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t may not be self-evident that the U.S. Government believes 
in the right to life, liberty and the pursuit of calligraphy. But
Official Washington still relies on a corps of incredibly talented

lettering artists in the Washington, DC area.
For a long time I have wanted to showcase the work of these 

exceptional members of the Washington Calligraphers Guild. On 
the one hand, like lettering professionals elsewhere, these artists
often produce invitations, menus, greeting cards, certificates and 
envelopes. But their creations are footnotes to history—delivered to
Prime Ministers, placed before Kings and Queens at State Dinners,
and honoring those who promote our national interest at home and
abroad. And these artists are not simply masters at calligraphy—
their expertise extends to illustration, computer arts and design.

So it was not difficult to gather a large selection of extraordinary
artwork. Such a large selection, in fact, that we made this a double
issue of Scripsit.

In the following pages, you will meet the calligraphers who work
full-time for the White House and State Department. You will also
look over the shoulders of a representative few of the dozens of
freelancers who dip their pens for the federal government and for
organizations and museums integral to Official Washington. We
have even prevailed upon them to share some of their “Tools of the
Trade”—recommendations on papers, inks, nibs and techniques.

Enjoy!
—Lorraine Swerdloff

Writer/Designer:
Lorraine Swerdloff
www.swerdloff.us

Addressing: Sue Flory
Mailing: Phyllis Ingram
Scripsit logo: Michael Clark
WCG logo: Sheila Waters

This issue was produced using QuarkXPress 6.0.
Body text: Century Old Style.
Headline font: Poetica Chancery.
Printed on 100# Camelot gloss text on a 6-color
Heidelberg Speedmaster press using stochastic
screening and soy-based inks at Peake-DeLancey
Printers, LLC in Cheverly, Maryland.

Both the cover and contents are fully protected by copyright and
may not be reproduced without written permission. Publication of
any article contained herein does not imply endorsement by the
Washington Calligraphers Guild or its Board of Directors.

TO ORDER ADDITIONAL COPIES:
See www.calligraphersguild.org/scripsit.html
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This page (clockwise from top left): a White House
calligrapher at work; fragments of work by Jennifer
Nicholson and David Hobbs; logo by Sammy 
Little; postage stamp by Julian Waters; fragments
of work by Mary Lou O’Brian and Marta Legeckis.

Front cover photo courtesy of the White House 
photography staff, who also provided many of the 
images on pp. 2-5. Back cover art by Julian Waters.

Pens &Protocol:
�e Calligraphy of Official Washington
Pens &Protocol:
�e Calligraphy of Official Washington

scripsit layout final.qxp  1/14/2008  3:14 PM  Page 1



ALLIGRAPHERS HAVE PLAYED
an important role in the United
States Government ever since
Thomas Jefferson did not write the
Declaration of Independence. Oh,

he composed the words. But the actual writing
was done by the hand of Timothy Matlack, a
professional “engrosser.”

More than 230 years later, Official Washing-
ton continues to rely on calligraphers. It is true
that Congress no longer employs a pool of 
engrossers to letter every piece of proposed
legislation. But calligraphers on staff at the
White House and State Department—joined 
by freelance artists and private calligraphy 
studios—still create the social and ceremonial
documents of the federal government.

White House
Calligraphers �

Patricia Blair
Debra Brown
Rick Mu�er

2 |  WHITE HOUSE CALLIGRAPHERS
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“We consider it an honor to do what we do 
because we’re representing the country,” said
White House Chief Calligrapher Patricia Blair.
Speaking from the calligraphy office in the East
Wing, Pat, a past president of the Washington
Calligraphers Guild, notes that she and her
team—all full-time government employees—are
“part of the staff of the White House and proud to
uphold its traditions of excellence.”

The White House hired Pat in January 2006,
following the retirement of WCG member Rick
Paulus and after she had lettered for the Vice
President on a contract basis for five years. Pat
works closely with the White House Social Secre-
tary, who oversees each event that takes place 
inside the Executive Mansion. “We have a weekly
planning meeting,” said Pat, “but surprises are 
always in the mix.” 

Whenever the White House schedules an
event, Pat may choose to do the calligraphy her-
self or assign it to one of the other staff artists.
WCG member Debra Brown joined the calligra-
phy office in 2000. Rick Muffler began lettering
as a volunteer way back in the Carter Administra-
tion; his father and grandfather also worked for
the White House in different capacities. Typi-
cally, the same calligrapher who letters an invita-
tion also handles the menu, place cards and
escort cards so that all the lettering matches.

For example, Debra was the calligrapher for
the Cabinet Spouses Luncheon (invitation, p. 11).
She began by preparing several possible designs
for the Social Secretary, who requested a floral
theme. After visiting the floral office in the East

Wing to see the centerpieces planned for the
event, she hand lettered the invitation and drew
flowers into the design. After the invitations
were printed in black, Debra painted the posies
to match the centerpieces.

The pomp of the presidency means that White
House calligraphers hand letter a great many
menus. Typically the office will receive the list of
food and wine for a Friday luncheon on Tuesday—
and the next day do the lettering, get it approved
by the Social Secretary and send it to the printer.
Thursday the printer delivers the job, leaving time
for adding color or flourishes by hand.

“But sometimes there’s an unavoidable
change,” said Pat. “For instance, the wine they
planned to serve may be unavailable, so the
menu must be redone.” She praised the printer,
who is on 24-hour call.

Menus also allow the White House calligraphers

WHITE HOUSE CALLIGRAPHERS |  3
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Clockwise from left: Pat Blair; Rick Muffler; Debra
Brown; Debra and Pat at work in the White House
calligraphy office, located in the East Wing. The
three lettering artists design invitations, menus,
certificates and resolutions, do illustrations and
watercolor painting, address envelopes, produce
display signage and captions for the White House,
inscribe photographs and inscribe and cut mats,
letter meeting name and tent cards, calligraph
placecards and escort cards for all events, pro-
duce programs and booklets using hand lettering
and type, and design lettering for specific events.

more opportunity to use their creativity by
looking at the characteristics of an event to
help determine the lettering style. For in-
stance, they created a dignified hand for a
dinner menu honoring the Prime Minister
of Japan based on the tapering profile of
bamboo (p.11). The menu lettering for a
luncheon honoring the President of Yemen
featured tall ascenders suggestive of Arabic
script (p.10). Hand-drawn Celtic knotwork
was used on a program with an Irish theme.

“Sometimes we want a style that’s not for-
mal, but still elegant,” she said, remarking
that they might invent a hybrid hand, such
as Italic lettering using a pointed rather than
broad nib. For a dinner honoring the 300th
anniversary of the birth of Benjamin
Franklin, Debra created a hand inspired
by Franklin’s signature and historical docu-
ments (p.8). Even when the calligraphers
produce a menu using type rather than hand
lettering, they draw on their expertise to se-
lect an appropriate font and embellish the
work with an illustration. 

The computer plays a prominent role
even in hand lettered pieces. After the cal-
ligraphers letter an invitation or menu on
layout paper, they scan it at very high 
resolution (1200 dots per inch). In Adobe
Photoshop they convert the bitmap art to
grayscale, center each line correctly and
touch up the lettering, Pat explained. 
Next they use the layout program Adobe 
InDesign to place the artwork on the page
with crop marks, then convert it to PDF
(Adobe’s Portable Document Format) for
electronic transmission to the printer. 

4 |  WHITE HOUSE CALLIGRAPHERS

For the dinner
menu in honor
of the British
Prime Minister,
Pat Blair used
a “swingy Italic
with slight
flourishing.”
The decorative
motif came
from clip art,
with the callig-
raphers adding
a hot-foil dot 
by hand after
printing.
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For the luncheon menu for Tony Blair, Debra Brown
lettered with a broad pen. After offset printing in
black, she painted each flag by hand.

