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TERMS & CONDITIONS

All prices, for this catalogue only, are listed in Canadian dollars. However, the U.S. dollar 
prevails on our website, so please contact us directly if you wish to buy at the Canadian 
price! Shipping and insurance are extra, and are billed at cost. Items will be sent on 
receipt of payment. For Canadian customers, HST or GST will be charged on postage to 
provinces where applicable.  5% GST will be added to all Canadian orders.

Orders may be placed online at www.jacobquinlanbooks.com, over the phone at (705) 
419-1655, or by email at jqb@jacobquinlanbooks.com. 

We accept payment by Visa, MasterCard, bank transfer, business or institutional cheque, 
and in some cases by personal cheque (in Canadian or American Funds).All material is 
guaranteed as described. Returns are accepted within 7 days of receipt, but we ask that 
the buyer inform us in advance of any return. 

All material listed is subject to prior sale, so please contact us before sending payment if 
buying directly from the catalogue. 

Special terms to institutions and the trade may be arranged by contacting us directly.

X X X X 

A NOTE ON DESCRIPTION

Rather than bore the reader with our own exegeses and appraisals, we have tried where 
possible to give voice to the printers themselves by including their own descriptions of 
their own books. This heteroglossic approach will, we hope, keep the reader engaged 
and provide some context for the books on offer. Some quotes appearing in these 
pages have been lifted from exhibition catalogues, among them Reader, Lover of Books, 
Lover of Heaven, and Ink Paper Lead, Board Leather Thread. We take no credit for obtaining 
these quotes directly and have tried to be thorough in citing their sources without 
encumbering the text with detailed footnotes. This catalogue would not have been 
possible without the precedent of scholarly approaches to the subject, and we hope that 
it will prove to be a useful introduction for the interested reader to some of those texts.   

A NOTE ON ORGANIZATION 

The books on offer are organized, firstly, by Press. Presses are listed alphabetically; in 
cases where a particular printer has operated under multiple imprints, we have elected 
to list them firstly by surname, rather than list them by their specific imprints; this 
is the case for Gerard Brender à Brandis, Glenn Goluska, George Walker, etc. After 
Press grouping, books are listed chronologically (with only a few exceptions); while an 
alphabetical listing by author is a more appropriate scheme for most contexts, by listing 
books chronologically, the interested reader may note the development of the Presses 
considered. 

A NOTE ON THE BINDINGS

 All bindings are original, unless otherwise noted. 
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A NOTE ON THE DESCRIPTION OF SIZE

all book sizes refer (as is usual with the trade) to page size, rather than actual 
collation. The measurements listed in each description refer to the binding. Given the 
experimental or novel binding practices sometimes employed by Private Presses, along 
with the numerous variations resulting from the use of handmade or unique paper, 
discrepancies between standard page-sizing and collation sometimes occur. If the 
curious bibliographer wishes to clarify any issues arising from listed format, they may 
contact us, or, buy the book in question. 

A NOTE ON THE FONT

 Cartier Book has been used throughout this catalogue, with the exception of the 
covers, which make use of a digital facsimile of Doves Type. Cartier was designed by Carl 
Dair fifty years ago to mark the centenary of Canada’s confederation and was the first 
typeface designed in Canada since 1841. The version appearing here is Rod McDonald’s 
refined design, which was adapted for digital use from Dair’s original design.

A NOTE ON THE COVERS

For spacing, we exercised some editorial licence with Press names, and have omitted 
definite articles. Elsewhere, we have tried to be as accurate as possible. The illustration 
featured on the upper cover is by Jacques Schyrgens and is from the Poole Hall Press 
production of Thoreau’s The Bean Field.

X X X X

A FEW THANKS

It is not customary for booksellers catalogues to contain acknowledgements, but a few 
thanks are in order. 

Firstly, we would like to thank John Burbidge, for his reminiscence of Richard Outram, 
for reviewing and commenting on this text, for his shared enthusiasm for finely printed 
books, and for much besides. 
We would also like to thank David McNaught for thoroughly proofreading this text; 

this catalogue has benefited enormously from his keen and critical eyes, which, to 
paraphrase the late great BBC presenter John Peel, are sufficiently acute to perform 
major eye surgery. Any inconsistencies or errors, especially in the format of quotations, 
reflect not his rigorous English education, but rather, our Canadian crisis of identity. 
And penultimately, thanks to Gwyneth Fischer. Without her skillful use of a camera, 

the countless hours she devoted to editing images, and her support and love, this 
catalogue would not have been realized. 
Lastly, we would like to thank the Presses that made the books on offer.
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An Attempt at an Outline

It is difficult to outline a history when that history is not one of movements and courses 
on a broad scale, but rather, the private efforts of individuals motivated by personal 
visions. But perhaps this is an invidious distinction, and the latter is the true object 
for all histories; for the pronouncement of Dionysius of Halicarnassus that “history is 
philosophy teaching by examples” seems antiquated; Carlyle’s assertion that “history 
is the essence of innumerable biographies” seems more appropriate. In either case, 
the history of private printing, whether in Canada or elsewhere, cannot be painted in 
broad strokes. But despite the difficulties and pitfalls of sketching history, whether they 
be errors of omission, gross generalities, or simply the risk of sounding banal, some 
introductory remarks are in order to frame the context within which private printing 
has developed and continues to flourish in Canada. 

The tradition of private printing in Canada is a relatively recent development. There 
were those in the United States who took up the imperative of Morris and Cobden-
Sanderson without delay, and early in the twentieth century, such giants of fine printing 
and typography as Frederic Goudy, Bruce Rogers, Daniel Berkeley Updike, and the 
Grabhorn brothers emerged on this side of the Atlantic. By the time Henry Morris, 
Lewis Allen, Brother Antoninus, and Andrew Hoyem began printing, there was already 
established a significant precedent for private printing and the practice of traditional 
book arts in the United States.   

By contrast, things were slow to develop in Canada. It is beyond the purview of this 
catalogue to explain or conjecture why that was the case, but the obvious answer is that 
Canada, qua Canada, is a young country; contingently, this catalogue is issued within 
a fortnight of the sesquicentennial of Canada’s confederation. However, it is worth 
noting that the late development of fine printing in Canada was not simply a question 
of provincialism, cultural myopia, or lack of interest; for a few fine books could be 
found in these “few acres of snow”. As Anne Sutherland notes in her Introduction to 
the exhibition catalogue for Ink Paper Lead, Board Leather Thread, browsing the accession 
records of the Toronto Public Library, one may find that the Library acquired eight 
Kelmscott titles within the first two years of the Press’s operation. Though its audience 
may have been limited, there was evidently some appreciation for fine printing in 
Canada in the early 20th century. But that appreciation had yet to find fulfillment in its 
own unique and local expression. 

The consensus is that the first Private Press in Canada was J. Kemp Waldie’s Golden 
Dog Press, which was founded in 1933. Kemp Waldie became acquainted with the 
revival of wood engraving and the type design of Jan van Krimpen while travelling 
through Europe in the early 1930s; he developed an appreciation for the work of Golden 
Cockerel and began to collect Eric Gill. Upon returning to Toronto, spurred by what 
he perceived as an aesthetically insipid publishing trade, Kemp Waldie established his 
Golden Dog Press. He named the Press after the eponymous historical novel by William 
Kirby, lending a distinctively Canadian tone to an initiative in fine printing inspired by 
the British revival. Golden Dog produced its books on handmade paper, set its texts in 
Perpetua and Blado, and was the first Press to print Lawrence Hyde’s wood engravings 
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and the first in Canada to use van Krimpen’s Lutetia type. Kemp Waldie designed his 
books, while typesetting and printing were commissioned from commercial publishers; 
in this way, the activities of Golden Dog resembled those of the Golden Cockerel Press 
under the direction of Christopher Sandford. Kemp Waldie, like Sandford, orchestrated 
the making of beautiful books, but the making remained the work of commercial 
printers.  

Golden Dog ceased operations by the start of the Second World War, having printed 
eight books. Kemp Waldie succeeded in bringing the Book Beautiful to Canada, but the 
Canadian revival of printing that he had hoped to stimulate in 1933 would not develop 
for another two decades. 

In the years after the close of the Second World War, the climate of printing and 
publishing began to change in Canada. European émigrés, notably Frank Newfeld and 
Antje Lingner,  settled in Toronto and Montreal and brought with them a balance of 
typographic rigour, technical proficiency, and an experimental attitude rooted in an 
understanding of traditional practices to Canada’s commercial and academic publishing 
trades. Young Canadian printers and designers also emerged, among them Carl Dair, 
Harold Kurschenska, and Allan Fleming. 

The shift in Canadian printing and publishing helped to stimulate a ferment of private 
printing, as commercial designers, typographers, and compositors alike sought a creative 
outlet for experimentation, and a site to preserve traditional practices of bookmaking. 
As photo-offset started to eclipse the use of metal type in Canadian printing, these 
incipient private printers scrounged and salvaged the equipment necessary to practice 
their craft, which was quickly becoming an anachronism. It was within this milieu that 
The Guild of Hand Printers was formed. Gustav Rueter established The Village Press, 
and Harold Kurschenska the Purple Partridge Press. Carl Dair’s Orchard Press, John 
Robert Colombo’s Hawkshead Press, and E.J. Mulrooney’s Clipper Press followed. These 
five printers were soon joined by others; Allan Fleming established his Tortoise Press, 
William Rueter denominated an 8 x 5 Adana tabletop platen as The Aliquando Press, and 
Peter Dorn liberated a case of Bembo italic, one pocket full at a time, from the printing 
office where he worked, initiating the Heinrich Heine Press. Between 1960 and 1976, the 
Guild issued nine portfolio miscellanies, under the general title Wrongfount, exhibiting 
the work of private printers active in this burgeoning scene. As is noted elsewhere in 
these pages, “the 1970s were heady, magical years for alternative printing activity in 
Toronto. Stan Bevington’s Coach House Press (an inspiration for many authors and 
printers) and Robert MacDonald’s Dreadnaught were only a few blocks from Glenn and 
Anne Goluska’s tiny Harbord Street house, where every available space was occupied 
by typecases and a Vandercook cylinder press dominated the kitchen.” (Will Rueter, in 
Glenn Goluska in Toronto. Kentville, Nova Scotia: Gaspereau Press, 2016.)

Private Printing on the West Coast had a parallel, though less centralized, 
development. Robert Reid, who was born in Medicine Hat, Alberta in 1927, established 
his private press in the late 1940s while he was completing his studies at the University 
of British Columbia. Though he would later become a celebrated designer and 
production manager in academic and commercial publishing, Reid came to printing 
from the other way round; he was gifted a small press at the age of nine and became 
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enamoured with handset-type. Accounts vary as the year in which The Private Press of 
Robert R. Reid was founded, but its first book, a reprint of the first non-government 
book produced in British Columbia (and the second to be issued in the province), Alfred 
Waddington’s The Fraser Mines Vindicated, was printed in 1949. Reid’s was Canada’s first 
true Private Press, for unlike Kemp Waldie and Golden Dog, he carried out nearly every 
stage involved in producing his books, integrating design and craft into a single office. 

Reid set up a print shop on Pender Street in Vancouver in 1952, and it was there that 
his collaboration with Takao Tanabe formed. Tanabe, a print maker and painter, worked 
with Reid for six months in 1952, before leaving for Europe to further his practice 
and study of painting. Tanabe returned to Western Canada later in the decade and 
established himself as another of the finest typographers working in British Columbia. 
He designed books for Klanak Press, and founded his Pica Press in 1960, which he 
renamed the Periwinkle Press in 1962 when Reid departed from the west coast to take 
up a post as a designer at McGill University Press. Reid and Tanabe’s brief but fruitful 
collaboration produced two books, F.G. Claudet’s Gold: It’s Properties, Modes of Extraction, 
Value, &c. &c. (1958), and John Newlove’s Grave Sirs (1962). During this period, Reid also 
issued a book under his own imprint, taught graphic design and typography at the 
Vancouver School of Art, and helped direct the School’s teaching press, Blackmore. And, 
with Gustav Rueter, Ib Kristensen, and bookbinder Fritz Brunn, Reid realized one of the 
finest books printed in Canada, Kuthan’s Menagerie (1960). Kuthan’s Menagerie was a 26 page 
book of multicoloured linocuts of zoo animals by the Czech artist and designer George 
Kuthan. 

Jim Rimmer was another early private printer working in British Columbia. Rimmer 
was Canada’s preeminent bookmaker in toto, for not only was he a printer, typographer, 
and designer, but also a punch cutter, type caster, bookbinder, illustrator, and artist. 
Rimmer established his Pie Tree Press & Typefoundry in 1974, naming the Press after an 
apple tree in his backyard, which bore fruit that was often used for pies. Rimmer began 
a six year apprenticeship at J.W. Boyd & Sons in 1950 and later worked as a compositor 
for newspapers in Vancouver and Williams Lake. Although Pie Tree was neither British 
Columbia’s earliest, nor most prolific press (it produced only four major books, all 
of which were printed after 1980), Jim Rimmer’s work played an enormous role in 
shaping the course of private printing on the west coast. Rimmer taught typography 
and graphic design at colleges and universities throughout British Columbia, and his 
mechanical aptitude was frequently and generously lent to others struggling with old 
and cantankerous equipment. He also designed and cut 11 type faces in metal, several of 
which grace the pages of books contained in this catalogue.  

It would be a gross oversimplification of our narrative to trace private printing in 
Canada to a few neat trajectories, but the work of the Guild of Hand Printers, Robert 
Reid, and Jim Rimmer were major catalysts for the proliferation of fine bookmaking 
in this country. There were, of course, other significant catalysts: the establishment 
of the Alcuin Society in Vancouver in 1965; Bill Poole’s founding of the Grimsby 
Wayzgoose in 1979; the establishment of the journal The Devil’s Artisan in 1980, under 
the joint editorship of Will Rueter, Glenn Goluska, and Paul Forage, “for the purpose of 
presenting to Canadian readers information on the craft of printing and bookmaking, 
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on bibliographic and historic matters and on communicative, sociological and technical 
subjects related to printing in this country”; Jan and Crispin Elsted’s recurring seminars 
at Barbarian Press; and the coalescence of the Canadian Bookbinders and Book Artists 
Guild in 1983. 

However, private printing, like an assent of faith, requires a personal leap and a private 
vision. For private presses always have their source in the private experience of the 
printer. Their works reflect the particular orientation of the printer, from the selection 
of a text, through its reception, to its presentation in typographic arrangement, 
illustration, and binding. A survey of each Press, rather than an outline of general trends 
and the work of a few individuals, is required to perceive the scene. What follows in 
these pages is but a first step, and is intended to be a representative sampling rather 
than a comprehensive survey. Some names and Presses will, no doubt, be known, while 
others may be unfamiliar. It is our hope that this catalogue will prove to be an adequate 
introduction to the thriving movement of fine bookmaking here in Canada.

X X X X

See Item 14. 
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William Rueter founded The Aliquando Press in December 1962, while he was still 
a student at the Ontario College of Art. His first press was an 8 x 5 Adana tabletop 
platen which accommodated only one page. The Press’ first typeface was Bembo, an 
elegant Aldine roman face designed by Stanley Morison’s Monotype team, which 
Rueter continues to use. The first book printed under the Aliquando imprint with this 
equipment was a collection of poems entitled Rock and Sand, written by Barry Jones, a 
classmate of Rueter’s at OCA.
Since 1962, the Aliquando Press has printed over 100 books, and though The Aliquando 

Century records 78, probably as many if not more broadsides. Bembo has been 
supplemented by other typefaces, many still in keeping with Renaissance Old-Style, 
among them Jenson, Palatino, Poliphilus, Trajanus, Joanna, Castellar, and Octavian, along 
with uncial, gothic, transitional, modern, and wood type complements. The Adana 
platen has since been superseded by the additions of a 6½ x 10 Chandler & Price Pilot 
platen (used from 1972 - 79), and a Vandercook SP 15 cylinder proof press (used from 1979 
- present). 
Among strictly ‘private’ presses in Canada, Aliquando’s output is likely the most 

prolific. The number of Will’s books is not, however, the Press’ most salient feature. 
Aliquando has, for over fifty years, produced each of its books with a balance of 
experimentation, in choice of type, paper, arrangement, and binding, and a strict 
observance of the words presented. Aliquando books unfold as a dance between oratio 
obliqua and oratio recta, between what is said directly, and what is left unsaid. Each one 
is informed by a respect for the text; in selecting which ways to observe typographic 
rules and which ways to break them, Will serves the text foremost. His arrangements 
suggest subtle ramifications, highlight allusions or correspondences, bring forth latent 
or obscure elements, and present new possibilities for interpretation. Only after the 
arrangement has worked its magic, and the reader pauses to ask herself about some 
particular feature, does the image of the thoughtful designer and compositor present 
itself: “Each project is the expression of a personal vision, but the challenge is always to sublimate one’s 
ego and to respect the tradition of the book and the essence of the text. I enjoy the limitations of handset 
type and letterpress printing and the opportunity to experiment (subtly, I hope) with letterforms, 
colour combinations, ornaments, and bindings, trying to gain new insights into bookmaking.” 
(Will Rueter, from the Introduction to The Aliquando Century: The First 100 books from The 
Aliquando Press of William Rueter). 
In arranging his books, Will may seek to sublimate his ego, but he reveals something 

of himself through the books that he selects to print.  His knowledge of European and 
especially Dutch literature is extensive, and his books range from canonical literary 
texts like those of Boccaccio and Shakespeare, to the obscure or neglected, like those 
of Hans Lodeizen, Ralph Knevet, Friedrich Rückert, the Galician joglar Martin Codax, 
and the thirteenth century Flemish mystic Hadewijch. His literary texts are not limited 
to the West, however, and some of his most beautiful work pairs apposite palettes of 
ink and Japanese paper with restrained arrangements of the poems Buson, Bashō, and 
Issa. Texts on the book arts and typography include works by Victor Hammer, Carl Dair, 
Jan Tschichold, Rudolf Koch, Bruce Rogers, and Thomas James Cobden-Sanderson (a 
favourite craftsman, commentator, and curmudgeon of Will’s). Appreciations of the 
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book and typography by Hesse, Neruda, the eminent 
cultural critic and proponent of motherly love F.V. Zappa, 
and others have appeared under the Aliquando imprint. 
Will’s love of early, baroque, and classical music is evinced 
by panegyrics to Bach and Haydn, and texts by Thomas 
Campion, François Couperin, and Franz von Schober, 
who penned the poem serving as the text for Schubert’s 
lied An die Musik. 
Indeed, we may draw an analogy from music to 

Will’s achievements in design, and to his method in 
approaching a text. Rather than impose an abstract 
desideratum on the arrangement of text, reducing it 
to a single voice, Will listens to what the text says and 
arranges it in a harmonious accord. The arrangement, 
in its use of colour and its composition, functions with 
the text like a polyphony; its subtle variations and inner 
melody produce a distinct visual space, but with the 
voice of the text itself, and the attention of the reader, an 
integrated and harmonious whole emerges. Or, put more 
simply, Will’s work is like “orchestrating from an open 
score.” The books speak (or sing) for themselves. 

 

For me, 
the making of a book is not an 
exercise in using craft skills but 
a constant attempt, through 
the use of materials and 
graphic elements, to respond to 
a text and to try to keep faith 
with the author’s message. 
Each new work demands 
renewed skills and offers new 
discoveries and new responses 
to the author’s words. 

- Will Rueter, from his 
Artist’s Statement in Ink 
Paper Lead, Board Leather 
Thread.

Type          
is like music in having its own 
beauty and in being beautiful 
as an accompaniment and 
interpretation; & typography 
can be used to express a 
state of the soul, like the 
other arts and crafts. But 
like them it is too often used 
mechanically, and so the full 
expressiveness of this medium 
is often unrealized. If it is 
used according to a rule or 
recipe, it becomes dull and 
loses vividness. To be sure, type 
appears at first to be a rigid 
medium; but like other rigid 
media, it is plastic to the living 
spirit of the craftsman. 

- J.H. Mason

1 See items 7 & 8. 



11

X THE ALIQUANDO PRESS

One of 15 Deluxe States signed by Richard Outram and Barbara Howard

1. OUTRAM, Richard. Seer.
Toronto: The Aliquando Press, 1973. Octavo, 22.7 x 13.7 
cm. Cased in quarter brown morocco, with five raised 
bands, red and purple French marbled paper covered 
boards, title stamped in gilt to the upper cover, and rust 
Strathmore Artlaid endpapers. Unpaginated [40 pp.]. A 
minor split of roughly 2.5 cm to the lower part of the 
front hinge, along with some faint showing of the sewing 
supports along the same hinge, else a fine copy. Set in 
Janson, with Open Kapitalen used for display, and printed 
on Carlyle Japan paper. Illustrated with six drawings by 
Barbara Howard, printed by offset at The Coach House 
Press. One of 100 copies, of which this is number 15 of 
15 copies issued in a deluxe binding, and signed by both 
Outram and Howard on the colophon page. 

$400
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2. OUTRAM, Richard. Railway. I seem always to have lived somewhere | On the left side of the 
tracks. …

Toronto: The Aliquando Press, 1973. Single sheet of blue Byronic text paper, 22 x 37.5 
cm, printed on both sides in Octavian italic type. A fine copy. One of 50 unnumbered 
copies. [The Aliquando Century, BQ 3.]

$50

3. FARLEIGH, John. Wood Engraver. 
[Toronto: The Aliquando Press, 1973]. 
Trigesimo-secundo (32mo), 10.7 x 7.5 
cm. Sewn into beige paper wrappers, 
with printed title in green and line cut 
reproduction of a wood engraving by Jost 
Amman in brown to the upper cover. 
Unpaginated [pp. 8]. A fine copy. The text, 
which is excerpted from Farleigh’s Graven 
Image (1940), was set in Janson, with Wilhelm 
Klingspor-Schrift used for the title and 
display. Printed to greet the Typocrafters, 
October 1973. One of approximately 100 
unnumbered copies.

$45
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4. LOCHHEAD, Douglas. 
Prayers in a Field.     
Toronto: The Aliquando Press, 
1974. Duodecimo, 15.5 x 10.5 
cm. In brown Swedish Ingres 
Tumba paper wrappers, 
with printed title and line-
cut illustration to the upper 
cover, printed lettering to 
the spine, and orange Curtis 
Rag endpapers. Pagination 
to the text pages only (10 
pp.), [24 pp. in total]. A fine 
copy. Set in Joanna type, and 
printed on Curtis Rag paper. 
Illustrated with five line-cuts 
after drawings by Paulette Dennis. One of 125 copies, of which this is number 92 of 110 
copies issued in paper wrappers. [The Aliquando Century, BK 28.]

$100
5. WYLE, Florence. The Shadow of the Year. 
Toronto: The Aliquando Press, 1976. Octavo, 24.5 x 16 cm. Cased in quarter brown 
linen, with Sudare paper covered boards, patterned with alternating vertical bands of 
cream and brown, and printed paper title label to the spine; orange Torinoko endpapers. 
Unpaginated [32 pp.]. Some mild toning to the spine label, and very faint wear to 
the paper covering at the lower outer corner of the upper cover, else a fine copy. 
Set in Trajanus type and printed on Hopper Sonata paper. Illustrated with five wood 
engravings by Rosemary Kilbourn, including the frontispiece vignette, which has been 
printed in 
orange. One 
of 125 copies, 
of which this 
is number 91. 

[The Aliquando 
Century, BK 31.]  

$175
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6. [PENDENYS, Arthur; pseudonym 
of Arthur Lee Humphreys].                         
A Letter to William Morris. 
Toronto: The Aliquando Press, 1979. 
Oblong Vicesimo-Quarto (24mo.), 9 x 13 
cm. In light greyish-teal Torinoko paper 
wrappers, sewn not to show, with 
printed paper title label, ornamented 
with a red border of Bradley dingbats, 
to the upper cover; matching Torinoko 
endpapers. Unpaginated [24pp.]. A fine 
copy. Set in Pendenys’ favourite type, 
Janson, and Tell Text No. 5; the latter type face was one of the Smithsonian’s Revival 
Types, and was cast from the Smithsonian’s matrix collection in association with the Out 
of Sorts Press and Letter Foundry; it is modelled after Kelmscott’s Gothic type. One of 
100 unnumbered copies. [The Aliquando Century, BK 41.]                                                     $70

DELUXE STATE

7. MULDER, Anne H.; Louise Weyerman, trans. A Book Was a Life. 
Toronto: The Aliquando Press, 1979. Octavo, 23 x 14.5 cm. Cased in quarter white 
Tyvek, with decorated paper covered boards, printed paper title label to the spine, and 
burgundy endpapers; the tan covering paper, patterned similarly to Batik in orange 
and black, was produced by lithography after a design by Georg Rueter. Housed in a 
Japanese paper covered slipcase matching the endpapers, with printed paper label to 
the spine. Unpaginated [24 pp.]. A fine copy. Printed in Jessen-Schrift type, with Modern 
Text display printed in red, and fleurons, used as pilcrows, printed in blue. One of 
100 copies, of which this is number 7 of 10 copies issued in the Deluxe binding. [The 
Aliquando Century, BK 42.]

$125

These extracts from ‘Tussen Keulen en Parijs’ were produced to commemorate a visit to the Sint 
Walburgskerk library during a remarkable trip through Holland in March 1979.  1    
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8. MULDER, Anne H.; 
Louise Weyerman, 
trans. A Book Was a 
Life.
Toronto: The Aliquando 
Press, 1979. Octavo, 
23 x 14.5 cm. In 
blue Fabriano paper 
wrappers, with silver-
stamped title and 
line-cut illustration, 
printed in red, after 
a medieval woodcut 
to the upper cover; 
burgundy endpapers. 
Unpaginated [20 pp.]. 
Some mild shelf wear 
to the edges of the 
covers, else a fine copy. 
Printed in Jessen-Schrift 
type, with Modern Text display printed in red, and fleurons used as pilcrows printed in 
blue. One of 100 copies, of which this is number 96 from 90 copies issued in wrappers. 
[The Aliquando Century, BK 42.]

$75
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DELUXE STATE
9. COBDEN-SANDERSON, T.J. Credo.

Toronto: The Aliquando Press, 1980. Octavo, 
22 x 13.5 cm. In half yellow-ochre cloth fore-
edge binding, with Cockerell marbled paper 
covered boards, printed paper title label to 
the spine, and dark orange-ochre Torinoko 
endpapers; top-edges cut, others uncut. 
Unpaginated [24 pp.]. A fine copy. Set in 
Monotype Bembo and printed on Frankfurt 
White moulded paper. One of 15 Deluxe 
copies, of which this is number 1. From a total 
edition of 100 copies. [The Aliquando Century, 
BK 44.]

