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From the Editor Mike Edwards (10374)
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A new look?
Many of you will no doubt have read Andrew 
Doliński’s recent article on the history of the vari-
ous Society emblems but I wonder how many 
of you noticed last month’s letter from Dominic 
Hartley arguing the case for a redesign of the 
current emblem. 

The impression that I got from Andrew’s arti-
cle was that the 1950s and 1960s were a time of 
quite rapid progress for the Society and that this 
was reflected in the updates of the emblem. From 
then on, the Society’s will to stride boldly forward 
appears to have gradually diminished, until we 
reach the situation that we are in today, where we 
gaze far too fondly through rose-tinted spectacles 
at the past and any talk of change is all too quickly 
regarded with suspicion and indignation.

After reading Dominic’s letter I then found 
myself wondering whether the current emblem 
was really an improvement on its ISPA precursor. 
Maybe it wasn’t. Could or should the current 
emblem be improved upon? Well Dominic thinks 
so and I have a feeling that I agree with him.

Who cares?
In the past, comments like those above from a 
Small Printer editor would have incited a flood of 
letters, some in nodding agreement and others 
demanding his head. Will they nowadays? I have 
my doubts, but I look forward to seeing some of 
you prove this impudent upstart wrong.

Cover Image: Brooklyn Bridge Afternoon: a wood 
engraving with two lino blocks, by Anne Desmet.

Crikey, it’s April already and as I’m sure you all 
know this is traditionally the month that the 
Society holds its annual convention. We all 

know that there won’t be a convention this year, 
but the Surrey & Sussex Branch are already 
preparing for the 2022 event and you will be 
receiving a booking form bundled together with 
this month’s Small Printer. Note that the cut-off 
date for booking and full payment will be 30th 
November 2021, which is earlier than usual.

Zoom
So, there’s not going to be a convention this year, 
but there will be an AGM on Saturday 17th April. 
It’s going to be held via the ubiquitous online con-
ferencing app, Zoom. This means that wherever 
you are in the world you’ll be able to attend – you 
won’t even need to leave the comfort of your own 
living room to be there. You’ll be privy to all sorts 
of BPS business and news and you’ll even be able 
to hear all about the exciting new plans for the So-
ciety’s website. I’ll definitely be there and I hope 
you will be too. Take a look at the bundled conven-
tion leaflet for details of this historic event.

Talking Printing
I won’t make any apologies for devoting 12 whole 
pages to this issue’s interview with Anne Desmet. 
I’ve been a fan of her printing for years and when 
I decided to start publishing a series of interviews 
in Small Printer, her name was top of the list. 
The article is illustrated with a great selection 
of Anne’s work and once you’ve taken a look and 
read what she has to say I’m sure you’ll be a fan of 
her work too, and maybe you’ll even tempted to 
have a go at wood engraving yourself.

Look out for more Talking Printing interviews 
in coming months – there are some great printers 
out there, and they’ve all got something to say.
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Focus
A strange year, a strange purchase 
& my strange imagination  
Elizabeth Fraser (10824) 

The story of how one word and one small printing 
block purchase inspired a print. During 2020 
opportunities to go to a Wayzgoose or a BPS event 
in person vanished. Purchasing anything letterpress 
moved online, from the personable Jeremy 
Winkworth, UrbanFox and others, to the faceless 
machine that is eBay. Digital window shopping 
became an all too easy distraction from the chaos 
and disaster-movie storyline of real life. Sometimes 
I managed to be fastest finger and secured a 
purchase. Photos of online offerings are not always 
clear so the descriptions help. But, buyer beware... 
you never know where this journey will take you! 

The advert was for an inner tube/tyre holding 
Rubber Man-Bibendum-Michelin Man block, I 
thought I might make a nice cycling related print. It 
turned out to be a very odd little man made of rope 
holding more ropes entwined under his stringy 
arms. What on earth would he be useful for? 

I was taking part in Mark McKelliers 
#MyPostcardRevival and one theme was Outside. 
As I contemplated the duality of outside and inside 
the Ropeman and a couple of other little buys lit the 
enticing spark of a new idea…I just needed to get my 
head around some quantum physics… I do like a bit 
of science with my letterpress. It just seems to be 
where my brain takes me. 

Odd little Ropeman sat looking at me, and as I 
looked back I thought about those ropes under his 
arms all coiled and looped like string…oooh... string 
theory? I was sure string theory had something 
about insides and outsides (like a möbius strip). A 
quick google showed me that bosonic string theory 
needs 26 spacetime dimensions to work. Hmmm, 
there are 26 letters in the alphabet says my brain…
tick tick tick…maybe I can make some parallels 
here? Printers use these letters to create the most 
amazing worlds. More scrabbling about on the 
internet threw up Richard Feynman’s diagrammatic 

methodology, open and closed string loops, all 
elementary particle are vibrating strings, duality as 
a fundamental relationship and something called 
the black hole information paradox…at this point my 
brain melted! 

I started playing around and created a mock 
advert for some extra-special quantum page/type 
cord. Who wouldn’t like to buy some special string 
that lets you create an alternative reality? I threw 
in some beautiful strand-like ornaments and the 
little Ropeman. I discovered bosons were named 
after Indian mathematician and physicist Satyendra 
Nath Bose who collaborated with Einstein. I now 
always imagine him carrying his string theories in 
convoluted bundles under his arms! This amazing 
man was a polymath who also played the esraj (like 
a violin) so I sneaked one in at the bottom. Finally I 
popped a couple of (Schroedinger) printcat sorts 
into the design to help balance the negative space. 
I decided they too should have inspirational names. 
I introduce Katherine on the left, after NASA 
mathematician Katherine Johnson and Maggie on 
the right after awesome British space-scientist 
Maggie Aderin-Pocock. 

And now my friends you can see how strange the 
inside of my head is and why the eccentric creativity 
of letterpress is my happy place! 
www.frauhaus.co.uk 
@frauhaus1
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WOULD YOU LIKE TO SEE YOUR WORK FEATURED IN SMALL PRINTER? 
THEN WHY NOT SEND IT IN TO BE FEATURED ON OUR FOCUS PAGE



46

Focus



47

WOULD YOU LIKE TO SEE YOUR WORK FEATURED IN SMALL PRINTER? 
THEN WHY NOT SEND IT IN TO BE FEATURED ON OUR FOCUS PAGE

An early stage in the development 
of Elizabeth Fraser’s Stringmaster print
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My Favourite
Japanese Native Village 
Colour Lithographic Poster (1885) 
Bob Richardson (9718)

This colour lithographic poster dates from 
1885. It was produced to promote the Japanese 
Native Village which opened in London that 
year, eventually closing in 1887, having burned 
down once and been rebuilt. Wikipedia has 
details of the village and its history.

There are probably between six and eight 
lithographic stones (printing plates) employed 
in the production of the poster; far less than 
would be required for high-quality lithography, 
yet still very successful in portraying the exotic 
– and colourful – attractions of the mystic east.

I found the poster in a large box of ephemera 

at St Bride Library about eight years ago. It 
was probably acquired as a teaching aid by the 
printing school which operated on the same 
site between 1895 and 1922. The course tutors 
assembled a fine collection of printed matter 
to illustrate the many reprographic processes 
then available. The poster was in a rather tatty 
state, and very grubby with pieces missing from 
the margins.  One of our volunteer conser-
vators, Ken Wormald, skillfully tinted pieces 
of Japanese paper (thin, light, strong and 
acid-free) to replace the damaged sections, and 
cleaned the surface too. 

A simpler version, printed in black and red 
by letterpress, is also part of the ephemera 
collection. Printed on cheaper quality woodpulp 
paper, it is now quite fragile. n
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Branches Past & Present

I’ve been looking at the March and April 1981 copies 
of Small Printer and have been struck by how 
dull the magazine looked in those days especially 

when compared with our new, larger and much 
more attractive publication. But even more striking 
is how many branches the Society had in those days. 
The Annual Report, published in the March edition, 
recorded twenty two branches: Bristol, Cleveland, 
Cornwall, Crawley, Devon, East of Scotland, Liverpool, 
London, Maidenhead, Norfolk, North West Kent, 
Oxford, South Dorset, Solent, South East Essex, South 
East Lancs, Sussex, Swansea, West Midlands, West 
of Scotland, West Riding of Yorkshire and York and 
District.  However, out of those twenty two branches 
eight of them either reported that the branch had had 
no meetings or failed to provide a report at all, so it 
is pleasing to note that the actual number is close to 
what we have today when the Society membership is 
much smaller.

Branches have come and gone since then and, 
as you can see from the list at the back of this 
magazine, we currently have twelve of which only 
a handful have continued for the intervening forty 
years but including Crawley which was renamed 
Surrey & Sussex a few years ago to better reflect its 
membership. 

