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PRESIDENT'S PAGE 
Alan Lacer, President of the American Association ofWoodturners 

W e begin this year with quiet opti
mism and fresh decisions which 
will steer our course for years to 

come. The optimism stems from the 
successes of the past year that were virtu
ally on all fronts. The decisions address
ing our future arose from a board meeting 
this January in Minnesota. The agenda of 
the meeting was exclusively forward-look
ing--unlike many of our previous board 
meetings. The decisions we made are 
certainly worth sharing with you even 
before they are fully implemented. 

We have decided to ease into the 
world of video productions. Our initial 
effort will be to produce a short tape 
which will be used to answer questions of 
interest concerning woodturning and the 
American Association of Woodturners 
(AA W). This tape will highlight our 
activities as well as have a number of 
turning tips thrown in for good measure. 
From that tape will come a shorter version 
which will be played at numerous trade 
shows. But the most ambitious effort at 
videos regards our annual conferences. 
Proposals have been made to several busi
nesses and individuals asking for funding 
to cover equipment and editing costs that 
would allow us to document most of what 
occurs at each conference--instant gal
lery, demonstrations, and panel discus
sions. The resulting videos would be for 
archival purposes as well as being made 
available for rent/sale to AA W members. 
If the necessary funding is not forthcom
ing this year for a full-scale filming, then 
the plan is to produce a smaller version of 

EMPLOYMENT 
OPPORTUNITY 

Applications are invited for the posi
tion of Editor-in-Chief for American 
Woodturner, journal of the American 
Association of Woodturners. This part
time, paid position will start with compil
ing articles for the September 1993 issue. 

The person we hire for Editor-in
Chief must have a working knowledge of 
the field ofwoodturning; familiarity with 
desktop publishing; access to the com
puter equipment needed to format the 
journal for a commercial printer; the dis
cipline required to meet critical dead
lines; and the ability to work alone and 
with many different kinds of individuals. 
Duties include soliciting and editing ar-

the New York event. If these ventures are 
successful, we plan to move into tutorial 
and/or historical tapes that would be a 
unique resource in the turning field. 

We will be moving forward on a 
special publication. This has been in the 
pipe for almost three years and finally has 
closure. The publication will be a project 
book. This meets a common request as 
well as adds one more benefit to member
ship in this organization. The projects 
will be reprints from past issues of the 
journal, bound together into one docu
ment. Look for this to hit your mailbox 
later this year. 

Perhaps one of the most exciting 
decisions we made concerns a national 
newsletter. Many national craft organiza
tions produce both a journal and a news
letter, with the newsletter filled with timely 
issues and organizational matters while 
the journal carries primarily substantive 
articles. Sincetheearlydays oftheAAW, 
we have produced a local-chapter news
letter but never a general-membership 
newsletter. Our intentions are to combine 
both areas into one, six-page document. 
We will start with a quarterly publication, 
falling between journal issues, and watch 
it grow to a bimonthly publication if the 
response is favorable. The first issue will 
appear later this fall. 

There has been discussion of special
ized "mini-conferences" for the past sev
eral years. These are not intended to 
compete with or distract from either our 
national conference or regional confer
ences. These are to be quite small--

ticles, compiling the journal four times a 
year, helping produce the annual Direc
tory, working with a printer to obtain a 
final product, and billing for advertising. 
This work can be performed at your home 
or office. You must be available to attend 
AA W's yearly symposium. 

Send a resume, along with examples 
of your editorial abilities (not articles you 
have published in other magazines), a 
description of your computer skills, a 
statement of your goals and objectives as 
they relate to editing a woodturningjour
nal, and information about your 
woodturning knowledge to: Peter J. 
Hutchinson, 5124 Scenic Rd., Murrysville, 
P A I 5668. Application deadline· is April 
I 0, I 993. AA W is an equal opportunity/ 
affirmative action employer. 

maybe fifty individuals or less--and focus 
on selected topics. Three examples are: a 
beginner's conference with hands-on op
portunities, a design conference, or an 
instructor-training conference. We are 
looking at piloting one of these this fall if 
a suitable location can be found. Either 
the beginner's or design conference is the 
most likely candidate. 

We plan to do more to get the word 
out about the AA W. Not since the very 
early days of our organization have we 
purchased advertising space in a major 
magazine. This year we plan to advertise 
in a woodworking publication which has 
extensive circulation. These ads will run 
for three issues and should give a good 
indication of the cost/benefit of such ad
vertising. We also have tentative agree
ments from organizers of trade shows to 
run a continuous promo tape covering 
woodturning and the AA W. Along these 
same lines, we plan to offer a journal gift 
subscription that can be purchased at a 
lower rate if given to a library or school 
--therefore reaching a greater number of 
individuals, especially the youth. 

We will begin offering a limited num
ber of items for sale to our members. We 
decided upon a rather unique tee-shirt 
with a two-color logo oftheAAW. If the 
response is substantial, we will possibly 
move to the sale of sweatshirts. A poster 
is also in the works--but something far 
morethanjustAAW'slogo. Designs will 
be submitted for review in the next few 
months and a decision made at that time. 
The poster would be a sale item and also 
serve as a design to be used on banners at 
demonstrations and trade shows. 

We plan a few changes for our annual 
symposiums, starting this year. We have 
received some excellent suggestions from 
several of our members which we have 
incorporated into our decisions. First, we 
plan to provide joint sessions that have 
several demonstrators in the same ses
sion--eitherto deal with a particular prob
lem or simply to investigate a particular 
area. We are going to experiment with a 
"film festival" at our next conference. 
These films relate to more than just 
woodturning--they offer a source of dis
cussion and thought about our craft. The 
banquet auction will see improvements in 
its management as well as a pre-confer
ence catalog for those wishing to bid-
even allowing the capacity for a person to 

(continued on page 39) 
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RAY ALLEN'S SEGMENTED TURNINGS 
Ray Allen 

J do love a challenge. I had been a 
carpenter for thirty years and after 

retiring I had tried a Jot of hobbies, but 
never found anything that gave me a true 
sense of accomplishment until I began to 
Turn. 

I bought my first lathe in December 
1986 at a school auction. It came with a 
few tools, but they were cheap ones. 
Nonetheless, I began to play, making 
weed pots, candle holders, and small 
bowls. 

The n I began to study--I bought 
books: Creative Wood Turning. Artistic 
Wood Turning. and Master Wood Turners 
by Dale Nish; Turning Wood with Rich
ard Raffan and Turned Bowl Design by 
Richard Raffan; and Wood Turning and 
Design by Ray Key. They were all excel
lent books, but I still wasn't satisfied. 

I studied and played for a year. then 
began to search back through my wood
working magazines for anything I could 
find about turning. I found a lot of good 
articles, but the one that impressed me the 
most was in Fine Woodworking No. 54, 
September/October 1985 by Addie Draper 
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Project Piece 

and Bud Latven. It was on segmented 
turning. 

A big thanks to Bud and Addie. I 
tried their project piece and found it to be 
very challenging. Like I said, I do love a 
challenge. 

I began to work on my own shapes 
and designs and was inspired by South
west prehistoric and modem pottery. I 
discovered that I could draw a very pretty 
blueprint, but could not construct the 
project, so I had to put a lot of thought into 
the blueprint so that the piece could be 
constructed. This is where we will start. 

Drawing Blueprints 

Start small and simple until you get 
the hang of it. Take a piece of grid paper, 
and draw a vertical center line on one of 
the grids. Decide how large and what 
shape the bowl is to be. In deciding the 
shape and size, you may end up using 
several sheets o f paper. 

Draw the outline of half of the bowl 
on one side of the center line. Fold the 
grid paper on the center line and put a 

piece of carbon paper under the folded 
grid paper (carbon up) and trace over the 
outline. Now you have the size and shape 
complete. You are ready to put in the 
design. 

At this point you wiU need to decide 
how you are going to construct the vessel 
and to figure out the number of segments 
that will make up the finished vessel. 
"Think." Beforeyou starttoworkon your 
project, the best thing you can do is study 
your blueprint for a day or so-then you 
are ready to go to work. 

Outlined below is the process I used 
to construct the vessel shown in the photo. 
There are eight sections (layers). I start 
with a solid bottom section, true it up, then 
add the next section, and so on until all 
eight sections are glued together. The 
more complex the design in a particular 
section, the longer that section will take to 
complete. 

Section fl 

I like to use waste blocks on my 
faceplate . I have a pennanent waste block 
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Diagram of project piece--not to scale. All measurements are final length in thousandths of inches. When 
cutting pieces, add about 0.100 for sanding . 
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First Step 

Draw outline of one 
side of the vessel 

Top view of se&JnCnl 

width 

Second Step 

Fold under and copy 
other side 

Faceplacc with two auxiliary blocks attached. The ftrSt 
section is glued on, as arc two layers of veneer. The inside 

botlom is turned. 

Top view of table saw. Auxiliary fence and stop block in place. 

Venier cal piers measure the length of each piece. Disc sander with auxiliary fence and stop block in place. 
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adjust angle here 

Pieces for section #2 lined up on a piece of masking tape 

Section #2 clamped to section -I . 

---' 
',.. - adjust angle here r------

Section #2 ready 10 clamp. 

Note the small pieces of wood glued in place to keep the sections 
from slipping while gluing. 
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Breakdown for section #4-A-not drawn to scale 14 pieces in this section 

2 

Top view of pieces 3 and 2 of section 4-A 

! 
cut off corners 
before clamping 
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Breakdown of section #4-B. 33 pieces, 4 layers 
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Dark wood 

Light wood 

Dark wood 

on my faceplate to which I glue a cutaway 
waste block (photo 2). I use a piece of soft 
wood such as pine for the cutaway block 
which makes it easy to part off when the 
vessel is finished. 

Install the two waste blocks--screw 
the first one to a faceplate and glue the 
second one to the first. Then true up the 
second block so that it will be flat for 
gluing section #1 to it. Section #1 will be 
a solid piece of wood that can be trued on 
one side using a six -inch wide belt sander. 
I usually use a 3/4-inch thick piece for 
section #1, so thatihaveenough wood for 
the base. Glue the base section to the 
waste block. After the glue has dried, 
mount the faceplate on the lathe and true 
up section #1. 

!tum the outside to 1/8-inch oversize 
at the junction of section #2. I leave the 
bottom diameter of section #1 as large as 
possible for stability. Photo 3 shows this. 
At this point, I like to tum the inside of the 
bottom of the base with a small depression 
because it is easier to get to now, and it 
also makes it easier to true up for the 
veneer lines and next section. For final 
truing, I use a piece of sandpaper glued to 
a flat piece of wood. This gives a very true 
surface when held to the rotating section. 

Add veneer lines. The veneer needs 

A 

Edge view, cuts and assembly for Section# 7 

to be trued on the outside as well as sanded 
a little on the face to achieve a good glue 
joint. I like to use a cushion next to the 
veneer when it is in the press so that I get 
a good, even pressure--a piece of card
board makes a good one-time cushion. 
The press is shown in photo 4. Section #2 
can now be added. 