$200

Printed to commemorate the 140 anniversary of 
Cobden-Sanderson’s birth.

10. COBDEN-
SANDERSON,  T.J. 

  Credo.   
Toronto: The 
Aliquando Press, 1980. 
Octavo, 22 x 13.5 cm. 
In orange Strathmore 
Grandee paper 
covers, with blocked 
lettering in yellow and 
blind to the upper 
cover, and yellow 
Torinoko endpapers.  
Unpaginated [24 
pp.]. Some mild wear 
to the spine, and 
faint evidence of an 
intractable staple 
seeking freedom from 
the text block, else 
a fine copy. Set in 
Monotype Bembo and printed on Fine Art Etching paper. One of 85 copies issued in 
paper covers, of which this is number 47. From a total edition of 100 copies, of which 
15 were issued in a Deluxe binding and printed on superior paper (see above). 
[The Aliquando Century, BK 44.]                                                                                                $75
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11. SHAKESPEARE, William; selected by William Rueter. 
A Garland of Love. A Selection from the Sonnets.   
Toronto: The Aliquando Press, 1980. Octavo, 23 x 16 cm. 
Cased in quarter teal cloth, with Italian floral patterned 
paper covered boards, printed paper title label to 
the spine, and greyish-teal Ingres Tumba endpapers. 
Unpaginated [28 pp.]. A few minor bumps and scuffs to 
the title label, and the covering paper at the upper outer 
corner of the lower cover, else a fine copy. Set in Menhart 
Roman type, with Monument for display, and printed 
on Nideggen mouldmade paper. The page heads are 
ornamented with fleuron rules, printed in various colours, 
and the title on the eponymous page is set within a circle 
of fleurons, printed in gilt. One of 100 copies, of which 
this is number 90. [The Aliquando Century, BK 46.]

$175

This poignant collection of Shakespeare’s sonnets was dedicated to the memory of the 
printer’s late wife Marilyn.    

12. LEVENSON, Christopher (selected and translated by). Seeking Heart’s Solace. An 
Anthology of Sixteenth & Seventeenth Century Dutch Love Poems. 
Toronto: The Aliquando Press, 1981. Octavo, 23 x 14 cm. Cased in quarter yellow-ochre 
cloth, with pink marbled paper covered boards, printed paper title label to the spine, 
and brown Ingres Tumba endpapers. [7], 8- 49, [3] pp. Mild rubbing to the corners of 
the covering paper, else a fine copy. Set in Poliphilus types and printed on Zerkall 1 
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Nideggen mouldmade paper. Ornamental rules printed in yellow to the page heads, 
with opening Initials printed in purple over yellow ornaments on each page of text. 
One of 100 copies, of which this is number 60. [The Aliquando Century, BK 47.]

$135

The printer offers this book as a tribute to the life and artistry of Willem Gerard Hofker | 1902- 1981.

13. Von COLIN, Henrich Joseph. To Joseph Haydn | on the Occasion of the Performance of 
“The Creation’ in the University Auditorium, Vienna, 27 March 1808 | Translated by A.P. Dierick. 
Toronto: The Aliquando Press, 1982. Squarish Duodecimo, 16 x 15.5 cm. Cased in stiff 
card, covered in Ludo grey Strathmore Grandee paper, with printed paper title label to 
the upper cover, and khaki endpapers. Unpaginated 
[16 pp.]. Some toning to the covers, especially along 
the spine and edges, else a fine copy. Set in Jessen-
Schrift, Trajanus, and Wilhem Klingspor Schrift 
types, and printed on the same paper as that used 
for the covers. The original German text is set 
parallel to the English translation, with the former 
occupying the versos and the latter the rectos; both 
texts are bordered by arrangements of dingbat 
ornamentation, printed in yellow and green to the 
page heads and feet. One of 75 unnumbered copies. 
[The Aliquando Century, BK 50.]                                 $100

“Produced in joyful celebration” of the 250th 
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DELUXE STATE

14. RUETER, William. Order Touched with Delight | Some personal observations on the 
nature of the private press with an account of The Aliquando Press newly revised by William Rueter 
and printed at The Aliquando Press.  
Toronto: The Aliquando Press, 1982. Duodecimo, 17 x 12.7 cm. Cased in quarter teal 
cloth, with variegated green paste-paper covered boards, printed paper title label to 
the spine, and teal Strathmore endpapers. Unpaginated [24 pp.]. A fine copy. Set in the 
Press’s first typeface, Bembo, with Codex for display and section openings decorated 
with Primula ornaments, both printed in green; printed on Curtis Ragston paper. The 
paste-paper used for the covers was made by the Danish bookbinder Ingeborg Börjeson, 
who is noted for her decorated and marbled papers. One of 100 copies, of which this 
is number 16 of 20 copies issued in a Deluxe binding and printed on superior paper. 
Signed by the printer (and author & binder!) on the colophon page. [The Aliquando 
Century, BK 52.]

$200

15. RUETER, William. Order Touched with Delight | ...
Toronto: The Aliquando Press, 1982. Duodecimo, 15.5 x 12.5 
cm. In teal Fabriano paper wrappers, with title printed in 
a lighter green to the upper cover. Unpaginated [24 pp.]. 
Two barely perceptible nicks to the edges of the covers, 
else a fine copy. Set in the Press’s first typeface, Bembo, 
with Codex for display and section openings decorated 
with Primula ornaments, both printed in green; printed 
on Zephyr Antique paper. One of 100 copies, of which this 
is number 99. [The Aliquando Century, BK 52.] 

$125 
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16. Von der VOGELWEIDE, Walther. A Stroke 
Upon the Sea. Selected and Translated by Jan 
Schreiber. 
Toronto: The Aliquando Press, 1984. Octavo, 24 
x 15.5 cm. Cased in quarter purple Momi paper, 
with maroon Momi paper covered boards, 
printed paper title label to the spine, linocut 
illustration printed in black to the upper cover, 
and crimson endpapers. Unpaginated [48 pp., 
with tipped-in erratum slip to p. 19]. A fine 
copy. Set in Jessen-Schrift and Trajanus types, 
and printed on Nideggen paper. Embellished 
with accents for the High German text and 
long descenders for the Trajanus type, designed 
by the printer, and cut and cast by Paul Hayden 
Duensing. Illustrated with four linocuts by 
William Rueter, one to the title page and the 
others comprising the section openings. One 
of 85 copies, of which this is number 62. [The 
Aliquando Century, BK 58.]     

$200

Parallel texts of the original High German and 
the English translation. 
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17. BACH, Carl Philipp Emanuel; A.P. Dierick, trans. A 
Portrait of Johann Sebastian Bach. Toronto: The 
Aliquando Press, 1985. Octavo, 22.5 x 13.5 cm. Cased 
in quarter indigo cloth, with blue and gilt accented 
marbled paper covered boards, and printed paper 
title label to the upper cover, and ochre endpapers. 
Unpaginated [24 pp.]. A fine copy. Set in Bembo, with 
Wilhelm Klingspor Schrift, printed in blue, for display. 
Unknown ornaments, printed in green, used for page 
head and foot borders, along with rules printed in red. 
Printed on Mohawk Letterpress paper. Illustrated with 
a wood-engraved frontispiece portrait of Bach by Pam 
G. Rueter, printed from the block. One of 100 copies, of 
which this is one of an unknown number hors commerce 
(marked ‘h/c’ on the colophon page). [The Aliquando 
Century, BK 60.]

$150
Printed to celebrate the tricentenary of Bach’s birth.
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18. CAMPION, Thomas. Ten Songs.
Toronto: The Aliquando Press, 1987. Octavo, 20.5 x 
13.5 cm. In folded rust Tweedweave paper wrappers, 
reinforced with stiff card stock pasted to the inside, 
matching endpapers, and printed paper label to the 
upper cover. Unpaginated [20 pp.]. Mild wear, with 
one small bump, to the bottom edges of the covers, 
else a fine copy.  Set in Garamont type, and printed 
on Mohawk Letterpress Text paper. Embellished with 
ornamented rules to the page heads, printed in green, 
and initials printed in red to the opening of each page of 
text. One of 70 copies, of which this is number 38. [The 
Aliquando Century, BK 65.]

$100

19. BUSON, Yosa. Night Blooming Plums. Haiku by Yosa Buson selected and translated by 
Kenneth L. Richard. 
Toronto: The Aliquando Press, 1988. 
Octavo, 20 x 14 cm. In five-hole 
Japanese stab binding (a variation of 
the traditional Yotsume toj), with stencil 
pattern chiyogami paper covers, sewn 
with maroon thread, printed title label 
to the upper cover, and maroon Azuki 
washi endpapers. Unpaginated [20 
double leaves (or 40 pp.), with four 
bound-in single leaves of various papers 
to mark the section breaks.]. A fine copy. 
Set Menhart Roman type and printed on 
Mogami paper. Brilliantly designed and 
arranged, with the original Japanese text 
appearing with the English translation 
on each page, but with the translation 
appearing in italic, and printed in 
colours corresponding with the mood 
of the season: spring appears in green, 
summer in blue, autumn in gold, and 
winter in pewter. Each cycle of poems 
is divided by a leaf of paper, corresponding in colour to the season and the colour 
in which the text is printed. The ‘seasonal interlude’ papers are green Chigiri gami 
for Spring, blue Ai for Summer, gold Unryu for Autumn, and white Tairei for Winter. 
Calligraphy by Fumiko Nikaidō, reproduced as a line-cut, used for the title. One of 70 
copies, of which this is number 15. [The Aliquando Century, BK 70.]                                  $225
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20. SCHREIBER, Jan. Acoustics.
[Toronto]: The Aliquando 
Press, 1993. 10.5 x 17 cm. 
Cased in green suminagashi 
paper covered boards, 
with an offset-printed 
silver pattern resembling 
a topography of rivulets, 
streams, and rivers, purple 
title label to the upper 
cover, and black sumegashi 
endpapers. Unpaginated 
[9 fore-edge folded leaves, 
or 18 pp., printed, save for the first and last leaf, on one side only]. A fine copy. Set in 
Unciala type with Monument used for initials, and printed on nine different colours of 
handmade sumegashi paper. One of fifty unnumbered copies. [The Aliquando Century, BK 
76.]

$100
Rather than using a traditional title page, Rueter has cut-back and arranged the nine 
variegated leaves in order from narrowest to widest, so that, when viewed from the 
opening, the display Initials printed on each leaf form the title ACOUSTICS. This brilliant 
arrangement is so effective that, upon first glance, I took the poem for an acrostic, for 
the display Initial and the opening letter coincide on several pages.       

21. CODAX, Martim. Cantigas de Amigo. 
Toronto: The Aliquando Press, 1996. Octavo, 23 x 
14.5 cm. Cased in variegated green silk covered 
boards, with printed paper title label to the spine, 
and light teal endpapers. Unpaginated [32 pp., + 3 
bound-in leaves of an unidentified Japanese paper, 
bearing illustrations on both sides.]. A fine copy. Set 
in Samson Uncial, Nicolas Jenson, and Cloister Old 
Style types, and printed on Mohawk Letterpress 
Text paper. Arranged in a parallel text, with the 
original Galician Spanish appearing in Samson 
Uncial on the versos, and printed in blue. Illustrated 
with three wood-engravings, some repeated, by 
William Rueter. One of 70 copies, of which this is 
number 66. [The Aliquando Century, BK 82.]

$230
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22. Haiku Seasons | Nature Celebrated in 
Japanese Poetry. 
Toronto: The Aliquando Press, 1997. 
Oblong Sextodecimo, 12.3 x 15.5 cm. 
In five-hole Japanese stab binding (a 
variation of the traditional Yotsume toj), 
stencilled cream paper covers with a 
repeat pattern of a six-petaled rosette 
in tan, printed paper title label to the 
upper cover, and mango endpapers. 
Unpaginated [22 double leaves (44 
pp.), of which 4 are blank sectional 
dividers of coloured mango paper.]. A 
fine copy. Set in Codex and Menhart 
types, and printed on Tatami paper in a range of colours. One of 100 copies, of which 
this is number 76. Comprising texts by Issa, Kikaku, Bashō, Sōchō, Mantarō, Garaku, 
Buson, Shōha, Santōka, Shiki, Ryōta, Shirao, Chora, Sōgi, Kitō, Taigi, and Gyōtai. [The 
Aliquando Century, BK 84.]

$175
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The Barbarian Press needs no introduction in these pages. But for the sake of 
comprehensiveness, and because we love their work, we will provide one. Barbarian 
Press was founded in 1977, in Boughton Monchelsea, Kent, by Crispin and Jan Elsted.  
The Elsteds were then completing their graduate studies in English Literature at the 
University of London, and an encounter with Graham Williams, sculptor and proprietor 
of the Florin Press, led to a meeting at the Shant pub in East Sutton, Kent, where 
printing and presswork were discussed. Williams introduced the Elsteds to traditional 
methods of printing books by hand, and with his guidance, the first Barbarian book was 
produced; a poem by Crispin entitled Five Decades for Harry and Frances Adaskin, printed in 
Bodoni roman and italic type, in an edition of 12 copies. While still in Kent, the Elsteds 
produced a more involved book, Fourteen Changes on a Soa of Huang Bau-Xi, this time 
under the direction of Bill Hummerstone at the Stellar Press. A year later, the Elsteds 
returned from England to British Columbia, laden with three hand presses, two Albions 
and an Imperial, some drawers of type, “four cats, two oil paintings,… no doctorates”, 
and a sizeable freight bill. Forty years later, the Elsteds have printed 45 books, and have 
established their reputation as one of the finest Private Presses in operation. 
The Elsteds elect to print books in two areas. Firstly, they print works in translation, 

often of poetry, that they feel are underrepresented in English. Secondly, they print 
editions of texts which already occupy a place of significance within the Western Canon, 
and as they describe, “hold a place in our affections”. “We make the kinds of books we as 
individuals believe in; we make the books we want to see before our eyes & hold in our hands… After 
a quarter-century of making books, & a lifetime of reading literature, we are drawn to the texts which 
inspire us to dedicate the countless hours of editing, designing, setting, & printing required. To put 
it plainly, they are worth it.” (Jan Elsted, from her Introduction to Hoi Barbaroi. A Quarter-
Century at Barbarian Press.)
Both types are typically presented with illustrations, which the Elsteds commission. 

So in addition to the two types enumerated above, we might add a third: books with 
wood engravings. In 1995, the Elsteds published Endgrain: Contemporary Wood Engraving in 
North America; as the title suggests, Endgrain surveyed the works of over 100 artists, from 
Canada and the United States, working in the medium of wood engraving. The works 
appearing in Endgrain were selected by the artists represented and were printed from the 
original blocks. The success of Endgrain spurred the Elsteds to develop an eponymous 
series devoted to retrospectives of contemporary wood engravers. Four books to date 
have been printed as part of Endgrain Editions, focusing, in order of appearance, on the 
work of Gerard Brender à Brandis, Abigail Rorer, Peter Lazarov, and Simon Brett (see 
item 24). Aside from Endgrain, the Elsteds continue to champion the medium of wood 
engraving in their works. The Press has produced the complete poems of Rufinus with 
engravings by Wesley Bates; Theresa Kishkan’s novella Innishbream illustrated by John 
DePol; and editions of The Eve of St. Agnes, Venus & Adonis, and eight of Keats’ odes with 
illustrations by Andy English. Simon Brett has illustrated Prothalamion & Epithalamion, and 
notably, The Play of Pericles. And with the initiative and support of Richard Landon, the 
Elsteds produced an edition of Viscount Grey of Fallodon’s The Charm of Birds, illustrated 
with engravings printed from the original wood blocks made by Robert Gibbings in 1927. 
Selecting texts and editorial work is a joint effort. Crispin designs the books and sets 
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the type by hand, and Jan does the presswork. 
Forwards, Afterwords, Introductions, Endnotes, 
and textual notes are frequently provided by 
Crispin; his notes are perceptive, apposite, 
and illuminating; they display erudition and 
a scholarly rigour, but with his command of 
phrasing and rhythm, Crispin adeptly evades the 
dryness and banality of academic prose. 
The character of the Press is conservative 

rather than experimental. All of the elements 
of Barbarian books, suggestion, evocation, and 
presentation, work with a subtle reciprocity to 
create a unitive whole, without encumbering the 
movement of the words themselves.  Enough 
repose is left for the images to reign free, and 
float off the page. Utile dulci.

2 See item 26. 

We make our books 
to be 

read, not merely looked at. We feel that 
nothing should come between the text 
and the reader, and it is our view that 
typography should have, in Robert 
Bringhurst’s phrase, ‘a statuesque 
transparency’: like good film music, the 
best typography is effective to the degree 
that it is unobtrusive – supporting, not 
supplanting, the principal experience 
of the reader. Private press printing 
is a craft, not an art. The design and 
making of beautiful books is only 
secondarily a matter of self-expression; 
its first excellence is to serve the author 
and the reader.
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We offer, as our first publication here in canada, the Albion Broadsheets.

 - CRISPIN & JAN ELSTED, from the prospectus.

23. [BARBARIAN PRESS] Albion Broadsheets. 
[Mission, B.C.]: Barbarian Press, 1980-1981. 
Folios, 51 x 33 cm. 12 broadsides, printed 
in a variety of types on handmade papers 
of various sizes and kinds. A fine set; 
lacking the cloth covered box offered as 
an option to subscribers. Each broadside 
is enclosed in a gatefold of Japanese paper, 
and mounted to a folder of coloured 
Strathmore or Tweedweave Cover paper, 
with printed paper label to the upper 
cover of each. A descriptive colophon slip 
accompanies each broadside, pasted to the 
inside of the upper cover. Limited to 75 
copies, of which 50 were for sale. Poems by 
Helen Adam, Robert Bringhurst, Andrzej 
Busza, Crispin Elsted, Ian Hamilton Finlay, 
Alexander Hutchison, Theresa Kishkan, 
August Kleinzahler, Dennis Lee, John Pass, 
Kenneth Rexroth, and Diane Wakoski. Bringhust’s poem, The Knife in the Measure: 
Variation on a Theme from Li Shang-yin, is accompanied by a brush rendering of Shang-
yin’s original poem by master calligrapher Yim Tse; the Elsteds reproduced Tse’s 
calligraphy by line block.                                                                                                   

$800

1

X BARBARIAN PRESS
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This was the first major 
production of the press, 
& it took much longer 
than we had hoped. The 
presswork on all but the 
first three broadsheets was 
entirely JE’s, & it was with 
this publication that she 
established her domain 
as the pressroom; she also 
designed five of the sheets 
(nos. 4, 7, 8, 10 and 11). CE 
designed the overall format 
& the other seven sheets. 
Since he was in Europe 
for the final six months of 
production, several of the 
sheets were designed over 
transatlantic telephone, 
a process which taxed our 
powers of description to the 
uttermost. This also meant 
that nine of the twelve 
sheets were handset by JE as 
well, giving her by far the 
lion’s share of credit for the 
production. 

- CRISPIN & JAN 
ELSTED.
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24. [BRETT, SIMON].  Simon Brett | An Engraver’s 
Progress. A Selection of Engravings | with an Introduction 
by the artist. 
Mission, B.C.: Barbarian Press, 2013. Folio, 39 x 27.5 
cm. Cased in quarter green cloth, with printed paper 
label to the spine, and green and white patterned 
paper covered boards, repeating Brett’s wood 
engraved monogram; rust endpapers, top edges 
cut, others uncut. A fine copy. The texts were set in 
Joanna type, with Fry’s Ornamented used for display, 
and printed in green and black on Zerkall Cream 
laid paper. The wood engravings, of which there are 
134, were printed from the blocks on Zerkall White 
Smooth paper. One of 175 copies, of which this is one 
of 120 unnumbered Standard state copies.

$1,000

‘to conceive [a subject] with that distinctness which is no longer 
reflection but feeling - an idea wrought back to the directness of sense, like the solidity of objects…’. 
That aspiration more or less sums up my experience as an engraver and my relation with the craft. The 
two sides of artistic ‘vision’, the visual and the visionary, should combine flawlessly. 
- SIMON BRETT
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When Simon Brett illustrates a 
book, he is a chorus guiding the 
reader toward understanding. He 
is both a perceptive & sympathetic 
commentator & an artist setting 
the story to glorious visual music. 
His insights inhabit the texts he 
illustrates, and whether reading 
an unfamiliar text such as Michael 
Justin Davis’s suite of poems To 
the Cross, or a more familiar one 
like Jane Eyre or Pericles, Prince 
of Tyre, Simon’s illustrations 
show the words brought 
forward into understanding 
and mutual humanity. In fact, 
what distinguishes Simon Brett 
from other illustrators is the 
extraordinary grasp of human 
frailty, greatness, and purpose 
which he demonstrates at every 
page. … 

As in a string quartet or a sonnet, 
the essential texture and gesture 
and line in Simon’s work allows 
every nuance of expression and 
effect, combines the purest formal 
balance with extreme flexibility 
of display, shows the interplay 
of shadows to reveal the things 
which cast them - and does all 
these things on an utterly human 
scale. His work has complexity, 
rich ambiguity, and extraordinary 
beauty, but always ends in clarity. 
Finally, one simply sees what is and 
listens to the stories.

- CRISPIN ELSTED, from the 
Publisher’s Foreword. 

We see thanks to light. And in artistic representation we 
show light through darkness. The whiteness of paper reads 
as light by the application of darker marks. Since my life 
began amidst the the encrusted darkness of soot-laden stone 
in the City of London after the Second World War, it is not 
surprising I became a wood engraver; for the process of 
engraving is the opposite, the letting of light into the pre-
existing darkness of the uncut block. Printing it imposes 
darkness back onto the light, black ink onto white paper as 
usual. Engravings are made of darkness: of ink on paper, 
darkness controlling light; from wood, from the tools used, 
and from the mind and heart of the artist. 

Good engraving (Ruskin also said) decorates a surface. I 
have always preferred an explanatory, ‘painterly’ surface 
to a perfectionist, calligrapher’s one; yet the surface is all 
one has. Good engraving decorates a surface. Errors not 
only destroy the form of the story, they mess up the pattern 
of the surface as well, the rhythm of strokes that translate 
the movements of the mind. The engravings that ‘come off’ 
without such blunders, without the mismatches between 
content and surface that threaten every moment of an artist’s 
life, without incompatibilities of gestural direction and 
evoked form that cannot be resolved… those are the ones to 
give thanks for. 

- SIMON BRETT, from the Introduction
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25. BARHAM, Richard. The Ingoldsby Legends 
| A Gallimaufry. Selected and Edited, with notes 
& an Afterword, by Crispin Elsted | Original 
Illustrations engraved by the Brothers Dalziel in 
London, circa 1870, from drawings by J.L.R. and here 
first published, printed from the wood. [Mission, 
B.C.]: Barbarian Press, 2015. Quarto, 23.5 x 20.5 
cm. Cased in quarter red silk, with patterned 
cream paper covered boards, printed paper 
label to the spine, cream endpapers, and red 
silk ribbon marker; top edges trimmed and 
cut, others untrimmed. pp. [11], 11- 165, [5, 
plus tipped in corrigenda slip]. A fine copy. 
Designed and set by Crispin Elsted, and 
printed by Jan Elsted, in Poliphilus and Blado 
type, with unidentified Victorian initials and 
Goudy Thirty for display; printed on Heine 
mouldmade paper. Illustrated with eight 
tipped in wood engravings by the Brothers 
Dalziel, printed from the blocks on Zerkall 
Smooth Cream paper. This is their first published appearance. The blocks are held 
in the Robertson Davies Library at Massey College; they were acquired by Roberson 
Davies and donated to the College during his tenure there as Master. The blocks 
were made available to the Elsteds through the facilitation of  Brian Maloney and P.J. 
MacDougall, printer and librarian at Massey respectively. One of 90 copies, of which 
this is one of 45 unnumbered Standard Edition states. 45 copies of the Deluxe state 
were also issued. 

$525
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“It has been a pleasure for us to 
spend some time with the Reverend 
Mister Barham, this slightly batty, 
warm-hearted, voluble parson, 
and to revisit a few favourites from 
these quirky, zany, irrepressible 
Ingoldsby Legends, which show so 
absolutely the teeming liveliness of 
the Victorian imagination - their 
love of stories, their delight in 
the absurd, & their unassuming 
self-confidence. For all the 
horrors of their age, the crippling 
ignorance of their colonial policy, 
& the rampant capitalism of 
the new bourgeoisie, much of 
what the Victorians attempted 
or accomplished shows good 
conscience. However much their 
class structure was held up to shame 
in the face of the appalling poverty 
and living conditions of the urban 
poor, their religious belief called 
into serious question by developing 
science, or their use of technology 
impugned by the beastliness of the 
conditions under which industrial 
workers lived and died, as a society 
they tried continually to make 
things better for others, as well as 
for themselves. Even today, the 
debates & political manoeuvrings 
around the Reform Acts of the 1830s 
would make salutary reading for 
our politicians. Here in the 21st 
century, with our violent desire 
to have come from somewhere 
clashing with our mortal terror of 
going nowhere, the Victorians seem 
comfortingly certain.” 

- CRISPIN ELSTED, from his 
Afterword.
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26. KEATS, John. Fancy: 8 Odes of John Keats. Wood 
engravings by Andy English. 
[Mission, B.C.]: Barbarian Press, 2015. Octavo, 18.3 
x 14.5 cm. Cased in quarter green silk, with cream 
paper covered boards, patterned with alternating 
columns of printers’ rules and fleurons in red and 
green, printed green paper title label to the spine, 
and matching green endpapers; top-edges cut, others 
uncut. Unpaginated [88 pp.]. A fine copy. Designed 
and set by Crispin Elsted, and printed by Jan Elsted, 
in Poliphilus and Blado type, with Poliphilus Titling 
for display, on Zerkall Book White mouldmade paper. 
Illustrated with sixteen wood engravings by Andy 
English, printed from the blocks. Each of the eight 
poems occupies its own section, and is preceded by 
a wood engraved head-piece by English; each head-
piece helps to prefigure, rather than simply illustrate the verse. The opening stanzas 
appear in display, and are printed in various colours, with each colour evoking the 
particular emotional timbre of the verses to follow. One of 140 copies, of which this is 
number 59 of 90 copies belonging to the Regular state.                                              $430

We are grateful beyond all measure to Andy English, who, without seeming to draw breath, agreed 
to produce sixteen engravings at very short notice, serving fine suggestions, and volleying our returns 
with insouciance. This is the third book we have published with him, and he moves from strength to 
strength. 

