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By Christopher Calderhead · Julie Wildman is a
dynamo. Her work is full of verve, and the range
of her work is extraordinary. Working from
northern Indiana, near Chicago, she has thrived
in the commercial world, making lively lettering
for clients. But she also makes more intimate
works on commission
and pieces that reflect
her personal passions.
The quality of her line
is always energized.
It pops from the page.
There are some
lettering artists who
plough a narrow furrow, working in an
easily recognized personal style. Wildman
is not of these. Always
exploring, always
stretching, willing to
take on a huge variety
of assignments or try new tools and techniques,
she is constantly pushing her own limits.
This interview was conducted first by phone,
and then by email. It has been edited for length
and clarity.

letter arts review: Your first training was in
graphic design at Columbia College in Chicago. Why
did you decide to go to college there? Did you know
from childhood that you were interested in the arts?
julie wildman: From the first time my kindergarten teacher put one of my paintings up in the
hallway of our school, I knew I wanted to be an
artist. I liked how my large painting of an Easter
bunny looked up on the wall. Before and after
that, I drew all the time. And I loved letters and
handwriting. At the beginning of each year in
grammar school, I would try a different handwriting style: slanting to the left, bubble letters,
loopy, no loops. I was usually the designated
poster-maker in my classes.
In high school, I was on a certain academic
track that didn’t include art classes, so I took private lessons and helped with school publications,
drawing covers and doing ads for the newspaper.
One of my favorite teachers recognized I had a
talent for art and would recommend me to other
teachers for commissioned pieces. In my senior
year, he petitioned the art teacher to allow me to
take a painting class even though I didn’t have
any of the prerequisite classes.
Still, I didn’t really know what to pursue in
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By Anna Pinto · Stenciling is an ancient method
of transferring images and lettering to surfaces,
often in multiples, in a relatively simple way.
Following Western Europe’s enthusiastic embrace
of Japanese art in the late 19th century, stenciling
on paper—known as pochoir—became a popular way, especially in France, of hand-coloring
printed illustrations for fashion magazines and
samples of fabric designs for wallpaper and other
furnishings.
Artisans cut stencils from thin sheets of copper, zinc, or aluminum, and they applied watercolor or gouache to areas of printed line illustrations using short, flat-bottomed bristle brushes.
Often the color was applied in layers to reproduce
the color of the fabric in a remarkably delicate
and accurate way. Registration marks lined the
colors up just so, and the work was completed in
assembly-line fashion. Sometimes hundreds of
stencils were used for a single illustration.
Techniques and beautiful examples of the
work from the Art Nouveau and Art Deco periods
were collected in Jean Saudé’s Traité d’enluminure d’art au pochoir (Paris, Aux Editions de l’Ibis,
1925). Two well-known illustrators were George
Barbier, whose fashion work appeared in Gazette
du Bon Ton, and Emile-Allain Séguy, whose illustrations of butterflies and other insects were
published in editions such as Papillons, as inspiration for textile and wallpaper designs. But the
sophisticated way the technique was applied was
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extremely labor-intensive, and beautiful though
it was, during the Depression the technique
became too costly to justify it for most uses.
Pochoir was employed later in high-end editions of artists’ books by Sonia Delaunay, Pablo
Picasso, Henri Matisse, and others. Jazz, Matisse’s
collection of images made from cut-outs of
paper painted with gouache, was first printed by
pochoir using the same shades of gouache, thus
ensuring the exact replication of the color of the
original images.
I have enjoyed using pochoir to create letters
and images both with pastel dust and gouache
or watercolor, as single images and as multiples.
The variety of possible effects is wonderful. You
can apply paint heavily to get flat, dense color, or
you can use transparent washes of color. Textural
effects can be made by the tool used to apply the
color, whether it be a brush, sponge, toothbrush,
or piece of cloth. Of course, the more simple
and less finicky the shapes, the more successful
the result—especially when doing multiples.
The chunky letterforms of Neuland are a perfect
example of a style well suited to stencil cutting or
as a jumping-off point for design. Four-millimeter
frosted mylar (also called drafting film) makes an
easy-to-cut replacement for the metal plates originally used.
For a low-tech printing method, the results
can be highly satisfying—but just be sure you
have a new blade in your X-Acto knife!

On the opposite page
is a stencil cut from
tracing vellum; this is
thinner than the mylar
I generally use. Vellum
is good for work in
pastel, but it’s not strong
enough to stand up to
paint. The finished piece
made with this stencil is
shown on page 38.
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By Karina Meister · Hildegard Korger was a
German lettering artist, graphic designer, type
designer, author, mentor, teacher, and a great,
brave human being. She was also a dear friend to
me. She was driven to share her enthusiasm and
extensive professional knowledge with her many
students at the famous Hochschule für Grafik
und Buchkunst (Academy of Fine Arts) in Leipzig,
and she reached a wider audience during guest
lectures at academies in Braunschweig and
Dresden. She wrote one of the most profound
books in our field: Schrift und Schreiben (first
edition, Leipzig, 1971). The English version,
Handbook of Type and Lettering, appeared in 1992.
When it first came out, Hildegard’s book was
not generally available in Western Europe, but
during my own studies in the Netherlands from
1973 to 1978, I happened to come across a copy.
Apart from my main teacher, lettering artist and
type designer Chris Brand, Hildegard’s book has
been one of my most important guides, not only
because of its clear explanations of letter art but
also for the many examples of scripts of such
an amazing quality. Once I had encountered the
book, I grew quite curious about this insightful
author and the academy where she taught.
Around 1984, when I had been teaching typography, letter design, and book design for five
years, I took a rather unusual step and decided
to lead an excursion with my students across
the Iron Curtain to Leipzig in East Germany and
to Poland. I was tired of my students’ complaints
about this or that momentary lack of material
interfering with their work. On our trip to the
Eastern Bloc, they were introduced to real scarcity

and met young folks eager to enthusiastically
carry on with whatever happened to be available
to them. And of course, I had my own goal: I hoped
to meet Hildegard Korger.
Dr. Albert Kapr, one of the leading professors
at the Leipzig academy, generously guided us
through all the departments. Unfortunately, we
were told Korger had fallen ill and was unavailable. A few weeks later, after my return to the
West, her first letter arrived—the start of our correspondence. To avoid political troubles for her,
I carefully chose every word whenever I replied.
In our correspondence, she was humble and
rarely showed me her work. She also balked
when, after she had been awarded an academic
title, I tried to refer to her as Frau Professor.
I later learned—I don’t remember who shared
this with me, it certainly was not Hildegard
herself—that, during our visit at the academy,
she actually was present. She saw us from a distance, but it was not considered politically wise
to meet with us.
* * *
Hildegard Korger was born on June 18th, 1935,
to her parents Otto (1895–1976) and Maria
(1904–1993) in what was then Reichenberg,
Czechoslovakia (now Liberec, Czech Republic).
For many generations, a large population of
Germans had lived in this border region in what
is today the Czech Republic.
Three years after Hildegard was born, her
only sister Gerlinde came along, into an increasingly polarized community already overshadowed
by the power of fascism, by agitation, and by
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