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Angels and Snowflakes: The Heitzenrater Christmas Cards
1962

We started doing our own Christmas cards in 1962, the year Karen and I were married. I was a junior in the Duke Divinity School and Karen was working in the Duke Hospital on Strudwick ward. I had started Bracey’s Design Printing, a screen-printing poster business, in 1961 and had started working with Stan Smith, the University Editor in the Development Office, as his graphic artist for development proposals and university publications in the fall of 1962. We were still printing posters in a room on the second floor of Branson Hall (the Duke Players home on East Campus), and that is where our first Christmas card was born.
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I cannot recall what gave us the idea to start printing Christmas cards. One connection might be that I was also working at Westwood Methodist Church in Raleigh as a youth director, and the previous month, we had printed the covers for a birthday calendar that the youth sold as a fund-raising project. It used blue construction paper, which was also the paper for the card. I suppose doing a Christmas card was a natural thing, since we were silk-screening something or other every week anyway. We were now married and had new obligations, like sending out Christmas cards. And printing our own was an inexpensive way to meet that challenge. 


For some reason or other (the effects visible also in the Messiah poster the same month), I decided to try an abstract design for the card—a stylized representation of the three wise men. The star on the card is the same shape as on the poster for the Madrigal Singers Christmas concert in 1961, also used for the Messiah poster in 1962; the colors (gray and gold) are also the same as the 1962 poster—one of the first times we used the metallic gold ink. Blue seemed to be the right background for the card (almost half of them for the next forty years were basically blue), gray ink for the figures, and gold for the crowns. The lettering on the inside was simple white with gold trim, and our names were added individually by hand with electric pencil in white. The trim size was small, not really designed for any particular envelop size. We were still doing hand-cut-out lacquer stencils at the time, so it was quite simplistic. We kept no record of the mailing list, but the expense records for the poster business indicate that we purchased 100 envelops, a print run which we still produce each year. Someone has to die, not stay in contact, or otherwise fall off the list before someone new can be added.
1963

 John F. Kennedy was shot in Dallas on November 22 that year, just before we launched the card project again (I got the news in the Development Office, coming down the circular stairs to the first floor, where Army Ordnance was located, with their radios on, playing the news from Dallas with Walter Cronkite—the most memorable moment was when Cronkite finally announced that the President was dead, for when the National Anthem began to play, everyone in the office stood up in their uniforms and snapped to attention with a salute, which they held through the whole anthem).

We apparently did not produce a card this year. 
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1964


The next two years, I was serving as associate minister at First Methodist Church, Butler, Pennsylvania, and the silk screen material (one frame, some stencil material, and some inks) was kept in our basement on Deshon Court Drive. Both designs were small and simple. 


The 1964 “Gloria in excelsis Deo” card featured early music, printed in reverse, dark green on light green paper with an artificial laid-paper look. There was no message on the inside, but the back had the identifying RH logo (in its typical form), which is found on most successive cards in some variation (also a regular feature of the posters). 

This card was designed to fit in a standard small envelop. The fumes from the ink, thinner, etc., filtering up from the basement pretty much polluted the house, which was especially noticeable that year, since Julie was born at the end of November. 
The lacquer thinner clean-up is especially noxious, and a fan blowing air out the basement casement windows didn’t really help get rid of the smell much.
1965
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The 1965 “The Word was made flesh” card had a somewhat abstract manger forming part of the Chi Rho symbol for Christ (red on the same light green paper as the previous year), which we had used on the 1961 Madrigal Singers poster. The lines on the cover follow the jagged, sketchy tendency that marked some of the design work I had been doing for the Development Office at that point. 

The halftone screen indicates that this was the first of the light-sensitive photo stencils used for a card, even though we had been using the process for posters as early as October 1963 (we also used photo-stencils for two posters in Butler, March 1965 and January 1966). The design for the card was drawn with India ink on transparent acetate, which was used as a positive film for exposing and developing the stencil material. The shading was a press-on Formatt halftone screen.
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1966 

Back at Duke for graduate school in 1966, I got a job again with the Development Office (even though they gave me nice Duke bookends as a going away present in 1964). My immediate boss was now Betty McGuire as University Editor, with two staff artists (Loni  Lenz and Jerri Charlesworth), John Furlow as head of the graphics staff, and Jake Phelps as a writer to help Betty. I was the third drafting board in the room with Loni and Jerri on the second floor (across the hall from John), but my job was more or less free-lance—to help the Vice President, Frank Ashmore, or the head of Development, Tom Broce, or Betty on special projects, publications, development proposals, and the like. I am not sure why, but we printed the card that year in the attic of the old President’s House across the street on the traffic circle—I think Development was moved there temporarily while they began some remodeling.

 The design was now executed with a light-sensitive stencil, which made possible more detail than hand-cutting. It featured the angel from the Duke Chapel aisle entrance annunciation window (the first of several uses of that angel for various things—we may already have used it for a Messiah poster). The lettering was also the first use of the 1611 King James Version of the Christmas text (which I also used in the design for Dean Cushman’s card that year). The RH logo on the back, in a square, is somewhat different from the usual. I remember the blue Italian paper that we used was very smelly (you can still get a slight wiff of the odor), and the gold ink never quite looked right on the blue, especially after it dried. All in all, it was a rather ugly card. I got the hiccups in the middle of the whole process and couldn’t get rid of them for nearly an hour. That’s when I learned that relaxation has something to do with stopping them.

1967


After the renovation of the Development Office at 2127 Campus Drive, they gave me a room on the east end of the third floor, which was small like a garret room, but very nice. (Allison Haltom, now Secretary of the University, moved into the little office next door the following year.) There was also a large room in the middle of the building on that floor, sort of like an attic, that we could use for exposing stencils for silk-screening. John Carey, a graduate assistant of some sort, used part of the room, mostly during the day (we used it mostly at night). I can remember starting off using two flood/spot lights on a frame to expose the first photosensitive stencils. Then we moved to one 500-watt photo flood at 18 inches (from the bottom of the metal reflector) for 20 minutes (with  Ulano Hi-Fi Green stencil), which worked very well. 
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The design for this card is built around a stylized snowflake (drawn with India ink) and a handwritten rendition of “In the bleak midwinter” by Christina Rosetti, the first of several uses of that text (this instance being the only full version, placed in paragraph form rather than poetic lines). The white ink on parchment paper was intended to convey the impression of winter coldness—“snow on snow.” Some copies were printed on black and on blue, experimenting with the effect. The parchment paper was the final choice for sending out. This was the first tri-fold, which allowed all the printing to be done on one side of the paper (each color has to be printed separately) and had the effect of the cover giving a hint of the design, which is then revealed when the sheet is opened. The signature indicates that the family had now expanded to include Jeff three months earlier.
1968


This year was the last Christmas spent in residence at Duke, five months before John was born. The card was the first to use the snowflake photography of W. A. Bentley, found in a wonderful book that consists almost entirely of hundreds of photos of individual flakes (only one is repeated, as far as I have discovered—either a mistake of production or perhaps as a touch of humor by the author). 
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The snowflake on the cover was printed over the solid carmine red block using a light blue ink, similar to that used on the inside (which tries to give the impression that the paper has the snowflake pattern in it). The original poetic lines of the text are not as successful (as poetry) as hoped; they printed well, set using Formatt transfer letters on the film positive (the logo on the back is also fabricated from Formatt lettering). This card begins the pattern of giving a credit line on the back using small type like the names on the signature line (also Formatt), which presents a developing and printing problem—it is difficult to wash out the letters completely on the developed stencil, and then the little letters have a tendency to clog up in the printing process, especially if not enough retarder thinner is used. 

