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CHAPTER 1


INTRODUCTION




I work, often in silence, coaxing fluttering leaves of pure gold onto a prepared page. The gold catches the light as it turns, a flash of fire in the cool of the morning. It settles into place and I polish it to bring out the shine. The burnished areas look like droplets of liquid gold, reflecting the light of the new day.







WHAT IS ILLUMINATION?


To ‘illuminate’ means simply to ‘light up’. It comes from the verb illuminare, from in- ‘upon’ + lumen, lumin- ‘light’. This book is about ‘the decoration (of a page or letter in a manuscript) by hand with gold or silver’, a definition helpfully supplied by the Oxford Dictionary. I’ll leave gilding on canvas, stone, panel and wood to other authors.





Pages throughout the centuries have been adorned with gold. The practice isn’t restricted to one faith or one continent. Buddhist scrolls from Japan were sometimes written in gold, as were many exquisitely decorated versions of Islamic Qur’an. The pages I’m most familiar with, though, are the Christian illuminated manuscripts of the European medieval era.


Holding a medieval manuscript is a tactile, and very human, experience, so different from looking at isolated digitised images. These books are gloriously and unashamedly handmade. Old wooden boards, corners rubbed smooth from centuries of use, enclose pages of vellum. Some are so thin as to be translucent, some so thick that they creak as you turn the page. Each page is painstakingly hand written, with a quill that had to be cut from a feather and continually resharpened with a pen knife, and ink made from oak galls. You can see, sometimes, where the scribe has tired at the end of a long day, with letter forms becoming less than perfect. There is the occasional misspelling. Some words have been missed out altogether and added later. Sometimes you can clearly see that the scribe had a tremor, his hand shaking as he tried to write.1 Unofficial illustrations in the margins may puzzle us or make us smile.
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A beautiful illuminated manuscript from the Lincoln Cathedral library.








But it is the gilded elements that are striking. No matter how small the area, there is something captivating about the light catching gold as each page is turned.
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A little pen and ink drawing in the margin of one of Lincoln Cathedral’s manuscripts.
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An illuminated letter P from Lincoln Cathedral MS 145. You can see that the manuscript has been trimmed and rebound sometime in its past.








For medieval artists in Europe, working within the Christian faith, gold represented spiritual light. As the centuries passed, it also came to signify wealth, with manuscripts becoming increasingly decorated with gold, expensive pigments and precious stones. We now live in a digital era where the majority of books are not hand made and where lettering is generated by fingers tapping on keyboards and screens.




COPYING MONKS


A student, when introducing herself to me in a workshop, once said, ‘My calligraphy tutor won’t teach me illumination. She says there’s no point in copying medieval monks.’ I was (unusually!) lost for words for a moment.
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The various tones of malachite and azurite pigment extracted from rough minerals.
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Plants and minerals that can be made into paint: weld, buckthorn berries, marigold flowers, malachite and azurite. If buying minerals, do give consideration to their provenance. There are ecological and humanitarian issues in some mining areas.








To be fair, I’ve done my share of ‘copying monks’ over the years. I’ve read translations of old manuscripts dealing with gilding. I’ve learnt how to make ink and transform minerals and plants into the beautiful paint colours that survive on pages decorated 800 years ago. I can create an illuminated page using only the materials and tools available to a fifteenth-century illuminator.


But now I use those age-old techniques to create new work. Styles of illumination changed between the eighth and fifteenth centuries, waxing and waning in popularity. I’m now creating work which reflects the era in which I live. Some of that work is text- and manuscript-based. I enjoy painting wildlife, and gilded elements have found their way into that work too.





LEARNING


Any craftsperson will tell you that it takes steady practice to master the old skills. I also believe that it requires good tuition. After all, you wouldn’t expect to be able to drive a car without having a driving instructor, or make a soufflé without someone showing (or at least telling) you how. Manuscript illumination has the reputation of being ‘difficult’. It isn’t. It’s a skill that can be learnt, like any other.





I had some long conversations with my students when I was trying to decide whether to write this book. After all, there are already some excellent volumes on the market, with stunning examples of illuminated work and ‘step-by-step’ examples. Could I really add anything to what is already available? The general consensus was that I could. ‘The difference,’ said one student, ‘is that you teach us how to fix our mistakes. You tell us what to do when it all goes wrong. The other books just assume that eveything will turn out perfectly. You teach us how we can improve.’