As I write there are moves to set up a couple more 
branches and, whilst it is sad that the usual reason 
for a branch to close is because its members have 
died or become too infirm to continue printing, it is 
encouraging to see younger members recognising 
the benefits of being part of a branch and wanting to 
establish them in parts of the country where none 
currently exist. 

In 1981 branches were doing what they do now: 
meeting in each other’s homes, business premises, 
pubs or church halls for talks and demonstrations, to 
do some printing together, to go on visits, to socialise 
and generally fulfil our commitment to being a society 
of friends. n

From the Archives BPS LIBRARIAN, LIBBY GREEN, LOOKS THROUGH 
OUR ARCHIVES THIS MONTH: MARCH & APRIL 1981

Calling all 
Yorkshire 
printers
Are there any BPS members 
in Yorkshire who would like to 
form a Yorkshire branch? 

Phil Treble of Muttons & Nuts 
(@muttonsandnuts) is planning 
to hold a Zoom call to meet 
all those interested and elect 
representatives in order to 
start the branch.

Please contact Phil at 
bps@muttonsandnuts.co.uk
to register your interest.
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The tale of the Missing Matrix

Whilst reading through the excellent February 
edition of Small Printer a couple of days ago, I 
came across Bob Richardson’s letter, concerning 
the ‘missing’ matrix for our BPS Logo. Whether his 
‘clue to its whereabouts’ was going to eventually 
lead to me, I rather doubt!

Over the twenty five years or more running 
Piccolo Press, I got to know Tom Blake (of 
Stephenson Blake) and always enjoyed my visits to 
Sheffield when on the hunt for more type. In 2010, 
when I heard that the firm was sadly shutting 
down, I went down to see Tom to see what type 
he had left in his ‘closing down’ sale. I was allowed 
up to the casting floor, where I scavenged around 
and was able to find some of the final fonts 
available, and came away with a considerable 
amount of Verona, from 24pt downwards.

I also bought a 1910 Type Catalogue and 
mentioned to Tom that I did some talks to local 
schools on the history of printing. He added some 
matrices to my ‘haul’ amongst which was the BPS 
mat of our logo; plus an undressed casting. These 
I have often used at demonstrations, as the matrix 

clearly shows how the lead is mounded to produce 
a casting of our logo.

So now that it looks as if I have the only matrix 
from which our logo can be cast, I will be delighted 
to bequeath it to the society, particularly as I 
believe Bob Richardson knows of a caster that 
might accommodate the mat. And as it looks as if 
another run of our logo can be cast - and without 
any suggestion of ‘blackmail’ (of course!): I would 
like to state that when the Executive Committee 
come to discuss this matter, my vote is for our logo 
to remain unchanged. Tim Honnor (5578)

Letters

Exciting news! Having had no convention since 
2019, Surrey & Sussex Branch and Friends are 
dusting off the plans we made for last year and 
fine tuning them for convention 2022 which 
will be held in the Holiday Inn Reading South.
All the usual attractions will be there – 
talks, visits, trade fair, auction, gala dinner, 
presentation of awards and, above all, the 
opportunity to meet up with old friends and 
to make new ones. Booking forms will be 

included in each Small Printer from now until 
October. Please note that the cut-off date for 
booking and full payment will be November 
30th 2021.

Your chance to get together and celebrate 
everything that’s good about our society 
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Above: Wood Engraver’s Tower (2020) 
Facing page: Anne Desmet in her London Studio

Hello Anne. I was planning to write an introduction 
to this interview but seeing as you’re here, I’ll just 
jump in and ask this question instead: who is Anne 
Desmet?
I am an artist-printmaker specializing in wood en-
graving and in mixed media printed collages. I was 
born and raised in Liverpool, have Fine Art BA and 
MA degrees from Oxford University’s Ruskin School 
of Art. I have lived in London for 30+ years and had 
a very formative year living and working as a Rome 
Scholar in Printmaking at the British School at Rome 
in 1989-90 – a period which very much inspired the 
strongly architectural direction that my work has 
taken ever since. I’m also a writer – of seven pub-
lished books on printmaking and drawing to date, 
including the recent Ashmolean Museum catalogue: 
Scene through Wood: A Century of Modern Wood 
Engraving for an Ashmolean touring exhibition which 
I also curated. For 15 years, I was Editor of Printmak-
ing Today magazine (1998-2013).

Why do you think you became an artist, and 
particularly a printer?
I was born with a serious abnormality of one of my 
hips and spent about 5 years of my childhood and 
adolescence (a few months here, a year there) in 
hospital having repeated – and, regrettably, largely 
unsuccessful – surgical procedures to try to correct 
it. In those days (mid 1960s to early 1980s), ortho-
paedic surgery usually involved some six to eight 
weeks of enforced bedrest following each operation, 
before you were allowed up to start relearning 
how to walk. That meant, for me, seemingly endless 
months in hospital when I was not exactly ‘ill’ but 
couldn’t get up and move about. During those peri-
ods I kept myself busy largely by drawing everything 
in sight – in pencil or black Biro – from cartoons of 

children in the adjacent beds to very detailed pencil 
studies of my hands and feet, a bowl of cherries on 
my bedside locker, the light bulb above my head, my 
face reflected in the bottom of a teacup and so on. 
This is where my interest in art began. The features 
that these drawings had in common were that they 
were all on a small scale – never bigger than A4 as it’s 
hard to manage a large sheet when you’re semi-re-
clined in bed – and they were immensely detailed 
because I had plenty of time on my hands to pour into 
them! Drawing became something of an obsession, 
so I reached a point where I couldn’t imagine doing 
anything other than being an artist, though I had 
no idea, at that point, how an artist could earn a 

Interview

Thoughts on Wood Engraving
The Editor talks with wood engraver, Anne Desmet RA, one of today’s 

most intriguing and innovative artist-printmakers
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reasonable living. When I applied to art school, I had 
a portfolio full of such very intense, time-consuming 
drawings and had become particularly interested 
in chiaroscuro, fine detail and the interplay of tiny 
black and white marks. Fairly quickly, the excellent 
printmaking tutor I had at Oxford University’s Ruskin 
School of Art – Jean Lodge RE – introduced me to a 
wide range of printmaking techniques, all of which 
I tried out. She thought that wood engraving would 
suit me particularly well because it would enable 
me to continue to lavish as much time and attention 
on relatively small works as I was already doing 
on my one-off drawings, but I would be able to 
print an edition and sell each one for a much more 
affordable sum, per print, than would be possible 
for one-off pieces. So that was a notable practical 
consideration. However, over and above that, she 
felt that using the varied tools of wood engraving to 
engrave on end-grain boxwood would expand my 
mark-making repertoire and make the final images 
stronger and more dynamic than perhaps is possible 
through standard drawing tools. She was absolutely 
right and I am unfailingly grateful for the guidance 
she gave me.

What appeals to you about a printed image 
as opposed to one that’s been drawn or painted?
There’s a particular graphic clarity about a wood 
engraving – about most print techniques, in fact – 
that I find peculiarly satisfying. There’s also a sense 
of resolution and decision-making about it. With 
most of the print techniques that I particularly enjoy 
and, especially, if like mine, your works are strongly 
representational, you do have to plan a composition 
quite carefully in advance so as not to make errors 
in engraving it. But there’s a balance to be struck 
between excessive planning and allowing the print 
space to take on its own life and become some-
thing different from and more dynamic than any 
of its preparatory drawings or photos. If the print 
is successful, then it’s that sense of strength and 

dynamism in it that strongly appeals to me. I’ve never 
been drawn to painting – except for watercolour 
or ink drawings in my sketchbooks. Oil painting, in 
particular, has never suited me because it doesn’t 
facilitate the graphic clarity of printmaking and also 
involves a very different mindset. 

With oil painting, there’s virtually endless potential 
to keep changing your mind, both about the overall 
composition and the structure, colours and tones 
of any part of it. I like the fact that, with a wood 
engraving, once you’ve engraved the marks into the 
block, you can’t erase them so there is a definite, 
unwavering direction of travel from the first mark 
that you make!

Being largely a wood engraver, what is it about the 
process that appeals to you?
It feels very satisfying to engrave into a beautiful 
piece of polished boxwood – and the natural shapes 
of some of the blocks – especially the roundels – can 
suggest compositional designs in ways that a rect-
angular etching plate or screenprinting frame might 
not. So the wood itself can actually be inspiring. But 
also, with wood engraving, there’s the wonderful 
creative joy of engraving light out of darkness – all 
the marks you make in the block being the parts 
that will be white paper in the print and all the uncut 

Interview
Right: Cavemen Kaleidoscope (2016)
Facing page: Traces of Rome (2012)
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parts being the areas that will be rolled with ink and 
printed. It’s inexpressibly exciting to bring that light 
image out of darkness and, as far as I’m concerned, 
the more chiaroscuro the better!

