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| From The Editor |

I

must start by thanking all those
members – and there are quite
a few of you – who have taken
the trouble to write (well, email) me
with their comments on our Society
magazine. These comments have,
without exception, been positive;
and I am greatly heartened by this.
My final paragraph in the January
editorial stated that I welcome
criticism, so please let me know if
there is any aspect of the magazine
that you feel could be improved. It’s
impossible to please everyone, so
although I shall certainly take note of
any comment you make it may not be
possible to implement it.
It’s a little disappointing that
few of you have sent material for
publication. In the December Small
Printer I suggested that you could use
the anniversary of your birth to think
about writing something – perhaps
December and January aren’t a very
good time for birthdays. Having said
that (and it won’t be the last time I
say it), I hope that you find something
of interest in this issue.
The Convention is getting closer.
For many years it has been the
tradition to keep the identity of the
Guest Speaker a closely-guarded
secret – not any more. On the next
page you will find an interview
between our Vice-President and
Angie Butler, who has been invited to
the Convention and who will address
us (or those of us who attend) at the
Saturday evening Banquet.
Paul Hatcher, one of our
Councillors and also Secretary of the
Maidenhead Branch, has won several
Cover Photo: Angie Butler
photographed with Mr. Chang from
Ri Xing Type Foundry. See the article
on page 32.
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Society awards for his excellent
printing. Although very few members
outside his Branch are aware of it, he
publishes his own news-sheet, which
contains some fascinating articles. He
has kindly given permission for one
to be included in this issue (pp41-43).
Bob Richardson is a familiar name
to many members, with publications
such as ‘The Adana Connection’ to
his credit. He is a regular contributor
to Small Printer and his article on
pp38-40 will take you back to your
childhood.
Continuing with the ‘back in
time’ idea Len Friend, until recently
proprietor of the Crescent Card
Company, recalls an episode from
his early working life. Who would get
away with something like that now?
Returning to my opening
paragraph, one or two of you
commented favourably on the use
of a serif face for the majority of the
articles. Members may be interested
to learn of a conference to be held at
Birmingham City University on 30th
September this year, when the Centre
for Printing History and Culture will
be celebrating the bi-centenary of the
sans-serif. The organisers are inviting
contributions from academics,
research students, independent
scholars and practitioners working
in the realms of printing history and
culture, typography and type design,
and other related topics.

Correction
The author of the article on page 16 of the
December 2015 Small Printer has asked
me to point out that his name is Paul Jay,
and not as shown. A complete error free
version can be read on the website at:
www.bpsnet.org.uk/pdf/A_Labour_of_
Love.pdf
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heltenham – sometimes known
as ‘Chelt.’ Adored for decades,
and now almost universally
derided. This unloved serif face has
made more comebacks than Frank
Sinatra. Once the darling of the
printing world, it currently languishes
in dusty cases, surfacing occasionally
in retro advertising campaigns and
on the RSPCA website, but it largely
remains a ‘Marmite’ typeface – loved
by some, but mainly loathed.
I like Cheltenham. So does Andrew
Dolinski at the Carpathian Press &

a number of other faces, including
Ludwig & Meyer’s Koloss in my ‘wants’
list. Everything I requested had gone,
except for the Cheltenham, which had
absolutely no takers. I wonder why?
It’s hard to tell why Cheltenham
has so few modern fans, because it
was once the most popular typeface
in the world. Designed by architect
Bertram Grosvenor Goodhue in
collaboration with Ingalls Kimball
in 1896 for the Cheltenham Press
in New York, it remained an exotic
American face without an English

Typefoundry. It sometimes seems
that we are the only two fans of this
neglected face. When several packets
were oﬀered for sale by Tony Smith
at the Cobtree Press earlier this year I
sent him an email, expecting at least
some of it to have been sold. I included

agent until H. W. Caslon began
importing it in 1903, one year after its
launch in the USA. Within two years
the company had acquired matrices
from American Type Founders and
were casting it in the UK for British
printers. Caslon did the gentlemanly
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thing and dealt directly with the
owners of the design, licensing the
face for British customers, but others
were rather more unscrupulous, with
Stephenson Blake cutting their own
version (Winchester). Monotype
quickly jumped on the bandwagon
with Gloucester; and Stevens, Shanks
were not to be outdone, releasing their
Sandringham
series to cash
in on the
popularity of
Chelt. Pavyers
& Bullens
also made
Sandringham
available
to their
customers,
perhaps by
licensing
the Stevens,
Shanks pirate
version, or
purchasing
stock direct
from the
foundry.
Unlicensed
copies of
the face
spread like a
virus across
Europe,
with at least
a dozen
versions
appearing
between 1907
and 1914. In
Germany the
face was available as Roosevelt from
Bauer, Union (Stempel), Katalog
(Krebs), Pfeil (Schriftguss), Toscana