Section #2 

This section has 16 segments, cut at 
11 1/4 degrees on each side. Make an 
auxiliary miter gauge fence: Attach a 
straight, 314- x 2 1/2- x 16-inch long piece 
of scrap wood to your table saw miter 
gauge so that you will be able to cut 
completely through each segment. The 
auxiliary fence should extend across the 
blade's path about six inches. You will 
use a stop block, held onto the auxiliary 
miter fence by a clamp, to cut all the 
segments the same length. Photo 5 shows 
a top view of the miter gauge and stop 
block. Set the miter gauge at 11 1/4 
degrees and make a cut through the aux
iliary fence on the miter gauge. Now you 
can measure for the stop block. Always 
cut the segments a little longer than the 
final length to allow for sanding. 

I use a 60-tooth triple-chip-grind blade 

B 

on my tablesaw. So that the small pieces 
do not drop down and become caught 
between the blade and the throatplate, I 
made a new throatplate--a piece of ply
wood covered with laminate. Make a 
solid insert, put it in place and hold it 
down with a push stick, then crank the 
running blade up through it. 

Make a sanding jig. Take a flat piece 
of particle board or plywood about 12-
inches square and attach a guide strip on 
the bottom to fit into the miter slot on the 
sander table. This will be an auxiliary 
table. Glue a strip of wood on top at 90 
degrees to the disc sander. Check to see 
that the sander table is set at 90 degrees to 
the disc. 

Cut a 3/4- x 2 1/2- x 14-inch long 
piece of wood to 22 1/2 degrees on one 
end. The 22 1/2 degrees has to be 22 1/2 
degrees--no more, no less. This piece is 
used when sanding the segments. The 
stop block can be attached to this with a 
"C" clamp on the bottom side so that it 
will hit the auxiliary table for exact length. 
Photo 6 shows the completed jig. 

I use veniercalipers to do my measur
ing for length. (The length is always the 
outside of the circle.) Photo 7 shows this. 
The angle is critical because you cannot 
compress wood to make the joint fit. 
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Stainless steel hose clamps work well 
for clamping the segment ring together. 
These can be found in plumbing supply 
houses, woodworking catalogs, and at 
flea markets. After cutting the segments 
on the table saw and sanding each end, dry 
fit them to make sure they fit. Put a clamp 
around them and tighten it up. If they do 
not fit, you will have to adjust one or two 
pieces. After the fit is perfect--! never 
settle for "that's good enough" --put them 
on a piece of masking tape so that you can 
add glue to the joints and roll them up like 
a wheel, and put on the clamp. I use 
yellow carpenter's glue. Make sure the 
ring is flat, not up and down when you 
clamp it. Photo 8 shows this. 

After the glue has dried, take off the 
clamp and the tape. True up one or both 
sides on a belt sander so that this section 
can be added to section #1. If your section 
is too large for your belt sander, make a 
sanding disc from a 12-inch diameter 
sanding disc glued to a piece of plywood. 
After you think have the section trued up, 
make sure again--then add glue to the 
joint and put it into the press. To make 
sure the segments stay in the right place, 
use 4 small blocks glued in place to keep 
the sections from slipping (photo 9). 

Attach the assembly to the lathe after 
the glue has dried and true up the face. 
Tum the outside 118-inch larger in diam
eter, like you did for section #1. Now the 
veneer lines can be added. A single sheet 
of veneer is the easy way. Clamp as 
before with a cushion under the veneer 
while in the press. 

Section #3 

Section #3 has 16 segments and is 
made by the same process as section #2 
except that it cannot be clamped because 
it is so thin. (It is only 1/4-inch thick and 
the clamp is 1/2-inch wide.) You have to 
use a slip joint for gluing. A slip joint is 
accomplished by putting a drop of glue 
between two pieces and rubbing them 
together until they touch. Let set for a 
minute and glue another piece until you 
have one half-circle. Make another half
circle. When gluing the two half-circles 
together, you can adjust the joints on the 
disc sander to make them fit. Let the glue 
dry at least two hours. 

True one side of this section by hand 
or on the sander. Be careful--the sander 
can bite. Glue the trued side of this 
section to section #2, and after the glue 
has dried, true up the face of section #3 on 
the lathe with your gouge and sanding 
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block. 

Section #4 
Section #4 has 8 segments--4 of each 

design. These segments will need to be l
inch wide because of their length. They 
have to cover more of the circle around 
the outside, so it takes more wood. Study 
the designs very closely. How do I do 
them? First, break them down on another 
sheet of paper (figure 9). Decide where 
the cut lines will be. This will take some 
thinking on your part. With what I have 
told you, you will be able to figure it out. 
Section #4 has to have a little more added 
to the diameter because of the segment 
length. For this project, 8 inches plus 
112 inch will make it 8 1/2 inches rough 
diameter, giving you enough for an 8-inch 
diameter finished piece. 

Section#S 

Section #5 is accomplished the same 
as section #3. 

Section 6A and 6B 

Section #6 can be done in one of two 
ways. The pieces can be cut and notched 
for small. inserts or it can be pieced to
gether. It has to be in two sections--A and 
B--because of the angle of the vessel on 
the outside slope. Do a little more think
ing. You learn better this way. These 
segments need to be about 11/4-inch wide 
because of the angle they are turned. 

Section #7 

There are 16 segments to this section 
and each segment has 8 pieces. The 
breakdown on the diagram is not to scale, 
but it will help you figure out the cuts. 

Section #8 

Make this segment the same as sec
tion #3 and #5. 

General comments 

All segment lengths for this project 
are on the diagram. If you make your 
lengths plus or minus 2 or 4 thousands, 
that will work fine. I use decimals to work 
the formulas. 

The formula for segment lengths is: 
diameter times 3.1416 equals circumfer
ence divided by the number of segments 
equals the length of each segment. 

For this project, add 114 to 3/8 inches 

to the diameter for turning section #2: 6 
7/8 inches plus 3/8 inches equals 7 1/4 
inches. Then take 7.25 times 3.1416. 
That equals 22.7766. Divide this by 16 
segments, and each segment will be 1.423 
inches long. 

The angle formula for cutting the 
segments is as follows: There are 360 
degrees in a circle no matter what the 
diameter. 360 divided by 16 segments 
equals the total angle for each piece of22 
1/2 degrees. Divided by 2 for each side 
of the segments equals 11 114 degrees. 

For a section with 8 segments, 360 
degrees divided by 8 equals 45 degrees 
total. Divide that by 2, and each side of 
the segment will be cut at 22 1/2 degrees. 

Final Turning 

I do the final turning on the outside 
ofthevessel withdeep-flutedgouges. On 
the inside, I am now using Dennis Stewart 
tools. After using shopmade tools for so 
long, it is a pleasure to have tools that 
really work. 

Sanding and Finishing 

I start with 80-grit abrasive if needed, 
then progress through 100-, 150-, 220-, 
320-,400-, and 600-grit. If you have not 
yet figured out when to change to a finer 
grit, sand until your paper will no longer 
improve the surface. Then go to a finer
grit paper. 

The finish I use is Waterlox, which 
has a tung-oil base. I put on the first coat, 
let it set until it's very tacky, then revive 
it with new oil and wipe it dry. I let that 
set overnight and repeat the process. All 
the exterior finish is removed before the 
next coat is applied. Even the final or 
third coat is removed before wax is ap
plied--the only finish left is what has 
penetrated into the wood. I usually use 
three coats and use 0000 steel wool be
tween coats. Then I use a coat of paste 
wax for a final coat. I do this with the 
piece still on the faceplate and attached to 
the lathe. After the piece has been fin
ished, I part it off the faceplate and re
verse it in a jam-fit chuck and tum, sign, 
and date the bottom. This makes the 
piece complete. 

Do some thinking and study this 
project before you start. Accept the 
challenge of segmented turning. Most of 
all have fun! Just remember--accuracy is 
the most important factor in producing a 
good piece. 

Ray Allen lives in Yuma, Arizona. 



Many woodtumers recognize the ad
vantage of using the octagon method 
of building up a bowl or bracelet 

blank. It saves expensive wood and bas
tens the cutting of the inside of the bowl 
(see Dale Nisb, Creative Woodtuming, 
pp. 149-153). However, it requires cut
tingend grain, which is subjectto tear out, 
especially on non-oily woods like maple, 
cherry, and soft woods. This tear out 
makes it difficult to achieve a quality 
finish. Also, the final joint often fits 
poorly, and there is no spare material to 
work with tochangetheangleorlength in 
order to get a good fit. The following 
method helps solve those problems. 

Make yourself a good 45-degree and 
90-degree jig for the table saw. Allow at 
least 5 inches between the backstop and 
the 45-degree point. This will allow you 
t.o easily make 45-degree and 90-degree 
alternate cuts. 

Square up the edges and ends of the 
board you are going to use. Using the jig, 
cut eight triangles (to form your octagon), 
alternating between 45-degree mitre cuts 
and 90-degree cross cuts. Cut precisely 
from comer to comer, with the edge of the 
kerf at the right side of the comers. The 
kerf should just touch the comers, not 
bisect them. 

Cut the last triangle l/8-inch longer 
on the edge-grain side. The extra length 
on this triangle will be used to achieve 
perfect glue joints. 

Dry assemble the fi rst 7 triangles on 
a flat surface (a formica-covered sink 
cutout works great) with the edge grain on 
the outside and the endgrain against the 
hypotenuse of the adjoining piece. Check 
the fit. It may be easier to clamp two or 
three triangles to hold them steady, espe
cially the first and seventh piece you put 
down. Then check the fit of the last piece. 
Sand the eodgrain side on a disk sander 
(set at precisely 90-degrees to the sander 
table), until the width and angle allow it to 
fit precisely. 

After you have achieved a perfect fit, 
use yellow glue to glue up the pieces. I 
find that web clamps work the best with
out using the metal comers. Care must be 
taken to insure that the pieces remain flat 
in relation to each other, particularly if 
several layers of octagons are to be as
sembled. 

After the glue has dried, sand the top 
and bonom of each section on a belt 
sander to insure that they are flat. They 

ANOTHER CUT AT BOWL BLANKS 

may now be stacked and glued as desired 
for depth. It is best to assemble the layers 
so that the pieces in each layer all point in 
the same direction--clockwise or counter 
clockwise. It is also best to stager the 
joints between layers. 

I frequently put a layer of contrasting 
veneer between the individual triangles, 
as in the assembly shown in figure 5, and 
especially between layers. It adds a nice 
touch and provides padding to smooth 
irregularities in the wood. Be sure to 
apply glue to the octagons and not to the 
veneer in order to prevent the very incon
venient problem of veneer curling while 
you are trying to position the pieces and 
anach clamps. 

The base can be a solid piece, but this 
again presents endgrain to tear and pit. 
Oily woods, such as padauk, cocobolo, 
rosewood, as weU as oak, finish nicely on 
endgrain, but cherry, maple, and other 
domestic hardwoods can be frustrating. If 
you wish to minimize the end grain in the 
base, frame a square of wood. It presents 
more edge grain to your lathe tools. 

One fina1 suggestion in assembly. 
When gluing the stack to the base, it may 
be helpful to orient the stack so that the 
points on each piece tum away from the 
lathe tool instead of into it. 

Although there is oopureendgrain to 
cut on tbeinsideof thepiece, there is some 
at 45-degrees and the tool does address 
the points. These points have support, 
however, from the adjoining piece and 
will result in fewer pits and tear outs than 
would occur on the outside. 

