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‘Pn'ﬁce

"The tias haas covmn, thy calligoaphee sadd, 10 tall of muny thirys,

adels and jlw\'-M.aJ why the pen il ings,
And 5236\1 nmw?‘fngm wridr s I:LH l{::unl :Ivhp.“

o with apalagin to Lrwis Camell

Mm students, after having had a frw lessons in calligraphy, begin to see the
woudqfnle wide spectrum that calligraphic art embruces and then decide they wane

to leam and perfect all aspeces at once: lassical saripts, modom saripts, decoration,
gilding, pen making, layout and design, and of cowrse, flowrishing! This is a noble
aspination, but @ vather futile one, considering that “Westam calli mphic art alone
comprises some 2000 yewrs of dewlopment of sevipts, matarials, njmiqm and phi-
los:}phr. The student’s problem is maore diff it today than it was in mediewal tinws,
Today's student sees the entire history of the art with the best examples reproduced in
endless books and at conferences and meetings. ‘The mediewal saribe, on the other
hand, was generall taught, and concentrated on, only one aspet of the process: lay-
out, writing text, decoration, gilding, binding, ac. So, it is usua"}- better to oy to
aster one o two areas of the art at a time, at least wp to a lewl of some proficiency
annd not attempt to spread one's efforts too thin.

Flourishes are wsually used to omament or ombellish text, and so you should be
able to write ot some text to embellish. But it catainly isn't necessary to wit until
you have mastoed several seripts |nfm lraming the wary m'oynl.-lt wt of ﬂomishing.
I fact, the techniques needed for graceful flourishing are ciw those vequired for qood
calligraphy, and studying both will result in benefits for both. “Handly an “how
to” books on ra[ligmyh (and m?_frw of the many fal[igmyltr teachors cf m‘hr}
SEV0SS OF CVWN Huntion rFu' dynamics and kinesthetics of moving the pen, which are
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necessary for good letterforms and good flowrishes. This book will attempt to il this
gy, as well as provide a new and leamable apywoach to flowrishing.

This book qrew out of two studies: one was @ weck of delving into classic Frokeur
and the Baroque flowrish in 1982 with Raphad Boguslav (who is one of the frve
teachars 'we ever heand mention the quunirs o,fym mation ), The other began on
Thanksgiving Day in 1978 when I noticed a similarity betwoen. some decomtive
work by Johann Schwander (Calligmphy, Dover Reprine, 1958) and a simple
doodle 2 had been playing with off and on since the carly 19605, which led me into
the wondaful world J cadels.

The Flourishing Alphabet was developed in 1083 as a direct resule of Raphacl's
workshop and has served as a basis for m ﬂourislu'ng workshops since that time, 4
am indebted to ‘Rnﬂwl ﬁr his one workshop which oynml my epes to the
structure of flourishes, and to the late Stephen “Harvand for his pemission to rgpro-
duce cadel mmyhfmm his book, " Ovamental Initials.”

) would like to thank Raphael Boquslav and John Neal for ading the manu-
sript and gﬁrliq their comments and encourngement. ‘Thanks also to Alexander
)@T’in for permission to vse Mﬁgwn fmm his book, ““The ‘History and Techmique
of Lattering ", and to Joan Lorcher, Michael Sull, Chis Stinchowr, Fran Strom
Slovn, and Raphael ‘Boguslav for allowing me to reprodhice exaniples of their work,
A wond of appreciation wust go to Nancy Green ii\' ign Books and to David
Godine for their sugqestions reqanding the design of this IU:E. to Ken Wong for his
considemte and careful proofreading, and also to Judith Abwham, P.T., for her
ey in identifying the muscles uﬂ:j’ in moving the pen. Finally, a thank you to the
many teachers and othas who, through nal contact or through their work or
writing, have inspired me in the mndnjmy of callignaphy.

Bill Hildebrande
'Wastﬁimslmy , Connecticut
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Introduction

/Rmrl this first! This book will intvoduce beginners to the art of flowrishing and will
give professionals a new and useful way of looking at and analyzing flovrishes. The
methods dewloped can be ayylid to the broad edged pen, the pointed pen and to
Insh mlligm}ti;. Dt is important that the beginmer (and yml.u{vly many advanced
practitioners) mad through, understand, and attain proficiency in the mhninlm de-
saribed in Chapter 2, “The 'D['nmnirs of Flowishing. Not only is this a “must”
for good flowishing, but it will greatly improve the callignaphy of many scribes who
have never leemed to write }W}Mrlr.

This book may be used in several Jiﬂ"mnr ways. You may read through it page by
page and do the examples as they arn sugqested in the text, Or you can just look at the
examples and try your hand at executing some of the ﬂmislm ou like. 'TTuﬁrst
way is undoubtedly the waty to derive lgr most benefit from the Loﬁ. The accom-
plished mﬂu’gmyk:r can wse the book as a reference; the index will allow the location
of spnﬁr examples or methods when necessary.

A good dea of the material in this book is novel and J!ﬂ’nmt. rs}ncially- the an-
yhasis on pen dynamics, the methods of analysis and evaluation of flourishes, and the
material on cadels. anjul study will give the student a new and freshing approach
to an old ml_rjm.

The sections on tools, materials and history need not be wwad by those familiar with
these subjects. Indeed, these are as nudimentary as possible so as to give mavimon
space to the main subject. In any case, no matter how you use this book, do not skip
the chapter on the dynamics of ﬂmn’shing.

Guillermao Mdebrando

Ni



1
’,Bcginniugs

Contrary te curmnt sosmeligical conyatare, the wniverse dul not anigimate wich
o big hang, bt with 4 flowrish. = Gpaullrwes Mlidwande

WHAT IS A FLOURISH?

qi; Readar's Digest Great Encyslopedic Dictionary defines the word flowrish in
part us_follows: “wi. to mow with sweaping miotions; to be Jisylar: or wawd
abot. To write with sweeping or mammr:? strokess to embellish, as with oma-
mental lines, figures, . —n. a auved or decomted stroke in ymnmnshiy. From the
Lotin flovere, t bloom.” Considering the nesemblance of a qraceful flowrish to a vine
or flower stam, the Latin ot (pun intended ) of the wonl becomes obvious. Another
word fw a ﬂomidu which is used in the me‘ti‘ ﬁ:[d is “swash,” undﬁmlty the
wond "yam h" is ayylitd to a _ﬂowish used to protect a siqnature ﬁvm rgery. Later
on we shall show how ﬂmuislting relates to vinework illumination, Celtic knotwork,
cadels and knots in gmm:!.
DIFFERENT KINDS OF FLOURISHES

Flowrishes may be (lmiﬂﬂl in a mumber af Jiﬁ:m'nt ways. They may be wsed to
embellish text or they may be used alone as omaments. As text anbellishments,
ﬂmuis-lw may tuke rlwﬁmn of extended stvokes o smﬁ. added strokes, visible
stroke sequences, or intemupted strokes. Some of these forms may be thought of more
as decomtion or ormamentation than fowrishing, Inet the concepts overlap in many
areas. “We may also clussifr ﬂmm' as to style, viz. caunvilinear or angular, the
latter being known as cadels. “Using the laver R, these cateqories are illustrated in
Fig. 1. Flowrishes may also be classified by the technique used in rendeving them,
¢4 drawn and ﬁl[td.fmlr written, etc. ‘This book will cover aurvilinear ﬂum’slm
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as stand alone omaments and as text embwllishments firse. Cadels and other ap-
yrowches will be discussed in Chapters 6 and 7.

Figr. Kios. of flowrishen: 1., Plain Lentew; 2, Extomided sovode; 3. Extended serify 4. Agyonded floarish 5. Soter=
rupted strolke ¢, Extnded srode: 7. Extmidad strole with caddl flowtoh: 8. Examded sorode: 9. Dol strake o flawrished
sorifn; v Added storbo; 11 Vinible soroka seqoenses 12,8 elonv flowrish; vy Somyle vailipiece; 1y Bonder domonts,

TOOLS AND MATERIALS

Since ﬂomiﬂm are mlly added to written letters, the tools and materials vsed
are the same as those ﬁ‘: reqular calligraphy. That's the end of the section on tools!
All vight, a few words en the subject, but just a frw: any of the nmnz[ﬁm books on
calliqraphy will provide a good overview of this area, However, flourishing may pt
more Jﬁmmls on the tools. than ondinary letteing does. Although many formal
scripts (and flourishes, too ) ar executed with pull strokes only, the so-mllnr offhand
or frve floveishes are done with no pen lifts, and vequire the pen to be pushed as well as
grilled. Thus, the tool must be capable of being pushed without snagging or catching
in. the paper, This is no problem for cither the pointed brush or the Jhtmzuull. except



Toolg o Matevials 3

that the calligrapher must sec 1o it that the brush is not puushed against the hair or
bristles unless a spattery or rough dfect is desived.

For metal broad edged pens, pushing can be scntchy unless the nib edge is smooth
and fiee of buns and slarp edges and comers. This usually does not preclude shary
thin strokes bur the nibs must be yrepared canfully. Quill, ed and bamboo pens are
generally smoother in push strokes because of their softer material, For the beginni
_ﬂomiﬂw. a good quality fibore tipped edged pen s advisable o start with., These wi
lml:(ymh smoothly and allow the student to learn the dynamics withot being hin-
dered by sovatchy wetal nibs, Anather possible choice for flowrishing is the fountain
pen, although as mnufuctured these may not give the thinnest thin strokes. They can
be reshaped and good compromise can be had between smooth pushing and thin
hairlines if the nibs are mnfal{;hayrd.

Pointed pens are another subject altogether, The ymttn! nib end has twe rather
shary prongs which contact the writing sufuce, and the slightest excess force duwing a
}ml: stroke will cause snagqing. Lighmmess of touach, which is required for most flow-
ishing, is essential hove, and will by dealt with subsequently. ‘Howewer, the choice of
nib is important, since tu yob:ml nib, ifcrmsiwly seratchy, is diffiult to vepair,
and there are wo fibre equiswlents. So it is important that the obtain well
manfachared nibs, and wifortnately these are ward to find these days. The best ones
come from older stock and are worth searching for. ( See Suppliers. page 110 9,

ks must be frve flowing: any water based ink or paint will suffice, but pig-
mented inks ov paints may have to be thinned to flow frecly. Papars can be rough or
stiooth :?m{mg on the dffect desired. A smooth paper is advisable for beginnary,
bt once the praper touch is acquired rougher sunfuces. can be tried.

One must not overlook the luamble ymcil as uﬂowrislting twol:a ynuil can be used
as a laywut or improvising tool to wark out new flourishes, and the " double pencils™

tool is excellent as a layout tool for lmgn broad pen ﬁmm’dm. The equialent for
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large pointed e flowrishes is the '\'."lwymnlarcu pen (Fig. 2). The computer, as
a graphic design tool, can be wsed to design and exeeure flowrishes through any of the
drawing programs awsilable with cither o
mouse or o diawing tabler, Jr can also
serve as an editing tool to clean up hand

witten ﬁmm’slus which  haw  been

scanned. In mi» case, the waterial in this

Dl Poncly

book is wlatively independent of the tool {;
used and can be adapted to many different Whagprylan® Tin
materials, tools and approaches. Fipar 1. Thevse of double prvls

HISTORY

‘We humans haw an innate desire to decorate. After we have invented or made
something that satisfies us functionally, we then want to make it pleasing in appear-
ance. And 5o it seems to have been in the development of writing. This book will be
limmited to “Westem calligmphy, and we can look for the roots of flowishing in the
aurly Roman cwsive. This was written with a stylus on a wax tablet or with a cala-
mus (a reed brush) on papyrus, parchment or vigid swifaces like pottary or walls,
‘Basically, ﬂmn’sh:s are extensions af letter strokes beyond what is necessary for read-
ability, and this can by clearly sem in the Ronan ausive (Fig. 3). This was prob-
ably not done as an attempt at omamentation but mose likely Fwauu it felt qood. &
is easier and more satisfying to allow the pen or stylus to “follow twough” on a
stwoke than it is to stop it dead in its tracks.

Xw%mézg?(n)@mgwdzﬁ

B ¥ MR L I B I U

" Y0P Y CeN L

Figaer 3. Rowan Cursive, 4th ¢. (from “The Hiotoey wnd Teshumisque of Lretoving by Alewender Neshitr, Dover Pl )
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Somte examples of Roman Rustic capirals that have come down to us do show

ﬁo:ﬁslusl which may have been more conscious attempts at deconation than ju:ﬁl-
low through (Fig. 4). Most formal book manuscripts, however, do mot exhilit

Rastisn = 304 contary

TELICESOPERVM QVINIAM [V

M‘.MM.;ﬁl.(ﬁuWMMWJM'hM."M.MMF
whar.wewwldcdlﬁ«niﬂvdJ«mﬁmmﬁlmwdthuﬂtmnuy.whmmw
of the filigree decorated capitals lz:::’dw what might be called fredly flowished
strokes. On the other hand, the mquﬁynwnmam&mloyﬁrmdu
cmmimfdu'ﬂomnuﬁw.‘ﬂcpldunmmmdrﬁduﬁtr.u:iﬂmﬂv
strokes for omamentation, protection hst_focgoy.ndtvnnhird% for the
m:mduud.%kmlhﬂwmmmhn&wwﬂg through to
the Renaissance, when such formal hands as cancellaresca corsiva were amply deco-
rated with flowrishes. Dyring this the use late s in printi
Mm;':m%ﬂw;?mlmmmygm%;ﬂ‘;,naﬂm
’quwﬁowiﬂwuxﬂwiﬁdugmmﬁnhurﬁﬁ‘pb.)ﬁﬂduﬁmalnwm
ﬂum&lﬁowﬁkamﬁqinmmwaipmﬂhﬁgmdimini&lhmhuﬂy
books

“With the advent afphing.mddw&xﬂm#hmdmitmbwh.dum&ﬁm-
al holsrﬁ,ﬂﬁu into disuse, bt commandial and doaementary scripts received new
vigor from the expanding world trade and economy. The ena of the writing muaster
unduulurludkgwmu‘lﬁuﬂvmg fmuidmmmluspnmnmmbn.ns
protection aqainst forgery and as gyl«:i:lwmmdﬁy. where birds, ani-
mals and people were “drawn” with flourish . Fig. 5 gives just a taste of the
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trennendouss vwriety of flowrish styles that can be found in surviving manuscripts from
different periods. For a sevious sty of historic examples, e student is refered o
the Bibliography for sowares of rgmajurmns

u/z/ma; % o /' ol
/ 0 L e

Figuer 5. Soon floncrisk varietios from diffrrme povads: 0. gth comtuey: 2, $th commry: 3 o0 4. 42th comtuary: g ir 6. ath come
nwy; 7. 150 contweys § o @. weh contuary 19 4 10 0 ;o contuary; 12wk contury: vy 1t <oty g eurdy 20th cntury,
(Camples 1 throgh 10 rondamed by the anchors 11 07 10 e from ‘Bickham's “ Univenal Povnan,” Dover P 1y 4
from " Gasbill's Guide ra Wrining, Poen Flonwichimg , ere"aond 14 18 from “C. (. Cantn Colliction,” Zaner-Bloser (o.)

