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Wallet envelope book. Meredith Jane Klein.
Arches Text Wove and artist-made paste paper.
The book is shown closed on the next page.
(Instructions for a similar book structure are
provided in “Making a Paper Wallet” by Carol
DuBosch in Bound & Lettered issue 11.1. – Editor)
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Making Books
with the
Bone Folders’
Guild

by Nancee Wipperfurth Killoran

In addition to the members’ 15-themed books made for the show, a custom-made bookshelf displayed
the spines of some of the books bound by members since their first meeting at the paper mill in 2001.

In late 2000, Katherine Engen and I were making paper in a historic
carriage house turned hand-papermaking mill, in Madison, Wisconsin
(the building has been repurposed since that time). We began talking
about the need for a book arts group. South-central Wisconsin was
(and is) rich with papermakers and bookmakers, but there was not an
organization that got together on a regular basis. We decided to set a
date for a first meeting and see what would happen. An invitation was
sent out to those we knew who were making books by hand. The invitation included a challenge: those coming to the first meeting were to
make eleven A2-size envelopes with the theme of “beginnings.” As we
hoped, that first meeting, on February 2, 2001, brought together enough
artists who shared our vision for a book arts group. We exchanged our
envelopes and set a new challenge – to come back in six weeks with the
A2 envelopes bound together!
Shortly after our first meeting, five of us squeezed into a VW Bug and
made a trip to the Golda Meir Library at the University of Wisconsin–
Milwaukee to see an installation by book artist Marshall Weber. It was
on the way back to Madison that we brainstormed ideas for the name
of the new group and came up with Bone Folders’ Guild.
From the start, we wanted to involve the larger community through
sharing, exhibiting, and talking about the art of the book. Within a
year, our group had a place in the lineup of the second Wisconsin Book
Festival. (The new director of the festival had been at the inaugural
meeting of the BFG and was more than happy to include book artists’

work.) That first exhibit, along with a talk, was held at a local bookstore.
The members exhibited work inspired by a poem by the then Poet
Laureate of Wisconsin, Ellen Kort. The connection to the Book Festival
would last ten years and would include the Sixty Books project, a wearable books fashion show, and many other themed bookmaking entries.
The Sixty Books project was a yearlong effort. Twelve BFG members
each made five blank books that were then catalogued into the sixty
libraries of the South Central Library System and placed in circulation.
Patrons could check out the handmade books, take them home, and
write, draw, or paint on the books’ pages. After a year, the Sixty Books
were taken out of circulation, and in October 2006, they were displayed
at the Wisconsin Book Festival. The displayed results were amazing.
Area residents, from professional artists to budding writers, filled the
books with art and with stories (some never told before), and children
were told it was okay to make their mark in these books.
Throughout the years, the group has acquired new members and
worked on new projects. We have maintained our original philosophy:
to meet, share, and talk about what is new in the book arts world in
a casual, nonjudgmental environment. Individually, members have
taken classes with world-renowned artists and brought techniques
they learned back to the group. Together, members have exhibited their
work at venues such as the Golda Meir Library, the State Street Art Gallery in La Crosse, the River Arts Center Gallery in Prairie Du Sac, and
the Kohler Art Library and the Wisconsin Union Theater in Madison.
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Michèle Dorais
My journey in calligraphy started when I first learned to write with
pen and ink as a child in school. Growing up in rural Quebec offered
boundless sources of inspiration, but limited access to formal art
training. Still, I adored drawing letters and experimenting with the
alphabet, doodling and inventing letter shapes and forms. Throughout my teens and onward, I taught myself to draw and paint while I
continued to play with letters.
By 1989, I was living in Montreal and wanted to pursue my studies
in calligraphy. I enrolled in classes at the Visual Arts Centre, where
Marion Zimmer, co-founder of La Société des Calligraphes de
Montréal (Montreal Society of Calligraphers), was my first instructor. Four years later, family and professional obligations gradually
distanced me from calligraphy, though I knew that I would eventually return to it. That moment came about in 2012, when I read a
newspaper article highlighting the calligraphy works of Garbage
Beauty, a group of young Montreal scribes who leave their “marks”
on household goods that had been discarded and left on city
sidewalks.
I contacted their teacher, Marco Chioini, then president of La
Société des Calligraphes de Montréal, and I have been attending his
classes ever since. Also, through events organized by the society, I
have enrolled in weekend workshops taught by visiting international
calligraphers: I have had the great pleasure to study with Amity
Parks, Yukimi Annand, and Annie Cicale from the United States and
Christopher Haanes from Norway. Each of my teachers has inspired
and helped me to advance my knowledge and skill. Although I
do not intend to become a professional artist, I will continue my
exploration in the world of calligraphy for the pleasure of sharing
my work with other artists of the written word community.
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This page, above: Dévoyé (Depraved). Ink and watercolors on Fabriano Accademia
drawing paper.
This page, below: Celtic Alpha. Graphite with colored pencil highlights on a Moleskine
journal page.
Opposite page, top: Atome (Atom). Graphite with colored pencil highlights on a
Moleskine journal page.
Opposite page, bottom: Violette à bicyclette. Black ink and colored pencils on Bristol.
Text is from a French nursery counting rhyme: Un, deux, trois, quatre, cinq, six, sept,
Violette. Un, deux, trois, quatre, cinq, six, sept, Violette à bicyclette! (One, two, three,
four, five, six, seven, Violet. One, two, three, four, five, six, seven, Violet on a bicycle!)