(from the colophon.)       
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27. CAVAFY, C.P. The Splendour of a Morning | Early 
Poems of C.P. Cavafy | Translated from the Greek by David 
Smulders | Greek text edited by Anthony Hirst | with five 
wood engravings by Peter Lazarov. 
[Mission, B.C.]: Barbarian Press, 2016. Tall Octavo, 27.5 

x 15.3 cm. Cased in split boards, with dark blue silk 
spine bearing a printed paper label, matching silk 
corners, pale blue paper over boards, and printed 
device bearing Cavafy’s name in Greek majuscules to 
the upper cover; endpapers of a paler blue than that 
of the covering paper; top edges cut and trimmed, 
others untrimmed. pp. [14], xi-xiv, [2], 3-73, [5 + 
tipped-in corrigenda slip to the recto of the final rear 
blank]. A fine copy. Set in three of Jan van Krimpen’s 
types: Antigone and Van Dijck for the text, and Open 
Kapitalen for display; printed on Zerkall Smooth 
White Wove. Illustrated with five wood engravings 
by Peter Lazarov, printed from the blocks. One of 
100 copies for sale.                                                     $500

Presented as a parallel text, with the Greek printed in Antigone on the versos, and 
Smulders’ translation into English appearing on the rectos in Van Dijck. Open Kapitalen 
initials used for the opening to each poem, in both the Greek and English.

1
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The Splendour of a Morning is a project which 
almost literally fell into our laps. Paul Razzell, 
past editor of Parenthesis in North America and 
proprietor of the far too short-lived Inferno Press, 
had chosen some years ago to publish a manuscript 
of thirty-seven of Cavafy’s poem in translations 
by a friend, David Smulders. Smulders had been 
living and working in Greece some years before, 
and having become fascinated with Cavafy’s 
poems he had translated some of his favourites 
for his own pleasure. Paul approached us to ask 
about possible illustrators for his edition, and we 
recommended Peter Lazarov, who subsequently 
provided Paul with five engravings.

Unfortunately Paul’s increasingly busy life 
continued to hamper his every attempt to get the 
book into production. He had designed the book 
by the time he decided, most regretfully, that he 
would have to close his press, at which point he 
offered the project to us. We accepted gratefully.

Paul’s plan was to publish the translations in a 
slim book with Peter’s engravings, a plan we were happy to embrace. However, at about this time a 
friend and subscriber to the press who was aware of our desire to add some commercially unavailable 

types to our collection offered to fund the striking 
of new matrices for two faces from the Monotype 
Corporation in England. One of these—a type we 
had hankered after for many years—was Jan van 
Krimpen’s Antigone, a Greek face of great beauty.

Consequently we redesigned the book, and we 
are introducing our new Antigone in this selection 
of Cavafy’s poems, which is published in Greek 
with the English translations en face set in van 
Krimpen’s Van Dijck. We were most fortunate to 
receive Anthony Hirst’s permission to use his Greek 
edition of Cavafy’s poems, first published in 2007 
by Oxford; more than that, Mr Hirst generously 
offered to proofread the Greek texts for us. Peter 
Lazarov’s five engravings are printed from the 
wood. David Smulders, the translator, has at our 
request provided an Introduction and one further 
translation (‘Ithaka’).

- JAN & CRISPIN ELSTED
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28. BRINGHURST, Robert. How 
It Goes | A Convocation Address. 
[Mission, B.C.]: Barbarian 
Press, 2017. Crown Quarto, 
23.4 x 19.2 cm. Sewn 
with orange thread into 
St. Armand Canal Sisal 
Cucumber wrappers, with 
four Chinese characters 
printed in red to the upper 
cover. Unpaginated [pp. 12]. 
A fine copy. The text was 
set in Garamond type, with 
Tiern for display, and printed 
on Heine moulded paper. 
Bringhurst quotes in several 
places from Línjì Yìxuán, a 
ninth century Zen master; 
Yìxuán’s aphorisms have 
been rendered in Latin characters within the body text, but are also reproduced 
in Chinese characters as shoulder-notes, printed in red, from photopolymer plates 
produced by David Clifford of Black Stone Press. One of 120 copies.                                                                                        

                                                      $40
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See items 27, 26, & 24. 
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Blind Pig Press was founded in 1991, in St. Catherine’s, Ontario, upon the proprietor’s 
graduation from the Nova Scotia College of Art and Design, and at the insistence of Bill Poole. The 
Press was set up to provide ‘hand-on’ typographic experience and experiment and to have fun. Design, 
hand type-setting, printing, illustration, binding and sometimes writing are done by the proprietor. 
To [October 1994] the press has produced three books (with a fourth stated for December 1994), three 
Wayzgoose signatures and much ephemera. Humour and spiritual themes provide most of the fodder 
for texts.
- GREGORY SMITH, in Fine Printing: The Private Press in Canada, Toronto: CBBAG, 1995.

29. CHESTERTON, G.K. The Flying 
Stars. A Father Brown Mystery Story. 

[St. Catherines, Ontario; Grimsby, 
Ontario]: Blind Pig Press [printed 
at the Poole Hall Press], 1995. 
Oblong Quarto, 25.5 x 17 cm. 
Cased in quarter blue cloth, with 
cream paper covered boards, title 
blocked in blind to the upper 
cover, and blue endpapers. [6], 
23, [3] pp. A fine copy. Set in 
Monotype 38-E (Goudy Light 
Old Style) and italic and printed on an unspecified paper made at Crown Mills, St. 
Catherine, Ont., and supplied by Gordon Sisler. One of putatively 18 unnumbered 
copies printed. The present volume was set by Greg Smith in his living room (with, as 
he mentions in the colophon, the assent and “infinite patience” of his wife Gail), and 
was printed on Bill Poole’s nearby 10 x 15 Chandler & Price press.

$100

30. [BLIND PIG PRESS, attributed to].       
We Don’t Smoke.
[St. Catherines, Ontario: Blind Pig 
Press, s.a.]. Single sheet of light salmon 
rag paper, 29 x 21 cm., printed on the 
recto only. Cloth ring mounted to the 
verso for convenient hanging. A fine 
copy. 

$25
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Gerard Brender à Brandis is a wood 
engraver and book-wright who 
resides and works in Stratford, 
Ontario. He prefers, and emphasizes, 
the designation of ‘book-wright’ 
over ‘printer’, ‘press proprietor’, or 
‘book-artist’. For Brender à Brandis, 
the making of books is an integrated 
activity, involving a reciprocal balance 
of essential elements: illustration, 
type-setting, inking, paper making, 
dying, decoration, weaving, and 
binding are all integral parts of his 
process as an artist. To prioritize any 
one of these tasks above the others 
would be to undermine the unity of 
the book. 
Brender à Brandis founded the 

Brandstead Press in Carlisle, Ontario, 
in 1969. From 1969 until 1988 he 
produced 30 books under this imprint, and has since published under his own name. 
His initial aim in founding the Press was to establish a site in which his wood engravings 
would receive an appropriate presentation. When I first encountered Brender à Brandis 
at his Stratford studio, he explained that the book is preferable to a glass fronted frame; 
for a book creates no barrier between the viewer and the work. Framed only by the 
margins, or set within an interplay of text and illustration, the viewer can better see 
the engraving’s subtle play of lines, the reciprocity of ink and paper, and the texture of 
the end grain. The book affords the engravings a more intimate setting and allows the 
viewer to appreciate it as not only a visual but also tactile medium. “Now I see a book, not 
as a collection of individual prints bound together, but as one unified work of art, with visual and 
intellectual and tactile dimensions enriching one another.” (Reader, Lover of Books, Lover of 
Heaven, Toronto: 1978, p. 26). The book also introduces a temporal dimension to the 
works, of duration and passing away. For when viewed successively, the images begin to 
impress a narrative upon the viewer: “when I plan a book I plan a sequence of communication, 
an experience with an element of passing time, a production with a beginning, middle, and end, with 
a certain rhythm and climax, much like a small theatrical production.” (Wood, Ink & Paper. Erin, 
Ontario: Porcupine’s Quill, 2001. p. 10)
Gerard’s work focuses primarily on small fauna, landscapes, and especially botanical 

subjects; save for a few self-portraits, his engravings seldom depict human subjects. 
These small subjects suit Brender à Brandis, for their scale befits the detail of his lines. 
His process begins with preliminary sketches drawn from the subject, in which he 
defines outline and tone, but carefully avoids adding texture. Texture returns to the 
subject only with the contact of the burin and graver, as Gerard carefully traces the 
articulation and play of light on plant veins, stalks, sprigs, petals, or bark.
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Brender à Brandis frequently collaborates with his sister Marianne Brandis and has 
illustrated seven of her texts to date. He prints his texts and engravings on an 1865 
Albion hand press, which is housed together with some drawers of type, a desk where 
he works at his engravings, and a rack where printed sheets hang to dry on clothes pins, 
in a small, meticulously kept room off the foyer of his 1866 cottage home. Since 1995, 
Gerard has set his texts in Libra, an uncial designed by S.H. de Roos for the Amsterdam 
typefoundry. His choice of type accords with the pause and measured pace that the 
reader is encouraged to follow in taking in his engravings. Appropriate for an artist 
denizen of Stratford, he has illustrated every flower and instrument mentioned in 
Shakespeare’s corpus. As a lover of not only plants but also animals, Gerard refrains from 
using leather in his bindings, favouring linen instead. 

31. MacKENZIE, R.D. The Little Song | with wood 
engravings by G. Brender à Brandis. 
Carlisle, Ontario: The Brandstead Press, 1975. 
Small octavo, 16 x 12.5 cm. Cased in full grey 
linen, with printed wood engraved vignette 
to the upper cover, and brown endpapers; 
all edges untrimmed. Unpaginated [pp. 
54]. A fine copy. Set in Della Robbia type, 
and printed on handmade Barcham Green 
Maidstone rag paper. Illustrated with 30 
wood engraved vignettes by Gerard Brender 
à Brandis. One of 100 copies, of which this is 
number 37. 

$175
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32. A Pebble’s Journey | The Grand 
River Observed by two Artists | 
words by Marianne Brandis | wood 
engravings by Gerard Brender à 
Brandis. 
Stratford, Ontario, Canada: 
[Gerard Brender à Brandis], 2010. 
Oblong quarto, 22.5 x 26 cm. 
Cased in boards covered with 
variegated fabric spun, dyed, 
and woven by hand by the artist; 
the upper cover is decorated 
with a pasted arrangement of six 
small pebbles and two shells; tan 
vegetable dyed endpapers, also by 
the artist; all edges untrimmed. 
Housed in a tan linen covered 
solander box, with flax paper sides and lining. Unpaginated [pp. 48]. A fine copy. The 
set was set in Libra and printed on Saint-Gilles rag paper. Illustrated with 40 wood 
engravings by Gerard Brender à Brandis. One of 60 copies, of which this is number 31. 
Signed in pencil by Brender à Brandis on the limitation page.

 $1,100
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Before turning to printing, Alan Stein studied fine 
art at Humber College and the New School of 
Art in Toronto. He later trained for a year at the 
Burleighfield House, Loudwater, Buckinghamshire, 
under the eminent stained glass artist Patrick 
Reyntiens, and upon returning to Canada in 1977, 
undertook work in Toronto in designing and 
restoring architectural stained glass. We may find 
reflections of Stein’s work in stained glass in his 
vibrant hand-coloured frontispieces. 
It was Bill Poole who introduced Stein to 

presswork. Stein and his wife Charlotte moved 
out of Toronto for a few years in the early 1970s, 
relocating to the Niagara escarpment where 
they could “do the Mother Earth thing in the 
backwoods”. Poole operated his Press in nearby 
Grimsby, and the Steins were already acquainted 
with one of his sons, so it soon followed that he 
and Stein struck up a friendship. Stein became 
increasingly interested in the process of making 
books, and with Bill Poole’s guidance, he 
familiarized himself with the techniques of setting 
type and printing. 
These early seeds didn’t flourish until the Steins 

moved to Parry Sound, on the shore of Georgian 
Bay, in 1988. It was there that they opened a 
bookshop, and Stein founded the Church Street 
Press. Stein acquired some equipment, including 
a Vandercook #4 proof press, and some dusty 
type, furniture, ornaments, and a 10 x 15 Chandler 
& Price platen press from the son of a man who 
had operated a small commercial printing outfit. 
Stein began experimenting with relief illustration, 
focusing initially on linocut, but finding that the 
medium didn’t afford him the detail of line that 
he sought, he turned instead to end grain. His first 
book with wood engravings, and the second to 
appear under the Church Street imprint, Islands, 
was issued in 1994, in an edition of 25 copies. The 
book contained nineteen wood engravings, from 
sketches made during canoe trips along Georgian 
Bay and the Magnetawan and French rivers. 
To date, Stein has produced ten books, and has 

focused largely on texts of Canadian Poetry; he has 

‘In architecture as in all other 
operative arts, the end must direct 
the operation. The end is to build 
well. Well-building hath three 
conditions: Commoditie, Firmeness, 
and Delight’ (Sir Henry Wotton, 
The elements of architecture, 
1642.) 

I am partial to this maxim, which 
derives from Alberti’s insistence on 
‘utilitas, firmitas, venustas’ and 
ultimately from Vitruvius. Although 
writing about architecture, their 
thoughts on good design can be 
applied to many objects, including 
books. In my work I consider all 
three conditions essential. A book 
should be well designed with the 
typeface and the lay- out on the 
page chosen to make the text easy to 
read (i.e. functional and useful). It 
should be well made using materials 
which are harmonious and of high 
quality (i.e. solid and durable). It 
should be an object of beauty; the 
illustrations, the look and feel of the 
book should delight the viewer.Each 
of my books is a collaboration with 
an author and in each book I explore 
the relationship between the visual 
and written landscape. The selected 
poems or prose are set in a specific 
landscape. The author tells us about 
his or her experiences, the people 
and the history of a place.I explore 
the visual landscape in which the 
poems are set and the symbolism of 
the words. The concept for the design 
of the book, the illustrations and 
the materials used to make the book 
come out of this exploration.

- ALAN STEIN, in Ink Type Lead, 
Board Leather Thread
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often collaborated with Al Purdy, producing and illustrating three of Purdy’s works. 
Stein’s illustrated subjects often depict the natural beauty of Georgian Bay, and while his 
engravings are representational, his style eschews a straightforward objectivism. There 
is a whimsical dimension to his work, and even where his landscape subjects exhibit no 
sign of habitation, their play with scale and perspective suggests an inhabited presence; 
there is a jocund dynamism and movement which emerges from the stillness of his 
black and white lines. Stein’s typographic arrangements are restrained and traditional; 
his texts are well spaced, with wide margins, and are set in Kennerley or Cloister Old 
Style; set simply, the words and their senses are free to present themselves to the reader.

33. STEIN, Charlotte; STEIN, Alan. Bill | a limerick.
Parry Sound [Ontario]: The Church Street Press, 2002. 
Octavo, 22.6 x 14 cm. Pamphlet-stitched with orange 
thread into St. Armand grey flax paper wrappers, with 
title label to the upper cover, and orange St. Armand 
endpapers. Unpaginated bifolio; [pp. 8]. A fine copy. 
Set in Cloister Old Style, with various wood-types used 
for initials. Illustrated with a single wood engraving 
by Alan Stein, and a selection of printer’s ornaments. 
One of 165 copies printed to celebrate the memory of 
Bill Poole, of which this is number 155. 115 of the 165 
copies printed were reserved for inclusion in the 2002 
Wayzgoose Anthology. Signed by Alan Stein, in pencil, 
on the colophon page. 

$30
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34. DAULT, Gary Michael. In Smoke.
Parry Sound [Ontario]: The Church Street Press, 2004. Squarish octavo, 25 x 23cm. 
Cased in full red linen over boards, with spine titled in gilt, and blind blocked 
lettering and device to the upper cover. [pp. 36]. A fine copy. The text was set in 
Cloister Old Style type, and printed on Arches text laid paper. Illustrated with four 
wood engravings, printed from the blocks on Iwami Japanese paper, along with a 
hand coloured frontispiece. Bound by Taylor and Murdoch. One of 85 copies signed 
by Dault and Alan Stein.

$250



46

X THE CHURCH STREET PRESS

35. [STEIN, Alan, ed.].  In 
Venice | The case against 
Ruskin and the Events 
Leading to Whistler’s tour 
of Venice in 1880.
Parry Sound [Ontario]: 
The Church Street 
Press, 2007. Folio, 48.5 
x 32.5cm. Cased in 
painted hand made 
paper over boards, 
with black leather 
spinestrip titled in 
gilt; Kurotani Japanese 
endpapers, decorated 
with linocuts printed 
in Venetian Red. Housed in a red linen covered slipcase. [pp. 24]. A fine copy. The 
text was set in Cloister Old Style type, and printed on hand made St. Armand Palliser 
paper. Illustrated with four lithographs, one wood engraving, printed from the block, 
and a tipped in hand coloured lithograph frontispiece, printed on Gampi Torinoko 
paper. Bound by Taylor and Murdoch. One of 15 copies numbered and signed by Alan 
Stein.

$1200

1
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36. PAGE, P.K. The Golden Lilies | With an introduction by Zailig Pollock.
Parry Sound [Ontario]: The Church Street Press, 2009. Quarto, 31x 23cm. Cased in full 
blue linen over boards, with spine titled in gilt. [pp. 46]. A fine copy. The text was set 
in Cloister Old Style type, and printed on St. Armand hand made paper. Illustrated 
with ten wood engravings, printed from the blocks on Iwami Japanese paper, along 
with a tipped in hand coloured frontispiece printed on Gampi Torinoko paper. Bound 
by Taylor and Murdoch. One of 49 copies numbered and signed by P.K. Page and Alan 
Stein.

$450
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37. CRUMMEY, Michael. Viewfinder. 
Parry Sound [Ontario]: The Church Street Press, 2014. Quarto, 32 x 24 cm. Cased 
in Iron Oxide over-dyed Japanese paper over boards, with an overprinted wood 
engraving in black to the upper cover, and titled linen spine strip. [pp. 88]. A fine 
copy. The text was set in Cloister Old Style type, and printed on St. Armand hand 
made paper. Illustrated with twenty wood engravings, printed from the blocks on 
Iwami Japanese paper, along with a tipped-in hand coloured frontispiece printed on 
Gampi Torinoko paper. Bound by Taylor and Murdoch. One of 50 copies signed by 
Michael Crummey and Alan Stein.

$500
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It was in the spring of 2003 that we first met Richard Outram, 
shortly after he had lost his wife, the painter Barbara Howard.  It 
was at a reunion of sorts of a group who had studied Philosophy 
and English at the University of Toronto in the fifties. Focus of 
discussion was one of our professors, Emil Fackenheim, who, along 
with Northrop Frye, had provided intellectual inspiration for 
Richard’s poetry.  That first contact led to others, during which 
we learned of his just scraping through fourth year because he 
was recovering from a broken relationship; of his getting a job 
as a stage hand for the nascent television strand of the Canadian 
Broadcasting Corporation, largely on the basis of his ability to 
clamber up the rigging, acquired during his university years as 
part of the Naval Reserve; of his departure to England, where he not 
only was soon employed by the BBC in putting up and taking down 
sets, but also met, and became firmly attached to Barbara Howard, 
a graduate of the Ontario College of Art; of their eventual return 
to Toronto, where he returned to the CBC, spurning the overtime 
which would have supplemented his income so that he would have 
the freedom to write poetry, and in due course to set up Gauntlet Press which produced works that 
integrated Barbara’s design, wood engravings and book binding with his poems and printing. That 
partnership matured over the years as their lives became closely integrated.  Barbara in the later years 
became fascinated with whales, undertaking a monumental series of paintings portraying a variety 
of species and evoking a sense of the ecological stresses that were putting their continued existence in 
danger.  Richard’s poetry, enriched by his clear intellectual insights, his powerful sense of rhythm and 
his creative ability to exploit metaphor, became more widely known and attracted critical attention.  
Without Barbara, however, he had lost the excitement of life.  On the eve of St. Agnes -- ‘Ah, bitter 
chill it was!’ -- he took a strong dose of sleeping pills, settled down on an outside porch, and died of 

hypothermia.

- JOHN W. 
BURBIDGE, 
Professor 
Emeritus of 
Philosophy, 
Bookbinder, 
and friend 
of Richard 
Outram.

Precariously surfing the great 
tsunamis of mindless bafflegab, 
rapacious manipulation and 
merciless ideological malice 
thundered everywhere today, 
one is given pause. However, 
it remains a constancy, our 
hope and act of faith, that the 
marriage of word and image 
made manifest here and there, 
now and again, through the 
best work of our dear Gauntlet 
Press, might indeed still serve 
‘For spreading truth and 
making love expand’.

- RICHARD OUTRAM
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38. OUTRAM, Richard. Creatures.
Toronto: The Gauntlet Press, 1972. Octavo, 25.4 
x 17 cm. In marbled paper wrappers, pamphlet 
stitched and sewn not to show, with blue and 
green kōzo endpapers; all edges uncut and 
untrimmed. Unpaginated; four sheets, twice-
folded, and printed on double leaves [pp. 16]. 
Lower corners slightly bumped, and minor 

rubbing along 
the fore-edge 
folds of the 
wrappers, else 
a fine copy. 
Outram’s 
text was set 
in Bembo, 
with Cochin Open caps, printed in red, for display. 
Illustrated with 12 wood engravings, including the 
title vignette, by Barbara Howard, all printed in 
colour from the blocks. One of 60 copies, of which 
this is number 55.

$350
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39. OUTRAM, Richard. Craft.
s.l. [Toronto]: The Gauntlet Press, 1978. Octavo, 23 x 15 cm. In marbled paper 
wrappers, pamphlet stitched and sewn not to show, with brown and blue kōzo 
endpapers. Single half-sheet folded twice, forming four leaves, and printed on one 
side only [8 pp.]. A fine copy. Top edges unopened along the fold, others uncut. Wood 
engraved head-piece by Barbara Howard, printed from the block in red. One of forty 
bound copies produced by the Outrams as a Christmas keepsake. 

$150

40. OUTRAM, Richard. Circle.
s.l. [Toronto]: The Gauntlet Press, 1979. In marbled paper wrappers, pamphlet 
stitched and sewn not to show, with brown and purple kōzo endpapers. Single half-
sheet folded twice, forming four leaves, and printed on one side only [8 pp.]. Top 
edges unopened along the fold, others uncut. A fine copy. Illustrated with a wood 
engraved vignette of a crocus by Barbara Howard, printed from the block in black. 
The titular (and sole) poem has been printed in red. Its eight lines have been printed 
in a radial pattern to form a circle, with each line appearing in a parallel arrangement 
alongside its inverse, so that it can be read in either direction along the circle. 
Thus, the poem lacks a definite beginning and end, but read as a sequence without 
repetition, is open to 16 permutations. One of forty bound copies produced by the 
Outrams as an Easter keepsake. 

$175

1
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41. OUTRAM, Richard. Eros Descending.
Toronto: The Gauntlet Press, 1995. 
Tall Octavo, 25.5 x 17.5 cm. In stab 
bound orange paper covers, side-sewn 
with blue thread, with purple kōzo 
endpapers. [10], 9-25, [5] pp. A fine 
Copy. One of forty bound copies, of 
which this is number 23. 

$75

It strikes me that it would be disingenuous, 
or at the least in dubious taste, to offer any 
apologia for what follows. However, I would ask 
my gentle readers to remember that, as I have 
said elsewhere, ‘…the poet is a celebrant, or he 
is nothing.’ Certainly, the vexed relations of 
Eros and Sophia remain problematical as ever. 
Certainly, to be transported is not, alas, to be 
transfigured: most of us will have suffered sexual 
ecstasy; few of us are Saints.

- RICHARD OUTRAM



53

X THE GAUNTLET PRESS

42. A collection of Gauntlet Press ephemera, all fine unless otherwise noted. 
$75

comprising 

OUTRAM, Richard. Christ-Cross-Row. 
s.l. [Toronto]: The Gauntlet Press, 1992. Single sheet, 28 x 21.5 cm, folded twice; 
lacking envelope. Produced by Outram & Howard as a Christmas keepsake, 1992. 
With an except from Yeats’ The Song of the Happy Shepherd (from Crossways, 1889) as an 
epigraph.  

OUTRAM, Richard. Far North. 
s.l. [Toronto]: The Gauntlet Press, 1993. Single sheet, 28 x 21.5 cm., folded twice; 
lacking envelope. Some light creasing, else very good. Produced by Outram & Howard 
as a Christmas keepsake, 1993.

OUTRAM, Richard. Magdelena Enamoured.  
s.l. [Toronto]: The Gauntlet Press, 1994. Single 
sheet, 28 x 21.5 cm., folded twice, accompanied by 
mailing envelope with printed labels. Produced 
by Outram & Howard as a Saint Valentine’s Day 
keepsake, 1994. 

OUTRAM, Richard. ‘Proportioned to the 
Groove’. 
s.l. [Toronto]: The Gauntlet Press, 1995. Single 
sheet, 28 x 21.5 cm., folded twice, accompanied 
by a hand-addressed mailing envelope. Produced 
by Outram & Howard as a Christmas keepsake, 
1995. Outram’s title for this poem was borrowed 
from the last line of Emily Dickinson’s That Love is 
all there is, which is reproduced on the verso.

OUTRAM, Richard. Lux est umbra Dei.
s.l. [Toronto]: The Gauntlet Press, 1996. Single 
sheet, 28 x 21.5 cm., folded once, accompanied by 
a hand addressed envelope. Produced by Outram 
& Howard as a Christmas keepsake, 1996. 

OUTRAM, Richard. Ms Cassie & Dove Legend.
s.l. [Toronto]: The Gauntlet Press, 1997. 
Single sheet, 28 x 21.5 cm, folded once. 
Lacking envelope. Some light creasing, else 
Good. Produced by Outram & Howard as a 
Christmas keepsake, 1997.
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This Gauntlet ephemera, along with Eros Descending (item 41), are the only exceptions to 
the rule of letterpress in this catalogue. We have included these aberrant entries because 
the poetry they contain is both thoughtful and beautiful, and because they evince 
the evolution of The Gauntlet Press in the face of technological advancements and 
pecuniary checks. 

