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Excerpt Aldo Leopold, A Sand County Almanac:  
And Sketches Here and There  
(Oxford University Press, 1949)

Loosa Land Press

This was my first book. The assignment was 
to design, print and bind a text that had been 
previously published. We were to write and request 
permission from the publishers and send a copy 
to the publisher when done. I also sent a copy of 
the book to Leopold’s son, Luna Leopold. Luna 
responded with a touching letter. 

A Sand County Almanac had long been a favorite 
book. I was (and continue to be) very concerned 
about environmental issues. I was also enchanted 
by Canadian Geese, marking the passing seasons by 
their honking as they passed over on their winter/
spring migrations. It is from this excerpt that I would 
eventually determine the name for my press.

Elevation Toccata (1987)

Patrick Tilcock

8.3 x 5.9 inches, 4 pages

25 unnumbered copies

Handset Baskerville types with titling in handset 
Cochin Open 

Lana Laid paper

Printed on a Vandercook SP-20 proof press

French fold pamphlet binding

Paste paper cover by Sandy Tilcock and Rosalinda 
Gross-Smith

Loosa Land Press

My husband Patrick continued to live in Oregon 
while I was at Alabama. During that time he began 
writing poetry and sent me this poem prior to his 
visit in the spring of 1987 and his 41st birthday 
celebration. This keepsake was his birthday gift.

Flutterbys (1986)

Haiku by Kyoshi and Wafu; Stencil images by  
Sandy Tilcock 

4.3 x 5.5 inches, 4 pages 

20 unnumbered copies 

Handset Van Dijck type with titling in handset 
Cochin Open 

Mulberry Paper

Printed on a Vandercook SP-15 proof press 

French fold pamphlet binding 

Cover paper decorated using a stencil brush  
to form a stipple pattern that resembles the 
stippling of the interior stencils

Loosa Land Press

Three Friends (1986)

Kurt Brown, Gerard McGorian, and John Wentworth 

9 x 6.1 inches, 16 pages

25 unnumbered copies

Handset Baskerville types 

Mohawk Letterpress paper

Printed on a Vandercook SP-20 Proof Press

Pamphlet stitch in a paper wrapper

Wrapper paper with a printed collograph by 
Sandy Tilcock.

Loosa Land Press

This chapbook is a result of a friendship that 
developed with neighbor John Wentworth, in  
my first year at Alabama. John was a poetry  
student in the Creative Writing Program, as  
were the other two authors. 

Do Not Burn Yourselves Out (1986)

Edward Abbey; Collograph by Sandy Tilcock

8.4 x 12.5 inches, single sheet broadside

20 unnumbered copies

Handset Perpetua types

Nideggen paper

Printed on a Vandercook SP-20 Proof Press

Presented in a paper wrapper bound in boards 
with red Iris bookcloth

Loosa Land Press

The text for the broadside was taken from a speech 
Edward Abbey made to environmentalists in 
Missoula, Montana, 1978.

The Etiquette of Books (1986) 
Rabbi Judahben Samuel, Sir Leon Chassid

8.1 x 4.8 inches, 6 pages

20 unnumbered copies

Handset Bulmer types

Mohawk Superfine paper with Fabriano Ingres 
wrappers

Printed on a Vandercook SP-15 proof press

Accordion fold with first fold sewn into the paper 
wrapper

Loosa Land Press

Text adapted from a translation of a portion of  
“Sefer Hasidim” (The Book of the Pious) written  
circa 1190.
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lone goose press  1989–

lone goose press was launched in the fall of 
1989 when friends Allyn Kersnar and David Bryant 
were visiting from New Zealand. The recently 
acquired Vandercook 219 was finally operational and 
I had acquired a small amount of used Caslon types. 
The tree of us decided to print a keepsake, “Littoral 
Interpretation”, in 3 days. 

The name of the press, lone goose press, is derived 
from the first book project I did as a student.  
In that excerpt Leopold observes: “watching the  
daily routine of a spring goose convention, one  
notices the prevalence of singles—lone geese that  
do much flying about and much talking. One is apt to 
impute a disconsolate tone to their honkings, … goose 
flocks are families, and lone geese in spring … are 
bereaved survivors of the winter’s shooting, searching 
in vain for their kin.” Leaving my fellow classmates at 

Alabama, folks whom I shared the love and passion 
for making books, left me a bit “bereaved.” It would 
be several years before the community of Eugene, 
Oregon would embrace what I was trying to do. 

lone goose press is all lower case because as a  
former calligrapher I wanted to leave open the option 
to play with the lower case g, allowing its descender 
to “fly.”

It has been the mission of lone goose press to 
promote book arts, to celebrate outstanding writing 
and to foster conversation about community, social 
justice and environmental ethics.