“People are surprised by how much the
computer figures into the process,” noted Pat,
who was named a Master Penman by the In-
ternational Association of Master Penmen,
Engrossers and Teachers of Handwriting.

The White House hosts so many func-
tions that the majority of invitations use en-
graved script instead of hand lettering. Even
then, the calligraphy office is deeply in-
volved. For such an event, Pat goes on her
computer to draft the wording and layout of
the invitation and enclosure card. The Social
Secretary approves it and specifies the quan-
tity to order. Pat’s computer layout is hand
engraved at the print shop in what is called
White House Social Script. Pat tells the
printer the size and type of art that will 
appear at the top, such as an engraving of
the White House or the Presidential seal. 

Meanwhile, the Social Office has been
compiling the list of invitees so that the cal-
ligraphers can address the envelopes “in a
nice business hand” using a Pilot G-Tec or
dip pen, Pat said.

But Pat, Debra and Rick are not yet
through. When the invitations are finished,
they may “punch holes, tie ribbons—we do
whatever needs to be done” plus stuff and
stamp them, Pat said. The three of them do
have their limit. “During the holiday crunch
time we bring in help,” said Pat, noting that
this past fall “we addressed 6,000 envelopes
for all the receptions and dinners held here
at Christmas.” (About 1,000 Christmas card
envelopes were addressed as well, with as-
sistance from WCG members Marta Leg-
eckis, Gilda Penn and Ann Mackechnie.)

For the 
dinner menu
honoring 
the British 
Ambassador,
Rick Muffler
used pointed
pen lettering
and did a pen
and ink illus-
tration of Big
Ben, to which 
watercolors
were added
after printing.

WHITE HOUSE CALLIGRAPHERS |  5
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Pat Blair lettered the dinner menu in a compressed round-
hand to coordinate with the invitation (opposite page).
She left the capitals “slightly more open to avoid the clut-
ter of too many lines.” The motif was inspired by the color
palette and floral design of the table settings—cream
damask linens, cream roses and gold-trimmed china (see
front cover). The menus were hand-painted using a mix-
ture of McCaffrey’s Ivory “with just a touch of Van Dyke
brown gouache.” Moss green watercolor was added to the
leaves, followed by touches of gold gouache.

Debra Brown used a light pointed pen script for the lun-
cheon menu, which was offset printed in black. The flags
of the U.S. and the U.K. were hand painted after printing.

6 |  WHITE HOUSE CALLIGRAPHERS
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The White House calligraphers are also
busy the day of a major event, setting out a
hand lettered place card and menu at each
seat. The lettering artist for that function
then stays at the White House to handle
any last-minute lettering. The calligraphers
also greet guests at the escort table where 
attendees receive a small envelope with
their name on the outside and table num-
ber on the inside. For smaller events, the
calligraphers hand letter a seating board
rather than individual place cards.

“We’re a hard-working bunch,” said Pat.
“Forty-hour weeks are practically nonexistent.”

All three calligraphers were pushed to
the limit in May 2007, when the White
House held a State Dinner for Britain’s
Queen Elizabeth and 134 guests. “Extra
attention was paid to every detail to ensure
an outstanding welcome for the Queen,”
said Pat, who called it “an immense event”
requiring weeks of preparation. 

Pat calligraphed the invitation as well as
the menu, and Rick did the program for the
after-dinner entertainment using Adobe In-
Design. Debra lettered the luncheon menu,
hand painting flags from both the United
States and Great Britain. But she was not
done. “Two days before the event, we were
told there’d be a secondary dinner for
staff,” said Pat, so Debra took on more 
lettering and flag painting.

“For the Queen or any other event, it’s
the same process. We can’t make mistakes
—everything must be perfect.”

Below: Pat Blair lettered the invitation to the
state dinner in honor of the visit of Queen Eliza-
beth in a compressed roundhand. The invitation
was engraved in black on heavy 6-ply stock fin-
ished with a gold beveled edge. Pat then scripted
the name of each guest in the same hand. 

The invitation envelopes for all White House din-
ners and receptions are addressed by hand. The
one at left, by Rick Muffler, is written in an ele-
gant social script. 

✒
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Debra Brown painted in watercolors the cover illustration for the 2006 Bookfest
breakfast invitation and did the calligraphy in a light pointed pen script. She
scanned the artwork and outputted the required quantity on a color laser printer.

For the Benjamin Franklin din-
ner invitation (far left), Debra
Brown created a hand inspired
by period lettering and histori-
cal documents. The invitation
was printed on a folded sheet
of creamy cotton paper.

Similarly, Pat Blair used char-
acteristics found in Abraham
Lincoln’s signature to design
the menu at left.

Not every Presidential event requires formal treatment. For a baseball dinner menu
(top left), Debra Brown used a broad pen to letter in cursive with smaller than 
average pen scale. She designed the title to emulate sports lettering. Pat Blair did
broad pen lettering with little ornament to complement the informal nature of the 
luncheon in honor of the Prime Minister of Japan. The simple, graphic illustration of
the U.S. and Japanese flags were hand painted after printing.

The place card for the Presi-
dent of Afghanistan is tucked
into his napkin, awaiting the
start of the state dinner. Rick
Muffler calligraphed the cards
to match the invitation.

8 |  WHITE HOUSE CALLIGRAPHERS
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Pat Blair painted the Easter eggs in watercolor and cal-
ligraphed the text in Italic. She scanned both elements
and laid out the invitation using Adobe InDesign.

Above: The 2007 Bookfest invitation cover illustration is a watercolor paint-
ing by Pat Blair that she based on a photograph. The font she used for the
title was designed by WCG member Jean Larcher.

Rick Muffler lettered the menu at right in the foundational hand with built-
up serifs. The book illustration was painted with watercolors after printing.

Preferred papers: Canson Pro-Marker 
Layout Pad or Bienfang Graphic 360
Marker Pad “because they don’t bleed
and aren’t too slippery,” said Pat Blair.
The calligraphers pencil in two guide-
lines for each line of lettering and use
a magnifying glass to aid precision.

Pointed nibs: Nikko G, Hunt 22B,
Mitchell 303.

Broad nibs: Mitchell.

Ink: Moon Palace sumi—“It doesn’t
rust nibs like the green bottle*.”

Tip from Pat: “Before lettering something
good, always warm up in the hand
you’ll be using. If you don’t, the first
line will be smaller than the last.”

Tools of �e Trade

* Many calligraphers prefer specific brands of sumi
ink and refer to them by bottle color. “Black bottle”
generally means Moon Palace or Yasutomo KY;
“green bottle” can be Bokuju Sumi or Yasutomo KF.

WHITE HOUSE CALLIGRAPHERS |  9
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Using a broad pen, Rick Muffler lettered with elongated ascenders
and caps, with a slight “waisting” of upright strokes. Below, he
used a more angular upright Italic. All flags are hand painted.

Compressed inter-
linear spacing gives
a distinctive look to
the above menu by
Debra Brown, who
also created the
menu at left.

10 |  WHITE HOUSE CALLIGRAPHERS
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Using a broad pen, Debra Brown lettered with a scripted effect,
then painted the lilacs after the menus were printed. Below, she
calligraphed on a slant and built up the serifs. A simple Japan-
ese blossom completes the design.

Above: Pat Blair com-
bined Spencerian
capitals with copper-
plate lower case. 
She drew the flowers
from centerpiece
samples provided by
the White House
florist and painted
them after printing.