The finish on the piece will be su
perb, and the light play as you rotate it is 
most attractive. 

Dave Kaltne isanamateurtumer, retired 
USAF officer, and real estate broker in 
Laramie, Wyoming. 

David Kahnc 

Dave Kahne 

Usual octaeon mctbod presents 
end grain on each piece on outside 

Orain dii'Cdion runs parallel 
to lhe base or each trian&le 
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THE TIME SAVER--THE SWIVEL-HEAD PAD SANDER 
Jerry Brownrigg 

Jeny Brownrigg sanding the inside of a large bowl with his swivel-head pad sander. He is 
wearing an air supply dust helmet. 

Q ne of the most time consuming op-
erations in turning for most of us on 

bowls or larger turnings, is that of sand
ing. Also the most "un-fun" operations in 
turning is probably that of sanding. The 
quality of our tool work can greatly re
duce the amount of sanding necessary to 
obtain a good surface appearance and 
allow one to apply a good fin ish. But on 
most of our turned pieces, it is necessary 
to do a great deal of sanding to get the 
desired surface finish. Along with tool 
work, the type and nature of wood has a lot 
to do with surface finish. Some woods, 
namely spatted woods, have a greater 
tendency to tear out, leaving surface pits 
and roughness that are hard to remove. 
The application of wood hardners, sand
ing sealers, waxes, oils. Hot Stuff. etc., 
can help these tear out problems but nor
mally does not completely eliminate them; 
one still has some sanding to do. 

We are always looking for faster and 
better ways to turn, sand, and finish our 
turnings. One of the best and quickest 
ways I have found to sand the outside and 
inside of bowls is with the fairly new 
.. Swivel-Head Pad Sander." This sander 
has a flexible shaft attached to the motor 
and a swivel-head on the business end of 
the shaft that holds a padded disc sander 
attachment. 

It is recommended that the motor be 
suspended (bung) from the ceiling to al-
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low freedom of movement of the motor 
and flex-shaft. Since my work space has 
a rather high ceiling, I built a special stand 
on rollers to support the sander and to 
make it portable as well as more versatile. 

The disc pad is made from foam 
rubber and is attached to an aluminum 
back-up-plate which screws to the end of 
the swivel-head. This foam pad has can
vas attached on each face which is held to 
the foam with Hot Stuff (cyanoacrylate 
glue). The entire foam disc is held to the 
alumi num back-up-plate with Hot Stuff 
also. The disc pad is two and one-quarter 
inches in diameter at the abrasive face 
side and tapers to one and seven eighths 
inches in diameter at the base where it 
attaches to an aluminum back-up plate. 
The foam pad could be any desired diam
eter that could be carried by the swivel
head and vary in accordance to the type of 
sanding you will be doing. As you know 
there are several choices of sanding discs 
on the market. The most common being 
the Power-Lock, the Velcro-foam Pad, 
and the Pressure Sensitive Adhesive disc. 
All of these have their advantages but one 
of the biggest disadvantages of all three of 
them is their cost. I have elected to cut my 
own sanding discs and spray them with 3-
M 90 High Strength Adhesive or. 3-M 
Spray Discs Adhesive #08054. I'm sure 
there are several other satisfactory types 
of spray adhesive on the market that may 

be available in your locality. The self
adhesive method is not only cheaper but 
gives you a greater selection of sanding 
papers. Of course this system is not quite 
as handy as the other three methods men
tioned. A good selettion of paper is the 
Three-M-ITE Cloth backed paper, or any 
cloth backed paper, for strength to stand 
up on curves. 

To cut my own discs I made a biscuit 
cutter out of an old bearing race which is 
one-quarter to three-quarters of an inch 
larger than the foam disc. The bearing 
race I used is two and one-half inches in 
diameter and has a cutting bevel ground 
on one edge with a grinder while the race 
was in a metal lathe. Then with a mallet 
and a suitable back-up board you can 
stamp out your own discs. This same 
system can be used to cut the foam pads. 
By putting the foam, a back-up board and 
the same bearing race biscuit cutter in a 
vise you can cut the foam pads. After this 
pad has been cut and glued to the back-up
plate with "Hot Stuff-Original," cut the 
desired diameter and bevel on the edge by 
holding it against a sander. Both ma
chines should be rotating against each 
other while running to cut the desired 
bevel. 

One of the main features, as one 
might well imagine, of this machine is the 
Swivel-Head attachment. This attach
ment allows me to sand straight (90 de
grees to shaft) or any angle from the 90 
degrees to approximately 45 degrees right 
or left. By turning the swivel bead back 
toward the handle I can sand under-cut 
bowls inside and out as long as the diam
eter of the disc and shape of their project 
will permit. With the attachment swiv
eled 90 degrees to the shaft it is only three 
inches in he ight, allowing for sanding on 
the inside on fairly smaU-opening projects. 
Because of the foam pad and the speed of 
the sander, you receive swirl -free sand
ing. Another nice feature of this Swivel
Head sander is that the handle can be 
fitted with engraving attachments . For 
carving or engraving this saves purchas
ing an additional piece of equipment other 
than the cutters and carving attachments. 

When I saw J im Thompson demon
strating the Swivel-Head Sander at the 
National Woodtumers Association meet
ing at Gatlinburg, Tennessee, in 1991, I 
became impressed with its capabilities. I 
jokingly told Jim that anyone purchasing 
one of his large lathes would have to buy 



a portable stand for the swivel-head sander 

the sander also to save them valuable 
time. Mter using the swivel-head sander 
on a few large bowls I wrote Jim and told 
him I was sending his lathe baclc as I found 
I could make a bowl with the sander and 
didn' tneed the lathe. Seriously, the sander 
is one of the best sanding accessories and 
methods I have found for sanding bowls. 
Also, it is oneofthe best time savers I have 
found in sanding. I estimated that the 
swivel-head sander has cut my sanding 
timeabootseventy-fivepercent. Of course 
we can spend that seventy-five percent of 
our time turning and creating new bowls 
to sand. 

All of the ideas and hints about the 
sander, disc, and cuMer were obtained 

from J im Thompson. He deserves credit 
for his most helpful and informative ideas. 

Jerry Brownrigg 
Department of Technology 
Nonhwestem State University 
Alva, Oklahoma 73717 
(405) 327-1700 Ex!. 309 

The Swivel-Head Pad Sander can be pur
chased from: 

Jim Thompson 
Thompson Tools 
1021 Miller Road 
Greenville, SC 29607 
PH. (803) 288-1309 

SANDING SPINDLES 
Sal Marino 

N ovice wood turners who have not yet 
been able to produce a smooth sur
face directly from the tool usually 

have to start sanding spindles with rela
tively coarse-grit sandpaper. The correct 
type and size of sandpaper and an incan
descent light, as a source to check your 
progress, is a must if you want to achieve 
excellent results. 

Random oversize particles, found 
more commonly in coarse-grit sandpa
pers, will often leave larger scratches in 
the work that are sometimes not detect
able until you have sanded through a 
number of finer grits. At this point, the 
only way to correct the problem is tore
sand with the grit that caused the problem. 
More often than not, this is the first grit of 
sandpaper used and the result is frustra
tion and unnecessary loss of time. 

The key here is to be able to detect 
these larger, random scratches and keep 
sanding with the same grit before moving 
on to a progressively finer-grit sandpaper. 

Mount an incandescent lamp above 
the lathe, preferably on the tailstock end, 
and position the lamp so that the light is 
shining down on an angle to the workpiece, 
thus reflecting the light off of the surface 
of the workpiece. The larger random 
scratches left by the oversized particles in 
the sandpaper will appear as dark lines or 
shadows. 

Of course you should strive to achieve 
a good enough surface from the turning 
tool so that sanding can begin with 220-or 
I 50-grit sandpaper. Not everyone is at 
that level, so if your sanding must com
mence with coarser-grit papers, such as 
80- or I 20-grit, I suggest using tbe follow
ing method. 

Safety fi rst: Wear a dust mask and 
faceshield. Sand at the same or lower 
speed as used to complete the spindle 
turning. Remove the toolrest. 

Tear a standard 9-inch by I l-inch 
sheetofsandpaperinto 1 1-inchlongstrips 
of various widths. Use the smaller-width 
strips to get into tight comers or small 
beads. and use the larger-width strips for 
longer, straight or tapered sections of the 
turning. Apply light to moderate pressure 
to the turning. Let the abrasive particles 
on the sandpaper do its work--lightly rest 
the abrasive against the rotating 
workpiece. There is no need to apply 
excessive pressure. You will not finish 
sanding sooner; you will end up burning 
your hand. 
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Periodically stop the lathe and use a 
shop vacuum as a blower to blow off the 
excess sawdust. Now tum the lathe back 
on. With the light from the incandescent 
lamp shining down on the surface of the 
revolving workpiece, look for what ap
pears to be dark lines or shadows. These 
dark lines are random, deep scratches that 
have to be removed using the same grit 
sandpaper before moving onto the next 
finer grit. 

This series of sanding, inspecting the 
workpiece, and re-sanding to achieve a 
uniform scratch pattern must be done 
before moving on to each progressively 
finer grit of sandpaper. This may sound 
likealotofwork, but you will be surprised 
just how fast everything moves along. 
Better to take the time to do the job right 
the first time, than to do it all over again. 

It is not usually necessary to sand 
finer than 220-grit unless you can see the 
220-grit scratches. The exception is for 
very hard woods such as rock maple and 

MOTOR STARTERS 
Chuck Woodruff 

Motor control can cover a host of 
subjects such as variable speed, 
reversing, soft start, and overload 

protection, but the most basic of these is 
the start/stop function. That is what I will 
cover in this article. Once you understand 
motor starters, you will be able to upgrade 
the one lathe function you use more than 
any other. 

The most basic of the starters is sim
ply a switch that applies line currentto the 
motor,just like turning on a light. In fact, 
a light switch will do quite nicely if it has 
an adequate current rating. 

The next step is to add over-current 
protection for the motor. The resulting 
enhanced switch is called a "manual mo
tor starter." The method of current pro
tection is to shunt part of the current to the 
motor through a heater that is sized to 
simulate the heating of the motor. Too 
much current will cause the heater to open 
a thermal device to trip the switch off and 
shut off the motor. These starters have a 
family of heaters available for the vari
ous-size motors. 

Moving up in sophistication, weco me 
to the magnetic series of devices. The 
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ebony--they may have to be sanded to 600 
grit. Hard, fine-grained woods show more 
scratches than softer, coarse-grained 
woods and must therefore be sanded to a 
finer grit. 

Do not jump too many grit sizes as 
you will not be able to remove the deepest 
scratches left by the previous paper. I 
suggest using either of the following pro
gression of grits: 80, 120, 220, 320, 400, 
600;or80, 100,150,220,320,400,600. 

I am currently using a micron-graded 
abrasive sandpaper manufactured by 3M 
under the name Imperial Microfinishing 
Film (IMF). Available in standard 9-inch 
by 11-inch sheets, it is a coated abrasive 
that consists of a polyester-film backing 
loaded with very accurately sized abra
sive particles. Because these abrasive 
particles are very accurately sized, this 
drastically reduces the number of large, 
random scratches left by oversized par
ticles normally found in most conven
tional sandpapers. 

simplest of these is the relay. A relay has 
an electromagnet that will close one or 
more contacts when a voltage is applied to 
its coil. Without going into the electrical 
details, it is the relay that allows us to use 
push buttons or other remote devices to 
tum a motor on and off. There are several 
advantages to using a relay. One is that 
the relay can be located close to the motor 
so that the heavier power wiring for the 
motor goes directly to the motor while the 
push button or other device for on/off can 
be located elsewhere and connected to the 
relay with lighter wiring. 