You seem to be very interested in depicting 
architecture and architecture in the landscape. 
How and why did that come about?
At school I was very interested in Latin – which I 
studied for A level. During those studies, I was espe-
cially interested in Ovid’s Metamorphoses with all its 
fantastic stories of nymphs turned into trees or birds 
or sea-monsters and so on. I was also very interest-
ed, at that time, in the metamorphosing works of 
M C Escher and began to make drawings and later, 
at art school, prints that usually involved images of 
people – often friends or family – metamorphosing 
in some way or other that seemed to me to suggest 
something of their character and also, I hoped, 
embodied a sense of the passage of time. After I’d 
graduated from Ruskin School of Art, Oxford, and 
later Central School of Art, London (where I gained 
a Postgraduate Diploma in Printmaking), I was 
awarded a Rome Scholarship in Printmaking which 

gave me a year to live and work as an artist in Rome 
(1989-90). I spent a lot of time there walking and 
sketching. Rome was a complete revelation to me. 
I’d never been there before. I was really struck by 
the multi-layered nature of the city – the fact that you 
can be walking down an ancient Roman road that 
probably sits on top of Etruscan tombs and you can 
walk into a church from Roman times that may have 
medieval remodeling and then a Baroque dome and, 
above all that, you can see the TV aerials and satellite 
dishes of the 21st century. It felt like everywhere I 
looked I could see a span of over 2,000 years – with 
all those centuries of change and metamorphosis 
– all co-existing at the same time. I found that really 
exhilarating. The dramatic light and shade of the sun 
on the buildings in Rome was also hugely inspiration-
al. Its drama and theatricality really seemed to suit 
the wood engraving medium and my temperament. 
It didn’t take long before nearly all my prints were 
inspired by my sketchbook drawings of buildings and 
landscape in Rome and elsewhere – all places that 
seemed to encompass a sense of a vast span of time 
or timelessness within a single vista. So, in my mind, 
they are still about metamorphosis, in their way.
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You mentioned earlier that you were born and 
raised in Liverpool. One of my lasting memories 
of the city, from the time that I lived there, is of 
some of its overpowering architecture, and I was 
wondering whether you think that it might have 
in some way contributed to your decision to make 
classical architecture the subject of a lot of your 
work as well as by your impressions of Rome?
I was always interested in Liverpool’s buildings and 
made some sketches of them in my teens - notably 
of St Luke’s, aka ’the bombed-out-church’ at the 
top of Bold Street and of a few lovely old derelict 
neoclassical buildings (since demolished), and of 
the lion sculptures outside St George’s Hall. But I 
thought of architecture as one of many potentially 
interesting subjects rather than as a particular 
passion. I think sometimes it takes leaving home to 
be able to come back later and see home in a new 
light. So I can’t honestly say that Liverpool’s buildings 
directly sparked the long term direction of my work 
but I have no doubt that they fed into it, subliminally, 
along the way. 

I did feel immediately ‘at home’ in Rome, which may 
well have been because it does have some definite 
parallels with Liverpool but with much better light/
weather and centuries-older history, both of which 
particularly sparked my interest. In more recent 
years I have made a few Liverpool-related images 
and may yet make more.

You often make collages of your work or attach 
parts of the printed sheets to other materials or 
objects. How did this come about?
Much as I love wood engraving, I’m not a speedy 
engraver and I often felt a sense of frustration at 
how limited my output of artworks was because even 
a fairly small block might sometimes take weeks 
to engrave. When I went to Rome, I had something 
of a sensory overload – there were suddenly so 
many potential ideas and images in my head that I’d 
need about 20 lifetimes to engrave them all! I was 

certainly looking, though maybe subconsciously, for 
an additional creative outlet which would enable me 
to realise some of my ideas more speedily, so that 
the long time each block took to engrave would stop 
feeling frustrating. I had taken a small self-portrait 
engraving block, with which I wasn’t too happy, to 
Rome. I’d printed it in a burnt sienna hue in London 
and, while finding my feet in Rome, I’d planned to 
print it in black to see if it worked any better. I printed 
it but was still dissatisfied and promptly tore up all 
the bits of both printings and went out sketching. 
When I came back to my room later that day, I was 
immediately struck by the torn strips of black and 
red-brown engravings on the floor and found the 
random shape that they made both unexpected 
and intriguing. I quickly shaped them into my first 
collage, a ‘Self-Portrait (Tower)’. It opened a door to 
the creation of all my subsequent collages. 

For nearly a decade, all my collages were on paper 
or card but, when my two children were born and 
annual drawing trips (usually to Italy) were replaced 
with UK family holidays, usually at the beach, I 
couldn’t do much drawing as I’d be looking after and 
playing with the children instead. But I started to 
notice items on the beach: razor-clam and oyster 
shells and interestingly-coloured pebbles which 
seemed to suggest themselves as surfaces on which 
to collage. Some of the razor shells, in particular, had 
orange and purple hues on their inner surfaces that 

Interview
Right: Bold Street Blue Sky (2014)
Facing Page: Babel Tower Revisited (2018)
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looked like beautiful expansive sunsets. So I began 
picking up some of those shells and stones and 
bringing them home and collaging fragments of my 
prints onto them. 

Much like the unusual-shaped engraving blocks, 
organic forms like seashells and pebbles often sug-
gest their own compositional ideas, which is exciting! 
These collages in their turn suggested other possibil-
ities so I have subsequently collaged on ceramic tiles 

and bits of pottery, shards of roofing slate, mirror 
fragments and the convex glass of clock faces. Each 
substrate is selected because it has some rela-
tionship somehow with my subject matter. But it’s 
incredibly satisfying working with a combination of 
my prints on paper and this range of unexpected and 
beautiful found objects. I hope it brings something 
new and very different to the traditional medium of 
wood engraving.

‘It reminds me a bit of my 
mum telling me that when 
she was a child there was a 
ventriloquist on the radio.’
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The fragmentary nature of your prints on to 
objects give them the feeling of archeological 
remains of day to day objects from some of the 
classical subjects that you depict. Is that a fair 
observation?
Yes, I particularly enjoy cutting up or tearing up small 
details of my prints and collaging them onto other 
surfaces in new compositional forms and these are 
usually intended to suggest a glimpse into another 
time or place into which you can pour your own ideas 
about what culture – past, present or even future – it 
might represent. In Italy, I especially loved the way 
fresco fragments of wall paintings from Pompeii 
or ancient Rome would be presented as individual 
objects, often carefully mounted within a glazed box 
frame. Each fragment, permanently separated from 
whatever its bigger picture once was, took on its 
own new identity suggesting both time and timeless-
ness, abstraction and figuration, an intrinsic beauty 
in itself rather than being a mere part of a lost whole. 
I hope that my collages may create that same mood 
– something that pulls you in to their own miniature 

world yet leaves a lot of open questions and a sense 
of compelling mystery. 

What would be your advice to anyone interested 
in learning more about, or taking up wood 
engraving?
I’d recommend enrolling on a one- or two-day 
wood engraving workshop at one of the many print 
workshops in the UK (once pandemic restrictions 
are over). That’s a good way of getting a feel for the 
technique, to see whether it would suit you, without 
having to make the expensive outlay on tools and 
equipment first, as these are invariably provided as 
part of the course fee. Over the years I’ve run lots of 
these beginners’ courses and everyone always goes 
home with at least one small engraving that they’ve 
made at the end of even only one day. But there are 
usually plenty of courses run by diverse artists so 
there’s lots of choice. You might usefully subscribe to 
the Society of Wood Engravers’ newsletter (emailed 
bimonthly to subscribers) which has listings of wood 
engraving courses and related exhibitions that might 
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be happening in your area. Should you decide that 
wood engraving is for you, then you’d start to buy 
some of your own equipment so you could carry on 
with it independently. Wood engraving is brilliantly 
portable and can be very low tech. So, if you are living 
in a one-room flat, for instance, you can engrave a 
block on a small desk, ink it on a tiny toughened-glass 
slab and print it on paper by hand-rubbing with a 
teaspoon (like making a brass rubbing) – so it doesn’t 
necessarily need the space and equipment that other 
print techniques demand. An excellent book is Simon 
Brett’s Wood Engraving – How to Do It, published by 
A&C Black (now part of Bloomsbury). After you’ve 
done a short course, if you decide to continue with 
the medium, I would strongly recommend Simon’s 
book. It’s especially helpful with advice about how 
to get the best results when printing with a press 
but is full of all sorts of other invaluable advice and 
expertise.