‘Fixing mistakes’ is what we all do, all the time. The soup doesn’t taste good? Add a bit more salt next time. Illumination isn’t any different.




TEACHING


Why do I teach? Because I love it is the simplest answer. But I also feel strongly that I should pass on my knowledge, if illumination as a heritage craft is to survive. At the moment it is classified as ‘endangered’. What does that actually mean?





According to the website of the Heritage Crafts Association, a heritage craft is defined as ‘a practice which employs manual dexterity and skill and an understanding of traditional materials, design and techniques, and which has been practised for two or more successive generations’. Their Red List of Endangered Crafts, first published in 2017, ranks traditional crafts by the likelihood they will survive to the next generation. An endangered craft is one which currently has enough craftspeople to transmit the craft skills to the next generation, ‘but for which there are serious concerns about their ongoing viability’. Put simply, there aren’t enough of us – illuminators using traditional techniques – to ensure the continuation of this beautiful art form. And that seems a shame.




ILLUMINATION IN THE TWENTY-FIRST CENTURY


Over the past 15 months, whilst I’ve been writing this book, I’ve seen a move in both calligraphic and art circles from ‘traditional’ to ‘expressive’ work. Most of my students, whether they be artists or calligraphers, don’t want to re-create medieval designs. They want to make something contemporary and personal. They want to be inventive.





I believe there is room for both: an honouring of the craftsmanship of the past and a spirit of twenty-first-century experimentation. I’ve tried to include a little of everything in this book, with the understanding that not everyone will like every example. I’ve done comprehensive tests of all the gilding sizes currently available in the UK but haven’t found anything I like better, for my own purposes, than those which were available to medieval illuminators. I’m sure you’ll find your own favourites.
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Gold laid on manuscript gesso, burnished to a mirror shine.











HOW TO USE THIS BOOK


The majority of books on illumination have a calligraphic basis, with gilding examples drawn from the changing styles of illuminated letters over the centuries. This one is different. My chapters aren’t labelled Gothic, Romanesque, Celtic and so on, but Gums, Gesso and Shell Gold. It’s a technical book showing what you can and can’t do with each gilding size and what you can (and can’t!) fix when things go wrong. That means there is some overlap in terms of result. You can, for example, glue your gold flat to the page with gum ammoniac, thinned Miniatum, an acrylic size or garlic. You can make your gold raised by gilding on gesso, Instacoll or Water Gold Size. Each will give you a slighly different result and each will have its own challenges. Which you use is a matter of personal preference.





There are ‘step-by-step’ examples in all the early chapters, but not, for example, in ‘Writing with Gold’. I’m essentially an ‘illuminator’ rather than a ‘scribe’ – medieval artists generally were one or the other. My job is not to teach you how to write. There are many expert calligraphers better suited to that task.


As an illuminator, I walk in the footsteps of all those have gone before me. Henry Baundeney, ‘Henry the Illuminator’, worked in Lincoln in the thirteenth century, in a property on Lumnour (or Luminor) Lane.


As I walk up Steep Hill to the Cathedral, with what was Parchemingate, the street of the parchment makers, set off on my left, I think how lucky I am to be continuing this tradition. I hope you enjoy your walk through the various illumination techniques in this book and that, between us, we can keep this beautiful craft alive.
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The will of Henry Baundeney, ‘Henry the Illuminator’ who died in 1296, leaving land and property to his daughter, Beatrice.










CHAPTER 2


TOOLS AND MATERIALS


If you are reading this book as someone new to the art of illumination, please don’t be overwhelmed by the list below. It’s designed to be comprehensive, but that doesn’t mean you have to buy everything at once. You can start gilding with some paper, an inexpensive gilding size bought off the shelf and five sheets of gold leaf, sold in a little booklet. See if you enjoy it and, if you do, you can buy more supplies and try new techniques.
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A selection of materials you might use for illumination, including gilding sizes, glassine paper, transfer gold and a few tubes of gouache and watercolour.










CHOOSING YOUR SUPPORT


What will you work on? As I said in the introduction, this book is about gilding on paper or vellum in the manuscript tradition, and the advantages and disadvantages of each are discussed below.