The major advantage of a relay, in 
my view, is that more than one on/off 
device can be used to activate the relay. In 
other words, any number of "on" buttons 
can be installed as well as any number of 
"off' buttons. If you want to install an 
additional "panic" offbutton, then a relay 
provides the means to do it. Most lathes 
have the switch or push buttons to the left 
of the piece, but I find that my instinct is 
to move to the right when trouble devel
ops. As a result, I need to be able to stop 
the lathe from the tailstock end. 

On my own lathe I have added a 
second off function, utilizing an indus
trial- type photoelectric switch. I mounted 
the switch and reflector on a four-foot 
long board on the floor under the lathe. To 

The polyester-film backing yields a 
flatter, smoother, and more uniform sub
strate compared to the paper that is used 
in conventional abrasives. This als0 im
proves the overall performance, however, 
for smaller turnings, this backing may be 
a bit stiff. 

IMF is available in approximate-grit 
equivalents ranging from 150- to 1200-
grit. (100 micron equals 150-grit; 9 mi
cron equals 1200-grit.) The sheets are 
more expensive than their conventional 
counterparts, however, because the tough 
polyester backing does not tear when in 
use, it will last much longer than conven
tional sandpaper. 

Sal Marino lives in Brooklyn, New York. 

For a related article, see a review of 
micro-mesh finishes, American 
Woodtumer, Vol. 6.4, p. 27. 

stop the lathe, I slide my foot forward and 
interrupt the light beam anywhere along 
the four-foot length. 

The final on/off device I want to 
cover is the magnetic starter. This is 
basically a relay with the addition of a 
current-sensing heater to open the relay 
when a current overload occurs. This is 
the same concept as described in the 
manual-motor starter. All the character
istics of the relay apply to the magnetic 
starter. It is my opinion that overload 
protection is not generally required on a 
lathe. The power used by a turner is very 
uneven, but the average is rarely enough 
to overheat the motor. 

Chuck Woodruff is an engineer and 
woodturner who lives in Seattle, Wash
ington. He is vice president of the Seattle 
Chapter of the AA W. 



CUSTOI\11ZED GRINDER AND LATHE-TOOL HOLDER 

Q uality tools--you must be collect
ing a mess of them, just like me. 

How do you properly manage this in
creasingsupplyofe.xpensivewoodrurning 
tools? I knew thatlhad to figure out a way 
to store them, keep them accessible, and 
protect the edges. At the same time, I 
realized that my grinder had to be conve
niently located so that I would take the 
time to sharpen dull tools. 

I bought a metal stand for my grinder 
and made it accessible by adding wheels. 
I can now move the grinder near my lathe 
when I am turning, making it easy and 
convenient to touch up an edge. The 
addition of a wooden box to raise the 
height of the grinder made it easier for me 
to view the grinding angle from the side 
-I no longer have to bend down to see 
what I am doing. That solved the problem 
of keeping my tools sharp. 

Storage. Protection. Why not use the 
same metal stand? Everything I needed 
for rurning would certainly be accessible 
if I did that. I built three shelves, drilled 
holes in them for my turning tools, and 
attached them to the sides and back of the 
stand. My storage problem was solved. 

To protect the sharpened ends of the 
tools, I made a PVC holder for each 
rurning tool. Simply cut lengths of plastic 
pipe to match each tool 's length. Tum 
round wooden discs with boles in them 
and cement one to the end of each piece of 
PVC pipe. The discs keep the pipe from 
falling through the holes in the shelves. I 
did not cement the pipe to the shelves so 
that I could use the tool holder while 
transporting my tools, and I left the bot
tom of the pipe open so that shavings 
could fall through. To make a nicer 
appearance, I wet-sanded the PVC pipe 
with 320-grit abrasive to remove the print
ing. 

All in all, I am very satisfied with my 
solution. 

Michael Popp is a member oft he Hudson 
Valley Wood Turners. A version of this 
anic/eflrst appeared in "A Skew Askew," 
Newsletter of the Hudson Valley Wood 
Turners, September 1992. 

Tool holders can 
be removed to 
transport tools 

safely. 

Michael E. Popp 
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HELP CONTROL THE "BITE" WITH A BACKSTAND 
Rodger Jacobs 

Awoodturner' s ability to control the 
"bite" or cut that a tool takes de
creases dramatically in proportion 

to the distance the tool is extended over 
the toolrest. The general rule of thumb is 
to use an increasingly smaller cutting 
edge (tip of the tool) and a heavier cross
section tool as the distance increases be
tween the tool rest and where the cutting 
takes place. This combination reduces 
vibration and aids in control, but even so 
the process is a teeth-gritting, white-knuck
led affair rather than the fun we are sup
posed to be having. Using a backstand 
makes overhanging your toolrest a whole 
lot friendlier and takes some of the teeth
gritting out of the process. It still remains, 
however, a white-knuckled, highly fo
cused technique that demands an experi
enced, light touch. Wait until you are an 
experienced woodturner before you even 
consider using a backstand. 

A backstand is essentially a portable, 
adjustable toolrest positioned behind the 
turner. When a backstand is used in 
conjunction with the regular toolrest, it 
allows the use of long, heavy, tiny-tipped 
tools. When these oversized tools are 
supported between two points, the weight 
disappears, and control of the cutting 
edge of your tool can be achieved while it 
is at a considerable distance off the front 
toolrest. 

I have seen backstands in use for 
several years now--many professional 
turners use them, expecially those who 
make large, deep vessels. Some 
backstands are heavily weighted, on cast
ers, and have a clamping mechanism that 
holds a long handle down while the cast
ers allow the tool to be swung in an arc. 
Others have some sort of rear set-bearing 
assembly to reduce friction. All allow 
forward or backward motion of the cut
ting tip and arcing or trans versing of the 
handle of the tool. 

The first time or two that I was ex
posed to backstands, the thought of great 
long tools and two rests went in one ear 
and out the other. As my experience grew 
and I acquired larger-capacity machines, 
I wanted to make larger and larger pieces. 
I tried a couple of temporary backstands 
before I settled on the one I am now using. 
My backstand design may change in time, 
though, as everything seems to constantly 
evolve. 

One feature that my stand had to have 
was the ability to adapt it to my different 
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lathes, and that meant that the height had 
to be adjustable. The stand also had to 
accommodate the transversing swing of 
my tools. The further away from the work 
piece, the larger the arc becomes. That 
meant a rest at least 60-inches across. 
With this in mind, I was off the my local 
salvage yard. 

An old 16-inch, split-rim truck wheel 
served as a solid base. Some steel mesh 
and bag of ready mix provided adequate 
weight. Industrial-steel tubing is indexed 
so that one size will fit inside another-
they can be telescoped. Truck and car 
axels and drive shafts are a great source of 
tubing. 

For the backstand post, I used a 
3 1/2-inch o.d. section of steel tubing. 
Sleeved into this, I used a 3-inch o.d. 
section for the backstand shaft. Since 
these pieces fit a little too snugly, I pol
ished the shaft by turning a wooden plug 
for each end and chucking the whole thing 
between centers. With the shaft spinning 
slowly, I used a 120-grit Merit disk 
mounted in an electric drill to reduce the 
outside diameter of the shaft to provide an 
adequate fit. (Lathes are such wonderful 
tools.) I then bored two 7/8-inch holes 
into the post, 2 112 inches down and 130 
degrees apart. After tack welding a pair of 
3/4-inch nuts over these holes and run
ning a couple of bolts through the nuts, I 
could positively lock the height for use on 
different lathes. 

For the weight-bearing surface of the 
toolrest proper, I used a 5 1/2-foot length 
of 11/4-inch heavy-walled steel pipe bent 
at both ends, kind of like the horns of a 
bull. The length is important, as it has to 
accommodate the tools that swing through 
its arc. If the rest does't have enough 
length, you will have to continually repo
sition it. I also welded a couple of steel 
triangles under the horns and tucked up to 
the post for more support. However you 
support your rest, make sure that every
thing is plumb and square so that each end 
of the rest is of equal height, and that the 
whole thing is parallel to the floor. I also 
welded two small pieces of rod on each 
end of the horns so that the tool handle 
wouldn't come off the edge. 

The most important element of uti
lizing the backstand is getting the height 
just right. If you set it up before you 
mount your workpiece, it is a lot easier. 
To do this, center the cutting tip of your 
tool on the headstock shaft center--put a 

drive center in the lathe to get it exact. 
Make sure the backstand holds the tool 
parallel and level with the floor. A level 
will help you achieve this. Now you can 
mount your work piece--whether you are 
off the toolrest three inches or three feet, 
the cutting tip will be centered. 

Remember how hard it is to get the 
center stub out of a deep vase? With the 
backstand set up properly, just push in, 
and you will be right on target. This setup 
almost makes deep, hollow vases too 
easy; but woodturning often has a ten
dency to become a humbling experience 
to the over confident, so be careful. The 
mistake most people make, and I speak 
from experience, is to venture to the right 
side of a deep piece. The tool is quickly 
picked up by the bottom of the vessel and 
brought around and down in an arc onto 
the front toolrest. This will happen to 
everyone at least once, anddisasterranges 
from great to small, depending on experi
ence, overhang from the toolrest, and size 
of the object. With the backstand, light 
cuts, and a high degree of focus, however, 
the whole process becomes more man
ageable. 

The tools that are used with the 
backstand are usually overlong, tiny
tipped scrapers. The tool length is be
tween 4 1/2 and 8 feet, and they weigh 
between 25 and 70 pounds. I sometimes 
slip pipe over the handles of my hand-held 
tools to adapt them to backstand use. In 
any event, make sure your tools are long 
enough so that you can position the 
backstand far enough back from the lathe 
so that you can get away from any acci
dents that might happen. You also don't 
want the tools to slip forward off the 
backstand, so again, make sure the handles 
are long enough. If the tool seems too 
long, it will most likely work fine. 

The cross section of the tool shaft can 
be round or square. Square is nice be
cause it registers the cutting tip in posi
tion, even when it is not visible. Some
times the front foot or so is solid round that 
is welded to a handle of square tubing. 
Round is a whole lot friendlier inside a 
small opening, and a square-backhandle 
registers it against the backstand. If your 
tool is round throughout, you could have 
it flat milled on the underside to help 
register the bit. Steel is hard to grip and 
hard on your hands; buy a thin foam 
sleeve from a bicycle shop to cushion the 
handle. 



Backs tand in usc. 

Selling up Backstand. 

The c utting bits or tips are usually 
3/16-ioch or 1/4-inch square high-speed 
steel metal cutting bits either fixed to the 
tool with some sort of set screw, silver 
solder, or superglue and sharpened as a 
round nose. On my hand-held tools, I 
usually just drill a hole and superg lue the 
tips io. This presents a problem for sharp
e ning, however, because long, heavy tools 
are difficult to manipulate. Using set 
screws or a Thompson swing-tip-like af
fair is the best bet. GerryGiaseris the only 
person I know who is making a commer
cially available tool for backstand use. 