WHY FLOURISH?

Flowrishing is fun; it qives e calligrapher the opportusity to express entotions, to
ke @ mm’:z nEE:I uf tgiu )lhtmcal ngi}‘mmngﬂmd ﬂwlm )"l?: pen. e pro-
mfﬂ a annjul SOuNne o_f J«omnw nmtﬁu[‘fol mu }'lut muh and a war w
add infinite variety to your letters and wonds. iﬂowuﬂn can be wsed with any al-
phalet, and smﬂ}mg alone they can create lwadyum and tailpicces, cartouches,

. A

—— ———— ——— —— - —

-



Why Flowisht 7
badru.ﬁnrrw.bgmodb« . yntmm.ﬁourislwmunlulnuuhsym
gfu_wson'nigmhmua 'ugdnuﬁwzundintﬁismyﬂwymlnwuu
paraphs.” And as for ca kﬂmﬂn.ﬂmismddnglwmrdmlmningdu
proper technniques of flourishing to improve your pen or bnush hndlhlg..&nd besides,
it's hn!

A WARNING

The fine British calligrapher and teacher, Peter Thomton, has said, ™ an't
ﬂom’i don't try to prowe it.” Poor hrc[fcmls adl poor layouts are bud ene
without adding an wngraceful attempt at lowrishing to a piece. And many an excel-
et mliigmyhit work has bven rined by a)mrﬂmm'sh. The reader's eye will be
drawn to it and the wada’s subconscious mind will hefy asking, “How could the
calligrapher have done that to such a nice piece of work? ™ S, ventil you can flowrish
gracefully, practice in the privacy of your studio. Dievore some time to the exercises
and ideas in this book; try to un i the yltilosoﬂ beiind the mthods de-
sovibed, and practice even morr. And then, when you mtﬁmn'sll. do g0 out into the
world and prove it!
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The 'Dynamics cf fﬁowishing

"2 dow't o, & thing if o ain't got that swing.”
~ drving Mills

/]Tt "Dance gf the Pen” is no idle phrase as it relates to callignaph The dynam-
is gf lﬁody motion in dance are rlm!y akin to the dymmin q: graceful pen motion in
calligraphy. The ‘Mictorian wniting masters ware insistent on proper dynamiics in
writing technique, and it is unfomuutr that jrw contenmynonary teachors mﬁ‘:ttmtion
to these methods, or even know the reasons for them.

The requiranents of flounishing, as well as writing calligaphic scripts, are such
that without proper dynamic technique the student will rarely ymrlm smooth and
5maful results. 2 this section, we will tvat te yointtd wn as wsed in C umlm
and Spencerian. seripts, bucause this requires a bie mmﬁmm than the broad pen.
“However, the muatevial pertains directly to broad pen wor and Irush work also.

MOVING THE PEN

There are buasically three methods of moving the pen to form letters: ﬁ.-lgcr writing,
forearm (or hand) writing, and a combination of the two. Beginnery usually form
their lettos by nsting the hand and ﬁtmm on the writing swfuce and flexing
(bending and stightening) ﬂuﬁm two finqers and thumb, which also hold the
pen. ( See Figs. 60 7.) Ulnless the student is instructed differencly, this will scem
to be the easiest way to achieve the control needed to duplicate the model letters. And
unless shown the levlmu that this "fmgcr writing " can cause, most students will
contime to Learn scripts in this way and will rarely achieve the 9mujial and free ﬂnw-
ing results they seck.

8

- ———— e - ——
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Moving the ‘Pen Q

There are several mmﬁr this. First, the fiugas wre called on to paform three
Juﬁumt muscular tasks: 1) to grip the pen; 2 ) to hold the e against the papnr, and

for nost )winrtd Jen saripts, to wry tluﬁmt of the nib against the paper to Ji:mt the

'F

Figurs 6 co 7 together dllustracs the aation in fingge wriing, Figue ¢ dhows the revting gwonts in fornanes writing.

thicks and thins; and 5) to truce the contours of the lettoform itself. Although the
fingm can do all three jobs, the results are mever quite as smooth as desired, and can
be very halting and jnfy.jemd. using the fingers limits the Length of stroke which
can be made smoothly. This ?«t can show up as soon as strokes greater than thre or

four i e attmgpt:d. Thind,

finger writing tends to cause the angle of the pon staff

to wary with rspect to the plane gfﬂuyayr{m Fig. 8) and can canse the force of

the nib against the paper to way, making it
diffieult to -comly:ﬂlich and thins, This

can also cause the nib to dig in and catch on
the up strokes. Fowth, the moving system
in finger wn'tim‘] (i, the parts that mowe
when writing, that is, dwl'pm cmdjmts;f
the two fingars and thianb) has very listle

Figen 4, Showing the ongle chnge of the jon s14ff in

mass (inotia) and can casily be bomped fings wrisng.
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away fmm a smwoth ling [ry nib and paper swﬁ« nmg]mm. Forsarm writing
climinates these ywlﬂlmu as will be shown in the next section.

FOREARM WRITING

Forcamned is f«manml! The busic idea gf fmranm wiiting is to separute the _jolvs
of holding the pen, pressing it against the paper, and tacing the letter shape, so that
each of these functions can [L poformed with o diffrent set of muscles. Fost, the fin-

ors ane used to grip the pen and that is all d Jo."ﬂuq.- do not flex while tracing the
fﬂﬂl‘ contowr {except: in the so-called combined technique, where a very smiall anount
of finger and miu’ﬂc.\in:] are allowed: juest emouigh to cause a frw mm of nib motion,
Once the student has the feel of foraam motion with the wrist locked , a small amount
of finger and wrist flexing may be added. “Whist flexing should by limited to stvokes
of about 15 wim and finger motion to strokes of one to two mum.) Next, the forearm
musscles are wsed to press the pen against the paper, and to vary the forve to form
thicks and thins when using the pointed pen.. (As an experiment, place your forearm
and hand on the writing sufice in your writing position, lold the pen with your fin-
gors, and without changing the force of your grip on the pen, sec how you can lift the
e off the paper and then press it down without fleving your finges.)

Fnally, the pen is raced arond the contour of the letterfonn by moving the fore-
amm and hand without flexing the fingers. This motion is controlled by the muscles
in the hack, known as the shoulder gin.“t. I is this motion that students seem to fear
most; they think they will not have the control necessary to make small letters,
may take the average finger wniter a little practice to acquire the necessary skill and
confidence, bt the smallest letters can be made with the highest precision in this way.

The second part of the technique involves the resting or weference points. That is, it
concams those prts of the body that west on the paper to give control and stabilicy to
the pen-body combination. Theve are three ulwoa’f thought on this. The first allows



Forcarm ‘Wniting 1"

the foreanm to touch the paper at y (see Fig. @) and the tips of the ring finger and
pinky to touuch at 2. The ‘::nd does ot touch the paper at x but the finger tips slide on

the paper at 2. For stokes wp to about 25

man, the ﬁoh of the foraann resting on the
paper fleves and for '[:;r strokes, it slides =

on the Japer. 9
The second approach is to have tw pos- W B
sible rests Iur the hand and the am. For Z X Y

small stokes wp to aboue thve or fowr
im, the hand rests on the paper at x, (see i Almte ot yints i feran wing.
Fig. 6) and flexes as the shoulder gindle quides the pen arovend the letter contowrs.
For larger stwokes, up to about 25 won, hand slides at x and the forvams flesh
esting on the paper at y fleves. For larger strokes, both x and y slide on the pa
and what is known as whole anm motion ocaws. Finally the e offfund ﬁami’s{(i:
done with only the pen nib itself touching the paper. 2k is interesting to nore that
with  little practice one can be writing small letters with flex contact at both x and
y. and without stopping o lifting the pen, one can go into a flovaish with whole anm
motion, and then come back to the small stvoke mode quite smoothly. "With the
mass (inertia ) of the ann behind te pen, the strokes will be smooth and graceful.

ADVANTAGES

With these techniques, the pen shfr newr c'mn:]u its anglt with resnct to the
plane of the paper, anl] by controlling the pressure of the nib against the paper with an
independent set of muscles, the nib can skare on the paper with the lightest force to
qive exquisite thin strokes., Sinee the trucing of the letwer shapes is controlled indepen-
dently by the shoulder gindle, the placanant and control of the thick strokes (swells or
shades) can be controlled without affecting the letter shape, Finally, with the mass
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of thue hard and anm combined behind the pen, the strokes that result are smooth and
graceful with o hitches or jerkiness. Incidentally, to insure achieving a frather towch
on the paper for the thin strokes using the pointed pen, five or six shuets of newsprint
should be used under the writing sheet as @ cushion. The newsprint does not compact
lrsclf solidly and actually provides an “air cushion " on which the nib can ride. This
is helpfu for broad pen work also.

Foreann writing is equall advantageous fur the broad pen scripns, even though
the force wariation needed for deu with the pointed pen is not necessary. “Using the
arm will vesult in smoother and more graceful lwm{ e letters and ﬂowislm. and
SO tl(lmifrﬁ such as pumml capitals will bendfit from the independent nauscle

9m5p contr

ADDITIONAL GRIPS

its wonderful binds and animals made up ish strokes, will not be a:tmtyml in
this book. The pen grip and motion will e described however, and those desiring to
move on to that art will find an excellent manual in “Omamental Pictorial Calli-
graphy” by £, A Lufer, Dover Publications, 1982 The omamental flourishing
grip is shown in Fig. 10, and stokes ane made entinely with foreanm motion,

The subject -gf omanuntal flourishing E}Wﬂiﬂd Jun'ng the ‘Victorian ena, with




Additional Grips 13

moving the pen (for right handes ) away from the body at an angle of abwut sixty
degrees as shown in Fig. 11. The pen is held between -I:r thumb and second finger.
"l'fl'; index ﬁngtrjust supports the pen staff as shown.
This grip and motion allow very long controlled strokes
to be made with smoothness.

For flat brush work, using qular square edged flar
lnwlws{llwr signwiter's quills, vgll:ich mu adiiﬂv/rmr
technique altogether), the brush Tandle is held abmost
mmj to rlu'ylam uf'thtya}ur to gﬂ'dufu" l-mffit of
the chiisel edge in the thin strokes and to allow push as
well as Jml strokes. without causing the brush hair to
buckle (Fig. 12). Ocherwise the flat bush can be used
just like the broad edged wn. ‘The pointed brush as a cal-
ligraphic tool can be Fulfl in miuch the same way as the
broad pen bt should not be pushed or else the hair will
buckle. ‘However the yointn! brush can be held wartically Pgor 12, Tt bk grps.
like the ﬁat brush and can be prished and pulled with no problem. There are o many
pointed brush lettering techniques that r{:]- can not. be cowered hare. Severul good
books are avilable on this subject.

EXERCISES

The exervises shown here are not new by any means; though they may seem like
third gmdt work ﬁum a ‘Victorian ¢|mm|rmy school, dnq- ane ntlmulr inportant

in developing the proper dynamics {w flourishing and calligraphy. Any writing tool
may be used, ewm a fmil or ball point pen, bt @ 1 mom swoth writing J’ommin

pen o ﬁlnt mlligmj hy pen is dinwﬂ?
ith

vorite nib. . All exercises may by done w

you are a yainml Juen persan, use your fu
cither a broad penora yoinrtd pen.
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To gtt ﬁwj’ul af ﬂu fomlml niotion, the ﬁm :.m&es iiumu lw AcToss t‘wjn“
width of the paper ( Fig. 13) and then down tlwﬁxu height of the papar (Fig. 14.).
Each ﬁim strokes should take abosst two to three seconds. Kaep them J:amﬂd and
under control. One sheet of each will show you what the am can do. Jf there are any
ipuestions about moving the pen, vervad and study the section on forearm waiting.

2

Stroke width i exagqerated.

Figarrs 13 07 1. st cxsen i forwams writing,
Next come the time honored ovals and push ll exervises (.ﬁg 15 ). These are fine

Wy exercises to use before smm:ntrmr m[lszmylrr session. even after you are an

n}m " The student should do ovals and s yull! (and most other exervises)

000000K B

Figare 15, Ovals and prh-pulls, Thew are excallert warm-wp cxumise for all calligraphy week.
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rhythmically at about 100 strokes per minute (slightly less dan two per second ).
Start slowly, however, to get the |{«T of control. Remember, no finger writing! The
fingers ornly‘wld the pen; the shoulder muscles movr the pen.

For those who have never used their anms in this way, @ good way to start is to
make the ovals and push pulls about two inches high. “When that ﬁtls confortable,
go to one inchi, and then evn sma"r:;.‘}’ou x[\:ill develop conrol 50 you can do these
at one and two miillinuter heights without freling you have to flex inqos.