PABLO LEHMANN

The Other, game (detail). Pablo Lehmann. 65 x 98 cm. Cut-out photography.

I first became aware of Pablo Lehmann’s work in the spring of
2012 while researching a presentation for the Art Libraries Society
of North America Annual Conference, held that year in Toronto,
Ontario. My presentation was entitled “Altered Books: A Personal
View.” While the second half of the presentation featured images
of my own work, the first half was a survey of the altered book –
chronologically, as I had discovered it.
The talk began with examples of altered books I had encountered
in magazines and books, then continued with pieces I had found
after getting high-speed Internet in 2007. The latter were generally
ones that had gone viral: works by artists like Brian Dettmer (USA),
Su Blackwell (England), Guy Laramée (Canada), and Robert The
(USA). Since the audience had likely seen most of these already,
I had also gone looking for artists who might be less well-known;
to my great delight, I discovered Argentine artist Pablo Lehmann.
No longer resembling books, but still identifiable as coming from
them, Lehmann’s explorations of text as image appeared to come
from the same impulses as my own altered-book works: a desire to
recreate the text’s inherent meaning in a visual form. In Lehmann’s
own words:
I feel strongly attracted to language and writing. Texts and words

have such an inner strength: they have the power to cherish or hurt;
they are able to arouse or destroy desire; they generate repentance or
complicity, violence or forgiveness. I always wonder how much language constitutes our reality, how it links or liberates intersubjective
bonds, creating both possibilities and limitations.
In the last fifteen years, I have explored written texts in metaphorical and aesthetic dimensions, trying to approach them from a visual
perspective, in order to present language as a material object, an alien
entity, although still a part of our lives.
I have been influenced by my reading of philosophy, semiotics, psychoanalysis, and literature. Although I do not have a strong theoretical foundation in these fields, I have been motivated and inspired by
many texts. My works are an attempt to express visually some of the
ideas, sensations, or concepts that arise from my reading.
Baroque vowel (A) and The Other, game are unusual even for
altered books. For each, pages of a book have been altered, then
photographed. Spaces between drawn letters are cut from the
photograph, and the resulting papercut sheet is then placed over
another photograph of an altered structure. The layering of meaning in the texts Lehmann uses (Roland Barthes, Jorge Luis Borges)
is reflected by the layering of material, text, and image. His works

by Cathryn Miller Photography by Daniel Chen
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Memories do not change. Keiko Kodani. Mitchell nib and gouache for lettering, with sumi ink, crayon, and clear candle wax on watercolor paper. Text is
an extract from an English translation of Memorias de Mamá Blanca (Mama Blanca’s Memoirs), a novel by Teresa de la Parra. This is the fifth in a series of
works, and the second work that uses crayon. The series is titled Change.

CHANGE

by Keiko Kodani

Memories do not change is one of five pieces in a series of
works on the theme of change that has spanned ten years.
The wax medium used was new to me. While researching
on the Internet, I happened to come across the blog of
another Japanese artist, Tetsuya Ogino, a professional
painter. He uses a candle wax technique in his paintings,
which he explains on his blog. In addition, he was kind
enough to answer the questions I had as I made my many,
26
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many attempts with the technique. Tetsuya had learned
the technique from another Japanese painter, but he notes
on his blog that Romanian painter Victor Brauner had
used a candle wax technique much earlier. Brauner was in
Switzerland, where he had fled during WWII; the beeswax that was normally used for wax painting techniques
was not available, so he used candle wax.
A brief outline of the process I used follows.

RULING PEN BASICS
by Matthew Coffin

Calligraphic ruling pens create thick or
thin strokes by tilting the nib relative to
the writing surface.

Traditionally, drafting ruling pens have been used to rule lines of
fixed thicknesses on mechanical drawings or illustrations. In the
second half of the 20th century, lettering artists – exploring ways to
create expressive lettering – learned these same pens could also be
used for calligraphy. By tilting a ruling pen on its side, dramatic and
rough-edged strokes could be created. However, these pens didn’t
hold ink well when used at such unusual angles, and they needed to
be redesigned for calligraphic purposes. The shape of the ruling pen
changed dramatically, taking the form that we find today. German
calligrapher Gottfried Pott was instrumental in this transformation.
Calligraphic ruling pens create thin strokes with the pointed tip
of the nib and create thick strokes when one writes with the wide
edge. Varying the tilt of the ruling pen while writing creates varied
line widths; how the pen is held determines how easily the artist is
able to tilt it. No matter how the pen is held, it is important to always
allow the fingers, hand, and arm muscles to remain relaxed.

closed; for thick, viscous inks, the gap should be much more open.
You’ll learn the proper adjustment for each type of writing fluid
with practice and experimentation.
Filling the reservoir of your ruling pen
There are two simple ways to fill the pen: dipping the pen or filling
it with an eyedropper or syringe.