Eventually The 
Gauntlet Press ended 
with neither a bang nor 
a whimper, but silence. 
We had run out of just 
about everything…

Time passed. 
Technology surged, and 
broke over us. I acquired 
an electric typewriter; 
then a ‘smart’ electronic 
typewriter; then at last 
a computer worthy of 
the name: an Apple 
Powerbook 140 (2 megs 
of ram, 20 megs hard 
drive) and a black only 
inkjet printer (an Apple 
StyleWriter). Gradually 
I became somewhat 
knowledgeable, then 
somewhat comfortable 
with the new hardware and software (to date, having upgraded to a maximum 8 megs of ram, I 
operate with WriteNow 4 for Macintosh, and QuarkXPress 3.3 which has a brain-fart and dies for 
want of memory about six times a day). In 1992 we designed and printed a Christmas keepsake, 
‘Christ-Cross-Row’, with our new equipment and coloured some of the ornaments by hand. Finally in 
1993, for the first time since 1988, we felt happy enough with results achieved to place the imprint of 
The Gauntlet Press on our Christmas keepsake, ‘Far North’.

This momentous decision heralded the advent of what I would term The Gauntlet Press Redivivus 
Electronicus: a fascinating contrast to the old in almost every way. No one who has not spent the 
better part of a working evening with galleys or composing stick, putting into effect even slight changes 
of mind in a set text of lead type, can ever truly appreciate the ease and luxury of previewing a page 
composed in combinations of, say, a dozen fonts in half a dozen sizes with limitless variations of 
spacing all in a matter of minutes. On the other hand no one, possessed even of a state-of-the art laser 
printer, can ever guess at the sensual delight of lifting from the platen of one’s press a really fine piece of 
letterpress printing and seeing, feeling and smelling its unparalleled new-minted quality.

- Richard Outram.

X THE GAUNTLET PRESS
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Glenn Goluska was born in Chicago in 1947. His father 
was a civil engineer, and Glenn grew up in a primarily 
Polish working class neighbourhood near Logan 
Square. He attended Loyola Academy, a private Jesuit 
school, where his love of languages flourished; there 
he learned Latin, French, and German. Glenn spent his 
summers printing blueprints in the Seeburg Corporation 
factory, where his father worked on Jukebox machines, 
and later in the design department where labels for 
vending machines were produced. These two strands, 
the working-class and the logodaedalian, remained 
interwoven throughout his life and helped to shape his work as a designer and 
typographer. Straightforward presentation, function and utility, and a practical approach 
to working with his hands emerged from the former, and an emphasis on lucidity and 
a crystalline sense of meaning emerged from the latter. By all accounts, humility and 
humour informed both. 
Glenn studied modern languages at St. Michael’s College, University of Toronto, 

and completed an M.A. in Slavic languages in 1971. With his study permit expired, he 
returned to Chicago, taking up a post as an editor and designer in a translation company 
run by the Consulate of Uruguay. There, in the company of a defrocked Czech priest, 
an Austrian expat en route from South America, and a Latvian department head, 
Glenn worked on Russian tractor manuals and became acquainted with contemporary 
methods of commercial printing. He also bought a Poco proof press and some foundry 
type. Glenn left the translation bureau a few years later and took a job at Northwestern 
University Library. There, in the cataloguing room, he discovered the work of Stan 
Bevington’s Coach House Press, which was then publishing new works by contemporary 
Canadian writers in bold and adventurous arrangements (though ironical, some early 
Coach House colophons are appended by  “Printed in Canada by Mindless Acid Freaks”). 
Glenn had married by this time, and he and his wife Anne took a trip to Toronto 
to visit some friends and see where Coach House made its books; “… I told the people 
at Northwestern that I was going to get a job [at Coach House] and never come back. And that’s 
basically what happened.” (Glenn Goluska in: Steeves, Andrew (ed.). Glenn Goluska in Toronto. 
Kentville, Nova Scotia: Gaspereau Press, 2016.)
… So I talk to Stan. He says ‘Oh, I just bought this phototypesetter,’ the VIP. And I said ‘Oh, I’ve been 

running a phototypesetter in Chicago.’ And then he asked me what typefaces I liked. And I told him 
Kennerley, which I’d bought because of him. And then we talked for a bit until he says, ‘Well, you 
better go upstairs and type yourself a job offer for Immigration.’ (ibid.)
Glenn found his métier at Coach House, working there for six years as a designer and 

typesetter. His Poco was soon supplemented by a Vandercook Universal No. 1 and a 
collection of wood and foundry type. Immersed in a milieu of designers and printers, 
which included Will Rueter and Robert Macdonald, he established his own private press: 
“… when I got to Coach House we ended up living in this little printing ghetto. … Everybody was 
feeding off of everybody else. It was exciting.” (ibid.) Among the miscellaneous printing articles 
that Glenn acquired were some metal cuts of camels, so the appellation imprimerie 

He was, in fact, a serio-comic 
typographer the best such I 
have ever known. All his best 
work is simultaneously serious 
and playful. The smiling and 
scowling, like the designing 
and making, the reading and 
looking, are fused.

- ROBERT BRINGURST
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dromadaire arose. The first broadside issued under the dromadaire imprint, Cyril of 
Turov’s Sermon on the First Sunday After Easter was produced to celebrate Orthodox Easter 
in 1975, and the press’s first book, the cry of distant ants, followed three years later.  Both 
may be found below. 
Dromadaire books exhibit a unique style and a distinctive use of wood type. Form and 

content merge on Glenn’s pages with “hard light, clear edges”, a phrase used by Ezra 
Pound to describe the goal of Imagism. In fact, most of Glenn’s typography functions 
like an Imagist poem, with its “clarity of expression through the use of precise visual 
images.” Glenn’s arrangements simultaneously function as visual compositions and vivid 
transmissions of meaning: “He chose letterforms with skill and often created fantastic imagery 
with them. His eye for detail was as astounding as typographic experimentation.” (Will Rueter in: 
Steeves, Andrew (ed.). Glenn Goluska in Toronto. Kentville, Nova Scotia: Gaspereau Press, 
2016.) Bold wood type arrests the reader with directness, and jubilant arrangements 
seem to present rather than represent the sense of the words. In a change ringing of the 
mind, an excerpt from Khlebnikov’s poem-play Zangezi, the Russian word for mind - um 
- repeats in red on each but the last page of text, the ‘u’ overprinted with a column of 
prefixes in black; together they create a series of neologisms. But the ‘um’ asserts itself as 
their ground, with more clamour and force with each successive page, increasing in size 
until the penultimate page is full. The final page consists of two black sans serif lines, 
printed in the bottom right corner: “Beautiful is the tolling of the mind. Beautiful are its 
pure sounds.” In this book, the sense and presentation are inseparable. 
While the number of dromadaire’s books was not voluminous, the choice of text 

and arrangements were punctilious. As Glenn described, writing in Lyndsay Dobson’s 
catalogue The Canadian Private Press in Print in 1984, “although imprimerie dromadaire has 
probably been in existence now for some seven years, its output has been sporadic at best and most of 
our books are currently out of print. This is due in part to a confirmed habit of procrastination and 
fanatic perfectionism.” But as he goes on to relay, the intermittent production of the press 
was also the result of his having established the Nightshade Press, a designation for 
his equipment adopted for commissioned works. “Today the dromadaire and Nightshade 
share quarters and equipment in a former dairy stable in downtown Toronto, and I’m attempting to 
revive imprimerie dromadaire as an active private press. I’m at work at the moment on a book-length 
poem about the Brooklyn Bridge by the Russian poet Vladimir Mayakovsky. Future projects include 
‘translations’ of Catullus by bpNichol, a book about Scott Joplin, and poetry by François Villon.” 
(Glenn Goluska, in The Canadian Private Press in Print.)
Nightshade, which was differentiated from dromadaire not because it was radically 

different stylistically, but because the texts printed were not selected by Glenn, grew out 
of an initiative by Margaret Atwood. She had recognized the importance and potential 
of his design work and commissioned him to print her Notes towards a Poem That Can Never 
Be Written (1981) and Snake Poems (1983). Other commissioned work followed, including a 
series of books for the Writers’ Union of Canada, among them Robert Kroetsch’s Letters 
to Salonika (see below, item 49). Most of these titles appeared under divers and often 
unique imprints, including Atwood’s Salamander Press, Shaw Street Press, or Grand 
Union Press, but addenda or notes in the colophons and Glenn’s distinctive use of wood 
type identified them as Nightshade productions. 
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Nightshade and dromadaire continued to share quarters in the Stable until the late 
eighties when Glenn’s marriage dissolved. Glenn relocated from Toronto to Montreal 
in 1990, and though he took his presses with him, he largely ceased to do private press 
work, save for the occasional broadside. In Montreal, he undertook a commission for 
the Centre Canadien d’Architecture and spent most of the decade designing their 
promotional material and exhibition catalogues. Glenn continued to do freelance design 
work for cultural institutions through the early 2000s, and more than a few prosaic 
academic works were made more attractive by his jacket and cover designs. Glenn died 
in September of 2011.

THE FIRST BROADSIDE ISSUED BY GLENN GOLUSKA’S IMPRIMERIE DROMADAIRE

43. CYRIL, BISHOP OF TUROV. 
Sermon on the First Sunday After 
Easter. For today the sun rises and 
beams on high and rejoicing… 
[Toronto]: imprimerie dromadaire, 
1975. Single yellow sheet, 40.5 x 
20.5 cm, printed on both sides. 
A fine copy. One of 100 copies 
printed by Glenn Goluska to 
commemorate Russian Easter, May 
1975. 

$100
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44. RANSOME, Arthur. Bohemia…  
s.l., s.n., s.a. [Toronto: imprimerie 
dromadaire]. Single cream sheet, 20.5 
x 14 cm., printed on the recto only. A 
fine copy. Parallel text, with the French 
appearing on the right, and a translation 
into English on the left. An ironical 
text, in which Ransome opens with 
an excoriation of the word ‘Bohemia’, 
calling it “abominable, with an air 
of tinsel and sham”. He proceeds to 
enumerate the word’s various lexical 
senses, in order from least offensive 
to most (he opens with the country 
which gave us Pilsner, expressing no 
explicit censure). He then lists associated 
words, among them ‘peripatetic’, and 
his diatribe undergoes a peripeteia: 
‘peregrinator, wanderer, rover, straggler, 
rambler, bird of passage, gadabout, vagrant, scatterling, landloper, waif and stray, wastrel, loafer, 
tramp, vagabond, nomad, gypsy, emigrant, and peripatetic somnambulist.’ If we think of the word 
in the atmosphere of all those others, it is not so abominable after all, and I cannot find a better.

$35
45. TZARA, Tristan. [from Approximate Man] morning morning… 

[Toronto]: imprimerie dromadaire, 1975. Single oblong orange sheet, 15 x 21 cm, 
printed on both sides. A fine copy. One of 100 copies. ‘dromadaire’ press device to the 
verso. 

$30
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THE FIRST BOOK ISSUED BY GLENN GOLUSKA’S IMPRIMERIE DROMADAIRE

46. URUSOV, Alexander (Glenn Goluska, 
trans.). the cry of distant ants. 
Toronto: imprimerie dromadaire, 
1978. Octavo, 24.7 x 17.3 cm. In 
five-hole Japanese stab binding (a 
variation of the traditional Yotsume 
toj), with dark tan Fabriano Ingres 
paper covers; covers and spine 
decorated with a linocut of an 
ant, blocked in silver. Housed in a 
portfolio, with matching Fabriano 
Ingres paper covered boards, printed 
paper label to the upper cover, 
decorated Japanese endpapers, and 
brown silk ties; the portfolio bears 
the bookplate of Hugh Barclay, 
proprietor of Thee Hellbox Press, to the inside of the lower cover; curiously, the 
bookplate has been affixed upside down. All edges untrimmed. Unpaginated [pp. 36]. 
A fine copy. The text was set in Palatino, and its accompanying italic, with Egyptian 
Bold Condensed in red for display; printed on Nideggen paper. Illustrated with 10 
linocuts by Goluska, printed in silver; one (the title vignette) repeats thrice. One of 
50 unnumbered copies.  Accompanied by the original prospectus; single sheet, 24.3 x 
16 cm., printed on the recto only. Uniform in style with the book which it advertises, 
with Palatino and Egyptian Bold condensed used for type, and printed on Nideggen 
paper. Illustrated with a linocut of an ant, this time appearing in black. 

$1,000

Alexandr Urusov was a member of SMOG, an 
underground circle of Muscovite poets and 
writers who produced samizdat publications 
in the mid sixties and helped to organize 
the Glasnost demonstration in response to 
the Sinyavsky–Daniel trial. There are several 
interpretations of the SMOG acronym, our 
favourite being Szhatyj Mig Otrazhennoi 
Giperboly or Condensed Moment of Reflected 
Hyperbole.

The Cry of Distant Ants first appeared in 1965 in 
a samizdat issued by SMOG. It was reproduced 
the following year in Grani, a Frankfurt based 
periodical which published literary and 
dissident works by Russian émigrés. The present 
translation is by Glenn Goluska.  
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It was a Russian underground 
publication that I had read 
when I was studying Russian. 
I did linocuts for it. I didn’t 
know what I was doing. 
I remember when Paul 
Duensing reviewed it for The 
Devil’s Artisan, he commented 
on the fact that Egyptian Bold 
Condensed and Palatino were 
not a usual combination. And 
we also did a Japanese binding 
because it was prose and I had 
enough type for two pages. So 
rather than doing signature 
spreads where I would have 
to accurately cast off, with 
a Japanese binding I could 
set two pages at a time and 
just keep going in order, not 
worrying about imposition. 
Anne did the binding. 

- GLENN GOLUSKA
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47. KHLEBNIKOV, Velimir (Glenn 
Goluska, trans.). a change-
ringing of the mind | (an 
extract from Zangezi). 
Toronto: imprimerie dromadaire, 
[1978]. Small squarish Quarto, 25 
x 22 cm. In pamphlet stitched 
red Tweedweave paper wrappers, 
with lettering handset and 
printed in black to both covers; 
the lower cover features a 
glossary of neologisms used or 
generated by Khlebnikov in 
Zangezi (see below). Unpaginated 
[16 pp.]. A fine copy. Handset 
and printed on Mayfair paper 
in Alternate Gothic type, with 
a variety of wood types used as 
display. One of 75 unnumbered copies produced by Goluska to commemorate the 
Eleventh International Sound Poetry Festival (October 1978). 

$150

This text originally formed the ninth section of a long experimental work entitled Zangezi, first 
published in Moscow in 1922. Here Khlebnikov rings a series of changes on the Russian word for 
mind (um, pronounced oohm), adding to it conventional as well as invented prefixes. His glossary 
of the resulting neologisms is also included.

-GLENN GOLUSKA
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48. [GILL, Eric]. A day in the life of 
Eric Gill, stonecutter. 
Toronto: imprimerie dromadaire, 
1982. Unbound single sheet, once 
folded, and printed on all four 
sides, 19 x 13.5 cm. Unpaginated 
[pp. 4]. A fine copy. The upper 
cover (or title-page) is decorated 
with a wood type arrangement of 
Gill’s initials, with ‘G’ appearing in 
red and ‘E’ overprinted in black. 
The text, which is excerpted 
from Gill’s The Necessity of Belief, is 
appropriately set in his Perpetua 
type, and printed on Mohawk 
Superfine paper. One of 500 copies 
printed to commemorate the 100th 
anniversary of Gill’s birth. 

$40

49. KROETSCH, Robert. Letters to Salonika. 
Toronto: Grand Union Press [printed 
by Glenn Goluska at The Nightshade 
Press], 1983. Octavo, 23.5 x 15 cm. Cased 
in quarter black cloth, with orange paper 
covered boards, title printed in black to 
the upper cover, and cream paper label to 
the spine; black endpapers. Unpaginated 
[36 pp.]. Some very minor scuffs to the 
upper cover, else a fine copy. Printed in 
Linotype Palatino and foundry Optima on 
watermarked moulded Nideggen paper. 
Case bound by Toronto binder Michael 
Desjardins. One of 175 copies, of which 
150 were for sale; the present copy being 
number 52. Signed by Kroetsch on the 
colophon page.

$85
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50. EISENHOWER, Dwight W. There is no way in which a country can satisfy 
the craving for absolute security - but it can bankrupt itself, morally and 
economically, in attempting to reach that illusory goal through arms alone….
Toronto: imprimerie dromadaire, 1984. Single sheet, 21 x 33 cm, printed as an oblong 
broadside, on the recto only. A fine copy. One of 150 copies designed and printed by 
Glenn Goluska for the Typocrafters meeting in Washington, D. C., October, 1984. The 
quoted text, which consists of 85 words, was taken from Eisenhower’s final speech as 
President (1959), in which he espouses his belief that the pursuit of ‘absolute security’ 
is quixotic, and warns of the dangers of rampant militarization as a response to fear. 
Sadly, though not surprisingly, this text was as relevant when it was printed as when 
it was delivered, and remains as relevant now as when it was printed.  

$75

51. DONNELL, David. The Natural History of 
Water. 
Toronto: Shaw Street Press [printed by Glenn 
Goluska at the Nightshade Press], [1986]. Octavo, 
23.5 x 15 cm. Cased in blue batik paper covered 
boards, with blue cloth spine strip, and printed 
paper label to the spine. Unpaginated [24 
pp.]. A fine copy. Printed in Linotype Optima, 
with foundry Stencil as display, on Mohawk 
Letterpress Text paper. From a total edition of 
175 copies, the present copy being number 4 of 
25 casebound copies. Signed by the author on 
the colophon page. 

$250
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52. O’NEILL, Eugene. The Last Will and 
Testament of Silverdene Emblem 
O’Neill. 
Toronto: David B. Kotin [printed by 
Glenn Goluska at The Nightshade 
Press], 1988. Tall Octavo, 24 x 14.5 cm. 
In pamphlet stitched light blue St-
Armand paper wrappers, with lettering 
printed in a darker blue and black to the 
upper cover. Top edges opened, others 
uncut. Unpaginated [16 pp.]. Some very 
mild creasing to the uncut bottom 
edge of the covering paper, else a fine 
copy. Printed in foundry and Linotype 
Palatino, with Egmont Inline initials in 
blue, on Imago hand made paper. One 
of 100 copies, of which this is number 
25. Accompanied by a laid-in copy of the 
original prospectus. 

$100
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Greenboathouse Press was formed in 2008. The Press grew out of Greenboathouse 
Books, a small press publishing initiative that produced chapbooks of contemporary 
Canadian poetry. Jason Dewinetz is the Press’s proprietor. Besides producing exceptional 
books of exceptional typographic clarity, Jason writes poetry, edits poetry, casts type, 
and with Michael O’Driscoll, penned A Bibliography of the Black Sparrow Press Archive 
(University of Alberta Press, 2003). He is currently at work on a bibliography of the Dutch 
typographer Jan van Krimpen, designer of Lutetia, Spectrum, and Haarlemmer types. 
The approach at the Press is pragmatic, not Platonic. In his brief reminiscence of Jim 

Rimmer, A Visit to New Westminster, Jason describes the abstruse reflections and self-
absorption into which speaking idealistically about working with one’s hands can 
devolve. But following Rimmer’s example, he presents an alternative to such talk: 

…discussions also meandered, occasionally, to a more philosophical consideration of working with 
one’s hands to produce something worthwhile. The latter, quite often, can degenerate into intellectual 
navel-gazing, but with Jim I enjoyed the shared and simple appreciation of a cramped hand, of hours 
quietly setting type or the meditative rhythm of a press running smoothly- all grounded in a pleasure 
from hard work mixed with a sense of discovery. The doing is the thing.

The following are a small sampling of the things done.

53. FELICIANO, Felice. 
Alphabetum Romanum 
| With a forward by Paul F. 
Gehl and an afterword by 
Jason Dewinetz. 
[Vernon, B.C.]: 
Greenboathouse Press, 
2010. Octavo, 19.7 x 15 
cm. Cased in cream 
paper over boards, with 
matching endpapers, 
title printed in blue to 
the spine, and the letters 
‘Z’ and ‘A’ printed from 
polymer plates to the 
lower and upper covers respectively; the covering and end-papers were handmade by 
Reg Lissel in Vancouver. 80pp. A fine copy. The text was set in ATF Cloister Old Style 
and Monotype Cloister Italic, designed in 1913 by Morris Fuller Bendon, and inspired 
by the 15th-century types of Nicolas Jenson. The Monotype sorts were cast by Jim 
Rimmer in New Westminster, BC.  Printed on Magnani Biblos paper. The letterforms 
adorning this book are based on the original drawings of Felice Feliciano, c.1460, and 
have been reproduced by Jason Dewinetz and printed from over 90 polymer plates 
on a Vandercook 15-21 flatbed cylinder press. One of 115 copies, of which this is one of 
100 for sale.

$300
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54. DEWINETZ, Jason. Extracts from Friends & Family.  
[Vernon, B.C.]: Greenboathouse 
Press, 2014. Octavo, 22.2 x 13.3 cm. 
In stiff blue Cave paper wrappers, 
decorated with the printed image 
of a tree to the upper cover. pp. 
20. A fine copy. Rather than simply 
(and prosaically) list the types and 
paper used, we shall quote from 
the colophon:  

Hand-set in Stern, Jim Rimmer’s last 
original metal typeface—but that’s 
a ridiculous understatement. Some of 
the type was cast by Jim in 2009, while 
the bulk was cast anew from the original 
matrices (kindly loaned by the folks at the C.C. Stern Typefoundry) here at the Greenboathouse 
Press. But that still doesn’t cut it. The type was cast in very short bursts from Jim’s rather 
cantankerous Monotype Super Caster, which moved from Jim’s shop here to Vernon after his 
untimely death in 2010. After much wrestling with the beast, the type was finally cast, each 
individual sort being hand-finished on a rubbing stone, and at last set into pages with the skilled 
assistance of Caitlin Voth. Printed on lovely handmade paper from Tim Barrett and his crew at the 
University of Iowa Center for the Book… 

One of 45 copies signed by the author & printer (in this case, the same person). 
$100

I decided simply to 
publish an edition, 
if for no other reason 
than that I would then 
have a copy myself.

- JASON DEWINETZ
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55. [Greenboathouse Press]. Lead, Tin, & 
Antimony | A specimen of types held in the cases 
or cast fresh at the GREENBOATHOUSE PRESS. 
[Vernon, B.C.]: Greenboathouse Press, 2016 
[2016-17 ]. Quarto, 29.2 x 21 cm. Cased in 
quarter blue leather, with leather corner 
tips, tan paper over boards, and printed 
title label to the spine; all edges trimmed. 
Housed in a matching paper covered 
slipcase. pp. 56. A fine copy. Again, Jason 
says it better: 

Printed from over 20 different types, many cast 
fresh for this book on an English Monotype Super 
Caster, some freighted over from Holland, some 
shipped by post, some hauled in the trunk of my 
car and some cast by good friends, but all hand set 
and printed on a Vandercook 219 and 15-21 into 
Tim Barrett’s wonderful handmade paper during the summer months of 2016. The cranky old fish 
and the pathetic dead mouse were both engraved by Wesley Bates. 

Bound by Alanna Simenson in Sooke, British Columbia. From a total edition of 55 
copies, this being one of 45 regular states. Comprising diverse texts by Hermann 
Zapf, Beatrice Warde, Dostoevsky, Robert Bringhurst, Marcus Aurelius, Beckett, 
Sartre, Li Po & Ezra Pound, Hagikure, Keats, Augustine, Aldus Manutius, Joseph 
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Moxon, and Typographic Principles 
applied from Atīśa Dīpaṃkara 
Śrījñāna’s Seven Points of Mind 
Training. 

Lead, Tin, & Antimony also features 
what may be the first use of Lorem 
ipsum… in a press book, along with 
a quote from the Narrator, or Tyler 
Durden, of Fight Club, and an entire 
spread with the decimal value of the 
golden section limited and arranged 
according to Jan Tschichold’s canons 
of page construction. 

The types, initials, and ornaments 
used include: ATF Cloister Lightface 
(freshly cast), Palatino, Optima, 
Monotype Deepdene (freshly cast), 
Romanée, Jim Rimmer’s Duensing 
Titling, Monotype Garamont (freshly cast), Monotype Cloister Oldstyle (freshly cast), 
Franklin Gothic Bold Italic, Monotype Sans Serif Light (Kabel), Duensing’s Chancery 
Italic (freshly cast), Ludlow Nicolas Jenson (freshly cast), Erasmus Initials, Monotype 
Caslon 337 (freshly cast), Zapf Civilité, Monotype Castellar, Jim Rimmer’s Hannibal, 
Monotype Spectrum, foundry Lutetia, Monotype Centaur, Jim Rimmer’s Nephi 
Mediaeval,  Monotype Ornament 335 (freshly cast), and Jim Rimmer’s Stern (freshly 
cast). 

$500
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Larry Thompson is the proprietor, printer, and 
resident illustrator of Greyweathers Press. Holly Dean 
accents the Press’s books with rubricated initials, and 
other calligraphic flourishes. Thompson’s first book, 
Coleridge’s Kubla Khan, set the tone for the Press and 
was illustrated with six of his linocuts. Five books have 
since followed, comprising an edition of Wordsworth’s 
Tintern Abbey, illustrated with six wood engravings 
by the printer, two ‘Gothic trifles’, a collection of 
contemporary poems by Kera Willis entitled Tenebrismo, 
and a specimen book of nineteenth century wood 
engravings, printed from the original blocks. Wood 
engraving has largely eclipsed linocut as the primary 
medium of Thompson’s illustrations. The books 
were ‘printed under the Sign of the Gothic Tree’ in 
Merrickville, Ontario. 

56. COLERIDGE, Samuel Taylor. Kubla Khan | Or, a 
Vision in a Dream. A Fragment. 
[Merrickville, Ontario]: Greyweathers Press, [2005]. 
Duodecimo, 19.7 x 13 cm. Sewn into St. Armand flax 
cover stock wrappers, with printed title and linocut 
device to the upper cover, and Tibetan patterned 
paper endpapers. Unpaginated [pp. 24]. A fine 
copy. The text was set in Italian Oldstyle type, with 
Bodoni for the title and Canterbury for the Printer’s 
Preface; printed on Williamsburg Offset paper. 
Illustrated with six linocuts by Larry Thompson, 
and two rubricated initials by Holly Dean. One of 
150 copies, of which this is number 81. Signed by 
Thompson and Dean in pencil on the Colophon 
page. 

$100

1

Greyweathers Press was founded 
in 2005 on a love of beautifully 
designed type, skillfully arranged 
on a well-proportioned page.