Right: Informal
pointed pen script 
by Pat Blair, whose 
illustration shows a
piece of  White
House china, hand
painted in gold and
pearl white to create
a slight shine. She
used watercolor for
the leaves and
berries. 
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n unending stream of official events keeps 
Jennifer Nicholson busy at the U.S. Depart-
ment of State. With the title Engrosser and 
Protocol Officer, she works in the Office of the
Chief of Protocol, supporting the Secretary of
State, the Deputy Secretary of State and the
Chief of Protocol for their official functions. 

These events can range from dinners with 
up to 250 guests, to breakfasts and luncheons, 
receptions, ceremonies and summits. Most
events are held on the 8th floor of the Depart-
ment of State in the elegant Diplomatic Recep-
tion Rooms. 

The majority of her work includes lettering
place cards, writing long titles on small gift en-
velopes, addressing envelopes, designing invi-
tations and menus and coordinating printing
for the Ceremonials Division within the Office
of the Chief of Protocol. She is sometimes
called upon to help in Protocol’s five other divi-
sions: Visits, which oversees visits of foreign
dignitaries; Diplomatic Affairs; Management;
Blair House (the President’s guest house); and
the Chief of Protocol’s Office. 

Over the years, the requests have expanded
to include airplane seat cards for Presidential
delegations, inscriptions in the Secretary’s
guest book and the Blair House guest book,
oath cards for swearing-in ceremonies, 
certificates, and holiday card designs for the
Secretary of State and the Chief of Protocol.

The WCG member is also responsible for 

For July 4th events at the State Department, Jennifer Nichol-
son enjoys incorporating unusual papers into her design. In
the top example, she discovered parchment-like paper with
die-cut deckled edges in a stationery store. Once the stock
was cut (to gain a straight edge for the gripper) and printed,
Jennifer, her boss and her boss’s mother used a deckle-edged
scissors to shape the other two sides of 400 invitations.

Left, she used a pointed pen to draw the eagle and execute the
calligraphy. The master was engraved and printed in white and
blue on Neenah Classic Columns Red Pepper. 

U.S.Department of S

A
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When appropriate, Jennifer
uses calligraphic hands that
complement the event, such
as in these menus for the
State Department’s annual 
Iftaar dinner during Ramadan. 

ordering and maintaining an inventory of about
20,000 pieces of stationery, including menu
cards, menu covers, invitations and place cards,
all with the Great Seal of the United States 
engraved in gold.

While Jennifer’s primary responsibilities are
lettering and graphic design, she received a
promotion as a protocol officer and now assists
with seating and escorting high-ranking offi-
cials, including Bono, Alan Greenspan and 
ambassadors to one-on-one sessions with the
Secretary of State. She also escorts foreign 
ambassadors to the White House to present
their credentials to the President.

“The highlight of the past nine years was the
opportunity to work at Camp David for 16 days
during the peace talks of 2000,” said Jennifer,
who lettered the tent cards, place cards and
menus for functions hosted by the Secretary of
State and the President. “It’s an honor to be a
part of history,” she said, noting that she also
was assigned to the Wye River, MD and Shep-
herdstown, WV peace talks.

One of the challenges of Jennifer’s job is to
fit unusually long names and titles of foreign
dignitaries onto very small gift envelopes and
place cards. “Sometimes a title is so long it
takes four lines on a place card,” she said. For
the 50th anniversary of NATO, she lettered
place cards and escort envelopes for three days
of events with the protracted titles of 44 foreign
ministers and 44 defense ministers.

Among her favorite assignments is creating
invitations for less formal events. “I welcome
the opportunity to do something conceptual,
unusual or creative with the invitations,” she
said. The annual July 4th celebration “is a fun
design I always look forward to.” 

But in 2004 “I was so busy with the Visits 
Division’s requests for the G8 Summit on top of
my usual duties that I became concerned about
meeting my printing deadline for that year’s July

nt of State
Jennifer Ni�olson
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4th event,” she recalled. “So I packed up my roughs to
work on over the weekend and I said, ‘As long as nothing
else big comes along I can still meet my deadline.’

“But over that weekend Ronald Reagan passed away
and the Ceremonials Division was called into work to
arrange for the foreign dignitaries’ participation in the
State Funeral,” Jennifer related. “I had to quickly get
the design completed since a State Funeral is an all-hands-
on-deck event. Using a pointed pen, I drew an eagle on
a flagstaff” and lettered the text in copperplate, her 
favorite hand. The master was engraved in white on
red stock. “Every time I look at the design I remem-

ber how hectic the office was when I produced the final.” 
Jennifer designs the holiday card that the Secretary of

State sends to foreign ministers around the world and to
the diplomatic corps. In 2006 she produced the art for the
engraver by hand-drawing six separate overlays, complete
with registration marks. That was the year she started
learning Adobe Photoshop, Illustrator and InDesign. 

“At one time I didn’t want to have any part of using the
computer,” she admitted. “But now I recognize it’s really
a time saver.

“Learning in the midst of deadlines has been a chal-
lenge, but I look forward to the day when I know what I’m
doing,” she laughed. “Fellow calligraphers, designers and
printers have been incredibly helpful with sharing tips.”
When the workload demands it, Jennifer brings in WCG
members Marta Legeckis and Lee Ann Clark to assist.
“It’s great to have fellow calligraphers in the office and to
see their different approaches to projects,” she said. “I
enjoy the camaraderie and the sharing of knowledge.” 

✒
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Preferred paper: Borden and
Riley and Bienfang Graphic
360 layout paper.

Broad nibs: Mitchell.

Pointed nibs: Hunt 101,
Leonardt EF Principal and
Brause Rose—“for larger 
letters it has great flexibility.”

Ink: “I prefer using gouache
to sumi ink, because I can
get better hairlines.”

Jennifer used a pointed brush and
sumi ink to create the color separa-
tions for the cover of the holiday 
reception invitation above. For the
polo invitation at right, she incorpo-
rated type into the cover design.

Far right: Jennifer drew the artwork
for the cover of the holiday card
and created overlays by hand for
each of the colors being engraved.

Below: White engraving of Jennifer’s
copperplate calligraphy on Neenah
Classic Columns Red Pepper.

Tools of �e Trade
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oodrow Wilson was President when
Adrian B. Tolley became the official
White House calligrapher, and A.B.

remained in that position through the Eisenhower
administration. He passed on his lettering skills
to his son William E. Tolley, who opened a studio
in downtown Washington in 1946 to handle the
demand from burgeoning government agencies.

A relative of Bill Tolley, David A. Hobbs,
joined the studio in the 1970s and now owns
the David A. Hobbs, Inc. & Tolley Studios,
which continues to be a Washington institution.
Government agencies and the U.S. military
still provide 40 percent of the studio’s business.

In addition to WCG member David Hobbs,
members Barbara Gere and Barbara Sweet
work at Hobbs & Tolley and a third WCG
member, Suzanne Heany, does contract work
from her home. Over the years, many of Wash-
ington’s professional calligraphers have been
employed by David Hobbs and Bill Tolley.

Certificates are the studio’s bread and butter,
and he believes strongly that they should be
readable. “We’re in the communication busi-
ness,” said David, who refers to himself as an
engrosser, which means someone who creates
documents. “The emphasis needs to be on
readable text.”

To that end David has adapted various al-
phabets that his calligraphers use, including
“Hobbsian Old English” and “Hobbsian Script,”
an adaptation of copperplate engraving script.

“We have developed our own styles of letter-
ing that can make any type of presentation
more unique and attractive,” David said. “This
hand-wrought calligraphy can be applied to
awards, citations, resolutions, certificates,
place cards, tent cards, mats and presentation
folders.” Using these alphabets, the work com-

David A.Hobbs, Inc. &   To

David Hobbs, owner of David A. Hobbs, Inc. & Tolley Studios, which has provided callig-
raphy for Official Washington for more than 60 years.