You were elected as a Royal Academician about 
10 years ago. That sounds like some achievement; 
how’s that been?
Being elected to the RA in 2011 was a tremendous 
surprise and a delight. I’m only the 3rd artist in 
the RA’s 253-year history to be elected as a wood 
engraver. The previous two were Charles Tunnicliffe 
and Gertrude Hermes, so these are big shoes to fill! 
It’s been a hugely rewarding experience getting to 
know other Royal Academicians who are all leading 
artists in their respective fields; and being actively 
involved in the various committees that help to run 
the Academy. The opportunity to show annually in 
the RA’s Annual Summer Exhibition has also been a 
great benefit. As a printmaker, the Summer Show is 
an opportunity, like no other, to sell one’s editions. I 
had, formerly, always had to combine my art career 

Facing page: Rome in London (2012) 
Above: Olympic Stadium with Cranes (2009)
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with other work, which included administration in 
several galleries, some art journalism and then, for 
15 years, being Editor of ‘Printmaking Today’ maga-
zine. I gave up that editorship in 2013, two years after 
I was elected to the RA, because I found I was now 
able to work full-time as an artist living entirely on 
sales of my work. Until the pandemic, I had continued 
to teach engraving in short courses and classes at 
diverse workshops because I want the medium to 
continue and to grow in the future because it has far 
fewer practitioners to safeguard it, in the UK, than 
I would like. I hope to resume that teaching in due 
course.

One question that I know that all of our readers 
will want to hear the answer to is, what sort of 
printing press(es) do you use/possess?
My husband (also a wood engraver) and I have a 
small Hopkinson and Cope Albion relief printing 
press. It doesn’t have a very large bed size but it 
is fine for all but my largest blocks. It’s a lovely old 
press and still has its beautiful bell-decoration with 
its date of 1859 engraved on it. We bought it in pieces 
(from an advert in the ‘Artists’ Newsletter’) in the 
early 1990s. It was put back together for us and gen-
erally fettled up by Rochat Engineers. Before that, we 
printed on a small cast-iron nipping press, which we 
still have for occasional bookbinding use. The Albion 
press is about 10 years older than our home in East 
London. For nearly 20 years we had both presses in 
my large first-floor front-room home-studio but, even 
on a board to spread the load, they were putting too 
much strain on the old floor joists. So, about 8 years 
ago, we had an extension built onto the back of our 
house, building a new room above our kitchen. The 
presses are both in there now, on a very solid floor 
which has a steel running through it and twice as 
many joists as you might ordinarily expect. The new 
extension feels more solid than the rest of the old 
house and it’s certainly a safer place to have set up 
these weighty old presses!

Left: Anne Desmet in her London studio with her restored 
1859 Hopkinson and Cope Albion relief printing press
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One of my biggest regrets of 2020 was being 
unable to visit the Scene through Wood - a Century 
of Wood Engraving show in Oxford. At the same 
time the catalogue must have been my most read 
book of the year. How did you come to be involved 
in the exhibition and its catalogue and do you have 
any idea where we might be able to see the show in 
the coming months or years?
I’m delighted that you are enjoying the exhibition’s 
catalogue! For me, writing it and organizing its 
layout was an enormous undertaking, which the 
Ashmolean’s designer and publisher then brought to 
fruition handsomely. I was invited, in 2016, by the So-
ciety of Wood Engravers (of which I’m a longstanding 
member), to consider curating its centenary cele-
bration exhibition for 2020. The Ashmolean Museum 
has a vast collection of wood engravings – probably 
the best such collection in Britain and perhaps in 
the world. It had been continuing to collect wood 
engravings in recent decades including, most years, 
from the SWE Annual Exhibition with a long-term 
plan of holding an exhibition for the Society, in 2020, 
to celebrate the centenary of the SWE’s founding 
in 1920. So, once I’d been approached by the SWE, 
I then needed to put together a proposal outlining 
a framework and provisional title for the exhibi-
tion, as I saw it. I began by spending a lot of time 
trawling through the many 1000s of engravings in 
the Ashmolean’s 20th/21st-century collection as well 
as older examples. I also delved into one or two 
private collections with astonishing holdings, as 
well as drawing on the eclectic collection that my 
husband and I have amassed over the last 30 years. 
Then I contacted various contemporary artists for 
some additional key pieces. Thus the ideas, themes 
and images for Scene through Wood began to take 
shape and, in due course, with the SWE’s support, 
I submitted my proposal to the Ashmolean and the 
rest is history! The exhibition was intended to tour 
but, at the outset, no one had any idea of how many, 
if any, tour venues might take it. So I lobbied hard 

for it to have a significant weighty catalogue, which 
I hoped would long outlast the actual exhibition 
and become, all being well, a seminal tome on the 
medium, perhaps serving as an improved replace-
ment for Albert Garrett’s A History of British Wood 
Engraving (1978) – thus far, being about the only 
substantial overview of the medium published in my 
lifetime. The SWE, the Rawlinson Fund and several 
hugely generous private donors, some of whom 
also lent works included in the book and exhibition, 
funded the catalogue and, I hope, are very pleased 
with the results of their investment. Although the 
exhibition is currently in storage, the catalogue is 
available to buy from the Ashmolean and/or from the 

Interview
Right: Razor’s Edge (2003)
Facing Page: Babel Flower Midday (2005)
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Society of Wood Engravers online, and from all good 
bookshops. The show had a planned tour schedule 
of about four more UK museums in which it would 
have been shown between 2021 and early 2023. 
However, because of the pandemic, its launch at the 
Ashmolean was initially delayed by some months and 
then it had to close a fortnight earlier than intended. 
This year’s showings at other venues have also been 
totally disrupted. The Ashmolean is working hard 
to reschedule it at venues that have been forced to 

postpone it for the moment, but nothing is finalized 
as yet. I suggest that readers look up the exhibition 
from time to time on the Touring Exhibitions page 
of www.ashmolean.org on which I hope the 
revised tour dates will be published in due course. 
Alternatively or additionally, please follow me on 
Instagram @anne_desmet as I will certainly post 
about each tour venue as soon as details are con-
firmed. To see more of my work and exhibitions, see 
www.annedesmet.com

http://www.ashmolean.org
http://www.annedesmet.com
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Feature
The Mystery of Mazak Rot

We are all familiar with rust. It takes many forms, 
depending upon the metal affected, but generally 
it’s an orangey-brown surface deposit on iron and 
steel, or a white, powdery deposit on printing type 
which has been stored in cold, damp conditions. 
The former is relatively harmless and quite easy 
to remove with a wire brush or even lemon juice. 
Type rust is rather more unpleasant and can take 
the form of various lead oxides, some of which are 
particularly pernicious.

Five years ago, BPS member Alan Brignull posted 
an image on his Flickr photo-sharing account 
(shown alongside). He described a curious 
deterioration exhibited by some Mazak Granby 
hot-foil type, cast many years ago by Stephenson 
Blake. Mazak was the material used by SB in the 
production of hard types for hot-foil printing. Alan 
had acquired the type as part of a job lot from a 
bookbinder.

Mazak (UK) is an alloy of zinc, aluminium, 
magnesium and copper. The original ‘pot-metal’ 
(also known as ‘white metal’) was developed in the 
USA by the New Jersey Zinc Company in 1929 and 
trademarked under the name Zamak. The British 
version—which dates from the 1930s—could not 
use that description  for various commercial and 
technical reasons, and so it became known as 
Mazak in the UK.

The longevity of Mazak depends upon the purity 
of the alloy. The metal has multiple uses in industry, 
from the manufacture of die-cast toy cars to the 
production of door handles for real sports cars. 
It takes a chromium plated finish well, but the 
surface of tainted alloys will eventually decay and 
become pitted.

 The handles on the internal doors of my home 
(built in 1935) are starting to show signs of Mazak 
breakdown beneath the chrome.

Alan Brignull’s type demonstrates another 
problem with Mazak; it has a tendency to suddenly 
‘implode’ without warning and slowly disintegrates 

in spectacular fashion. Tiny impurities in the 
alloy—usually very small traces of lead or tin—can 
cause this to happen without warning, although 
the ‘rot’ can occur after a few years or many 
decades. The timescale is unpredictable, although 
damp conditions may contribute to the decay.

This alloy decay is known by various names: 
‘Mazak (or Zamak) Rot’, ‘Hornby Metal Rot’ (Mazak 
is used in the production of model train sets)  and 
‘Zinc Pest’. It is irreversible. Some matrices stored 
at the Type Archive have been affected by Mazak 
Rot, but they are salvageable. 

Each matrix was created from a punched brass 
blank or grown as a copper shell, back-filled with 
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type-metal. All of these metals are impervious to 
Mazak Rot, so only the rectangular Mazak matrix 
carrier is affected. The matrices can be re-mount-
ed in a new carrier block and used again for 
casting, after being carefully re-justified. 