Another excellent mnw-hgn;miu B{"l'ww?tr:‘.'ﬁ"i : lﬁ'.ll%mhugm should be
mastered in all ight orientations as shown. Beqin with #1 which is the casiest for
beginnars. Orientations #5 through #3 ar more iffiadt, but they are important since
they involwe pushing the pen at the stat of the stroke. Repeat cach one severul tines
wnitil they can be done Igmaﬁd!y with proper anm motion. The strokes should be done

|}

tww to three inches ilig ;

"_-.‘ '{I"‘:
'J' . :l- ‘ g7 e “
Pracerce ull # o i, :\.{“’} b p
uwn,rrping €0,
ﬂkﬁﬂdw - :f".:'“" y
F'ﬁ*!""‘"- :. ,-,“'"‘?‘, i\‘i‘-

"
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0
.
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e e o

:ﬁ,nw.,lmdw wm-uyaminlv-hg:*nﬂ..nﬁ“lmﬁ-ru&t wroles,
POINTED PEN FLOURISHING

These exercises ane all illustrated with the bvoad odged pen but can be done as ffec-
tively with the pointed pen by those working with Copperplate or Spemcerian srips,
Some notes and a sevies of exarises and examples ’fortlu pointed pen can be found in
Chapter 9 starting on page 01 Je is adviw(h to qet @ good fucling for broad pen
flowsishing before procecding to the yoinml pen.
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An A[y]mlwt qf iﬂomishing

Lparn the ABC of flowrivhing before you ty 00 assend 1o ey sumunie,
--ikn’quh te Ihvan Palen

WHY AN ALPHABET?
wy callignaphers frel that flowrishing can't be taughe because there are so man
Y emiagrap 9 " Y

s gfﬂowisldug with so man clt'ﬂnm Jnglm "‘lf complexity and wiriations of

. But all flowishes (as wtrl as all Letterformss ) can be broken down into basic

13, And to make the analysis and exeation of both simple and complex flowe

s casier, we'll give names to the different kinds gmlus. Loaniing any art or
¢

is a lot casier if we can talk and dhink about the woious llv.ings we leam lt]'
¢.As soom as we name a thing , it becomes less mysterions and nmrﬁimdly.

STRAICHTS AND CURVES

fe simplest flowrish stroke is the stwight stroke (Fig. 17). These should be prac-
in several ways. One is to place the nib on the paper, elge in, drawe de stroke,
 dge out and life the pen. This gives @ vather static but usful stoke, A more
mmic stroke is obtained by drawing the
i, edging out and lifting Jw pen without e
ping the pen motion, sort of like an airplane

) off. A thind way is to be like an airplane | ~
ing, and have the nib hit the paper at (LI} I Ra—"

+ of the stroke while the ann is moving; this Figare 17, Straight svoker.
s & smoother beginning to the stroke. Finally, you can have the nib hit the paper
le moving, and lift qﬂ' at the end of the stroke while still moving.

16
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THE SIMPLE CURVE

Although the staight stroke is the simplest, it is W
sort of unnatural, most things in natwre being curved to A
somie extent. S0 the awvws are nest (Fig. 18). To help | ~——77" TN
in understanding complex flowurish designs later on, we | S ((‘ % )/';;
will ralk about two zim{s of auwd strokes: clockwise \\.—»//f/

(ew) and counterclockwise (cow). Practice these as | /A
will as the other strokes in diffrent orientations and (-) 2l
directions, ow, cow, top o bottom, bottons to top, lfft ( &

</
to vight, ete. Note that auves can take difforent forms &
and }rol':ortim. They can be g-rmlr or Jw_p. or they

can make almost a comy|rt: cirele or owal,

Figun 14 .j.-’& reoe

THE S CURVE

“We can now form our first conpound stroke: the s-anw, (Fig. 19) which can
start with o ow qurve and end with @ cow curve, with perhaps @ stuighe portion in
the middle. (Or it can start with @ cow curve and end with a ow qurve.) The s-qurve

is a vy natural stroke and shodd by }mmicrd in all directions and sizes. . Again no-

tice the ul:]]iwnr warieties the s=aurve can assume.

St Ssz?

Figare 1. Tha S Curve shrven i difrrert sviomtations ard shapes. They can be shery, qontls, sywnetriaal , on axpromenrc.

T—=)))xl
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SPIRALS

Spirals are essentially auws that keep going around (g, 20). The most useful
and esthetically pleasing spiral is known as the Spiml of Anchinmedes. This spiml is
one where the width 9( the white space betweoen the toms is more or less constant, The
Pasons jpr the nm(fvms white space will b discussed later, (‘Trust me!) Sypinuls can

be ciradar or oval, ew or cow, and can be decrvasing or inewasing in size, Generally
mfs in ﬂoumlw have no more than two or thive tums, otherwise they can become

Figura 30, Syirsls con snart ut the atrade and spisal inov vice versa. They waay b cimbir or ellipical.
LOOPS

Loops are curves which lucy on curving, but unlike spinals, loops cross themselves
ajm- one ronyrlm tum as in JFg. 2. J\lﬂwugh rlwf are essentially the same, we
will call l-wy; on the inside of a floarish design “inside lwys those outside,

et ":’

Figure v Lpopn . dherwing diffrme dhages. Note that Lo can be dewibed as imide o oneride Loapn, v Left or ighe Lo,
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“outside loops.” .Aqain study the different shapes and proportions loops can take.
Note uym'ally that loq.p can v so p thar mactically no white space appears in-
side the Lw}'. A loop 50 sharp as to have no white spuce inside is sliI{:‘ wﬁgjq‘omish
component and is called a cusp. See Fig. 24, example 9.

SPIRAL EXITS

A complex flowrish is made wp of the basic elements joined toqether in some
combination. . f the path of the pen entars decrvasing spiml, the ﬁdlﬂii-ll docsn't
have to end inside the spiral. The path can continue via a “spial exit,” This can oc-
aur in two ways. A nonreversing exit is made when the path inside the spirul crosses
itself to ﬁmn a loop, and then )'rwmh to cross the other tums of the spiral while con-
timiing to rotate in the same “sense” (i, ow or cew) as dwsyiml.jrr Fig.22. A
mming exit ocwrs when the exit stroke ﬁmns an s-cunwy as it exits. Thus o rmmng
exit can be seen to be a combination of a spiral, a loop and an s-aave. Jt is conve-
niont, howewer to treat it as a basic element in anal ':iug ﬂourislusfﬂu lismiting case
of a nomreversing syiml exit is just @ simple loop. [imin'ng cass of the spinal exits
are shown in Fig. 22.

(& O
@w,..: “‘a ) @ C

C o ="

Figuer 22, Sybral Exies. To exie 4 sy, the flaarish trace crvsses ieself te form & Loop and then s the ether tums in the
mmhrﬁ-w-vm{-w-‘mm’nﬁ?nmhmqnt) Fowr limiting casen wr az thv wyper sighe.
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SCALE

When we leam a calligraphic alphaber, we 5nmn[ly find that a nomiinal pen scale
is recommended: e.9., an x-{wiglut ? so many pen widths, ete. Flowrishes have no x-
height bt do respond to pen width changes as shown in Fig. 25, For a given size
loop. a very namow pen will make the loop appoar monotonic (i., very little chick
or thin diffrentiation ) whereas a very broad pen will leave no white inside the lwy.
The heaviness or lightness of a flowrish is thus controlled by the pen widdh and is cho-

n, gmrmlly. to hammonize with the density of the text bing emdxllished.

X X XXX

Migart 1y, Siale. This shown how che apywerance of @ florish changes with stroke width,

A veview of the basic flourish ements is shown in Fig. 24, for casy rfrvonce,
Each of these should be practiced in all the different wariations, shapws, orientations,
scales and senses with swiooth anm motion. Jt is brst to start lange: loops and spirals
at least one indhy in dismeter. Lpam [ﬁ:rm s[owl'z-: s[p«d follows after structure is ab-

"

sorbed mentally so that a shape can executed wit wutj%llowinﬂ’a model sheet.,
s - /—-\ /—\j/ A
G (B> @
5. - > - <)

> D> (&

iﬁfﬂn.'ﬂfh&ﬁnﬂ&m:uﬂnmﬁ |lnlr:=.l|vsim’bm:1.t|nam;4.hm&bc cu. the
hsdtbc_r:t.ﬂn,ml:r.dcwmqtp-lml:l.hnmﬁppllnmp.llumﬂwqamefﬁ X

REPEAT CHAINS

The next step is to }wm'n' the basic dlements |ry wnd’iuiug them into simylc
chains, for example by myeating the loop element as in Fig. 25. Notice that this
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exervise can be varied by duanging the loqy Jroportion 5o that the loops can be sepa-
e, touching or overlapped. Repvated chains such as these are excellont for achieving
rhythn, good am control and coendination. Ocher good chaing comprise alcemate wp
and down loops and altemate left and vight loops (Fig. 26).

(202000 (N (W)

mf“*ﬂ-"qﬂdmm“u’hmdvmng&bquw.wkn’dmdam.

Figure 26, Ruywat dhuins wing alenats up and Loven Loops, andl alirmante Lt ond right Lieys.
Repeat chaing of spirals vequire spirul exits and are good exercises to dewlop hand-
eye-bmin coondination. See if you can analyze the chains in JFig. 27 in words before

.ﬂ,ﬂ:y.ﬂgﬂ&uwwm’wduﬂhuﬂiuﬂbuﬂﬂmofﬂéh%rqul.
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you try them, Then duwck your varbal desariptions

with those given at the uglut

Another gooJ chain exercise is to repat looys 1 obiemics ow o sow spsenls wch oy cuts

Wl denrigtiom of repet haima o0 Fog, 2

1w yperals with ooy enty
'3 w,wlnmﬁwm‘m’m

bur wiry the orientation ..! dnr lo fmm one to the next ﬁ.fig 2). quu chains
have practical applications in llu esign of bonders, text separators and line fillos.

2%% 85 b%

Figaw 18, Repvee chavss with loays dla_ﬁmt mimtasieny end wirping s,

NONREPEATING CHAINS

Here is where we can begin to ime
provise, design, build and nmlyzr
complex flownish combinations. A
number of examples will follow show-
ing how the basic dements may be
combined to fmm @ queat wariety af
flowrishes. A good way to start is to
tulu lwo clements and see what can be

ting and altemating
tiu:m ‘1'{: a(r':l wte up- -and-down looy
was one of these, but those claments
were both loops. In Fig. 2q, we start

with a loop and 2 syiml then se¢ what
lm_mxm with twe looys and a s:,nml

G@’@
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and develop a sevies of flowerislies based on chis. Then we try the mirvor images of this

serics and finally combine one with ity miner image to achieve @ symmetiical oma-
mant. ALl of these forms should by practiced unri?tltq' can b done gracefully and
without refrming to the maddels.

The student should at this point try making up some flourishes based on nonrepeat
chaing, One way to proceed is to pick out a combination of florish clements and then
vy to actually constrnce the flowrish with J!'r'rmur clement sizes, densities, etc. See if
you can comie wp with will balanced graceful designs for cach combination. A “me-
chanical " method of generating twe, three (or more) element combinations is to use a
table such as the one m ‘Hre cach of the non- trivial flovrish clomients is assigned

A Hoglh G a ruomber, Now, for & three cemant
o ' 5--.,*}""[-';";&""1‘- ey | CoMbination, just choose three digits

2. 0nide fpop 6. Syiral, vt ey, e, et Itween 1 and 8 ot andom and oy

Jmloying a ﬁmuish with those thire
s Ok oy 1, bl e oy, mcry clements connected in that onder,
A Cousp . Syival , inside s, encry

For cxample, pick 3-4-5: An
outside loop to a cusp to a s}'im[. outside entry, nomveversing evit, JFinst just draw
the thaee r[:mmrs a5 a chain, Then try to anar the elomnts into interesting com-
positions by warying the spacing, orimtation an?:'-wrla';ﬁ (Fig.30).

XA (@ XN

Y/ ,m N @20

Figurr . Varkations on o “wirchamically gmovstil” flourish, Noes thue by churcr this o ria 1o & Pwriched |t Al
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MULTIPLE STROKE FLOURISHES
Up to this point we have made ovr flovarishes with one continuous stroke (exe

wher we _jum;»w& two minror imaiges . Now we consider using two or more strokes
or separute flowrishes in a single flowrish “composition.” Repeated aurve strokes can
fmm the basis gf simyle framues and repeated s-aurves can ﬁmn the busis of many in-
tevesting designs. Swpaposing one ﬁmuisk on another with proper attention to spac-
ing can givw intevesting results (Fig. 31).

> W
D ©

Pt 1. S evamyles of orshes s g of twes sepwrate flnwisher superposed.

The stdent is encowrnged to expeviment with the ideas of Figs. 29, 30 and 51 to
inprovise some original combinations, using both singlx and nm[ﬁylt stroke ap-
yoaches. The design or improvisation of flowishes to fit a given spuace or composition
can yroceed along strietly analytic lines (¢.9., deciding on a sequence of basic forms
and sizes and then mcum:? them ) or it can come fmm avative “doodling” where the
subvonsciows “right bain” is free to play its own tune, 0 to speak. ‘With any form
ofman’viry. this requares fluency on the part of the ovator, Fluency comes fwm hav-
ing leamed as many busic and complex ﬁm as yossila[r and having them at pour
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fingatips, literally. The more flowrishing pou have done, the more fluent and oreative
o

its will be. A similar ciraumstance ocurs in musical improvisation or com-
position, One does not iyitlr up @ musical instunent and improvise (compose) any-
thing worthwhile without a great many evercises and a lot of practice on existing
scales, anpeqyios, melodies, etc. After the fo:mal training the fr dom can be invoked
and you wilii have a nuch larger repertoire on which to imyrovise and croate.

CLASSIFICATION OF TECHNIQUE

There are thiee basic ways of executing a Jﬂmm’sln: 1) Drawn and venderd; 2)
Formal, calligaphic; and 3) Free, calligraphic.

Drawn and endered flourishes are just that. They are drawn with pencil and care-
Sy rendered (filled in) with pen or brush and ink or qoviache. Many graphic artists
use this method when designing far reproduction. Details of this muthod will not be
covred in this book, but a good exposition of the technique can be found in Tomamry
Thompson’s " Saript Lttering for Antists.” However the methods in this book will
give you the basis for the design qf gmuful ﬂmﬁslus that can then be drawn and ven-
dered in this manner.