Letterpress is an umbrella that 
overhangs many differing 
motivations. Some are called to ‘old 
school’ printing for the romance 
associated with the history of 
printing. There are enthusiasts of 
the equipment, or those wild-eyed 
collectors of type of every kind. 
Commercial letterpress is still viable 
for high end printing jobs, and lino 
and woodcut artists love letterpress 
for its reproduction excellence. 
For myself, books brought me to 
letterpress and the desire to produce 
books keeps me printing. I’m also 
working in the so-called ‘fine press’ 
tradition, going to sometimes 
absurd ends to achieve quality 
in printing, inking, impression 
and binding etc. In fact, there are 
elements of all these things built 
into my motivation to print.

- LARRY THOMPSON
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57. [OTTAWA PRESS GANG; GREYWEATHERS PRESS]. Type Sampler | Volume Two | 
Specimens of Printing Ornaments, 
Borders & Cuts in use within the 
Ottawa Press Gang. 
Ottawa, Ontario: Private 
Press Edition [font matter 
& colophon printed at 
Weathervane Press], 2016. 
Tall and narrow quarto, 
28.7 x 12 cm. Cased in 
full green leather, with 
printed paper label to the 
upper cover, and yellow 
endpapers. Unpaginated. A 
fine copy. The font matter 
and colophon were set in 
Perpetua; various types, 
ornaments, and relief 
printing media were used 
throughout. One of 60 
copies, of which this is 
number 43. Initialled in 
pencil by Steve Quick, of 
Weathervane Press, on the 
colophon page. 

$70
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58. [Various]. 
Wrongfount Five 
| The Mackenzie 
Poems | (William Lyon 
Mackenzie rides again!)
[Don Mills, Toronto]: 
The Guild of Hand 
Printers, 1967. 21 
loose sheets housed 
in a magenta 
portfolio. Octavo, 

23.7 x 16.5 cm. A 
fine copy. One of 125 
copies. 

$200
Contributions by Pantry Press, Willow Green Press, 
Quaker Press, John Robert Colombo, Roger Ascham 
Press, Massey College Press, D/Kin Press, Heinrich Heine 
Press, Larry Smith, Slap-Happy- Hobby-Press, Dennis 
Reid, Fiddlehead Press, Carl Morrison, Orchard Press 
(Carl Dair), Peterkin Press, Ten Acres Press, Paroquet 
Press, Langridge Productions, Green Button Press, 
Saturday Morning Press, and Judy Fralick.

The Guild of Hand Printers was 
launched in 1959 by five charter 
contributors: the late Carl 
Dair, The Orchard Press; Gus 
Rueter, The Village Press; Harold 
D Kurschenska, The Purple 
Partridge Press; E.J. Mulrooney, 
The Clipper Press; and John 
Robert Colombo, the Hawkshead 
Press. The Guild is a group who 
have a craftsmanly interest 
in printing and its allied arts 
and print for pleasure and not 
particularly for profit. They are 
concerned with the preservation 
of their craft and wish to promote 
an appreciation of work printed 
as much as possible by hand.

 - DONALD DUNCAN, in 
Reader, Lover of Books, Lover of 
Heaven. 

The decline of printing as an art 
had its parallel in all branches 
of the industrial world, and the 
only revolt against increasing 
cheapness as an end in itself 
came from a few unregenerate 
hand craftsmen… In the printing 
world, it was the private press 
movement and a few idealistic 
printing houses that kept the 
flickering flame of craftsmanship 
from being snuffed out by the 
headwind of industrialization… 
All this time, of course, I had 
my little private press - a three 
by five Kelsey at that time - 
when gave me an outlet for 
experimental work. 

- CARL DAIR, excerpted 
from Wongfount 6: Carl Dair in 
Quotes.  
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ROLLIN MILROY, proprietor of Heavenly Monkey and HM Editions, best describes his 
Press:

Heavenly Monkey is the imprint of publisher Rollin Milroy, dedicated to creating books for people 
interested in contemporary applications of traditional book crafts: handmade papers, letterpress 
printing, and bindings that emphasize both aesthetic and structural integrity. Our books are designed 
as objects to be experienced both intellectually and physically; innovative use of technology from any 
era, and its skillful application are the studio’s guiding principles.

To date Heavenly Monkey and HM Editions has published over three dozen titles. With only a few 
exceptions, all HM books are printed on dampened handmade paper using a Washington handpress. 
(Conversely, most HM Editions books to date have been printed by David Clifford at Black Stone 
Press.) Editions are small - typically no more than 50 copies - primarily because the various stages of 
production work can become incredibly boring.

Milroy studied journalism at Concordia University, during which time he wrote about popular music 
for a number of publications. After graduation he worked in magazine publishing and corporate 
marketing for 15 years, in Canada, the United States and several South American countries. Heavenly 
Monkey has been his full-time occupation since 2000.

Milroy was introduced to letterpress printing during a week-long course at Barbarian Press in 1997. 
He also studied binding through the Canadian Bookbinders & Book Artists Guild. Through luck and 
the generosity of strangers, he quickly assembled the hardware to begin printing his own books. The 
initial scale of the operation reflected a fear of being tied down: there was no equipment so large it 
couldn’t be shifted by a lone person. Hence the name of the press used during Milroy’s apprentice year: 
A Lone Press. During this time all printing was done on a Kelsey Excelsior 5 x 8 press. The major project 
for this apprentice year was a biography of Aldus Manutius’ typecutter, Francesco Griffo, with printing 
taking five months working full time.

Permanency arrived at the end of 1999, with the completion of Fragments & Glimpses, and the 
acquisition of a one-ton Washington 
handpress. The Washington signaled an 
interest in tackling projects that were 
physically larger and more complex. With 
some experience and a new press in hand, 
A Lone Press was retired and a permanent 
imprint for future work established: 
Heavenly Monkey. In 2007 a Pratt Albion 
folio foolscap press was added to the studio.

Without presuming to punch above our 
weight, there are a few presses that have 
had a profound influence at Heavenly 
Monkey. The Doves Press, for its beauty 
through austerity, is for us the primary 
representative of the twentieth century 
English private press tradition. Leonard 
Baskin’s Gehenna Press, for attention to 
craftsmanship and exquisite materials. 

X HEAVENLY MONKEY

see iteM 62.
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Richard-Gabriel Rummonds, whose publications 
from Plain Wrapper Press & Ex Ophidia 
consistently demonstrated the handpress can 
play a unique role in contemporary design & 
printing. Ronald King’s Circle Press, for truly 
informed innovations in book design and skillful 
construction. Andrew Hoyem’s Arion Press, for 
the sheer scope and depth of the enterprise. And 
the Allen Press, for getting us hooked on printing 
with a handpress, and whose bibliography will 
always be at the top of Heavenly Monkey’s desert 
island pick list.

Without worshipping form over function - style 
over substance - we know there is nothing like 
the look, feel and even smell of a well-made 
book. Rather than the death knell of books, 
we believe the digital age could be a boon for 
people interested in truly well-wrought books. 
It is likely and sensible that many texts will be 
more efficiently accessed in digital format. But a 
text that deserves some permanence - a physical 

presence in your life - will have to exhibit the best of the various crafts that combine to make a book. 
The cheap trade publication that falls out of its lousy case binding may go away, but books designed 
and produced with an eye to how they will feel in the reader’s hands may enjoy a renaissance.

59. [MILROY, Rollin]. MM | Heavenly Monkey | MMX 
| Checklist Nvmber III | The First Decade. 
[Vancouver: Heavenly Monkey, 2010]. Tall quarto, 
32.3 x 21.1 cm. Cased in full black silk, with printed 
paper labels to the spine and inset to the upper 
cover; Guarro Ingres endpapers, uniform with 
the text-block pages; top edges trimmed and cut, 
others untrimmed. Unpaginated [pp. 20, plus six 
leaves bearing tipped-in sample leaves of HM titles 
on each recto]. A fine copy. The text was set in 
Dante type, and printed on Guarro Ingres paper; 
the paper was acquired by Rollin Milroy from the 
reams of Robert Reid, who procured it in the late 
1960s for his magnum opus, The Lande Bibliography 
of Canadiana. The sheets upon which the samples 
are mounted alternate between Reid’s off-white 
Guarro Ingres and a slate blue Ingres; the first four 
mounting leaves are printed with the title and year 
of publication of the book from which the sample 
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was taken; the final two are blank, 
save for the tipped-on specimens. 
From a planned edition of 26 lettered 
copies issued with the sample leaves; 
the present copy is out of series, 
and is marked ‘a Test Binding’, and 
initialed in pen by Rollin Milroy, on 
the colophon page. 

The samples comprise leaves from the 
following books, in order of appearance: 
Francesco Griffo Da Bologna: Fragments & 
Glimpses (1999); The “Innsmouth Look” 
(2003); Good & Evil in the Garden (2004); An 
Invitation to British Columbia: A Letter From 
T.E. Lawrence to Martin Allerdale Grainger 
(2005); The Girl With the Mask of a Crow | And 
other stories (2004); Iskandariya (2007). 

$800
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60. UPDIKE, Daniel Berkeley. Paper 
Should Not Always Be White 
| A Practical Examination of the 
Relationship Between Type & Paper as 
Described by Daniel Berkeley Updike.
[Vancouver]: Heavenly Monkey, 
2013. Small octavo, 18.3 x 13.5 cm. 
Cased in quarter black leather, 
with leather bands to the top and 
bottom edges; dot patterned gilt 
rolls ornament the bands on the 
covers, with the same pattern 
repeating along the turn-ins; 
marbled paper sides, and gilt-
stamped black leather title label 
to the spine. Unpaginated [pp. 64]. 
A fine copy. The text was set in 
Caslon and Scotch Roman types (“this is probably the only book that will ever be set 
in Caslon & Scotch Roman types at Heavenly Monkey”- R.M., from the colophon), 
and printed on a variety of papers. Bound by Claudia Cohen. One of 30 copies, of 
which this is number 12. 

$1200

Fifteen different papers were assembled, each presented as a folio (i.e. four-page section) with its name 
printed on the first recto, a design or pattern created from printer’s flowers on the first verso, and the 

essay on the second 
recto. Thus, flipping 
through the book, 
every other right-
hand page presents 
the essay, in exactly 
the same setting, 
printed in exactly 
the same manner 
(damp, handpress), 
with only the paper 
changing.

 - HM
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The text in this book is the fifth part from Updike’s essay ‘The Seven Champions of Typography’ (In 
the Day’s Work, Harvard University Press, 1924), in which he discusses the influence that paper 
exerts on any type printed upon it. The intent of this book is to illustrate that influence by reprinting 
the same text on a variety of papers. The text has been set in Caslon simply because Updike chose it 
to make his argument; and augmented with Scotch Roman for his reference to ‘modern’ faces, since it 
is the one mentioned in his Printing Types as being second only to Caslon in the class of types that 
“appear to be beyond criticism from the point of view of beauty and utility.’ (HM does not share his 
enthusiasm for these types, but that is beside the point for our current purposes.) 

This is not intended to be a paper sample book, which is a good thing because we were unable to 
identify every paper included. Some papers came to us still in their original packing with a label 
detailing the type, weight, etc. Some papers we could identify from the watermarks. Two we know 
from previous books they were used in: the Warren H. Colson (made in France) was used by Leonard 
Baskin in his Flosculi Sententiarum, and the Amalfi is the same sheet he used in his edition of Poe’s 
Anastatic Printing. Some papers were discovered at the back of forgotten drawers, with no details 
beyond what the sheets themselves offered: watermarks, distances between chain lines, and dimensions. 
In all cases except for the Japanese kaichu shi, the maker’s name is given, in majuscules. Where the 
paper’s name is also know, it’s included. With one of the Barcham Green sheets, we were unable to 
identify it with certainty, and have simply included the date in the watermark. 

All of the papers were printed from the same form, in exactly the same manner: dampened (except 
the kaichu shi), inked by hand, & printed on a handpress. The lock-up and makeready remained 
constant throughout the runs. The ink used was Hostmann-Steinberg. Thus, any variations in 
appearance between the papers should be the result of exactly what Updike was discussing, & what 
Everson said more poetically: ‘the field on which the whole thing can act.’

 - HM
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61. LOVECRAFT, H.P. The Shadow Over Innsmouth 
| with wood engravings by Shinsuke Minegishi based on 
drawings by Hieronymus Bosch.
[Vancouver]: Heavenly Monkey Editions [printed 
by David Clifford at Black Stone Press], 2005. Small 
octavo, 19.2 x 13 cm. Cased in plain black cloth, with 
spine lettered in gilt and gilt stamped device to 
the upper cover; the cover device is, we imagine, a 
representation of the ‘Innsmouth Look’, exhibited 
by the denizens of the eponymous, ‘blasphemous’ 
town: “queer narrow heads with flat noses and 
bulgy, stary eyes”; printed grey endpapers from a 
detail of one of Minegishi’s wood engravings. pp. 
[8], 5- 147, [3], plus two interleaves of translucent 
Japanese paper marking the beginning and end of 
the text. A fine copy. The text was set in Centaur 
and Arrighi italic types, with Gill Shadow used for 
display, and printed on Mohawk Superfine paper. 
From a total edition of 175 copies, this being number 5 of 125 copies forming the 
‘Batrachian’ issue (as distinguished from the ‘Ichthyic’ issue). Additionally, this copy 
is one of ‘a few dozen’ reserved for early subscribers with a frontispiece initialled 
in pencil by Shinsuke Minegishi; it is advertised as such by a Japanese paper notice 
slip, tipped-in on recto of the first blank. The present edition was preceded by a 
‘trial edition’, produced by Rollin Milroy in 2002, combining digital and letterpress 
printing methods. 

$300
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I had long wanted to publish this classic American novella, but knew I would never commit to setting 
and printing it by hand. When David Clifford expressed an interest in printing a book, I suggested 
Innsmouth. Since we were making the polymer plates, and 200 copies isn’t much different for his 
Heidelberg presses than 25, we issued the book in two formats. I also undertook the fold-out map of 
Innsmouth, based on the narrator’s long, detailed description in the penultimate chapter of escaping 
the town. In true cartographic fashion, I included two bogus streets to catch out plagiarists; don’t go 
looking for Clifford Land or Tilton Avenue in Innsmouth.

 - HM
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62. BUDD, Harold. Aurora Teardrops 
| Poems by Harold Budd | Paintings 
by Jane Maru | Introduction by David 
Sylvian. 
[Vancouver]: Heavenly Monkey, 
2016. Octavo, 18.4 x 24.5 cm. 
Cased in pale gold paper covered 
boards, stained with metallic 
gold and bronze paints, paper 
label to the spine, and yellow 
Ingres endpapers. pp. [6], 3- 52, 
[4], plus 6 interleaved folio 
sheets of batik paintings. A 
fine copy. The text was set in 
Pablo Impallari’s Cancelleresca 
Bastarda, with Unbra used 
for display, and printed from 
polymer plates on Golden Hind paper. The text is accented throughout by six batik 
paintings by Jane Maru; the paintings have been reproduced as folios in full colour 
on traditional drafting vellum, a semi-transparent sheet that creates a visual effect 
similar to the original works on silk. One of 50 copies, of which this is number 30. 
Signed by Harold Budd and Jane Maru on the limitation page. 

$400
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I happened upon a way to experience freedom in the moment through the process of batik, a 
dimensional revelation that eventually summoned the muse, who, flying under the radar, began to 
appear in the paintings. It was during this prolific time when I first met Mr. Budd, someone whose 
spatial compositions brought to mind a distant place that exists beyond words. Perhaps it is in this 
realm that Harold and I draw fruit from the same tree. 

- JANE MARU

63. BUDD, Harold. Angel. 
[Vancouver]: HM [Heavenly Monkey], 2012. 
Octavo, 26 x 18.5 cm. Pamphlet-stitched into 
salmon and grey marbled paper wrappers, 
supported by stiff card covers; the marbled 
wrap is itself wrapped in a diaphanous sheet 
of Japanese [Tengujo] paper, which has been 
folded and pasted to the marbled paper along 
the top and bottom edges; printed title to the 
upper covers of both the Japanese paper wrap, 
and the card cover. Housed in a matching 
marbled paper covered slipcase, with printed 
paper label to the spine. Unpaginated [pp. 
32]. A fine copy. The text was set in Perpetua, 
with Monument used for display, and printed 
on Barcham Green Bodleian paper.  One of 26 
lettered copies, of which this letter W. Signed 
by Harold Budd on the colophon page. 

$500
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It started all very simply. No magic kiss, no philosophy, no manifesto. Here I was, working as a 
journeyman compositor, with everyone telling me how to set type - badly. The great pacifier was that I 
got paid union scale every Friday. Only it happened that a Carl Dair lived in Toronto, a Gus Rueter, a 
Harold Kurschenska, a John Robert Colombo, and there existed (sort of) a Guild of Hand Printers. 

These people loved type and the bite of print as I found out at one of their “meetings” in a Willowdale 
backyard, to which a friend dragged me. Sitting in the grass they cursed this particular ink and loved 
that particular paper, had troubles with swollen rollers, and had another beer. This was real. I rushed 
to rescue a table top 10 x 6½ Chandler and Price that I had seen in a bookstore. The Guild wanted to 
issue another portfolio, Wrongfount 2, and I wanted to be with them. 

Type? Type was not a big problem. Every night a pocket full of 14 point Bembo italic found its was 
out of the type shop I worked for until the proprietor mentioned that any ‘bedroom-printer’ working 
for him was automatically fired. After I painstakingly explained that I was not so much interested in 
turning out wedding invitations, but that I was publishing and printing a small, limited edition of 
poetry by Joe Rosenblatt, who at that time worked unloading freight cars, we came to an agreement. 
My boss would provide me with all the type and spacing material needed for the project, including a 
couple of California job cases, in return for a small credit line in the colophon. I happily agreed. And 
this was the “material” birth of the Heinrich Heine Press. 

When a child in Germany, during World War II, my parents managed to hide the collected works of 
Heinrich Heine, which were then banned, in the far corner of the bookshelf. And as a forbidden fruit 
tastes good, so does a forbidden writer. 

Heine’s writings, poetry, and ideology delighted and enlightened me. He became a personal, 
meaningful experience, in the same way, I feel, that private printing is a personal experience, printing 
meaningful things. These feelings make up the ‘idealistic’ birth of Heinrich Heine Press.

- PETER DORN, in Reader, Lover of Books, Lover of Heaven.

64. COLOMBO, John Robert. Miraculous Montages. 
Don Mills, Ontario: Heinrich Heine Press, 1966. Tall 
and narrow quarto, 30 x 18.5 cm. 18 printed leaves 
and two blank leaves on cream stock paper, laid 
loose in a cream card portfolio, with pictorial upper 
side, titled in blind. The upper side illustration 
is a relief gestalt image, printed in black, which 
oscillates between two faces and an abstract 
rendering of a tree. Unpaginated [20 leaves in all]. 
Faint yellowing and mild wear to the covers of 
the portfolio, else very good, and internally fine. 
Designed, hand-set, and printed by Peter Dorn, with 
“Blind embossed” illustrations by Don Jean-Louis. 
One of 150 copies, of which this is number 116. 
Signed by John Robert Colombo, Dorn, and Jean-
Louis on the colophon leaf. Signed again by the 
illustrator in pencil on the third leaf (dated ’67). 

$100
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65. FAIRLEY, Barker. Poems of 1922 or 
not long after. 
Kingston, Ontario: Heinrich Heine 
Press, 1972. Octavo, 22.5 x 15.5 
cm. Cased in black cloth covered 
boards, decorated with a pattern 
repeating the title and author 
variously in green, yellow, orange, 
and violet. Unpaginated [64 pp., 
plus endpapers, which are of the 
same stock as the text block]. A 
fine copy. The present volume 
was designed, set in Monotype 
Broadway and Sans Serif Light 
Italic, and printed on Carra Vellum 
Text colour paper by Peter Dorn. 
The pages are variegated, and 
from the front endpapers to the 
rear endpapers, form a segmented 
colour progression from neon 
green to violet. One of 150 copies, 
this being an unnumbered and 
unsigned hors d’commerce. Inscribed 
by the printer on the half-title: ‘to 
Anne and Ian | with best wishes | 
Charlotte + Peter’. 

$50

X HEINRICH HEINE PRESS
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Locks’ Press was established in Brisbane, Australia, in 
1978, and now operates occasionally out of London, 
but for most of its life, the Press operated out of a 
kitchen with reinforced floor joists in Kingston, Ontario. 
Its proprietors are Margaret Lock, a woodcut artist, 
bookbinder, and printer, and Frederick Lock, a scholar of 
18th century English literature, and specialist on Edmund 
Burke. 
To date, Locks’ Press has produced twelve books, 

thirteen pamphlets, and about thirty broadsides. Their 
works are usually set in Bembo or Baskerville, typefaces 
appropriate to their subject matter, and are printed 
on paper that is handmade or mould made, with 
illustrations printed from the original blocks or plates; 
their editions are small, ranging from 30 to 80 copies. 
Most of the Press’s books are illustrated with Margaret’s 

woodcuts, which are largely figurative and printed in 
black. Margaret favours the medium of woodcut for 
its simplicity and immediacy; as she describes in the 
catalogue notes for Ink Type Lead, Board Leather Thread, 
these characteristics lend themselves well to depictions 
of didactic narratives. While engraving on end grain 
allows the artist to achieve a more fluid line, and greater 
detail in the representation texture, volume, and depth, 
with the woodcut, the artist’s knife is checked by the 
direction of the woodgrain, causing it to seem coarse 
by comparison. On the one hand, the woodcut narrows 
the range of what the artist can achieve in realistic 
representation, while on the other hand, this very limit 
opens up the possibility of effectively exploiting an 
economy of lines and stark contrasts. For the woodcut’s 
sharp angularity, straightforward presentation, and lack 
of colour invite the viewer to look beyond the image 
itself. The stark image impresses a scene on the viewer, 
but rather than linger on its detail, the eye is encouraged 
to look beyond the image to what it suggests. Thus, the 
immediacy of the scene is free to unfurl itself into the 
suggestion of symbolic significance. Margaret commands 
these features of the woodcut. In this way, her work 
functions like iconography, hearkening back to the 
early devotional woodcuts of the fifteenth century: “the 
function of the woodcut… was locked in its meaning 
and hardly attached to its aesthetic character; its purpose 
was to convey a simple idea or fix a concept” (Richard S. 

The character of the press is 
conservative and scholarly. 
They print only texts that 
have a particular appeal for 
them, ones whose quality has 
ensured their survival for 
at least one hundred years. 
The texts are presented in 
their original spelling and 
punctuation. Some of the 
authors are well known, 
such as Shakespeare; others 
represent a more idiosyncratic 
choice: St. Jerome, William 
of Poitiers, Samuel Daniel, 
and Thomas Love Peacock. 
As editor, Fred has provided 
translations for about a 
third of the press’s titles 
(from Greek, Latin, Middle 
English, Provençal, and 
German). Margaret does 
the illustrations, design, 
typesetting, printing and 
binding. Her woodcuts are 
simple, strong, and sometimes 
slightly comic, though many 
of them have a serious moral 
subtext. They encourage the 
reader to think about the text 
and ponder its message.

- FREDERICK & 
MARGARET LOCK
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Field. Fifteenth century woodcuts and metal cuts from the National Gallery of Art, Washington, D.C. 
Washington: National Gallery of Art, 1965). There are exceptions, however, for Margaret 
occasionally adds subtle highlights by hand to accent her stark impressions, colouring 
the simple moral narrative. There are also moments of brevity, irony, and humour; 
‘jocoseriousness’ eschews sententiousness in many of her visual apologues. 

AN EARLY BOOK FROM LOCKS’ PRESS AND THE FIRST WITH WOODCUTS

66. [ANONYMOUS]. Fame’s Trumpet. 
Twenty Rhymes. 
Brisbane, Australia: Locks’ Press, 1982. 
Octavo, 19.5 x 13.5 cm. Cased in full beige 
cloth, decorated with a repeat pattern 
of spider webs, paper labels to the 
spine and upper cover, and pale green 
light-toned Barcham Green endpapers. 
Housed in a [presumed original] glassine 
dust wrapper. Unpaginated [pp. 48, 
plus 2 leaves bearing illustrations, twice 
folded and printed on both sides]. A 
fine copy.  The text was set in 12-pt 
Baskerville, with initials in 36-pt, and 
printed on Barcham Green Tovil paper. 
Illustrated with 20 full-page woodcuts, 
24 woodcut vignettes, and two woodcut 
spreads spanning twice-folded leaves, all cut in plywood by Margaret Lock. One of 75 
copies, signed by Margaret Lock on the colophon page, of which this is number 48. 

$750

Fame’s Trumpet was the third title issued by Locks’ Press and the first to be illustrated 
with woodcuts, the medium for which Margaret is now best known. It was preceded by 
Lear’s The pobble who has no toes (Brisbane: 1979; illustrated with nine copper engravings), 
and Five letters from Jane Austen to her sister Cassandra, 1813 (Brisbane: 1981; illustrated with 
eight linocuts). 
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67. WILLIAM [Guilhem 
or Guillaume] VII, 
Count of Poitiers 
(Frederick Lock, 
trans.).
Poem About 
Nothing.
Kingston, Ontario: 
Locks’ Press, 1995. 
26.8 x 16.6 cm, 
when folded. Loose 
single sheet, folded 
into 8 leaves in 
accordion style, 
and printed on one 
side only. Tipped-
in to a portfolio 
style binding with 
grey linen spines, 
boards covered 
variously in dark blue and greyish teal Japanese paper, printed labels to the spine and 
upper cover, and variously teal, mauve, and beige Japanese endpapers. Unpaginated. 
A fine copy. The Provençal text was set in Baskerville, with Fred Lock’s translation 
into English appearing below it in the accompanying italic; printed on Twinrockere 
handmade linen paper. Illustrated with seven colour woodcuts by Margaret Lock, cut 
in 3/4 inch Baltic birch plywood. An Initial letter, cut by Lock in Basswood, was used 
for the opening of the first verse. One of 80 copies, signed by Margaret Lock on the 
colophon, of which this is number 72. 

$325
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68. [PEACOCK, Thomas Love]. The Legend 
of Saint Laura. 
Kingston, Ontario: Locks’ Press, 2000. 
Tall octavo, 23.2 x 16 cm. Cased in 
quarter cream linen, with boards 
covered in variegated Canson Ingres 
paper; the paper has been hand-painted 
in acrylic with strokes of mauve, violet, 
green, and pale orange, and over-printed 
with a woodcut by Margaret Lock, 
repeating a pattern of flower and yew 
sprigs; printed paper labels to the spine 
and upper cover, and green Fabriano 
Ingres endpapers. Unpaginated [pp. 16]. 
A fine copy. The text was set in Bembo, 
with 30-pt Perpetua used for the title, 
and printed on paper handmade by 
Wendy Cain, of Rogues’ Hollow Paper, 
Newburgh; the paper, which was 
commissioned by the Press for this book, 
was made from bleached flax and sisal 
fibre. Illustrated with four full page woodcuts by Margaret Lock, along with three 
woodcut vignettes. One of 60 copies, signed by Margaret Lock on the Colophon page, 
of which this is number 49. 