The storage conditions at the Type Archive are 
clean and dry, so are unlikely to have contributed 
to the decay. With Mazak, the clock starts ticking 
as soon as the casting is made, with the impurities 
doing their dastardly work from day one.

Be aware that any Mazak type with tiny hairline 
cracks will probably be subject to alloy rot at some 
point in the future. Save your pennies for foundry 
type. Bob Richardson (9718)
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John’s Broadsheets
John Easson’s Broadsheet Number 13 from 1973 

A Faustian John B Easson at The Quarto Press 
Private Press in December MCMLXXIII. 
Broadsheet XIII: Things look black,  
or please don’t call it ‘Old English’

When Gutenberg started it all, back in  1450, he naturally 
based the design of his typeface on the current hand-
writings used for formal documents, & called ‘Textura’ 
from the woven texture appearance of the page. The 
style is characterized by strong vertical emphasis, partly 
due to the narrow ness of the lower-case. Later printers 
based their types on less formal styles, giving the more 
open Rotunda & the almost cursive ‘Bastarda’ all these 
are what are today grouped together as ‘Black Letter’, 
from their bold contrast with later ‘Roman’ types. Please 
don’t call it ‘Old English’ because that was a separate 
language with its own alphabet, including the letter 
Thorn [th], shaped like a y, and which led to the erro-
neous idea that people used to say ‘ye’ for ‘the’. § But 
to re turn to Gothic types: manuscripts contain ed many 
abbreviations & contractions, both to save time and to 
assist justification. At first, types also had all these extra 
characters--giving over a hundred different sorts to a 
fount--but this was soon abandoned as im practical, & 
only a few survived, such as ‘&’ for ‘et’, the Latin ‘and’, 
which is still with us. § With the acceptance of the Roman 
style, (except in Germany) Gothic type was used only for 

deliberately archaic items, for ex ample legal documents. 
It therefore became debased, & the original overall effect 
of the page was lost. § However, in 1927 F Goudy the 
American designer produced this face, Goudy Text, on 
Monotype in a re-creation of a genuine textura style. 
The design has several unusual features: for example 
there are three extra ligatures suitable for Eng lish, ll 
is one; I leave you to find the others, the old long s, ſ, is 
also included. The rule for use of this is that it is used at 
all times ex cept as the last character in a word. Several 
ligatures are needed with ſ due to its kerning. Because 
of the continued use of Black Letter in German, ß [ss] & 
tz [tz] are also available, & that leaves only one letter to 
mention: r. An alternative lower-case r, as used by the 
first printers, I cannot yet find any rules for its use, for 
none are mentioned in current books on type, & the old 
examples I have found of it confirm none of the theories 
I have tried, except the last resort one that it is used 
at ran dom. § Goudy designed this face to be as legi ble 
as possible today, & therefore included U J as well as 
V & I, although the early typ es had neither--hence the 
segregated position of U & J in the case-lay. § And on 
the subject of legibility it was Mike Elliston who drew 
my attention to the fact that the size best-suited to text 
setting, fourteen point, was not available in this country, 
although it is sold in America. The late Eric Webb had 
exactly the same complaint, and resorted to twelve-point. 
§ Handset, & printed on Glastonbury Antique Laid paper 
on an Autovic. n

The top three lines show a specimen of Monotype Goudy Text (292) with a specimen of Monotype Lombardic Captials (293) on the bottom one
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A Printer’s Memoir 
Peter Eustace (10505)

We may all be small printers but some are smaller 
than others. If judged by output, I should claim to be 
one of the Society’s smallest printers.

My experience of printing with movable type 
has been, well, sporadic: initiation for a few years 
at school in the 1950s, a brief revival of activity a 
decade later, a renaissance of a sort from 1996 to 
just a few years ago. Now, as I look at my Adana 
Eight-Five, a cabinet full of type-cases and an 
amount of related kit, I have to ask myself: Is it time 
to stop printing?

The May 2020 copy of Small Printer with the 
announcement of the Adana Trophy triggered the 
more positive thought: why not have a go? However, 
I would have only one possible entry as I have used 
the press on just one occasion in the past few years! 
That was last autumn when something reminded 
me of the fire at the cathedral of Notre-Dame de 
Paris in April 2019 - and I recalled that, tucked away 
somewhere, there was a linocut of its west facade 
that I had made in the distant past. Why not try to 
find it and use it to print (for once) a home-made 
Christmas card, with a short type-set greeting? If 
so, wouldn’t that be a good opportunity to get the 
Adana up and running again?

The answers to both of those questions (Yes! Yes!) 
seemed to invite me to pursue the project. Miracu-
lously, I found the linocut and the cards were duly 
printed and sent out. At the time I suspected that 
this was my Adana swansong since inspiration and 
energy don’t come too frequently these days. How-
ever, I haven’t given up yet: that small bit of creative 
activity gave me the joy and sense of achievement 
to which I recognise have always been a feature of 
my involvement with movable metal type, however 
sporadic the activity or modest the project.

I could hardly have anticipated that joy and sense 
of achievement when I was introduced to printing in 
the 1950s - nor indeed where it might lead me. I was 
at a school that provided the premises for a scout 
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group to which I already belonged. The scout leader 
- one of the school’s younger teachers - set up a 
‘print-den’ in the corner of the large scout room and 
invited us to try our hand at working with an Adana 
press and a small collection of accessories.

This started merely as just another scout activity: 
no badge to strive for but a good chance to tackle 
some new skills. Over the next few years some of us 
were to spend many school breaks and after-school 
sessions in the print-den. We gradually became 
proficient enough to produce a range of in-house 
items such as tickets for plays and social events. All 
fairly modest. Our most ambitious undertaking was 
the regular production of the programme, usually 
three sides of a folded quarto sheet, for our school’s 
annual light opera.

In the main, we learned by doing: there was no 
professional input - which no doubt left us far less 
skilled than we thought we were! It was a pleasantly 
relaxed and prolonged quasi- apprenticeship with 
an enormous sense of ‘serious fun’.

A decade after I had left school, I was able to 
resume printing and share my enthusiasm by 
occasionally working with small groups of young 
people with a school’s Adana Eight-Five. However, 
this second round of activity did not last very long 
and the equipment was left for others to exploit. I 
wondered if I would ever handle type again.

It was in fact over twenty years later that an op-
portunity did arise - but it would involve time-travel. 
A small notice in a national newspaper caught my 
eye, an invitation to ‘Live as a Tudor by joining 200 
volunteers in award-winning re-creation at an his-
toric Tudor house now in its 20th year. Bring Tudor 
skills or learn them. A stimulating experience for 

‘This started merely as just 
another scout activity: no 
badge to strive for but a 
good chance to tackle some 
new skills’
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lively people of all ages’. Who could resist such an 
offer? I certainly couldn’t - especially as my day-job 
workload at that time had become less demanding. 
So I applied for what seemed would be another 
chance for some serious fun.

I soon found myself a long way from home discuss-
ing with the owners of that Tudor house what 
kind of contribution, if any, I could make to their 
re-creation of life in 1569, the year they had chosen 
for 1996. This event would last for up to three weeks 
in the summer, offering a kind of living history open 
to the paying public and schools. Visitors were free 
not only to observe participants at work but also to 
engage us in conversation about our activity and 
anything else about that particular era that inter-
ested them. It was potentially a very rich experience 
for all concerned with, scattered about the manor, 
many individuals and small groups busily occupied 
with various tasks in as authentic a manner as 
possible. All 200-plus of them. The question was: 
what kind of role would I wish to take on?

I’d had time enough to consider the options and 
was pleased that my request to ‘be a Tudor printer’ 
was accepted. That, of course, was the relatively 

easy part. Not being an historian, I knew very little 
about what was happening in 1569 in printing or 
in anything else. Still, here was a good chance to 
acquire some knowledge in an agreeable setting. I 
knew of Gutenberg and Caxton, but had little idea of 
exactly when they had flourished. A lapsed amateur 
printer would obviously have to work hard to 
re-acquaint himself with technical details - and also 
be aware that any (slight) 20th century experience 
would be unlikely to tally exactly with what Tudor 
printers were doing.

I spent the next few months considering some 
obvious questions about the state of the art in the 
16th century. What do we know?

of the printers of that time? Where did they work 
and under what conditions? What did they print? 
And there were many technical questions too: 
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what kind of presses did they use? and what about 
composing sticks, type, type-cases, ink, paper-mak-
ing and so on?

Fortunately, there was plentiful information to be 
found in books, libraries and museums. Steinberg’s 
‘500 years of Printing’ and Joseph Moxon’s ‘Mecha-
nick Exercises’ were invaluable as were visits to the 
British Library and the St Bride Library.