1969

Having moved to Danville, KY, in July 1969 (less than two months after John was born) to teach at Centre College, we lived for a year in a rental house on Swope Drive. We had no garage (only a carport), and there was no place (or time) to print cards—therefore, there was no card this year 

1970
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The peace card this year was a direct statement concerning the war in Viet Nam. Demonstrations against the war in the spring had resulted in the Ohio National Guard killing four students on the Kent State campus. We had just moved to our new home at 647 Highfield Road in Danville (the first home we could call “ours,” although the college held the $20,000 mortgage) at the beginning of December, and within the week the garage smelled of lacquer thinner and silk screen ink. The arrangement of the split-level house, with the garage just around the corner from the den, made it easy to use the den floor for drying. Julie was old enough to begin helping Karen to spread the cards out to dry so I could print continuously, to prevent clogging of the ink in the stencil. The one-color design allowed for simplicity in printing (only one imprint, with two folds creating the card). The parchment paper gave some body to the card but also contributed to the winter effect of the snowflake design, again from Bentley’s collection. 
1971
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The design this year was a white dove of peace on yellow paper, something of a departure from the usual approach. The envelop was custom made of black construction paper (and double stick tape) to the shape of the little square card. The symbol on the cover, with modified medieval lettering, worked fine, but the lettering seemed a little heavy when printed on the inside in black. However, those things do not become apparent until the first card is printed, and usually by that time it’s too late.  We did try several ink and paper combinations on the 1967 card, but that was unusual. All in all, this card was my favorite up to that point. The “rh” logo on the back, in medieval type, becomes a rather standard form—still used today as my favorite.


At this point, some people (like Mrs. Paul Cantrell) began saying how much they liked the cards each year—how they saved them and set them out as part of the decorations at Christmas time. So we began holding the mailing list at the usual 100 people every year (unless someone died).
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1972


The illustration for the cover of this card is a halftone of the annunciation window in the south aisle entrance of the Duke Chapel, which we had used on Messiah posters earlier (and used the angel itself in 1966). The black background was fine for the posters, but comes off a bit heavy for a Christmas card, even in time of war. That is part of the reason why the black paper corners were trimmed around the oval illustration.

[image: image11.jpg]



The inside text, appropriate for Christmas in time of war, is verse three of Edmund H Sears’ “It Came Upon a Midnight Clear,” words which have been omitted from the present edition of the United Methodist Hymnal. The calligraphy is simply a stylized version of my handwriting, which was easily done with a pen on acetate. The rectangular RH logo on the back is not common.

The hand-made envelops of blue construction paper also had a printed return address with one of the Bentley snowflakes. This file copy is the first to have the current Christmas stamp affixed. The religious stamp has always been the choice, and some aspect of the card or envelop is specifically designed to match the stamp (in this case the blue color of the envelop and cover ink to go with the blue sky on the stamp).
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1973

The eight-sided black card of the previous year evolved into the tree ornament for this year. The gold and red ink were intended to brighten up the card, but we learned that red printed on black is not very bright—even the gold is a bit dull. The red grommet is about the brightest thing on the card, along with the gold hanging string. 

For the text we used again one of our favorite Christmas hymns, “In the Bleak Midwinter” (part of the reason for using the black construction paper). The printed return address on the envelop, with snowflake, simply re-used the film positive from the previous year.


The printing in two colors was not very time consuming, but the construction (cutting, folding, and taping the cards as well as the envelops) took forever. The result was unique, however, and the card drew more comments than any previous production—mostly positive. 


The functional design of this card resulted in many people saving it for use on their tree in subsequent years. The result was that, with some increasing improvement in design from year to year, more recipients began to save all the cards and display their growing collection as part of their holiday decorations. Some friends asked specifically to be kept on the mailing list in perpetuity.
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1974


The size and shape of the card this year seems to match 1971, but the fold and design is quite different. It is the first of the smaller tri-fold cards. The printing subtleties build on the ink experiences of the past few years. The paper is white, to give some spark to both the red and the gold. The deckle edge was left (and printed) to add some life to the design. The gold was printed first, with a block on the cover to provide the color for the initial but also to darken the background red of the leaf design. The black ink is glossy rather than the usual matte, which lifts out the gold more. This is the first card to demand careful registration (black on the gold), which was not always perfect, given the less than precise hinges on the printing frame and slight variations in placement of the paper (even when using masking paper guides on two sides of the sheet). The enlarged background lettering on the inside pages is also the result of gold printed under the red (part of verse 12 enlarged about 600%). The white text inside seemed to print better than the red on the back page, which was perhaps the result of the stencil being less than fully washed out rather than the ink clogging up.
[image: image14.jpg]



The metallic gold paper for the envelop is a bit shinier than the ink, but close enough so as not to make the ink look too bad. It is also very close to the gold background of the stamp, which provided the color scheme for the whole design. Some of the envelops had a printed square red panel. In both cases, the addresses had to be written with white electric pencil, for the fourth time in a row. The envelops are hand-made (also the fourth time in a row), using double stick Scotch tape.
1975


Christmas 1975 was a very hectic time, as we were preparing to move the whole family to England on December 29 for the better part of the coming year (my first sabbatical leave). Consequently, no cards were printed this year.
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1976


This card begins the tradition of occasionally basing the design on some major event of the previous twelve months. In this case, our sabbatical in England and trip to Europe (the view and photograph cathedrals and castles) resulted in the woodcut of the choir of Durham Cathedral, with its Norman architecture, huge rose window, massive columns, and intricate woodwork, as the background for the card. The fact that Karen and I have always sung in choirs also influenced the text.  Since we had done a dozen cards by now, mostly to the same 100 people over the years, the signature simply says “The Heitzenraters” without enumerating all our individual names.
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The grey paper was used for the weight, texture, and deckle edge, which worked nicely on both the card and the envelop. The main side was printed in four colors: the solid blue laid down, followed by the light blue, white, and red. The back took only one printing, in dark blue. I’m not sure why the only grey that shows through is the very back panel—I guess we wanted it to be basically a dark blue card. Once done, it appeared a bit grim, so the envelop has light blue for both the block and the return address (with a little hand-done printer’s flower). The block of ink thus required addressing the cards with the electric pencil again.
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1977


With our move to Perkins School of Theology, Southern Methodist University, in Dallas, Texas, the design took a radical turn. I wanted to do something related to Wesley, since I was now a professor of Wesley Studies. Charles Wesley was the obvious focus, and one of his carols a natural choice. The tri-fold and the angels we had used before, but not the brown paper and tan ink (which almost looks orange—it looks more like a Hallowe’en card than a Christmas card). The gold ink for the shadow angels is practically lost, since on the dark brown paper it loses some of its sparkle and looks pretty much like the 
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tan ink. The RH logo on the back is fabricated from the same Formatt type as the inside original text.