All the publications (unless otherwise indicated) of 
lone goose press have been printed using an old-style 
Vandercook 219 proof press, manufactured in 1940.
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This was my first book. The assignment was to design, 
print and bind a text that had been previously published. 
We were to write and request permission from the 
publishers and send a copy to the publisher when done. 
I also sent a copy of the book to Leopold’s son, Luna 
Leopold. Luna responded with a touching letter. 

A Sand County Almanac had long been a favorite book. 
I was (and continue to be) very concerned about 
environmental issues. I was also enchanted by Canadian 
Geese, marking the passing seasons by their honking as 
they passed over on their winter/spring migrations. It is 
from this excerpt that I would eventually determine the 
name for my press.
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Excerpt Aldo Leopold, A Sand County Almanac:  
And Sketches Here and There  
(Oxford University Press, 1949)

Loosa Land Press

This was my first book. The assignment was to design, 
print and bind a text that had been previously published. 
We were to write and request permission from the 
publishers and send a copy to the publisher when done. 
I also sent a copy of the book to Leopold’s son, Luna 
Leopold. Luna responded with a touching letter. 

A Sand County Almanac had long been a favorite book. 
I was (and continue to be) very concerned about 
environmental issues. I was also enchanted by Canadian 
Geese, marking the passing seasons by their honking as 
they passed over on their winter/spring migrations. It is 
from this excerpt that I would eventually determine the 
name for my press.
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I began working with Sandy Tilcock as a writer 
in the fall of 1991, collaborating with her and the 
artist Margaret Prentice on a fine-press book called 
Children in the Woods. At the time I knew very 
little about limited editions, let alone Twinrocker 
handmade papers or such things as sewing frames 
and composing sticks. I’ve had the privilege since 
then of being able to work with skilled artisans and 
visual artists at other fine presses around the country 
and have learned a lot from them, including how to 
stay out of the way. My criteria for judging the quality 
of a handmade book, though, were established in 
that initial experience with Sandy. One valuable 
thing I learned from her was the need to distinguish 
between what was exemplary work and what was 
merely good work when examining fine-press limited 
edition books.

Sandy never wanted anything to leave her studio 
that couldn’t stand shoulder-to-shoulder with the 
best work being done. One needs more nuanced 
adjectives than “painstaking” or “meticulous” to 
convey what she was up to. She was not a fanatic, 
but if a slipcase she was working on developed a 
flaw, she would simply set it aside and begin again 
with new materials. If the inking on the rollers of 
her Vandercook 219 was uneven — and no matter 
that this problem was not apparent to anyone but 
her — she would clean the rollers and start over. She 
identified with this kind of striving. It took her work 
beyond the ordinary.

Less and less do people pursue this kind of 
exceptionalism today, especially in work where the 
unaided human hand is the primary tool, and where 

the tools themselves are as simple as a bone folder 
or an X-acto knife. This sort of work requires 
ferocious concentration and precision. I’ve watched 
Sandy listening to her press during a run to check 
on the tackiness of the ink and seen her sewing in 
headbands like she was doing eye surgery. When one 
enters a fine-press studio like hers — the physical 
landscape of the limited edition book, of deckle-
edged chapbooks and letterpress broadsides — the 
quality of the air seems to change. The deep history 
of this object, the book, becomes more mysterious. 
And the role of the printed word in keeping alive the 
small, imperiled fires of Western cultural aspiration 
becomes more apparent.

For a writer, to work alongside someone like Sandy 
is to understand a new dimension of storytelling, 
one that offers a continuous through line to the 
past, from the glass-fronted shelves of the Pierpont 
Morgan Library in New York today to the ghost 
of the incinerated library at Alexandria, a line that 
includes, too, settings like a clear patch of snow 
in the Arctic, where Inuit families gather to watch 
and listen while a storyteller draws on the wind-
burnished surface with a storyteller’s knife. These 
settings are grounded in love, not commerce. In each 
setting, the concern for the fate of others is clear. 
And with each handmade book, each codex closely 
examined, a feeling of awe rises up as the attributes 
of natural materials become known to the tips of 
the finger — the tooth of a mould-made paper, the 
texture of goatskin; and as the ear and the nose 
become more aware — the crackle of a parchment 
page, the aromatics of glue and ink.

The making of beautiful, enduring work and the 
celebration of storytelling have been Sandy’s calling 
for nearly thirty years. You hold here the record of 
what she has accomplished. How can anyone ask 
more of a person than what she has given us? And 
how can you not marvel at the uncomplicated and 
straightforward perfection of an artisan who sees a 
world larger than herself?

Along with other writers in this list who have said 
this, I want to acknowledge how good Sandy’s work 
has made me look, and speak, like them, of the great 
honor we all feel at having been included within the 
ambit of her excellence.

 

BARRY LOPEZ 
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Letterpress Works from Sandy Tilcock, 1986 – 2013

These photos provide an intimate 
glimpse of the tools, materials and 
processes that it is my great joy to 
engage with every day in the studio. 

– ST
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