W
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ing from the studio has a consistent look, year
after year, regardless of which calligrapher did
the lettering. 

At his drawing table, David begins a 
document by creating a precise pencil rough,
then letters in ink on a sheet of quality paper. 
Perhaps because he is left-handed, he does not
subscribe to strict rules about how to sit, 
position the paper and hold the pen. “Do what
works for you,” he said. “What’s important is
what comes off the pen point.”

The Hobbs & Tolley Studio provides vari-
ous levels of quality at various prices. On the
one hand, a client who wants the best receives
a document hand lettered by David Hobbs or
one of the other artists, with shell gold and
other embellishments. At the other end, clients
with modest budgets used to get lettering from
calligraphers-in-training. Now these clients can
receive such work from the studio’s computers.

Hobbs & Tolley sees the value of computer-
generated calligraphy. “We moved early to 
incorporate digitized lettering into what the
studio could offer,” said David. Working in the
1980s, “we developed a computer system that
utilizes our own hand lettered fonts to create
certificates.” Once the names are engrossed
by hand on printed certificates, David said,
“the result looks like the entire document is
hand lettered.” 

The biggest electronic challenge was get-
ting the letters of their script font to attach cor-
rectly. The studio digitized the strokes and the
permutations of each letter, and then the pro-
gram puts the strokes in order to create the
impression of a flowing hand. 

“It met our high standards,” said David. But
he insists on printing these documents on an
inkjet, not a laser printer. The goal, he said, is

&   TolLey Studios

Preferred papers: Strathmore 2-ply Bristol,
Crane’s Diploma Parchment, Arches.

Pointed nibs: Esterbrook 128 and 1000, Spencerian
5, Hiro, Gillott 170 and 303. “I try to use antique
nibs because they’re made of better steel.”

Broad nibs: Mitchell (David Hobbs uses left-
handed nibs).

Ink: Sumi green bottle and black bottle*. “I like the
green bottle because it’s a little darker and
tends to stand up on the paper.The negative
is it has a high iron content so the pen point
tends to rust.” David adds a few drops of

distilled water as needed to improve the
consistency of the ink and cleans the nib
periodically by scraping with an X-Acto

blade and dipping in water.

*See note about Sumi on page 9.

Tools of �e Trade
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to “avoid the problems that often
accompany laser printing, such
as flaking toner and limitations 
to the size and weight of paper
stock that can be used.”

In addition to housing a full
framing studio, Hobbs & Tolley
strives to fill various presentation
needs such as plaques and glass
engraving “to offer everything a
client needs to get the award they
want,” said David.

The future of Washington’s
major calligraphy studio is up in
the air. David Hobbs said he hopes
to retire in a couple of years, and
he is looking to sell the business
to someone who will continue its
history of high standards. He 
encourages anyone who is inter-
ested to contact him. 

✒
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WCG members Barbara Sweet (l.) and Barbara Gere are staff calligraphers at Hobbs & Tolley.

Images of Walt Disney and Cinderella’s Castle
emerge from the titles of Disney tunes in this
original work by David Hobbs. With pointed nib
and black ink (the white lettering in the treble
clef is the paper), David has crafted similar
creations showing Thomas Jefferson’s face in
the Declaration of Independence, Jesus with
the Sermon on the Mount, and Martin Luther
King Jr. emerging from his famous “I Have a
Dream” speech.
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uite a few Washington-area calligra-
phers work for federal agencies as
freelance contractors, including
Sammy Little, whose specialty is 
calligraphy for events—and those

events often involve Presidents, Senators and
Supreme Court Justices.

Sammy is proud of the lettering she has done
for the luncheons for the last three presidential
inaugurations. These gatherings take place in
the Capitol immediately after the swearing-in of
the President and before the procession to the
White House. 

“When a President is elected to his first term,
the first time he sees himself referred to as The
President is on the place card I lettered for this
luncheon,” she said. “This is special for me.”

The Office of the Secretary of the Senate
hired her for inaugural luncheons after the
event coordinator saw Sammy’s calligraphy at
another function. The work involves addressing
the invitation envelopes and lettering the escort
cards and place cards. Deadlines are so tight
“they sometimes send a driver three times a day
to pick up the envelopes I address,” she said.

The morning of the inauguration, Sammy is
inside the Capitol to letter additional names.
She said she never ceases to be impressed by
the grandeur of the setting and the symbolism
of the ceremony. “More than 200 people file into
Statuary Hall and it’s incredibly beautiful,” she
said. “The mantle of the presidency is handed
over so smoothly, no matter the politics of the
people involved.”

Security has grown tighter over the years.
For her first assignment—the second Clinton 

Sammy
Little

Sammy Little waits inside the U.S. Capitol during
the Presidential Inauguration to letter last-minute
place cards for the luncheon (table setting shown
below) that follows the swearing-in ceremony. 

Q
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Above:  An example of Sammy Little’s pointed pen
invitation and response card for the State Depart-
ment. At right, a place card lettered in Italic with a
broad-nibbed pen. 
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and Human Services and Mrs. So-and-So’—on an
envelope barely the size of a business card!”

All the quick work for that inauguration did
have its rewards: news coverage of people like
Sammy who were hustling behind the scenes. “I
did numerous media interviews and it was very
exciting,” she said, naming C-SPAN, the Wash-
ington Post and other news organizations. “It
was such a thrill to be even a little part of this.”

The Office of the Secretary of the Senate
turns to Sammy Little for other events, as well—
like when the Supreme Court invited all the 
Senators and their spouses to dinner. Sammy
lettered the menu, addressed the envelopes, and
did the place cards and escort cards.

Most of her lettering is copperplate, although
she sometimes addresses envelopes in formal or
cursive Italic using the smallest Mitchell nib—

inauguration—she said, “I had to go downtown
to get credentials, which consisted of one lami-
nated card around my neck.” Then the require-
ments began to grow. “For Bush’s first inaugural
I received two cards and for Bush’s second 
inaugural I needed three.”

Her work does give her a backstage peek at
history. “At the last inauguration I got to see
three former Presidents together: Clinton,
Carter and Bush,” she said.

But the nature of politics can produce some
complications for calligraphers. “Bush’s first in-
auguration was so crazy,” Sammy said. “It took
so long to verify the vote that everything for the
inauguration had to be done at the last minute.
And because the cabinet members he nominated
weren’t voted on, I had to write on their escort
envelope, ‘The Secretary-Designate of Health
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and occasionally does Italic with a pointed pen
“for a totally different look.”

When addressing envelopes, Sammy said, “I
strive to match the type used on the engraved
invitation as closely as I can.” She does all her
lettering on a light table so guidelines will show
through.

To create a menu or invitation that will be
printed, the Washington Calligraphers Guild
member letters a rough in ink on layout paper,
then does it again with the lines centered. She
reduces this to the size of the printed piece and
faxes it to the client. When she sends her final
artwork to the printer, it comes with a reminder
not to lose the fine hairlines in reproduction.

“Clients don’t realize how much preparation
is involved,” she said, “like finding nibs that
work correctly, getting the reservoir adjusted

Escort envelopes contain the
table numbers for guests;
matching place cards are at
their seats. Right: a table
number for an informal event.
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Preferred papers: For copperplate, Letra-
Max Premium Bright White Marker
Paper or Canson Pro-Layout Marker
Pad. For Italic, 90 lb Arches hot press.

Broad nibs: Mitchell Rexel Roundhand.

Pointed nibs: Gillott 303, occasionally
Gillott 1950 “if the paper is grittier.”

Reference book: Mary Jane McCaffree’s
Protocol:The Complete Handbook of
Diplomatic, Official & Social Usage.

Tip: “Run a new nib through a match
flame to burn off any varnish, then
dip it immediately in distilled water.