Formal calligraphic lowrishes are done with pull strokes only , and as @ resudt they
5mrml|? mEquine pen iiﬂ:. They are used when a ymn'mladr tigltr design is to be ex-
cauted, where a design may have been originated as free form continuous stroke
_ﬂwn'sl:. It must be mn:fuﬁ? fitinto a prescribed space. The formal approach is also
necessary sometinus when the flowrish is very lange, or the tool davs not permit being
‘puslwdﬁnly. One needs considerable practice and skill with liu‘famm[':l;mmh i
ordder to achiew the gruce and spontancity of a free continuous stroke.

Finally, the free calligriphic flowrish, which is done in one contimous stroke with
o pen lifts, is the one covored in detail in this book. fomu the design basis fﬂ the

other two aﬂmlus‘
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SPEED OF EXECUTION

Good flowishes, regantless of whether they are drawn and rendered, done with all
pull strokes, or executed in one continuous stroke, should have the appearance of grace
and spontancity. As a result they may give the impression of g*c:{?.Ts thowgh they
were done very m_pi:l[y. but this is not nmm:i[y truc. ‘Just as it is possible, and
ten necessary, to change from a hand vest mode to o whole am mofc” and back again
Jwing the same continuous stoke, so syml in ﬂoun'dning can mq-_fmm one part ;f
the flowrish to another. The speed of the pen at any point depends on the control need-
od for acamte stroke placement. Many flowrishes chat look like they were done at
wery high speed were in fact exeuted quite slowly. 2f the amn is v)m{r used, even
slowly evecuted flowrishes will give the impnession of speed and “dlash. ™ ( Note: the
word “dash” was used extensively by the pointed pen masters of omamental pen-
manship of the late 1th and mr" 20th centuries to mean spontancity, liveliness,
snap, ac. ) “When leamsing the art of flowrishing, the student should use proper pen
dynamics and flowrish slowly: control of the pen is more important than s}nn‘{. ']{:I'
are tines when rapid strokes are desivable, and the ability to exeaute thom will natu-
mally follow when contvol of the pen is mastered.

SIZE

&am)slu in this hook should be ymcticd at least twice the size shown, .An
stnaller than this will not train the hand-ami-eye system properly, Don't ovn‘loo{
working even larger, say with a one inch fele or poster nib or brush (or Whopper-
plate® for pointed pen work) and doing flosaishes 18 to 24 inches or more high. “Use
the dassified section of your mvsju))m' for praceice; it has an v gray tone and the
colimns make a fine line quide. ‘Waorking this large involws te ann and body in a
wiy that is both exhilarating and bendficial for your calligraphic technique.
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“What Makes A Good Flourish?
:’mmﬁhmnhiMhﬁmuhmwiﬁij.

ity ro:}»lm‘l(uu
Basuty in flouriches evists i the wiind which contamgdates them,
— with qnlm’m 1o David ‘Mune

g t would have been nice had this chapter come at the larginniuﬂ of the book, but it
is best studied after you have an idea of what a flowrish is and know how to do some.
The following topsics should bx tveated as the basis of a series of Lessons and the stu-
dent should practice the evamples shown and try to make up othery to illustrute the
ideas discussed. A gao-l ﬂoun’sln emphasizes and embellishes the text without over-
powering it or divating attention from it. (A good rule to follow is “less is more™;
don't use a complex flowrish when a simyl: one will do.)

WHITE SPACE CONTROL

A flourish where the white spaces are of the same or-
der of sie can apyear to the eye as a homogeneous whole,
with no pat of it attvacting the epe wiore than any other
(Fig. 32). Any extromely tight amas with small
white spaces tend to attract the eye and can distract the
viewer. A great deal of what causes a parson to like or
not like a piece of calligrphy ocaars in the subconscious
mind. The wntmined observer may not know evactly
wh do or don't like a iece, l*ut (1] ruw : w Top: poor white sy con-
m;' d.f;zitr ':ﬁ'clings" one v.'{y or the ﬁtr!i g:r visal "'"?:“‘l“ i & bt e, ‘Boscwns

systms and our subxonscious minds pick up « lot of ‘fﬁ.ﬁfﬁ L A

77
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information we may not be aware oj consciously, and wnless we are “in tune” with
the subxonscious, al{ we are aware of are vique feelings of likes d dislikes. Simple
ﬂowislm involving only one or two dlements umlf;' Jresent no white space yrob-
lems, bt complex ﬂourislu.s. which can appear as complete designs in themselws,
can wsually benefit i[:»m a white space eritique, Uniform white space distribution in
a complex ﬂowi:h s the nﬁﬁt -{f{:;"fring its strvcture and appearanae.

HOT $POT CONTROL

This is more or less a corolluq.' af white space control. “When there are too many
lines crossing in @ small area, or the fovrish is denser in one area, @ hot spot oucwrs

which distuats v vimcrfmm the rest of the ﬂoun’sls or

text. Generully more than two lines owossing at a point

(orina snmJamﬂ. or thicks crossing thicks, will cause

a hot spot, as will a concentration of small white spaces. |
An example of this is shown in Fig. 33, Gince there are
mtyrims to all rules, it moust be moted here that there
mrkﬁrrmdmahﬁsyﬂ is desived to act as an
attention qatter, and many gracefd flovrishes have bon
made with I'n]llr rossings an thicks crossing thicks.
Bt these are cx«yﬁmml and in gmaul :?w ‘
avoided unless you haw a gwd reason for them.

‘ Figar 3. Tipr Tighe cronsing
. be s b 4 Mo s Dot Same
ik with bt spot evwided.

CONTROL OF SCALE

Flourishes, cither as separate deconative clements or as text embyellishments, should
harmonize with the other clements on the page. This is best uctomyli;'ud by wsing the
same nibs size for the Plouaishes as for the text, although sometinus flowsishes are fin-

ished off, or hairines ar added, with o finer nib. In Fig. 34, the top flowrish is oo
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thin for the associated lattering, whereas the second one hannonizes 11 ¢!
m'crfy. But in the thind mmgn-[t. a vy I|;iu_ﬂmis|| on a heavy E%Lgs

letter works because of the contrst and the placement qf the flowr
ish. Jn any case, a flowrish gnwmlly should nor overpower the tex 3
Fnig

wiless thery are definite reasons,

CONTROL OF AMBIGUITY %

The overall effest of a piece of calligraphy on the viewer is best
when the piece appears as a wnified whole, with a meaningful "
structure or composition. The same may be said fmr a ﬂﬂlfi!'l. e
Whether a flowrish is sem as an anphasis of the text, a decom ¥,
tion, or an expression of the mood of the calligrapher, it should not 5 270 L0
ovapower the text, or unduly call attention ro itself. A complex wale, St abow.
flowrish will work bust if it gmu an integral pare iﬂw composition and appears in
itself as @ complete design where no part atevacts. e epe more than any other part.
Awoiding “hot spots” [wlys hiene, but there muust also be no question (to the percep-
tive miechanisin of the subconscious mind) as to the path or structare of the flovaish.
“Wisual ambiguities tend to subconsciously distob the viewer.

Low angle crossings can give rise to this kind of problem. In ZFig. 55 a we are not

sy whether the two strokes are ammlly aossing, or are mm'[y tangent, The low

S Z
AR
:ﬁ,nno.'l’.\uhlam"m-mdrrwd{m Fpurn 380 @, Oirher b thy Ly ovons ot 0 high angle o

grra? (Pig. 18 b this a loop o joot 4 cine nak ma sepanate then to aveld ambiguity. Flg. o b, The
carved stroke ! These embiguitis com mar 4 flowish. mm.,..,l...u.s.,-ﬂ.-.fmg.u b,
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anale of erossing in Jiq. 35 b can give the loop the @ we of an owal that was
s:;'tl: :{ to ﬂungmm?mh as an nﬁaﬁwgh:yiht Im}i’ly::: tlw{uixmiom miind
yicks out these ambiguities, and the eye ends to be attracted to them as “hot spots.”
Making the angle Ivtwomn erossi strokes langer (Fig. 36) avoids these difficulties.
M fact, when designing uﬂmmi:z.minmuﬁngan ‘o_ftmymlmtiw exerise i to
look ahead and try to cross existing lines in the flourish at nearly right angles. The
oxample in Fig. 57 shows how this works.

e d*(%*(_‘ e

%
AR EE

Mj;..ﬁnwmﬁmﬁ%:hmduwMd*mtwﬂ!dﬁﬂqh.
STRIVE FOR SMOOTHNESS

Striww for smooth, gmeed, dymamic aurves and avoid jerkiness, awkwandness and
un?mgq‘l. abrupe direction changes ( Fig. 38 ), The use of the am in nslm:i

will usually quarantee graceful s, Even if the pen skips and fuils to leave an ink
truce in part of the florish, the am's follow-through wir!finish the stroke gracefully.
These qaps are wariously known as phantoms strokes, flying white space, or implied
continmity. The last tem actually describes what happens to the hurman porceptive

T T

Mﬂ@ﬂ.w‘w‘ﬂuﬁfﬂ- P ,mﬂ.w:huﬁalm" HH\#W
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mechanism when it encownters a qap in a stroke. If the follow-through is graceful,
the “eye” actually “fills in" or infrrs the continuity of the stroke. Gays such as these
are usually not retowched since they add lift to thu flowish.

Altlwtujlt nlnu}'r clungt; in dirve-

fion any umn"y to v awided, there are

cases where cusps can add visual intorest :{ff" o Cast
to & flowrish, as in JFig. 39, and abmipt CX b/
anqular d nmu?lyfrmn the basis
for cadels, which will be troated in de-
il & 1 A Figury 1y [ift: abwage hanges in dimnition can adl intrest.
tail in Chapter 7 i:;: y j“{t mh(&w s
MAINTAIN VISUAL INTEREST

Ty to woy the

tlm'mlt! .uni rom:ti- HO0Y pass
@’ nations in complex
C | ﬁcmn's[ws. Maintain

an even color (i

_ dmiq'. or darkiness) M n, G aonlens, ki
@@ while  swiving  for @"wam
wuwlr.\'iry without mulviguity. C onwmly. avoid the

visual boredom of excessive vepetition of lements weless
m““f: ;miw"‘:, a border or repeat design is desived. TFor example, more
n hoeudow. Dttom: s waer.— than two or three nams in a spinal will wsually result in
visual boredom, as will ing the sanwe type gf clement ins the same size, Awvoid
ainnless, ungmcfful. -mm"?im with no apparet purpose and which do not
form a coheront design. See Figs. 40 and 41, Use transparent overlays to check on
placement and appropriateness before doing finished work,
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HARMONIZE

Flourishes should harmonize with the style and co |-
or (density) of the text being embellished . For exam-
y[t. the Mralic minusade is Dased on the owal, and this
sugqests that the ﬁoun'slt Loaps should be more owate
than civaular. Humanist saripts, (Rowwns) based on a
civoular “o " could have florishes with rounder loops,
and Gothics would be at home with pointed or angular
styles (Fig. 42). And, as mentioned before, using che
same nib size as used for the text will lulp any decora-
tion harnmeonize with the page. Sometinwes it is fun to

break the neles and see what happons when a Howrish

delibemntely lashes with the seyle of the rext (Fig. ) |

Im‘:/c]

qg’otfjlifr

STUDY GOOD MODELS

After leaming to recognizy the basic flowrish dlements,
how llq- combine, and what makes a good ﬁm‘ish. tw
next step s to pictice the Jniuciy[rs and study good ex-
amyl«s. Thewe are @ number c_vf 500.'! books awilable with
nfam_plnﬁum different style }miods. many of which can
be had at reasonable prices as rerints from publishers
such as Dover Priblications ( m':{: Bibliography).

At this point the student showld review the pints
made in this chapter, and devise examples to illustvate the
Jnin:i}rl:s inwolved: white space control, hot spot control,
control of scale, control of ambiguity, strive for smooth-
ness, maintain visual interest, harmonize,

Figuor 4. Wanmany

oman
=

othic

Figue 4. Bovaking the “rules.”
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Remember that the more ﬁumrlr can exeaute the basic elements and combina-
tions in all scales and orientations, the casier it will be for you to come up with just
the right florich when you need one. As it is with all mles, there will be exceptions
to the suqqestions in this chayter. Ruiles are made 1o be broken. ‘Bat the ideas dis-
cussed here will give beginners a good basis by which to evalieate their work, and at
the same time, & point of departwre for more crvative endeavors,

DESIGN SUGGESTIONS

The best Jrepanation fw avating an gﬂirriw ﬁmm’:sh is to haw done numyﬂau-
rishes. Creative, perceptivg and aritical practice is invaluable. HJeanyee “Wong once
said, "To beconue a calligrapher, you must write many pages.” This is just as e
for flowrishing. Jenny Groat's approach to  calligraphic project, Play, ‘Plan, Prac-
tice, ‘Pnfra and Poforns, is equally ayplicalrlt to the design qf ﬁvun’slm. and will
be expanded on here.

Play: Start by playing with the flowrish; try some diffevent ideas, combinations,
amangements. Enjoy the process; let your mind and your pen wander, frolic, doodle
and discover! 2t can luﬁ:al. to becore too sovious too soon. ' While ylnrim] you may
Just hit on the idea or wariation }\m‘w Iven balingfor.

Plan: This is the time ro do a sevious ewaluation qf your ideas, yids out the most
suitable ones and plan how they might fir into the piece you're doing. “Use tmcing
paper and overlays to duck on placoment and size, and reevaluate the entire effect, ve-

tumiing to the Play {J‘m gf ecessary.

Practice: Loam the flowrish you've decided on, and practice it. “Use the rools and
materials you plan to use in the final piece. Remember that the beauty of calli maphy
is in gowl mwasiy based on spontanaity, and this will come with }mulia nmf -coqfi-*
dence in your tools and matevials,

Pafect: Now, pafet (i.e., make foultless) the flowish, Get it paft, fluent,
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(Mﬁt{mf and s, Yeu know how ﬂumr and mEfiJmt you are with the b‘ttnﬁmu
of the script you are writing: you should by as cartuin of any new flowrish you plan to
wse as you are of your own handwriting.