The backstand is just one more of the 
many mechanical gadgets out there-
fiber optics, strobe scope lights, etc. etc. 
These can make the technical side of 
turning easier, but they are not a substitute 
for good design. In order to express 
ourselves through ourwoodruming, tools 
and equipment must be secondary. De
velop enough technical skills so that you 
can concentrate on design while you tum. 
This will happen by using your tools and 
equipment until they are extensions of 
yourthou gh t process. If at any point in the 
making process you can ' t acbjeve what 
you think about with the tools you already 
have, make new ones. 

Good luck, and be careful. 

Rodge r Jacobs lives and teaches 
woodtuming in Newland, North Caro
lina. 

For a related article, see "Tool Handles 
and Too/rest for Hollow Turning," by 
Yosh Sugiyama, American Woodrurner 
Vol. 6, No. I, March 1991, pp. 8-9. 

Pointing up backstand 
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PROFILE OF DAVID PYE 
Pamela Johnson 

B ritain 's mos t distingui s hed 
woodtumer and carver, David Pye, 
has died at the age of79. His health 

bad deteriorated over the last few years as 
Parkinson's disease took its toll. For one 
whose hallmark was precision and fine 
workmanship, such an illness must have 
caused immense frustration. He once said 
in an interview, "I like being master of the 
job." 

Pye was master of several jobs; though 
often best known for his perfectly ex
ecuted boxes and bowls, he was also an 
architect, furniture designer, teacher, and 
theorist. In this diverse life what re
mained constant was his detennined indi
vidualism and his deep questioning of 
himself and others. He was always a 
maverick, an outsider. 

David Pye was born in 1914 into a 
comfortable, middle-class family which 
bad a direct connection to the Arts and 
Crafts Movement. Pye's grandfather, the 
painter John Brett, was a friend of John 
Ruskin and William Morris. However, 
Pye was not content simply to accept that 
tradition uncritically. In 1968 he pub
lished his book, The Nature and Art of 
Workmanship (NA W) , in which he wrote 
a challe nging c ritique of Ruskin. 

Pye argued that crafts had a place 
alongside industrial design, not in oppo
sition to it: " let us have nothing to do with 
the idea that the crafts, regardless of what 
they make, are in some way superior to the 
workmanship of certainty or a means of 
protest against it" (NA W p. 76). Pye 
believed that in the late twentieth century 
the crafts ought to be a complement to 
industry, " ihe crafts ought to provide the 
salt--and the pepper--to make the visible 
environment more palatable when nearly 
all of it will have been made by the 
workmanship of certainty" (NA W p. 76). 

Pye' s interest in wood and workman
ship was there from childhood. His fa
ther, a wine merchant, was an amateur 
craftsman who designed furniture and 
built boats, and his great-uncle once took 
a woodtuming lathe to occ upy himself on 
a sea voyage to Bombay. Pye kept the fly
wheel from that lathe in his Sussex work
shop along with tools he inherited from 
his father and grandfather. 

In the 1930s Pye trained as an archi
tect at the Architectural Association which 
at the time was a breading ground for 
Britain' s leading expone nts of Modem
ism; concrete was everything. Pye would 
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David Pyc, 1980 threaded, lidded container, blackwood 2 114" dia. x I 112" h. 

have none of this. "Functionalism is a 
phony" he said and declared himself"pro
timber." He built boats and wooden 
houses. 

The shortage of timber after the Sec
ond World War meant that there was little 
opportunity to produce buildings made of 
wood. Pye turned to smaller-scale work 
-furniture design, carving, and turning. 

In 1948 he was offered a post as tutor 
at the Royal College of Art (RCA), 
Britain's most prestigious postgraduate 
institution. The British furniture designer 
Ron Carter was oneofPye's first students. 
He recalls, "I'd never known a teac her 
who spoke so well and explained things so 
thoroughly. He could describe in detail 
why a Maudsely lathe was marvelous and 
you immediately understood. His passion 
for materials had a profound effect on us. 
He could tell any wood just by smelling 
it." 

In 1964 Pye was appointed to run the 
Department of Furniture Design at the 
RCA; he remained Professor o f Furniture 
until his retirement in 1974. During this 
period he published his most in11uenc ial 
writing, two books, The Nature of Design 
( 1964) and The Nature and Art of Work
manship ( 1968). In the latter he c hal
lenged Ruskin for his lack of precision in 

defining tenns. Pye was adamant that the 
professional craftsman needed to define 
his terms: .. de finitions and tenninology 
are crucially important . . . the only pos
sible basis for communication, and we 
must have them. If they cannot yet be 
made final we must have provisional 
ones." 

He looked for definitions not in Ro
mantic notions, but in the process itself. 
He found the word craftmanship prob
lematic, " it is a word to start an argument 
with" (NA W p. 4). He coined the term 
"workmanship of risk," which refers to 
prac tice where, " the quality of the result 
is not predetennined, but depends on the 
judgement. dexterity, and care which the 
maker exercises as he works . . . the 
quality of the result is continually at risk 
during the process of making" (NA W p. 
4). He defined industrial design, " the 
workmanship of certainty, where the qual
ity of the result is exactly predetennined 
before a single saleable thing is made" 
(NAW, p. 4). 

After his retire ment in 1974 Pye was 
able to spend much more time in his 
workshop in the Sussex countryside mak
ing his complex boxes and bowls. The 
workmanship of risk is always evident in 
each piece as he pushed hi msel fto achieve 
breathtaking results. 



Pye was always particularly con
cerned with the surface of the piece. He 
once said in an interview in the British 
magazine Crafts, " the thing about wood 
which has always fasc inated me is the 
surface quality. All the chaps who write 
about wood write about its tactle quality 
-well what I am talking about is decid
edly not tactile, it's visual." 

To achieve effects both visual and 
tactile he devised his own machinery. ln 
1950 he built his " fl uting engine" which 
enabled him to cut smooth rhythmical 
flutes on the surface of hi s bowls 
enchancing and enlivening the natural 
quali ties of the wood. ln the 1970s he 
made a machine to engrave patterns on 
the lids of boxes. 

He wascontinuallypursuing the ideal. 
ln 198 1 he published an article in Crafts 
which not only gives insight into the way 
he worked, but also into what he consid
ered to be an ideal box. He lists ten 
rigorous qualities which must be present 
in the ideal box, then goes on, "if you can 
achieve aU that and do it every time, then 
you are a considerably better hand at it 
than I am ... I do not say it is the ideal that 
everyone else ought to aim at . .. I am not 
temng everybody else what he ought to 
do. I am writing about what I would like 
to do, in case somebody is interested." 
The tone here is typical, authorative, pug
nacious even, and yet there is a touch of 
modesty. 

Pye received official honors in 1985 
for his work in the form of an OB E (Order 
of the British Empire) presented to him by 
the Queen. Throughout the 1970s and 
1980s, his work was seen in major exhibi
tions such as ''The Maker's Eye," (Crafts 
Council, London, 1982), "David Pye: 
Woodcarver and Turner," (Crafts Coun
cil, London, 1984), and "Craft Classics 
Since the 1940s," (Crafts Council, Lon
don, 1988). His work has always been 
sought by both private and public collec
tors. 

The knowledge of wood and the per
fect workmanship will ensure that Pye's 
boxes and bowls will outJast many con
temporary craft objects. He once said, 
"the whole trouble with what are called 
'crafts' nowadays is that people are too 
easily satisfied--they don' t question work 
enough." David Pye never stopped ask
ing questions. In both his workmanship 
and his words he was never satisfied with 
anything less than the pursuit of the ideal. 

David Pye, Kidney bowl, walnut 8 3/4" dia .• x 15" I. x 2 112 h." 
Collection of the Wood Turning Center 

David Pyc, bowl, cherry 8 112" dia. , x 13 112" I. x 3 1/2 h." 
Collection of the Wood Turning Center 

He will be remembered in craft history as 
a key figure in the British post-war 
professionalization of the crafts, and he 
leaves a body of work which gives turners 
and carvers everywhere a tough bench
mark. 

Pamela Johnson.jormer editor of Crafts, 
is a freelance writer and critic. 

This article is published jointly with the 
Wood Turning Center. 
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CRAFT: HOW & WHY 
James Prestini 

Much as been written about James 
Prestini over the past few years, but we've 
seen little that was written by him. At 
AA W's 1992 Symposium in Provo, Utah, 
Prestini was our keynote speaker and 
presented a paper titled, "CRAFT: How 
& Why." Prestini presented this paper 
when he was 85 years old, and it repre
sents a balance between ideas, abstract 
and concrete. lt is a culmination of his 
creative thinking that spans sixty years as 
a designer, maker, and architect; ideas 
that are a summation of his experiences in 
having worked directly with some of the 
best-known architects and art historians 
from the period of the Bauhaus to the 
present. 

For the benefit of our members who 
were unable to attend this event, and for 
those who were present, the AA W is very 
pleased to present this document in its 
entirety.--David Ellsworth 

Thank you for the opportunity to share 
with you some of the values of Craft 
based on sixty years of experience. I 

don't pretend to have all the answers for 
CRAFf:HOW &WHY. Ihopethatican 
raise questions you need to confront in 
order for you to maximize your potential 
through craft. 

We may have control over where we 
came from: CRAFf: HOW. We have 
little or no control over where we are 
going: CRAFT: WHY? Do we have 
control really over where we came from: 
CRAFT: HOW? 

I start by asking two question: 
1. Why are you on this earth? 
2. What work brings you into full 

bloom? 
These are tough questions. You had 

nothing to do about being brought on this 
earth. You can have a lot to do about 
being on this earth by working for the 
common good instead of the common 
greed. 

What work will bring you into full 
bloom? It is largely trial and error. You 
try different things for fit. It is not an easy 
task. It is necessary to work your ass off. 
Then, if you are lucky, you will make it. 
Definite assurance, if you don't work you 
ass off, you will never make it. Through 
the craft of Woodtuming you can inte
grate both mind and body. The most 
important potential about craft is that it 
can deliver you. 
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CRAFT: HOW 

Walter Gropius said it all in 1919: 
"Craft is indispensable for all creative 
work." It makes no difference whether 
you are a woodtumer or a poet. The 
realization that you can deliver a product 
through process generates new ideas. It 
has taken me sixty years to simplify 
Gropius' manifesto. 

James Prestini, 1991: 

Art is conceptually oriented; 
Craft is object oriented; 
Design delivers Art through Craft for Use. 

This is the best definition that I can 
conceive at this time. Craft was created 
for use. Capitalist culture has legitimized 
the use of Craft to make money. Craft is 
not fashion. Craft for money alone is 
degenerate. 

The best way to learn HOW in ap
plied fields is to be an apprentice to a 
Master Craftsman. This is preferable to 
going to school to experience Craft sec
ond- and third-hand. The master's way of 
crafting may not be your way of doing it. 
At least you see first-hand how a master 
puts it together. If Craft is for you, this 
apprenticeship will require about five years 
which is necessary to acquire mobility, 
HOW to make. The problem with this 
approach is that there are not enough 
Master Craftsmen available. 