Adjusting the ruling pen
Hold the pen gently between thumb and fingers. With your index
finger, press firmly against the head of the machine screw (on the
bottom of the pen). While looking at the writing edge of the nib,
grasp the knurled adjustment nut with the fingers of your other
hand and turn it clockwise to close the gap, or counterclockwise
(anticlockwise) to open it. For thin inks, the gap should be almost
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Adjusting your ruling pen blade gap. Left: the proper hand position. Right: rotate
clockwise to close; rotate counterclockwise to open.

Ecoline Liquid Watercolors

Carol DuBosch. Ziller inks with a Luthis Libélula folded pen.

Ecoline liquid watercolors are not really a new
product (they were introduced in 1930, after all),
but they have become popular of late with scribes.
A few of my calligraphy friends have lauded Ecoline,
and I recently had the opportunity to try out these
liquid watercolors. I’m happy to report that these
colors are the real deal.
Vibrancy: The first thing you will notice is how
vibrant these colors are, both on watercolor paper
and a high-quality writing paper like Rhodia.
Even better, the vibrancy remains even after the
colors dry (I’ve often been disappointed by other
liquid watercolors losing their mojo after a few
minutes: brilliant when wet, but dull when dry).
I find the color in
the Ecoline bottle
to be surprisingly
concentrated –
which could
Kei Goodman
account for some
of the wondrous intensity. Diluting the color is easy
and works like your typical pan watercolors. When
painting, start with a little, because a little definitely
goes a long way.
Flow: This stuff flows like a dream off a pointed
pen nib. A Gillott 303 was used for the Italian hand
script shown; I just dipped it and started throwing
some ink. I didn’t need to dilute the Ecoline color,
but I can see diluting it with a bit of distilled water:
diluting would not only help extend how long it
will last, but it will also give you subtle variance in
tone. You certainly don’t need to dilute it though –
it seems to be the perfect viscosity for pointed pen.
In comparison to my experience with some of the
other concentrated liquid watercolors, I had absolutely no issues with Ecoline: no excessive pooling,
no gumming up the nib, and no staining. This stuff
wipes off easily and is so gentle on the nib.
Blending: The Ecoline colors blend with each other like a mixology jackpot, ever so easily with both
pen and brush. The colors do not dry waterproof, so
you can rework areas after they dry. Envelopes will
need to be sprayed with a fixative if you need them

to be waterproof. I also mixed Ecoline with Finetec
for my New Year’s cards – just a little Finetec is all you
need to add some sparkle to your color.
Bleeding: Ecoline dried very quickly when I tested
it for calligraphy, and it does not bleed on Rhodia
paper, Arches Watercolor paper (I used cold press),
Canson Pro Layout Marker paper, or Borden & Riley
Boris Layout paper.
Colors: There are dozens of colors (I recommend
the turquoise, because turquoise is awesome!). If you
start with more than one color, I suggest you order
colors fairly close to each other on the color wheel,
so that you have colors that will blend – beautifully!
(John Neal Books offers smaller sample jars of the
colors, which you
can purchase before
committing to a full
bottle.) All colors are
transparent, except
Black and White. The
colors are not lightfast, so they are best for work in
journals, envelopes, and other fun stuff, but not for
archival work to hang on the wall.
Takeaway: Ecoline liquid watercolors are well-suited
for non-archival calligraphy work, both pointed pen
and broad edge. The colors are easy on the nibs
(a great bonus for those used to working with acidic
inks like iron gall and some sumi inks), and they
retain their color saturation, even when diluted.
– Kei Goodman
From her Cincinnati-based Haniya Calligraphy Studio,
Kei Goodman collaborates with clients who need calligraphy for weddings as well as for editorial, advertising,
and marketing applications. She is committed to
designing and using contemporary pointed-pen scripts
grounded in classical study. haniyacalligraphy.com

Carol DuBosch. Ecoline inks with a Luthis
Libélula folded pen.

More Ink Colors from Ziller

This past fall, Ziller came out with two new colors, Wild Rose Pink and
Winter Sky Gray. Now there are four new colors for 2017: Peach Blush,
French Lavender, Periwinkle Blue, and Spring Green. Ziller inks are
for dip pens. They are pigmented, have an acrylic binder, and dry waterproof. Ziller inks are also available in North Wind White, Sweet Grass
Green, Sunflower Yellow, Prairie Fire Orange, Cardinal Red, Midnight
Blue, Wild Viola Violet, Buffalo Brown, Soot Black (matte), and Glossy
Black. The prices of the colors vary so that all can be equally rich in
pigment (some pigments cost more than others). – John Neal
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