You don’t want the nib to get too
hot or it will lose its strength.”

Tools of �e Trade

just right and mixing an ink that gives me a nice
deep black and allows thin hairlines.” Sammy
has her personal ink recipe that combines Win-
sor & Newton ink with green bottle sumi and
gum Arabic. 

Although the federal government sometimes
seems to rely on red ink, “official Washington 
insists on black ink,” she stated. “But when a
client wants a color, it may take me up to an
hour to mix the shade just right.” So the color
will flow well from the pen, Sammy pays careful
attention to consistency, adding distilled water
as needed. 

“Lettering in white on black envelopes takes
so much longer because I want the white to be
opaque, so I need to use a mixture that’s pretty
thick,” she said, adding that lettering in gold or
silver is even more time-consuming than white.
“Particles in metallic gouache impede the flow,
but you can’t dilute it too much or it will look
washed out,” Sammy explained.

But writing fluid is only half of the equation.
“I’ve been known to throw away three or four
Mitchell nibs before I start a job because they
spread too easily or the slit isn’t cut perfectly,”
she said, “and I toss copperplate nibs if the
points don’t stay together for fine hairlines.” 

Looking back at 30 years of professional cal-
ligraphy, Sammy remarked, “When someone
asks me how long it takes to letter an envelope, 
I say, ‘Not nearly as long as it took to learn.’” 

✒
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For an invitation with a Mardi Gras theme,
the National Gallery of Art commissioned
Sammy  to do the lettering inside an 
illustration by NGA Chief of Design Mark 
Leithauser. Sammy used a pointed-nib pen
to letter in Italic—a hybrid hand she calls
Coppertalic—“with lots of flourishing to
complement the artist’s work,” she said.
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Special Awards
Mary Lou O’B

When government officials are not
hosting dinners and luncheons,
they make sure they congratulate

each other for jobs well done. That provides
more work for Washington’s freelance 
calligraphers, including current WCG 
president Mary Lou O’Brian.

The business she has conducted from
her home studio since 2003 is called Special
Awards. And that’s what she creates for
government agencies and dozens of other
organizations peculiar to Washington—
from the National Science Foundation and
the National Gallery of Art to the Formalde-
hyde Council and the National Association
of Surety Bond Producers.

Mary Lou first worked for many of her
clients during her 18 years at Inkwell, a
four-person calligraphy studio in Washing-
ton. When Inkwell closed in 2004, she
bought part of the business in order to
bring those customers over to Special
Awards. “I had been doing the awards for
those customers all along,” she said, 
“although they didn’t know it was me.”

To create a one-of-a-kind award, Mary
Lou begins by lettering in pencil on tracing
paper in order to get a sense of the design.
Then she will take another sheet of tracing
paper, draw heavy guidelines and letter the
entire award in pencil—using proper cen-
tering and including all the design elements
she wants to incorporate.

She faxes a copy to the client “to give

Mary Lou O’Brian operates
Special Awards from a 
studio in her home.

W
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Lou O’Brian

them something concrete to respond to,”
she said. “Sometimes clients are not able to
envision what the product will look like. It
gives them an opportunity to see it in actual
size and to proof the work.” 

After final changes and corrections, she
puts a sheet of Arches 140 lb hot press over
the tracing paper on her light table and let-
ters the award in ink. 

“Without having to draw guidelines or
worry about the spacing working out, I can
concentrate on the shapes of the letters,”
she said. 

And there can be lots of letters. Each
year Mary Lou letters and illuminates sev-
eral large awards presented at commence-
ment exercises at Howard University to
such honorees as Smokey Robinson and
Hillary Rodham Clinton. The wording incor-
porates so much biographical information
that each award includes from 600 to 1,000
words. 

“I charge by the word on these projects,”
she said, “because otherwise it’s not propor-
tionate to the amount of work involved.”

One lesson Mary Lou has drawn from
such intricate work is to know when to start
over. “If more than one thing goes wrong,
I’ve learned to abandon that attempt and
start anew,” she said. “If I’m not feeling very
good about a piece, I’d rather abandon it
early than get to the end and say I should
have quit.”

About 75 percent of her award business
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involves creating original certificates; the rest is filling 
in names. Some awards come to her with only the 
organization’s name and logo printed at the top—she
hand letters the rest, including citations that can run 
100 words or more.

Mary Lou does most of her work in Italic, copper-
plate and blackletter (“what the public calls Old 
English,” she said). Often she creates the initials of the
recipient’s name in Roman caps or Versals and illumi-
nates them in color and gold. She uses gouache to 
create colors, striving to match those used in the organi-
zation’s logo. If she anticipates doing future work for
that client, she will mix a large batch and store the la-
beled pans “so the color is consistent from year to year.” 

Her gold is an equal mixture of Winsor & Newton
tube gouache and W&N bottled gold. “The tube gold is
too yellow and the bottled gold’s pigment is a dark cop-
pery color,” she explained. “So I mix half from the tube
and half from the pigment settled at the bottom of the
bottle and add water.” The result is a gold that is “not 
too brassy, not too dark.”

Mary Lou sometimes even signs certificates for her
clients, using her light table to copy the signature. The
advantages go far beyond the extra dollar she charges
per piece. “The client doesn’t have to chase down the 
official to sign the award or worry about oil from that
person’s hands staining the work,” she said, noting that
when she signs the name, “it’s centered on the line and
in a proportionate size.”

As a freelance calligrapher, Mary Lou faces conflicts
familiar to all professional artists. There are times when
she must steer clients away from what they want. “I’ve
learned to always find solutions that look beautiful to
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me,” she said. “The times I have com-
promised and given in on this, the job 
always seems to come back to haunt me.
I’ll open the newspaper and find my ugly
lettering staring at me from an adver-
tisement. Oh, the shame,” she laughed.

“Then another client will see it and
want something just like it. Now I’m
doomed to repeat it over and over,”
Mary Lou added.

Another challenge freelancers face is
the stress of getting the job done. “Since
I tend to get overwhelmed easily, I’ve
learned to divide large jobs into small
bites,” she said. “When I finish each chunk I have the
satisfaction of meeting that day’s deadline.”

Despite careful planning, there are always emergen-
cies—and sometimes these bring her right into the 
middle of the Washington scene. Mary Lou tells the
story of her work for the wedding of the daughter of
West Virginia Senator Jay Rockefeller. 

“I was working onsite [at the Rockefeller estate in
northwest D.C.] doing last-minute changes, and then
drove home,” she said. “When I walked in the door, 
the party planner called—Al and Tipper Gore, who 
had declined the invitation because of the ongoing 
2000 presidential race, were suddenly able to attend.

“With the party just two hours away, I drove 25 miles
back to the estate to do two place cards.” 

Left: An example of
the oversized awards
that Mary Lou 
creates for agencies,
associations and 
universities. 

Below: Title page to 
a hand-bound book
honoring the 250th
birthday of the Mar-
quis de Lafayette,
commissioned by
Mount Vernon, the
Virginia estate of
George Washington.

Her client at Mt. Vernon
sent Mary Lou this type-
set title and asked her
to embellish it with a
flourish.

✒
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Mary Lou O’Brian is frequently commissioned to
letter lengthy citations on award certificates, such
as this one presented to General Colin Powell. To
enhance the visual impact of the Africare award,
she drew a border of African design. 

Below: Mary Lou uses white gouache to letter on
dark envelopes. If the client requests a hue, she
generally mixes gray rather than white gouache
into the color to achieve opacity because “the re-
sults are less stark and a bit more subtle.” On the
dark brown envelope at the bottom she put white
into cobalt blue because “I wanted a very chalky,
opaque blue.”

Ink: Mary Lou prefers black bottle sumi. For colors
she mixes gouache, adding a bit of gum arabic as
binder only if the dried ink can rub off.