(Berthold), Lessing (Woellmer) and
Bodonia (Nebiolo). Other faces were
clearly influenced by the design,
such as Sorbonne (Berthold again).
Intertype issued their own version,
Cheltonian, and rival designs
including Chesterfield, Craftsman
and Kenilworth were available from
other US founders. Cheltenham is
probably the
most pirated
typographic
design of
all time,
with over
20 virtually
identical
clones
available in
metal during
the twentieth
century.
Why was it
so popular?
Cheltenham
was the first
great ‘family’
of faces.
Although
there had
always been
Roman, Italic,
Bold and
Condensed
versions
of popular
designs,
Cheltenham
went far
beyond
anything
seen before.
Between 1902 and 1907 American
Type Founders issued 14 variants and
eventually some two dozen appeared,
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| Typographic Marmite |
not counting quirky additions such
as the bold italic cast from angled
matrices. Linotype were joint-owners
(with ATF) of the original design
and issued their own versions for
line-casting machines. Various
embellishments also appeared, with
ATF producing a dozen cursive

|
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from the worst atrocities of type . . .
by patronising a high-class printing
oﬃce. There is no fount of Cheltenham
in the composing room of the Condé
Nast Press.” In the first edition of
Printing for Pleasure (Phoenix House,
1955) John Ryder shows examples
of half a dozen typefaces with the

‘Sandringham’ was one of many pirate versions of Cheltenham available to printers
This specimen was issued by Steven, Shanks., but ‘Sandringham’ was also
available from Pavyers & Bullens

capitals for use with Cheltenham
Italic. Ludlow promptly issued a full
set of 26 for the same purpose.
It seemed that Cheltenham would
take over the world, but saturation
point was reached soon after the
First World War and the face quickly
fell out of fashion. For a quarter of
a century it had reigned supreme
in the USA and the UK, but its fall
from grace was almost as rapid as
its rise. By the mid-1920s the word
Cheltenham summed up all that was
unspeakable in typographical design.
The face had become a victim of its
own success. In 1923, a type specimen
issued by Condé Nast Press stated
“The buyer of printing is . . . protected
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comment “Four of these six characters
are intolerable, but the good designs
will never grow tiresome.” His ‘good’
examples are Centaur and Bell, with
Cheltenham and Gloucester Open (a
Cheltenham clone) among the four
‘intolerables’. Only Braggadocio was
considered uglier. Ouch.
Cheltenham was ubiquitous in
printing houses and newspaper
composing rooms, so post-WWI
typographers and designers had to
fight sustained rearguard actions
against the use of the face in their
layouts. Chelt. rallied in 1937, when
used experimentally in Advertising
Display magazine, but it was not
until after WWII that printers started

replenishing their cases in earnest. By
the 1950s the face was back in vogue
(except with John Ryder) with press
advertising for Horlicks, Schweppes,
Guinness and Shell oil adopting
Cheltenham for major campaigns.
It remained popular throughout
the 1960s, appearing in advertising
material issued by Kelloggs, PanAm, Ind Coope, Gordon’s Gin and
Vauxhall cars.
There were technical as well as
aesthetic reasons for the resurgence
of Cheltenham after World War II.
In his article Is There A Case for
Cheltenham? (British Printer Jan/
Feb 1955) John C. Tarr championed
the face thus: “Cheltenham has
generous colour but little contrast.
In this respect it has the same
advantage as Plantin (Monotype
series 110), which owed its vogue in
advertising to good behaviour under
dry flong stereotyping
pressure.” Tarr’s
main objections to
Cheltenham were the
curious ‘lip’ to the
capital G, the lower
bowl of the lower
case ‘g’, the highlipped lower case
‘r’ and the serifs
of the lower
case ‘s’. He also
recommended
redesigning
the italic g,
p, v and w.
Monotype
Plantin series
110 was a
serious rival
to Cheltenham,
replacing it in

many jobs after its issue by English
Monotype in 1913. Curiously,
Monotype Plantin has never wavered
in popularity as Cheltenham has done
over the last 113 years, although the
Stevens, Shanks version, which is very
diﬀerent, has all but disappeared.
If you print by letterpress, then
you almost certainly have some
Cheltenham tucked away in your
typecases, perhaps without even
realising it. When Monotype issued
their Perpetual Calendar series the
face chosen for the day and date
logotypes was Gloucester Bold, the
Corporation’s version of Cheltenham.
There’s no escaping Chelt.
Cheltenham remains a ‘Marmite’
face, attracting favour and derision
in equal measure. For me it perfectly
encapsulates a period of time before
the First World War. Although I have
great aﬀection for the face, I don’t see
it as a modern design
and I use it almost
exclusively for ‘retro’
printing of early 20th
century pieces. If
you’re one of those
printers who rolls
their eyes when
confronted with
Cheltenham,
you can find my
address in the
Membership
List. I’m more
than happy
to provide a
home for this
elderly print
shop survivor.
We need more
Chelt.
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Convention Special Guest, Angie Butler