There were some extra challenges. It was not only 
in work-practice that we had to strive for authen-
ticity: correct dress was important, so too was an 
attempt at appropriate language. If visitors wished 
to engage with us, it was important for us to look the 
part and to sound right: so beware of anachronisms 
and avoid incongruities (Hand-sewing, no Velcro, no 
zips - and no ‘okays’). I was pleased to discover that 
guidance sessions for both costume-making and 

‘Tudorspeak’ were regularly organised as part of 
the preparation.

Many of those already long since involved in these 
well-established re-creations proved to be helpful 
mentors on such issues.

Lots of stuff to work at then, the main constraint 
as always being time. The preparation and the 
event itself proved both challenging and rewarding. 
It was truly astonishing that, with so many issues to 
deal with in a relatively short amount of time.

It turned out to be the first of many re-creation 
events, covering different Tudor years - as early as 
1520, as late as 1600 and with other memorable 
years in-between. For each, it became increasingly 
important to unearth precise information as to who 
was printing what, where, when, and how often

For the next couple of decades, I was often to 
return to that same manor house for a different 
year of the Tudor reign to participate in the main 
summer event plus a few extra minor re-creations 
at other times. Always in the role of a printer, 
though not always with the same identity since that 
depended on the chosen Tudor year.

For many of these events I was to join others 
engaged in related trades: some binding books, 
others making woodcuts. They were all to be seen 
working with their relevant authentic equipment. 
But what about this printer: what was he doing 
here and where was his press?

There had been some early hopes of a long-term 
project to make a press but these had not been 
realised. There was no possibility of constructing 
a press such as the one the BBC commissioned for 
a mid-90s television programme; nor, indeed, of 
being able to have anything like the fine machine 
that Vicki and Al Barton have used so successfully 
for their 17th century re-enactments (see Small 
Printer, December 2008 and March 2019).

For that first re-creation of 1569, some improvi-
sation was needed to enable the printing of a few 
lines that had been set in a makeshift wooden kind 
of flatbed. This was barely satisfactory but it did 
aim to give a modest hands-on experience for some 
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visiting school children; and it was at least a simple 
way of trying to show the principles of letterpress. 
A stop-gap solution but it was still difficult to con-
template being on the manor as a printer without a 
proper press.

Some temporary relief came with the discovery 
that there was a very good reason for the lack of 
a press in that part of the country. Henry VIII and 
succeeding monarchs had introduced and extended 
many restrictions on the printing trade, not least for 
fear of sedition: one decree forbade printing houses 
outside of London save for one each for Oxford and 
Cambridge universities. 

There were restrictions not only on the number 
of print shops but also on the number of presses to 
be used. The Stationers’ Company, which received 
its charter in 1557, and the Star Chamber issued 
ordinances. Permission for publication had to be 
sought. In the 1550s an order from Mary I demand-
ed that the names of all printers should be recorded 
together with their location and a list of all that they 
had printed, year by year.

(That, incidentally, was another helpful discovery: 
those lists, collated later by Arber, were invaluable 

for the precise information required for any Tudor 
year from 1552 onwards).

Illicit printing was known to have occurred in 
other than approved locations. A dodgy business - 
and one not to be undertaken lightly. The penalties 
for such a crime were severe: any equipment could 
be confiscated and the printer risked losing his hand 
or even his head.

For our re-creations, it seemed preferable, in any 
discussion to be had with visitors, to be able merely 
to refer to all this and even hint at its possibility 
rather than to be seen at work using a secret press, 
for fear of the possible dire consequences!

What to do then with no press available? One 
possible scenario was that anyone claiming to be 
a printer could be ‘newly come to these parts’, i.e. 
not employed as most other participants were but 
merely passing through to somewhere else. Such a 
wanderer would need to have a plausible reason for 
doing so.

He could also be expected to have to hand some 
evidence of his trade, e.g. a composing stick (what 
was that like?), some type, possibly a sketch of a re-
quired new press; and surely, he should have a few 
helpful fragments of some kind of printed material.

Examples of printed work? So, we did need a press 
after all - though not on on display or in use on the 
manor but available to produce such fragments in 
advance. 

And for that, who would come to our rescue but 
Adana! By chance and just at the right time, I was 
offered an Eight-Five. Here was another irresistible 
opportunity that just had to be accepted. At last, I 
was about to handle type again.

Some equipment had come with the press but 
more was required, especially suitable type. This 
time it was BPS members who came up with the 
goods. At annual conventions I was pleased to 
be able to buy a good range of items including 
type - modern, of course, usually Light English Text 
which was just about acceptable to serve as ‘black 
letter’, perhaps, dare I admit, with some judicious 
doctoring.
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All this print-stuff demanded space: an unan-
ticipated print-den sneaked into the comer of my 
rather small garage-cum-workshop. I had been 
overtaken by events: by 16th century events in fact.

A small printer was re-born. Renaissance indeed! 
I am tempted to say: ‘The rest is history’.

As for what to print, the wealth of accessible ma-
terial in the British Library and St Bride’s provided 
plenty of suitable texts. I continued to use the re-
sources at those libraries as well as the Bodleian in 
Oxford and found the staff in all of these very helpful 
as were colleagues from the OUP and the CUP. Visits 
to the the Mary Rose in Portsmouth, the Plan-
tin-Moretus museum in Antwerp, the Gutenberg 
museum in Mainz and the Musée de l’imprimerie in 
Lyon proved delightfully inspirational.

In the libraries, I found those Arber lists (of print-
ers from 1552 onwards) were a good starting-point, 
enabling me to seek out relevant documents. Any 
parts that seemed striking or interesting were then 
transcribed, with a careful note made of measure-
ments, layout, type sizes and fonts. These were 
·used as a guide when I later composed the type for 
my fragments, aiming to create a close approxima-
tion to the original.

There was indeed much more material than 
I needed. The best pieces related to important 
events of any particular year: for example, the small 
centrepiece of the large title page of Henry VIII’s 
English Bible (1539), the final paragraph of the Earl 
of Northumberland’s speech before his execution 
(1553), the title page of ‘A shorte dictionarie for 
yonge beginners’ (1568). For 1588, there was an 
abundance of texts which included hymns and 
prayers with the threat of a Spanish invasion; these 
were well-supplemented by texts whose title-page 
made a good fragment, e.g.:
•  A Booke of Cookrye called ‘The Good Housewives 

Treasure’
•  A criticism of the congregational church called 

‘The Raising of the foundations of Brownisme’
•  A description of a form of shorthand writing which 

had been devised by Timothy Bright, Doctor of 

Phisicke, called ‘An Arte of Shorte, Swifte, and 
Secrete Writing by Caracter’.

Given that for each year there was a new Tudor year 
to re-create, there was always good potential for a 
lot of production, though, for a number of reasons, 
it was necessary to be selective. There were again 
constraints on time and energy, which would limit 
what could be printed. A few fragments which could 
easily be set well within the scope of the platen of an 
Adana Eight-Five became a realistic target for any 
small printer. n

To be continued in the next issue of Small Printer
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MINUTES of the meeting of the Executive Council of 
the British Printing Society held on 15th August 2020, 
by Zoom in view of the Convid-19 restrictions.
This is an edited version of the minutes. If you would like 
to know the wording in the full minutes, or would like an 
explanation of the Executive Council (EC) deliberations 
or policy, please apply in writing to the President, Paul 
Hatcher. 
Participants: Paul Hatcher President; Libby Green Vice 
President; Peter Salisbury Secretary; Andrew Dolinski 
Treasurer; Mike Edwards (SP Design) Co-opted; Liz Kirby 
Councillor; Ron Watson Councillor; Win Armand Smith 
PG Councillor 
The Chairman welcomed everyone, especially Andrew 
Dolinski the new Treasurer and Mike Edwards SP Design 
who was being co-opted to the Council.
With regard to Small Printer, due to the lack of articles that 
the Editor and Designer receive, Mike will consider how 
Small Printer is produced, with the possibility of having 
to change to bi-monthly in the new year. 
There had been comments from members that their ar-
ticles had not appeared in Small Printer. It was agreed 
that it was up to the Editor and SP Design to select what 
should appear.
Several members had not yet renewed their membership 
of the Society. It was noted that some members had kindly 
made donations of a subscription for those who were not 
able to pay their subscription in view of the pandemic. 
The Membership Secretary will write to those members 
explaining that there have been donations made.
Convention 2021: The Vice President reported that to pre-
vent any costs to the Society the convention, if we decided 
to cancel, had to be done before Christmas. Following a 
discussion it was agreed that the convention should be 
cancelled. The Vice President would contact the hotel and 
anyone else who needs to know and the Treasurer would 
contact delegates and ask for bank details to make refund.
There would need to be an AGM next year and plans for 
this would be considered at a later date.
Rosen Award – Ratifying the results for this year’s compe-
tition: The spreadsheet had been received from several, 
but not all branches, it was unanimously agreed that the 
winners should be jointly Shropshire and Lincolnshire 
Branches.
Rosen Award – Suggestions for next year: Timeline, how 
to judge? In view of current restrictions, it was agreed 
to have the deadline for the next award to January 2022 
(missing 2021). Branches would still be asked to judge 
the results and how this is done would be discussed later.
Katherine Anteney had asked if she could conduct a review 
of the website. This was agreed and Andrew would contact 
both Katherine and Ron Rookes accordingly.