Pointed nibs: Nikko—“It’s rather stiff but I like it
because it makes a nice thin hairline. Some pa-
pers want a softer nib and I’ll go to Gillott 101.”

Broad nibs: Mitchell.

For signatures: Rotring fountain pen because
“it produces a fat monoline that looks appro-
priately heavy.”

Tip:“When I have a large batch of certificates
that requires several pen [size] changes,
I’ve learned to switch pens as little as pos-

sible. I’ll do all the names first, then go to
the smaller pen and do all the dates,
then switch to a tiny nib and do all the
signature captions.The job looks
better and goes much faster.”

Tools of �e Trade
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nyone who believes the calligraphy of Official
Washington must be formal or formulaic has not
seen what Marta Legeckis creates for two of
the agencies at the U.S. Department of the Inte-
rior. She produces original awards decorated
with collages of dried flowers, miniature water-
color paintings, and bark and marbleized papers.

“Personalizing the awards this way is truly
meaningful to the people receiving them,” she
said. “It’s one of the jobs I really look forward 

to every year.”
Each year Marta, a past

president of WCG and co-
director (with Pat Blair) of
Letterforum 2006, produces
15 to 25 original certificates
for the Department of the
Interior’s Bureau of Land
Management and its Office
of Surface Mining Reclama-
tion and Enforcement. Most

are awards for restoring abandoned mine land
or to recognize coal mines with an outstanding
record of protecting the public interest. She
also does testimonials for retiring officials. For
consistency, Marta creates an individual style
for each type of award—but no two certificates
are exactly alike.

“The head of the office was retiring a couple
years ago, so I asked about his interests,”
Marta recalled. “It turns out he does stock car
racing—so I used round paper and drew a race
track around the border with a little stock car
with his name on it.”

Marta 
Legeckis

More retirement examples? “They said their
graphic designer is energetic and wears silver
and turquoise jewelry, so I lettered on black
paper with metallic inks,” Marta said. “And I
collaged on dried flowers to mark the retire-
ment of a lady looking forward to working in
her garden.”

Other offices at the Interior Department—
and additional clients in Official Washington—
allow Marta to apply her creativity, her lettering
expertise and her master’s degree in fine arts.

“A few years ago I started doing work for the
Bureau of Land Management—awards for indi-
viduals and small companies,” she said. “One
was for a man who pans for gold in Alaska. He
had to reroute a stream to search for gold, but
he put the stream back to its original course
when he was done. They sent me a photo and I
painted an illustration of him with his dog on
the certificate.”

For abandoned mines that were reclaimed as
bat habitats, “I carved a bat out of an eraser and
stamped little bats on the awards, adding little
gold eyes,” Marta said.

On a U.S. Department of State invitation for
the Prime Minister of India, she drew a border
based on an Indian fabric design.

When Al Gore was vice president, Marta
said, “Tipper Gore’s social secretary gave me a
free hand” to let her creativity shine. For an 
invitation honoring the Washington Mystics
WNBA team, “I used magic marker on a paper
towel to do the heading,” retouching it until she
achieved the desired effect.
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When the Department of the 
Interior commissions Marta 
Legeckis to create unique award
certificates, she often uses Twin-
rocker handmade paper because
of the mill’s selection of shapes,
textures and earth tones. She
complements her calligraphy
with watercolor illustrations.
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To tailor each award to its re-
cipient, Marta adds meaningful
decorative elements such as
marbelized paper, dried leaves,
bark paper and rubber stamps
she carves from erasers.
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Marta also creates more traditional calligraphy for
the White House, Office of the Vice President and
U.S. Department of State in her home studio and
sometimes on site. “I’m called in when the official cal-
ligraphers at the White House and State Department
are swamped,” Marta said. “They either send me the
work or have me come in, usually to do place cards
and envelopes.”

For her most creative work, Marta starts with
thumbnails in order to plan the layout, then does
roughs in ink. For Department of the Interior
awards, she uses Twinrocker handmade papers and
decorates with gouache in a palette of earth tones
“for a look befitting Interior,” she said. She has even
done awards on bark paper for companies being
honored for reforesting federal land.

“I enjoy experimenting with various papers,
using sumi ink, gouache or whatever writing fluid
works best on a certain paper,” explained Marta,

who has been a professional calligrapher for 30 years.
“If the paper’s not taking the ink right, I may be forced
to spray it with workable fixative,” she said, adding,
“It’s important to spray before you draw guidelines or
you won’t be able to erase them.”

And Marta prefers to draw those lines in. “The light
table doesn’t work well for me—I find it bothers my

eyes,” she said. “But I some-
times use it to letter place
cards when I don’t have time
to draw and erase lines.”

For the past three years
she has created enormous
awards—hundreds of words
long—for the White House
Fellows Association. The
first one she lettered was for
Colin Powell, acknowledg-
ing in detail his contribu-
tions to the nation (shown
framed at right). These cer-
tificates are very formal,
with elegant lettering and
touches of gold.

“In order to figure out the spacing for so much
text, I use the computer,” Marta admitted. “I print
out the testimonial language in an italic font so 
I can determine the line breaks and spacing. I 
enlarge this to the size needed for the award—
and then pencil the wording on a full sheet
(22x30) of Arches Text Wove.”

But no matter how influential her clients are,
Marta still has one basic challenge that any callig-
rapher faces. “The hardest part is sitting down to
start,” she said.

Preferred papers: Arches Text Wove for most jobs,
and Twinrocker handmade paper for Interior 
Department certificates.

Broad nibs: Mitchell, with Speedball for larger
lettering “and automatic pens for really large.”

Pointed nibs: Leonardt EF Principal.

Ink: “For black ink usually sumi but on some
papers gouache works better because sumi
feathers.” For gold she prefer Schmincke.

Tip: “To fix mistakes I take a very sharp
double-edged razor blade, break it in half,
put masking tape over the broken edge,
hold it between my thumb and forefinger

and gently curve it to carefully slice off
the mistake. Sometimes I collage over
the mistake if it’s in a place where 

that would work.”

Tools of �e Trade

✒
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As a freelance calligrapher,
Marta Legeckis receives
work from the White House,
Office of the Vice Presi-
dent, Department of State
and other federal agencies.
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hile you may never receive a hand-
lettered invitation to a State Dinner,
you probably have held in your hand
some of the artistry of Julian Waters. 

Official Washington calls on him for unique
lettering projects that are seen across America—
from U.S. postage stamps to publications by
such Washington institutions as the Smithsonian

and the National Geographic
Society. Visitors to Washington
also encounter his work on
posters, books and signs at the
Mall’s many museums and 
galleries—and even in lettering
etched on large glass panels at
the Women in Military Service
for America Memorial at Arling-
ton National Cemetery.

“I am a designer who works
with letterforms,” the Washing-
ton Calligraphers Guild mem-
ber said. Whether the finished
product ends up on paper,
postage or glass or as computer
images, “I am trying to create
moods and graphic solutions
with my lettering.”

Julian began developing his
artistic vision by watching his

parents. His mother is the eminent calligrapher
Sheila Waters, WCG’s founding president. His
father, Peter Waters, was a renowned designer
and bookbinder before revolutionizing the field
of library materials conservation.

“I’ll always remember one little drawing 
lesson my mother gave me when I was eight,” 
Julian recalled. “I was going to do a drawing of
a wild rose we had picked, and she got me to
really look and tell her what I saw—both the 
linear structures of the plant and the shapes of
the spaces. Allegedly, I then went ahead and did
a splendid drawing, which she still has today.
This kind of seeing is essential to calligraphy.”

Julian was teaching beginners classes by age
18 and conducting workshops at 22, as he contin-
ued to gain expertise studying with world-class
artists including Germany’s Hermann Zapf.