I was fortunate with no school intro
duction to Art/ Architecture/Design to have 
been an apprentice to two major masters 
of the twentieth century: Mies Van der 
Robe in architecture and Moholy-Nagy in 
art. 

The most potential factor of Craft: 
HOW, is that it can be process oriented 
and not product oriented. Process is built 
in generative development. You make to 
learn HOW. 

The most influential Art/ Architec
ture/Design school of modem time, if not 
for all time, was the Bauhaus. The Craft 
process oriented school's culture was 
based on Jewish and Marxist intellectual 
philosophy, both unpopular in the U.S.A. 
capitalism. 

The most important potential of Craft: 
HOWitcandeliveryou. Ididn'tmakethe 
Bowl. The Bowl made Me. The Craft: 
HOW makes it possible for the craftsman 
to cope with the quandary Craft: WHY 
factor. 

CRAFT: WHY 

The Craft: WHY is a very complex 
component. We are all by-products of all 
the various cultures encompassing us. 
We may have little or nothing to do about 
making decisions. This is questionable 
and complex. 

How did I come to Craft: HOW & 
WHY resolution? The University of Cali
fornia at Berkeley has the best Architec
ture Shop in this country. It took me eight 
years to put it together. The Craft of 
architecture is building, not drawing. 
Drawing can be useful only after master
ing the Craft process of making. The 
design faculty resisted the Shop for twenty 
five years, as they were afraid that they 
would be required to teach design in the 
Shop instead of the drafting studio. A 
month ago, the Shop Superivsor, not a 
design instructor, had an exhibition of 
architecture students' Craft work for HOW 
as the basis for design. The quality of the 
Craft was immaculate. The quality of the 
Design was bad. At this time, I concluded 
that I was out of order to criticize the 
designs. The Craft: HOW in the design 
process was the basis for design and for 
the later evaluation of WHY. Relating to 
my own woodtuming experience, it took 
me over five years before I started to ask 
WHY. 

Craft: WHY has to do with values 
and ethics that cannot be taught. Our 
values and ethics are a by-product of the 
various cultures integrated within us. The 
following are the operative cultural fac
tors that I can identify at this time. 

1. Culture of affluence (discounts val
ues) 

2. Culture of capitalism/socialism 
3. Culture offabrication/hand, machine, 

technology 
4. Culture of family/mixture husband, 

wife, children 
5. Culture of genes/most difficult 
6. Culture of majority/minority 
7. Culture of male/female 
8. Culture of parents 
9. Culture of poor/rich 

10. Culture of race 
11. Culture of religion 
12. Culture of schools/public, private 
13. Culture of your time 
14. Culture of work/labor/office 
15. Culture of father/mother with son/ 



daughter 
16. Cultureofmonogamy, married/single 
17. Culture of two-wage-earner family 
18. Culture of one-parent family 
19. Culture of hetrosexual, homosexual, 

bisexual 
20. Culture of atheists 
21. Culture of right-hand/left-hand 
22. Culture of agnostic 
23. Culture of food from family tradition 
24. Culture of politics, Democratic/Re

publican 
25. Culture of your life style that ends 

your life 
1lle sum ofthesecultures determines 

your values and ethics and this conglom
eration determines whether or not you 
work for the common good. The better 
your HOW, the better you can cope with 
WHY. Youcan' tdoWHYwithoutHOW. 

A good example of how the HOW 
culture determines WHY is the Bauhaus. 
Germany after the defeat in World War I 
resulted in a depressed culture. Wiemar 
in 1919 through a progressive govern
ment supported with hope and aspiration 
the birth of the Bauhaus. The Wiemar 
support deteriorated, moved to Dessau 
where the culture deteriorated also, and 
the Bauhaus moved to Berlin where Hitler 
buried it. The significant contributions of 
the Bauhaus are well established. This is 
a good example where contributions for 
the common good WHY cannot survive 
without the support of the culture. 

How can WHY be developed? This 
is djfficult, if not impossible, to develop 
WHY. HOWis forWHY. Thedefinition 
of the problem WHY could be useful. The 
solution to any problem is in direct pro
portion to how well you can define the 
problem in advance. What the justifica
tion is for WHY could be useful also. 
Your reason for WHY is useless as you 
can fabricate reasons for anything. You 
experience order through Craft: HOW. 
You express inherent interest through 
Craft: WHY. 

Credit should be given to David 
Ellsworth for his qualified analysis of the 
significance of Craft. His insight is the 
best definition to date. He presented the 
HOW/WHY theory in a 1986 article 
(''Woodtuming:llleModemMovement," 
Brookji~ld Quart~rly, May/June 1986). 

I worked on a lathe for twenty years 
on a second eight-hour shift and never 
made a cent. I gave up the lathe as on a 
lathe you can make only circles. Creative 
sculpture requires a maximum of freedom 

James Prestini. MetrOpolitan Museum of Art 

James Prestini. Museum of Modem Art 

of expression. 
Creativity is adding to the body of 

knowledge. If it is not adding to the body 
ofknowledge, it is not creativity. It is the 
creator's responsibility to define his con
tribution to creativity. Creativity is for 
the common good. 

HOW & WHY has to do with every
thing we do. The definition of the life 
problem: HOW & WHY is simple. The 

solution is complex. Good luck on your 
resolution of the Craft: HOW & WHY. 

Thank you for sharing the evolution 
of some of these thoughts. 

James Prestini, Professor Emeritis,Jrom 
the Uni\•ersity of California, Berkeley, 
lives in Berkeley, California. 
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WOODTURNING IN KENYA 
Joseph Gassanja 

As in most third-world countries, 
woodtuming in Kenya is limited to 
spiodJe making for furniture. Furni

ture making is a big business in Kenya. It 
is a poor country, though, and woodturning 
as an art, craft, or hobby has yet to come. 
Creative woodturning is known to only a 
handful of people which leaves most 
Kenyans unaware of the true beauty and 
diverse purposes of the countJess indig
enous and non indigenous trees of Africa. 

Woodworking is taught in govern
ment schools, so most Kenyans have seen 
or operated a lathe. It is also taught in 
rehabilitation institutions like the Kenya 
Polytechnic and Kenya prisons. I learned 
woodwork in a government high school, 
and that is how I came to learn turning 
wood. From my high school days, I 
worked with different furniture making 
companies as a turner, and I aJso trained 
severaJ people to tum wood. 

Vessel by Joseph Gassanja 

In a country where there is no such 
things as an association of woodtumers or 
joumaJs in woodtuming, you perhaps 
wonder what made me decide to get into 
the woodtuming business and how I man
aged it. There is no competition at aJI in 
wood turned products in Kenya. With that 
I had woo haJf the battle. My love for the 
natural beauty of wood, which is revealed 
in turning, aJso motivated me. Winning 
the battle of getting a good lathe was 
impossible form me, so I fabricated one. 
A "crude machine" my wife called it. 

Crude as it was, it did aJiow me to do 
professional work. The lathe has won my 
love for woodtuming. Rather than the 
education on woodtuming I acquired in 
high school, timeandexperiencehas taught 
me a lot. Before I talk about the things I 
made in Kenya, I will describe some of the 
best wood for woodtuming in Kenya. 

From the slopes of Mount Kenya we 
get camphor. This tree is classified as a 
hardwood, but it is considered one of the 
softer hardwoods. Because of this, it has 
been in such great demand for the last two 
decades, that the government of Kenya 
had to restrict the cutting down of this 
indigenous tree. Instead, woodworking 
industries have been encouraged to make 
useofotherkindsofwoods such as mninga 
from the slopes of Kilimanjaro. We also 
have mvuli, which is similar to American 
oak in hardness. When the sap of this 
wood dries inside, it becomes twice as 
hard. This tree grows mostly in western 
Kenya and eastern Uganda. Cypress and 
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pine are two of the nonindigenous Lrees 
that grow in Kenya. Both are used in 
woodtuming. 

The most beautiful wood for turning 
in Kenya happens to be among the hard
est. African blackwood from Kenya is 
world famous in carvings. When this 
wood is worked on a lathe, it produces 
first-c lass smoothness. Its black and white 
patches are a sight to behold. I cherish the 
collection of turned pieces I brought from 
Kenya. 

Elgon olive is another beautiful 
Kenyan wood. It has burls and grains that 
spread like clouds and has a sweet smell 
also. For centuries the Maasai and Kikuyu 
peoples of Kenya have used this wood to 
treat their milk and soup. One time an old 
man brought two mugs made from this 
wood to my workshop. I also have a 
collection of turned pieces made from this 
wood. 

Of all of the things I made for sale in 
Kenya, the bowl was the most popular. It 
is used to put sugar in, so Kenyans called 
it a sugar bowl. I still make these bowls 
here in the United States, and I can see that 
people like to use them as jewelry boxes 
or as candy dishes. 

I make a round picture frame, some
thing new in the field of woodturning in 
Kenya. Whether in hardwood or in soft
wood, these frames are classic. I also 
made such things as towel-ring holders, 
pen holders, clocks with round wooden 
faces, and lamp stands. Because of the 
sizes of my products, people bought them 

for gift items. Some people even gave 
them as gifts in countries outside ofKenya. 

The highlight of my woodturning 
career in Kenya came when I was invited, 
free of charge, to demonstrate my 
woodtuming skills in the biggest interna
tional trade fair in Black Africa, held in 
Kenya'scapitaJ , Nairobi, in 1990. Here I 
saw wood turned products from other parts 
of Africa such as Uganda, Zambia, and 
Zimbawbwe. The trade fair was a great 
success. While demonstrating, I would 
finish one item, give it to my wife to do the 
final touches, then sell it to the waiting 
buyer. I had already sold most of the items 
I brought with me. Seeing my simple 
lathe, most people would not believe that 
it could do such good work, and they 
would ask me to demonstrnte. I sold all of 
the pieces that I made during the demon
strations. We received commendation 
from as far as the Far East and the British 
Isles. 

Even though woodturning as an an, 
craft, or hobby is far away in Kenya's 
future, there are a few who love 
woodturning. From my experience I have 
noticed that Kenyans do love woodturned, 
functional items. Potential business in 
this field is enormous. Kenyans love to 
see the natural beauty of wood. 

Joseph Gassanja lives in Philadelphia, 
Pennsylvania, where he helps to promote 
Kenyan handcrafts. 



A re you at that awkward age? Where 
you're not a good enough turner to 
display in the galleries but the stuff 

you make is too good to throw out? Where 
you'd like some excuse for all the hours 
you spend at your lathe, and besides, it's 
starting to run into money? 

Don't give up. This may sound a 
little bizarre, but have you thought of the 
bazaars? Not the high-priced "Craft 
Shows," but the small-time bazaars in 
meeting balls, retirement centers, and 
churches. These places are not looking 
for high-priced works of art or collectors' 
items, but for preny, small, useful turned 
wooden objects. Instead of a flawless, 
decorative-only, natural-edged, burl bowl, 
they want a potpourri holder. Instead of 
a winged vase, they want a weed pot. 
Instead of things you can't make, they 
want things you can. 

The small bazaar is the place you can 
sell your stuff and make a liule money 
while you practice your craft--think of it 
as an apprenticeship. At first you may 
only make a dollar or two an hour, but as 
your skill grows, so will your profits. 