Perform: Do the job! Perform: it as a musician or a dancer performs. Remanber
that the " dance of the pen” really is a dance. The written marks of calligraphy are bt
the tracks and traces 9? by a poforvance, a concor of the physical and emotional
dymamics of the mlligmﬂw. “When we view a picce of mﬂlgmyl\r that }mtindauly
mows us, we always frel these dpnamics,

A FLUENCY EXERCISE

A good exervise to My dewelop fluency in flourishing is avating an alphabet gf
ﬂ&uﬂm fayimls ﬁr an imaginary laugmgt.jmt tuke your pen, and without brying
to ﬁml any lonown letter, orvate a compace flowrish that migﬂ! be taken for a letter in
some evotic sexipt. Do as many different ones as you can and do them large enough to
insurt roper ann motion, say, one inch square or lager, Lt the pen dance and see
what da)f}m (Fig. 44,

AT G AP

Figurn g4 Dondlor, 1, whaever you cell thom: vandom, unglonral flowishes can belp opon ywr cmasive mind end
il '!“‘M They ehse mube qond wirm-up curcine,

A FINAL WORD
.»‘\ﬁzr rm'w ymnicai the ﬁml flowrish and hawe a )mﬁct one on practice paper,

P

it's always tempting to use it as an wdnlay on a liglttlmx or liaﬁtt table, and tuce
over it on the final sheet, This is wswally a serious miistake, Trucing aﬁmn’sh. or any
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calligraphy for that matter, will usually result in o stiff, stilted caricato of the
original. 2 is mminly possible and practical to use an underlay for quidance in Josic
tion and size, However, when wsing an wnderdiy in this wity, take care not to trace
the underlay. “Use it only as an in:?imrion of the floverish is to go. 2t takes
bit of practice and experience to be able to exeute o flourish in chis way and do it

gmuummulr without tracing it
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Ayylicaﬁo-ns of .‘Tlomislting

The werld will mot ed with u by, buat with a flaarish.
= wich apellgics vo T S Eliet

CENERAL
g:loun'slus may be used for burdars, pattems, omanients and designs, to embellish

rext and decorate or omament initial tters, to design cartouches, frames, logos, ate.
Flowishing can provide excellent calligraphic thevyy for improving your writing
techmique, while bring just plain fun. After all, you don't have to wony about mis-
spelling a flourish! Do keep a pad and a calligraphy pen near the trlgﬂwm?‘mislw
muake fine telephone doodles and many avative designs have been invented during o

phone all.
BORDERS AND PATTERNS

A simple or a complex ﬂawish. n)-n:rcd along a line, can frmﬂ the basis for a
bowder, 2 the flowrishes join, that is fine, but it is not necessary (see TFig. §5).
Flourishes can also be used to create roat
Jaigm ro ﬁll arvas and hd:gmuuis.

HEAD & TAILPIECES: SYMMETRY

These an mmriully omaments or short
bordars used at the top or bottom qf calli-
gmyhir texts and chapters in books. Semer
tins these are made symmetrical (minor
Figrn s Boodms and pattenm. i»ugrd) about @ wartical axis. ‘Spummiml

30
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designs can be made by doing a flowrish for one half and then trucing it on translucent
paper. Tum the tracing over to get the mimor image half, and then practice both

WA P~ Auuil aart Vimaad wrs B ~u "
TL I A v G PAEAGLY e Al - Barav s )
I <.
-
\A/ b T g1 S

’ o

. v (" " Y L
LALE L S L TR e IMgastt A4g iymmiy A l.-‘-jn L 5; v A

Figurn 48 The go dogrre shife to sheain sywovatry in thy pon srolles,
halwes before final exeartion. Jf you use the same pen angle for both lalves, the mir-
ror image lu:lf will look a litele diffevent from tiuﬁm Imj_f. 2 you want an exat
mimer imagr rgnrﬂnmtian. you
must hold the pon edge ar go degres
to the way you it in duﬁrst
half. This is easily accomplished by

tuming the paper 9o degrees from the
original position (Fig. 46). Fig. 47 Figun 47, A spwonasrial tailpive,
shows o symmetrical toilpiece that o
ws done in this way. —
One way qf creating stmmwm'ml ﬂmm’sl\ _'V .
designs is to use a small rectangqular minor., i
Just do a flowrish, and then hold the mirvor | 0

with one edge against the flovrish on the pa+ | 11, qu0e_~
J‘“ 5 H‘ﬂt }'ﬂl can set dil "H(m ﬂl" A

flowish (Fig. 43). You will ¢ @ yme | Cavraasive
metvical design, half on the paper, and the
minor image in the mirvor. By s-liding the Tigar 8. Spwometrical floursshes wing @ warer.
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mimvor to different parts of the flowrish, you can see many diffent designs and can
choose the most a]‘zv‘!imw to your needs. "When you have just the right one, diaw a

yam’l line a[mg mimor edqe. This locates the evact portion qf " ﬂouﬁsh to Iy
twiced and flipped over. This technique can be used to crvate synumetrical frames and
cartouches as well, besides bying lots of visual fun.

FURTHER USES OF SYMMETRY

The reflection or folding abo @ wertical (or horizontal ) axis is only one kind of
symmutry. Another Lind is syummLabout a point., Rather than try to come u
with a rigorous definition, we'll desaribe how to do it. For cxamylt'..}m draw lﬂ:
floverish as in Fig. 49 a. Then place  picce of tracing paper over it and truce the
on’giml flowrish. Next, without moving

the bucing, stick a pin in anymoﬁfﬂw i @{/ﬂf’ : @é/,u;

ﬂmn’slt and rotate the twcing 180
dcgrm (two n'fltt anglts) using the pin as
a pivot, Finally, tace the oviginal flowish Y P
onta the tracing MNT B0 et the final de- | & @( ‘LW L
sign (Fig. 40 b { Just where you place the |
pin determines how the final design will

look. Anothar example is shown in TFigs. /@
wru"d..‘.’tisnarnfamqtmm u;-iuB?:o % (_)/ f/@@(
do this: note that once the tacing ha lven .
rotated 180 degrees, it can be yaml any- e b s o

where with resywet to the original, and the most apaling position vsed for the design
(Figs. 40 e o f ). Sometimes this technique will give you an idea for a new flovrish

combination, since the two halvs are velated Inet are not minvor images. "W proper
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wsitioning, the two halws nay bv joined to give the dffect of a single line. The stu-
':lmt should try this to see how if wjris 9 e f d
The mttlwIs above give rise to designs with two related halves. Sywmetrical de-
signs with fwr related quarters ane fun to consider, tov. (“Haw patience, this is as fnr
as we'll go with this :nI;:ct.) Thare are essentially three kinds of sty that can
be used Ture: 1 ) symmietry about a point; 2) symunctry about one avis or line; and 3 )
: : symmetry about two axes or lines at
%‘; Qii "Q‘% nght angles to one another. “sing
POINT ona Avil o AvEs tlu vonean letter R o vsant the
flowrish to be used as a lmisfnr the
(lﬂia_'n. e three methods ane shown
on schematic form in Fig. 50, Thar
are many more wariations of these
Fiper go. Thee basic tyyes of spwometry. synunctry schemes, ¢.q.., npating a
ﬂmui:sh arovend a point more or less times than four, or having more than two axes o_f

symmetry. The basic methods developed here still ajgvly.

AN ORNAMENTAL CAPITAL TECHNIQUE

An inmming omamental cayital can be made |1v n_;naml[y or contimmu{y

C

Fiore 1. A comwmumtal iapreal tochrigur using speated or comtimanss flowrishing sver the basc better structure,
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ﬂcwisluing over the imaginary skeleton af the letter with a rather namow Jen. The
idea is cusier to illustrute than it is to describe, The examples in Fig. 51 were cach
done with one continseons stroke.

ODDBALL PATTERNS & MISCELLANY

To genenate intevesting pattems for backarounds or
omaments, by raling a rather dense romyfﬂﬁmniﬂs
and fi“ in the white spuaces with different colors or tex-
tures, or with black and white as in JFig. 2. Jf dhe
florish has no tangencies or multiple arossings, you
showld be able ro altemate Mack and white with no
ambiguities. ‘This makes a great doodle dwing long
ylwm calls!

lﬁg. 53 inchudes a selection of miscellancous and
“fun” flourishes that the author has ereated, cadged or

Figo 1. Apatm chwige.  <opied over the years. They are included here for what-
ewer use the student may find Jur them: inspination, deconation, practice or just lain

 The flowrishes below that have no beginning or end were gmrmﬂr s-tumdr near

the top with a downward to the lft stroke, Lraming a few of these will do wonders

Figare gy A colloction of miscellaneonss Ronwisher, (AMore on poge 41.)
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for the right bruin and your hand-eye coondination. Jt will be helpful to analyze the
complex flowrishes by writing a word desaription of each one wsing the nomenclatwre

thlo}m{ in ('haym 3,

- ,.-.,‘.

CARTOUCHES AND FRAMES
Creating @ flourish or flowrish bor-
der around a name or title can be a

challenge if it wants to ajz:nr as a

spontancously flowrished affair nather
than a can lly planned border.
With exporience ﬂuw can be done
without tow much Jvlanmn but there
are ways of approaching ju problem
that will gt results without too
much trial and ewor. First write the
wond or title the way it will appear,
and then sketch the desived limits of
the mclosing ﬂnmnish in _|vmri|. This
area is then fillad with one or more
flowrishes to suit. TFor reasonably for-
mal fmnm the flowrishes can e
sketched in pencil ﬁm (Fig. 54 0)
and then fmu]m{ in ml(."ﬁg 54 1),
The appeanance gf spantanity can be
Jlﬂ'wlt T ai'un't wltm wwlmg
within nqitt bovndaries such as these.
A ess fonnal MOTY SpontaNcous
frame is shown in Fig. sy ¢. The
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floarishes may be unconnected to the word anclosed, or they may connect to (emanate
from) the wond itself. “Whien desiqning an enclosing flowrish, cardul considemtion
should be given to the amount of white space between the flovwish and the wonds en-
closed. Too little and the flowish will cowd the text; too much and the rex and
framme will not appear as a unit. I a symmctrical cartonche is desired, the methods of
making a symumctrical flowrish en pages 36 and 37 may be applied.

EMBELLISHING TEXT

Flowrishes )mrlmlalr oviqinated as the sevibe :ongslmd the last word in a text and
extended the last sooke cj the last leter, Lpaming o ﬂotm’sll text involves laming
how and where a flourish can be Ju"nlﬁum or added to a word o letter. Of course, a
flourish need not be an extension of part of a letter, bt can be added to 4 leter with-
out being connected to it. More about this later. TFirst we will consider just extend-
ing strokes. The ralic hand will be teated in some deail. The student can then
apply the ideas developed to other a{;siullm-.

THE ITALIC MINUSCULE

The beginning or end of any stroke in a latter can b extended and can be considered
a “rake-off™ point for a flowrish. These points can be cateqorized as entry points or
exit points, and as ascender, descender, x-height or writing line points and ase illus-
oated in Fig. 55. Note that descender flowrishes are natunally exit flovrishes and are

Figan 5. Showing the “ske-off " poents foe v wamascule floverishes
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led away from the latter, Ascender flowrishes would normally be wrishes
'a'l:ld would Lﬁodl‘d toward the letter, Tt it would pay the ﬂudfnr to Ef:o make
these usmulm as push strokes also. This allows rlu letter to be located acamtely in
the word being written,, and then the flourish can go sailing off with a lot more free-
dom (see the capical Bin Fig. 54 )
Lotters such as f hawe four mﬁmll'lr take-off points, but gmnnlly not all of them

would by florished. Some ints ane not rucessas 1ly ical, ¢.q. the verti-
cal stroke ofrﬁr t as an ascending Jioumlt The letter t flowrished in this way could be

read as an f (g 56). I genaal, flowsishes should be checked to see that ﬂuf don't
impede the Legibality or change tha meaning of the text.

fcf i of £ d

Pigen 58 Sy s ks vt vl o .
“Whiting line, and x-height flowrishes can be either by or exit ﬁwﬂsfu‘s as
shown (Fig. 57). Crosshar flowrishes are essentially x-height flowrishes and the “e”

(Mo " o it7 me—"

Figure g7 Entry and evie florishes,
exit is sort of @ half x-height variety, Entry flourishes can be written as “g0 in"
to the ltter or can be added after the letter is written, and pulled away from it. Ex-
mly lww tllt ﬁmmﬂl (L] mmml to ﬂu rdl:-gﬂ: yamt i ndmlmrﬂf a umﬂ tlmul
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net can make quite a J@[frmw in the appeanane af a flowrish and the divection it takes
(Fig. 58). The student should take each ltter of the alphabet and flowish each take-
oﬁ' point in tun, trying the different ideas discussed abowe.

nt n/"ﬂ) . r) f)f') e"') e-;;’
~ r_') r) Y V-) 4

mﬂgl.‘_‘imnlwp:jlmm’ﬁu_ﬁamlu*hm.
Some examples are given in TFig. 59. Note that the flowish forms. part of the
wond from which it springs, and as such, due consideration should by given to the
lowrish’s location with respect to the word, its density and its stvle. A ﬂmaish can

aross owr a letter or wond y:mhﬁlly done. 2t should be noted here that a Jlouaisl:

doesn’t have to be actually connected to a leter or word, lnat mmay be free floating and

@;1“6 a“r@ au‘tj) al:l(yfé?

& O P

Extia ﬂf-’.ﬂif ' Trw (‘:ml
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still embellish the word. M fuct, a flowrish can ﬁnnu a line or framewsrk on whick
Lettering may be placed (¢.9., the “1904" in TFig. 50 ). Remember, as with all deco-
ation, u.smrly ﬂ:il- is mone; don't wer the text: complement it. Jf you have
been practicing s‘our J;)mum wﬁﬁnmﬁdly. you should be able to do exencises

such as these with a 1 or 1.5 mm nib.