The old organ woodcut and the singers seemed a natural partner to the Wesley text for “Hark the Herald Angels Sing.” We used the original Charles Wesley words, however, and I used a Wesley manuscript from the Bridwell Library to create a simulation of Charles’s handwritten text for the poem. I’m not sure whether the original manuscript of the poem exists or not—if it does, it would be interesting to compare it with my created edition.
1978


This year I was working hard creating a computer course on Methodist History for the Board of Higher Education and Ministry through Control Data, which had a deadline at the beginning of the year. Thus no card, for the third or fourth time.
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1979


The pattern for this card was a Sylvania light bulb container that folded flat but opened nicely into a hexagonal shape (the snowflake shape). It struck me as being the perfect tree ornament shape and looked fairly simple to construct. Fortunately, we proportioned it to fit in a standard greeting card envelop, because it took forever to fabricate the cards, once they were printed.
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Although the subtle two-tone green effect on the top, bottom, and snowflake panels looks like the result of the technique used in 1974 (red over gold), in this case a darker green was simply printed over the earlier solid green. The gold and white followed. The printing was fairly simple compared with the folding and taping, which took days. I was afraid that the solid green ink would crack when folded (exposing the white paper beneath), but that did not happen, even with multiple manipulations over the years. The gold cord was looped and knotted so that the knot, when pressed through the hole in the top of the assembled box, would hold the ornament on a tree. A small instruction sheet was inserted with the card for those people who might not immediately figure out how to open up the ornament. The gold panel on the envelop turned out to be a bit much (even though it sort of matched part of the background on the stamp), and to avoid having to use the electric pencil for addressing the cards, we placed white address labels on the gold and used a regular felt tip pen.

This card has generated more comment than any we have done. People still mention it, and I think it was probably about this time that more people started to save the cards every year for use in their holiday decoration scheme.
1980
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The design for this card is based on a woodcut of an angel and trumpet that I noticed in a Christmas book in the Meadows School of the Arts library, SMU. The paper is an interesting textured paper that matched the stamp quite well. I’m not sure now of the brand, perhaps Strathmore, which I used quite a bit at the Development Office at Duke. 


Though one of the simplest to print, this card is one of the most beautiful in the collection. The gray block and lettering were printed first, followed by the dark blue that nearly matches the paper, then the white text and red initial. The “Gloria in excelsis” text was taken from an early Gallican missal in the Bridwell collection; the calligraphy inside was original. The unique size and shape of the card required once again that the envelop be crafted by hand.
1981
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The design for this year continues the music theme of many earlier cards. The cover is a rendition of an ornamented “O” from a type specimen sheet, with an organ in the center of the letter. Red was chosen as the color, since Karen likes to have either red or green (or both) put into the rotation regularly. The red background also rather naturally brings forth a combination with gold, white, and black. In this case the gold and white blocks of color were printed before the red, giving the darker square again behind the design (from the gold underlay) and the larger shaped-note musical score of “Adeste fideles” that provides the background for the interior. The white lettering and name/date on the third of the tri-fold pages is hand done to simulate a sleek Old English type, often associated with religious Christmas designs.  
The simple color underlays are often done with hand-cut stencil, and in this case the cut-out for the red was not completely removed, so that the upper right corner of the set of organ pipes is red rather than gold. I did remove the errant piece of lacquer stencil on the original after the printing was done, just in case we ever use that design again. We save all the designs, transparencies, and stencil cut-outs for each year in a separate manila folder, along with a couple samples of the finished product. The idea is to give one complete series, in envelops with stamp attached, will be given to a library at some point.
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The envelop contained a solid block of red, requiring again the electric pencil address, put on individually by hand. The flap contained a new hand done printer’s flower along with a fuller address than usual, with at least enough information (like ZIP code) that return mail would reach us, since people were beginning to send us very nice cards in response. We also began to keep track of who was sending us cards, to help determine how to adjust the mailing list, which was kept at 100, even though some new names were being added. The stamp was one of the early Madonna stamps that the USPS began to use as its annual “religious” Christmas stamp (with a “secular” alternative). In this case, the color of the card coordinates only with the red printing at the top of the stamp, which might have been accidental, if the stamps were purchased after the cards were well into the process (the basic color scheme already chosen).
1982

The most that can be said for this card (lovingly called the “Dallas Cowboys” card by the kids) is that the calligraphy is rather pleasing. The rest of the card is a disaster, both in design and production. The idea was to use a variety of snowflakes from the Bentley book, some brighter on the page than others. We were hoping to use a printing of snowflakes behind the blue to give subtle background flakes, as happens [image: image25.jpg]te. Wenedicimuste. Ado
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when gold is printed behind red. But in this case, the blue simply obliterated the first printing, so we had to redo the concept and print light blue on top of the dark blue to get a differentiated effect (somewhat different from the original design). The tri-fold leaves the large white snowflake centered on the cover before the card is opened. The whole effect, however, perhaps because of the colors, is too ponderous and the regular layout of flakes gives a very mechanical effect, which is not overcome by the lightness of the calligraphy or the airy designs of the individual flakes.
1983

The rather pedestrian card of the previous year spurred an effort toward getting something more creative this year. The result was a design that took a great deal of time and energy in both the preparation of the positive transparencies and the production of the card. 
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A Dürer woodcut of the annunciation scene was chosen as the main focus and printed in full on the interior of a single-fold card. The white ink is tempered a bit by the addition of just a bit of green to soften it down and to harmonize it with the paper (a frequently used technique on these cards). A square hole was then cut in the cover with an artist’s knife to expose just the figures of Mary and the angel. That hole was then surrounded by the familiar sentence from Matthew 1:23, recounting Christ’s coming as the fulfillment of prophecy and his naming as the presence and power of God with us (i.e., the essence of “grace”). All of this is laid upon a background pattern composed of a repetition of Dürer’s logo, which gives more of a textured feel than a specific idea.

The interior of the card contains the first use of an inscription that is subsequently used many times. The hand-done envelops, made as is often the case from the same paper as the card, contains a stamp that coordinates nicely and the RH logo on the flap, reconstrued to match the Dürer logo. The individual addresses on the envelop were inserted by using the electric pencil with gold foil.
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[Wanda Smith put together a display for the foyer of the Bridwell Library at Southern Methodist University in the fall of 1983, basically using the collection that she had created from our cards received annually. This exhibition was then covered, with pictures, by the Texas Methodist Reporter, which then led to the coverage by the Dallas Morning News on the front page of their Christmas day edition. A young reporter came to do the story for the Dallas Morning News—was Jewish and had never heard of Albrecht Dürer, didn’t know what an engraving was, was unfamiliar with Handel’s “Messiah,” etc. He talked a lot with Julia, who was home from Duke (as a sophomore). The kids were still carrying the cards from the garage, where I was printing them, to the den floor, where they dried (same method we used often in Danville). The reporter seemed to get a kick out of the process, and wanted to take some pictures of me printing in the garage, which mortified Karen, who usually tries to keep the garage “shop” mess off limits for visitors—the bench saw, drill press, and workbenches usually have several projects spread around, “in process.” The story ran on Christmas Day on the front page of some editions of the Morning News.]
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1984

