameron 

Cameron's to blame (credit?) for this crazy 

art life I now live-you must read this. 

Spilling Open, Sabrina Ward Harrison 

Fearless Creating, Dr. Eric Maisel 

Brush Lettering, Marilyn Reaves 

and Eliza Schulte 

The bible of brush lettering! 

Brushstroke and Free-Style Alphabets, 100 

Complete Fonts, Dan X. Solo 

A great resource for brush styles. 

Graffiti Women: Street Art from Five 

Continents, Nicholas Ganz, Nancy 

MacDonald, and Swoon 

Blue and Yellow Don't Make Green, Michael 

Wilcox 

A good source book for color mixing. 

Inspirational Websites 
Great eye candy! 

Traci Bautista, www.treicdesigns.com 

Jill Bell, www.jillbel1.com 

Denis Brown, www.quillskill.com 

Glen Epstein, www.glenepstein.com 

Thomas Ingmire, www.thomasingmire.com 

Teesha Moore, www.teeshamoore.com 

Jose Parla, www.joseparla.com 

Charles Pearce, www.charlespearce.com 

Sabrina Ward Harrison, 

www.sabrinawardharrison.com 

Xandra Zamora, www.xyzink.com 

www.letterheads.com 

www.theseventhletter.com 

Online Resources 
www.cynscribe.com 

References for finding your local 

Calligraphy Guild and anything calligraphy 

or lettering related. 

www.societyforcalligraphy.org 

My homies! Southern California-area let­

tering artists, workshops, and conferences. 

www.scribblers.co.uk 

Click on Guideline Sheets, enter your 

pen size, and they generate guidelines for 

you. How easy is that? This sure wasn't 

available when I was coming up! 

Magazines 
Art & Life 

www.teeshamoore.com 

Somerset Studio 

www.stampington.com 

Cloth Paper Scissors 

www.quiltingarts.com 

Quilting Arts 

www.quiltingarts.com 

Letter Arts Review 

info@johnnealbooks.com 

The finest in contemporary lettering. 

Juxtapoz 

www.juxtapoz.com 

New art and cutting-edge lettering. 

Supplies and Where to Get 'Em 
www.johnnealbooks.com 

Nikko G, Speedball, and Brause nibs, 

Parallel Pens, and lots of calligraphy supplies 

www.paperinkarts.com 

800-736-7772 

Duo Adhesive, Schmincke Powder, Parallel 

Pens, Nikko G, Speedball, and Brause nibs, 

and tons of other books and supplies 

zetetics@aol.com 

Yin tage Pen nibs in bulk and old ledger 

pages for mixed media 

www.danielsmith.com 

www.artistcraftsman.com 

Sources for unprimed canvas 

www.daler-rowney.com 

FW and Pearlescent Liquid Acrylic Inks 

www.ccpvideos.com 

A great source for artist's instructional 

DVDs. Look for Lisa Engelbrecht's hand let­

tered Bali lanterns. 

www.duncancrafts.com 

Scribbles fabric paint, Aleene's Jewel- It Glue 

www.jacquardproducts.com 

Jacquard Halo, Neopaque, and Lumiere 

Paints 

artfulpens@gmail.com 

Jim Chin of Chicago's beautiful handmade 

Moth, Butterfly and Firefly pens, now out of 

production but may be available again soon 
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Bya Garden 
Artist: lisa Engelbrecht 
Watercolor 
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About the Author 
Lisa Engelbrecht is a lettering and multi-media artist and calligraphy instructor and 

has taught for years at Cerritos College in California. Lisa teaches internationally, spe­

cializing in workshops and classes on lettering on fabric, experimental lettering, and 

the creative process. Lisa has been on the faculty of six international lettering confer­

ences and teaches at collage, quilting, and alternative arts conferences nationwide. In 

2006, Lisa introduced new multi-media classes at the International Quilt Show in 

Houston, Texas. She is interested not only in classicalletterforms but also alternative 

surfaces for lettering and in current street influences on modern calligraphy. 

Lisa's work is featured in Artist's Journals and Sketchbooks and Beyond Paper Dolls, 

by Lynne Perella, Quilted Memories, by Lesley Riley, Altered Couture, Letter Arts Review 

Annual, and Mary Engelbreit's Home Companion . She is a frequent contributor to 

Somerset Studio magazine, and her work on fabric has been featured on the covers of 

Legacy and Quilting Arts magazines. Lisa is also a freelance lettering artist for 

American Greetings. Her classes are fast, fun, and totally stress free! 

You can contact Lisa at lengelbrecht@earthlink.net. Please visit her website: 

www.lisaengelbrecht.com 
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