THE ITALIC MAJUSCLILE

’Br now you showld be able to recoqnize the Jmsilvlt "tnlt--gﬂ" § yc-ilm in any calli-
graphic letter. Some of the possibilitics for the capitals will be illustmted in Fig. 60.
There are some points to b noted, however. I the A and M, a flourish loop is
added in the letter constmuction proper. The first two ‘Bs are made in one continuons
stroke, mu]ri.ug in jmlml n\'itﬂmm'slm on top. The next ‘B (in Bah) is also done
in one stroke. Not all o,-f the letters are ngm'mrrﬂ: the cxamJM shown will take care
of most of the sibilities. Again the student is wryed to work through the a|y|u|wt
and try the di nﬂwadus. using cach capital in a wond as @ practical example.

q;fub@gtow
Q% @&k g b
b & s &

Figprn 0. Some posnbiliies frv florishing the ulic wnauosder, (Aove of Pyt onmat pege.)

— - —— —— -
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Js Tt

Figar oo {conetmurd ),
POINTED PEN SCRIPTS
‘Pointed pen scripts, such as Copporplate and Spencerian, (as well as other broad

Jpen scripts ) can be tveated with the approach above, but the pointed pn scripts have a

J}w cial featwres worth mentioning. The small laters can be treated in a manner
similar to the Jalic. However, it is the capitals that have some J«fﬁmws

¢ ﬂwlm and Spenearian ca itals in their nonmal fonu m'fuiulr wll ﬂoumlud
to begin with. Good examples afw thes¢ capitals are worthy of stuly to give an insight
as to what makes & good fowrish ( Fig. 61). . And flourishes can be added to them by

SHBCDEF Gt 72
SLMNOPLDRST Y ¥
7//5’&”(37/?

¢ on. Copyorplate capseals (frrm The Zarerian Marsaal, usad wich pomassion of thy yublisher, Zaser-Bloser, v
¢ (e . (o awh ).
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extending strokes just as in the Jralic (Fig. 62). Many of the Copperplate capitals
begin with an entry loop Rowsish, but the decorative forms of the Spencerian caps
genevally have more complex and exciting flowrishes (Fig. 63 ). A great many

% .
Cy%"‘(/) 69/ ( f;('r
i

Rgurta. &—ryhdllmuhlumﬂn u;irsln.

THE GOTHIC SCRIPTS

o
these becarme rather stamlan[-f
ized dwing the omamental
penmanship on (. 1870 to
1920) and a dorough sndy
af them may be found in
Michacl  Sull's  excellent
book * Spencerian Seript and
Ormamental "Pmnmslii}'."
Some additional m:m_p[n of
Jaoim«{ )mtﬁmu'iﬁw may be
fownd in Chapter 9.

The treatment of flowwish-
ing the Gothic seripts will be
delayed until two other sub- | ¢
jects ane deeloped: 1) the so-

{7 s o

Gy B

— o )
S (N

called ayyfmltd ﬂmm'slt and
2) cadels. These fo[low in
Chapters 6 and 7.

OTHER SCRIPTS

T [ ———

The basic principles developed 30 far can be ay)vliu! to addi ﬂourislm to other
sripts, such as uncial, nustic, Tamanistic minseule (bookhand ) and evens such let-

terforms as Newland. .'?f you want to haw Fm;ﬂmuﬂﬂm in keeping with oudition,
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be swe to sty historic examples to see what kind of embellishunent was used. 2§
you want to be areative, study the dhanctaristics of the saript in question. and design
your flowrishes to harmonize (or at loast coopenate ) with the saript.

FLOUIRISHING LONCER TEXTS

“The use of flowrishes, whether with single wonls, logos, short phrases, poetvy, or
lougcr prose texts, 15 @ matter qf mm.‘_‘;tylfs can mngeﬁmn conservative to flam
l'oynnt. ‘Whetha Jiece has one simjlt swish, or rxylodﬂ with ﬁmni&h_ﬁmwrlu o
executed with taste and freedom, it can be dfective. During the Baroque period muc

work was owr omanented, and a lot of calligraphic work was covered with auly
flowrishes erawling between the lines (ZFig. 55'.,1’&4: if this suits the mood of yowr
work, there is no reason not to try it

A more consr
mnw"nmmmr l‘:: c@@“"ﬁ ;B?t@&it;ts;?ﬁj{k?@‘;@@
B o b | e Sponeft M exchant eninent s madeid
::: & 'g&w;;u::a: e " 3&3’5:} 3: ﬁn::c}c; ﬁf@}fi@{t(& iu[}m(wwfm:‘?f)i
ayinl ot wy | QOB BT P EANE:
ltgim\ing. or per )
lmps at |1"Il’ stant Of Figure 64 A litele svin- orvamencetion {from "ﬂu_ Universal Pionersan, nrm\l |1-
mrh)mmgm ', od Goowge Wb, eypesntad by Tover Pdblications, N V.o,
perhaps a flowish at the vy end, will usally be sufficient. A solid block of text
will {mw room in the mangins (top, bottont, and sides) for ﬂmm'slm. without dis-
twrbing the integrity c;fllu text block itself. “Keep in mind that flowishes can be great
as “attention getters” but care should be eaken that they enhance the text and do ot
Jmmjmn it.
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The Ayymdcd Flourish

o fist o ot el ol  flsaish.

- Anam,

BASICS

thy to this point we have treated a flourish as cither o stand alone omament or as

an extension of a letter stroke. Fove we will look at ﬂwrislus_ fmm a cong:lm-
ly different point of view, i, by adding or appending strokes to latters or to other
ijislus. and we will consider the diffrrot ways the added stroke relates to the origi-
nal. . As in all calligmphy, it is not just the appearance of the stroke itself that mat-
ters, but also its location and spacing with respect to other strokes. There are busicall

five ways of appending strokes: 1) continuation; 2) paralleling: 3 opposition; .S
dash & diamond; 5) fm:s dots o fishtails. These are illustrated in Fig. 65, where
the flowish is shown added to a simple s-shaped main stroke.

. “ s C (

i 38 “

1 4, a “+ T 6. T
}" s‘r:mlmh::::h: :‘::E&g 3. appesitions ¢, dush or dionond; 5. durts, docs o
Some of these ideas will somewhat owtlay the work almdy covered. For exam-
ylt. continuation is the same as mmdimj a stroke, except that }nﬁouslr we extended
the stroke as it was Iwing written, and here we will also consider addirg the continy-

ation after the main stroke has been finished: thus the name, appended flowish. This
50
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allows the use gf 4 difﬁwnt 1 (usunﬂ-l' dfintr one) _for the ay}m&d ﬂowislt. as
showrt in the mamy&s, A fimer stroke can sometimes be J.-ullrd away fwm the main

stroke with the comer of the same pen, but with today’s steel nibs this doesn’t always
work well, During the Baroque period quill pens were used, and for this use they
ware split off conter, This would allow fine IJ::: to be pulled away from a broad
stroke without even lifting the pen, just tipping the nib on the comer nearvst the slic.

The second type, paralleling, nuns rfv't ded stoke along the side of the main
stroke. Somdtimes the added stroke remains the samie distance froms the main one (as
if it were an outline) but more c_uftm it gradually strays away and ends in a ﬂam’sh.
The opposition idea takes a separate flowrish stoke and laces it so it opposes
(crosses) the main stroke. The dash and diamond (also known as the stroke and dag-
gor) is a form of paralleling bt is always a stuight line, wsually but not always
vortical, wsually thin, and sometimes ending or beginning with a diamond. 2 is
used to decorate somight strokes or contrast with auved stmL. Dharts, dots and fish-
tails are just small free floating decorations added to a flowrished or omamented leter.
When applying these principles, the ideas dm(:znl in Chapter 4, relative to the con-
tvol of white space, amsbiguity, ete.., should still be taken into considemtion.

TEXTURA AND FRAKTUR

Appended flourishing became popular during the Renaissance and was used to
embellish Gothic scripts such as Tecturm and Frakewr, Textus and Fraktur apitals
are good examples of inherently flowrished letters (Fig. 66) since they depend on

Q“”""‘-’*" o labiaank 4™ = PN TARS
Paay / (
f— | o |
| | ’
ABDED 37 MO K
FARALLK L L ooiins

Figur o6, Textan (Lt} and Frabor (right) capstils arv irherereely Ronseisheid in theie mesal form.,
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a flowarish strokes for their basic form. 2 fuct, the Fruknr alphabet as used
wring the Baroque period is probably the only western book seript with the jml}-
Plowing lines that ocour in the seripts of the Middle Ease.
Along with the appended flowrish comes the intenuped stroke. This is net a flower-
ish itself, but a way of nwbﬁuq a ﬂauliflr. stroke or leter mh.jonw sim-
ple examples of appended flowrishes and intemupted strokes are shown. in Fig. 67.

CFBRL ST

LEe ) Ll CE TS IR 100 | AR

Figun 67, Sowing bow theapyondad Rt shes and ireomagtel strokes e wsed.

‘During the Baroque o the masters of this style camied the omamentation of
Fraktur capitals beyond the limits of readability and into the realin of pra texture
and design (Fig. 63). However the method was vather simple. After the main
Msgfﬂwbﬁnmdom.tﬁcay}mddﬂmﬁ:‘ljmmyh were applied cither
with progressively swaller broad nibs or with a poin to fill the white spaces to

nib
(= LA

hads N~

w.m,-w Jrebir capioals, A, D, and C, from 16 (from “Docomative Alphalers o Sristals,”
' bt €., Dyver Prblications, X0 Y. 1989,
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an even color (density.) The stra nwlmnmluugtlwﬁmmardwﬁmmk
strokes worlummtglr with the latter’s strokes, using both paralleling and opposic
tion to crvate an engaging pattenm. ‘The main strokes of the letter vaceive these first
ﬂmultmlw Tﬁmd«umﬁﬂawdmﬁtﬁmrp strokes until the desived densi-

is achiewed, The exan
ﬁ[_. - ;Ygﬂhmnﬂnsmhw‘yln "
Oncufﬂugtur’&motpt\mnng

masters, “Wolffgang .Fuggir.

g%@ R el aes
form the basis for an omamented capi-

tal. These are shown in Fig. 70 on
E E page 54 A few of the letters are fully
flowished to illustrate the approach.
Students who we familiar with the
Fraktur capitals muujmny to

A”uinlﬁn-kmyhr%_mqwl Mﬂi build a com IM sing the

ml..m.m.w.l
u-sl:u n-nmJ Mu Mdin stroke and then

copital A; uﬁd-hlup-l.c to omament dﬂnm:wﬂhﬂmlu
ffuggm Handwriting Manual was nynntnl by the O:j'bn'l TUniversity Press in
1960, but it is not casy to find.

FRAKTUR CAPITALS

These flovwrished Froktur capitals make very inbiquing initial letters and this style
formed the basis for American Type Imeclm Dutch nitials type fone (¢. 1900)
shown in Fig. 71 on page 55, The letter B is enlarged in Fig. 72, and annotated to

show the application of the appended flowish principles. For comparison, an
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T-'\' f’-}-,_ T = o G &
(: = leemate Capital Foris which ave abaptable

0 flourishing:from 20(ffgang Fugger

.'.ﬁ.p! ;v.fiuﬂuuﬂmhnuﬁﬁluﬂmd;hkafﬁdb
#.fdh%&_wﬂnﬁwﬁ&uﬂ&a
yovnrs sypended Roarsh. Aot cows wome leme s wsing g prezatvye
ke, @ frw of wiack o feushed 1o dhooms de process. The sudens shndd
qm@mnméﬁiﬁﬁbsnmeh*
-:’wf-:u}a,@?'s “Handwresng Marsasl, ™ Orford Uiv. Poess, 3080
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g 1. Amerisan Tyge Fovsnders” Doatih, Inirials tyye ot

P RALLY L
K OPPOSMITION =
{'\
- /‘t =

< @
COMTINUATICN

ArROwll Jr OAMLER

Kgare 1., l:'.ﬂm,nl “"Puch”™ B,

omamented  Fraktur a!plulva from “The “Universal
Peman” of 1743 is shown in Fiy. 75 Both of these
alphabers are excellent exan ﬂplcs dlc aﬁlllcanon of the

uyymldﬂowdu and it will pay the student of florish-
ing to study them carcfully.

The student: should experimment with the wse of these
principles on Tetura and Frakeur lerrers as well as on

Roman capitals. An example of this u”nwch used on

Roman capitals fn:m the ‘Victorian ena is nymduml in

T

%-..;;_.;;n 1cbcl’m[&t] [tﬁntwpqt ~a[tuumrn;
CS% %s M’ E: ,ﬁ @B wﬁs@ pa

Figurr vy, A flovarished Fraboer ol halt froms "The ‘Unevnal Prowrsan, " ‘Biskham  ap, it
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g, 74. The ideas heve can casily be adapted for contomporary use.

§8CH EF @
kAR 4
EE” j-u \'tw

fav | |

e N
I | .
o,

AL

Figare 14 The ayyendad flranih tchriagur used em Rewnen copstals from o Vtovian nw tyye fowt,
THE DOUBLE STROKE
"ﬂwugln this is not stictly a ﬂmrishing t«hniqm. it does relate to the _pm"tliug
technique and will lead to @ considemtion ﬂw cadel flowwrish. The double (or multi-
y!f) stroke idea is to write or buiild the thi smhsqfa [ﬂtrrusingtm-ornmr
strokes, img‘. this is a nice way to make an initial letter, and we can also a”'ly

BB IS

;Mﬁ.Mﬂndn}bm&mh&’m.‘mM'ﬂ shews « denudds stroked copyorylace Lter.
the imangyml stroke idea as an embellichment (Fg.75). A nmlliylr stroke rayitd
can be omamented by adding ny)ndulﬂ.owidﬂ with aﬁna'ym (Fig.76).
The main stroke of & multi-stroke capital can be fiother enhanced by weaving or
knotting or waiding the strokes as in Fig. 77. The examples labeled cadel work are
interesting because they show the relation of this type of smamentation to curvilinear

AT
'l%
', "
b
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Figarn 0. Comlrmng apyendol floswrichen wath woadtipls strele aprals.