The design for this year’s tri-fold card was not the result of any particular inspiration, but rather a somewhat pedestrian reconfiguration of elements of the design that I did for the Perkins School of Theology for their Christmas program in Perkins Chapel. The woodcut of the Holy Family is taken from another Dürer print in the Bridwell Library, and the lettering for the inscription is from an early edition of the Coverdale Bible. The signature and date are hand-done and added to the transparency of the biblical passage from Isaiah 9:6-7 that has become so familiar from its use in Handel’s “Messiah”—“For unto us a child is born.” The white lettering does not contrast quite enough with the light blue ink that was used for the main wood-cut (printed on the darker paper from a negative rather than a positive), but there is not much one can do at the point that such a factor is discovered in the middle of the printing process.
1985
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Although we used many variations on previous designs, especially the snowflake idea, this card is the first re-use of an actual central illustration from a previous card. The dove is reduced in size, circled by a thin gold ring, and centered on the front of a vertical red card, which gives an entirely different effect from the earlier design in 1971, which had a heavy black band around it (with lettering) and was printed on yellow paper in a square shape. The original calligraphy on the inside is also small and simple, with a gold signature/name to balance the gold ring on the cover. The result is one of the simplest but perhaps most beautiful of the cards to this point.
1986
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Unfortunately, we went from the sublime to the ridiculous with the card for this year. The design was more intricate than the previous one, and the color scheme quite a bit weaker (which is to say that it doesn’t come off well). The angel with the horn is a new one, but similar to the one used on the Charles Wesley card of 1993. By itself, it is rather nice. The calligraphy is also new and, though nothing special, is nicely balanced and therefore pleasing in itself. The musical score, however, while a good theme that ties the whole together, is too blah in design and typography, and is not really in keeping (either in pattern or color) with the feel of the rest of the design—it might better have been left off entirely.

The envelop is one that is now becoming standard for the small tri-fold, single portrait, or double-fold small cards, and the Madonna stamps are fast becoming a tradition, both with the USPS and with us.
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1987
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The inspiration for this card appears to be the Christmas carol that provides the cover words, “Go tell it on the mountain.” Actually, the words came secondarily to the print, which turns out to be the Titlis, one of the mountains in Switzerland that rises above Engleberg and was within sight of the ridge above us at Hasliberg Reuti (above Meiringen), where we attended a conference that year. The etching is in Samuel Manning’s book, Swiss Pictures, published in 1871 and is entitled “Engleberg and the Titlis.”For design purposes, the etching is flopped horizontally, so the mountain is on the left. The blue and white color pattern was intended to convey the coolness of the snow, which is ever-present in the Alps. While there, we discovered how good the meringues were, at the place where they were first made, and also that the “alpen” were actually the vales in the high country, where the cows graze in summer—not the peaks.


The stencil material was getting old this year, and the exposure was difficult to adjust—the details in the etching and lettering wanted to wash out too soon, losing centers of letters, edges of designs, and either staying too thick or getting too thin, both of which are bad signs, often accompanied by the stencil material turning into a gooey green or a pale thin sheet, instead of a crisp sharp-edged solid green. The yearly folder has a couple of sample of failed stencil material from this year.
1988


We were bit by the Celtic bug this year, having gone to Ireland as part of a Royal Viking cruise and seen the Book of Kells in Trinity College Library, Dublin. One of my four lectures on the cruise was “Medieval Manuscript Illuminations,” which many of the audience were about to see.
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The interwoven Celtic cross (with two internal crosses formed by the interlacing pattern—see the trial printing on white paper in the folder, where these jump out at the viewer) is taken from the Book of Kells, with the interweaving cleaned up a bit. The inside calligraphy, a portion from the Wexford Carol, a 12th century Irish carol, is based on the style of the lettering in the same 8th century manuscript. The background colors are made by cutting out patterns for those colors out of rubylith and using that as a negative for making a stencil for those colors. The cover has four printed colors—red, gold, and two shades of blue on the green paper. And the inside has three colors printed—white, dark green, and gold. The effectiveness of the card is enhanced by the cutout shape, which follows the printed design. Such hand cutting is very time consuming but worth it in the end. The handmade envelops, constructed from the same green paper, took even longer to make (cutting out, folding, using double-stick Scotch tape), but are almost necessary for such custom sizes and shapes. The cross is also printed on the envelop flap with the return address in gold.


This was the first year that we included a note that explained the background of the card and the source of the illustration—part of the border of the portrait of St. John the Evangelist, on folio 291v.
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1989


Many times, the Christmas card is designed during the rehearsing for or singing of Handel’s “Messiah” with the Duke University Chapel Choir each year. Every once in a while, the design itself is related to that particular masterpiece of music. This year’s tri-fold design includes a woodcut that portrays Handel conducting an oratorio, although the piece and the site shown in the illustration are not known. The circular calligraphy around the picture is hand done in ink on paper and then photographed. The musical score on the inside is reproduced from the first page of the original score (1742) in Handel’s own hand, presently kept in the British Museum.
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The envelops are again handmade to fit the card, using the same red paper. And the insert once again explains the context of the chosen design, along with some extraneous information about our living in London next door to Coram’s Fields, the location of the Foundling Hospital (orphanage) where Handel directed a performance of Messiah in 1749 to raise money for the buildings. 

1990


The design on the cover of this card is adapted from a black and white incipit found in a book of typographical samples.

The main question was how to work color into the simple black and white woodcut incipit.  We decided to use the method previously used to get noticeably darker red by printing solid gold behind it (the red for the angel is on the white paper with no gold). So the order of printing is gold, red, black in order for that subtle effect to be seen.


The main passage for the interior is a reproduction of the 1611 Authorized Version of a portion of the Christmas story, which we have used many times for various selections (including Dean Cushman’s card, which we designed in 1964 or so). The use of red for the angels’ message does not follow the pattern of the 1611 (which is totally black), nor does it follow the tradition of putting the words of Christ in red. The color is simply to highlight the main theme of this card.

The size and shape of the card was designed to fit a more-or-less standard envelop.
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1991


For many years, we had wanted to reproduce a stained glass window, knowing that it would be complicated and take many printings to get it right. The window that we finally chose to do was “The Magi” from the Three Kings Chapel in Cologne Cathedral. The first requirement, from a serigraphy point of view, was to make sure that the basic design, the black for the leading, the painted shapes, and the darkened glass, could be separated out clearly, so as to make a transparency that would leave open the areas for the colors but would hold the dark areas so as to provide a clear picture. It took some fiddling with the xerox machine, the graphic photographer’s settings, and some knife scraping of the transparency, but in the end it was fine.
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Since the cover design, the window, required seven printings (white, red, green, purple, yellow, blue, and black—the paper itself provided another shade of darker blue where it showed through the design), we decided to use fairly lightweight paper and fold it twice, thus being able to print the inside at the same time as the outside, on the same side of the paper. The white was put down first, providing a light base to make some of the other colors more lively, such as the red, yellow, and green, which would have appeared rather drab if printed directly on the dark blue. We didn’t do it here, but selective use of the white behind part of the red, yellow, etc., could have produced slightly different hues of the same color and added some subtlety to the picture. Although old stained glass does have some subtle variations in the glass, we decided to go with the rather stark uniformity of the colors, which makes for a very strong design.
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The hand lettering on the inside is an adaptation of a medieval uncial calligraphy. The text is part of Christina Rosetti’s poem, “In the Bleak Midwinter,” from which we have used selections many times. The type for the credits is a sans serif design, since those do not clog up as easily while silk-screening a hundred copies.
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It did, in fact, take a long time to produce this card—in fact, it was into the first week of January when we finished it. So we called it our Epiphany card, in keeping with the magi design.
1992