PAPER


Buying paper is a minefield for the uninitiated. A brief look in your local art shop, if you are lucky enough to have one, or online, will show you a bewildering array of papers made by different manufacturers, in different weights, with different finishes. What do they all mean?





Firstly, weights. Historically, this related to the weight of a ream (typically 500 sheets) of uncut paper, with the figure given in pounds, often seen abbreviated to something like 140lb. This is still the unit of weight you will see in some countries, including the USA. In Europe paper is weighed in grams per square metre so the figure will be noted as 300gsm. Often, you’ll see both, e.g. 140lb/300gsm. This is a good weight for illumination, giving you a paper which won’t cockle if you create small designs with wet paint.




Watercolour paper


The weight of watercolour paper will be followed by a letter code, for example HP. This means ‘hot pressed’ or smooth. ‘Rough’ is what you might expect: a heavily textured paper. CP or NOT is ‘cold pressed’, which is somewhere between the two, i.e. not completely smooth and not rough.





Most of my work is done on 140lb/300gsm HP paper. I often, but not always, use Arches Aquarelle, a smooth watercolour paper, but try some alternatives and see what works best for you. You can usually buy full sheets, or sheets which have been cut into smaller pieces.




Bristol


Bristol is a drawing paper that is pasted to form multi-ply sheets. The term Bristol derives from the early days of European papermaking when mills would send their finest papers to Bristol, England, to be pasted together. There are two different surfaces, ‘vellum’ (not to be confused with vellum the animal skin) and smooth. The vellum surface has a slight texture, whereas ‘smooth’ is just that: smooth and hard. In my experience, they work better for dry media than watercolour which bleeds a little, so test before using.








Coloured paper


There is a huge variety of coloured papers on the market these days, although many of them are textured for use with soft pastels and/or lightweight. That doesn’t mean you shouldn’t use them for gilding, but the paper might cockle when wet and the textured surface might look more obvious with reflective gold on top. You could, of course, colour your own paper. We’ll look at natural dyes in Chapter 8, but paste paper is an alternative with the advantage that you can create a surface using more than one colour and add marks and patterns.







WHAT IS PASTE PAPER?


Paste papers are created by applying paste mixed with paint to paper, often with a pattern being made in the thick paste before it dries. One of the earliest methods of decorating paper, they were used by bookbinders as endsheets and book covers. Wheat starch, corn starch and rice starch all work well for this technique, mixed with acrylic, watercolour, gouache or ink.







Glassine paper


Glassine is a smooth, thin, translucent paper which is resistant to grease and water. It’s often sold for interleaving between artworks and in photo albums but is useful for both pressing gold leaf into place and in the burnishing process.







VELLUM


Firstly, a word about the terminology ‘parchment’ and ‘vellum’. The situation is confusing in that many people use the terms interchangeably. Some institutions only use one or the other, with the British Library apparently calling all skins ‘vellum’ whilst the Bodleian in Oxford calls them all ‘parchment’. According to Christopher de Hamel, ‘vellum’ should strictly refer to cow skin1 and William Cowley, sole manufacturers of vellum and parchment in the UK, differentiates sheepskin parchment from calfskin vellum. For the sake of clarity, I will do the same.





It’s important to know that animals aren’t killed to produce vellum. The skins are a by-product of the meat industry and would otherwise be disposed of as waste products. Nevertheless, some people prefer not to use vellum or parchment on ethical or religious grounds.
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Vellum and parchment samples from William Cowley. These are beautiful surfaces to work on. Paint and ink sit on top of the surface rather than being absorbed into paper, making corrections easier.











Which skin to choose?


Production of the animal skins for writing is a long, complex and highly skilled process. There are other books which describe the process of soaking, scraping, stretching and refining in more detail than there is space for here, so suffice it to say that the skins can be either bought whole or cut to size and are available in a variety of finishes. William Cowley’s manuscript vellum is an absolute joy to work on, is bleached to a pale cream colour and is prepared for use on both sides. I use ‘finish 3’ which has some tooth, although botanical artists may enjoy the smoother ‘finish 1’. Natural vellum isn’t bleached and retains the natural markings of the skin. Do have a look at Cowley’s website for more details.