IR

S

‘))

77 Waaving and baiding maulsiple sorskes: 1.0 2. wivm stk o 4o braided strokes 6, anvther woven
\mh " vl mlulsmdu.i.lnlm&ug captal L aing cal and waven sk

ﬂomslung and (Ielieve it or not) Celtic knot ~
work. This relationshiy is illustrated in ZFig. ’%—f 'W "@1

78, Cadels mﬂlxnrmdﬁﬂym("wyw? Prges 78, The S ol Crb ot iy

FLOURISHES AND KNOTS

2.
>
®

&,

Before we begin the shudy cadels, it is interesting to mote the relationship be-
tween knots anf ourishes. I we trace tlmmg]n a Celtic knot, ﬁr example, we find
that ovr trace will altemately aoss over and under other sections of |l'.wlf Satisfying
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this over and wnder nule is a requiranent for Celtic knots. Now consider a vandom
complex flourish as in Fig. 79. As long as the two ends of the flowrish. are in the

same white space (i, both ends come out of the flowish) then the flowrish satisfies
the over and wonder nule, and can be considered a knot.

/ FLOURISHES &
7~ VINEWORK
W as 7/ —
X f:’;},-%) 9, “‘% Flowrishes, knots and vine-
| \\)&:‘/{\ % work decomtion are also related
e IS in & similar way, Vinework is
P 19, Dewmmatirg the st bt suivalens, tisusally laid m-y drawing the

sain branches o} the vine as na:ﬁ:l owrish

, | strokes, using the principles of paralleling and
| opposition to create visual intoest. Aore
bvanches are added to fill in white areas, lx?"
ing the white spuaces fairly rqm[. uutlﬁna ly
flowers, fruit and leaves are put in. The vines
are inked and ooss ovas are altemated over
and wider to the Ivst of the artist’s alvilitr. al-
chowgh this is not always possible, or even
necessary. The vines and foliage are tadition-
ally lefe white while the initial letter is gilded
and the lmlgmmd spces are colored in., An

T o et W Ve et Eple in the 15th century Jralian ‘White
m »,’e.":’.. “Vine style is shown in Fig. 80,
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The Cadel Flourish

Thare ence was o wribe manwd Rovssan,
Whe was writing 4 (m,-lr.\. wdean,
“When just balf way thevugh,

Me oxclaioned, “Oh, weon Dhea! ™
" My pon Lnows not which way te pel”
= Guillirme Nlcbrands

INTRODUCTION

IIT;: word cadd, (also cadean, which is
French for " gife ™Y is used to describe a flovor
ish m up yrinuuilf cf rrtn'tiwl}' stmiglul
sections joined by angular or square comars,
mither than eurves based on ovals and circles.
This type of embellishment can be traced to
the kinds of flowrishing found in early char=
ters. whan, in response to the Gothic influence,
documentary scripts began to become nngulur
as did the associated curvilinear flowrishes.
The technique reached its height during che
15th connary and was wsed both in manu-
seripts and for the design of many decorative
initial Wocks in m{'f Jﬂinm‘l hooks.

Cadels were used with the Bastardas,
Fraktws and other Gothic seriprs to add
wright to an open letter, to show eff the tech-
nical prowess of the soribe, and to add

59

Ngarr 1. (ol insoription by Maolas Mo,
va400. (From " Alghabets and Ormamnts,” by Lt
Libwer, Dover P vag2.)



) Flourighing

sparkle to the text. TFor the contemporary mlhgm her, cadels also add zest to such
scripts as Edwand Johnston's ‘Pointed Halic and Goﬂmmi Halic.” An namy{:
of the technique in an insaription by Nicolas
Flamel ¢. 1500 is shown in .T'Eg 81, and sonu
woodblock initials cf ﬂuuto her ‘Plantin in the

cadel style are weproduced in .ﬁ 32, .{f you |
e tﬁmuglu the letter A you wsll find that it
Figun bz, Exomples of vich ¢ vadd wminkale

has two sepamte parts wlxmm the B has only 79 Fom T Wl ﬁ"*m' e Flan
one continuous line, A comamon tour de fom " by Sophn Mavend, published by The

was to design a capital with cadel techniquues so Armian Frowds of The Plitin: Movets Vo
that it rm{i be written with one ton:num MW immm ,;:
stroke without the pen leaving the '“'"“" Aorets . Wocsem,
dmta“y the t ﬁ:mg a ﬂow‘ur -l’::ynrd bind er other [0 A0
fﬁ‘url in one continuous stroke was known as “striking,”

today we occasionally hear the phrase “to strike a flow- Py~

rish” meaning to exeoute ﬂwﬂwn’sh with dash and dan. K L X

UNDERSTANDING CADELS % w

A qood way to start is to compare simylr auvilinear
ﬂouman with their cadel equivalents. € omypare the s-curw %ﬁ,
with irs cadel ﬁmu in .ﬁg 83. ‘The direction qf the cadel | T %
stroke is cither along the hairline direction or (more or less)
at nghr mglts to it. Study the other cadel ﬂpuw[ﬂm &“‘“‘

shown in the fi ?‘m try some with your broad pen. Note  Fger by, Calel cquivalons.
wsed is

that te approximately 45 dqrm although this can vary depending
on the %n Mast simple cadels can be expanded into families of incrvasing come

yluiqv decorativg quabty Even the smgplc boy can be nym.“ into a series cf
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intriguing cadels, as shown in g, &y The awvilinear cquivalents qf these are not
very interesting as you will discover if you oy memg them out.

A DEFINITION

Lot us cl.:ﬁ'm a true cadel as one which can by

traced completely from one end ro the other m'tl\ al e N & ,§$

single line without
>?° )® any part, where the e may Figure ty. The somple Loap as a cald.
W Quss ll:klf only once at any assing point, and where the tmee

m “' st cvoss any ling in the Jpattem ‘Zar it touches. A fulse cadel

Py does not sang"; rlus smgll line vequirement. Some o.angplrs t!

5 toat

j.l.“...{,{. lnmm tlus inition are shown in .Eg 85. The

the Baroque o insisted on tmr aulfls buat muach good work was done with fulu (-
dels (i.e. with multiple traces ) and ther is no great reason to awid them,

DIAGRAMS VS, EXECUTION
A good way to leam cadels is to snady "
them i diagram form. For a dwgmm- ?'i-f—ir.f SO /&
Imatic ation we will use mono- H ; 2/8 : % ? )
tomic lines and ng|1r anqles, with all lines | - - '

cither hovizontal or wmral as though laid Figrn 86, Cudels: diagrams v, evsrtion.
out on a rectangular qrid, This makes it casier to see and understand dh patrom strve-
tures. ‘However, cadels are actually written with a broad pon with strokes gnwm“r
at an angle af 45 degrees (more o ﬁss) with the writing line, and a diagonal or dia-
mond pattem gn-‘t is used as shown in Fg. 86. The dvanuatic cﬂ"rct gfa cadel can
also b 'mgktmnl lql nulung the smugh strokes sllglulr aewed as shown in Jmt d
of Fig. 86. In part ¢ the grid is compressed horizontally to add to the dynamic cﬂ'm
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CADEL FAMILIES
Most relatively simple looking cadel fiures can be expanded into families of in-
oreasing complexity, wﬁnmﬁmum gnmm“qmls on the soructure of the
s oo | oviginal, or parmt, and the application of a
wrique sequence of “mowes.” it sounds compli-
mﬂd.hamirgﬂwwgkﬂvamgph' .

XX
[ S mﬁ
% @W 87 vall illustrate e ides far beter chan wo
_ I each example, the move sequence used to gm-
- - » . mate suceessive members of the fnmily should be
m:&;,:;:ﬁmﬂﬂ':h worked ot by the student. Trying to give @ strict
o with te beoad yeu, and 6 shews hew it wiord deseription (or formmula) would be compli-

g

A cated and ot very helyfl.
_ r+ I this cmmy't (Fy. 87) |ul_f the pattem is
% = @ - (%? drawn dotred in the rectangular grid to show that the

pattem comprises two similar structures superposed.

/fB"’ ﬁ.ﬂ‘ﬂ,‘, “When you have become fammiliar with a pattem, try
' rotating it, i.e., dawing it in diffrent orientations;
Figue 18 T e calel wth s wirer 0 try drawing its misvor inn?;l(:ﬁg. #4). This

g . the Ut ond s el wmaye yil] gy that many different looking pattams are
h‘:ﬁmw"** amaﬂy the same aay!for rotation e minvring,

- — 1 Sometinus @ family will
AR \Q\:\\\ TR gnerate false as well as

. * AAS v e cadels (g, 8a).
IM WX WA, W o
Figer tg. T calel foraly will potodlly gt  fol sl Thosyyer - pesrance of a false cadel im

shows the mithod of corsomution, Mawibor 5 0 4 fulse cald. The wiond part in iy ;
,.ﬂu.(uf.)..mu.l..nh.mmmﬁ-,u. o saiies can be plictad

- —— =




onee the "ﬁnmnla"ﬁr the series is detor
wmiined, 0. see page 71. To wndarstand cach
fumily, student should draw out the se-
viﬂwiﬂtymd!.nnddwlodwuwm
with the broad pen, using an anqular grid
to s¢e how the members look in practice. To
wally undestand each series, the student
should try to gmnmﬂunatmorm
members qfﬁut ries.

For those who like puzzles and mazes, a
few mon vadel jnmiﬁ:s are deweloped in
Fq. go. Natice that cach member of
family B is a false cadel. A more exten-
sive catalog cfwd:lfmmlmmllkjumﬂ
in Chapter 8,

ADDING LOOPS, ETC.

.:\H cadel may be enlarged

:z‘v ing loops to the outside comes as in Fig. os.
may be anqular or owrwd chmding on the g:l
Aesived, In addition, most cadel pattems can br closed
by joining the two ends to make a stand alone oma-
ment, or they can be “opmed” to give four or mor
ends »ﬂqmylwinmd into double stroke capitals
or joined to form borders, ate. In the case of borders,
the analogy to Celtic knotwork becomes obvious as

shown in JFq. 92 on page 64

s & 3

o0, Tho wan cadel fomilcs, Fimily B il

or enhanced mrﬂ.('ﬂuwmhmm.)

B oA o
§ 3 4

g vh el e
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A COMBINED TECHNIQUE }%’ & %’ Q\&
Cadel and cwrvilinear techmiques | X W AN L
may be combined in a given flowish to & o & AR
give interrsti results (Fig. g3). The

student shoul experimant with the J§f~ £ OSSR X
ﬁvmt milies to see how cllanging ‘M
some

s to uws changes the 4ﬂ'm .
of the flowish. st as a aurnved looy or Figun g1 (losiong and epeming cadal puttires.

two can be worked inte a cadel fovrish, the student

Ptz
can consider adding o cadel-like angle to ordinary C?%-. C??/

awvilinear flourishes.

SOME SIMPLE APPLICATIONS mI' 93 Crmbining MM
The parallel stroke charactevstic of cadels can be ™4
used to embellish letrars and text without wsing com ems. Complex: pattems
are fun as pereptual evercises and are useful i:] ler.: ;mltmu and t::dd capitals,
but the simple strokes are best for text omamentation. Some rxamylcs are shown in
Jig. o4 on page 65.
BUILDING CADEL CAPITALS
Cadd capitals may be constucted in several ways, One can base the letter on a
double or triple main stroke to which cadels are ded, or the entire letter may be
made up of cadel patrems. A capital " is deweloped step by step in Fig. g5 on
age 66, Designing caitals such as these requives a bit of pencil layout before ink
dmﬁs are made. The attraction Qf these capitals Lies in their evn white space distribne-
tion...A number of historical examples are given in TFig. 96 on page 6. These should
be analyzed cardully by the student. Notice that many of these require some pen edge

. e —w—— = g g A 1 g e I -

- e e——— -
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or pointed pen work for their eveaition, Fig. 07 on paqe 66 outlines the steps one
mi':iw use {lﬂmmlymfwﬂu complex rddllJ:zﬁtﬂl D miﬁg q6. The w?u in
wolves drawing the cadel in pencil, identifying added [ooys. if any, and redrawing the
yattemn on @ rectanqular grid, changing curvalinear loops to square-edged ones in the
rocess. Studying cadels in this way is a great help in undostanding the structure
ior to adapting the cadel or designing your own. A catalog of cadel forms collected
over the years will lx_fomwl in ﬂuytfrll on puge 68, This cata g docuanents some of
the matheratical qualities of cadels and is a handy table of standand forms.

e W
fa evﬂjpw "\9’0&5"@%‘/
R Re Ky dv F oo

J » i 1
2 act gase

Figor g4, Apyliariom of cull fnsier
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THF A

”\\aa”‘ﬁ&ao

Fgar g5 ﬁphMﬂumﬁlupﬂ Steys 1 through § show how the wasin stroke b develaged. Serps 6. 7 thew

COED

Tigure g6, Some ws cale caials from ~The Wit ikl of Chistepher Panco” by Siphen ‘Harvard, o

‘.‘:"ﬂr WM The Plantine Mortis Mausenan, 1974 ropewhased with the pemission of Stapben
wond The WMJNM Aot Musaon,
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A ‘Wond to the Wise 67

A WORD TO THE WISE

A final but important dwgkfﬂumﬂ:domllwkngkma iece, do the
‘pwrowrmdhwmﬂwﬂnul: *Loss is more.” But do not den youmy‘du

pleasure of flowishing. For every kamf tdina durratlwdmh
ﬂut hnwtlumawa hu s never throw away
. A save them. .'”uwtﬁmhwﬂu mﬂvmmadﬂluwwwmd

mylwsl:oluwﬂmn hawe consed to flosaish.)
o

The study of flowrishing, nmi:alllg in general, can an endless task, or it
can be a hfmnwafbu Mmgon]wrauloohtw

ca er named Sal
A*ﬁ"%w '"9'* ")Z"

.ﬁb @ e Ctlnc lawr
That there really was no end in sight.
= Gl Aol
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A “Cadclogm 4

Hack by nimble, Juck be quick,
“Horw wre th cadels, take yor pick!