This card is unique in the collection. I am not sure where the idea came from (it started with the woodcut, which had been waiting for some sort of appropriate presentation idea for some time), but this year we put out mind to it and decided to add some color and use a translucent paper so as to have the design show through paper. Thus, everything was printed in the opposite order from usual. In the previous year, for instance, the black was the last color printed, tying everything together in the stained glass window. In this [image: image45.jpg]1o 2And the 2Angel fad Huta them,
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design, the black was laid down first and the other colors were put on top of it. The Magnificat design is echoed in the calligraphy that provides a wallpaper background, similar to the AD on a Dürer card earlier (in this one, the swash tying the t and f together is mirrored in the swash of the capital M). The dark blue, which provides the background for the whole design, was printed last, as can be seen from the inside. The main problem with executing this idea was that the many layers of ink on the cover do somewhat overweight the card, since it was necessary to use a somewhat lightweight paper so as to be able to see through it. The added (somewhat unexpected) feature is that the blotchiness of the paper is somewhat highlighted and adds to the ethereal character of the woodcut and to the generally antique nature of the design.

The biblical passage from the Magnificat (Luke 1:46-47) replicates in circular form the typography of William Caxton’s Golden Legend, printed in 1487, from which the woodcut was reproduced (adding the color). The inside greeting, new for this card, also utilizes the same type.
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1993


This card was our first greeting from Durham, after having moved back there from Dallas. The fall semester was very busy, with two classes, living in an apartment, supervising the building of a new house, and all the trappings of moving. We moved into our new house in the middle of November, so we didn’t have a lot of time for coming up with (and producing) an intricate creative design for a Christmas card.
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Several traditional elements from previous card designs are combined in this simple tri-fold: the incipit (cf. 1972, 1981, 1990), a traditional Christmas text from an early Bible (1964, 1966, 1974, 1976, 1980, 1990) , and the annunciation window from the Duke Chapel (1966, 1972). The incipit is a different “A” from the 1974 card (even though both of them are red, white, and gold)—the earlier one was printed on white paper, this one on red. But the gold and red had to be printed on white in either case (white paper or white ink) so as to allow the gold and red to be bright.
 
The incipit and the passage are from a Book of Common Prayer printed in London in 1636. 
1994
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The Celtic design on the 1986 card was very simple, compared with the intricate interlacings on this cross, found in the Lindisfarne Gospels in the British Library on a “cross-carpet page” that introduces St. Mark’s gospel. As the insert explains, the inside roundel is from a similar page in the Book of Durrow in the library of Trinity College, Dublin.  
The red, blue, and green are striking in the center of the cover, while the gold ink focuses attention on them. The light blue lettering on the green paper inside is nearly illegible, as it turns out, similar to what we learned on posters—that red cannot be printed legibly on light blue, and light blue does not do well on red. Now we can add green to that guideline. The colors overall were chosen to go with the green paper, which at this point is fast becoming a favorite. A printing tip that is frequently employed, and used here, is to mix a small amount of the main color in the pattern with each of the other colors, and even though it might not be visible, that process helps them all go together better.

The interior greeting follows the gist of several previous cards.The nearly illegible Christmas poem on the inside is by Robert Southwell, a British Jesuit priest who was martyred at age 33:

Behold a silly tender Babe, in freezing winter night;
In homely manger trembling lies, alas a piteous sight:
The inns are full, no man will yield this little Pilgrim bed,
But forced He is with silly beasts, in crib to shroud His head.
1995
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Every Thursday evening, Karen and I sang in the Vespers Choir, which held a service in Memorial Chapel (off the west transept in Duke Chapel). Three white marble sarcophaguses line the outside wall, memorializing the Dukes. One of them is for Washington Duke, and has large carved snowflakes carved into the panels on the sides. One of those panels is photographically reproduced with a high contrast transparency and adding some color to highlight the design.

The interior of the card, somewhat reminiscent of the Dallas Cowboys card of 1982, contains several snowflakes reproduced from Bentley’s book, first used for by us as a source for snowflake designs in 1972 (having sketched one out the previous year) and then again four more times before this one. I’m not sure the three colors of flakes on the inside (especially the dark ones) are fully appropriate, but they do add some visual variety.
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Mary Biddle Duke Trent Semans, a generous benefactor and trustee of Duke, heard from S T Kimbrough (who has been a friend of the Semans family for several years) that we had used a pattern from her grandfather’s sarcophagus on our Christmas card. She wanted to meet me and see the card. So I accepted her invitation to visit her at their home in Forest Park, where we had a lovely chat in their beautiful home.
1996


We spent a good bit of this spring as a visiting scholar at Cambridge University (Robinson College), and went to church one Sunday at Ely Cathedral, making the easy [image: image51.jpg]


trip there by train. The illustration for this tri-fold card is therefore an old woodcut of the choir of Ely Cathedral. The most unique aspect of the architecture is the octagon tower, but the choir itself is a beautiful example of that period of English gothic architecture.  


The choirs of several cathedrals were considered for the design, including Durham, Salisbury, Oxford, Chicester, Lincoln, and Ely—the latter chosen because of the visual interest presented by the woodcut and its relationship to our travels during the year.

The inscription overlaid on the woodcut is the beginning of the second verse of “O Come, All Ye Faithful” and intentionally plays on the double meaning here of “choir,” as it did also on the 1976 card.  
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1997
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The design on the cover of this card had been in my “Christmas card designs” file folder for years, waiting for some inspiration to adapt it and use it. The xerox was made from a picture of a medieval floor tile (found in Broadwas, Worcestershire), which had different lettering in the circular periphery. The original idea was to print the design in five colors, but that idea was overridden by the desire to attempt to use gold foil paper, not really knowing if the silk screen ink would work—whether it would cover solidly and whether it would stick to the foil (or perhaps just peel off when the paper was folded or bent). One good sigh marked the first swipe of the squeegee (and the solid coverage result) and another good sigh marked the bending and folding of the dried card when the first color was done (with no peeling or cracking). I didn’t want to chance printing on the back side of the foil paper, so this is the only card in the series that has the inner text on a separate piece of paper. The use of the red and gold combination, besides just being striking, derived from the colors associated with medieval designs and royal seals. This card is one of very few that we have printed using just one color of ink, but the gold foil outshines that simplicity.

The lettering in cover design is the Latin version of angels’ song as recorded in Luke 2:14, which we have used several previous years. The year 1997 is included in the design as MXMVII.
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1998

Rather than fight the failing stencil material to print a delicate design (and not having time to go to Greensboro to pick it up or to order it from Charlotte or other places), I decided to use our color computer printer to produce the main illustration on this year’s card. 