To find out where bazaars are held in 
your area, go to the nearest craft shop (the 
painted plaster, needlework, basket-weav
ing type) and ask. Many areas have a 
booklet giving the schedule of the local 
bazaars and flea markets. The types of 
bazaars range from the permanent, every
Saturday market to the annual Ladies' 
Aid Rummage Sale. Pick the one you 
want, gather up all the stuff that's been 
clullering up your house, and have at it. 

What can you make that sells? Re
member, the key words for this level of 
bazaar is "pretty, small, useful wood
turned objects." Pretty: Either the form 
of the object or the grain of the wood. 
Little: Approximately six-inch diameter 
or four-inch height. Buyers like little 
things they can use or display. Large 
turnings that won't fit on a mantle or a 
kitchen shelf don't seem to sell. Useful: 
Something they will handle and use. Just 
the kind of thing you can make. 

This is what I sold at my last Christ
mas bazaar: 10 pens; 7 sewing-needle 
holders; 4 spinners; 4 executive toys; 3 
large bowls (six-inch diameter); 2 small 
bowls with scoops (1 1/2-inch diameter); 
2 candle bases for 3-inch candles; and I 
small bowl. It doesn't sound like much, 
but I took in about $150, enough to buy 

NOW IT'S YOUR TURN 
Bob Brown 

Needle Holders. The cap must fit tight enough 10 stay on but be easy enough for older 
fingers to remove. L. to R.: maple, wild olive, apple, cocobolo, bocote. At S3 this is a 

good seller. 

Executive toy. The disk is mahogany. This spinner is made from walnut. maple and 
mahogany, but three-wood spinners arc too much trouble to make for sale. Two-wood 

spinners and disks sell for S5.00. 

that power plane I had been wanting. 
As you make more and more things 

for bazaars, your skill will increase just by 
using your lathe. At first I sold mostly 
firewood maple items, parted off with 
rough bases. Now I'm buying some 
cocobolo, bocote, and paldora and finish
ing the bouoms. I've added lidded boxes 
to my line, my eye for design is improv
ing, and I've finally lost my fear of the 
skew. I 'm even wondering now . if I 
shouldn't up-grade to the craft fairs for 

locaJ "artisans" rather than the bazaars. 
The same can happen to anyone. 

There's nothing like a li ttle incentive, 
called money, to get you into your shop to 
tum wood. 

Bob Brown wrote this article in June 
1991--1 expect that by now his work could 
get him into the finest art fairs--BJS. 
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DOGWOOD DECLINE 
William L. Stephenson, Jr. 

A devastating disease is spreading 
through U.S. woodlands, affecting 
the predominant species of dogwood, 

flowering dogwood (Comus florida) in 
the eastern woodlands and Pacific dog
wood (C. nuttallii) in the Pacific north
west. Survey studies in the east have 
shown that after five years, one hundred 
percent of the dogwoods are infected. 
Infected trees decline rapidly and die 
from the disease or from other agents that 
attack the tree due to low vigor. The 
dogwoodsarenotregenerating. Thecausal 
agent is a fungus, which has been named 
dogwood anthracnose (Discula 
destructiva), that probably spreads by 
wind-borne spores during damp and cool 
weather. 

Dogwood anthracnose likely began 
infesting U.S. dogwoods in the mid to late 
1970s. It was simultaneously reported on 
the East coast in the vicinity of Long 
Island, New York, and on the West coast 
in the Seattle area in 1978. Due to the 
sudden appearance on both coasts, the 
disease may have been introduced from 
imported plants, though an exact point 
source has not been identified. The dis
ease is spread during the cool, moist days 
of spring and summer. Fruiting bodies of 
the fungus form on dead leaf and bark 
tissues appearing as reddish-brown to 
black bumps when viewed at high magni
fication. When moistened, the bumps 
exude spores which initiate infection on 
leaves throughout the growing season. 

Cool temperatures with high mois
ture levels greatly accelerate the spread of 
dogwood anthracnose. Since the 1970s, 
the disease has spread into the states of 
New York, Connecticut, Massachusetts, 
New Hampshire, Maine, probably Rhode 
Island, New Jersey, Pennsylvania, Dela
ware, Virginia, West Virginia, Kentucky, 
Tennessee, North and South Carolina, 
Georgia, and Alabama in the East and into 
Washington, Oregon, Idaho, British Co
lumbia, and probably northern California 
in the West ... all as oflate 1991. With 
such a rapid expansion, probably by wind
borne spores, the disease may be active in 
a much broader area. Over ten million 
acres of woodlands are affected in the 
East with a comparable area likely af
fected in the West. Foresters on both 
coasts are participating in the recording of 
infestations, and a confirmation labratory 
has been established at Cornell Univer
sity in Ithaca, New York. We learn more 
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about the spread as information is con
tinuously collected. 

Dogwood anthracnose is primarily a 
woodlands phenomenon. Dogwood trees 
at higher elevations (above 1000feet) and 
in foggy coves in the East are susceptible 
to the disease sooner than dogwoods at 
lower elevations. Trees on south- and 
west-facing slopes seem to be less suscep
tible. These differences seem to be re
lated to faster drying of leaf surfaces 
where the sun is shining and where fog 
dissipates faster. In the lower elevations 
and in the warmer climates of the south
ern Pidemont and coastal plains, the natu
ral survival of dogwoods will likely be 
extended for decades if not indefinitely. 
Dogwood decline by anthracnose, based 
upon current knowledge, is not another 
chestnut blight which kills all the trees 
above sapling size. 

In controlled greenhouse tests, dog
wood seedlings which were misted with 
slightly acid water were far more suscep
tible to dogwood anthracnose than seed
lings misted with neutral pH water. These 
results have led some researchers to sus
pect that dogwood anthracnose has been 
around for a long time and only reached 
the current epidemic proportions due to 
increased acidity of rainwater and fog. 

To date, no natural resistance to this 
infection has been demonstrated. By the 
year 2000, we will no longer be able to 
enjoy the widespread spring blooming of 
the dogwoods throughout the mountain
ous woodlands. 

Dogwood .anthracnose can be visu
ally identified by unique leaf symptoms 
which first appear on new leaves espe
cially following periods of wet, cool 
weather. New lesions will form on leaves 
throughout the growing season. Spots, 
blotches, and blight will form on leaves. 
The spots will appear as brown tissue 
surrounded by a reddish brown-purple 
zone. Shot holes in the leaves will occur 
when the center tissue breaks away. Red
dish brown-purple pinpoint flecks and 
discoloration of the main vein will next 
occur. Intermixed with the spots are 
olive-brown blotches which are irregular 
in outline and are often bounded by a 
reddish brown-purple zone. The foliage 
develops a ragged appearance after the 
dead tissue breaks away. Dead leaves will 
hang onto the trees well into the dormant 
season. The disease first enters the leaves, 
then moves down the leaf stem and into 

the limbs and trunk. A brown-purple 
discoloration forms in the wood spread
ing out from the base oflimbs and branches. 

Ornamental dogwoods, which are 
extremely popular throughout the U.S., 
can also be attacked by dogwood anthra
cnose. An imported species of dogwood, 
called both Chineese and Japanese dog
wood (C. kousa), has been observed to be 
far less susceptible to the disease than the 
native U.S. species and may be substi
tuted for U.S.local varities in ornamental 
settings. Due to better growing condi
tions in better soils, the spread of the 
disease in ornamental dogwoods can be 
controlled. An attentive tree owner should 
take these simple steps to minimize the 
spread of the disease and assist ornamen
tal dogwoods in survival: 

1. Select healthy trees for planting. 
2. Purchase trees from a reputable 

nursery; DO NOT transplant trees from 
the wild. 

3. Select planting sites where foilage 
will dry rapidly in the morning and after
noon. 

4. Use proper planting techniques. 
The cost of the hole should be twice the 
cost of the tree. 

5. Prune and destroy (preferably by 
burning if local regulations permit) dead 
wood and leaves yearly; prune trunk 
sprouts in the fall. 

6. Water weekly in the morning 
during droughts. Caution: DO NOT wet 
foilage or water more than the equivalent 
of four inches of rainfall per week. 

7. Maintain three- to four-inch deep 
mulch around trees; NO NOT use dog
wood chips or materials as mulch. 

8. Fertilize with a balanced fertilizer 
(e.g., 10-10-lO)applyingon the ground in 
the area between the trunk and the drip 
line (extent of the longest branches). It is 
best to fertilize according to soil analysis 
maintaining a near neutral pH. 

9. Use a proper insecticide to control 
dogwood borers and a proper fungicide 
where appropriate. 

10. A VOID mechanical and chemi
cal injury to trees. 

If dogwood is readily available in 
your locality and you routinely use it in 
your turned objects or decorative wooden 
objects, you may want to consider laying 
in a supply from dead trees in your area to 
hold you over while you find a suitable 
substitute. Consider using common per
simmon (Diospyros virginiana), sugar 
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maple (Acer saccharum) or black maple 
(A. nigrum) as substitutes. 

Any shipment of untreated dogwood 
or dogwood materials from infested re
gions to or through uninfested areas will 
surely hasten the spread to yet unaffected 
partsofthecountry. Nature does not need 
any assistance in the spread of this dis
ease. 

Bill Stephenson is a professional forester 
who has been a serious woodturner since 
1988. 

A four-page color brochure, which will 
assist in the visual idemiflcation of dog
wood anthracnose and several othermala
dies of dogwood, is available. Send a 
business-size SASE and $2 (to offset han
dling costs) to W.L. Stephenson, 6365 
Paxton Woods Drive, Loveland, OH 
45140. 

T here is a substantial variety of do-
mestic wood readily available to the 

discriminating woodturner in North 
America. Through beuer understanding 
of the choices available, turners will be 
able to utilize the great variety of wood at 
our disposal. This article is but one in a 
series about domestic woods and their use 
in woodtuming. Dogwood was selected 
for this article due to its local availability 
and its marvelous workability. 

Dogwood is the best known and most 
widely planted native ornamental tree or 
shrub in the United States and North 
America. The popularity of dogwood is 
mainly associated with the large cream
colored blossoms that burst forth in the 
early spring, even before the first leaves 
appear. Flowering dogwood (Comus 
florida) in the East and Pacific dogwood 
(C. nuttellit) on the West coast are the 
species that produce the large blossoms 
and that auain sufficient size to be useful 
as a turning medium. These two species 

Belly Scarpino, spaltcd dogwood bowl, t992 
4 1/4" dia. x J 1n· h. 

William L. Stephenson, Jr. 

so closely resemble each other that samples 
cannot always be identified with cer
tainty. They both behave and perform 
essentially the same. About a dozen or so 
other species of dogwood in the U.S. can, 
on rare occasions, become tree size. The 
other species of dogwood are shrubs, about 
forty worldwide. 

Dogwood trees are small, usually not 
over eight to ten inches in diameter. The 
tallest recorded flowering dogwood is 55-
feet high, and the largest recorded diam
eter is 26 inches. Rumors from the early 
I 800s claim that original timber stands 
contained dogwood over five feet in di
ameter but alas, none of these trees have 
survived, nor have the witnesses. 

