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The Editor chats with Phil Treble: Pages 152-160
A trip to Richard Farmer’s Gwasg Cae Coch: Pages 180-185
Libby Green’s look at Futura: Pages 186-88
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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 

W ell if you thought the previous issue 
with its 52 pages was special then take 
a look at this one. We’ve done it! Yes, 

your August issue of the super soar away Small 
Printer contains a massive 60 pages of printing 
goodness.

A great big thank you to everyone who had 
anything to do with producing this issue of the 
magazine. If I could I’d give you all a great big hug 
but as we know that’s really not a safe and wise 
thing to do these days. Apart from that, there 
is also the fact that many of you might find the 
prospect of a hug from your grizzly old editor just 
a little bit disturbing as well. 

New Folk
It’s not just the amount of contributors to Small 
Printer that I find heartening. Just as exciting is 
the number of new names and faces that we’re 
seeing in the magazine. Some of this month’s 
contributors have only been Society members for 
a few months or so. While others, although they 
may have been around a little longer have now 
decided to climb aboard the Small Printer roller 
coaster as well. I hope you all enjoy the ride. 

Branching Out
Society members appear to want to get in touch 
with each other just as much as ever and in this 
month’s issue we have a couple of pieces that 
show just that. First of all we have a terrific in-
terview with Phil Treble who apart from being a 
pretty handy printer is also the instigator of the 
new Yorkshire Branch. We also have an extremely 
interesting letter from Jill Shepherd who is keen 
on starting an online branch of the Society.  
Good luck Jill and count me in!

Register Here
You may notice a theme linking quite a few 
articles in this month’s issue, and that theme is 
letterpress registration. It’s a handy subject to 
know your way around and you’ll find quite a few 
printers dishing out hints on how to master this 
important aspect of the craft.

Give Us Your Money
Finally, take a look at the panel below. If you’re 
interested in attending the highlight of the BPS 
calendar then don’t delay and write out that 
cheque today.
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Box of Frogs: Polymer Plate Letterpress 
Anna Morgan (11028)  
Instagram: @boxoffrogsletterpress

Letterpress. The sound of the handle clanking down, 
the rollers clinking, the ink disk turning. The smell 
of fresh ink just as you take the lid off the tin. The 
feel of the now sought-after deboss into sumptuous 

cotton paper. All things that are quintessentially 
stereotyped with the art of modern letterpress. A 
brand new polymer plate design stuck on a metal 
base in the chase? Not so much. Love them or hate 
them, for many of us, they are the only way to get 
our digital designs ready for letterpress.

I was taught everything I know about letterpress 
from the amazing technicians at the London 
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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

College of Communication, part of the University 
of the Arts London, during my time studying for my 
Graphic and Media Design degree there. For the 
majority of students, letterpress is used as a tool in 
which to teach the fundamentals of typography. It 
is an excellent way to get to grips with a lot of the 
terminology (uppercase and leading, for example) 
and also fantastic for learning how to visualise type 
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and white space. For a very few of us, letterpress 
became a way of life. I printed whenever I could, 
trying to absorb as much information as possible, 
with not a polymer plate in sight.

Fast forward a few years and (after training to 
be a teacher, getting two dogs and having a baby) 
I decided to go back to where I started. I have 
finally set up my own letterpress studio. I’ve been 
very fortunate to acquire pretty much everything I 
needed, but that is a story for another day. I decided 
I wanted to try and convert some of my digital 
illustrations to print, which is where I first used 
polymer plates myself.

Printing with polymer plates is a completely 
different kettle of fish. I currently use an Adana 
Eight-Five press and I have a metal block I fix into 
the chase, on which I then attach the plates with 
double sided tape. When planning multi layer prints 
digitally, you have to be very accurate right from the 
start. My designs are outlined, so I make sure that 
the colour layer ends exactly in the centre of the 
black outline. This gives me a very small, but much 
needed, amount of wiggle room when printing. I 
send my plates to Lyme Bay Press to be made, who  
I cannot recommend highly enough. 

When it comes to printing, the bulk of the effort 
goes into registration. I find this either goes well or 

it doesn’t. I have days where I get everything right 
the first time, but more often than not I spend half 
an hour faffing and moving the plates a fraction of a 
millimetre each way until I’m happy. I am gradually 
perfecting my technique, which now involves 
double-sided foam stickers as lay gauges, a gridded 
acetate tympan and sharpies. I always proof print 
my outline layer first so I can use it to guide the 
registration of my colour layers.

There is something incredibly satisfying about 
seeing a design I have drawn digitally come to life in 
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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

the physical world. I love printing on recycled paper 
(big fan of Cairn Straw from PaperBack) and I enjoy 
the individuality of the prints when the paper flecks 
show through the ink. 

If I had to choose between using metal type or 
polymer plates, my heart will always side with the 
traditional methods I began my letterpress journey 
with. However, I love letterpress in all its forms and 
enjoy having the freedom to flit between and mix the 
two worlds. I look forward to experimenting more 
with both in the future. n
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It’s a distinctive sanserif which appears on televi-
sion at least twice a week, yet few people know 
its name or the identity of the designer behind it. 

Flaxman was created in 1967 for the use of the Met-
ropolitan Police in London, and spells out the words 
New Scotland Yard on that three-sided revolving sign 
which appears behind crime reporters on news bul-
letins. Research by BBC News reveals that it appears 
on British television around 800 times a year on the 
Corporation’s networks alone.

Flaxman is also found within the buildings occupied 
by the Met Police in London. Door numbers, direction 
signs and wayfinding systems within New Scotland 
Yard also use Edward Wright’s custom-designed face.

Ed Wright (1912-1988) was a lecturer at the Chelsea 
School of Art and the name of his typeface alludes 
to the old telephone exchange name for that part 
of London - ‘FLAxman’. Former St Bride Librarian, 
James Mosley, also had a hand in the naming of 
the face, alerting Wright to the fact that one of the 

The Letter of the Law
This month Bob’s search of the Type Archive’s vaults unearths 
Flaxman, Edward Wright’s unique Scotland Yard typeface

From the Vaults INVESTIGATING THE FASCINATING ARTEFACTS 
STORED IN THE VAULTS OF THE TYPE ARCHIVE
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Right: xxxx 
xxx 
xxxxxxx

Above: Ed Wright’s initial letter of enquiry to 
DeLittle, April 1967.
Facing Page: The famous three-sided revolving 
sign, designed by Wright.
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From the Vaults INVESTIGATING THE FASCINATING ARTEFACTS 
STORED IN THE VAULTS OF THE TYPE ARCHIVE
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earliest users of sanserif inscriptional letterforms 
was the sculptor John Flaxman (1755-1826). Although 
John Flaxman’s work was not the direct inspiration 
for Wright’s Scotland Yard typeface, his name 
serendipitously mirrored the Chelsea telephone area 
designation and was adopted with alacrity.

When Ed Wright was commissioned to provide 
the lettering for the New Scotland Yard building, he 
did not feel that a conventional fascia sign would be 
an adequate identifier. Wright said at the time, ‘It is 
suggested that the sign should be a massive ‘block’...
having upon it the words NEW SCOTLAND YARD in 
stainless steel relief. [It] is to rotate slowly, day and 
night, like a beacon and to be lit obliquely from two 

points. The idea behind the sign arises from the very 
nature of the Police force, always alert and prepared 
to confront emergencies which threaten the peace of 
a great city.’

Drawings for the 3D metal lettering used on the 
famous revolving sign survive in the Metropolitan 
Police Architect’s office and show a small number of 
variant characters. A modified ‘G’ was designed for 
ground-floor office numbers.