We used an HP Photosmart color printer to reproduce  a prize-winning photo that I had recently taken of sun rays on Waterrock Knob, across the valley from our new ten-acre mountain top property at the Ridge (near Sylva). The paper was not photo paper, so the printing is not really the level of quality that the photo deserves. But the idea was evident, with a verse of a Christmas hymn providing the caption, “And the mountains in reply, echoing their joyous strains.” One must know that the “their” refers to the “angels from the realms of glory.” The caption was serigraphed, since sans serif type is fairly easily printed, even with gimpy stencil material. 


The insert for the card indicates that we finished the design on the date that is the target for finishing every year (December 15) but rarely achieved. To a few friends, we also sent a Christmas letter, which was not our usual practice, but grandparents want to tell the whole world about grandchildren at every opportunity.
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1999


I was tempted this year to begin a series of reprints of favorite cards from the past. One of the ones that people most enjoyed (gauging from the comments) was the 1979 tree ornament. But the thought of all the cutting and folding a taping and envelops and so forth resulted in another design emerging, similar in color and actually using the same color scheme and letting style, although with a different design and caption.
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The idea for this tri-fold card arose during a performance of “Messiah,” since I remembered that the original Handel score had an interesting-looking page (if somewhat frantic looking) for the beginning of “Glory to God in the highest,” which includes another frequent theme, “and peace and earth.” In order to get the right proportions of music to the card, we had to drop out the fourth score down (which was the least interesting) and then splice the transparency together. The final design used green paper (rather than printing the green color, as in 1979), reversed the musical score (in white rather than black), used gold for the main text (rather heavy old English lettering from the 1611 Bible for such a light and airy piece of music), and used an enlarged section of the Latin version of the biblical text from the Gutenburg Bible as background. The result is a bit busy, but visually almost pleasing in general. It was necessary, but a bit tricky, to get the sizing of the Latin just right so that it would fit exactly between each of the musical staffs. We almost used a Middle English text, with very interesting type, but ended up choosing the Latin, which fit better with the 1611 typography. The insert attempts to provide a decent rationale for this mess.
2000

The card this year was going to be adapted from the design used a decade earlier in 1990. The design, with somewhat different lettering for the cover (the incipit G with swirls, following the type used on the Chapel Choir Messiah sweatshirt I had designed that year) the inside lettering from the 1611 Bible, etc., but materials were not at hand and time ran out before we could finish it. The design has never been used (see transparencies in the folder), but a variation of it was used the following year.
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2001


This card represents another adventure in combining old ideas in new ways, with an innovative twist The double theme of the text had been used multiple times before (including the card in 1999); the original Authorized Version (1611) format had been reproduced earlier; the gold foil paper had been used before; a Latin repetition had been used as a wallpaper background before; the incipit G with cherub had been used in 1990 as the full cover. So this card is a variation on some old themes, but it gives a new impression while using these traditional segments. 


The foil squares were put in place before the printing sequence began, to save the time of printing them separately. The registration of the colors was a bit tricky, especially in the fine design on the foil (the screen is not totally rigid or completely tight in its hinges). But there were only three colors to print (in four printings), which helped. The question of simplicity of production also results in the tri-fold design, with printing on one side only—no RH logo anywhere on the card. The dark blue printing of the background lettering is intended to give a textured wallpaper effect, although the message of the Latin text is important, reinforcing the large white interior text, “And on earth peace.”
2002
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Five years had passed since we had produced a satisfying creative card, so this year we put our mind to it and came up with a decent idea that took some doing to pull off. The basic idea was to reproduce another stained glass window, in this case with the caption somewhat altered. We received permission of Dean of the Duke Chapel, Will Willimon, to use one of the evangelist roundels in the chapel basement lounge. So I took a chair over to the middle of the room and took several shots of the Matthew window at different settings, trying to get an exposure that would work well in high contrast (to get the black outline of the leading and the painting)—the colors could easily be filled in with hand-cut stencil patterns. 


The result is one of the nicest covers in the series. The cover text is from the familiar Charles Wesley carol, altered by George Whitefield (it originally read, “Hark, how all the welkin rings”). The interior greeting is typical in its content and typography. The small lettering on the left, explaining the artwork, with the RH logo, began to clog up while printing, and so the overall card (with an esquisite cover) is not quite as good as it could be.
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2003

Several techniques lend themselves well to serigraphy, one of which is line engravings. One style that I had often wanted to try was a spiral line engraving, which is possible to create on Adobe Illustrator software. The subject of the cover was suggested by a close-up picture of the Duke Chapel vaulting, which resulted in my taking a telephoto picture of the roundel at the top of the crossing of the nave and the transepts. The text emerged from some writing that I was doing at the time, which argued that the term “grace,” often bandied about in theological discussions but rarely defined, was a relational concept that could be understood best as God’s presence and power active within us through the work of the Holy Spirit. Wesley’s last utterance, “The best of all is, God is with us” (quoted on the back of the card) is encapsulated in the name used for Christ in Matthew—Emmanuel. So there you are. An appropriate combination to celebrate the Wesley tercentenary.

The overall design went through several  configurations (see samples in folder) using a large format book of engravings of Lincoln Cathedral—the same library book that I used for one of my favorite Messiah poster designs, which we used in the 1960s (see Dec. 1963) for the Chapel Choir.
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The medieval lettering is designed to be consonant with the gothic texture of the architecture. The grey and black for the picture is faithful to the stonework, howbeit a bit dull for a Christmas card. The interior, showing the Angel Choir of Lincoln Cathedral (from a fine engraving, but enlarged and messed with a bit), is also muted by the grey stone architectural theme, carrying forward the blue color as an effort to give something of a holiday feeling to the woodcut. The texture of the Strathmore paper gives a bit of body and interest to the whole. The comments on the insert are printed over a light screen version of the roundel.
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2004

The inspiration for this card was a hand-made, sun-dried Himalayan Lokta paper from Nepal, which I had seen the previous summer at True Blue Art Supply in Asheville. Lokta (Daphne cannabina) is a fast-growing cultivated shrub that only grows above 6500 feet in the Himalayas. The paper made from this plant is exceptionally durable, resistant to decay, free of acid and is ideal for archival storage. The paper is very irregular in thickness and edge, and is available in twenty colors, many of which are very interesting. The idea that struck me was to have a card that tries to get away from , if not protest, the modern glitter of Christmas and get back to the original story, which took place in a cattle stall filled with natural smells and materials. 

On a trip to the mountains in November, we bought out their supply of dark green Lokta paper. Then came the artwork, which was to be an enlarged detail from an early woodcut of the nativity scene. Albrecht Dürer seemed to be the natural source, but there were several possibilities of Madonna and Child to choose from, including the manger scene, the visitation of the wise men, Mary and the saints, and Madonna and child (more than one). The wise man scene with Jesus reaching into the box to see what they had brought him was a charming scenario, but Karen decided in the end to pick another visitation scene, which worked out nicely in triptych form for an accordion-fold card. We left the rough deckle on the left hand edge of the cover, letting the woodcut print off the edge (which meant wiping up the excess ink off the base of the silkscreen after each card was printed).