I

t’s hard to believe that a proposal for the
2016 BPS Convention to be held at Bristol
was only agreed about a year ago. 2015
has truly flown by at Concorde supersonic
speed. As well as seeing the bookings steadily
accumulate, it has been fascinating to watch
the Convention grow from a tiny germ of
an idea into what promises to be a really
memorable printing event.
One of the hardest jobs for BPS Maidenhead
Branch has been finding a worthy guest
speaker for the Convention Banquet. Who
should we choose? Should they be male,
middle-aged and something only vaguely to
do with print that has become the precedent
for this brief, voluntary but glorious post? Or
should we look outside the box for someone
diverse, perhaps from a different background?
One change we immediately decided upon
was that this person should be from the Bristol
area, have the designation “Convention Special
Guest”, and take a much fuller part in the
Convention as a whole. We had raised the bar

so high and what a task we had set ourselves!
It was therefore with some relief four months
ago when the person recommended to us for
this awesome role graciously accepted. Your
organising Branch has pleasure in introducing
Angela Butler to your 2016 BPS Convention at
Bristol.
A discussion ensued between myself and
Angie, as she prefers to be called, about the
role of the Special Guest within the Convention.
This metamorphosed into a full-blown
interview about Angie’s current University
research, her introduction to printing, what
is significant about the year 2018 and finally,
what she will speak about at the Convention.
Curious? I certainly was, so read the transcript
of what was discussed:
[Bob Edwards] You work at the Centre for Fine
Print Research at the University of the West of
England (CFPR @ UWE). What exactly goes on
there?
[Angie Butler] The CFPR conducts practical

Clockwise from top: Work by: Hazel Grainger, Jeremy Dixon, Caren Florance, Graham Moss, The Print
Project, Erica Van Horn, Elizabeth Willow, Laurie Clark, Thomas Clark, Alan Brignull, Charlotte Bisweski.
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research into the artistic, historical and
industrial significance of creative print
practices, processes and technologies,
involving collaborations with a variety of
practitioners, institutions and commercial
users. Research is based on the production
of the physical artefact, primarily predicated
in print. All aspects of technology that relate
to the core philosophy of making are central
to this ethos. The focus is on the close
relationship that exists between technology,
ideas and craft skills as understood in a visual
environment.

have a John Bull Printing set! I loved the box
it came in and used to relish the opportunity
to put all the rubber characters back in their
‘right places’ after printing. They were quite
fiddly though and if you squeezed the tweezers
too tight they would ping off around the room
and take ages to find, especially in a deep pile
carpet. I have a contemporary version of the
JB set today which is great to use for the odd
rubber-stamping job.

I am based in Book Arts Research at the Centre
for Fine Print Research for my study so I am
focused on activities within the particular fields
of research that pertain to my project: that
is, letterpress printing within contemporary
book arts practice. I also run some of the CPD
(Continuing Professional Development) courses
for CFPR throughout the calendar year.

[Angie] That’s really difficult to answer, as I
think that a lot of my satisfaction comes from
what surrounds the resulting printed artefact.
I tend to look at the experiences that I have
alongside what is made, as collaboration and
dissemination form a substantial part of my
own practice. If I was pushed, I’d probably say
a small print from summer 2014; but that was
because we had stripped down and rebuilt
the press (a Vandercook no. 4) for two weeks
beforehand – it was so satisfying to get a wellprinted result after all the hard work!

[Bob] You started a PhD in October 2012.
How’s that coming along?
[Angie] Never, ever, a dull moment! I have
met some fantastic people, discovered many
things and learnt a lot to enable me to develop
my study, and it’s not over yet! Currently,
I’m carrying out my case studies: selected
letterpress and book artist practitioners are
being investigated through interviews and
collaborative print projects. These will be used
as critical case studies investigating a variety
of practical and conceptual approaches of
letterpress printing within book arts practice.
It’s such a privilege to be able to talk to
practitioners extensively about their work, to
get behind the ink and the paper. Although it’s
serious stuff we do have quite a few laughs
along the way too, and mostly at our own
expense!
[Bob] When did you first get into print? Did you
ever have a John Bull set?
[Angie] I think it was when I was about three,
along with a few King Edward potatoes. I did

[Bob] What has been your most satisfying item
of printing so far?

[Bob] What’s your favourite printing ink?
[Angie] Easy. An oil based ink – Plum Black,
(made by Cranfield Colours, supplied by
Lawrence Art Supplies). It’s a deep, rich, redshade black, made with traditional carbon
black with a hint of Rouge Rubis (Napthol Red).
I enjoy using all the letterpress blacks, but the
plum just sings on the paper.
[Bob] “Print is dead. The paperless office has
arrived.” Do you agree?
[Angie] No. I think that offices (the ones that
I frequent, anyway) are definitely (vastly)
more paper-light, due to the information we
share digitally, but still not yet completely
paper-less. It’s interesting to look at the idea
of functionality of screen versus paper, which
then gives us the reasons why a lot of people
still choose to press-p, and also links to why
some of us are so passionate about more
traditional forms of printing too.
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[Bob] When do you finish your PhD and what
will you do after that?
[Angie] If everything goes okay, I should be Dr
Butler by the end of 2018, though I can’t quite
see that clearly yet. Does anyone know what
they’ll be doing in a few years’ time? I hope
l may exist in either an academic or studio
setting and have something to do with books,
paper and print. If I have a massive lottery win,
see the answer a couple of questions down . . !
[Bob] Do you have music playing whilst you are
printing and, if so, what?
[Angie] I feel I should say ‘yes’ to make my
print room sound more interesting, but I am
usually listening to the sounds of the press
to ensure everything is as it should be, with
no uncharacteristic clunks or whirrs going
down, though we are currently building in
some speakers, so things may change soon.
If I am at Whittington (I go there regularly to
work with Pat Randle), it’s usually a mixture of
Radio 4 (from Neil at the Monotype caster) and
perhaps Radio 6 music from where Pat and I
are working (he does sing along to the tracks,
too)!