A full set of drawings also survive for another 
version of Flaxman, cut in wood by Robert DeLittle, 
the York poster type manufacturer. Although it 
shares a name with the Scotland Yard typeface, 
DeLittle’s Flaxman Semi-Bold, also by Edward Wright, 
is unrelated and was designed with lower-case 
characters only. The wood type version of Flaxman 
was cut in 18 line (x-height) only (216pt) at a cost of 
£26 in 1967, equivalent to around £500 today. It was 
used to produce poetry banners for display at the 
1967 Brighton Festival. There is some documentary 
evidence that an even larger size may have been 

Above: A section of draughtsman Ian Parkin’s drawing for 
Flaxman numerals.
Above left: Compass points (marked “x”) showing the 
geometric construction of the face.
Below left: The ampersand design clearly shows its Latin “Et” 
origins.
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University and former director of publicity for the 
Monotype Corporation described the Scotland Yard 
sign as ‘part of the national consciousness.’ 

The revolving tricorn has also become internation-
ally recognised, to the point that many foreign visitors 
to the capital regularly ask where they can see ‘that 
sign.’ Scotland Yard’s twirling deltoid has become as 
much a part of London’s international image as Big 
Ben and St Paul’s cathedral. n
 
Bob Richardson (9718) 
Instagram: @inksprite

made by DeLittle. Correspondence about the face 
between Wright and DeLittle survives in the Type 
Archive collections.

The Scotland Yard version of Flaxman was also pro-
duced in the form of Letraset rub-down lettering. The 
master patterns for most Letraset faces are held in 
164 large filing boxes at St Bride Library but Flaxman 
is not among them, perhaps because it was made for 
a private client and never made available commercial-
ly. The whereabouts of the Flaxman Letraset patterns 
is currently unknown.

The late Ann Pillar, typography lecturer at Reading 

From the Vaults INVESTIGATING THE FASCINATING ARTEFACTS 
STORED IN THE VAULTS OF THE TYPE ARCHIVE
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Above: Above: The complete Flaxman pattern set, 
shelved at the Type Archive.
Facing Page: Five of DeLittle’s original fibreboard 
cutting patterns, used on their pantographs.



146

Feature

I’m not even going to begin to describe my methods 
of achieving passable letterpress registration. 
The chances are that much more knowledgeable, 
skilled, respected and experienced printers will 
have already done that in the pages of this very 
publication. Rather, I intend to simply pass on a few 
thoughts on the topic. No practical guides here I’m 
afraid. This article will not make you a better printer.

Time  is on my side
I have found that my very  slowly improving ability 
to print type of different colours with some sort of 
precision to be one of the most satisfying aspects of  
my rambling letterpress adventure. 

When you think about it, the fraction of a second 
that the ink bearing type touches the paper to leave 
its pigmented impression on the substrate of choice 
is the culmination of a huge amount of preparation 
and planning. What’s more the accumulation of 
whatever meagre knowledge I may have gained 
in order to carry out this basic task is the result of 
years and years of reading, studying, listening to my 
betters and (believe it or not) doing a bit of printing.

Mind you, it’s probably best not to over analyse be-
cause the almost inevitable conclusion that I reach 
is simply the realisation that, after all this palaver, 
I really should be much better at this printing lark 
by now.

It’s not just about Registration
Perhaps, at the end of the day, good registration 
is just good printing. It could be argued that it 
is simply the product of the cumulation of good 
printing practices. I should imagine that care 
and attention, decent planning, good make ready, 
accurate imposition and careful inking all play their 
part in creating good registration just as much as 
any gauge pins, register quoins or adjustable this 
that and the other.

In and Out 
of Register
The Editor sits down with a 
nice mug of tea and finds 
himself getting far too 
philosophical about life, the 
universe and printing
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Putting my inane ramblings to one side, and with 
the help of the following photographs with extended 
captions, I will now try and explain a little bit about 
how I go about transferring a smear of ink to some-
where as close as possible to where I want it to go 
on a scrap of paper.  n
 
Mike Edwards (10374) 
Email: editor@bpsnet.org.uk 
Instagram: @edwardsmike624

Above: This is a typical set up on my Adana Eight-Five. I like to 
use a hard packing of Presspahn, with a sheet of heavy oiled 
manilla and sometimes a top sheet of mylar. There is little 
or no ‘spring’ in this set up and the horizontal lay (an 18pt en 
quad I think)doesn’t move at all once fixed down with double-
sided carpet tape. Then once printing has finished a couple of 
drops of white spirit is all it takes to loosen the tape. Outside 
of the roller bearers there are a few strips of 1pt lead to allow 
any small lateral adjustments to be made. The vertical lay has 
been adapted to operate using micrometer adjustment. I like 
to use Resalite furniture – it’s nice and square  and accurate.
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Left: Knowing that I was eventually going to write a piece for Small 
Printer, I kept copies  of my registration proofs and here you see 
them in the order that they were printed. At this point in time there 
was just the light blue to go. The black was printed in two passes, the 
more solid dots receiving packing of an extra 80gsm sheet (or was it 
two?) to help them print solid. At the end there was yet another pass 
of black for the text. In this instance that was simply because I wasn’t 
quite sure what I was going to call the piece when I started.

Above: The finished piece. ‘Vierkel’ is of course Dutch for ‘Squarcle’. 
What’s a ‘Squarcle? Well that’s a whole new can of terms that I may 
open up and share with you some time.
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Left: I set a lot of my borders at 45° and used to use angle quads to 
get everything as snug and accurate as possible. In the end though 
(mainly for the sake of speed of setting) I designed a jig to do the job 
of those quads for me.  It’s made of laser cut Perspex and as long as I 
don’t over tighten the locking up, it should stay in one piece for years 
to come. I’ve also designed a jig to help angle things to 30° and 60°.
Above: This is the result of the jig in action. It’s two passes of David 
Bethel’s Glint corner pieces. The first pass was set at the standard 
orientation and the second at 45°. It might take you a while to work 
out which are which.
This piece was done really as part of an investigation into the 
symmetry and construction of the Glint borders. They appear to be 
full of  interlocking circles and arcs, showing them (to me at least) to 
be quite stunning pieces of type design. Bethel aficionados will see 
where I’ve shaved some of the borders.
Of course, I’ve only used one colour here. This shows how good 
registration can be used for all sorts of purposes that many may 
never have considered. There have been quite a few times in the 
past where I’ve been able to print a rectangular border while having 
only two or three corner pieces or print a decent sized border with 
otherwise insufficient sorts.
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Hello Phil. I was going to write short introduction 
to this interview but seeing as you’re here, and you 
don’t have a Wikipedia page that I can plunder your 
biography from, would you like to tell the readers 
who you are?
Hi Mike. I am a graphic designer specialising in 
typography, but more importantly, a letterpress 

printer. I have been printing now for 10 years, origi-
nally from my converted garage in Cambridgeshire; 
but around 5 years ago I moved the lot back to my 
home city of Kingston-upon-Hull. My studio, Muttons 
& Nuts, is now in the beautiful Calf House Studios in 
Bishop Burton, near Beverley in the East Riding of 
Yorkshire.

InterviewInterview

Books, Bembo 
and Bishop Burton 
This month the Editor meets Phil Treble, the proprietor of 
Muttons & Nuts and instigator of the new Yorkshire Branch
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Right: Phil sewing sections at Muttons & Nuts

How and why did you decide on letterpress?
I am a freelance designer and like many began to 
tire of staring at an iMac all day. The idea of having 
the means of production to print my own personal 
items was so appealing. I had recently started 
working with the Cardozo Kindersley Workshop 
designing their publications and was often at the 
Workshop where everything is done by hand with 
incredible skill. I began to embrace the notion of 
making things by hand as an antidote to stifled 
creativity. 