This was another year that the photo stencil materials were showing their age, so the production end was touch and go at the beginning. Some of the finer areas, especially in the lettering, did not adhere to the screen well, but a little repair work with tiny pieces of masking tape replaced the centers of some letters (e’s and the 4). The design was simple enough—two colors, light green and red on the dark green paper. The question was whether or not the red would be legible on the green. 
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Printing on dark paper means the light areas are printed. In this case, with irregular (if not to say lumpy at times) paper, it seemed like the time to try an experiment with the ink. Another factor pushing the experiment was that we did not have much white ink and none of the Naz-Dar stores in the eastern U.S. had any on their shelves. So we mixed a hefty percentage (25-30) of extender base with the ink and used more retarder/thinner than usual, thinking it might do something interesting. In fact, it did—the ink was less opaque than usual, so that it looked somewhat mottled and gave the effect of light green parchment.


The first swipe of red ink for the text, “Lo, how a Rose e’er blooming,” revealed that any lettering that was printed on the green paper would be nearly invisible. But most of the main text was on the light green, so after a short, not very successful spell of trying out yellow (the other obvious rose color), we stuck with the red. Since we had made masking tape repairs, we could not clean off the ink at any point without losing those tiny bits, so the changes were done with some transition orange prints between. The main section that was hard to read was our name, and since everyone who gets these cards knows where they come from, it seemed a minor problem.


The insert included a section of the Dürer print, with a summary explanation of the rationale. The whole package of tri-fold and insert fit easily within a standard 3 5/8’ by 6 ½” envelop, on which we printed in matching red and green. All in all, the result was simple and in keeping with the long tradition of cards.
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2005


The idea for this year’s card arose while photographing parts of a folk craft and art exhibit in the national museum (Nordiska museet) in Stockholm, Sweden, during May. Against the back wall of one rather deep case was a long panel of painted linen fastened (glued?) to wood (part of the reredos), illustrating the life of Christ from the Annunciation to the Resurrection. It was thought to have been painted by Anders Pålsson in 1849 and hung in the church in Trönninge. The case was four or five feet deep and not well lit, so my best hope was to get as clear a picture as possible, bracing the camera against the glass, so that it would provide a good pattern for cutting a silk screen stencil.
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In the end, the photo turned out remarkably well, so that with minimal computer renovation with PhotoShop, it provided a picture that reproduced rather nicely. The idea was then to develop a card with a Swedish theme. The nicely decorated wooden ceiling of a small church that we visited in the suburbs of Göteborg provided a suitable background for the inside of the card. Again, the photograph turned out well—clear as to not only the painted design, but even showing the faint separation between some of the boards. 


The text was determined by the heading of the nativity scene on the linen, which said (in Swedish), “About the Birth of Christ, Luke 2.” The subject of the illustration, the wise men bringing their gifts to the infant Christ child, made verse 7 the obvious choice. The idea was then to find an old Swedish Bible that would have interesting type. The late nineteenth-century copies in the library, contemporary to the painting, were not as interesting as the 1762 edition, printed in Linköping, Sweden. To provide the translation in a similar black-letter type, I simply downloaded the same verse from the 1611 “King James” version online (Early English Books Online). The frame for the traditional trademark, RH, was plucked from the Swedish Bible as well and used on both the back of the card and the envelop (with a little blue coloring added).


The problem this year, even without any silk screening, was that the type would not reverse nicely out of the background photo. It looked fine on the screen, but the ink-jet printer pixelized it so badly that the text was illegible. We tried different colors, no color (white lettering), darker colors, and nothing worked. After trying all kinds of other alternate adjustments to the computer and printer, I discovered that the lettering printed out fine from the laptop, just as it was. So that is what we did.


The paper on which I printed the first samples was some old ivory cover stock that had been sitting around for years. The idea was to get some nice Strathmore paper, a little heavier and with texture, to use for the card and to use some lighter art paper, similar color, for the insert. Two or three big sheets of each provided enough sample material to try out for the final look. As it turns out, the old cover stock looked better, and some store-bought ivory Southworth antique laid finish paper did fine for the inside, which used the flower design from the linen panel for the corners of the insert.
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At that point, one of the first usual tasks reared its ugly head—is there any envelop in the world that this card will fit inside nicely? Many years we have simply constructed envelops to fit odd size cards (the design of the card rules the day), so it was quite serendipitous in this case that Office Max had some “thank you” cards with envelops that were exactly the right size. That saved a bunch of time, effort, and cracked fingers from folding paper. 


Another bit of serendipity was that the U. S. Post Office this year provided a stamp that was a perfect match for the card. Usually, we plan the card and its color scheme with the stamp in mind, so as to coordinate. But the card was printed before we even thought of the stamp this year, so it worked out rather nicely.


Although the end result is not bright or flashy (Karen’s comment was, Oh no, another brown Christmas card), both the cover painting and the ceiling have enough shades of red, yellow, and blue to make it somewhat lively and festive, in a quiet sort of way . . . which is probably appropriate for a manger scene.
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2006


Our fall schedule included a trip to Washington, DC, with the Duke Chapel Choir to sing in Metropolitan Memorial United Methodist Church (for the third or fourth time in the decade since Bill Lawrence had gone there, although he has moved twice since the first occasion). Part of our Saturday afternoon off was spent at the Smithsonian Institution at a special exhibit on “The First 1000 Years of the Bible.” The card features one of the illustrations from an early Bible, showing the infant Jesus with his parents and the Wise Men—perhaps not especially accurate in its folksiness, but very typical for the season.
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The carpet background design was put together by copying parts of the border and part of the floor pattern from the cover, with some fiddling, healing, altering, and copying in such a way as to come up with something that was compatible with the cover. The problem was then to know how to get the lettering of the interior message to show up, not knowing at first how to drop the letters out of the carpet or how to print over it in such a way as to be legible. A little experimentation finally produced the result as seen on the card, which is not optimal but at least acceptable. 


This year we succumbed to the temptation of producing a holiday letter to friends (many of whom had been sending them to us for years), updating them on our lives and elaborating on some of the events of our family year.
2007
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Following a frequent practice, we designed our card to celebrate a highlight of our travels during the year, this time from material that we photographed in Spain during our tour there in January with the Duke Chapel Choir. This nativity scene, called a crèche in Spain, was an impressive element in a civic display in the town center of Toledo. We were kept away from the display itself by a fence that went all the way around the artificial mountain that had a variety of Christmas scenes built into it. So the picture was taken by telephoto, braced on the fence itself. The details in the picture are much more evident than what we could see with the naked eye, which in itself was rather impressive.
The background for the interior of the card (and the lighter version on the insert) was Photoshopped from hay or straw in another photo from that exhibit. The cities and churches all had very elaborate depictions of the nativity as part of their holiday decorations.

The letter to friends was created at New Year’s and included a number of color photos from various events of the year.

[image: image70.jpg]



2008

The design of this year’s card was made with the hope of screen-printing it. I spent many hours and dollars getting the positive transparencies ready. The Ulano people said they would send a sample package of the Hi-Fi Green stencil material to make it possible (so that we would not have to buy the $130 roll of stencil). They did send two sample rolls of a new photo stencil that works without developing (Pro-something), but I wasn’t about to waste many hours trying out a whole new method. About a week before Christmas, with the package from Ulano yet to arrive in the busy-ness of the Christmas mailing season, we decided to succumb once again to the ink-jet printer’s call. It was all over in about two days, rather than the three or four it might have taken to do all eleven printings in the design.