MINUTES of the meeting of the Executive Council of the 
British Printing Society held from 2pm17th October 2020, 
by Zoom in view of the Convid-19 restrictions.
This is an edited version of the minutes. If you would like 
to know the wording in the full minutes, or would like an 
explanation of the Executive Council (EC) deliberations or 
policy, please apply in writing to the President, Paul Hatcher. 
Participants: Paul Hatcher President; Libby Green Vice 
President; Peter Salisbury Secretary; Andrew Dolinski 
Treasurer; Mike Edwards (SP Design) Co-opted; Liz Kirby 
Councillor; Win Armand Smith PG Councillor 
The Chairman welcomed everyone to the meeting. 
Apologies for absence were received from Ron Watson 
Councillor
The Minutes of the meeting held on 15th August 2020 were 
agreed and signed by the President 
There was a discussion about the central storage of 
Society records. At present each officer held their own 
and it had been suggested that we should have a central 
depositary as there was a possibility that when an officer 
relinquished their appointment the records would be lost 
(as had happened in the past). Andrew and Paul would 
explore several options.
With regard to the website review, Andrew was asked to 
thank Katherine for the update to the survey. There had been 
22 replies in the first half of October. It was agreed to hold 
the survey open until the end of 2020, with an eye-catching 
reminder in December Small Printer
There had been no offer to be Editor from the advertisement 
in Small Printer. Mike kindly offered to become Editor as 
well as Designer The EC gratefully agreed. Also, that as 
from January 2021 Small Printer would be published in 
February, April, June, August, October and December.
Under Any Other Business the Secretary reported that 
following a request from the British Library for copies of 
the Annual Report, he had sent them those copies available 
and had received confirmation of their receipt. 
The meeting closed at 3.40pm. 

Minutes

VISIT OUR WEBSITE!
Society members may view and download further 
interesting content on our website by registering at  
www.bpsnet.org.uk. Registration provides access 
to the ‘Members Only Area’ which is available 
 to all members.
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These children’s stamps come from Alan Brignull’s collection (although he did not 
print them). The red and blue ones are from toy post offices and the Tintin/Kuifje 

stamp was designed by Hergé himself and came from the Tintin Magazine in 1950.

GET IN 
TOUCH

We always enjoy hearing 
from Small Printer 

readers and anyone 
wishing to send a letter 

to the editor about 
anything concerning the 

magazine, or anything 
they have read or seen in 
it, should send an email 
to the address below.  

All letters will be printed 
unless otherwise 
requested. Please 

make sure to include 
your name and British 

Printing Society 
membership number.

editor@bpsnet.org.uk

START WRITING!

The Lincolnshire & District Branch’s Jane 
West produced this impressive print on her 
Adana Eight-Five, proving that you don’t 
necessarily need a large press to produce 
high quality work. She originally drew the 
artwork as part of a digitally printed logo. 
Afterwards she decided to use the same 
artwork (drawn with Adobe Illustrator) for 
a greetings card design. The card measures 
100 x 105mm and is printed in three process 
colours (CMY).

An account of how Jane produced this card 
will be appearing in the next issue of Small 
Printer as part of our ‘Registration Special’ 
series of articles.

If you can’t wait until then, you can always 
buy one of Jane’s prints from her Etsy shop: 
http://hemigarpress.co.uk

Miscellany

Registration
Inspiration
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MINUTES of the meeting of the Executive Council of the 
British Printing Society held from 2pm 12th December 
2020, by Zoom in view of the Convid-19 restrictions.
This is an edited version of the minutes. If you would like 
to know the wording in the full minutes, or would like an 
explanation of the Executive Council (EC) deliberations or 
policy, please apply in writing to the President, Paul Hatcher. 
Participants: Paul Hatcher President; Libby Green Vice 
President; Peter Salisbury Secretary; Andrew Dolinski 
Treasurer; Mike Edwards Councillor; Liz Kirby Councillor; 
The President welcomed everyone to the meeting. Apologies 
for absence had been received from Ron Watson Councillor 
and Win Armand Smith PG Councillor.
The Minutes of the meeting held on 7th November 2020 
were agreed and signed by the President. It was noted that 
a Zoom account had been set up and Branch Secretaries 
advised. Also a Mail Chimp account had been set up to 
enable members to receive email circulars occasionally.
The Treasurer explained that NatWest Bank was asking 
community account holders to change their bank. Follow-
ing a discussion it was agreed to change to Metro Bank. 
The survey about the website continues until the end of the 
year. Katherine Anteney would be asked to collate responses 
and circulate them to the EC and Katherine would be invited 
to the next EC meeting.
Mike explained his plans for the forthcoming issues of Small 
Printer and this was welcomed by the EC
Applications for Non-executive appointments that were due 
to be reviewed had been received from Katherine Anteney, 
Advertising Manager; Libby Green, Librarian; and Chris 
Green, Membership Secretary. It was agreed that they serve 
for 3 years from the 2021 AGM. Ron Watson was thanked 
for all the work he had done whilst Advertising Manager.
The Annual General Meeting would be held on Saturday 
17th April 2021 using Zoom. A notice would be included in 
February Small Printer together with a brief outline of the 
plans for additional talks using Zoom over the weekend. 
The notice would also make note that any propositions for 
discussion at the AGM should be received by the Secretary 
by 15th March. Liz would speak to the PG to see when they 
would hold their AGM
It was suggested that as we could not hold the convention 
that there were several regional one day ‘events’ that we 
could attend either on our own or in conjunction with 
another organisation. Suggestions included the Shipley 
Wayzgoose. Other locations could be in area where we 
have members but no branches.
Looking ahead to 2022, Libby said that she would ask the 
Surrey & Sussex Brach if they would like to run the 2022 
convention at Reading as much of the planning for 2020 
had been completed.
The meeting closed at at 4.15pm

MINUTES of the meeting of the Executive Council of the 
British Printing Society held from 2pm 30th January 2021, 
by Zoom in view of the Convid-19 restrictions.
This is an edited version of the minutes. If you would like 
to know the wording in the full minutes, or would like an 
explanation of the Executive Council (EC) deliberations or 
policy, please apply in writing to the President, Paul Hatcher. 
Participants:  Paul Hatcher President; Libby Green Vice Pres-
ident; Peter Salisbury Secretary; Andrew Dolinski Treasurer; 
Mike Edwards (Editor and Councillor); Liz Kirby Councillor. 
Invited for item 47: Katherine Anteney (Publicity)
The President welcomed everyone to the meeting. Apolo-
gies for absence. Ron Watson Councillor and Win Armand 
Smith PG Councillor The Minutes of the meeting held on 12th 
December 2020 were agreed and signed by the President.
The Treasurer submitted his report to the end of December 
together with draft accounts.  It was agreed to keep the 
Subscriptions (both, UK and Overseas) unchanged.
Katherine Anteney joined us to discuss the results of the 
website survey. She was thanked for all the hard work she 
had done in carrying out the survey. The new website would 
be started from scratch. It would be aimed at two groups 
future members and existing members Katherine was asked 
if she would make a presentation of the proposed plans for 
the new website to the members at the AGM.
Mike reported that the February issue of Small Printer (the 
first bi monthly issue) will be 40 pages. 
The2021 AGM (Saturday 17th April) was discussed The time 
of the AGM would be 2pm and booked on Zoom for 2 hours. 
The PG AGM would take place at 10.30am on the same day. 
The Meet the President would be at 11.00 on the next day
The Vice President reported that the Surrey & Sussex Branch 
had agreed that they “and friends” would run the 2022 con-
vention at Reading as much of the planning for 2020 had 
been completed.
The hotel had been booked at the same rate as before. The 
first booking form would be in April Small printer together 
with an article. The booking deadline and full payment would 
be end of November so that if cancellation was necessary 
we would receive a full refund.
It was agreed that we should have a paper Membership List. 
Members would be asked to provide their details if they wished 
to be included in the list Under GDPR provisions each member 
has to specify what information, if any, they wished to show. 
One entry for the Coles Award had been received and had 
been sent to each member of the EC. There was a short 
discussion and agreed that the printing was of a high quality 
and entirely suitable to be awarded the Coles Award. The 
award will be announced at the AGM.
The meeting closed at 4.10pm

Minutes
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Obituary Alan Brignull (4800)

Letter to the Editor

It’s a well-known problem – buying used type then 
you find a couple of important letters are missing. 
That means the whole lot is almost useless. Scrap 
metal!