A friend mentioned that he had an Adana HS3 and 
some small trays of type etc. in his shed so I jumped 
at the chance to borrow it and have a go. To be 
honest I struggled with the Adana. I wasn’t getting 
very good clean printing. In hindsight I realise that 
the rollers were the wrong diameter, I’d adjusted 
the type bed adjustment screws to point of no 

return and basically didn’t have a clue how to solve 
anything! Despite that, I was hooked. A few months 
later there was a classified advert on the Briar Press 
website for an Arab Foolscap Folio just 10 miles 
away. Not only was there an Arab, but the whole 
kit… type, leads, roller height gauges and a finishing 
press for binding. A garage conversion later and I 
had myself a workshop.

 …and why, in particular, books?
My undergraduate degree in typography at Reading 
University was very focussed on clear communica-
tion through typography so it was no surprise that 
my first job was as a book designer for Cambridge 
University Press. I loved designing academic books 
– I still do! When my Arab arrived I decided that I 
would challenge myself to print and bind a book 
to see if I had the patience and stamina to see it 
through. I didn’t make it easy either. My friend’s son 
had a body of unpublished poetry so I suggested that 
I make a book for him. The size of the platen meant 
that it could only be a small-ish book, and that meant 
small type. The book was typeset in 10pt Centaur 
with a demanding variety of alignments. Left aligned, 
right aligned, centred. 6 months later I had finished 
the edition of 26 books of Propaganda by Sam Oliver. 
I absolutely loved being able to take a pile of paper 
and make something beautiful.

How do you go about deciding which titles to 
print?
That’s something I struggle with. Some of the books 
come about through direct collaboration with 
authors and artists. This is always brilliant because 
I’m not really a writer, although I do try to come up 
with my own words. Commissions are also good in 
that respect. Otherwise I trawl through text that is 
out of copyright. This takes longer than you’d expect 
to find something that a) I want to print, and b) 
others might want to buy. In the future, I would like 
to print original texts particularly with local authors.
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Our readers will probably know you best for 
your letterpress-printed books and I should 
imagine that they will wonder how you source 
your type – especially seeing as some of those 
books are quite lengthy.
I was so lucky with that Arab find! The previous 
custodian printed newsletters so the cases I inher-
ited were full of type in great condition. I recently 
bought a new fount of type for book setting. I start-
ed with a character count for printing each folio of 
two pages, then realised I had to impose the pages 
first so did it all again. The foundry casting the type 
recommended something like 2 full body founts 
plus 3 lower-case only, and a fount of small-caps. 
This was for 12pt and it was the perfect amount 
to fill a case. I’ve yet to print the book with it but 
I’m fairly certain I won’t run out of sorts. Once you 
have those quantities as guide you can scale up or 
down depending on size.

What would you recommend as a good all round 
book face (if there is such a thing)?
I reckon Bembo is a pretty good choice. Especially 
printed letterpress. It’s very easy to read even at 
10pt.

How do you feel about using digitally produced 
plates instead of metal type?
I would always set text from metal type where 
possible. There’s something therapeutic and re-
warding about hand-setting. You get into the zone 
and really become one with the text.

I have no problem with plates though: printing 
is printing. When there’s an illustration involved it’s 

Interview

Above: Letterpress printed text being added to a folio with an 
inkjet printed photograph on the Vandercook SP-15
Facing Page: A3 poster print in three colours using some 8-line 
wood type
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often the best option. Equally I have no problem with 
the digital reproduction of illustrations. Some of my 
recent books are a combination of digitally printed 
photographs or watercolours and you can’t tell the 
difference from the original. 

That said, it’s always nice to work with lino with 
the knowledge that you’re printing something that’s 
been made by hand.

What sort of press do you use to produce your 
letterpress books?
I started out on the Arab platen which can be fickle 
for ensuring even inking and impression (or maybe 
it is just the operator). Most of the time I use my 
Vandercook SP-15 which is a joy to print with. I 
also have a hot-foil press which I haven’t really got 
to grips with yet. I’d like to experiment more with 
foiling book cloth and paper.

How about producing a book digitally? I should 
imagine you approach one of these in a very 
different manner.
I’m still looking for a home inkjet printer which 
prints black text to the standard I’ve set myself. 
So I’ll continue to print the text in letterpress and 
the photographs digitally. The struggle with digital 
printing with a ‘home’ set-up is maintaining accurate 
colours from the original to the scan, and then 
paper. Commercial set-ups can afford to colour 
calibrate and eventually I’ll probably go down that 
route. For now it’s a case of trial and error, proofing 
and then tweaking the scan until it matches.

Interview
Right: A tram ticket from Adanaland, Church Street to Popes Grove.

Above: Books always start with an imposed dummy layout, 
annotated by hand to be used as a plan for hand typesetting.
Facing Page: Letterpress printed cloth binding for Propaganda 
by Sam Oliver. The first book printed and bound by Phil.
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I should imagine that producing books sin-
gle-handedly can be quite a long and drawn-out 
process. Is it ever difficult to maintain a reason-
able tempo?
It’s ace! Perhaps that’s the way I’m wired though. 
I’ve always loved long and drawn-out plots in books 
and drama. I get a lot of satisfaction from complet-
ing individual stages in the production of a book – it’s 
like ticking off a list; and seeing the piles of folios 
after printing and the stacks of book blocks when 
binding. The most frustrating part is the final step: 
casing-in the book block. You know you’re so close 
to holding the object you’ve put so much care into 
making… and then you have to leave it under weights 
for at least 24 hours. 

I suppose enthusiasm can flag as well.
Never! Well maybe. I never have enough type for 
hand-setting the whole book. I usually set two pages 
at a time, print, then diss. It’s repetitive, but the 
end-product is always so rewarding.

It sounds as if running a business like yours can 
be quite a solitary affair. We often hear the phrase 
‘letterpress community’ bandied about – do you 
feel a part of something like that?
The letterpress community is so important especial-
ly with the year we’ve all had. When I started printing 
I reached out to the few people I could find online 
and found so much help and enthusiasm from them. 
It’s always nice to feel part of a tribe, and be able to 
talk shop with like-minded folks. In fact, a group of 
us in the area have recently decided to start up the 
Yorkshire Branch of the BPS.

You were instrumental in setting up the newly 
formed Yorkshire Branch of the BPS? What are 
your hopes/plans for it?
I think I was a little envious of seeing social media 
posts from other branches and just kept thinking, 
‘Why is there no Yorkshire Branch?’ I’d attended 
some Wayzgooses and it’s always so good to talk 
about printing, ask questions, get help etc. I just 
thought… Let’s do it. We’re starting off very informal 

with some online meetings and we’ll take it from 
there. Personally, I can’t wait for a proper meet-up 
though. Anyone in the area is welcome to join us.

Looking on social media, the world sometimes 
appears to be full of novice letterpress printers 
asking for advice. Some printers seem to enjoy 
sharing their knowledge and others are not so 
keen. Where do you stand on this?
One of the things I like to do on my social media 
feeds is show process. To me it sometimes seems 
like I’m repeating myself with each book I print, 
but the nature of social media is that it’s fleeting so 
there’s always a new pair of eyes. I always like to 
challenge myself with something new in my designs 
too, so it’s nice to feature those too and document 
how it’s done. Likewise, responding to cries for help 
from new printers is like doing your good deed for 
the day. We are all in this together helping to retain 
the knowledge for future custodians.

Interview
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Facing Page: Menu for a Double Crown Club dinner 
printed from photopolymer plates.
Above: Spread from a recent publication. Letterpress 
printed Monotype Bodoni with inkjet printed art.
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Above: Letterpress printed wood type overprinting inkjet 
printed photographs.

Which printers – ones you’ve met and known or 
ones whose work you’ve seen – have made the 
biggest impression on you?
•  Andrew Doliński (Carpathian Press & Type 

Foundry) – he sent me a bundle of his printing 
when I first started and I was in awe of the quality.