I had prepared the design the previous winter (with all the Spanish renditions of the Virgin still in mind), creating a positive transparency of the Virgin Mary from the Nativity Window of the Duke Chapel, using Photoshop to manipulate the photo to get a satisfactory high-contrast result that could be the final printing of black (the design in the window) over the colors laid out on a white background on the dark red paper (which would show through as the red in the window). The positive transparency was made by Graphic Reproductions on Camden Street, which had made several of the earlier ones. He is the only guy left in town that does that sort of commercial graphic photography, and he won’t be doing it much longer—the computer has taken over the field and his “dinosaur” camera is the only one still operating in town (although it sits idle most of the time).

The final printing, however, was done from a printout of the color photo, as cleaned up in Photoshop but cropped down to a roundel with Mary and Jesus, which was reduced for the envelop. The roundel on the cover of the card is surrounded by Coptic lettering, Christus natus est—“Christ is born.” The pillars from the window frame the inside lettering which simply restates the angels’ message, Gloria in escelsis Deo, followed by a repeated Alleluia from the cover. The paper is Strathmore art paper, from Michael’s as usual, in ivory (also the color of the envelop), light enough to let the colors of the stained glass window come out strongly. The final production looks, especially to the untrained eye, very much like our previous screen-printed cards.
The color window design was reduced and repeated on the envelop, matching the colors in the USPS stamp, which was also a madonna in blue, red, and yellow (although ours was brighter colors). The Christmas letter, which we again sent separately to a few folks, was printed in color on blue parchment paper.

This was the first year that we also tried a PowerPoint rendition of the card theme, with music to accompany an animated version of some of the artwork. The “Christus natus est” in a circle made a nice starting point, with music coordinated with the animation. The music was Morton Lauridsen’s O magnum mysterium, sung by the Los Angeles Master Chorale. 
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2009

We followed the tradition of tying the theme of the card to some significant locality that we had visited during the year. In this case, the International Haydn Festival fit the bill wonderfully, and we developed the idea of “peace” using a cleaned-up version (thanks PhotoShop) of a picture that I had taken there in July of the Volkskirchen, which was built to commemorate the escape from death of Emperor Franz Joseph as a result of an assassin’s bullet. We sang two pieces at the Festival—Haydn’s “Mass in Time of War” and Ralph Vaughan Williams’ “Dona nobis pacem.”
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We used some paper that was left over from previous years (Strathmore) for about a third of them, bought some more Strathmore (slightly different) for a batch more, and filled out the hundred with some paper from A. C. Moore’s that came in a pad (off-white). The printing on the HP Inkjet seemed to take forever over a period of three days. A little architectural detail with the RH logo added served as a device for the envelopes, which were also individually addressed/printed on the HP. That same detail, was used as a background on the explanatory insert.


We also did a PowerPoint version of this card, using the card itself (with animated entries of the text and the architectural detail in one transition), coordinated with an Atlanta Symphony Orchestra and Chorus recording of part of the last movement of the “Dona nobis pacem,” shortened and manipulated slightly  with the help of Vegas 8 audio/video software. And again the longer letter to a few friends.
Epilogue


This brief history of our Christmas cards has been prepared by Richard Heitzenrater as a guide to the design and production of the series of greetings that our family has printed and sent out nearly each year from 1962 onward. One sample was saved each year as part of a complete collection, which has been given to the Special Collections Library of Duke University. More information can be gleaned from the cards themselves, as well as the inserts included in later years, the holiday letters sent to a selected group in the last decade or so, and the file folders for each year, which contain the transparencies, artwork, design stages, stamps, and other elements entailed in producing the card.

Locations over the last fifty years for our serigraph printing outfit, begun as Bracey’s Design Printing at Frances Walker’s (see history in relation to poster collection):


Branson, second floor, middle of the east side (1960-Sept. 1963).

Development office at Duke University (2127 Campus Drive), top floor attic 



(started photo method there in Oct. 1963), a nice area that was much 


better than Branson (Sept. 1963-June 1964).


Basement of our home at 24 Deshon Court Drive, Butler, PA. (June 1964-66).


Admissions office at Duke (Main Circle), attic (temporary, part of 1966-67)


Development office, basement (1967-69, office on east end of third floor); ended 


Duke printing there as a student in 1969; divided stuff with Drew in 1969)


Garage of our home at 647 Highfield Road, Danville, KY (1969-77)


Printed many athletic uniforms and jackets for various teams and sporting 



goods shops in the area.

Garage of our home at 7611 Rolling Acres, Dallas, TX (1977-93)


Garage of our home at 4405 Hulon Drive, Durham, NC (1993-present)

Some recent cards (and the envelopes) have been printed wholly or in part on our HP Photoprint 1500 inkjet printer.
Christmas Cards

 (representative samples)

Basic elements

Duke elements


1966—Annunciation window, stained glass, Duke Chapel aisle entrance; also 


1972, 1993

1995—Snowflake design, Washington Duke tomb, Memorial Chapel 


2002—Matthew window, stained glass, lounge of Duke Chapel


2003—Angel roundel, vault crossing of Duke Chapel


2008—Madonna and Child, stained glass, Nativity window, Duke Chapel
Other Stained Glass


1991—The Magi, Cologne Cathedral
Original Calligraphy


1977—Hark, how all the welkin rings, simulation of Charles Wesley’s hand


1981—Free hand,


1982—Free hand,


1983—Free hand, They shall call his name Emmanuel


1985—Free hand: Love came down at Christmas 


1986—Free hand,


1987—Free hand, Go tell it on the mountain


1988—Within a manger (simulation, based on Book of Kells)


1989—Free hand,

1990—Free hand,


1991—Free hand,


1992—Free hand,


1993—Free hand,


1994—Free hand,

Original Drawings


1985

Hand-cut designs


1962
Three Wise Men


1964
Musical phrase


1965
Manger scene


1971
Dove
Old Woodcuts


1977—Organist 


1980—Angel and trumpet


1983—Durer, Annunciation


1987—Swiss mountains


1992—Mary 


2003—Angel choir, Lincoln Cathedral


2004 – Nativity scene, Albrecht Dürer

Manuscripts


1994—Book of Kells


1989—Handel’s score for Messiah; also 1999
Incipits


1974—KJV “A”


1981—Organist “O”


1990—Angel, renaissance “G”


1993—KJV “A”


2001—Angel, renaissance “G”

Old Type


1974—Old Bibles: King James (1611); also 1990, 1993, 2001, 2005

1980—Sixteenth century edition


2005—Swedish Bible (1762)

Miscellaneous:


1968, 1970, 1973, 1979, 1982, 1995—Bentley’s photos of snowflakes


1997—Medieval floor tile

Original Photography


1998—Waterrock Knob, Great Smokey Mountains, NC


2009—Vienna Volkskirchen

Original Photography of artwork

1995—Washington Duke tomb


2005—Alterpiece in Swedish National Museum, Stockholm, Sweden


2005—Artwork in ceiling at Swedish church in Göteborg


2007—Manger scene in Spain

Cut outs


1973
3-D Tree ornament


1980—3-D Tree ornament


1983—Viewing square on cover

1988—Cross shaped card