$225
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69. SHAKESPEARE, William. Take, oh Take 
Those Lips Away…
Kingston, Ontario: Locks’ Press, 2011. Single 
sheet, 25.7 x 17.2 cm, printed on both 
sides. A fine copy. The text, which was 
reproduced from the First Folio Edition of 
Measure by Measure (Act 4, scene 1), was set 
in Baskerville, and printed on Stonehenge 
250 gsm mould made paper. The text is 
illustrated with a coloured woodcut by 
Margaret Lock. One of 50 copies, of which 
this is number 41. Signed by Lock in pencil 
below the colophon. 

$40

70. [ANONYMOUS] (Frederick 
Lock, trans.). Deor’s Lament. 
Kingston, Ontario: Locks’ Press, 
2012. Small oblong octavo, 13.6 
x 15.5 cm. Cased in greyish 
blue Japanese paper covered 
boards, with printed paper 
title-label to the upper cover, 
beige linen spine-strip,  and 
sueded ties at the fore-edge; 
the endpapers are of grey 
handmade Japanese paper, 
and are decorated with a woodcut by Lock, depicting “a stormy sea, symbolic 
of the difficulties faced by the poet. It also alludes to the famous poem in the 
same manuscript source, The Seafarer.” [Frederick Lock]. Unpaginated [24 pp.]. 
A fine copy. The text was set in 18-pt. Bembo, and was printed on handmade La 
Papeterie Saint-Armand paper. The text presents the Old English original, recorded 
in the Exeter Book (folio 100), which was compiled in Wessex circa 970-990. The 
printed text is based on the version appearing in Anne L. Klinck’s The Old English 
Elegies (1992), and appears on the versos; Fred Lock has supplied a translation into 
English, presented parallel to the original on the rectos. With 15 woodcut vignettes, 
illustrating each page of text, and woodcut title-page lettering by Margaret 
Lock. One of 75 copies, signed by Margaret Lock, of which this is number 34
.                                                                                                                                          $175
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71. SHAKESPEARE, William. Ver | Spring. When 
dasies pied, and violets blew, and Cuckow-budds of 
yellow hew: …
Kingston, Ontario: Locks’ Press, 2013. Single 
sheet, once folded, 22.7 x 43.8 cm; printed 
on one side of the sheet; wrapped in a once 
folded sheet of light tan Japanese paper, with 
title and woodcut floral device printed to the 
upper cover, and colophon to the lower cover. 
The text, from Love’s Labour’s Lost (Act 5, scene 2; 
reprinted from the Quarto edition of 1598) was 
set in Baskerville, and printed on St. Armand 
hand made paper. The text is framed on both 
sides of the spread by coloured woodcuts by Margaret Lock. One of 40 copies, of 
which this is number 14. Signed in pencil below the colophon by Margaret Lock. 

$80



89

X LOCKS’ PRESS

72. SHAKESPEARE, 
William. [Ophelia’s 
Song] HOW should I 
your true loue know 
from another one?… 
London: Locks’ Press, 
2015.  Single sheet, 24.8 
x 12.5 cm, printed on 
both sides. The text, 
from Hamlet  (Ophelia’s 
Song, IV.v, in the first 
folio, 1623), was set 
in Baskerville. It was 
printed by Margaret 
Lock on a Vandercook 
proof press at the 
London Centre for 
Book Arts. Illustrated 
with a coloured 
woodcut, also by 
Margaret Lock. One of 
35 copies, of which this 
is number 12. 

$20
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Aside from its own printing achievements, Poole Hall 
Press was Canada’s pedagogic press par excellence. 
Tracing its history, and reading appreciations of Bill 
Poole’s character, we find a man who loved printing 
and sought to impart that love to others. Though the 
Poole Hall Press was not, strictly speaking, a teaching 
press, it became a site where Bill would support 
the nascent efforts of young aspiring printers and 
celebrate their achievements. 
Bill established the Poole Hall Press in 1972. He 

taught graphic design and printing at the Ontario 
College of Art and founded the Grimsby Public 
Art Gallery. In 1979, the Gallery hosted its first 
Wayzgoose, an annual celebration of the book arts 
which has since become a site where presses, paper 
makers, and binders meet and show their handmade 
work. The name and spirit of Wayzgoose follow 
the English tradition of printers and allied artisans 
gathering on the feast day of Saint Bartholomew, 
to celebrate the year’s achievements and mark 
the seasonal shift when the return to working by 
candlelight began. Joseph Moxon describes the 
tradition in his Mechanick Exercises on the Whole Art of 
Printing (1683):

It is also customary for all the Journey-men to make every 
Year new Paper Windows...; Because that day they make 
them, the Master Printer gives them a Way-goose; that is, he 
makes them a good Feast, and not only entertains them at his 
own House, but besides, gives them Money to spend at the Ale-
house or Tavern at Night. These Way-gooses, are always kept 
about Bartholomew-tide. And till the Master-Printer have 
given this Way-goose, the Journey-men do not use to Work by 
Candle Light.

Marking the cycle of working by candlelight 
was not a primary concern in the founding days 
of the Grimsby Wayzgoose, nor is it now. But by 
establishing the event, Bill helped to build and 
foster the community of book makers that thrives in 
Ontario today.

This private press was inspired 
by Carl Dair and his concern 
for legibility and clarity in 
communication. I helped him 
assemble the hand press he had 
obtained from England and learned 
the joys of hand printing at his 
Orchard Press. When Carl died, I 
felt the need to continue private 
press printing and obtained my 
own Albion press. The Poole Hall 
Press is concerned with printing 
the work of Canadian writers and 
artists.

- WILLIAM POOLE in Reader, 
Lover of Books, Lover of Heaven.

It was one thing to work in Carl’s 
studio with his gentle insistence 
on proper respect for type and 
printing. It was quite another to 
figure it out for myself. He was a 
great teacher. I wish I had been a 
better pupil. 

The Press is interested in printing 
anything, whether trivial or 
profound, which will utilize the 
accumulated types and ornaments 
it has acquired. Many of them plus 
a Chandler & Price press are gifts of 
generous friends who, rather than 
throwing “the old junk out”, send it 
to me. These are printed mainly on 
off-cuts from the local commercial 
printer thus assuring little or no 
uniformity or continuity.

- WILLIAM POOLE in  The 
Canadian Private Press in Print
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73. THOREAU, Henry David. [The Bean Field.] 
A Chapter by Henry D. Thoreau from his 
book Walden or Life in the Woods in which 
he tells of time he spent in his bean field 
| Illustrated with linoleum blocks cut by Jacques 
Schyrgens. 
Grimsby [Ontario]: Poole Hall Press, 1977. 
Squarish octavo, 20.5 x 18 cm. Cased in quarter 
brown buckram, with lighter brown paper 
covered boards, printed paper label to the 
upper cover, embellished with a frame of 
printer’s ornaments, and yellow endpapers; 
top-edges trimmed, others untrimmed. 
Unpaginated [pp. 32]. A fine copy. The 
text and titles were set in Goudy Medium 
roman, and its accompanying italic, and printed on Inveresk cream laid Book Paper. 
Illustrated with 25 linocuts by Jacques Schyrgens. Schyrgens travelled to Kenora to 
work on the illustrations for this book, drawing on the stark beauty of the Northern 
Ontarian landscape, for, he claimed,“Kenora seems to capture the spirit of Thoreau’s 
book.” One of 58 copies, of which this is number 33.  

$225
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74. DUNCAN, Norman. Christmas Eve at Topmast 
Tickle. | With an Introduction by William F. E. 
Morley & Wood Engravings by George Walker. 
Grimsby: Poole Hall Press, [1983]. Octavo, 21.5 x 
18 cm. In mustard paper wrappers, with printed 
lettering and decoration in red to the upper 
cover. Unpaginated [28 pp.]. Minor wear to the 
covers, else fine. Printed in Frederick Goudy’s 
Monotype 38-E Roman and Italic, on Rolland 
Tints ‘Alpaca Ivory’ paper. One of 190 copies, 
this being number 40. Ornamental borders of 
holly to the page-heads. Illustrated with five 
wood engravings (including the frontispiece) 
by George Walker. Accompanied by two loosely 
inserted sheets of mimeographed text (once 
folded, with text on one side only). The text is 
titled Introd. to “Topmast Tickle”, and is a proof of 
Morley’s introduction, with annotations and corrections in pencil and pen. 

$75

75. BUECHNER, Thomas S. Gallé and the Nature of 
Quality | The concluding address, on October 20, 1984, to 
the 24th Annual Seminar on Glass, held in The Corning 
Museum of Glass | The Museum’s Special Exhibition during 
the Seminar was Emile Gallé: Dreams into Glass. 
Grimsby, [Ontario]: Poole Hall Press, s.a. [1985]. 
Octavo, 24.7 x 16.6 cm. Cased in quarter navy 
leather-grained buckram, with light blue paper 

covered boards, 
printed paper 
label to the 
upper cover, 
and brown 
endpapers. 
Unpaginated 
[pp. 24]. A 
fine copy. 
The text was 
set in Century Schoolbook roman, and its 
accompanying italic, with Goudy Old Style used 
for display; Caravan borders, printed in orange, 
embellish the page heads and feet; printed on 
Rising Book paper. One of 105 copies, of which 
this number 12.                                                       $55
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76. ZAPF, Herman. In Honor of the Work of Frederick 
W. Goudy. A Lecture, Given in 1969, By Herman Zapf in 
the Rochester Institute of Technology, School of Printing. 
[Grimsby, Ontario: Poole Hall Press, 1989]. Octavo, 
22.5 x 15 cm. Cased in quarter dark brown cloth, 
with light brown paper covered boards, lettering 
blocked in blind to the upper cover, and pink 
endpapers; rather than providing the title to the 
book, the upper cover bears Goudy’s name and 
the alphabet, along with an ampersand and the 
numbers 1-5, blind stamped in his Old Style type. 
Unpaginated [8 pp.]. A fine copy. Printed in Goudy 
Old Style, with a variety of Goudy types used for 
initials and display. This copy is one of an unknown 
number of bound copies; this production of Zapf’s 
lecture was printed by Bill Poole for inclusion in the 
1989 Wayzgoose Anthology. 

$75

77. LEACOCK, Stephen. Xmas Convivial and Pleasant at No. 19 Redpath Crescent. 
Montreal [Grimsby, Ontario]: privately printed [by William Poole at the Poole Hall 
Press], 1990. Octavo, 20 x 14.5 cm. In cream paper wrappers, hole-punched and tied 
with a red silk ribbon, and title printed in black to the upper cover. The upper cover 
and pages are decorated with Christmas and winter themed dingbats, printed in 
red, green, and blue. Unpaginated [24 pp.]. Very minor creasing to the lower outer 
corners of the covers and pages, else a fine copy. Handset by Bill Poole in Schoolbook 
Roman and Italic, and printed on Noranda Antique Recycled Book paper. One of 175 
copies, this being number 65. Signed by The Poet Himself | Here sit I, proud as any Peacock 
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/ And sign myself, / Yours / Stephen Leacock. 
Also signed on the same page by John 
Mappin, who commissioned this volume 
as a Christmas keepsake, and introduces 
Leacock’s text. Inscribed by Mappin on the 
inside of the upper cover.  Accompanied by 
a loosely inserted photocopy (a single sheet 
once folded) of the title page and one page of 
text [Nunc Dimittis; p. 22] from Joseph Easton 
McDougall’s if you know what I mean (Toronto: 
Macmillan, 1929), with the mimeographed 
annotation: ‘the poem to which Leacock 
refers’; the photocopied page is initialled 
J.N.M. [John N. Mappin].

$40

78. BRABANT, Joseph A. 
Some Observations on 
Jabberwocky | With a 
Wood Engraving by George 
A. Walker | And a Tribute 
to Joe Brabant by Andy 
Malcolm.
Toronto: The Cheshire 
Cat Press [typeset and 
printed at the Poole Hall 
Press, Grimsby], 1997. 
Octavo, 24.5 x 15.2 cm. 
Cased in quarter light 
brown buckram, with 
speckled cream paper 
covered boards, title 
printed to the upper 
cover, and light tan 
endpapers. pp. [5], 2-16, 
[4].  A fine copy. The 
text was set in Goudy Medieval roman and Arrighi italic; Century Schoolbook roman 
and italic were used for quotations from Alice’s Adventures and Through the Looking-Glass; 
printed on Noranda Forest Recycled Antique paper. Illustrated with a wood engraved 
frontispiece by George Walker, printed in green from the block; the engraving, which 
depicts only half of the Jabberwock, may be complemented, to form the full image, 
by the wood engraving appearing on p. 10 of Walker and Poole’s production of 
Through the Looking-Glass. One of 177 unnumbered copies.                                                                             

$125
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79. Another copy.
Octavo, 24.7 x 15.5 cm. Cased in later full dark maroon leather, with George Walker’s 
cursive monogram stamped in silver to the upper cover; plain dark dusty rose 
endpapers. A fine copy. Signed in pencil by George Walker to the title page. 

$125

80. BRABANT, Joseph 
A. Wouldn’t It Be 
Murder? | A talk 
presented to the Lewis 
Carroll Society of North 
America at its first 
meeting in Canada, on 
May 12, 1990 | With 
Wood Engravings and 
an Epilogue by George 
A. Walker.
Toronto: The 
Cheshire Cat Press 
[typeset and printed at 
the Poole Hall Press, 
Grimsby], 1999. Tall 
octavo, 26 x 18.5 cm. 
Pamphlet-stitched 
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into stiff card stock, sewn-not-to-show, with folded cream paper covers, and printed 
title to the upper cover; speckled cream endpapers. pp. [5], 2-14, [2]. A fine copy. 
The text was set in Goudy Old Style roman, and its accompanying italic, with Goudy 
Open used for display; printed on Noranda Forest Recycled Antique paper. Illustrated 
with four wood engravings by George Walker, printed in various colours from the 
blocks. One of 177 unnumbered copies. Inscribed in pencil by Bill Poole to Hugh 
Barclay on the front free endpaper: ‘for Verla + Hugh | with many happy wishes | 
from Margaret + Bill | Christmas 1999’. 

$175

81. another copy.
Octavo, 26.7 x 18.8 cm. Cased in later full 
blue cloth over boards, with George Walker’s 
cursive monogram stamped in gilt to the 
upper cover; dark blue marbled endpapers . A 
fine copy.  Signed in pencil by George Walker 
on the colophon page. 

$150
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Purple Partridge was a 
peripatetic Press. 

[It] could be said to be an itinerant 
private printer and publisher. 
In its 20 years it has never had a 
press or a permanent address. The 
proprietor prints on borrowed 
letterpresses and on occasion had 
his typography put on offset plates 
for lithographing. The pride of 
existence is the Spectrum type in 
two sizes, which was designed by 
J. van Krimpen and cut by P.H. 
Radisch at Enschedé en Zonen, 
Haarlem, Holland.

- HAROLD KURSCHENSKA in 
Reader, Lover of Books, Lover of 
Heaven. 

…simply a vehicle for words… 

- HAROLD KURSCHENSKA, 
on design and typography, in 
Typography and Communication, 
in The University as Publisher, 
Eleanor Harman, UTP, 1961.

82. [COLOMBO, John Robert, ed.] RUBATO. 
[new poems by young canadian poets]. 
Toronto: Purple Partridge Press, 1958. Small 
Octavo, 19.5 x 14.5 cm. In salmon paper wrappers, 
stapled not to show, with printed lettering to 
both the upper and lower covers. Unpaginated 
[32 pp.]. A few minor tears (of no more than a 
few mm.) along the upper edge of the upper 
cover, and sunning to the spine and inner edges 
of the covers; the text block, which is secured 
with a single staple, is loose within the wrappers, 
else a very good copy. Designed by Harold D. 
Kurschenska, and printed at the University of 
Toronto in Van Krimpen’s Spectrum type on 
Acme paper. One of 196 unnumbered copies. 
The 21 poems appearing in this volume were 
written by students at the University of Toronto, 
and among the contributors are John Robert 
Colombo and Christopher Priestley; as one might 
expect from poetry emerging from so rarefied 
a milieu, the prevailing style is lofty, with titles 
such as sic transit, aere perennius, across the sea of time, 
and dialectic i and dialectic ii. Kurschenska’s poised 
arrangements, however, create a visual poetics 
that function as a welcome counter-point to the 
verse (we might even say that the arrangement 
presents a dialectical contrary to dialectic ii). When 
‘read’ typographically, the poems are superlative.  
This was the first book to appear under 
Kurschenska’s Purple Partridge imprint. 

$50
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Fine books have literary value, and 
they have commercial value, but it 
is their value as works of art which 
distinguishes them from other books. 
This intangible, aesthetic quality is 
not easily obtained. The designer’s 
use of binding materials, of type, of 
paper and of inks, all contribute to 
the feeling of luxuriousness and of 
fineness. There is another element, 
personality, without which a book 
is lost. It results form the designer 
imparting something of himself -- his 
love for fine books, his consequent 
sincerity of purpose, his grasp of the 
elementals of the printing craft - into 
books.

- Robert Reid, from his 
printer’s note in The Fraser Mines 
Vindicated (1949).

X ROBERT REID

83. WALLACE, James K. 
The Basque Sheepherder and 
The Shepherd Psalm.
Vancouver: The Graphos Press, 
s.a. [1954?]. Duodecimo, 19.5 x 
13 cm. Stapled in grey paper 
wrappers, with printed title 
in black, and two devices 
in red, to the upper cover. 
Unpaginated [pp. 12]. A fine 
copy. The text was set in Libra 
and Perpetua types, and printed 
on Carlyle Japan plate paper. 
In lieu of a colophon page, the 
particulars of type and paper 
have been given on the recto of 
the rear endpaper.  

$200
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The Roger Ascham Press originated on a fall evening in 1964 when Doug Lochhead and I registered 
for a typesetting course. Over the years, ranging the Ontario countryside, I rescued items of letterpress 
equipment no longer loved by their owners. 

The press had to be named to be called into life. Roger Ascham’s adoption as deity came about because 
he taught literature to Queen Elizabeth I, whereas I did this for young Ontario; hence, his book of The 
Scholemaster became, rather tenuously, my press of the school master. 

We have other deities: C.S. Lewis said that because he could not find the sorts of books he wanted, he 
had to write them; and Aldous Huxley was fond of decrying the ‘censorship of the pocket-book’. So, the 
press enables me to make the sort of book I wish to see, unhampered by the usual commercial criteria. I 
aim to make books of important literary work in a manner worthy of their contents.

- GEORGE MCDONAGH in Reader, Lover of Books, Lover of Heaven. 

84. GUSTAFSON, Ralph. The Brazen Tower. 
Tillsonburg, Ontario: Roger Ascham Press, 1974. Tall 
Octavo, 25.5 x 15 cm. Cased in blue paper covered 
boards, with quarter Barcham Green Charles I cream 
paper spine-strip; printed blue lettering to the spine, 
printed yellow lettering to the upper cover, and 
blue Ingres endpapers. [12], 133, [7] pp. Spine strip 
is slightly darkened, stain to the inner upper corner 
of the lower cover along the joint, 4 cm. band of 
sunning to lower 5 cm. of the covers, mild spotting to 
the bottom edges, and light bumping and bruising to 
the upper edge of the upper cover and lower edge of 

the lower cover; 
else a very good, 
internally clean 
and bright copy. 
Hand set in 
Centaur roman 
and Arrhigi 
italic types, 
with Cochin Open used as display, and printed 
on Basingwerk Parchment paper. One of 120 
copies, of which this is number 48. Inscribed 
by the printer on the verso of the first blank 
preliminary: ‘for Sam, with regards, George 
McDonagh | July 75’. 

$175
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85. BAUER, Walter (Humphrey Milnes, trans.). 
A slight trace of ash | Poems of recollection 
by Walter Bauer.   
Toronto, Ontario: Roger Ascham Press, 
1976. Large quarto, 33.7 x 23 cm. Cased in 
quarter black Oasis goatskin, with cream 
buckram covered boards, spine lettered 
in gilt, and plain black endpapers; fore-
edges cut, all edges untrimmed. Housed 
in a matching buckram covered slipcase. 
pp. [8], 9- 49, [5]. Some slight toning to 
the buckram of both the covers and the 
slipcase, else a fine copy. The present 
book was designed by Leslie Sam Smart; 
the text was set in Centaur roman, with 
titles in Arrighi italic, and printed on B F K 
Rives paper. The binding was done by The 
Hunter Rose Company. Illustrated with 
12 block-prints by Aba Bayefsky, printed 
in black. One of 160 copies, of which this 
is number 60. Accompanied by a laid-in 
copy of the original prospectus [pp. 4; 
quarter-sheet once folded, and tipped-in 
to cream paper covers]. 

$350
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86. GUSTAFSON, Ralph. Manipulations on Greek 
Themes. 
Toronto, Ontario: Roger Ascham Press, [1986]. 
Small quarto, 27.7 x 18 cm. Cased in quarter 
orange Oasis goatskin, with orange and yellow 
linen covered boards, Batiked after Greek motifs 
by Muriel McDonagh, spine lettered in gilt, and 
Swedish Ingres endpapers; top-edges cut and 
trimmed, others untrimmed. pp. [12], 3-95, [3]. 
Some minor scuffs to the leather at the head of 
the spine, else a fine copy. The text was set in 
Bruce Roger’s Centaur type, with Arrighi italic 
used for display and occasional shoulder-notes 
printed in red, and printed on Ferdinando 
Amatruda hand made paper. Illustrated with 
16 wood engravings by Oswald Turner, printed 
from the blocks. Ornamented with four [linocut] 
devices, printed in red, after Greek motifs 
(matching that of the upper cover) by Denis C. 
Milton. One of 120 copies, of which this is number 
40. 
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Accompanied by a laid-in copy 
of the original prospectus 
[pamphlet-stitched cream paper 
wrappers; pp. 8, printed in style 
and on paper uniform with the 
book which it advertises; the 
upper cover is dyed red along 
the fore-edge; contains 2 pages 
of samples]. 

$450
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Shanty Bay Press was established in Shanty Bay, Ontario, in 1996 as a private press devoted to 
publishing livres d’artistes in which the texts and the illustrations accompanying them would have 
equal weight in the design of the books. The press is a partnership: the type-setting, presswork and 
binding are the work of Janis Butler, the illustrations are by Walter Bachinski, and the editorial, design 
and publishing decisions are shared. The press’s equipment includes a Vandercook SP20, Vandercook 
Universal 1, double crown Washington hand press (1836), an etching press, and a growing collection of 
type.

- WALTER BACHINSKI & JANIS BUTLER. 

87. OVID [Sir Samuel Garth, trans. & ed.]. 
Stories from the Metamorphoses.
Shanty Bay, Ontario: Shanty Bay 
Press, 2013. Large Quarto, 36.8 x 25.4 
cm. Cased in quarter calfskin, with 
title stamped in blind to the spine, 
and Japanese Gampi paper over 
boards; top-edges trimmed, others 
untrimmed. Housed in a brown cloth 
covered slipcase. [12], xi, [4], 3-133, [7] 
pp. A fine copy. Designed by Walter 
Bachinski and Janis Butler, set in 
Bembo type, and printed by Butler 
on 200 gsm Arches Cover paper. 
Pochoir initial letters open each of the 
sections, executed in red on a silver 
background. Each of the 15 stories 
comprising the Metamorphoses opens 
with a photogravure illustration by 
Bachinski; the text is illustrated with 
16 photogravures in all, including the 
frontispiece. The drawings upon which 
the illustrations are based were completed over the course of a year, and were then 
made into photogravures by Jon Goodman, who also printed the plates. The text was 
taken from the 1715 edition of the Metamorphoses compiled by Sir Samuel Garth, and 
includes translations by John Dryden, Joseph Addison, Arthur Mainwaring, Laurence 
Eusden, and Samuel Croxall. One of 70 copies, of which this is number 26 of 60 
regular states issued in quarter calf binding. Signed by Bachinski and Butler on the 
colophon page. 

$3,500

I have long been interested in making a book of stories from Ovid’s Metamorphoses. Many myths from 
the classical world are collected here and they have been a source of inspiration for paintings sculptures, 
books, poems, plays, operas and illustrated books over time. Shakespeare would have been aware of 
Arthur Golding’s translation of the Metamorphoses, published in 1557. The precedent of Romeo & Juliet 
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was likely to have been the sad tale of “Pyramus 
& Thisbe”. In fact, these tragic lovers lovers also 
make an appearance in Midsummer Night’s Dream, 
reworked as a comic exploration of the theme. 
Renaissance artists, particularly the Italians, glorified 
in the human figure in painting and sculpture. Stories 
from the Metamorphoses provided new subjects, 
freeing artists to approach the human form in more 
inventive ways. With previous religious restraints 
removed, the beauty of the body was celebrated. 
What a release of energy for visual artists! Titian 
painted at least a dozen large paintings of mythic 
scenes from this book, including six for Phillip II of 
Spain. In Bernini’s sculpture of Apollo & Daphne, he 
embraces the aesthetic of both the male and female 
form, as the god desperately tries to catch the fleeing 
nymph…

From this treasury of ancient myth, I have chosen 
stories I could best illustrate, and I do hope they are familiar to the general reader. My approach 
to the illustration varied from story to story. For some, as in “The Story of Phaeton”, I picked a 
revelatory moment. The instant Apollo grants his son’s wish to drive the chariot, he foresees disaster 
& a tear rolls down his cheek. For others, I was guided by previous artists’ versions. My conception of 
Pygmalion was inspired by the Pre-Raphaelites, particularly Burne-Jones. In his four panel Story of 
Pygmalion, his expression of the purity of the female form attracts me. Venus & Adonis were influenced 
by Titian’s paintings of the story. Another approach was to use telling portraits; the naive face of Io 
who was eventually transformed into a heifer, or the haughty one of Niobe, punished for bragging 
about her children. Bacchus has been depicted at the moment he discovers he is a god. Salmacis & 
Hermaphroditus are shown in a very soft, ethereal manner as they commingle & sink into the water. 
With Pyramus & Thisbe, the doomed lovers, I wanted to evoke their intense attraction in a foreboding 
atmosphere…

Our Metamorphoses is a black & white book, which is a new exploration for Shanty Bay Press, as 
colour has always been a very important part of the illustrations. Originally, I thought I would do 
woodcuts and pochoirs, in a manner similar to our earlier book, the Georgics. For over a year, as I 
worked on the charcoal & black pastels drawings for the woodcuts, they became more complex. If I was 
to use woodcut, I would lose the subtle transitional areas and the tonal variations. I was excited by the 
direction the drawings were taking but the challenge was how to preserve the delicate qualities. 