•  Andrew Steeves (Gaspereau Press) – his 
typography and press work is second to none.

•  Nick Loaring (The Print Project) – oh the colours 
and patterns!

•  Jamie Murphy (The Salvage Press) – his book work 
is so creative.
These people are my benchmarks. One day I might 

make the grade and join their ranks.

What would you like to see more of in Small Printer?
Perhaps a section on resources. It’s hard to source 
some equipment and consumables. For instance, 
alternatives to tympan paper? I think it would be 
helpful to know the modern-day alternatives 
when supplies are impossible to find these days. 
I use Mylar, but recently I’ve heard of others using 
Glassine or Tyvek. n

Visit Phil’s website at: www.muttonsandnuts.co.uk
or find him on Instagram: @muttonsandnuts

Interview
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Printcraft

Making a Frisket (or Mask) 
from Printcraft No. 3, August 1948 
By John Wheway

Recently a customer came to me after I had set 
a particularly tricky piece of work, saying he had 
reconsidered the job and thought it would look 
better in two colours (brown and green). The job 
was urgent and he could not allow me much more 
time than I had originally estimated. As it was only a 
short run, I decided to use a frisket to save breaking 
the forme and resetting for two colours.

I ran up my brown ink and made ready, then took 
a print on the make  ready. After that I got a piece 
of manilla paper (thin card would have done) a little 
larger than stock to be printed and took a print cen-
tral on this. The part to be printed brown I carefully 
cut out with a razor blade so that this appeared as 
a window. This was placed over the make-ready so 
that the brown wording appeared in the opening.

Then I put an extra gripper box and finger on my 
No. 2 machine and pulled the gripper arm down 
on to the platen. The gripper fingers were then 

positioned top and bottom of my mask and stuck in 
position, as shown in the heading above.

Returning the gripper arm to position the first 
colour was ready to run. It was obvious I had to 
allow my first colour to dry. Therefore, I printed the 
brown that evening to dry overnight so that there 
was no possibility of set  off. In the morning I re-
versed the process, making a fresh mask by cutting 
away the part to be printed green, and re-ran my 
job.

Time was saved in three ways - one make-ready, 
no second register, and not having. to break up the 
first forme.

It was a great success, BUT (and I put ‘but’ in 
capital letters) I would not dream of turning more 
than five hundred on one frisket You try it!

Which reminds me! There are occasions when an 
illustration is received from the blockmakers insuf-
ficiently routed and on taking a test print a shadow 
appears at the edges. Here again a frisket will help 
you to run the job without taking down the forme to 
scrape away the proud section, but remember to do 
that afterwards. n

REPRINTED FROM THE PRINTCRAFT SERIES OF MAGAZINES 
WITH THE KIND PERMISSION OF LINDA WHEWAY WHITE
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Practical

Registration 
Alan Brignull (4800)

In order to print repeatably in exactly the same 
position each time, you need to be in control of every 
variable. Think ahead and know what you’re doing 
before you start doing it.

First of all, your paper needs to be accurately cut, 
with straight edges, square corners and consistent 
dimensions. Be aware of which are the two lay 
edges and always measure to these. On a press like 
the Eight-Five they will be the bottom edge which 
sits on the adjustable lay gauge and either the 
right or left edge, depending on how you operate. 
Personally I feed left handed so put the lay on the 
right but most people put it on the left – it doesn‘t 
matter as long as you are consistent. If you are 
printing on both sides of the sheet and want the text 
to back up accurately, be aware that you may have 
to feed in the opposite direction on the second run.

When making up your forme, the quoins go on 
the two opposite sides to the lays – i.e. the top 
and the left (or right). Never put quoins on three 
or four sides of the type or it will be in a different 
position every time you lock up and people will 
make sarcastic comments on Instagram. The only 
exception is for adjustable ‘register quoins’ used 
for positioning a block without moving the text, but 
small printers rarely run large enough formes to 
need these.

Don’t alter the lays during a run, except in an 
absolute emergency (but if you have to, keep the 
‘before and after’ sheets separate). Be careful to 
position every sheet properly against the lays. On a 
job with multiple colours you need to be especially 
careful on the first run as you won’t know if you are 
making mistakes until you run the second colour 
and by then it will be too late. For example, if a 
corner is turned up it can catch on the lay gauge 
lip and stop the paper sitting properly, or if you are 
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using very thin paper it can slip slightly under the lay 
if it’s not fixed properly. For precise register I find a 
glued-on space to be more reliable as a side lay than 
wire gauge pins.

When fitting the second colour of a set of blocks 
you may have to make really tiny adjustments. It can 
be difficult to adjust the lays by small amounts so I 
find it easier to include a few one-point leads in the 
forme on either side of the block. You can then move 
the block in one point steps just by transferring 
leads from one side to the other.

Make sure everything is properly adjusted, screws 
tightened and plates properly fixed. I’m remember-
ing an occasion when white spirit had got beneath a 
plate and softened the glue. It was gradually sliding 
across the mounting block during the run and I 
didn‘t realise till the end. Another time I had great 
trouble backing up a page until I discovered the old 
cast-iron chase wasn‘t precisely rectangular so the 
text block was a subtle parallelogram. n

Find Alan on Instagram: @the_rambling_urchin
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Presses
Name This Press 
Owen Legg (7187)

Can anyone name and date this press? I’ve had it for 
50 years and it has been one of my most useful tools 
in the studio. I print my linocut greeting cards on 
it and now am using it to realise the designs for my 
new book about Venice.

When I was given this press the tale I was told was 
that it had been used in a bank. Clients letters were 
‘photocopied’ by placing damp paper on the letter, 
pressure applied and from the blotting paper a 
second sheet was squashed on it, and, lo and behold, 
a duplicate was produced!

The words on the tympan read ‘Patrick Ritchie, 
Edinburgh’ and on the top side: ‘Sole agents, London, 
Suter & Alexander, 32 Cheapside’.

The press seems too shallow to have been used 
as a book binding press. By placing the linocut on 
a board and varying its position, good impressions 
can be made. With this book about the pavements 
in Venetian churches the letterpress copy is being 
printed on my 1863 Cropper Arab press.

The paper for this series of 12 prints has been 
made from recycled NHS prescription counterfoils. 
Hence it has taken me 9 months to get to the end. 
Now I need to finish with a colophon giving informa-
tion about paper and presses used. Can you help? n

Above and Below: Owen Legg’s nipping press. Can you tell us 
anything more about it?
Facing Page: San Donato, one of Owen’s lastest linocuts.
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Practical
Good Register by Joe Shearn

Register means printing where you intent to print. In 
much printing there is such margin of tolerance that 
unless your work looks lopsided or varies markedly 
from sheet to sheet there is little need to think about 
register. When you are working in more than one 
colour, however, it may demand great exactitude 
or the colours, instead of matching up properly will 
overlap or show gaps.

Good modem presses will print with great accura-
cy. Simple platens, whether operated by treadle or 
hand, cannot do quite as well but if the printer works 
carefully and knows how to get the best from them, 
the results can still be very good.

The method of getting register is by using a 
lay-gauge or gauge pins or by pasting quads on the 
topsheet of the platen. In effect, there is a track 
along which each sheet of stock may be fed and a 
stop which arrests each sheet at the same place. 
Provided the printer feeds each sheet properly, this 
simple system is ideal but, in practice, there can be 
enough variation to spoil the result when several 
runs have to be made.

Many things can contribute to bad register. The 
top sheet, for instance, must be really firm so 
that it cannot move during the course of the job. 
Whatever gauge pins or other device you use must 
also be firm. The action of cutting stock by guillotine 
always to greater or less degree, indents one side 
and leaves a sharp edge on the other: this sharp 
edge may cause a sheet to bind instead of feeding 
smoothly or, worse, creep between the stop and the 
topsheet.

