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A formal script
character for writing
(Ouyang Tong, died 691),
from Heart of the Brush.

A stroke-by-stroke example (for the same
character) from Heart of the Brush by
Kazuaki Tanahashi. “Heart of the Brush
Book Review,” page 19.
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Dorothy Caldwell. Journal. 2014. Rubbed ochre, plant-dyed and stitched Japanese paper. Made in the Flinders Ranges, South Australia. Part of a larger installation, from the
travelling exhibition Silent Ice / Deep Patience. All photography by Lesli Michaelis Onusko unless otherwise noted.

MARKING PLACE
DOROTHY CALDWELL

by Pippa Moore

In July of 2015, I had the honor of being part of a mark-making workshop with Dorothy
Caldwell. I don’t use the word “honor” lightly. I felt that I was in the presence of someone
who experiences her world deeply, and that her art, which I have long admired, is an
outward expression of that inner connection to her world. She is someone who walks
slowly through the land, who pays attention to detail, who can live in the silences and
wait patiently or step forward courageously to see what she will discover. At root, she is
an explorer.
Hearing Dorothy’s stories of both the Australian Outback and the Canadian Arctic
illustrated to me how time spent in lands stripped of much of what we commonly associate with beautiful landscape – some would go so far as to call them barren – allowed
her to observe it, to touch it, and to absorb it, and then to collect the minutiae she found
there. Lichens and bones, rusty wires, and even earth pigments all became sources of
inspiration to Dorothy, and were collected and recorded as she walked the land. In small,
hand-bound books or journals she carried with her, she kept a record of what she found
there. One journal she kept in Australia, for example, has each page rubbed with a different kind of ochre, one for each day she was there. Showing us the journal, and turning
the pages slowly, she said, almost reverently, “Just look at that. It’s the earth.”
While Dorothy’s small books and journals are a tool rather than an end in themselves,

Dorothy Caldwell
with a selection
of journals made
by her workshop
participants.
Photo by
Pippa Moore.
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Peter and Donna Thomas. This real
accordion book was made in the spring
of 2016. The images and text were
digitally printed on Peter’s handmade
paper and then hand-colored by Donna.
Peter: “I bought the Hohner accordion at
the Cotati Accordion Festival. It was so
beautiful, but no longer could be played,
and thus was a perfect candidate for
becoming an accordion book.”

THE ACCORDION
AND THE BOOK
by Peter Thomas

A bit over a decade ago, I had the idea to make an accordion book. The book would use the accordion keyboards as covers and
the bellows would be cut along the vertical ends, so that when pulled open, it would look like a real accordion book! I play the
accordion and couldn’t pass up the opportunity presented by the visual pun, but the real purpose for making the book was to
address a point of confusion among book artists: whether a folded paper book should be called an “accordion book” or a “concertina book.” From playing both musical instruments, I knew that an accordion is rectangular and a concertina is hexagonal.
So I made my first real accordion book in tandem with a book made out of a concertina to physically explain why, unless a book
is hexagonal in shape, the correct term is accordion book.
That first accordion book was followed by another, then another, creating a series. I don’t know exactly how many Donna and
I have made so far. After one sells, we make another. As a series, the works are tied together by structure, text, and image. A collection of photographs rotates through the series – old favorites reappearing, new images being presented for the first time. The
texts have, for the most part, been explorations into the history of the accordion and of the accordion book, and I try to add new
text with additional book. Oddly (but then again, perhaps not), a history of the accordion book has not been previously published,
so finding information has been hard, and finding more for each new book just gets harder. The latest version of my accordion /
accordion book history starts on the next page.
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Creating Dante’s Prayer
From Mind through Hand to Paper

by Julia Silbermann with Adrianne Proctor

Dante’s Prayer. 2015. Manuscript book. Black sumi stick ink, Frankfurt paper, bookbinding materials. 10"x5".

During 2014, I was one of a dozen students in a yearlong class with
Chicago-based calligrapher and teacher Reggie Ezell. Organized
by Triangle Calligraphers’ Guild, it met every other month in Cary,
North Carolina.
For a class assignment to create a manuscript book, I chose to
express the lyrics of Dante’s Prayer, a song by Loreena McKennitt.
I love listening to music while I practice, and Dante’s Prayer is one
of my favorite songs to listen to, so it was natural that the lyrics
became the subject of my book. To me, the words speak of devotion, loss, love, mourning, admiration, trust, and understanding. I
wanted to capture these emotions through illustrations that would
be displayed next to the lyrics.
(There are many interpretations of how the lyrics refer to Dante
Alighieri’s works and his unrequited love for Beatrice di Folco
Portinari. I think it is fortunate that Ms. McKennitt has never
commented on this matter. Regardless of the reference in its title,
both the song and the lyrics are capable of moving one in a most
personal way.)
As a mother of two toddlers, I can only work in small time increments, so I need to be efficient and save time. By using the scanner
and the computer, I sped up the process of creating the book, but I
always started the illustrations on paper and returned to everything
being hand-done in the final piece.
I decided that it would be best to just work in black and white and
took my inspiration for the illustrations from two very different
influences: Japanese woodcuts, by Hokusai and by Hiratsuka, and
Right: Three pencil sketches for the illustration of the ocean. This illustration will be
used alongside the chorus of the song featured throughout the book.
Opposite page: Two examples showing the progression of the illustrations
used in Dante’s Prayer. The top row shows the original pencil sketches,
the middle row shows the digitally outlined piece, and the bottom row
shows the digitally filled versions of the illustrations.
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Jerry Tresser. Flat gilding using a gum ammoniac preparation, on rice paper. Before gilding, both sides of the paper were sealed. The reverse side was painted with a gelatin size;
the front was sprayed with Krylon Crystal Clear Acrylic Coating. Text is by Lucius Annaeus Seneca. “I tested many different rice papers to find suitable ones for gilding. Needless
to say, some papers were friendlier and more cooperative than others.”