Because I trained as a printmaker, I realized none of the techniques including intaglio, serigraphy, 
relief, or lithography would be suitable to edition these drawings. I discovered Jon Goodman, the 
foremost practitioner of the photogravure process, probably in the world. This technique has the 
substance & quality I needed… The results were stunning; it continually amazed me that he was able 
to hand-wipe the plates and still produce prints of complete consistency. The process of photogravure 
transformed the drawings into something unique for they became richer and more mysterious.

- WALTER BACHINSKI, from the preface.
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88. [Various]. CIRCUS | The Artist as 
Saltimbanque | Illustrations by Walter 
Bachinski. 
Shanty Bay, Ontario: Shanty Bay Press, 
2011. Large Quarto; 37.8 x 26.6 cm. Cased 
in quarter black cloth, with Somegami 
paper over boards; the cover papers are 
illustrated with black and red pochoirs; 
title blocked in red to the spine; plain 
black endpapers; all edges trimmed. 
Housed in a matching black cloth 
covered slipcase. pp. [9], vi-x, [2], 3-52, [6] 
[72 pages]. A fine copy. The text was set in 
Deepdene type, and printed on 200 gsm 
Arches cover paper. Illustrated by Walter 
Bachinski with four full page pochoirs 
and eight linocuts, printed in multiple 
colours. One of 60 copies, of which this is 
number 43 of 55 for sale. Signed in pencil 
by Bachinski and Butler on the colophon 
page. Accompanied by a laid in copy of 
the prospectus. 

Comprising texts by Mark Twain, 
Apollinaire, Cyril Beaumont, Jules 
Laforgue, Jean Cocteau, Henry 
Miller, Baudelaire, and Rilke. The 
French and German texts are 
provided in English translation. 
Apollinaire is best represented, 
with three of his appreciations of 
Picasso printed, including the poem 
Pablo Picasso, along with his poems 
Phantom of the Clouds and Dusk. 

$3,000

This is the second Shanty Bay Press 
publication on the circus. After our first 
effort, I felt there were many possibilities 
still to be explored. 

At the turn of the 19th century many 
artists, writers, musicians & dancers 
identified themselves with the circus, 
primarily as performers. One thinks of 
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Picasso and his work from the blue and rose periods. In his 
early masterpiece of 1905, Family of Saltimbanques, now 
in the National Gallery in Washington, the harlequin in 
the painting bears a striking resemblance to the young 
Picasso who was just 24 when he painted it. He spent many 
evenings at the Cirque Medrano, was on intimate terms 
with the performers and identified himself as one of them. 
It was a subject that was to preoccupy him throughout 
his long working life. Picasso’s artistic influences would 
have been Daumier’s paintings of circus scenes and, of 
course, Cezanne’s painting of Pierrot and Harlequin. I 
have included descriptions of the early paintings of Picasso 
by the great French lyrical poet Apollinaire, who in turn 
was placed by the artist as the heavy, seated, jester in the 
Family of Saltimbanques. 

Many of the artists who have influenced me directly, or 
have stimulated my artistic career, are artists from this 
period. I, myself, have used circus imagery in many of my 

pastels for years and the circus has fascinated me ever since I was a young boy. For this book I have 
assembled a variety of writings loosely based on the idea of the artist and the circus. I have created 
a cycle of pochoirs and colour linocuts inspired by the texts. The bold colour is used to accentuate the 
rhythm, movements and noise of performance. I visualize this book as a presentation that is similar to 
to an actual visit to a circus. So for the richest experience, it 
is best to go through it completely in one sitting, just as you 
would a circus performance. 

The short texts that make up the book are quite different 
both in style and in content, from one another. They are 
funny, surreal, serious and poignant; all having to do with 
the circus. Together with the illustrations, I want the reader 
to share in the excitement that I have always felt when at 
the circus. There are three rings of simultaneous activity, 
with something completely different often happening in 
each one. 

What is it about the circus that draws so many diverse 
artists to explore its real? Is it the allure of risk and danger, 
of living on the edge, about the performance that cannot 
fail? Nijinski becomes Petrushka, while Baudelaire, his own 
career in decline, identifies with the old acrobat and Henry 
Miller, influenced by his love of French painting of the time, 
sees himself as a clown. There are so many aspects to the 
circus, so much layering, so much deception and artifice. To 
me, it is a metaphor for art. I hope you enjoy the offering!

- WALTER BACHINSKI, from the preface.
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89. Homeric Hymn to Aphrodite | Translated 
by Susan C. Shelmerdine | Illustrated by Walter 
Bachinski. 
[Shanty Bay, Ontario]: Shanty Bay Press, 
[2003]. Large Quarto, 33.7 x 24 cm. Cased 
in quarter yellow cloth, with cloth fore-
edge strips, and Torinoko Gampi paper 
over boards, decorated with a pochoir 
vignette of Aphrodite; title printed 
to the spine; top edges cut, others 
untrimmed. Housed in a matching cloth 
covered slipcase. [pp. 40]. A fine copy. 
The text was set in Bembo type by Janis 
Butler, and printed on Somerset Satin 
paper. Illustrated with three full page 
pochoirs and three two-colour woodcuts 
by Walter Bachinski; the woodcuts 
have been printed in black, with ochre 
grounds recalling the colour of Attic clay. 
Bachinski was assisted in the stencilling 
of the illustrations by Judi Lindsey and 
Sarah Martin. 

One of 110 copies, of which this is 
number 65 of 100 for sale. Signed in 
pencil by Bachinski and Butler on the 
colophon page. Accompanied by a 
laid in copy of the prospectus.

$750

In a wonderful late Grecian spring of 
2002, Janis and I had two intense and 
joyful weeks on the island of Crete. A good 
amount of time was spent in Thronos, a 
small village in the Amari Valley where 
one is always aware of the presence of 
Mount Ida. We arrived at the end of Lent 
as the village was just beginning its Easter 
celebrations. We were both witness to 
and participants in, an extravaganza of 
excess. We were invited to join the revelry: 
music, dancing, much wine, & prodigious 
amounts of lamb!
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Janis & I worked with our pastels 
every day, attempting to deal with 
the high intensity of light and the 
richness of colour in the landscape. 
The blinding sun was so strong 
that we had to seek shade in order 
to work. With time, I was able to 
respond to this higher key of colour, 
which was a wonderful experience 
for me. The landscape pastels that 
I did in the Amari Valley form 
the backdrop for the three colour 
pochoir illustrations that enhance 
this ancient poem, The Homeric 
Hymn to Aphrodite. 

Composed before the invention 
of writing, this poem came out of 
the oral tradition, and describes 
the dangerous liaison between the 
goddess Aphrodite & the mortal 
Anchises. It was one thing for 
a god to make love to a mortal 
woman, but the union of a 
goddess & a mortal man usually 
led to unfortunate results. Their 

lovemaking takes place on the grassy slopes of Mount Ida. Crete is indeed a garden of Eden; this 
perfection is in both the landscape and the 
quality of light. Everywhere, in the rocks 
and the ruins, are remnants of mythic stories. 
The extraordinarily clear light is reflected 
in the clarity of Susan C. Shelmerdine’s 
translation of this poem to Aphrodite. As 
well, I was attracted to her work because I 
wanted a translation that spoke to me in the 
language of our time. This archaic hymn is 
presented with simplicity, humour and a 
kind of innocence that I hope comes out in my 
illustrations.”  

- WALTER BACHINSKI, from the 
preface.
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2 Item 87. Below, items 88 & 89.
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Jim Westergard is the custodian 
of an old spoiled and pampered 
Vandercook SP-15 proof press that 
answers to the name of Spanish Fly.

Jim was working on a series of 
prints titled “Wee Beasties” and 
was searching for new subjects 
in entomology texts. He turned a 
page and there it was, in the ‘bug 
book’. . . SPANISH FLY . . . It really 
existed! Wonder-Of-Wonders! A 
substance, written off long ago as 
a myth, and it actually existed! Its 
scientific name is Lytta Vesicatoria 
and it lives in Europe (including 
Spain). The bug book said there’s a 
preparation of juice from this insect 
called cantharides, which is said to 
act as an aphrodisiac! There’s only 
one small problem: according to the 
book, as little as 0.03 gr. is a lethal 
dose!

Jim produced some prints of his 
interpretation of ‘Spanish Flies’ 
then, later when his old Vandercook 
SP 15 proofing press was moved 
from storage, into the new studio, 
he figured it ought to have a name. 
People give names to inanimate 
things like ships. This machine was 
an important part of the new studio 
and it needed a name. Since he 
was in the middle of printing these 
Spanish Fly prints and the insect 
series was on his mind, it seemed 
only natural to give this old piece of 
machinery that name.

- JIM WESTERGARD

WOOD ENGRAVINGS FROM THE SERIES SEE WHAT 
I’M SAYING?

Words and phrases can sometimes suggest images which are 
either variations of their meanings or totally different.

90. Brain Bucket. 
s.l., s.n. [Red Deer, Alberta: Spanish Fly Press, 
2009]. Single sheet, 18 x 13.2 cm., printed on the 
recto only. A fine copy. Wood engraving printed 
from the block. One of 40 copies, of which this 
is number 14. Numbered, titled, and signed in 
pencil by Jim Westergard. 

$90

The slang phrase for motorcycle helmet is one of those.

91. Pig Headed.  
s.l., s.n. [Red Deer, Alberta: Spanish Fly Press, 
2013]. Single sheet, 21.6 x 19 cm., printed on the 
recto only. A fine copy. Wood engraving printed 
from the block. One of 40 copies, of which this 
is number 14. Numbered, titled, and signed in 
pencil by Jim Westergard. 

$90

A person who is pig-headed is stubborn and contrary, and 
doesn’t co-operate and is inflexible and won’t listen to reason. 
A bull-headed person and a pig-headed person, together, 
would make for a very entertaining barnyard. 1
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92. Rare As Hens Teeth. 
s.l., s.n. [Red Deer, Alberta: Spanish Fly Press, 2014]. Single sheet, 19.2 x 24 cm., printed 
on the recto only. A fine copy. Wood engraving printed from the block. One of 42 
copies, of which this is number 5. Numbered, titled, and signed in pencil by Jim 
Westergard.

$100

When something is described as being “rare as hen’s teeth” it is meant to mean the chances of seeing the 
same thing again are most unlikely. But! Wait a minute! Could it be...?
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93. Face Mask.
s.l., s.n. [Red Deer, Alberta: Spanish Fly Press, 2008]. Single sheet, 19 x 26.5 cm, printed 
on the recto only. A fine copy. Wood engraving printed from the block. One of 37 
copies of which this is number 1. Numbered, titled, and signed in pencil by Jim 
Westergard.  

$100

Ever notice how time takes a toll on the face? As time passes, the face changes from smooth and soft to 
wrinkled and dry, from common to unique with “character”. It’s as if there’s a series of facemasks that 
are changed as the face of the clock moves on.

94. The Fly On The Wall. 
s.l., s.n. [Red Deer, Alberta: Spanish Fly Press, s.a.]. Single sheet, 38.5 x 28.5 cm., printed 
on the recto only. A fine copy. The text was set in Bembo, with a drop cap and title 
in Castellar 30 pt in red. Illustrated with a wood engraving printed from the block; 
on Arches cover white paper. One of 80 copies, of which this is number 6. Signed in 
pencil by Jim Westergard and poet Jason Brink. 

$170

Wouldn’t you like to be a fly on the wall for that conversation?
1
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95. Hero. 
s.l., s.n. [Red Deer, Alberta: Spanish 
Fly Press, 2008]. Single sheet, 26.5 x 
19.3 cm., printed on the recto only.  
A fine copy. Wood types initials in 
pale green with over printed text 
set in Bembo, and a wood engraving 
printed from the block; on Zerkall 
mould made paper. One of 134 
copies, of which this is number 118. 
Signed, titled, and numbered in 
pencil by Jim Westergard. 

$150

One of my favourite radio programs and hero 
was the “Lone Ranger”. The question was 
asked by minor characters at the end of each 
radio broadcast of “The Lone Ranger” episode, 
and was the cue for the Lone Ranger to shout, 
from a distance as he was galloping on his 
horse, “Hi Ho! Silver! Awaaaaaaaaaay!”
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96. WESTERGARD, Jim. Beasts of 
New York | 
A suite of wood engravings by Jim 
Westergard.
s.l., s.n. [Red Deer, Alberta: 
Spanish Fly Press/Jim 
Westergard; Vancouver: 
Heavenly Monkey], 2011. 14 
sheets, each 20.2 x 16 cm., 
printed on the recto only; 
wrapped in a folded chemise, 
of paper handmade by Reg 
Lissel, with printed initials 
(‘JW’) to the upper cover. 
Housed in a cream paper 
covered slipcase, with printed 
paper label to the spine. Of 
the 14 sheets, 11 comprise 
the suite of wood engravings, printed from the blocks on Zerkall paper by Jim 
Westergard; each wood engraving is numbered 18, titled, and signed in pencil by Jim 
Westergard. A fine copy. The engravings were printed in an edition of 25 copies. The 
text, including the title sheet, was printed on Arches Wove paper by Rollin Milroy at 
Heavenly Monkey, where the suites were also assembled. 
The present set is one of 10 copies. It includes an original ink drawing by Jim 
Westergard, on Arches watercolour paper; the present drawing is titled The Old One 
and depicts a sagacious looking turtle. 

$750
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These wood engravings were commissioned to accompany the book Beasts of New York (Porcupine’s 
Quill, 2011) “a children’s book for grown-ups” by Jon Evans. The protagonist is a squirrel living in 
New York City’s Central Park. Walking one winter morning to find his caches of buried food gone, he is 
forced to confront betrayal, wars & terror.

- JIM WESTERGARD
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97. BARCLAY, Hugh Walter. 
Some Hard | (A Christmas Keepsake, 1986). 
[Kingston, Ontario]: Thee Hellbox 
Press, [1986]. Octavo, 23 x 14 cm. In 
pamphlet stitched hand-made grey 
paper wrappers, with title printed in red 
to the upper cover. Unpaginated [12 pp.]. 
Some mild shelf wear and fading to the 
covers along the edges, and a few minor 
dimples to the upper cover and first few 
pages of the text block, else a very good 
copy. Set in Bembo type. Illustrated with 
two colour linocuts by Barclay and his 
wife, Verla. One of 175 copies, of which 
this is number 54. Signed in pencil by 
the printer (and author) and his helpers 
on the colophon page: ‘Hugh, Verla and 
Girls’. 

$30

Thee Hell Box Press began in 1981 as a result 
of experience with the Poole Hall Press. Our 
purpose is: learning, exploring, understanding, 
experimenting, enjoying, failing, succeeding, 
improving and grasping a sense of the past. The 
press will be used to express things of interest to the 
proprietor and will welcome outside authors and 
artists. Work will be directed at producing books of 
high quality and artistic merit.

- HUGH BARCLAY in The Canadian Private 
Press in Print. 
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98. BABBITT, Susan E; HAMILTON, Virginia. 
Join the Cosmic Dance: Reflections on the Art 
of Living. 
Kingston, Ontario: Thee Hellbox Press, s.a. 
[2007]. Tall octavo, 28.7 x 17 cm. Cased in 
quarter pink and gilt accented Bangladeshi 
marbled paper, with blue Japanese Sume Sora 
paper covered boards, and printed title to the 
upper cover; the upper cover is also decorated 
with two dancers appearing in relief, having 
been embossed into the binder’s board; 
endpapers of the same marbled paper as that 
used for the spine-strip; all edges untrimmed. 
Unpaginated [pp. 32]. A fine copy. The text 
was set in Garamond roman linotype, and 
its accompanying italic, and printed on St. 
Armand rag paper; the Thee Hellbox turtle 
press device has been incorporated into 
the paper as a unique watermark by David 
Carruthers of the St. Armand Paper Mill. 
Illustrated with a soft-block frontispiece, in 
three colours, by Hugh Barclay. One of 99 
copies, of which this is number 33. The papers used were selected to show the joining 
of East and West.

$195
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99. SIMONDS, Merilyn. The Paradise Project | Block prints by Erik Mohr. 
[Kingston, Ontario]: Thee Hellbox Press, 2012. Octavo, 25.5 x 13.7 cm. Cased in quarter 
variegated Japanese Arashi (storm) paper, with pale gold Japanese Ajisai (hyacinth) 
paper covered boards, and title printed in black to the upper cover; vegetable 
dyed endpapers, made by Emily Cook from abaca and lily fibres collected from 
the author’s garden; bottom and top edges are trimmed, while the fore-edges are 
either untrimmed or uncut. Housed in a green paper sleeve, folded along the spine 
and stitched along the bottom and fore-edges, with printed paper label affixed to 
the front; the label erroneously identifies this copy as number 89. The sleeve also 
features a pocket cut into the front, in which a paper knife is housed; the knife is 
accompanied by a printed note, bearing the following explanation and instructions: 
The Paper Knife | We have included the paper knife to allow you to cut the uncut pages of The 
Paradise Project. Lay the book on its side and insert the blade between the pages at the bottom. 
Hold the knife at a 45 degree angle, then draw the blade upward with a slight sawing motion. By 
cutting open these pages, you are taking part in the making of the book, releasing Merilyn’s stories 
to the world. pp. [6], 58. A fine copy. The text was set in Garamond roman type, and its 
accompanying italic, and was printed on St. Armand ‘Salad’ paper. Illustrated with 14 
linocuts by Erik Mohr, over-printed in yellow throughout the text. One of 321 copies, 
of which this is number 93 of 290 copies for sale. Signed by Barclay in pencil on the 
colophon page. 

$150
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100. NEILSON, Shane. Out of the 
Mouth. 
[Kingston, Ontario]: Thee 
Hellbox Press, 2014. Oblong 
quarto, 25.8 x 28 cm. 
Pamphlet-stitched into St. 
Armand Canal Sisal currant 
paper covers, with printed 
lettering to the upper cover; 
the upper cover is accented 
with an inset ray of silver 
foil; a ribbon page marker, 
fashioned out of green surgical 
scrubs fabric, has been affixed 
along the spine of the text-
block; top-edges cut, others 
untrimmed. Unpaginated [pp. 
28]. A fine copy. The text was set in Garamond roman type, and its accompanying 
italic, and printed on St. Armand mould made paper. Seven illustrations, by Michele 
LaRose, Larry Thompson, and Hugh Barclay, adorn the text; the illustrations 
comprise soft-block, linocut, a combination of both, and, for the opening poem, a 
collage of overlaid triangles, in gold and silver foil; the last reflects Hugh Barclay’s 
impression of a seizure. One of 104 copies, of which this is number 37 of 95 copies for 
sale. Signed by Hugh Barclay, in pencil, on the colophon page. 

$45
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101. LINN, Winona. The Truth 
About Rabbits | Wood engravings 
by Larry Thompson | A collaboration 
between Thee Hellbox Press & 
Greyweathers Press. 
[Kingston, Ontario; Merrickville, 
Ontario]: Thee Hellbox Press 
& Greyweathers Press, 2015. 
Oblong quarto, 25.5 x 27 cm. 
Pamphlet-stitched into grey St. 
Armand Canal paper covers, 
with printed lettering in red 
and black to the upper cover; 
fore-edges untrimmed, others 
trimmed. Unpaginated [pp. 
20]. A fine copy. The text 
was set in Garamond roman, 
and its accompanying italic, and printed on St. Armand cream mould made paper. 
Illustrated with seven wood engraved vignettes by Larry Thompson, printed from 
the blocks. The engravings, which are situated for the most part in the wide page 
margins, were printed separately from the text: The crocuses and lilies still slumbered 
beneath a heavy blanket of snow in the winter of 2015, when I took custody of the precious pages 
from Hugh Barclay at Thee Hellbox Press in order that I might add to a book (already a creative 
feast of words and type) a visual accent. And here I declare that I am Larry Thompson, proprietor 
of Greyweathers Press, co-conspirator with Hugh in rendering Winona Linn’s wonderful poems into 

a book, and whose happy task it 
was to cut the wood engravings 
that adorn this book, here under 
the Sign of the Gothic Tree, in the 
picturesque village of Merrickville 
while the promise of spring 
could just be felt in the sunshine. 
(Larry Thompson, from the 
colophon). One of 142 copies, 
of which this is number 81. 
Signed by both Hugh Barclay 
and Larry Thompson, in 
pencil, on the colophon page. 

$40
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102. BARGER, John Wall. The 
Vnfortunate Report & Tragicall 
Tidings of Leslie Barger. [Kingston, 
Ontario]: Thee Hellbox Press, s.a. 
[2016?]. Quarto, 27.3 x 19.5 cm. 
Pamphlet-stitched into beige 
St. Armand paper covers, with 
printed lettering in black and red 
to the upper cover; the upper 
cover is also decorated with six 
punched holes, accented with 
hand painted circles of brown 
ink along the circumference of 
the holes. Unpaginated [pp. 16]. 
A fine copy. The text was set in 
Garamond roman type, and its 
accompanying italic, and was 
printed on St. Armand Autumn 
Leaves paper. Illustrated with four 
original abstract watercolours by 
Hugh Barclay, over which the text 
has been printed. One of 80 copies, 
of which this is number 63 of 73 copies for sale. Signed by Barclay in pencil on the 
colophon page. 

$50



124

X THE VILLAGE PRESS

The Village Press was born in 1957 because of a need for the printer 
to express himself typographically, and so fight off the boredom 
and frustration of his daily work as a compositor at a well-known 
Toronto printing house. The name Village Press was chosen, partly in 
admiration for Frederic W. Goudy, and partly because of the Press’s 
location near the village of Thornhill. 

The Press started with a 10 x 15 platen press and a fount of 14 point 
Cloister Old Style and 30 point Libra. This press was replaced after a 
year or so by a 15 x 22 Golding clamshell, and this latter in turn was 
subsequently replaced by an 1890-odd 16 x 20 Hoe hand press (in mint condition). A few founts of type, 
such as Plantin and Goudy Cursive, were added from time to time. 

The first piece was a small keepsake booklet, “The Teacher of Wisdom”, by Oscar Wilde. This was 
followed by Lu Hsün’s “Diary of a Madman”, and a polyglot piece, “The Stonecutter’s Dream” by 
Multatuli, in the original Dutch, with an English translation by the printer on facing pages. Bits of 
poetry by varied hands issued forth from time to time. As well, the Press collaborated with Carl Dair, 
in the years 1962-64, in the production of some exciting pieces, culminating in the “Tales from the 
Talmud”, being a portfolio of lithographs by Aba Bayefsky, with text from the Talmud in Hebrew and 
English. 

The Press’s swan song, in 1965, was “The Ballad of Thrym” by Humphrey Milnes [see below], 
illustrated by Aba Bayefsky, in which the printer was ably assisted by his sons Will [Aliquando 
Press] and Vincent. The Press was then disbanded, the printer having acquired other interests and 
having been seduced by the fjords and mountains of the West Coast.

- GUSTAV RUETER in Reader, Lover of Books, Lover of Heaven.
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103. DONNELL, David A. Poems | Leaves are 
falling on the rivers | fruits are falling in 
the garden. 
Thornhill, Ontario: The Village Press, 
[1961]. Octavo, 22.5 x 15.5 cm. In limp rust 
velour covers, ornamented with a vertical 
floriated margin-rule, stamped in blind, 
to the upper cover and lettering printed 
in blue to the spine and upper cover; fore-
edges uncut. [12], 11-27, [3] pp. Spine is 
slightly sunned, and there is a 2 cm. band 
of mild sunning along the upper and outer 
edges of the covers;  lower outer corners of 
the covers are bumped, as is the tail of the 
spine; ex library copy, with institutional 
blind stamp to the verso of the last (blank) 
leaf, but no markings otherwise; overall, 
a very good, internally clean and bright 
copy. The title spread is illustrated with 
a linocut by the printer, Gus Rueter. Set 
in Herman Zapf’s Palatino and Goudy’s Deepdene type, and printed on Hamilton 
Andorra paper. One of 128 unnumbered copies. 

$250
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104. [MILNES, Humphrey, trans.] 
The Ballad of Thrym. An Old Icelandic Poem | 
Introduction and translation by Humphrey Milnes… 
Illustrations by Aba Bayefsky. 
Thornhill, Ontario: The Village Press, 1965. Tall 
octavo, 26.5 x 17.5 cm. Cased in quarter brown 
leather, with floral patterned paper covered 
boards, and spine titled in gilt. [4], 5-33, [3] 
pp., printed on double-leaves. Binder’s ticket 
(‘Handbound at the University of Toronto’) neatly 
affixed to the lower inner corner of the front paste-
down. Lacking the original box, else a fine copy. 
Set in Baskerville and Libra, and printed in black 
with occasional openings in red on Fabriano hand-
made paper. Arranged and printed by Gus Rueter, 
with assistance in setting the Icelandic lines from 
Geir S. Björnsson. Illustrated with 11 rubber-block 
cuts by Aba Bayefsky. One of 107 copies, of which 
this is number 44. Inscribed by the illustrator on 
the front free endpaper: ‘Aba Bayefsky 1966 | to 
John Hall’. Hall was a Toronto based painter, and 
fellow member of Bayefsky’s Hayden Street Group. 

$350
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George Walker’s 
Vandercook is 
a press of many 
names: Columbus 
Street Press, Pancake 
Press, and Wind of 
Change Press are a 
few. Other names, 
like Biting Dog Press 
and Cheshire Cat 
Press, name not 
his Vandercook, 
but collaborative 
ventures, the former 
with authors Neil 
Gaiman, Brian Keene, 
and Jack Ketchum, 
and the latter 
with Bill Poole and 
Carrollian collector 
Joseph Brabant. 
The continuity 
of Walker’s work 
resides not in the 
name of his press, 
but rather in his commitment to visual narrative, 
and an ongoing dialogue about what is lasting in the 
form of the codex. The latter both drives Walker’s 
commitment to engrave on wood and print by 
letterpress, and excites his experimentation with 
traditional book structures, colour combinations, and 
textless texts, or wordless novels. 
Walker plays with paradoxes, aided by his Carrollian 

sensibility and fascination with variously whimsical 
and tenebrous dreamscapes. He engraves his 
illustrations on end grain, but uses a dental dremel to 
do so. He uses the drill to make deep burrs into the 
wood, creating stark and sharply delineated images 
sometimes resembling woodcuts more than wood 
engravings. He prints using an anachronistic press, 
but often eschews the edicts of tradition. By pushing 
traditional methods of bookmaking in novel directions, 
he tries to answer the question of what remains 
significant in the form of the book.