Kelmscott vellum is very different, having a surface coating which makes it more opaque and easier to paint on. It’s also easier to remedy mistakes. Gold leaf, in my experience, has a tendency to stick to the coating and is difficult to scrape off, so I use manuscript vellum if I’m doing illuminated work and reserve Kelmscott for painting. Sheepskin parchment is thin with a tendency to greasiness, and I generally avoid it. Both vellum and parchment are sensitive to humidity and prone to cockling. Try to keep your skins in an environment which is not too dry and not too humid – both adversely affect the skin.




Preparing vellum


Preparation varies, depending on the intended use of the vellum, but everyone seems to agree on one thing: you need to degrease the vellum and raise the nap before writing, painting or gilding on it. This used to be done with something called ‘pounce’, a mixture of ground cuttlefish and pumice, but I find a fine sandpaper over a cork block, used gently in small circles, does the job beautifully. Wear cotton gloves to prevent the grease from your hand transferring on to the vellum surface. Some thick, waxy skins need a coarser sandpaper, but be very careful not to scratch the vellum. The scratches are very difficult to remove. Use ground pumice for further degreasing if necessary. Each skin is different and only experience will teach you how best to prepare them.





The two sides of vellum are different. The flesh side is whiter and smoother, which looks very appealing, but in fact the hair side (on which you may be able to see hair follicles) has more tooth and reacts better to the pen. If you are intending to write on the vellum, a thin application of ground gum sandarac, with the dust carefully removed with a piece of silk, helps to ensure thin hairlines. Don’t use sandarac where you wish to paint or gild and beware – some people are sensitive to the gum.




To stretch or not to stretch?


As we know, vellum cockles when it gets damp and, for that reason, many people prefer to stretch their vellum before use. I stretch mine under light tension before painting and gilding. I allow it to absorb some moisture by leaving it for an hour in a room with raised humidity. When the vellum has relaxed, I staple one corner to a piece of birch ply, pull the opposite corner reasonably tight and staple that, repeat with the alternate corners then add staples along the sides. The vellum dries and becomes tight, ready to work on. It’s a simple method, but effective. Once the work is complete, I remove the staples and trim the vellum.





Many artists and calligraphers prefer to stretch their vellum around a board instead, ensuring a completely flat working surface. Leaving the vellum on the board ensures that it won’t cockle with changes in atmospheric humidity. I’ve never felt the need to tame my vellum to this extent (see ‘framing’ at the end of the chapter), but it is, perhaps, a neater alternative to my stapling technique.




TRANSFERRING AN IMAGE ONTO PAPER OR VELLUM


We know that books of medieval designs existed for artists and illuminators to copy. What is less obvious is how exactly they transferred the designs. We know that, in the case of large paintings, tiny holes were made in the initial drawing which was placed on top of the fresh panel or canvas, with pigment forced through the holes to form small dots on the surface beneath. These dots were then joined up to form a perfect copy of the outlines on the drawing. This is more problematic for manuscript illumination when the images are only centimetres high.





There are several possibilities open to us. I make a version of ‘carbon paper’ by rubbing red ochre pigment onto a piece of tracing paper, placing that between my image and the paper or vellum I wish to use, and re-drawing with a hard pencil. This leaves a line of pigment on my fresh page which will be absorbed into the paint and gilding size. Red ochre will stain your clothes and doesn’t wash out easily, so be careful. You can do the same thing with graphite rubbed on to a piece of layout paper or Saral wax-free transfer paper.
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Rubbing red ochre pigment into a piece of tracing paper. You could use any dry pigment for this. I use red ochre because it gives me a dark enough line to see (something like yellow ochre is just too subtle) and because the red pigment is eventually lost in the gold work.
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This is my traced down line. You’ll notice two things. Firstly, I’ve missed the top of the R, which is standard for me – I get bored of tracing easily and don’t check as thoroughly as I should! Secondly, there are flecks of excess pigment on the page. Lift these straight away with a kneadable eraser, otherwise they will embed themselves in your paper.








The second option is to cover the reverse of your image with graphite and, again, trace down. Those of us of a certain age will remember doing this at school! I’ve tried spray graphite, but it’s difficult to get a delicate enough line and is difficult to erase.




Enlarging an image


This would probably have been done by ‘gridding up’ but many of us use photographs or scan our starting image and print out whatever size we wish.
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Gridding up. This technique relies on the fact that it’s easier to copy an image in parts than it is to draw the whole thing freehand. The grids can be different sizes but must be the same proportions. In this case, the grid on the right is exactly twice the size of the one on the left.