|
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[Bob] Imagine – someone else is paying. No
limit. What would you purchase to advance
your printing?
[Angie] Brilliant. I’d like a Book Arts Centre
in Bristol, please! A facility that can enable
those who are interested in the traditional
crafts of papermaking, letterpress printing
and bookbinding to discover new methods
of art-making and communication, to have a
space to engage with each other and learn,
and for those who have skills and passion, the
opportunity to teach at all levels.
[Bob] And finally, you are our Special Guest at
the BPS Convention in April. Give us a hint of
something you might contribute to that event.
[Angie] Well, I seem to have my feet in a
number of camps, so I’d like to stimulate
discussion around letterpress printing,
new technologies, the book and book arts
practice. My research puts me in touch with
many different people who are connected
with letterpress printing, artists’ books and
book arts. As well as showing and discussing
letterpress-printed artefacts, I would like to be
a facilitator for those who are interested to find

Angie Butler photographed with Mr. Chang from Ri Xing Type Foundry, Taipei, Taiwan with a whole
set of Traditional Chinese Songti type (42pt).
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Philippa Wood and Andrew Morrison collaborate on the annual LENvention* project (UWE).
A LENvention is a letterpress/bookarts convention organised by Angie Butler for letterpress
practitioners who share an interest in book arts.
*Named after Len Buck who ran the letterpress area at UWE after a career in the print trade (and
who is sadly no longer with us).

out more about particularities within the fields
of letterpress printing and book arts, and also
for those who are experienced and may be
willing to act as mentors or advisors to pass on
skills to others.

issue is about sharing information to ensure
a future for letterpress and other forms of
printing and also regarding the future for its
supportive organisations, such as the British
Printing Society.

We are at a really exciting time for both
letterpress printing and the book – there
are many possibilities ahead: the symbiotic
relationship of old and new technologies
enabling a re-shaping of what letterpress
printing is or can be; an upholding of the idea
of the preservation of craft skills and tradition
within a discipline; the differences between
fine press and artists’ books. There will be
many varied approaches theories and ideas
from so many different people, though a main

The BPS convention sounds like a great
opportunity for anyone who has a passion for
letterpress printing to attend, share, learn and
network with others who are fanatics too – and
maybe even pick up a few tips and bargains
along the way – can’t think of a place I’d rather
be, really looking forward to it!
[Bob] Thank you very much for your time,
Angie, and we all look forward to meeting you
in April.

For further information, see:
Book Arts Research at CFPR
Centre for Fine Print Research

http://www.bookarts.uwe.ac.uk/
http://www.uwe.ac.uk/sca/research/cfpr/

Lawrence Art Supplies Letterpress Ink
http://www.lawrence.co.uk/shop/Letterpress-ink.html#.VolRbvEdWJY
Nomad Letterpress
The Whittington Press

http://nomadletterpress.com/
http://www.whittingtonpress.com/
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ince its inception a little over five
years ago I have been an avid
reader of the Overseas Branch
newsletter and, although I am not
a branch member, Kevin Thorp has
kindly allowed me to contribute an
article. Strictly speaking it is not about
printing, but I hope that it will be of
interest and perhaps encourage some
response.
In January 1961, aged 15 years
(and two weeks!) I started work as a
junior warehouseman at a company
called ‘Gordon and Gotch’. This was
a magazine and book exporter with
their main site in Plaistow, on the
edge of London’s dockland. Most of
the books were crated and shipped
from a smaller premises in Farringdon
Road in the city from where, amongst
other interests, they also acted as
agents for several printing machine
manufacturers.
Compared to the others, the
main site at Plaistow was by far the
biggest and although there was no
printing carried out there over 100
tons of magazines and newspapers
were bulk-packed every day and
despatched to the docks for export
to Australia, New Zealand, Canada
and, to a lesser extent, South Africa.
I suppose that the mass emigration
from the UK (primarily to Australia)
in the late 1950s and 1960s created
a market but with the changes, both
social and technological, that have
taken place ever since the demand for
UK print is a fraction of what it was.
As most of my family worked in
the print and several of my cousins
started at Gordon and Gotch it was
inevitable that I would begin my
career there. My cousin Joe, who was
16 months older than I was and had
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been there since leaving school, soon
took me under his wing and showed
me the ropes. There were about halfa-dozen boys in the bulk department
and our main tasks were to sweep
up, bale waste paper and run errands;
while in other parts of the building
were the Canadian and subscription
departments.
The Canadian department was
much smaller than ours and only
had three juniors and, although a bit
elitist, they still joined in some of our
games (wars?) particularly when we
dumped about half a ton of un-baled
waste paper in their area or tried to
steal their baler, which was much
better than ours. The subscription
department posted magazines and
newspapers all over the world and
this was staffed by older boys and
young men who were much too aloof
to join in our fun and games, but the
bulk department was always a laugh
and looking back I think that the
overseer was a very tolerant man.
Mind you, there was one incident
that pushed even his good nature to
the limit.
At the rear of the factory there
were rows of old lorry backs that had
been removed from their vehicles
many years before and were just
used for general storage: we kept our
waste paper bales in some of them.
Packed in solid and about two feet
deep the whole area was covered
in years and years of waste paper
which, as well as being unsightly,
really annoyed our overseer. One
bright summer’s morning he had the
brainwave of sending a group of us
out into the sunshine with our waste
paper baler and some forks to dig it
out.