Michelle Walker and I have been 
making books and prints at our 
private press for over twenty 
years. We use a Vandercook SP15 
proof press, located in our re-
purposed garage in the Leslieville 
neighbourhood in Toronto. 
Besides the book press, hot 
stamping press and cases of type, 
one can find the studio crammed 
with the hand-printed books and 
prints that we have generated 
over the years.

As a book artist I want my 
works to reflect my own quirky 
and eccentric style. So, besides 
creating limited-edition books 
I like to experiment with the 
constitution of the book. It’s 
challenging and fun to tamper 
with the structure of the book 
and its cultural concepts. These 
unique works are my artist’s 
books, which can be more like 
sculpture and may stretch 
the definitions of traditional 
bookbinding and printing.

As much as we enjoy the 
traditional book form we are 
aware of its changing status in 
culture, both as information 
vehicle and archive of 
knowledge. The private press is 
perhaps the best place to pay 
homage to the enduring qualities 
of this most advanced technology 
called `the book’. In the future 
we will see what stands the test of 
time as an archive of our culture, 
the finely made book or the new 
permeable technology.

- GEORGE WALKER
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105. FETHERLING, Douglas [George]. Notes from a 
Journal | 1978 - 1980. 
s.l., s.n. [Toronto: Columbus St. Press], 1987. 
Octavo, 22.7 x 14.7 cm. Quarter blue leather, with 
grey paper covered boards, and printed lettering 
in blue and four wood engraved vignettes in 
black to the upper cover; red stencilled Japanese 
endpapers; all edges untrimmed. Unpaginated 
[pp. 32]. A fine copy. The text was set in Linotype 
Granjon and printed in blue on Svecia Antiqua 
paper. Illustrated with 17 wood engraved 
vignettes by George Walker, printed from the 
blocks in black. One of 126 copies, of which this 
is number 12 of 100 copies thus bound for sale. 
Signed in pencil by Fetherling and Walker on 
the colophon page. Notes, aphorisms, oracular 
pronouncements, and commonplace entries, 
with brief quotes from Chesterton, Auden, Gide, 
and William Morris. 

 $ 75
Poets are the unacknowledged alligators of the universe.

- DOUGLAS FETHERLING
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106. WALKER, John. The Amateur and the 
Eye Tooth. 
s.l., s.n., s.a. [Toronto: Columbus St. Press, 
1989]. Octavo, 22.3 x 14.7 cm. Quarter 
red leather, with cream paper covered 
boards, and printed lettering in purple and 
a wood engraving in black to the upper 
cover; plain black endpapers; all edges 
untrimmed. Unpaginated [pp. 14]. Some 
mild spotting to the paper on the upper 
cover, else a fine copy. The text was set, 
on an Intertype linecasting machine, in 
Baskerville and its accompanying italic, 
and printed in dark purple on Svecia 
Antiqua paper. Illustrated with five wood 
engravings by George Walker, printed 
from the blocks in black and purple, with 
blue watercolour accents to one. One of 75 
copies, of which this is number 26. Signed 
by Walker in pencil on the title page.  

$75

107. STOKER, Bram. In the Valley of the 
Shadow. 
s.l., s.n., s.a. [Toronto: George Walker, 
1997.] Octavo, 25.5 x 17 cm. In paper 
covers, tacketed with olive thread, 
with printed lettering in purple and 
wood engraved illustration depicting 
the Grim Reaper, printed in black, 
to the upper cover; pale violet 
endpapers. Unpaginated [24 pp.]. 
A fine copy. Set in Garamond, with 
Baskerville used for the Introduction 
and end-notes, and Bernhard for the 
titles; printed on Strathmore paper. 
Illustrated with 10 wood engravings, 
including vignettes, head-pieces, and 
one full-page illustration registered in 
black and yellow. One of a stated 35 
copies, this copy being out of series, 
and is marked ‘proof’ in pencil. Signed 
by Walker on the colophon page. 

$200
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108. STOKER, Bram. The ’Eroes of the 
Thames | The Story of a Frustrated 
Advertisement.With an introduction by John 
Moore and wood engravings by George A. 
Walker.  
s.l., s.n. [Toronto: George Walker], 
2000. Quarto, 28.2 x 23 cm. In paper 
covers, tacketed with blue thread, 
with lettering and a wood engraving 
printed in blue to the upper cover; blue 
handmade rag endpapers. Unpaginated 
[pp. 24]. Some mild creasing to the 
upper cover along the spine, else a fine 
copy. The text was set in Bodoni Roman 
type, and printed in blue on Classic 
laid paper. Illustrated with six wood 
engravings by George Walker, printed 
from the blocks in black; the engravings 
comprise two pictorial initial letters, two 
vignettes, a full page illustration, and 
the title-page illustration, which was printed in grey with blue lettering overprinted. 
One of 75 copies, of which this is number 36.                                                                 

$150
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109. [WALKER, George; HOGAN-WALKER, 
Michelle.] Beau Monde | A Collection of 
Wood Engravings by George A. Walker. 
s.l., s.n., s.a. [Toronto: Columbus St. 
Press, 1985]. Octavo, 25.3 x 17 cm. 
Cased in quarter red leather, with 
red cloth covered boards, and title 
stamped in gilt to the spine; bright 
green endpapers. Unpaginated [pp. 
32]. A fine copy. The text, which 
comprises a poem by Michelle Hogan-
Walker, was set on an Intertype line 
casting machine; the half-title was 
hand set in 18-pt Baskerville and 
printed in purple, and the title-page 
embossed in blind in wood type; 
printed on Arches Velin paper. 20 
wood engravings by George Walker, 
printed from the blocks. One of 
50 copies, of which this is number 31. Signed in pencil by George Walker on the 
colophon page. 

$50
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110. MASON, Roger Burford. Vandals. 
Toronto: Wind of Change, 1988. Octavo, 20 x 
14.5 cm. Cased in quarter back leather, with 
grey cloth covered boards, and printed title 
in blue and a wood engraving in black to the 
upper cover; plain black endpapers; all edges 
untrimmed. Unpaginated [pp. 16]. A fine 
copy. The text was set in Linotype Optima, 
and printed in blue on Svecia Antiqua 
paper. Illustrated with seven wood engraved 
vignettes by George Walker, printed from 
the blocks in a range of blues. One of 100 
copies, of which this is number 66. Signed in 
pencil by Roger Mason and George Walker 
on the colophon page. 

$100

111. GOHORRY, John. A Light for the Birkenkopf. 
Toronto: Wind of Change, 1989. Octavo, 22 x 14.3 
cm. Cased in quarter black leather, with cream 
paper over boards, and printed lettering in black 
and a wood engraving in blue to the upper cover; 

plain black 
endpapers. 
Unpaginated 
[pp. 20]. 
Some 
rubbing to 
the leather 
at the head 
of the spine 
and along 
the bottom 
1.5cm of 
the front 
joint, else a very good to fine copy. The text was 
set in Linotype Palatino, and printed in blue. 
Illustrated with six wood engraved vignettes, 
including the press device printed on the title-
page, by George Walker. One of 75 unnumbered 
copies. Signed in pencil by George Walker on 
the colophon page. 

$50
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SOME RECENT WORDLESS NOVELS, INSPIRED BY THE WORK OF FRANS MASEREEL, 
LYND WARD, GIACOMO PATRI, AND LAURENCE HYDE.

112. [WALKER, George A.]. Conrad Black | A Visual Biography Told in 100 Wood Engravings. 
[Toronto]: George A. Walker, [2013]. Cased in full black leather, with blocked frame 
and lettering to the upper cover, and blind lettering and five raised bands to the 
spine; plain black endpapers. Housed in a matching black cloth covered solander 
box, with maroon cloth sides, lettering blocked in blind to the spine, and an inset 
wood engraved portrait of Conrad Black to the upper cover. Unpaginated [pp. 244]. 
A fine copy. The text was set in Janson, with Trajan used for the titles; occasional 
wood-engraved initial letters; printed on Rising Stonehenge 250 gm. paper. The 
binding was designed and forwarded by Walker, and finished by Tony Crowle of 
Van Huizen Bookbinding. With an Afterword, entitled Walker’s Black, by Tom Smart. 
Signed in pencil by Smart at the close of his afterword. One of 13 copies, of which this 
is number 7. Signed and numbered by Walker on the colophon page.  Accompanied 
by a wood engraved portrait of Black, signed and numbered in pencil by Walker, and 
signed in pen by Black himself. As with many of George Walker’s works, we may find 
symbolic significance in this book’s smallest details. 13 was chosen as the limitation, 
for the 13 copies coincide with the number of file boxes that Black removed from the 
Toronto headquarters of Hollinger International. 

$2,000
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113. The Wordless 
Leonard Cohen 
Songbook. 
[Toronto: 
George A. 
Walker, 2014]. 
Cased in full 
black Japanese 
Asahi Mohair 
cloth over 
boards, with 
gilt lettering 
and green Asahi 
cloth title label 
to the spine; 
wood engraved 
portrait of [Field 
Commander] 
Cohen [he was our most important spy] inset to the upper cover; plain black endpapers. 
Housed in a matching black Asahi cloth covered solander box, with green Asahi 
cloth sides, cream velour lining, gilt stamped lettering to the spine, and an inset 
wood engraved portrait of Cohen to the upper cover. Unpaginated [pp. 232]. A fine 
copy. The text was set in Garamond, with Bernhard used for the headings; printed 
on Rising Stonehenge 250 gm 100% rag archival paper. One of 80 copies of which 
this is number 47. Signed and numbered in pencil by Walker on the colophon page. 
Also signed by Tom Smart, who contributed the Afterword (Taming the Wild Ox), and 
Norman Ravvin, who supplied the Introduction (Leonard Cohen: Images, Words, Music). 

$1,000
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114. Pierre Elliott Trudeau | La Vie en Rose | A Biography Told in 80 Wood Engravings. 
[Toronto]: 
George A. 
Walker, [2015]. 
Cased in full red 
leather, with gilt 
stamped device 
of a rose to the 
upper cover, gilt 
lettering and 
five raised bands 
to the spine, 
and marbled 
endpapers. 
Housed in 
a matching 
quarter red 
leather solander 
box, with gilt lettering to the spine, red cloth sides, velour lining, tan cloth covered 
boards, and wood engraved portrait of Trudeau [the elder, to be explicit] to the upper 
cover. Unpaginated [pp. 232]. A fine copy. The text was set in Bembo, with Bernhard 
used for the headings; printed on Rising Stonehenge 250 gm 100% rag archival paper. 
From an edition of 25 copies, of which this is letter I of 10 lettered copies withheld 
for private distribution. Signed and lettered by George Walker on the colophon 
page; signed also by Tom Smart, who contributed the Endnote, George Elliott Clarke, 
who contributed the Introduction, and notably, by Justin Trudeau, whose preface, Je 
T’aime, Papa , was adapted from his eulogy of his father. 

$2,200
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115. Images from the
Neocerebellum | Engravings 
inspired by dreams. 
[Toronto]: George A. Walker, 
2016. Cased in full black 
Japanese Asahi cloth, with 
gilt lettering to the spine, 
bevelled boards, and an inset 
wood engraving to the upper 
cover; marbled endpapers. 
The moiré patterned cloth was 
selected by Walker because it is 
“reminiscent of a twilight dream 
state”; it mirrors many of the 
patterns and motifs recurring 
in his engravings. Housed in 
matching black Asahi cloth 
covered solander box, with 
blue Asahi sides, blue and tan 
Asahi lining, gilt lettering to 
the spine, and a repeated inset 
wood engraving to the upper cover. Unpaginated [pp. 160]. A fine copy. The text and 
headings were set in Janson, and printed on Rising Stonehenge 250 gm rag archival 
paper. Illustrated with 71 wood engravings  printed from the blocks. One of 28 
copies, of which this is number 9. Signed and numbered in pencil by George Walker 
on the colophon page. Accompanied by a plastic lenticular print on mat board, 
reproduced from one of Walker engravings, laid in to the box.

$1,200
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I first developed an interest in 
dream imagery as a student 
in Dr. John M. MacGregor’s 
Inscape Psychology courses at 
the Ontario College of Art in 
the 1980s. An essential part 
of the course requirements 
insisted each student keep 
a daily dream diary. The 
methodology was simple 
enough: set an alarm clock in 
the evening primed to startle 
you to sudden wakefulness in 
the morning, then commit to 
paper immediately whatever 
dream fragments could be 
salvaged before they dissipated 
into the ethers of your mind. 
For a time I became obsessed 
with the practice.

- GEORGE WALKER
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Clockwise from the top left: items 108, 108, 105, 107, & 107.
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Clockwise from the top: items 110, 110, & 80.



141

X WALKING BIRD PRESS

I have always loved books. As a child, I made weekly visits to the bookmobile, a cramped but magical 
bus which brought new books to the neighborhood every week. Ballerinas! Polar Bears! All mine with 
my pass to the world: a library card.

Twenty years later, as a graduate student in painting, I discovered the magic of letterpress printing 
and typography. I took a bookbinding course taught by the conservator of the University of Wisconsin 
Library and I enrolled in Typography. My first books in grad school were published with the imprint 
Pterodactyl Press (I liked the homophonic Ptero/Tara and the extinct raptor/ obsolete printing 
connection), and when I moved to New York in 1987, I changed the press name to walking bird press.

Between 1987 and 1992, I took courses at the Center for Book Arts in New York City. Through their 
Work-Study program, I was able to work in the letterpress area in exchange for taking classes and I 
had the good fortune to take classes with Carol Barton, Hedi Kyle, Barbara Mauriello, Scott McCarney, 
Susan Share, Carolyn Chadwick and other inspiring books artists. In one of these workshops, I met 
Zahra Partovi, binder for Vincent FitzGerald & Co., who was looking for an assistant. I worked 
part-time with Partovi for about a year, then began teaching Art at Rockland Country Day School in 
Congers, NY.

In 1992 I moved to Newfoundland with a Vandercook and 6 cabinets of type. I continue to paint and 
make books and have taught workshops to all ages, from kindergarteners to adults. I have worked 
in the ArtsSmarts and Artists in the Schools programmes, as well as teaching classes through MUN 
Lifelong Learning, the Anna Templeton Centre and St. Michael’s Printshop.

I love the tactile experience of holding and reading a book– the intimacy created between the viewer 
and object. The creative process in making books is also quite different from the act of painting, in 
my experience. I continue to make books because the process uses a different part of my brain than 
painting, and gives me a chance to combine verbal ideas and interesting materials in work the viewer 
can touch.

- TARA BRYAN
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116. BRYAN, Tara. 
The Deaths of the 
Two Dans.  
s.l., s.n., s.a. 
[Cumberland, 
Iowa: Pterodactyl 
Press, 1987]. 
Oblong 
octodecimo, 
10 x 16.7 cm. 
Concertina fold 
construction 
cased in tri-fold 
covers; tan linen over the upper and lower boards, joining with a stiff flap of Tairona 
paper; the flap paper, which was hand made by Marta Gomez, is repeated for the 
pastedowns and for a folded envelope with a tab to the top, on which the topmost 
of the accordion-folded leaves is mounted; printed paper label, decorated with two 
hourglass ornaments, inset to the upper cover. Unpaginated [two sheets pasted 
together at the top and bottom, folded widthwise six times to produce seven 
double-leaves, or 14 pages; the structure measures 61.1 x 15.6 cm. when open]. A fine 
copy. The text was set in 12 point Bembo Cagado, and printed in green and brown 
on Okawara Japanese paper. Illustrated with two linocuts by Lester Dore, printed to 
the front pastedown and inside of the paper flap. One of 40 copies, of which this is 
number 6. Two poignant parallel stories about the deaths of two Dans, “converging 
in nuptials on a Saturday afternoon”. The concertina folds open vertically rather 
than horizontally, and in reading the text, one describes a circle, moving first from 
the top leaf to the bottom, turning the last leaf, and then proceeding back up to the 
top. A challenge to describe, but a pleasure to view and read. 

$75
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117. BOWMAN, Ann & BRYAN, Tara. In the Hands of the Wind | sixteen linoleum prints by 
Ann Bowman & Tara Bryan.  
[St. John’s, Newfoundland: Walking Bird Press, 1993]. Oblong octavo, 13 x 20.6 cm. 
Sewn into covers of cream Moulin de Larroque Mouchette paper, with a fore-edge 
flap, closed with a bone-clasp attached with vellum laced into the covers; printed 
paper label to the upper cover; all edges untrimmed. Unpaginated [16 leaves, 
printed on the recto only, wrapped in a bifolium of banana paper]. A fine copy. The 
only text, that of the title page and colophon, was set in Eve Bold and printed on a 
bifolium of banana tissue. The linocuts were printed on Arches Text Wove. One of 85 
copies, of which this is number 35. Signed in pencil by Tara Bryan and Ann Bowman 
on the colophon page.  

$125

The images in this visual 
ode to the Newfoundland 
coastline are alternately 
by Tara Bryan and Ann 
Bowman, two artists who, 
at different times in their 
lives, have chosen to live 
on The Rock. Whether 
one stays forever or visits 
briefly, this place burrows 
hauntingly into one’s 
heart. 

- TARA BRYAN, from 
the colophon.



144

X WALKING BIRD PRESS

118. To Stretch the Night | Eleven Love 
Poems By Women.
[St. John’s, Newfoundland: 
Walking Bird Press, 1999-2001]. 
Oblong quarto, 25.5 x 29 cm. 
Cased in black lacquered walnut 
boards, joined with a spine of 
black calfskin; a unique bas-
relief bronze sculpture by Luben 
Boykov adorns the upper cover; 
the covers and spine are stark 
black and unlettered, and the title 
is provided on the opening page 
spread in blind embossing; top 
and bottom edges are trimmed, while the fore-edges are untrimmed. Unpaginated 
[pp. 26]. A fine copy. The present book is a unique collaboration between three 
artists, Elena Popova, Luben Boykov, and Tara Bryan. Popova created a series of 13 
monotypes on Fabriano cotton paper, which were then overprinted with text by 
Tara Bryan. As Bryan relays, printing the text “involved my shifting the poems’ 
placement to suit the differences in composition among the pages.” Gill Sans was 
used for the typeface. The poems comprising the text span 26 centuries and three 
continents, and include works by Sappho, Sulpicia, Lady Suo, Hwang Chin-I, Louise 
Labé, Emily Dickinson, Christina Rossetti, Amy Lowell, Marina Tsvetaeva, Edith 
Södergran, and Anna Akhmatova. Popova’s polychromatic monotypes are dynamic 
and vibrant, and combine both figuration and abstraction. They were composed 
using oil and plexiglass. 18 variations of this book were produced, each with a 
unique bronze, and each with unique monotypes, and therefore each copy is colour 
coded with a unique series of 18 swatches, rather than numbered or lettered. Signed 
in pen by Elena Popova, Luben 
Boykov, and Tara Bryan on 
the colophon page. 

$5,000
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119. L’Anse Amour | L’Anse aux Morts. 
[St. John’s, Newfoundland: Walking Bird Press, 2008]. Oblong quarto, 22.1 x 30.5 cm. 
Stab-sewn with synthetic sinew into tan St. Armand handmade paper covers, with 
a fore-edge flap decorated with a panel of Lokta Pinto paper, overprinted with the 
image of a flower (likely Labrador tea); Lokta Pinto endpapers; the edges of drafting 
vellum are trimmed, all others untrimmed. Unpaginated [pp. 64, printed on the 
recto only, including 5 interleaved bifolia of illustrations on drafting vellum]. A fine 
copy. The text was set in 16 pt. Bembo cast by Michael Bixler of Skaneateles, NY, and 
printed on machine-made Japanese Gampi paper. Illustrated in a variety of media, 
including laser, screen, and relief printing, stencilling, and chîne collé by Robin 
Smith Peck. The illustrations, which comprise the bulk of the book’s 32 printed 
pages, were printed on Mingeishi Awagami Kozo Japanese paper and Canson 
drafting vellum. One of 30 copies, of which this is number 22. Signed in pencil on 
the colophon page by Kevin Major, Robin Smith Peck, and Tara Bryan.

$900



148

X WALKING BIRD PRESS

On a southern shore of 
Labrador lies the inlet of 
L’Anse Amour, once known 
to French fishermen as 
L’Anse aux Morts. Inland, 
at the edge of a nest of 
stunted spruce, not far 
from a rim of sandy beach, 
is found one of the oldest 
burial mounds in North 
America. Seventy-five 
hundred years ago, the 
Maritime Archaic, the 
first people to reach what 
is now Newfoundland & 
Labrador, put to rest, in a 
broad pit deep in the sand, the body of a 12-year child…face down, with a slab of rock across the child’s 
lower back. Near the head they placed a cache of knives and spear points, and an ivory walrus tusk. 
Below the neck was set a whistle made from the hollow bone of a bird. All the while, on either side of 
the body, the funeral fires blazed into the night.

For its age and complexity, this burial mound has few to equal it anywhere in the world. It led artists 
Robin Smith Peck, Kevin Major, and Tara Bryan to visit the site together in the fall of 2004. The result 
is a striking artist’s book, a collaboration that captures both the mystery inherent in the site and 
humanness of the child it enclosed.

Smith Peck’s earth-rich print images overlay each other as well as the lines of Major’s poetic reflection 
on the mound. Bryan’s choice of papers and book structure hold the elements in balance, allowing the 
journey through the book to parallel to the excavation of the site itself.

- TARA BRYAN
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120. BRYAN, Tara. The Bears Come to Tea | with 
illustrations by Duncan Major. 
s.l, s.n. [St. John’s, Newfoundland: 
Walking Bird Press], s.a. Octavo, 21.5 x 
13.4 cm. Sewn into brown St. Armand 
handmade paper wrappers, with printed 
title label to the upper cover; bottom 
edges untrimmed. Unpaginated [pp. 22, 
including one foldout leaf]. A fine copy. 
The text was set in Liberty and Bembo 
types, and printed on Twinrocker 18th 
Century handmade paper. Illustrated 
with 13 linocuts by Duncan Major, two 
of which are full page and one of which 
spans the spread of a foldout leaf. A small 
folded paper envelope is affixed to the 
opening recto, containing an invitation to 
5 o’clock tea. One of 60 copies, of which 
this is number 35. Signed in pen by Tara 
Bryan and Duncan Major on the colophon 
page.  

$75

The Bears Come to Tea is a sequel to Pancho and the (non-existent) Bears. This rhyming story tells of the 
chaos created by my dog’s inviting his bear friends in from the forest to join us for a late afternoon cup 
of tea.

 - TARA BRYAN 
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On a seemingly interminable night, bent in the wonted, despairing posture of the bookseller, between 
deep draughts of Cruiskeen Lawn, I was greeted by an apparition. Perhaps my sight was strained, 
perhaps it was indigestion, or perhaps I was suffering the onset of delirium tremens, but before me stood 
De Selby. I was wrenched from time, and found myself in what seemed to be an underwater cavern, 
illumined by a phosphorescent glow. I do not know how I perceived the underwater nature of the 
cavern, for there were no windows, nor do I know how I could be, let alone perceive, outside of time, 
but we won’t trouble ourselves with these trifles at present. 

De Selby was now (or was it never?) joined by Saint Augustine, resplendently attired in the rags of 
a cistercian. A certain modest modernist was busy at work in the corner, ensuring that cassocks were 
properly mended. It all seemed a little surreal. 

De Selby beckoned me, and I betook myself to the proximity of these prominent personages. De Selby 
and Augustine looked grave; their steely gazes fixed upon me, and seemed to reduce me to nothing. 
Then, De Selby spoke: “Book selling has lost its way. It’s all gravity, inflated prices, and pagination. 
Sine loco is appropriate; it’s ungrounded. Sine nomine, too; it lacks personality. The booksellers’ 
jargon befits them.” I noticed at this untime that De Selby liked to speak almost exclusively in 
generalities, and seemed not to understand that there are many exceptions to every rule; indeed, he 
lacked an understanding of the role of the existential quantifier. He continued: “Bookselling lacks 
humour. You have been brought here to fulfill an important task: you must revive Scorn for Taurus.” 
I had only heard of Taurus secondhand, from a fellow with a long and complicated name- myles 
something- but my vague intimation was enough for me to know that Taurus would be difficult 
to revive, for it had not existed. I asked how I was to perform my duty. De Selby replied: “You must 
produce a retrospectus.” I asked how I could possibly produce a retrospectus for a book that never was. 
He replied that all and nothing are closely related, despite what the analysts say, and left it at that. 
The greatest trouble, he said, would be the inter pulped squirrel toe. 

I was thrust back into time, the scene still etched on my bulbs. I fell back into a bookseller’s despair; 
how was I to do this? And why me? I just wanted to sell some books. It’s easy to close the gap between 
all and nothing, I sneered, when you’re outside of time. But after a moment’s pause, and another 
draught of Cruiskeen Lawn, I hit upon the solution. There was one person to whom I could turn. So, 
bisecting the square of opposition, annulling the enmity of all and nothing, I rang The Sometimes Press.

X X X X

Corrigendum: 

The last few lines of the first paragraph (right) should read: 

Accompanied by a loosely inserted digital facsimile of the original prospectus: http://
www.jacobquinlanbooks.com/pages/books/97/myles-na-gcopaleen-brian-onolan/scorn-
for-taurus#sthash.OofLA5lr.dpuf

This retrospectus is priced at $0.00

Any & all interested parties may not not direct their enquiries to Jacob Quinlan Books.



152

X SPURIOUS PRESS



X walking bird Press X george walker 
X village Press X X thee hellbox Press 
X sPanish fly Press X shanty bay Press 
X roger aschaM Press X robert reid 
X PurPle Partridge Press X Poole hall 
Press X locks’ Press X heinrich heine 
Press X heavenly Monkey X guild of 
hand Printers X greyweathers Press X 
greenboathouse Press X glenn goluska 
X gauntlet Press X church street Press 
X gerard brender à brandis  X blind Pig 
Press X barbarian Press X aliQuando Press

www.jacobquinlanbooks.com
jqb@jacobquinlanbooks.com

(705) 419-1655
By appointment only