Stock is not always cut square, so if you have 
several press runs you should always lay to the 
same edge If the sheet stands above the platen, as 
when one prints a 4to letterhead on a small press, or 
projects at the side, it may drag during the closure 
of the machine and there is need to devise some 
simple, if temporary, support. The possibilities for 
going wrong seem to be limitless, but with care a 
high standard is possible from the smallest press.

It is such established practice that a printer locks 
up his type, takes a pull on the platen, and then fixes 
his lays that it can be overlooked that he might work 
in the reverse order – that is, fix his lays and then 
position his type accordingly. Only occasionally is 
this apparent eccentricity of practical value but on 
those occasions, it can save time and help towards 
good work.

If you are printing visiting cards or private 
letterheads or any other class of work which gives 
rise to a number of small jobs it is quicker to set 
them all to the same measure and position them 
identically in the chase than to set the lays for each 
one individually.

Whenever possible, two-colour work should be 
handled in the same way. Two-colour Christmas 
borders can waste much time but by this means 
your second run should be in register from the first 
pull. I have experimented in panels of fleurons in 
two and three colours and seldom waste more than 
four or five sheets on a run of 250. An experiment 
early this year showed it to be equally effective in 
printing the now-rare letters with an outline and a 
background.

Dabblings such as these are of more value than 
might appear, for they have disclosed still more 
possible causes of bad register. Chases for a good 
modem machine, although quite accurate by 
ordinary standards, proved not to be identical when 
used for two-colour letters. The chases of my older 
Model are so far off square that there is noticeable 
spring in the furniture.

The simplest causes of bad register are sometimes 
the most baffling. Some time ago I printed a fairly 
elaborate border and did not expect trouble when I 
came to print a closely-fitting panel of text within it. 
It would not fit with uniform margins and no adjust-
ment of the lays would improve it. It was almost by 
accident that I traced the fault. The text was set in 
10pt and near the end of one line was a 12pt capital. 
This was missed again and again in reading the proof 
and, except for this problem to which it gave rise, 
might never have been discovered. n
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In my role as a freelance graphic designer, I was 
asked to design a logo for Alford Craft Market’s 
new Art Gallery ‘Alford Arts’ along the lines of their 
existing logo which dates back to 1974.

After I’d created the graphic I wondered if I could 
utilise the artwork to create letterpress plates so 
that I could print the image on my Adana Eight-Five. 

I thought I’d be adventurous and have a set 
of CMYK process polyplates made. In the end, I 
ordered the cyan, magenta and yellow plates and 
dropped the black to save money. I was happy with 
the mix and expected the finished result to be dark 
and contrasting enough without it. When making 
the plates I used 87 lpi dot and varied screen angles.

The daunting task of registration was made sim-
pler by the blocks being made as close as possible to 
the same size so it was simply a matter of replacing 
each block in the chase in the same place for each 
colour run. Perfect (well almost!) registration was 
achieved with just a few tweaks of the quoins.

I didn’t have registration marks added to the 
blocks on this occasion but for the next job I’ll give 
that a try. I find there is limited space on the Adana 
to accommodate them but I’m considering using the 
Albion for next attempt. I’ll keep you posted. n

Jane West (10874) 
Instagram:  @janewestdraws

Practical

Process Makes Perfect
Jane West makes light work of process printing with an Eight-Five

168
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Registration 
George Webb (5265)

The process of printing on a sheet of paper in 
the dedicated position and in the same position 
on subsequent sheets. Also the multiple printing 
on each sheet where the elements prints in the 
correct position in relation to the other elements 
already printed in the previous workings.

The ability to be able to draw accurate layouts 
before any typesetting and make-up is an 
advantage and a benefit to composing the type, 
blocks and other elements in their correct 
position.

Using the layout as a guide a ‘page area’ that 
encompasses all the elements can be decided (eg 
??ems deep x ??ems wide).

If, for example, a job was to be printed in three 
colours, the type/blocks etc for each colour is 
made up with spacing material to exactly fill the 
‘page area’ in its planned position regardless 
whether it is text, illustration or even a single 12pt 
border unit. 

A proper make-up gallley can make this 
task easier and with accuracy. I have both 
Cornerstone and Krisson make-up galleys with 
transparent pica grid and Mylar sheet to which 
a layout or previous printed sheet can be applied 
for guidance.

Preparing the chase for the first or key colour is 
simply deciding where the ‘page area’ needs to be 
in the chase – most printers would probably say 
towards the centre. 

The surrounding area can be filled with the 
quoins and spacing material leaving a ‘hole’ for the 
type etc to be inserted. 

After printing the first colour put the forme 
back on the imposing surface and remove the 
type etc from the forme. Replace it with the 
elements for the second printing which if made 
up exactly to the same ‘page area’ will fill the area 
perfectly. 

Then, after checking the first pull and 
establishing that the registration is correct, run 
the second printing and repeat the procedure for 
the third and subsequent printings.

Now for some useful hints. If there are any 
paper feeding errors in printing the first forme, 
quite a common error with hand feeding on a 
platen press, all the following printings will be out 
of register and can only be discarded.

These errors cannot be corrected by altering 
the lays because there is no way of checking 
which sheets have minor feeding errors. I would 
recommend that the first forme is always printed 
at a slower speed and each sheet is fed into the 
lays with great care. 

If there are any changes to be made to the other 
printings despite the care at the make up stage, 
even if it is only a thin lead, this is best done in the 
forme and not by changing the lays. Otherwise 
you will find yourself having to alter them again 
for the next printing, quite often in a hit or miss 
fashion.

If you see or hear of a make-up galley for sale 
don’t hesitate to buy it. Now, of course, only 
available second-hand or at the convention ‘bring 
and buy’. n

Practical

Register galleys were available from Mouldtype in the 1950s.
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Practical
Registration on an Adana 
by Bob Richardson (9718)

I’m a largely self-taught printer, although I did 
receive formal instruction when I joined the BBC 
graphic design print shop in 1980, eleven years 
after handling my first piece of type at school.

Close registration of colours has always been 
a challenge, particularly when printing images. 
It’s a little easier with a text forme, since the side 
and bottom lays remain constant and lines of 
type are added or replaced with spacing materi-
al, according to which colour is being printed.

I always used to print a large number of extra 
copies of a two or three colour job, to allow for 
registration ‘spoils’. A finished quantity of say 
50 copies might necessitate perhaps an initial 
run of 70. This can be costly if you are printing 
on an expensive substrate such as wedding 
invitations, so I’ve evolved a technique which, 
although fiddly, reduces the number of spoils 
considerably.

The cover of my Christmas card for 2020 was 
printed in six colours on an Adana Eight-Five. To 
minimise the number of spoils I printed the red 
‘grid’ element first. With a scalpel I removed a 
rectangle of card from each section to produce 
a simple guide for positioning, similar to a fris-
ket. Each of the coloured dates on the card was 
a separate polymer plate. These were locked 
in the chase one at a time, roughly in position, 
and printed onto the top sheet (acetate) on the 
platen. The cut-out was then carefully placed 
so that the inked pull showed through in the 
correct position. Side and bottom lays were set, 
the cut-out guide was removed, the image was 
wiped from the acetate top sheet and printing 
of that colour commenced. This process was 
repeated for all the other colours. There were 
just six spoils on a run of sixty-five cards. 

This technique can be used for many multi-
colour jobs where positioning of elements is 
critical. n

The grid was printed in final position and carefully cut out 
(centre example). The finished card is shown far right.
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Practical
Print Registration 
Lisa Paice (10565) 
www.lymebaypress.com

I’ve been printing letterpress for a long time and if 
there is something that I’ve learned, there are many 
ways to approach the various printing tasks that 
are available to us and none of them are wrong. The 
most important thing is to get ink onto paper and 
create a result that you are happy with.