After some half-hearted efforts to
shift it we became quite disillusioned
and when our leader (cousin Joe)
said that he would go round to the
workshops and get some petrol
to burn it out we were, to say the
least, enthusiastic. We thought that
he would return with a lemonade
bottle full but when he came back
with a five gallon drum and liberally
sloshed it about then said that he
would go back to get a drop more just

on site) soon had the inferno under
control and even the sub-officer
commended Joe on his organising
abilities. We stood there mesmerised
by events but did overhear Joe
suggesting that the fire had probably
been caused by a passer-by throwing
a lighted cigarette end over the wall.
It was rumoured that Mr Perham,
the manager, had slipped a slightlysinged Joe a ten shilling note for
looking after us boys but as we were

“The smell was like being in the vicinity of a
Shell oil refinery, but Joe was completely
oblivious. He struck a Swan Vesta
and tossed it onto the paper.”
to make sure, we began to get a bit
apprehensive and backed away in a
huddle.
The smell was like being in the
vicinity of a Shell oil refinery, but Joe
was completely oblivious. He struck
a Swan Vesta and tossed it onto the
paper.
Everyone agreed afterwards that
they had never seen a fire spread
so quickly nor flames so high. The
lorry backs, made of wood and
encased in aluminium, were soon
ablaze and great lumps of flaming
paper were soaring into the sky and
scattering over the car park; while in
the distance we could hear the wail
of sirens and through the dense pall
of smoke we glimpsed blue flashing
lights as the fire brigade arrived.
With Joe acting like the captain of a
stricken ship and directing operations
the brigade (with three appliances

all sworn to secrecy we never did
know the truth of that one; except
that Joe bought a nice secondhand
bike a couple of weeks later.
For quite some time afterwards our
overseer, Mr Pegg, used to give us
long hard looks as we scuttled passed
his office but amazingly, despite
burning out 20 or more lorry backs
and incinerating tons of paper, our
baler survived unscathed.
And so the world turns and moves
on, and here I am over fifty years later
looking back to events in my youth.
Gordon and Gotch is long gone along
with the reasons for its existence, but
I can correspond with people who live
in the places that to me were once
only names on bales of magazines.
I believe that the company is still
big in Australia and New Zealand.
Originally published in the BPS Overseas
Branch Newsletter, Volume 5 Number 3.
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ast month’s Small Printer
featured a short article by Bob
Edwards about a recent book
he printed for young children. Bob
asked for feedback, and this short
article is by way of a response to his
request.
I trained as a teacher, qualifying
in 1976, although after one year in
the profession I moved to the BBC
where I joined the graphic design
department as an assistant in the
spring of 1977.
The age range I originally taught
was then known as Middle School,
covering the ages from 8 to 13
years. The teaching of reading was
an important part of the syllabus
for young children and remains
so today, but my classes (and I)
were hampered by James Pitman’s
Initial Teaching Alphabet, which
was then very much in vogue. It
was so popular that Monotype even
cut two versions of it (Series 453
and 573) in hot metal. The system
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still exists and is said to be a useful
aid when teaching young dyslexics,
but it has all but disappeared from
mainstream education.
ITA uses an extended alphabet
of 42-45 characters (the number
was expanded over the years it was
fashionable) and largely ignores
conventional spelling in favour
of a simplified orthodoxy. Some
conventional letter combinations
are replaced with a single ITA
character used to represent a
sound. When first introduced,
critics claimed that it would create
a generation of children who
could not spell, but this proved
(statistically) not to be the case.
I do not entirely agree with that
assessment and did not enjoy
the enforced use of ITA during
my comparatively short teaching
career.
I mention ITA because at the time
I joined the teaching profession
the topic of typefaces for juvenile

books was being hotly debated.
Wills & Hepworth, publishers of the
much-loved Ladybird books, used a
hand-lettered face specially created
for their Key Words Reading
Scheme (1964 onward). It shares
many similarities with Sassoon,
designed by Dr Rosemary Sassoon
some thirty years later. Sassoon
and the Ladybird face (which does
not appear to have a name) are very
similar to the simple letterforms
used by primary school teachers.
All three of these alphabets use the
closed ‘a’ and the looped ‘g’. The
standard ‘adult’ serif versions of
these characters can be confusing
to some young children, as they are
quite unlike the simplified forms
used in the teaching of reading.
Even Gill Sans, the simple lineale
face chosen by Bob Edwards for
his book, includes the two-storey
‘a’ and the spectacle ‘g’ (nicknamed
because of its resemblance to a
pair of glasses). As a child I learned