GENERAL

rIi:is collection comyprises & number of cadel families yrosented in diagram fufm. h
is by no means exhaustive but it can ZM L to the student in learning and recoy-

nizing certain forms, Each family is shown with h membery so that the fami
sm:zut can £ disrmuJ.&'hl:ugh not all o'f'tlr;zliliu will by cf iﬂ.r:rrs;f. to tltf
cadel student, they can be useful as bonder elements and as knotwork pattems. Along
with cach family ane broad pen rndered examples, These cadels are what might be
termed vegular cadels, in that they exhilit a cortain symunietry o reqularity. Many J
the cadel pattens in the more intricate mnwlnﬁom the Baroque peviod are irveqular
in fmn and are not covered in this collection.

TFor those intevested in the mathamatical inteqrity of these fumilies, a frw defini-
tions are in onler. .As we did in Chapta 7, we will define a true cadel as one with
two ends, which can be taced completely from one end to the other with o single line
without retvucing any past, where the trace crosses itself only onee at any crossing
point, and whare the trace must cross any line in the pacter that it touches. (This
Last condition precludes tangent points.) A fn!n cadel does not wtisff this singlt line

sremsent, but that is no mmmttouuithywrworl.

This collection will have both true and fulse cadels in it. A fulse cadel will com-
yrise a true cadel with one or more true cadels (secondary tces ) superimposed on it
(i, drawn over it) in such @ way that there are no tangent points and that no more

o8



i\:ﬁniﬁm_g 60
than two lines cross at any arossing. To simpli the formulas which will by dewwl-
oped, these secondary cadels will be limited to closed cadels which hawe no ends.

There are catain fratwres of cadels that can have memerical values, and we will see
how these My in undnsranding the idea cf cadel fumily. mwﬁmuts are best de-
fined visually as in Fig. 98. A cadel, in idealized form, is drawn on a mctan?ular
grid with @ manber of stight strokes connected by right angle toms. “We will call
the mumbyr of strokes in a cadel 5. The trace of the cadel will start outside the pattem,
avoss itself (or its secondary parts} a muomber of tinues and will end outside the pat-
ten. ‘The tace will d;ﬁm and enclose a manber of boxes or cells. Cadels with cells
that are square and of equal size are called reqular cadels. Cadels with at loast one
non- square cell are Immri‘:wgular. A cadel with no ends is called closed and a cadel
with ends is called open. Open cadels always have an even mumber of ends.,

avd}

: A ASCULAR, PO, 0Py gy A NEOVLAR, FAUE, CrLofee
‘{, : CAQ®s, J¥ IR JT RN > CADRL, 3= /0 jraomney
}(_ - ne kg Cof CRasHIwal 'F y 4 ey = @i, LT LA
I g e #ne) . 4:.;:3 €+ 0 Waol
PP I— “ocvl-" -—‘uﬁ “<|¢'|-‘-
e LR nwee) =0
" b “weo
-4
-—*ﬂ.—mum Lo b AW RRERNAR, TRV,
g ) OPUN LADES. 14 SIReee)
E - 3 AW |RAaNAM, repg, CLO1EP Ef‘)' MO CCUl Lok Llogend
< CAVEL. 3910 IfAP NN

MY Al ¢ § CRsEY

A SENWAR FAL, opyy
licownany readey -—f ) CADEL, $* F¥Rann)
- AN OFEN, PEWVLAR, PAE % WG GG €0 b L)
i LADEL: B=9 Vaaued LYK %
AT ] meeamud cobiRanriy R van) waboi-fo N
BulWVP)

———

Figur g). Nhutrating e definitirns given in i tert,

Smudgy wording here, see the following actual pages
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Cadel .‘J"amily C21
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OO CaldParem | Nots or Applicaion
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'h
2 1oz o ﬁ W
8
Iy 21|18 A ’W-
[

seok, ne2k'ek  (compare C5)

Cadel C21-1 o page 89 grew out of a :rlgﬂmw}ud doodle that led to the tailpiece
used on page 67. The evolution of this is shown in ZFig. g a. This pattem
itself can Jerm Ilu buasis af a fwmlr related ﬂwmslm with inorasing nwnbers of

loops (<Fig. g9 b

O%G%b%ﬁ%@%@
o~ g - & - Fo-

ofp oo

Fgure 9. 4 The evolation of Cadel Conet: b A fomily based on G2 Simmilar evamenes with twe ports .
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A Festival gf Flourishes

o ol Al

e follows a collection of flowrish cwrylts wlmimg broad pen, pointed pen and
yomtr brushs techniques. The first three are poin mmyln intended specifically
ugfmmt the text of Chapters 3 and 4. The hd:c comprises a miscellany of ex-

of all kinds. The examples are numbeved to comespond to the notes ar the end

gf this section. All mﬂu are by the author except where specifically attvibuted in
the notes on pages 108 and

s / I EOD

LA M mLemEgTs (wuTe s )
/'5

s

7L ..%)“ ALEZD

2, PLeaumisn rARE ArT Powrg (Penree r.--l}



Flowrighing

AR LI jEY MOA, TR SINTED Mras (08 P AALYT reid” G

SFOOT 0=
D99 47 L O
DII P RRDE







04 Flowighing

'%%Jé)

JEAN LARCH IR,

7
b CH it & bty

)
oS (,@,pw,\,ﬁuﬁﬁ/c%po(
S

- — s’

AMICHARL JVAL



A Festival of Flowrishes 0§

10 THROUGH 13, MICHARL SULL
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19 THROUGH 23, RAPHAEL BOGUSLAY
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A Festival of Flowishes

RAPHAGL (0013 LAY

Highly abstract yet filling white-space perfectly
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108 Flowighing

Notes on the &'dng*lts
(Where eviginal artwork wis aveilable, the reduction percentagy is given. )

1. The basic fourish elements with the peoirted pens, ro supploment Fg. 24., page 20, (65%) These
mmeirliﬂuoumw.uﬁmsfmdc.:sy,dgukf;hds& '
and Spencerian Sen Priox to 1830, all peinted pen sevipts were done with straiaght shafted
OpmceTIan it Jpénted pen serypt .
npﬂs adyﬂw“m. (Steel pen mibs were ret widely awwilible wneil dilr 1800.) "Fnlili«mlly. or
namontal flourishing (¢.9. example ) was dora W'ﬁ{l a shart struight ponkeldor or quill held as in
Figs. 10 and 11, page 12, Somue conten writers, haowever, vse the oblique holder for omaren-
tal flowrishing: Michael Sull, author cj "Spencerian Sevipe and Omamiental Penananship is plan-
nirg s book on omannental fourishing wsing the oblique perholder.

2. Basic forarish take-off points for Co ¢ mimuscule, (65x)

3« Exercises for the pointed pen. These be done twice size to bagin with. All other exavises
im the miain text may CJMI’ with the poirted pen in @ sismilar muasner, (65%)

4+ Omamsntal flowrish, Clinton C. Canan, ¢, 1900, anthor’s collection. (50x) Conan was one f
about twe dozen masters of the gelilon uge of orvamsental penmarships (¢. 1880-1920).

5 Omamental permanship, Spercerian, C. W, Ransoms, 1899, athor's collection. (65x)

6. .'\u:ghiu. (14 <. Ewopon qurﬂm). ean Lgrchar, 1993 (fmu "L Anglaise with Joan
Lowcher,” Paris, @ 1093, with porvsission). M, Larchr is a letrerirg artist and tencher with a stu-
dia in Pasis, France. He wses the straight penholder for his work instead of the obligue holder
(which e to 'olr'ngly as the "mfv}dk holder ™), The aathor has triad stm'glit ):mhua'
for Ce ¢ “‘J the results are excellme.

7 ond 8. Anglaise, Joan Lorchar, loc, cit.

a. .Wt'wl‘w. Symurim. 194, author's collection, (65x) ( with jmnissim) ..l-‘.iflwl‘_ﬁtﬂ.
aahor and latoring artist, is the founder and ewmar of the Ltming Design Group in Prairie ‘Wil-
lage, Kansas, :J’ms,m of the Spencerian, Saga.

10 ard 11, Cvmarmental pormanshipr, Michael Sull, ¢. 1988, b cit.

12 and ag. Sponcerian, Michad Sull, 1991 , auther’s callection, lac. dit. (soox)

14 Pointed brush calliqraphy, Fran Soom Sloan. (from “The Pointed Boush Ca
Marsial ™ by ZFren Seroms, Aha Calligraphy, 1989, with pmission). Frun Serom is @ calligra-
pher and with a studio in ‘Porcland, Ovegon,

15, 16, 17 Poirted brush, Fran Sorvwn Sloan, v, cit,




Notes on the Examples 109

18, Pointed bnushy, Chois Stinchows, ous, with pomsission, Chis Stindour is a letter carver and
mﬂi,mﬂur with a studio in 'Bnlulq. California,

19, Contomponary ‘Bareque seyle, Raphael Boguslav, with pomission, Raphael Boguslav is o
qurbz:tist and 109# Juigm with a studio in M"wym. Rhode Hland,

20 through 36 inelusive. Evamples of the wide variery of flwish work crvated by ‘Rapharl Bogus-
lav, ranging from artwork for reywodaction and lage design to just plain fun, bac. cit.

37 Calling cand written by Gouds Madarasz, ¢. 1904, author's ollaction (s0ox.) Thuring the
Victenan oa visiting canls (calling cands) were comsided mose sylish !f they were hand wristen.
Professisnal pemmen. would write for 25 to 80 cents @ dozen. Maddenass was judgol ta be the
maost highly skilled practitioner in the omameraal penmanship gove.

38, Cadel iniciels B, 2 and ‘H ﬁmu late medieval service books {mtiﬁmiu or g:miuall ), o
thor's collaction, seribe unknawn, (30x) These letters wore oviginally five inches high on a page size of
22 by 30 inchas.

:: . Copperplate, Bill H. (725) Some typrical Vicrorian fills added to the flewcrishes.

49+ Copperplite, Bl 'H. (g0x) Cocktail napkin design.

41 Spencevian and Co B, (64x) Groeting cand desim.

42, Omamantal penwork, TRl H. ($0x)

43+ Booad alae pem on vough payer, Bill ‘H. (64x)

e Masthead design, ‘Bill 'H. (e4x)

45 TFruktrer itle wih potnted pen flourish, Bill H. (4ox)

46, Fraktnr with d flowaish, Bill H. (75%)

47 thoough 53, Cadel evamples, Ball H. (75%)

84 Logo design, Bill 'H. (25x)

1) ﬂ-wgl'u 63, ‘Bill M. Viviations on the word Love. (78%) 55, 56 ¢ 57 illustrate incomupad
stroke. 61 o 03 are pointed brush calligraphy. (60 o 63 o visual pus.)

84 Logo design, Bill H. (56x)
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-lMafJ'm' Sagts, Wealiack, Godire, 1903

Matn of the Salic Leer, ‘K, AL Adking, Godine, 1988

Calligraphy and Pulrograghy, A, S. Oiley, €., Taber, 1905

Spmerrian

j’mm‘_w Michal Sull, LD G Publishing, vada
Ames” Componduam, Denid Ases, ST Publicazions, 1978



12 ‘Bill[iogmy‘ly

Coppelate
Roundhand and Flowriches, Blackwell, Blackwell, n.d.
Serige Lrteming foe Astists, Thowggsen, Dever, rots
850 Calligraphic Ovnaments fer Designon, Takahashi, Dever, 1983
The Art of Hand Grrevieg, “Wotskow, Dover, 1967

Burequ

Handwriting Manusal, Fugger, Osford Univ. Press, 1900
MH-ZM i “Kunat, Dioeds, Prosel ‘Virlag, Aumich, 1957
Cadels

M{'ﬂlgnﬁ Marc Diwgin, Abnar Schram, 1980

Orramontal Svicials, Stephen Harvand, Partin Musaw, NY.. 1974

MljﬂﬂMM Lihowann-* Hap Aldas, raik

sqraghy, Johann Schwander, Dover, 1954

Alhabers and Omameonts, lm.ﬁﬁm v, 1982

Thesasr de Seritton, Wyo Nattuli o Mawice, Lndon, 1068

Augustine da Sima, A L David Godin, Bostom, 1975

Histery of Calligraphy
The M “""?"‘r[‘m' , Noshser, Do, g7
ni‘f‘::gur"mi ‘villll‘y T’fngﬂ. 1oty
The Ant of Lptaving, Albet ‘Kapr, ‘K. G S, Miachen, 194
The An d Whitten Forms, Donald  Ardersen, Mole, Rinchart o Winston,, 1969
The Story of Whising, Jacksen, Taplinger, 1081

G II- ‘I‘ ! !
Celise Ant, Growge Busin, Dover, 1074
Handbook of Celtic Omament, Jebn Aboma, Marcier Press, 1974
Celric “Knotwok, Juin “Basn, CmuHa Lpnden, 1086
Celric “Koats, Mark Vian, Seor, ,M}hh‘_Wio. Colerads, 1992
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This book was designed by the author, who also set the tyye and did those illustra-
tions not otherwise attributed. The two typefuces used twoughout the book were
designed by the author and are based on his u)mqh Halic Seript and
his Squnrr Roman Capitals. The main text is set in 19 point

[ =

Willscript and the subheads in 14 point Balladeer.
The paper is a Finch acid- free sheet and
t]u' whole was pnnlc-{ amcl made
upinto a book at
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5.95 / Calligraphy
Cauigrayhic fﬂomishing

"lﬂwrislting " covers the su;{jﬂ:t fmm A toZ. .J\ﬁrr
a detailed discussion r.:f the dpmmi:s qf moving the

tool, (mdudmg the broad ¢ds de pen, }:omttc{ pen and
brush) it Jnomds to drwloy an alphabet o strolus
used to build and mmlyzr flourishes. A complete
clmjm' on the design. prine les used to evaluate
ﬂounslws is fo"owul by r[:: Il))'[l(ﬂhﬁll qf the
trchmqur to d fmnt situations and to the basic
m[ligmyhic scripts. ‘j)m'a[ attention is paid to Jralic
and Gothic serpts, with the mnrﬂia{ on Fraktur
leading to a detailed snady of the cadel flourish.
Numerous rxamylrs [rr lmding artists are included to
conclude the volime. This book is a “must” ﬁr
brginnm and intermediate students, and will also

serve as an excellent n;ﬁ'rmcr book for the )nnﬁssio:m[.
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