This is also true of registration, when you are 
printing 2 or more colours. The way that this is 
approached can vary from press to press and 
printer to printer. I’m fortunate enough to have 
three Heidelberg’s which we mainly use for the 
commercial work that we produce as Letterpress 
Design and with experience they pretty much look 
after the registration for you, ok, a little knowledge 
and patience is required, and each job varies and 
brings with it its own learning experience.

Tabletop platens, treadles and proofing presses 
are different beasts, here I’ll be looking at my ap-
proach for setting up two or more colours, focusing 
on the tabletop platens and treadles.

At Lyme Bay Press we have developed the Flexible 
tympan to help with registration and there’s a very 
useful video on our YouTube channel, but this isn’t a 
sales pitch, it’s an introduction to a very helpful tool. 
It’s great for use with photopolymer plates, (well it 
would be), as well as for use with wood and metal 
type.

In the images that follow this little tutorial I’ll be 
using a tabletop platen and show you how I would 
approach two-colour registration. The process is 
the same as it would be on a treadle press and can 
be adapted for use on proofing/galley presses.

So, let’s get started;
You need your design. The steps we’ll be going 
through here will show you how to print a two-co-
lour design but there is no limit to the number of 
colours that you could print. If you’re using wood 
or metal type to create your design, it is still worth 

sketching out the design that you would like to pro-
duce. If you’re working from polymers, you’ll already 
have your design on your computer… probably.
Fig. 1: the first plate ready for action on the base.
When we print more than one colour in registration 
we usually use trim marks. You can use printer’s 
registration marks, it’s whatever you’re comfortable 
with using when you set up your artwork. In this 
instance I’m going to throw caution to the wind and 
not use any registration marks at all, especially as 
we’ll be using the flexible tympan.
Fig. 2: photo of flexible tympan on the press.
Get your first colour set up. Set your type or stick 
down your plate and print away so that you’re happy 
with the position of that first colour. Once you’ve 
done that, clean down your press and get ready for 
that second colour. 

1

2
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Fig. 3: shows the first colour down.
Place your second colour plate or forme, if you’re 
using wood or metal, in the press. Take your first 
impressions onto the flexible tympan, (don’t worry, 
this can be wiped off later, before you start your 
main print run). Then take one of your first colour 
prints and carefully slide it under the flexible 
tympan and wiggle it about until you have it in the 
right position. An alternative method would be to 
use a spare piece of acetate over the top of the 
tympan to print on to. Keep this fixed in position 
down one side of the platen, you may need to use it 
again and if it’s firmly attached with masking tape it 
will make your life easier.
Fig. 4: the second colour printed on to the tympan.
Positioning the first colour print under the tympan 
or acetate.

3

4
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Practical
When you’re happy that you have your first colour 

in the right position, fix it temporarily with a small 
piece of masking tape. Move the acetate out of the 
way, or the flexible tympan if you’ve printed on to 
that and take your first impression on the card. I 
have to confess that I find it easier in this situation 
to use a spare piece of acetate over the top, but the 
tympan works just as well.
Fig. 5: the second colour in position on your card.

If you’re happy with the position of the card on 
your press go ahead and use the gauge pins care-
fully around the card as you would normally to hold 
it all in place. If you’re not happy, flip the acetate 
back over the image and reposition your card until 
you are happy.
Fig. 6: When you are happy, just remove the spare 
acetate and print away….
Fig. 7: And that is it… quite simple really. Don’t get 
frustrated with yourself if it isn’t going right, pop 
and have a cuppa and come back to it. 

If you’d like to see this process in action, just go to 
YouTube.com and just search for Lyme Bay Press, 
there are a few videos that may help. n

5

6

7
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You Are Invited…

We’ve all been confined to barracks for varying lengths 
of time and I, for one, need to listen and talk to other 
people. I love printing, mucking about with presses 
and type, curating my burgeoning paper collection, 
and, I want to chat with people who are like-minded/
equally obsessive (delete as applicable). It’s what 
fires me to drive for two hours once a month from the 
bumpy bits in mid Wales to my BPS Branch meetings in 
lovely Shropshire. 

Or did, until Lockdown the First. That’s when things 
got a bit sticky, because even when restrictions eased 
in the summer, we weren’t able to meet because it 
would’ve been unwise for some of our members and 
subsequent events made the prospect of meeting 
again seem very unlikely. However, thanks to the 
Committee and the purchase of a Zoom licence, we 
set up a monthly branch meeting at the start of this 
year. If you’d asked me two years ago if I’d accept only 
seeing my fellow inkies through a computer screen, 
I’d have rejected the very thought, but, now, it’s great. 
Of course, I can’t wait to see everyone in person but 
Covid and injury have made me realise that that’s not 
always wise. 

I started thinking about how we could connect 
together in ways that are helpful and fulfilling, 
and, obviously, we have the ability to use Zoom. I 
understand that’s it’s not perfect, but I love that this 
imperfect medium can help us connect again. It 
helps people who can’t travel even outside of Covid 
restrictions, it helps support isolated printers and 
it helps people like me (I’m very hard of hearing) by 
providing closed caption subtitles as we go. That 
accessibility is important to us as a society open to all 
and we should embrace it and make it work to provide 
a different but still satisfying experience. 

I acknowledge that nothing will replace the glorious 
smell of ink or the deep tactile feel of printed paper, 
or, frankly, the pleasure of a pint with your mates. As 
compensation though, we can have a chat and see 
each others’ faces, our print rooms, teach each other 
skills and even post things, although not the drink, that 
would soak the printed bits.

If you would, therefore, be interested in joining me 
for an online discussion about random inky matters 
and maybe, setting up an Online Branch of the BPS.

Jill Shepherd (10904)
Email: jillsheep@icloud.com

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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Feature

In 2019 Zelda Velika, Gen Harrison and Cathey 
Webb came together to form Bristol Editions. 
Our first venture was to organise an artists’ 
book fair originally planned for July 2020. As 

with most events of 2020, the fair was postponed 
and is rescheduled for August 2022. Prints will 
adorn the walls of CentreSpace Gallery, Bristol from 
the 18th to 25th August and a mini artists’ book fair 
will take place over the weekend of 20th and 21st. 
So far, we have 12 local book artists and a couple 
from further afield including Scotland and France.

Under the umbrella of Bristol Editions a 
collaborative book project Messy Women – Pot-
Luck Book No 1 began. This is the first of a series of 
pot-luck books we plan to make.

The project is inspired by the loosely-formed 
1937 collective of Edna Beilenson, Evelyn Harter 
and Beatrice Ward who produced what book 
historian Kathleen Walkup describes as ‘pot-luck’ 
bookworks. Their focus was ‘by and for women on 
the subject of women in print’.

Inspired by reading about the collective and their 

By and for Women 
How three Bristol printmakers aim to produce a series of
book works inspired by a group of 1930s pioneers
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DO YOU HAVE AN INTERESTING STORY TO TELL? 
IF SO, PLEASE GET IN TOUCH AT EDITOR@BPSNET.ORG.UK
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books in Natural Enemies of Books - A Messy His-
tory of Women in Printing and Typography, edited 
by Maryam Fanni, Matilda Flodmark, Sara Kaaman, 
we decided to make a series of modern day pot-luck 
books with a twenty-first century focus. 

The original first pot-luck book Bookmaking on 
the Distaff Side was a ‘bound collation of separate 
signatures. The majority were French-fold and 
printed on one side only’. Each one reflected the 
contributor’s individual choice of paper, typography 
and design. Paste paper covers by Delight Rush-
more adorned the original and we have emulated 
this in our edition.