PENCILS


A relatively hard pencil, for example a 2H, is useful for drawing light, thin lines and for transferring traced images as above. My favourite general-purpose pencil is a Staedtler clutch pencil with 2mm HB leads, which I can sharpen to a really fine point. Coloured pencils are useful for trying out ideas in your sketchbook, but also for creating finished work.







ERASERS


A kneadable eraser, moulded into a fine point, is useful for removing small details and doesn’t harm the paper. A soft white plastic eraser is a good alternative. I also have a Tombow mono zero eraser, recommended to me by a student, and it does work well for getting rid of unwanted marks in difficult-to-access corners. Some say that, before erasers were commercially available, bread was used to remove marks from paper. I’ve tried it, out of curiosity, and it does work!







PENS


This isn’t a calligraphy book, so the only pens I’m going to mention are those useful for illumination. A nib with an extra fine point – something like a Brause 66EF – is useful for outlining if you don’t want to use a brush. ‘Mapping pens’ also have fine nibs and would do the job nicely, as would a fineliner.
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From left to right: Brause 66EF nib in a holder, my well-worn clutch pencil, a fineliner, the Tombow eraser and my favourite kneadable eraser. You can see that I’ve broken a piece off and shaped it to enable me to erase a tiny detail.










GOLD


Where does gold come from? It’s one of those things that we might not think about when we click ‘add to basket’ and buy another book of gold leaf. But perhaps we should.





Gold has to be mined. The biggest producers in 2022 were China and Russia, but there are a host of other countries involved worldwide, from Australia to Peru, Ghana and the USA – to name but a few. There are a variety of methods of extracting gold from the ground, the majority involving the removal of a large amount of other geological material. The gold then needs to be extracted by a process of crushing, grinding and chemical extraction. This, in turn, creates waste containing toxic levels of heavy metals, which, it seems, are often not secured due to the cost of doing so. The resulting environmental pollution can continue for more than 50 years after the mine has been abandoned.2 That’s not to say all gold mining is bad. There are some companies that ensure their extraction and production process is free of mercury and cyanide.
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Once the gold is mined it has to be beaten into thin sheets. This used to be done by hand, but now is done by machine. This photo was taken by my friend Sandy Thibeault on our visit to the Manetti factory in Florence. This is the largest block of gold I’m ever likely to hold, weighing 1.2kg.








Quite apart from the environmental and humanitarian concerns, gold is a non-renewable resource, so we can’t keep mining it forever. What that means, in practice, is that we should aim for minimal wastage in our art practice and yes, it really is worth collecting and re-using all those spare bits of transfer gold and the skewings we save from being vacuumed up.




Buying gold leaf


You can buy gold leaf as ‘loose’ or ‘transfer’ (patent). The gold in transfer leaf is attached to a thin sheet of tissue paper, making it easy to handle and cut with a pair of scissors. Some companies allow you to choose how firmly you would like your gold to be pressed onto the paper – light, medium or firm pressed. I always opt for medium. Sometimes light pressed gold is so lightly pressed that it falls off the tissue paper.





Loose-leaf gold comes in booklets of 5 or 25 sheets, each sheet loose between sheets of paper, and is slightly more difficult to handle. You can often buy gold of a standard thickness and a double, or extra thick version.


Some people like to make their own transfer gold by adhering loose-leaf gold to waxed paper or acetate sheets. I’ve tried both. I think the acetate method releases the gold better. The process is simple.
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This image says everything about the difference between loose and transfer gold. There was a slight breeze when I took the photo and the loose-leaf gold has crumpled slightly whilst the transfer gold, with its tissue paper backing, is perfectly well behaved.












Step-by-step demonstration


Transferring loose-leaf gold to acetate sheets
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Cut a piece of acetate to size. I’ve made it larger than the piece of gold for ease of handing. You can see that the protective tissue is still on the reverse of the acetate.
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Starting at the spine of the book, roll the acetate down onto the gold leaf. Don’t be hesitant. Smooth the gold leaf down with your finger through the tissue and acetate.
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Peel back the tissue paper. You will see that the gold leaf has stuck to the acetate securely.
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The thin acetate sheets are so clear that it’s worth marking which side the gold leaf is adhered to. Gold adhered to acetate can be used in the same way as commercially available transfer gold.