Meanwhile someone in the Midlands (let’s call 
him Dave) has a large amount of this same type, far 
more than he’ll ever use. He won’t miss a few odd 
letters – so here’s what to do.

You and Dave, and a few others perhaps, join 
the new ‘Type Club’. To do so, send a blank email to 
adrian.towler@waitrose.com with the subject 
header ‘Type Club’. I reply with a list of current Club 
members with email addresses.

Then, suppose you’re missing some 8pt Univers 
capitals. You send a blank email to all those in the 
Type Club, headed ‘Type Club 8pt Univers’.

Dave replies, ‘What do you want?’ You respond, 
‘Cap. S, also A and L, preferably xxxxxx (whatever 

make you have, Monotype, Startype etc.) and my 
address is xxxxxx’. Dave puts a few in the post. Job 
done!

Now you’ve been helped by Dave, you are keen to 
help other members whenever you see an email 
headed Type Club. Always assuming that you have 
the right type in your collection, and enough of it. If 
not, you just delete the email.

Worth a try? I’ve been told that there are printing 
groups on Facebook, but I couldn’t see anything 
quite like this. Will you join? 
Adrian Towler (10068)

 
The EC has asked me to point out that the ‘Type 
Club’ is not a part of the BPS and is run solely by 
Adrian. They wish him well and he can always 
apply to make his ‘Type Club’ an official BPS club 
or specialist group by following the procedures 
explained in ‘Appendix F: Special Groups’ of the 
Society’s rules should he so wish. – Ed

Ken Wright

Ken Wright, who died in January, was a familiar 
friendly face in the Society for many years. He first 
became involved in printing in the mid seventies, as 
an agent for a hotfoil promotional company, but re-
dundancy in 1985 inspired him to go self-employed in 
the same sort of line as ‘Nutshell Services’. He joined 
the BPS in 1988 and, with his wife Mary, contributed 
greatly to the Essex Branch and the conventions held 
in Essex. The annual Open Days which he hosted at 
his premises in Blake House Craft Centre for over a 
decade became popular events, attracting members 
from across the southeast for a day of chat and Bring 
& Buy tables extending out onto the forecourt. He 
was also Society Treasurer from 2002 to 2008 and 
won the President’s Award in 2007.

Despite poor health in recent years and Mary’s 
death he still turned up at branch events whenever 
he could and will be remembered with affection by all 
who knew him. n
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New Members
11011 Mr Joe Swift 
Penrith joe@distantpress.com
11012 Miss Lesley-Anne Pace 
Gateshead lesleyannepace@gmail.com
11013 Mr Nick Barber 
Alton nickbarber72@hotmail.com
11014 Mr Robert Chapman 
Urbana (USA) artngarden25@yahoo.com
11015 Ms Ruth Martin 
London ruth.martin@gmx.co.uk
11016 Mrs Hannah Gawne 
Sunderland hrrobson@hotmail.com
11017 Mr Andrew Jackson 
Redhill andrewjacksonillustration@gmail.com
11018 Ms Eva Hejdström 
Bara (Sweden) eva.hejdstrom@gmail.com
11019 Ms Karen Edwards 
Liverpool karenmedwards@btinternet.com
11020 Mr Chris Shanks 
Littlehampton chris@shanksprinters.co.uk
11021 Mr Ed Denovan 
Faversham hellboxletterfoundry@gmail.com
11022 Spike Minogue 
Ontario (Canada) 2371spike@gmail.com
11024 Mr Tom Roberts 
Wimborne beanpress@gmail.com
11025 Mr Will Mower 
London hello@willmower.com

Change of Details
10248  Philippa Rader 

has moved to Carmarthen
10716  Win Armand Smith 

has moved to Cirencester
10999   Jonathan Levy 

New email:  atelier@papergrampress.fr

Donations
10125 Jack Gorvin
10620 Malcolm Hull
10808 Mateusz Biel
11019 Karen Edwards
Deaths
5992  Gwen Harper
7846 Ken Wright

Membership renewals Currently £30 for UK, £45 for 
Overseas, or £30 Overseas Online only, and notifications 
of change of any personal or contact details should be sent 
to the Membership Secretary: Chris Green, Noddyshall, 
Rockshaw Road, Merstham, Redhill RH1 3DB. Please 
make cheques payable to the ‘British Printing Society’.

Membership

VISIT OUR WEBSITE!
Society members may view and download 
further interesting content on our website by 
registering at www.bpsnet.org.uk. 
Registration provides access to the ‘Members 
Only Area’ which is available to all members.

Dorset Branch

February saw the Dorset Branch holding another 
Zoom meeting with seven attending.

There were varied topics raised. Pat Swadling 
who is an avid collector of all things connected 
with printing, had found a collection of articles 
and other ephemera telling the story of the Fleet 
Street/Wapping dispute in 1986. He is going to 
make a scrapbook in order to keep everything 
together. He also found a block. The beehive block 
and mount are both brass and have ‘Paas, Hand-
cut, Holborn, London’ engraved on the mount. I 
think from the info on the web it must be about 
150 years old. Pat says he bought the block from 
Tony Ray years ago and has just ‘found’ it again to 
use on PG bundle item.

Another member who runs a bookshop in Castle 
Cary, had asked for help in identifying a typeface 
used on the cover of a book he was promoting in 
his shop window. Luckily, we have George Webb 
in our branch who has a library of books and he 
believes it could be one of four. This topic will 
require some more investigation.

We are also hoping to visit a printing company 
who have been investing in new equipment. (Covid 
permitting) We have recently lost our secretary,  
Win Armand Smith, who has moved to Cirences-
ter. The chairman will submit the monthly reports. 
Ron Watson (6955)

Branch Report



Line adverts (text only) per month Members Only Free (up to 50 words) then 10p per word

Display advertisements 1⁄4 page per month £7.00

Display advertisements 1⁄2 page per month £15.00

Display advertisements Full page per month £25.00

Advertisement as a Printed Insert (A5) £25.00

Advertisement as a Printed Insert (A4 folded to A5) £30.00

The Editor and Advertising Manager reserve the right to refuse any advertisement. Although every eff ort 
will be made to publish an advertisement in a specifi ed issue if requested, this cannot be guaranteed.
The same display advertisement appearing in four or more consecutive issues is subject to a 10% discount 
and when in seven or more consecutive issues subject to a 15% discount.
Cheques payable to ‘British Printing Society’ and material should be sent as follows or contact the 
Advertising Manager if you wish to pay by PayPal.
Line Advertisements should be sent to the Editor by the 10th of the month prior to publication.
Display Advertisements should be sent with payment to the Advertising Manager also by the 10th.
Printed inserts (350) must be sent with payment to the Mailer so as to arrive by the 25th of the month.

Small Printer Advertising Rates

All Letterpress Bought, Sold & Sourced

Rapidly changing stock. Worldwide shipping.

Stay up to date by following on Instagram - search
urbanfox.letterpress and see new and current stock posted daily.

URBANFOX LETTERPRESS

wanted☞
All letterpress items of interest. Fair prices always
paid. Nationwide collection.

I've worked with many BPS members in the past and
always ensure everything goes on to be used again
as intended.

07950 953 543 or hello@urbanfoxdesign.co.uk☎
Based in Broadstairs Kent - Visitors always welcome
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Ye Olde ‘One-Stop’ Letterpress Shoppe!

Why would you go anywhere else?

Re-manufactured Adana machines including treadle platens and proof presses - Composing sticks, 
typescales, galleys, furniture, quoins, quoin keys, planers, tweezers, bodkins - New & second-hand type 
laid in cases and/or wooden cabinets, @ signs, # signs, + signs, borders, dashes, rules and spacing 
materials.  High definition Rubber inking Rollers, a full colour range of letterpress inks, tympan manila 
platen dressing sheets and gauge pins. We also service and refurbish customer’s own machines.

www.caslon.co.uk
+44 1727 852 211

Our AdanaLite Photopolymer system enables you to easily make negatives and 
letterpress plates at home. We supply a range of polymer plates at competitive 
prices and make mounting bases to order to suit your machine and thickness of 
plates you wish to use. Professional, Reliable & Expert advice always available.

� 

Moulton Printing 01253 342992 www.moultonprinting.com
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