His experience has taught him that “calligra-
phy is not about one perfect letter followed by
another.” Instead, he explained, “it really should
be all about how the blacks and whites work 
together within a word, within a line, within the
texture of the overall piece. How do all the thins
relate to each other ... the thicks, the swells, the
curves, and most importantly, the negative
shapes?”

The design for a U.S. postage stamp begins
taking shape when a committee reviews 
proposed themes and selects the subjects of 
upcoming issues. The panel then puts each pro-
ject in the hands of an art director—who will
often turn to Julian when lettering plays a large
role in the stamp’s design. In the end, his work
ends up, in miniature, on envelopes across the
country.

“If your work is well reproduced, it is cool to
see it out in the world,” he said. “When it is
printed poorly, it is not cool!” Julian also creates

Julian
Waters
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The Postal Service commissioned Julian Waters to letter the
headings of its Legends of American Music Series, a series of
stamp sheets it issued during the 1990s to commemorate mu-
sical artists. He drew the letters or used various pens and
brushes to evoke the flavor of each genre.  For each series he
submitted numerous roughs; shown below are two rejected iter-
ations (small) paired with the final art.

Julian Waters has done the lettering for
several U.S. postage stamps.  The 1989
Bill of Rights stamp (page 38) was re-
produced on posters, jigsaw puzzles,
mugs, t-shirts and other merchandise. 
For a 2005 commemorative he hand-
lettered “Presidential Libraries Fifty
Years 37 USA” in several styles; the final
stamp is shown at left.  In 1999 USPS
commissioned Julian to letter “Love” for
a stamped envelope.
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Julian Waters’ final art for the
National Wildlife Federation’s
mail order catalog titling, with
two roughs at far right that the
client rejected. 

For the 1987 Postal Service book, Wildlife Amer-
ica, Julian Waters did the cover lettering and the
title for each page. “This was a landmark job for
me because of the challenge of creating 50 dif-
ferent styles in my title lettering, each trying to
visually reflect the personality of the bird or ani-
mal,” Julian said. “If you think only in terms of
style (Italic, blackletter, Roman, etc.) you quickly
run out of ideas. Instead I thought about visual

texture: soft/hard, round/angular, heavy/light
and so on. This then opens up a wide pallet of
in-between styles. It was somewhat like design-
ing 50 different logos.” He generally used a
broad-edge or ruling pen, working “quickly and
directly without a lot of pre-planning and with-
out much retouching. It was a lot to get through
within a tight deadline, but a very fun project.”
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lettering for titles on sheets of stamps and for 
related philatelic products from books to mugs.

He began doing calligraphy for the National
Geographic Society in his early 20s. “I would be
called to work on lettering for a magazine arti-
cle usually after they had tried a number of
headline typefaces and they found none suit-
able,” Julian recalled. “I would see the whole
layout of an article including all the photos and
illustrations so I could respond to the subject
and the space available. Most of the work I did
in the magazine was not credited with my name,
because my work was categorized as ‘type.’”

Eventually Julian even provided the type,
when National Geographic magazine became
one of the clients to use the computer typeface
family he created, Waters Titling. 

Julian noted that he was one of the first cal-
ligraphers to utilize the computer as a design
tool. But his pre-digital background remains
very important to him. “I am glad I had all that
hands-on experience,” he said, “because I am still
very fussy about letterspacing in typography.”

Creating art for National Geographic and
other clients begins when they agree on a price.
After discussing the project and studying 
related materials, he produces a set of first
roughs. “I used to send these by messenger or
by FedEx but now I just scan my roughs and
send jpegs or PDFs via email,” he said.

“The client will usually wish to see more
ideas or will like one or two of my designs. I will
present a second or third stage of roughs, usually
more refined than the first set,” Julian continued.
“From there I would normally go to final art.” 

Today most of his clients want to 
receive the finished product in digital
form. “I usually email the final art,” he
said, but “in the 1970s and 80s, I would
make a beautiful high-contrast photo-
stat of my final lettering, mounted on
mat board with a color paper flap. Now
that presentation is very ‘old school!’”

Julian also uses the computer to do 
a final check on his lettering. “If I re-
touch, I still prefer to do it on paper, but
I like that extra step of seeing it on the
computer,” he explained. “Sometimes I
will reverse it to white on black to look
at it in a different way, in case I didn’t
see everything when positive. I used 
to do that in the old photo era too.”

Sometimes the client requires the
lettering  in vector format, so he con-
verts it to Bezier outlines using Adobe Illustra-
tor. “There are automatic conversion tools such
as Adobe Streamline, but I feel they always dis-
tort my lettering,” he said. “So I insist on doing
the vector redrawing myself. It is a royal pain,
but I am comfortable in the technique.” 

Like the Wildlife book on the opposite page, the 1992 USPS
book Wildflowers was sold with the complete 50-stamp mint
set of that year’s wildflowers stamps. Julian Waters did the
cover and title page titling, and then 50 titles inside the book,
one for each of the 50 stamps. “The interior titles were all in
the same basic style, like a titling style,” Julian said, “but
being hand done gave a nice individuality to each title and
page that blended well with the Bembo text type.”

Julian Waters pro-
vided the lettering for
a U.S. Information
Agency traveling 
exhibition poster.
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A portion of Julian
Waters’ lettering
for National Geo-
graphic magazine
is reproduced on
these two pages.
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Perhaps because of the many kinds of 
lettering he produces, Julian has no favorite
ink or paper. But he does have some pre-
ferred pens. “For broad edged pens, I like
the old Mitchells the best, from the 1960s or
so,” he said. “I now have some very special
German nibs kindly given to me by 
Hermann Zapf. They are now my favorites,
even when I don’t use them!”

He is also careful about how he feeds ink
to his pens. “I don’t like dragging a lot of ink

underneath the nib while writing be-
cause I need to get very crisp hairlines
at times,” he said. “But sometimes you
want your thins thick, so then I might
work extra ‘wet.’ It all depends on
what I am trying to achieve.”

And what, above all, Julian is trying 
to achieve is a perfect marriage of

technique and emotion. This is how he put it:
“Some of us work for years striving for

great precision in our lettering. But some-
thing is missing—it’s clean but cold. Some
of us do very free work, but it all comes out
like limp noodles, with no backbone.
Creating refined work that is still warm and
full of interest—that is a most elusive aspect
of letter making and that has always been
what I have worked very hard for.”

In its “Behind the Scenes”
section (shown at left), Na-
tional Geographic featured
Julian as the artist responsi-
ble for titling of its “The Power
of Writing” layout as well as
numerous headlines over the
years. One of his earliest com-
missions for the magazine
(1983) was the title at right
and initial cap above.

✒
See page 44 and the
back cover for additional
artwork by Julian Waters.
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For the Bill of Rights book 
published by the Commission 
on the Bicentennial of the
United States Constitution, 
Julian Waters used hand letter-
ing rather than type for the title.
Right: U.S. Marine Band logo;
White House program book title.
Below: logo for a National
Gallery of Art exhibition.
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For  the Women in Mili-
tary Service for Amer-
ica Memorial, Julian
lettered quotations
that were etched in
large glass panels. He
is one of a handful of
Washington Calligra-
phers Guild members
whose lettering ap-
pears in stone, bronze
and other materials on
the nation’s museums
and memorials.

Below: book cover title for
the National Gallery of Art.

Above: Washington Metropolitan
Area Transit Authority title for
maps and pamphlets. 

For the floor of the National Geographic Building  Julian Waters
drew foot-high letters that were laser-cut in bronze.
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Selected past Scripsits are available for purchase
by individuals. Scripsits will be mailed upon re-
ceipt of payment. All checks must be in U.S. dol-
lars, payable to the Washington Calligraphers
Guild. (Write for teacher/vendor discount.) 