to read very quickly, but I clearly
remember seeing the word ‘canoe’
and struggling to read it because it
was not printed (canoe) in the way
I had seen it written (canoe). Books
for children learning to read should
also avoid serif faces and use simple
lineales, so Bob’s choice of Gill Sans
was a good one, apart from the
two letterforms I have mentioned.
Serifs do not form a part of normal
handwriting and can confuse a
young child, especially when they
are asked to copy words from a
printed page. They are best avoided
until children are old enough to
recognise adult letterforms. This
raises the prickly subject of ‘reading
age’. There are various simple tests
which can be applied to measure
the reading age of a child as an
aid to their development. As a
student teacher I used a printed
test which included increasingly
diﬃcult sentences. The first might
be something like ‘The cat sat on the
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mat’ and at the bottom of the page
‘The domesticated feline reclined
upon the luxurious woven cashmere
pile’. Each intermediate sentence
would include a number of words
which children of a particular age
should have been able to recognise
and pronounce. Each sentence also
had an age-related score. One of the
most commonly used is the Salford
Sentence Reading Test, which uses
a similar principle.
During my 35-year stint with BBC
Graphics I worked on a wide range
of programmes for young children,
including a great many produced
by the Schools department. One of
the longest-running programmes
for young children was Words and
Pictures and the typeface chosen
for that series was Futura, which
includes simplified letterforms of
the ‘a’ and ‘g’ characters. Some
additional modifications to the
typeface were also carried out by the
BBC, such as the addition of a small,
curved foot to the ‘t’ and lowercase ‘i’ and ‘l’. Today there is a wide
range of faces available for juvenile
books and publications. Monotype
have issued many modified versions
of their classic typefaces. Plantin
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Infant, Bembo Infant and Gill Sans
Infant have all been redesigned for
younger readers. These typefaces
are not cheap – they average £42
per fount, although discounts are
available for buyers who wish to
obtain a complete family of faces.
Dr Rosemary Sassoon’s typeface
is probably the most popular for
children’s books, but it has not
made her rich. Sadly, it is one
of the most pirated faces and is
freely distributed across some very
respectable websites, without any
acknowledgement that it remains in
copyright. The professional version
is also available from Monotype for
£42.
The best books for children stand
the test of time. Although Harry
Potter mania passed me by, I still
like to curl up with my battered old
copy of The Wind in the Willows
from time to time. At the age of 61,
I’m still captivated by Stig of the
Dump and The Lion, the Witch and
the Wardrobe. They occasionally
provide a pleasant escape from the
real world, something that seems
increasingly necessary in our 21st
century.

| A Good Example of Printing |

A

ccompanying this article are
scans from two spreads of a
little paperback book: Sonnets
from the Portuguese by Elizabeth
Barrett Browning and published by
The Shakespeare Head Press, Oxford
in 1945. The page size is 7½ x 5½
inches, and unleaded 12pt Caslon
Old Face is used on a 20pt measure.
Although the scans only give a
feeble impression of the pages, the
layout, typography and presswork
is impeccable: the proper 1.5:2:3:4
ratio page margins are used, and
the basic margin unit size is 1/18th
of the page’s depth, again spot on
(generally between 1/20th and
1/16th of the depth is most pleasing).
Note also that narrow spacing
between words is normal here,
sometimes reduced to hair spacing;
and note the excellent use of the
second colour. The initial drop caps
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of each sonnet are handled especially
well. All this was done by a firm of
jobbing printers (AR Mowbray & Co
Ltd, London & Oxford) during or just
after WW2. And there are no typos!
Now compare that to the average
book page today: grey pages of
spindly, over-leaded over-spaced
type; or even worse, the taste-free
zone that is your ‘electronic reading
device’!
The Shakespeare Head Press
was an interesting organisation,
falling somewhat outside the normal
large-scale private presses of the
time. It was founded in 1904 by AH
Bullen, a scholar-publisher who said
afterwards that the idea came to him
in a dream: he was handed a copy
of Shakespeare’s works printed in
Stratford-on-Avon and told to go
and produce it. So he did just that,
purchasing some of the equipment
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and one of the presses from the
Kelmscott Press, and setting up shop
in 21 Chapel Street, Stratford-onAvon (where the Chaucer’s Head
Bookshop is now). By 1907 he had
completed his ten-volume collected
works of Shakespeare, the first time
the Bard’s work had been printed in
his home town. Sets now go for at
least £40,000 when they come on
the market (which is rarely): still a
bargain compared to a Kelmscott
Chaucer.
Bullen was not a particularly
successful businessman and it is
unlikely that he made any money
from his press. He died in 1920
(there is plenty of confusion here,
as various sources say 1919, 1921
or 1927) and his press was rescued
from being broken up by a group
of people financed largely by the
successful Oxford bookseller Basil
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Blackwell, who had enjoyed the
Shakespeare Head Press volumes.
They were lucky in employing
Bernard Newdigate as typographer,
undoubtedly one of the most sensible
and competent typographers of the
inter-war years (I can anticipate
howls of protest at this statement: go
on, I dare you, prove me wrong!) and
recommenced printing.
Along with continuing to publish
and print in-house a number of fine
press volumes they also produced
some cheaper books – the example
shown was originally published in
1933 in a series of paperback books.
In 1930 the press relocated to
Oxford, and could be found down St
Aldates, close to Folly Bridge, and
this enabled them to take advantage
of the large number of rich Oxford
undergraduates who mistakenly
thought they were poets and wanted