Edna Beilenson was co-proprietor of the 
Peter Pauper Press. Her many skills in print and 
publishing made her an active Typophile and she 
became the first woman president of the Institute 
of Graphic Arts in 1958. 

Evelyn Harter was primarily a typographer and 
book designer and worked for publishers such as 
Cape and Smith and Random House. She published 
her first novel, Dr. Katherine Bell in 1950 and along 
with Beatrice Warde, contributed the to the 1951 
publication Treasury for Typophiles. 

Beatrice Warde was typographer, writer, and art 
historian. She worked as ‘a marketing manager for 
the British Monotype Corporation’ (Eye, no.84, Vol. 
21, 2012). Her essay, The Crystal Goblet was influen-
tial on tastes in printing and variations of her This 
is a Printing Office broadside adorn many a print 
workshop to this day. She did not actually contribute 
to the original pot-luck book but her involvement 
gave it gravitas and credence. 

The original works were notable in their time 
as they were produced for women, by women. 
They also offered ‘no contents page, index or list of 
contributors’. The title page had no author, editor or 
publisher listed. 

Our committee of Messy Women met virtually 
to plan the production of the content for Pot-Luck 

No 1. Making early decisions on colours, format 
and bindings enabled us to work independently, 
together, remotely. 

Pot-Luck No 1 is our calling card and we would 
like to invite those ‘on the distaff side’ to join us for 
future editions.

We aim to stay true to the ethos of those earlier 
works. An eclectic mix of written pieces, illustra-
tions and artworks will drive the content. We will 
take ‘pot-luck’ on what we receive.

We want the work to be accessible and affordable. 
Our intention is to produce at least one pot-luck 
book from the original artwork and then produce 
a facsimile edition. If you would like to take part in 
the next pot-luck book, please send your name and 
contact details to typochondriacs@hotmail.com n

We have produced a risograph edition of  
40 copies of Pot-Luck No 1 for sale at £7.50 each 
(including postage to mainland UK).

Feature
Right: Beatrice Warde: typographer, writer, historian (and one time 
BPS Vice-President); is an inspiration to the Typochondriacs.
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Publication requirements:
Size: An A5 or A4 double-sided print folded to A6.
Theme: Borders and/or Ornaments. 
Consideration: The print will be reproduced in two 
colours (for the facsimile edition). 
The colours and other criteria will be forwarded after 
your initial expression of interest.

Messy Women – Pot-luck No 1 is available to purchase 
by emailing your name and address to 
typochondriacs@hotmail.com 
zelda.velika@gmail.com 
cathey.webb@gmail.com
Bristol Editions website for details of Artist Book and 
print fair August 2022 www.bristoleditions.co.uk
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Feature

Gwasg Cae Coch began in 2001 with an Adana, 
some remnants of type, a corner in a shed and a 
copy of John Ryder’s Printing for Pleasure. ‘Gwasg’ 
meaning ‘Press’ and ‘Cae Coch’ the name of the 
cottage where we live in the foothills of Snowdonia, 
on the slopes above Caernarfon.

Printmaking, particularly linocutting and wood 
engraving has been an interest since school and I 
had always wanted to combine words and images 

but this didn’t become a reality until we saw an 
advertisement locally for an Adana Eight-Five with 
‘associated equipment’. The press had printed 
tickets,  programmes and posters at the back of the 
village shop in Glyndyfrdwy. Once we had estab-
lished that the printer had put on a play with my 
partner’s father during the war the deal was done. 

Presses and type have multiplied. Through a 
BPS contact I became the proud owner of an Arab 

Printing for Pleasure
We take a look at the delights produced at Richard Farmer’s 
Gwasg Cae Coch, nestled in the beautiful hills of Snowdonia
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DO YOU HAVE AN INTERESTING STORY ABOUT YOUR WORK? 
IF SO, PLEASE GET IN TOUCH AT EDITOR@BPSNET.ORG.UK

Facing Page An assortment of Christmas cards from Cae Coch, with 
a press card and a poetry card printed for the Publishing Group
Above: At the Arab Platen in the renovated haybarn that is now the 
home of Gwasg Cae Coch.
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Feature

This Page and Facing Page: A selection of Richard Farmer’s work, produced at Gwasg Cae Coch
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DO YOU HAVE AN INTERESTING STORY ABOUT YOUR PRESS? 
IF SO, PLEASE GET IN TOUCH AT EDITOR@BPSNET.ORG.UK
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Feature

Crown Folio Platen in original army khaki paintwork 
which registers lino blocks easily and prints a 
decent page of type. The result has been a number 
of collections of the family’s poetry, illustrated with 
linocuts in very  limited editions. Sharp-eyed typog-
raphers will see that the two pieces of Welsh poetry 
in the photographs are both set in Times New 
Roman 12pt. Although typecases have accumulated, 
they only include the one face for Welsh, a choice  
limited by the need for vowels with circumflex 
accents and the fact that the proportions of sorts in 
an English  fount doesn’t work for text in Welsh (for 
example, look at the number of ‘y’ sorts needed for 
the village where the Adana served its time).

At the BPS convention in Lincoln Katherine 
Anteney persuaded me to join the Publishing Group 

- thanks Katherine - that should have happened 
many years ago. It gives a focus for creativity and 
a reason to dip into the random accumulation of 
typecases. It’s always a delight on opening the mail-
box at the bottom of the track, to find the Publishing 
Group’s bi-monthly envelope. n
 
Richard Farmer [10262] 
Instagram: @gwasg_cae_coch

Above: Draw, Dro’n Ôl - a poem written by our son Staffan when 
he was 16. Seven pages with a linocut illustration and a linocut 
printed wrapper.
Right: Cerddi Taid (Grandad’s Poems). A set of 5 poems in a card 
folder - poems by my partner’s father, which had won prizes in 
local Eisteddfodau.
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Books

I have just bought a new book for the Society’s 
library - a beautiful  hardback volume bound in 
pastel blue, with its 500 pages edged in silver, 

and the cover embossed with the title and subject 
Futura the Typeface. 

To quote from the introduction, ‘This book invites 
you to go on a visual journey through a handful 
of international metropolises that will illuminate 
typographic ideas and discourses from the 1920s to 
the 1960s, from different perspectives, yet through 
the example of a single typeface.’ The book was 
originally produced as a catalogue for the exhibition 
of the same name which was held between Novem-
ber 2016 and April 2017 at the Gutenberg Museum 
in Mainz. In its publicity, the museum said ‘Futura is 
considered an embodiment of the spirit of the 1920s 
avant-garde’.

Paul Renner, the designer of Futura, made early 
drawings of the typeface in 1924. In 1926 he became 
head of the Munich Printing Trade School and also 
went into collaboration with the Bauer Type Found-
ry in Frankfurt. By the time Futura first appeared 
in print in 1927 he had developed Light, Medium 
and Bold versions. The same year Bauer set up a 
foundry in New York and Futura became popular in 
America as well as Germany, Czechoslovakia and 
France. Renner was dismissed from the Munich 
school in 1933 for publishing a booklet condemning 
Nazi policies.

Renner’s designs were influenced by Roman 
square capitals, capitalis momentalis, and the An-
tiqua typeface which used the same style; his new 
concept was a modern, geometrical typeface which 
referenced antiquity. Futura became part of a new 
trend in advertising where its clean and functional 

lines fitted well with society’s desire for streamlined 
aesthetics in contrast to the ornate and decorative 
styles of typeface which preceded it. 

Throughout the 1930s, 40s and 50s Renner con-
tinued to work as a type designer and in 1950 Futura 
Book became available from Linotype; he was also 
the author of several books. He died in Germany in 
1956, having designed a typeface which had become 
one of the most successful and popular fonts of the 
20th century. 