Different colours of gold leaf


Gold comes in a variety of carats from 24 carat down. 24 carat is as pure as you can buy and is redder than 23 carat which has some silver added to it. Some people perceive 23 carat to be ‘brighter’. You can also buy different coloured golds – red gold, moon gold, rose gold and so on – all of which have various different metals added to them and all of which are at risk of tarnishing in the long term.







Silver leaf


Silver leaf will also tarnish over time, but there are other options such as platinum, palladium and white gold leaf. There is also a range of coated silver leaf on the market, some of which fade and some of which are more lightfast. Read the descriptions carefully before you buy!







Shell metals


Shell gold is gold leaf made into a paint. We’ll discuss the advantages/disadvantages of buying or making this in Chapter 8. You can also buy shell platinum and palladium.







NON-GOLD GOLDS


This book is primarily concerned with illumination using gold leaf, but other options are available.







Schlag gold


Imitation gold, otherwise known as schlag gold, Dutch metal or composite leaf, is sold in larger sheets, around 140 × 140mm. It’s made of a brass alloy, hammered into very thin sheets and gives a brighter, less subtle sheen than real gold. It will also tarnish over time, so will need sealing. If you’re going to be producing a work, for example, where the gold is going to be used as a base for an acrylic painting and just allowed to peek through the paint surface, it makes sense financially to use imitation gold rather than the real thing. We’ll consider methods of sealing metal leaf in Chapter 12. You can also buy imitation silver leaf, which mostly seems to be made of aluminium, and a whole range of leaves treated with heat and chemicals to create patterns, known as variegated leaf.
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A book of variegated metal leaf. The leaf has been chemically and/or heat treated to create an amazing range of colours. Each leaf in the book has a different pattern.











Metallic and iridescent paints and inks


There are so many of these on the market now that I’m not going to list all the suppliers. Shiny watercolours in tubes and pans, gouache, inks which separate into different iridescent colours – they’re all out there to tempt you!







Gold powders


Gold, silver and copper powders are readily available and produce interesting effects but will all tarnish over time. There’s no way of preventing that, as far as I know.







GILDING EQUIPMENT


Standard gilding equipment to use with loose-leaf gold comprises a gilder’s cushion, a flat-edged gilder’s knife and a large flat brush, the width of a standard piece of gold leaf, called a gilder’s tip. If you can afford it, buy a stainless-steel knife which won’t rust.







[image: image]




A gilding kit for loose-leaf gold. The gilder’s cushion has a paper shield to stop the fragile gold leaf being blown away. The roll of paper to the right, secured by a couple of bits of masking tape, is a breathing tube – useful for focusing the breath when your gold won’t stick. I often use a soft, dry paintbrush instead of the gilder’s tip.








Some of my students have made their own gilder’s cushion. There are lots of different instructions available as to how to do this, but in principle, you need:




1. Some wood/MDF/plywood that will form the base of your gilder’s cushion, cut to the dimensions of your choice.


2. Some sort of padding – blanket material/felt/felt plus blotting paper.


3. Leather for covering – not too thin and delicate, otherwise you will cut it when you cut the gold with the knife. A calf leather, used suede side uppermost, works well.





Place the padding on top of the board, place the leather over the top and staple or tack it reasonably tightly to all four sides of the wood. Trim away any excess. Some people like to cover the base of the wood with felt. It’s a satisfying and straightforward process.




How to get gold onto a cushion


Anyone who has ever worked with loose-leaf gold will tell you that it is flighty. It will blow away and stick to all the things you don’t want it to stick to, such as your table, pencil and so on. Sometimes it just crumples up in a heap.





Your first challenge, then, is to get the gold from booklet to gilder’s cushion. There are lots of ways of doing this and any is valid. Some people use bamboo tweezers to lift and place the gold. Others use silk gloves. I generally use one of the following methods:




1. If you are quick and confident you can simply turn the book of gold over and place the gold on the cushion. Just occasionally you’ll have to flex the corner of the book to release the surface tension between gold and paper, but most of the time this works a treat. Speed is of the essence, though.


2. If you twist the whole book, the surface tension between all the leaves of gold and the paper will be released and you can simply slide a piece of gold onto your gilder’s cushion. Just be aware of the fact that every other leaf in that book is a bit more mobile and more likely to slip out than it was before. If the gold is crumpled, simply lean over so you are directly above the leaf and give it the lightest puff of breath. Often just saying the letter ‘p’ (‘puh’ rather than ‘pea’) is enough. If that doesn’t work, slide the knife under the gold, lift it up and lay it down, hopefully looking flatter than before. It all takes a bit of practice.