their outpourings published in a
limited edition. By 1936, when Ruari
McLean started work there as a
teenager, the press ran a Wharfedale
along with the hand-press that
belonged to William Morris.
In 1941 the printing plant
was requisitioned for war work
which stopped the press and led
to Newdigate retiring. After the
war there was some limited and
occasional publishing from the press
for a few years, printed elsewhere.
Blackwell’s kept the name going,
however, and it still exists as an
imprint under Wiley-Blackwell.

| Letter to the Editor |

|

from Keith Houghton (10774)

|

Whilst perusing the ‘Diary of Events’ it
occurred to me that those members
of BPS who live in the Midlands and
northern Wales might be interested
in the Open Day at The Grange at
Ellesmere, Shropshire on 25th June. The
Grange is an old Georgian mansion set
in lovely grounds and for many years
they have run summer school weekends
specialising in the ‘Book Arts’. This year
is their fifth year of running the open day
(to which there is free admission!).
The demonstrations and exhibitions
include letterpress printing on a variety

of lovely old presses including an Albion,
Arab, Eagle and of course the Adana.
Hand typesetting, bookbinding, paper
marbling, calligraphy and illustration in
its various forms are represented. There
will also be trade stands in attendance
and private presses will be showing their
work.
I’ve been twice before and had a
thoroughly enjoyable and informative day
out and can highly recommend it. Their
website can be found at www.thegrange.
uk.com where there are full details of the
Open Day.

If you are interested . . .

Bookbinding
Dates as for Letterpress printing

The Grange offers a number of residential
courses during the year. For further
details see the website (as above).

Linocut printmaking
7 – 9 October

Letterpress printing
17 – 20 March; 7 – 10 April; 7 – 10 July;
20 – 23 October

Paper marbling
22 – 24 April; 23 – 25 September
Painting courses
3 – 5 June; 10 – 12 June
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MEMBERSHIP
NEWS & UPDATES

Branch Secretaries
Dorset
Win Armand Smith

NEW MEMBER:
10803 Mr Peter Jones
12 Lon Y Wern, Bondfield Park, Caerphilly,
CF83 1BS
peterhilary@btinternet.com

01258 830628
dorset@bpsnet.org.uk

CHANGE OF ADDRESS:
10788 Dr. Joseph Lilley
16 Windsor Road, Stirchley, Birmingham,
B30 3DD

01268 776663
essex@bpsnet.org.uk

CHANGE OF NAME:
7184 Mrs Jillian Atkins

01733 562867
lincoln@bpsnet.org.uk

DONATIONS:
7461 Mr Norman Buxton
7846 Mr & Mrs Kenneth Wright
8320 Mr John Comber
8988 Mr & Mrs Leonard Friend
10461 Mr Stephen Byrne
10728 Mr Timothy Perry

Essex
Gwen Harper

Lincolnshire & District
Michael Edwards

London
Matt McKenzie
07836 785505
london@bpsnet.org.uk

Maidenhead
Paul Hatcher

01189 666124
maidenhead@bpsnet.org.uk

NEWS FOR OVERSEAS
MEMBERS ONLY
Please note there is now a new type of
membership you may hold at a reduced
subscription rate. For further details
please see page 17 of the January 2016
edition of Small Printer.

Overseas
Kevin Thorp

00 353 1 8438346
overseas@bpsnet.org.uk

Scotland
John Easson

01828 628001
scotland@bpsnet.org.uk

ALL MEMBERSHIP RENEWALS

Peter Criddle

MARGARET ROOKES, 57 CRAISTON WAY,
GREAT BADDOW, CHELMSFORD,
CM2 8ED

07970 722029
swales@bpsnet.org.uk

Please make any cheques payable to the
‘British Printing Society’.
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Shropshire

currently £27 for UK, £42 for Overseas,
or £27 Overseas Online only,
and notifications of change of any
personal or contact details should be
sent to the
Membership Secretary:

01743 350208
shropshire15@bpsnet.org.uk

South Wales
Dominic Hartley

Surrey & Sussex
Libby Green

01737 644145
surrey@bpsnet.org.uk

Diary of Events

Wednesday April 27th

Dorset Branch

Monday February 1st

Meeting at Whitcombe Stables, Dorchester.