Thirteen years later, Futura went into space. Dr 
Christopher Burke, Principal Research Fellow in the 
Department of Typography & Graphic Communi-

Out of This World
Libby Green, takes a look Futura, an iconic typeface that 
came to be popular in all corners of the world (and beyond)
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Above: Late 1930s specimens of Futura Bold Condensed and 
Semi-Bold Condensed.
Left: Futura – the Typeface; ed. P Eisele, A Ludwig, I Naegele; 
published by Lawrence King Publishing, London, 2017. 
Right: 1929 specimens of Futura Black from The Bauer Type 
Foundry Inc. and published in the USA.

HAVE YOU SEEN A BOOK THAT YOU THINK WE SHOULD NOW ABOUT? 
IF SO, PLEASE GET IN TOUCH AT EDITOR@BPSNET.ORG.UK

cation at the University of Reading, is the author of 
the section of the book entitled Moon. He describes 
how Futura was chosen for the lettering on a plaque 
which was attached to the Apollo 11 lunar module 
and remained on the moon’s surface after the upper 
section of the module returned to Earth.

This is a book to be read from beginning to end, 
not just flicked through or scanned quickly to look 
at the illustrations, because it not only traces the 
evolution of Futura and its influence on modern 
designers but it also describes the ways in which 
Renner’s original ideas were influenced by the 
designers and aesthetics of the 1920s and 30s. 
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It is lavishly illustrated, contains 48 pages of 
selected proofs of typefaces by Renner designed 
between 1927 and 1941 and a timeline showing ‘The 
Companions of Futura’ and setting it in chronolog-
ical context. There are so many illustrations and 
examples of Futura that it is almost possible to 
overlook the text which links them but there is much 
to read, consisting of a series of essays, grouped 
under the headings of various capital cities around 
the world.

The book was edited by three women: Dr Annette 
Ludwig, director of the Gutenberg Museum, Petra 
Eisele, a design researcher and Isabel Naegele, a 
professor of typography. At the end of the book 
there are potted biographies of the three editors 
and the other authors who contributed essays, all of 
which make interesting reading in themselves.

Once one has come to recognise Futura it seems 
to be everywhere although it isn’t universally 
popular, but even if you don’t like the typeface this 
book is well worth reading for the fascinating story 
of how one man’s ideas developed and spread to 
influence other designers. It does come with a 
health warning: it weighs nearly 1.5 kgs and so is 
not ideal bedtime reading. It will be available for 

BPS members to borrow from our Society’s library; 
postage to borrowers is paid by the Society but the 
return will cost about £4.20.

The Library will be going to the Convention in 
Reading next April where there will be the oppor-
tunity for members to fully appreciate the blue 
and silver elegance of Futura the Typeface and to 
browse all of our books, which are available for loan 
for up to eight weeks at a time. Contact details for 
the Librarian are in Small Printer. n

Books

Above: The plaque, set in Futura, that was attached to the 
section of Apollo 11 that remained on The Moon.
Right: Covers of the housing journal, Das Neue Frankfurt.



189

Some of you may have read the article on my 
recently acquired ‘Victoria Press’ in the last edition 
of ‘Small Printer’, and my request for any ‘Vic’ opera-
tors out there to get in touch. Whilst I am gaining 
more and more confidence with the press, one 
of my main issues is to get a reliable registration 
system for this press. This is particularly important, 
as with only a hand knife guillotine, I tend to print 
to final size. I also often want to print to very tight 
registration, using two colour initials.

It seems to me that the most simple - and best - 
registration system is that on an Adana. The bottom 
lay bar is easily made parallel, and the lip on the bar 
dispenses with any additional lays or pins that just 
might get in contact with a bottom line of type.  A 
12pt quad, stuck on the packing as a side lay is all 
that is needed - and registration is obtained very 
quickly.  On my ‘Arab’, I find that registration takes 
longer. I have tried lay pins and the rather clever 
‘Kort’ Quads that can be slipped into the packing and 
then adjusted before snapping into place. However, 
these do make an incision into the top packing sheet 
and I have found are not always man enough for 
heavy boards.  Thus, I have tended to revert to using 
a piece of 3pt lead, stuck to the top packing sheet 
with double sided sticky tape. To this lead bottom lay 
are stuck thin copper spacers, again using double 
sided tape. However,  minor adjustments are not 
always easy, and just sometimes the lays decide to 
unstick themselves.

My ‘Victoria’ press has a bottom lay arrangement 
with a section of ‘studs’ each side of the platen that 
can hold a strip bottom lay-bar that is tensioned 
between these sets of studs. One then has a set of 
brass lays that slide onto this band:  Erika - one then 
has a system very similar to the Adana. The only 

consideration is that I have no lay bar and no brass 
lays, so will have to get these manufactured. I feel 
sure that once I have this done, the speed of making 
ready and achieving the correct register will be a 
lot easier.

I have been having a discussion with Justin Knopp 
of Typoretum who has sent me pictures and draw-
ings of the spring steel lay band and brass lays.

He has a machine maker who will make a 
minimum number of twenty-five brass lays, at a 
cost of £25 each, of which he will take a dozen. I will 
take four more; but I suspect that there are other 
owners of Vicobold who might want some too.

I am prepared to do a ‘round robin’ to the BPS, 
British letterpress and Oxford Guild of Printers - and 
any others that come to mind, in the hope that we 
can get a full order of twenty five lays sold. Justin 
is finding out if the same machinist can make the 
spring metal bands - but it seems doubtful.
So my questions are:
•  Would you be interested in buying some of the 

brass lays?
•  Would you know of anyone who could manufac-

ture the spring lay bands?
•  Do you have any other suggestions for obtaining 

these items for bottom lay arrangements?

Tim Honnor [5578] 
Email: tim.honnor@mac.com

Registration 
and Victoria Lays
Some notes from Tim on registration, 
with particular reference to his Victoria

Practical
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New Members
11038 Mr Nick Gill 
Newton on Ouse effrapress@gmail.com
11039 Miss Madelene McArdle 
Portsmouth maddiemcardle@gmail.com
11040 Mr Tommaso Olivero 
London tommaso.olivero@gmail.com
11042 Mr James Williams 
Chiddingfold curtissw194he@gmail.com
11043 Mr Mark McKellier 
Great Denham mark@mckellier.com
Change of details
11031  Alex Hemsley 

has moved to London
Donations
6838 Dorothy Sydenham
9818 George Hamilton
10604 Jane Chaplin
Deaths
5681 David Gee

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 Branch Report

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.

OUR WEBSITE

BRANCH SECRETARIES

Bristol
Ian Knight
t 01179 854944 e bristol@bpsnet.org.uk 
Dorset
Win Armand Smith
t 07813 010340 e dorset@bpsnet.org.uk
Essex
Margaret Rookes
t 01245 611484 e essex@bpsnet.org.uk
Lincolnshire & District
Mike Edwards
t 07526 659614 e lincoln@bpsnet.org.uk
London
Matt McKenzie
t 07836 785505 e london@bpsnet.org.uk
Maidenhead
Paul Hatcher
t 01189 666124 e maidenhead@bpsnet.org.uk
Overseas
Jonathan Levy
e overseas@bpsnet.org.uk.
Scotland
John Easson
t 01828 628001 e scotland@bpsnet.org.uk
Shropshire
Peter Criddle
t 01743 350208 e shropshire15@bpsnet.org.uk
Solent Branch
Elizabeth Kirby
t 01980 863143 e solent@bpsnet.org.uk
South Wales
Dominic Hartley
t 07970 722029 e swales@bpsnet.org.uk
Surrey & Sussex
Libby Green
t 01737 644145 e surrey@bpsnet.org.uk
Yorkshire
Phil Treble
e yorkshire@bpsnet.org.uk

www.bpsnet.org.uk

Why not get in touch with your local branch!



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