GUM AMMONIAC GILDING
by Jerry Tresser Photography by Dano Keeney
Forty or so years ago, I had the opportunity to study with Dr. Eric Ray,
who was a biblical anthropologist, a rabbi, and a world-renowned
sofer (a highly-trained Hebrew scribe qualified to work on important
religious texts). He was very knowledgeable in the gilding arts, and
we became close friends. He knew I had an interest in gilding, and he
shared with me wonderful formulas for gilding bases, including ones
using gum ammoniac.
(Dr. Ray was directly involved in saving Torah scrolls that were partially destroyed in World War II, bringing them to the United States and
restoring them as much as practical. This was no easy task, as specially
trained scribes were required. A clear understanding of the languages
was also needed. A book by Dr. Ray is still in print, Sofer: The Story of
a Torah Scroll, which shows the production of a Torah scroll.)
These formulas from Dr. Ray had been extracted from early Arabic
manuscripts, notably ones from twelfth-century Palestine and Persia.
These gilding bases and sizes were introduced to Europe through merchants travelling from the Middle East and North Africa – you would
be surprised how much gilding knowledge was brought over by the
Moors into Spain. The only early European source for gum ammoniac
preparation is De arte illuminandi, written by an anonymous scribe in
the fourteenth century.
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Many of the formulas contained gums which are no longer available.
The major source for the formulas and ingredients was Persia (Iran),
with its 200-plus different varieties of gum trees and plants. Iran
produced the best gum ammoniac, but unfortunately, Middle East
flora has been decimated due to the years of recent wars, limiting production. In addition, sanctions against Iran have severely limited trade.
Gum ammoniac size is used for flat gilding. One scribe has described
the bright finish of flat gilding on a gum ammoniac base as “somewhere between the subtle effect of flat powder [shell] gold and the
eye-catching brilliance of gesso gilding.” The gum comes from a plant,
Dorema ammoniacum, which can grow up to eight feet tall. Unprepared
gum ammoniac is sold in solid form, in nodules or tears, and these
exudations of gum often come with a fair amount of debris mixed in.
There are several varieties and degrees of quality. Gum ammoniac now
comes mostly from North Africa. The market for today’s gum ammoniac is primarily for incense and for calligraphic use. (In the past, it was
also used for medicinal purposes.)
A simple preparation of gum ammoniac works, and it is not difficult
to make, but my mix of ingredients (adapted from a Persian formula
from Dr. Ray) increases the adhesive strength, allowing any metal leaf
to be adhered, and it doesn’t need breathing to activate its adhesion.

Jeff
Richards
A Patient Artist
by Carol DuBosch

A manuscript book of recipes for the Spada family, open
to the title page, with a few trials in the background.

Jeff Richards is a lettering artist who gets an idea and vision for his
calligraphic art and is willing to work for many years to its completion. Jeff feels the process of creating a work – choosing texts, doing
color tests, trying scripts, experimenting with image and layout,
making drafts – is as fulfilling and exciting as the end product. His
process is filled with minute details, careful decision-making, and at
times, disappointment. Patience is one of his great gifts as an artist.
He began his study of calligraphy in Portland, Oregon, in the early
1970s with Lloyd J. Reynolds, an experience that gave him a firm
foundation in calligraphy. The six semesters of evening classes
with Lloyd were at a community college. Jeff relates that he and
Lloyd would often take breaks together and talk, which Jeff found
extremely rewarding. During one of these talks, he told Lloyd that
he hoped to be competent at the craft of calligraphy by the time he
was 50; he was 23 at the time. Reynolds responded, “I hope to be
competent by 75, and I had better hurry because I’m 72 now.” Jeff
learned not only excellent calligraphy from Lloyd Reynolds, but also
the meaning and history of the craft. Reynolds’ teachings became,
in Jeff ’s words, “part of who I am,” and he uses them not only in
A detail of the title page, highlighting the intricate patterned background
and the outlining of the letters. The title page is a play on words; there are
eight (ate) recipes contained in the cookbook.
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