3. Holding the book of gold with your left hand (if you are right-handed), tap the gilder’s knife next to the piece of gold and you will find that it folds back a little. Then ‘puh’ on the gold as in method 2, and the gold will settle neatly over the knife. You can then simply lift it up and place the gold on the cushion.







Burnishers


If you are laying gold on traditional manuscript gesso you will want to burnish it. Burnishing simply means ‘polishing’ and it transforms the gold magically from a satin finish to a surface so shiny that you can see a reflection in it. Traditionally, the tool for the job was an animal tooth. These days most gilders use a commercial burnisher made from agate or haematite, or a smooth tumbled stone.
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A bevy of burnishers! When I first started gilding, I thought I had to have an expensive burnisher. That isn’t the case – any smooth, polished stone works just as well.








Burnishers come in all shapes and sizes, and it depends on what sort of work (size, level of detail) you are doing as to what sort of burnisher you would like to buy. I only had one burnisher for many years – a small agate dog’s tooth burnisher, so named because it resembles the shape of a dog’s tooth. Eventually that one got scratched and I keep it for burnishing gesso now. We’ll talk about that in Chapter 7. It was replaced by something very similar. I then added a pencil burnisher to my collection, useful for fine work and persuading gold to stick in difficult corners. The dark-handled burnisher, a gift from a student, is a great multi-purpose tool and the one that travels everywhere with me. The big burnisher came much later when I started burnishing paper. The haematite burnisher on the right is the latest addition, only purchased because I thought I ought to try one for the purpose of writing this book! Some people say it gives your gold a brighter, warmer shine. Maybe it does, but the difference is marginal. If you don’t want to invest in a burnisher, a small, perfectly smooth, tumbled stone does the job equally well.




Scalpel


This is useful for scraping gesso. I use a Swann Morton size 10 blade with a curved cutting edge on a size 3 handle.







GILDING SIZES


To get your gold leaf to adhere to the page you’ll need some sort of glue. This is often called a ‘gilding size’ – some people use the term ‘mordant’. I prefer to use the plastic-free, traditional sizes but there are plenty of modern, acrylic-based preparations on the market. Some will allow you to lay your gold so it lies flat on the page. Some will allow you to do raised gilding. Some can be adapted for both, depending on how you use them. We’ll look at the various sizes, how they are best used and what effect you can achieve with them in Chapters 3–7.




OEBPS/images/page016_002.jpg





OEBPS/images/page016_001.jpg





OEBPS/images/page008_001.jpg
Wy : I
?41‘4'5,',3»._
- :
»“Q»‘»O‘, {? ‘ g
m.;m z?_t:.ft
i p‘w‘;m;
(LY tegme
iy (DA
o aff






OEBPS/images/page008_003.jpg





OEBPS/images/page020_002.jpg





OEBPS/images/page008_002.jpg
et W AT & Wil ) T 1 b - T F
l{"/ le .
/ ‘, ,f DM aa. ’ Q

TTAQ, pocled gellyy
dkdw%ua Sy .

Caf amaledvafyg,
fuf b nfredafo |

1am1bt duof beody
Terua wemo qddl f
ApUgna qugonG

tefhmof fueraw qel
qut faul wmeeme






OEBPS/images/page020_001.jpg





OEBPS/images/halftitle.jpg
CONTEMPORARY
ILLUMINATION

FOR THE CALLIGRAPHER AND ARTIST

TRADITIONAL TECHNIQUES
REINTERPRETED





OEBPS/images/page017_002.jpg





OEBPS/images/page011_001.jpg
ik }irf g comunl Sang @
£} /F*,MU"” I"

ey ";\’fw lg“
f&s"\t aqu }; = d v |
ik {{anmq (5 m}dm [0 NI YR 1*, o
IS ’\\m ﬁmm %W&s Ere s miayoe ,ga;: o Faa
g‘ Moy { .r@ WM ONER - (ewAL oLw?G@ R ”»fu A Qste Seem

t&h s g qmu{m[d&rjﬂ m ;wE 9”“f

- e "
'( ~"¢5 ﬁcécﬁw(‘:’t’ ani T Se 1A

1 S b
(PQ@“SQS'ma ’&mug{\s{o?lmwgwn v W
é !

<o 1o -

r(_?