Maidenhead Branch

Sunday May 8th

Meeting at Bob Edwards’, Crookham Village.

Maidenhead Branch

Saturday February 6th

Meeting at Richard Owen’s, Cookham.

Executive Council Meeting

Tuesday May 10th

The Raven Hotel, Hook, Hampshire

Surrey & Sussex Branch

Tuesday February 9th

Meeting at Peter Salisbury’s, Redhill.

Surrey & Sussex Branch

Sunday May 15th

Meeting at Libby & Chris Green’s, Merstham.

St. Bride Foundation Wayzgoose

Wednesday February 24th

Bride Lane, Fleet Street, London, EC4Y 8EQ

Dorset Branch

Wednesday May 25th

Meeting at Whitcombe Stables, Dorchester.

Dorset Branch

Saturday February 27th

Meeting at Whitcombe Stables, Dorchester.

Essex Branch

Saturday June 4th

Annual Lunch and AGM, The Grange, Boreham.

Maidenhead Branch

Monday March 7th

Meeting at Paul Hatcher’s, Reading.

Maidenhead Branch

Tuesday June 14th

Meeting at Anke Ueberberg’s, Reading.

Surrey & Sussex Branch

Wednesday March 16th

Branch Walk in London.

Dorset Branch

Saturday June 18th & Sunday June 19th

AGM at Whitcombe Stables, Dorchester.

Artists’ Book Market

Saturday March 19th

Baltic Centre for Contemporary Art, Gateshead.

Surrey & Sussex Branch

Wednesday June 22nd

Branch Practical Day, Merstham.

Dorset Branch

Friday 8th April to Sunday 10th April

Meeting at Whitcombe Stables, Dorchester.

BPS Convention 2016

Saturday June 25th

Holiday Inn, Filton, Bristol, Avon,
BS16 1QX. Hosted by the Maidenhead
Branch. http://www.bpsnet.org.uk/
conv2016/index.html

Book Fair & Open Day

Tuesday 19th April to Thursday 21st April

Maidenhead Branch

Sign and Digital UK 2016

NEC, Birmingham. www.signuk.com/

The Grange, Ellesmere, SY12 9DE.
www.thegrange.uk.com/programme/open-day.html
Sunday July 3rd
Barry Gilbert’s Barbeque, Reading.
Tuesday July 12th

Surrey & Sussex Branch

Meeting at Adrian Towler’s, Shoreham-by-Sea.
Branch meetings are open to all Society members. Anyone who plans to attend a
meeting who is not a member of the Branch concerned should check with the
Branch Secretary in case details have changed.
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Line Ads
I’ve acquired a duplicate copy of
Practical Printing and Binding by Harry
Whetton (1948 reprint of 1946 edition,
from Odhams Press). The BPS Library
already has a copy of this book, so if
any member would like to have their
own copy I’m happy to send this to any
UK address for little more than the cost
of postage. The cost will be £7, as it is
quite heavy (overseas postage would be
more).
This is a comprehensive overview
of print production as it was in the
1940s, with over 400 pages, many
illustrations and photos, printed on good
coated paper and in very good general
condition.
If you are interested please email me
at cliverumble@macace.net

we could be your
best kept secret...

The quickest and easiest

TRADE ONLY

online ordering system for
NCR sets, books and pads
www.print4printers.co.uk

Register now
To access instant
trade only prices

Clive Rumble (5924).

£20 off your first order
Just select BPS SMALL PRINTER when registering

RE
PR
O

CARRIAGE

YOUR
PROFIT

PAPER

P4P
print for
printers

YOUR
PROFIT

PRINTED,
FINISHED &

LABOUR

DELIVERED
OUTSOURCE
O
IN 5-7 DAYS
TO P4P

Our unique online ordering system gives
you instant quotes, and puts you in total
control of your trade ncr outsourcing.
We print directly from the reel and pass
the savings on to you. In many cases we
can print and deliver for less than the
cost of the sheetfed raw materials.
Print4Printers
Unit F Salcombe Court
Meadow Lane Industrial Estate
Alfreton DE55 7EG
Tel: 01773 743621
Email: info@print4printers.co.uk
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P4P
print for
printers

BPS Member No. 10735

Outsource to Print4Printers

Produce In-House

SALES SECRETARY
The current incumbent who
holds this position wishes to
hand over to another member
as soon as possible, due to
pressure of other commitments.
If anyone would like to take
on this position, they should
contact Sandra Munday to
discuss what is involved on
01460 220819 or email
wonderwoman@perryprint.
eclipse.co.uk

Small Printer Advertising Rates
Line adverts (text only) per month Members Only
Display advertisements 1/4 page per month

Free (up to 50 words) then 10p per word
£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 eﬀort
will be made to publish an advertisement in a specified 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 Advertisments should be sent to the Editor by the 10th of the month prior to publication.
Display Advertisments 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.
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Ye Olde ‘One-Stop’ Letterpress Shoppe!
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.
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.
Why would you go anywhere else?

J
Moulton Printing

+44 1727 852 211

www.caslon.co.uk

01253 342992 http://moultonprinting.com/