Prices include postage within the United States.
For orders being shipped to Canada and Mexico:
add $1 per copy. 
All other countries: add $3 per copy. 

TO ORDER send name, address, issues 
desired and payment to: 

Washington Calligraphers Guild 
ATTN: Scripsit Back Issues 
P.O. Box 3688 
Merrifield, VA 22116-3688 

SPRING 1984 $2
Editor -  Rose Folsom
The Calligraphic Art of Arthur Baker
Reprint: Manuscript…Sotheby's Record
The Tale of Two Pluckers
Interview: Ann Hechle
Discourse on Calligraphy Idea Exchange

SUMMER 1984 $2
Editor - Rose Folsom
Workshop Reviews:
Rustic Capitals, Drogin
Layout Workshop, S. Waters
Illustration for Calligraphers
Square Capitals, Drogin
Pens, Pencils, and PopsicleSticks, Beasley
Color and Design, Beasley
Lecture Review: N. Barchowsky on the Logic of

Italic Old and New Calligraphy

WINTER 1986 $3
Editor - Anne Lane
10-year Perspective of the WCG
Lecture Review: Meeting with Stan Knight
Some Reflections on Innovations 86
Workshop Reviews: Brush Romans, Stevens
An Italic Overhaul, Anonymous

SPRING 1989 (Vol XIII, No.1)  $2
Editor - Judy Hoyle
Have Pen Will Travel Issue
According to Hoyle
Course Descriptions

SUMMER 1990 (Vol XIV, No. 1&2)  $4
Editor - Judy Hoyle
Under Milk Wood
Double Issue Celebrating the Book Arts
Sheila Waters and Under Milk Wood -
The Featured Bookbinding
The WCG Library, Book and Slide Collection
Paper and Papermaking
Folded Treasures
Heller’s Rare Books
Ames Lettering Guide

WINTER 1990 (Vol XIV, No.3)  $2
Editor - Louise Dooley
Mysteries of Nature Revisited
Neuland: A Turn of the Pen
It’s a Frame-up
Four Contemporary Calligraphers
On the Road: Austin, Texas
Designer’s Corner: Embossing

SPRING 1992 (Vol XV, No. 3)  $3
Editor - Rose Folsom
Theme: Calligraphic Artist's Books
Women &Medieval Manuscript Prod.
A Moon & Their Sun: Writing Mistresses
of the Sixteenth and Seventeenth Century

AUTUMN 1993 (Vol 17, No. 2)  $2
Editor - Esther Washington
Continuation of the Winter 92 issue: Calligraphy

on paper, fabric, polymer clay, and wood
Greeting Cards

AUTUMN 1994 (Vol 18, No. 1)  $3
Editor - Nan Jay Barchowsky
Alfred Fairbank - Paul Standard - Lloyd Reynolds

- Tom Gourdie - Rosemary Sassoon -
Gunnlaugur Se Briem

LETTERFORUM (Vol 19, No.1)  $4
Editor - Nan Jay Barchowsky
After the Great Escape: Future of Calligraphy
Layout  Ieuan Rees
Gudrun Zapf von Hesse - Alan Blackman

SPRING 1996 (Vol 19, No. 2)   $3
Editor -  Michael Clark
Letterforms
Tony Forster - Sherry Bringham -
Herman Kilian - Elmo Van Slingerland
Jose Mendoza Y Almeida - Michael Clark

20th ANNIVERSARY (Vol 19, No. 3) $5
Editor - Esther Washington
Looking Back
The Artist's Contribution
Tribute to Professor Herman Zapf
The Two Letterforums
Reggie Ezell's Year long Class
Sheila Waters

SPRING 1997 (Vol 20, No. 1)   $5
Editor -  Rose Folsom
Manuscripts from the Walters Art Gallery and

Folger Library
New Scripts from Old Manuscripts
How to See Manuscript Collections

SUMMER 1997 (Vol 20, No. 2)   $5
Editor -  Michael Clark
Letterforms: Phill Grimshaw - Richard Lipton -
Glenn Yoshiyama - Gerard Huerta - Angela

Durbin - Michael Clark

WINTER 1998 (Vol 20, No. 3)  $5
Editor -  Michael Clark
Letterforms: Christopher Haanes - Peter Thorn-

ton - Werner Schneider - Stephen Raw - 
Gudrun Zapf Von Hesse

WINTER 1999 (Vol 21, No. 2)  $5
Editor - Michael Clark
Letterforms: John Stevens - Julian Waters -

Michael Clark - Ward Dunham - Peter Horridge

SUMMER 1999 (Vol 21, No. 3)  $5  
Editor - Joan Machinchick
The Art of Collaboration
Conversations
Pen In Hand
Common Ground
Realities check with David Tannous
“Discoveries” Reviews

DECEMBER 1999 (Vol 23, No. 1)  $5
Editor - Hermineh Miller
Flow: Playing Idea and Essence Into Reality
Song of the Brush, Dance of the Ink
Aikido: The Way of Harmony With the Universe
Yoga: A Path to the Heart
Meditation: A Path to a Quiet Mind
Book Reviews

APRIL 2000 (Vol 23, No. 2)  $5
Editor - Michael Clark
The Abstract Side of Letterforms

25th ANNIVERSARY ISSUE (Vol 24, No. 3) $5
Editor - Nan Jay Barchowsky
A Guild Retrospective
25th Anniversary Exhibit 
Graceful Envelopes

FEBRUARY 2002 (Vol 25, No 1) $5
Editor - Rose Folsom
The Critic’s Eye - covering WCG’s 25th Anniver-

sary Exhibition

JUNE 2002 (Vol 25, No 2)  $5
Editor - Michael Clark
Letters: From Written to Digital Forms, Part 2 

RECENT ISSUES
m/n = member/non-member price

JANUARY 2004 (Vol 26, No 2)   m/nm $6/$15
Editor - Michael Clark
Ich Bin (Various artists)

JUNE 2004 (Vol 26, No 3)  m/nm $6/$15                
Editor - Michael Clark
Letterforms: Hoffman Angelic Design, Jean

Larcher, Gareth Colgan, Yves Leterme, Bob
Boyajian

JANUARY 2005 (Vol 27, No 1)  m/nm $6/$15
Editor - Mary Lou O’Brian
WCG Honorary Members: Sheila Waters, Charlie

Hughes, Ieuan Rees, Hermann Zapf

AUGUST 2005 (Vol 27, No 2)   m/nm $6/$15
Editor - Michael Clark
Letterforms: Stephen Rapp, Rose Folsom, Ann

Alaia Woods, Pat Blair

FALL 2005 (Vol 27, No 3)   $20
Editor - Lorraine Swerdloff
The Graceful Envelope Contest - Full-color issue

featuring selected winners from 2003-2005.
(24 pages, 65 color images)

WINTER 2006 (Vol 28, No 1)  m/nm $6/$15
Editor - Ellen Jankowiak and Jordenne Ferrington
Greeting Cards their Designs and Experiences

LETTERFORUM 2006 (Vol 28, No 3 / Vol 29 No 1)
m/nm $8/$20

Editor - Rose Folsom 

Scripsit Back Issues Still Available How to Order 
Back Issues
of Scripsit 
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Above: Lettering for White House booklet.
Left: Title for a Smithsonian exhibition.
Right: One of 24 page headings for the
U.S. Postal Service’s 1989 Mint Set of
Commemorative Stamps book.
Below: Logos for two national magazines.

Julian Waters lettered the cover headline for the
U.S. News & World Report’s 70th anniversary
issue. More of his magazine and book titling 
appears here and on pages 38-44.
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