v (ea - ¥6)a Q\
Zhn [y 9"‘“‘0 £met yey AL vy %
e /ﬁﬁwm ‘-‘5”""” @"ﬂt O 51 ““mtc‘(; & Asnfbes -
it perkeral i =18 L
S ,f;";"‘.ﬁ”““% uf,“‘ff“ <Eand S oo
4 .m;ngtcfvu aﬁqﬁ.m’: At m?ﬁ%“‘ i
A GI% % ¥ Ny fa{»—mkm@v?
GV Ceme Bec mnﬂimnm\
offeie fd math- Ceahd s
T am ey amSy o

-






OEBPS/images/page017_001.jpg





OEBPS/images/page021_001.jpg





OEBPS/images/page007_001.jpg
ey, K"bg"‘" 3

, Loy 2, RN o

O oA

Q?flzodlll";gz Ry, RN
"‘Q."Q‘






OEBPS/images/page016_003.jpg





OEBPS/xhtml/nav.xhtml






Table of Contents





		Cover



		Half Title



		Title Page



		Contents



		1 Introduction



		2 Tools and Materials



		3 Garlic and Other Natural Glues for Gilding



		4 The Acrylic and PVA Sizes



		5 The Gums



		6 Kölner Gilding Products



		7 Traditional Manuscript Gesso



		8 Shell Gold



		9 Writing with Gold



		10 Borders and Ornaments



		11 Sgraffito and Tooling



		12 Other Metal Leaf



		13 Combining Flat and Raised Gilding



		14 Painting and Writing on Metal Leaf



		References



		List of Suppliers



		Index



		Copyright



		Acknowledgements



		Credits











Page List





		1



		2



		3



		4



		5



		6



		7



		8



		9



		10



		11



		12



		13



		14



		15



		16



		17



		18



		19



		20



		21



		22



		23



		24



		25



		26



		27



		28



		29



		30



		31



		32



		33



		34



		35



		36



		37



		38



		39



		40



		41



		42



		43



		44



		45



		46



		47



		48



		49



		50



		51



		52



		53



		54



		55



		56



		57



		58



		59



		60



		61



		62



		63



		64



		65



		66



		67



		68



		69



		70



		71



		72



		73



		74



		75



		76



		77



		78



		79



		80



		81



		82



		83



		84



		85



		86



		87



		88



		89



		90



		91



		92



		93



		94



		95



		96



		97



		98



		99



		100



		101



		102



		103



		104



		105



		106



		107



		108



		109



		110



		111



		112



		113



		114



		115



		116



		117



		118



		119



		120



		121



		122



		123



		124



		125



		126



		127



		128



		129



		130



		131



		132



		133



		134



		135



		136



		137



		138



		139



		140



		141



		142



		143



		144



		145



		146



		147



		148



		149



		150



		151



		152



		153



		154



		155



		156



		157



		158



		159



		160



		161



		162



		163



		164



		165



		166



		167



		168



		169



		170



		171



		172



		173



		174



		175













OEBPS/images/page013_001.jpg
B« Rogrpson 2

GumM (
AMMONIAC

30 ml

F——






OEBPS/images/page019_001.jpg





OEBPS/images/page019_002.jpg





OEBPS/images/page019_003.jpg





OEBPS/images/page019_004.jpg





OEBPS/images/fm2.jpg





OEBPS/images/fm1.jpg





OEBPS/images/page009_001.jpg





OEBPS/images/page010_001.jpg





OEBPS/images/cover.jpg
CONTEMPORARY
ILLUMINATION

FOR THE CALLIGRAPHER AND ARTIST

TRADITIONAL TECHNIQUES REINTERPRETED





OEBPS/images/page018_001.jpg





OEBPS/images/page014_001.jpg
NISH 01

MANUSCRIPT VELLUM
I

CLASS]
1C ¢,
VELLW(“F






OEBPS/images/title.jpg
TONI WATTS

CONTEMPORARY
ILLUMINATION

FOR THE CALLIGRAPHER AND ARTIST

TRADITIONAL TECHNIQUES
REINTERPRETED

3| THE CROWOOD PRESS