Dogwood is described by experienced 
turners as "wonderful," no mailer how it 
is turned. The technical characteristics 
substantiate and also explain why dog
wood is such an excellent turning me
dium. It is a very heavy wood, with a 
specific gravity of 0.64. The fibers are 
relatively long for hardwoods and are 
compactly arranged in the stems, which 
causes the wood to be very hard and 
moderately strong across the grain, quite 
strong in endwise compression, and very 
high in shock resistance. These strength 
characteristics make dogwood ideally 
suited for thin-walled bowls with turned 
or carved details or very small turning 
such as miniatures. Dogwood wears 
smoothly with use, holds up well even 
when abused, and becomes more attrac
tive with age, making dogwood an ideal 
choice for turned pens, pencils, and mud
dlers. 

There is normally very little heart
wood, which is dark brown in color and 
frequently variegated, in a dogwood stem. 
The sapwood is a creamy-white color 
when first cut and transitions to a light, 
pinkish-brown color with exposure to light 
and air. The wood has no characteristic 
odor or taste, making it suitable for use in 
contact with food . Dogwood is a difuse
porous wood, meaning the pores are uni
formly distributed across the growth rings, 
and those pores are invisible with a hand 
lens. There are two widths of rays that run 
from the center tOward the outside of the 
tree. The broader rays are visible, but are 
not sharply delineated against the back
ground of pores and rings. The narrow 
rays are barely distinct with a lens, but 
collectively contribute to the wearability 
and character of the wood. The growth 
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rings are distinct though not sharply de
lineated and are more noticeable because 
of slight variations in color than by the 
actual structure. Dogwood is very uni
form in texture and appearance. 

Dogwood is not at all resistant to 
decay, so it is not uncommon to find 
spalted wood in stems that have been dead 
for only a short period of time. It is 
relatively easy to force spalting, but check 
on the condition about once a month lest 
the fibers spoil beyond use. 

Dogwood can be difficult to dry, as 
are most species of high-density woods. 
Expect air drying to take about one year 
for each half inch of thickness. Cut round 
logs in half, making sure that the pith is 
completely cut away, then coat the ends 
with a wax-based sealant (Sealtite 60 by 
Chapman Chemicals, Memphis, Tennes
see, or Anchorseal by U-C Coatings Corp., 
Buffalo, New York). A thin coating is 
preferred as the intent is to slow down the 
moisture loss in the endgrain, not to to
tally prevent it. Lumber can also be 
squared up or cut into bowl blanks as long 
asyoucompletelycoattheendgrain. Stack 
the wood with stickers on top and bottom 
for air circulation and place in a protected 
area out of direct sunlight in an unheated 
garage or shed. You can move it to a 
heated building after a year or two, de
pending on the thickness of the wood. 

A faster method of drying dogwood 
is to rough turn a bowl to the approximate 
shape you want, leaving it at least 112-
inch thicker than the final thickness. Coat 
the bowl inside and out with a thin coat of 
wax-base sealant and place it in a pro
tected area out of direct sunlight in an 
unheated building for several months. 
Move the piece to your heated workshop 
for a month or two. The air-dried object 
should then be ready for final turning. 

Drying dogwood in a microwave oven 
is risky because the moisture escapes very 
slowly due to the wood's high density and 
small pores. If you do try it, however, use 
short cycles of two to three minutes at a 
medium setting followed by a twenty
minute cool-down period. This gives 
time for the moisture to escape. The 
number of cook/cool cycles will depend 
on the thickness of the wood and its 
moisture content. 

Expect dogwood to exhibit extremely 
great shrinkage but, unlike other high
density species, the wood is not necessar
ily prone to splitting and cracking unless 
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it is very thick and drys rapidly. With 
experience, woodturners will find that 
they can predict the shrinkage and the 
plane or direction of cracking. Dog
wood will continue to exhibit volatile 
behavior with changes in relative hu
midity long after drying and finishing. 

Dogwood does not glue well even 
with advanced-technology adhesives. 
Turning glued-up blanks containing dog
wood can be hazardous. Expect the 
blanks to fly apart at any time and wear 
protective gear such as a facesheild and 
even chest protection. 

For faceplate turning, dogwood 
turns equally well either green or dry. 
Dogwood bowls are a joy to turn, either 
natural edge (the bottom of the bowl 
toward the center of the tree) or conven
tionally turned bowls (the bottom of the 
bowlneartheoutsideofthetree). Sharp 
tools, preferably high-speed steel, are a 
must. It is usually better to take shal
low, fine cuts rather than trying to hog
out the waste, as dogwood can be diffi
cult to cut. Favorite turned objects are 
salt cellars, spice plates, and sauce bowls 
used in table servings. 

Dogwood is ideally suited for 
spindle turning, even the whole stem. 
Pepper mills, salt shakers, spirtles, 
spoons, and scoops are favorite objects 
because the wood readily permits intri
cate beads and coves. Hollowing the 
center of shakers minimizes checking 
as the wood drys and shrinks. 

Dogwood is easily finished. Sand 
the complete object with progressively 
finer paper, starting with the finest grit 
permitted by your skill with tools. Con
tinue sanding down to 400- or 600-grit 
abrasive. The wood will begin to sheen 
at about 320-grit. If the object is to be 
used with food--dogwood is ideal for 
this--use a non-toxic finish such as 
Behlen Salad Bowl Finish, Craft Sup
plies' lemon oil wax or beeswax buffed 
to a sheen or a polymerized edible oil 
such as walnut oil. I prefer using a finish 
that does not add color, as that detracts 
from the natural pinkish color of dog
wood. 

Dogwood should be an excellent 
turning medium for ornamental-lathe 
turning as the density characteristics 
and workability closely resemble those 
of imported woods favored by orna
mental turners. 

It is relatively rare to find dogwood 

at local wood-supply stores. Expect it to 
be rather expensive. The best way to 
acquire dogwood is to take a field trip to 
a local woodlands and harvest a tree. Get 
the landowner's permission first, but ex
pect that most people will resist cutting 
live dogwoods. (Be sure to reward the 
landowner with a sample of your best 
work turned from the harvested tree.) 
Check local regulations because dog
wood is a protected species in some states 
and counties. 

In the eastern mountains and along 
the western coastal range there is a dev
astating disease infesting the dogwoods 
(see the accompanying article in this 
issue of American Woodturner). Unfor
tunately you may already have a local 
source of dead dogwood. Since dogwood 
deteriorates rapidly, this spring might be 
a good time to plan a field trip and lay in 
a small supply. 

Recently, a well-known woodturner 
from Tennessee observed that if you can
not turn pleasing objects from dogwood, 
you cannot turn. Clearly, this person 
knows the turning characteristics of dog
wood. If you have not created a turned 
object from dogwood, then it is time you 
gave it a turn. 

The author greatly appreciates the infor
mation, experiences, and illustrations 
about dogwood turnings that have been 
shared by John Jordan, Stoney Lamar, 
and Betty Scarpino. 

Bill Stephenson is a professional forester 
who has been a serious woodturner since 
1988. He is presently developing a source 
of supply of dogwood from behind land
clearing operations in an area of the 
country with no recorded disease infesta
tion. Write him for additional informa
tion about cost and availability. 



Stoney Lamar. "Aegean Memory." dogwood 
II" x 6" x 25" Carlton Lewis collection 
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ABOUT WOOD 
Cas Grabowski 

The "Rosewood" Import/Export Ban 

The February 1993 issue of Fine 
Woodworking magazine (No. 98) had an 
article about a recent action of CITES (the 
Convention on International Trade in 
Endangered Species) which imposed trade 
restrictions on "rosewood" similar to those 
on ivory. I would like to address two 
issues raised by this article: 

1. Exactly what is meant by "rose
wood?" 

2. Is the CITES action a sample of 
what we can expect in the future? 

The CITES resolution banned inter
national trade in "rosewood" lumber cut 
after June 1992, as well as products made 
from this wood. Trade in "rosewood" 
lumber cut before this date will also be 
regulated. The article in Fine Woodwork
ing went on to discuss how these regula
tions will be put into effect. Though the 
author used the word "rosewood" many 
times, he never defined what was meant 
by the term "rosewood." I was not sur
prised that CITES would some day feel 
compelled to act on endangered species 
of trees, but I could not believe that they 
would try to, or need to, ban trade of all the 
various kinds of rosewoods that exist. 
This belief was shared by some friends, so 
I decided to get more information about 
the ruling. 

True rosewoods are members of the 
genis (essentially a family name) 
Dalbergia. There are about 180 species 
(comparable to given names) of rose
wood trees which grow in tropical and 
sub-tropical parts of Asia, Africa, and the 
Americas. These species include Brazil
ian rosewood (Dalbergia nigra), cocobolo 
(Dalbergia retusa), East Indian rosewood 
(D. latifolia), Sisso (D. sisso), tulipwood 
(D. frutescens var. tomentosa}, African 
blackwood (D. melanoxylon), and many 
others. Some lumber is called rosewood 
even though it is not from a species of 
Dalbergia, e.g., bocote (Cordia 
elaeagnoides), sometimes sold as Mayan 
rosewood and Pau ferro (Machaerium 
spp.), sold as Santos rosewood. So ex
actly which woods does the new ban 
cover? 

I have not yet been able to get a copy 
of the CITES statement, but I did talk to 
several wood importers about it. They 
agree that the prime, if not exclusive, 
target of this new trade ban is lumber and 
products made of Brazilian rosewood (D. 
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nigra). This is not in any way a blanket 
restriction on all of the rosewoods. 

Dalbergia nigra is an exceptionally 
fine, dark rosewood. In addition to having 
the beauty that is characteristic of this 
group of woods, it seasons well and is 
readily worked with hand tools. Conse
quently it was lumbered and exported 
from Brazil since the Portugese came to 
that country over 400 years ago. It was the 
rosewood of choice for fine pianos and 
other musical instruments as well as el
egant furniture. It is no wonder that trees 
of this species have been pushed to the 
brink of extinction. For some years now, 
it has been available only in very limited 
quantities as veneer and small billets. It 
is already so rare that the ban will not have 
any great economic significance. The 
combination of rarity and demand, how
ever, will always tempt people, especially 
in poor areas of the world, to deal with 
such a product regardless of longterm 
consequences. It is hoped that the ban will 
minimize such temptation and keep D. 
nigra trees from becoming extinct. 

There are two morals to this story. 
For one thing, it shows the desirability of 
using scientific names of plants and ani
mals instead of just their common names. 
It may be a nuisance or even sound pedan
tic, but it is much more precise. In this 
case, confusion in the Fine Woodworking 
article was caused by the careless use of 
the generic term "rosewood." 

The other moral is that this CITES 
action is undoubtedly a sign of the times. 
There has already been talk of banning 
trade in Honduras mahogany (Swietenia 
macrophylla) except for that which is 
being grown now on Central American 
plantations. As deforestation and uncritical 
lumbering continues at its dizzying pace, 
more varieties of trees will progressively 
become rare and eventually be pushed 
towards extinction. Every time a plant or 
animal species becomes extinct, we are 
all a little bit poorer. 

Cas Grabowski lives in Miami, Florida. 

Robyn Horn, Auctioneer 

T his year's auction was a great suc
cess! The total for all winning bids 
was $3,893.55. Thanks very much 

to the generous members who donated 
wood, as well as a hearty thank you to the 
people who sent in bids--many indicated 
that they considered their bid a donation 
toAAW. 

Some bids arrived after the deadline, 
and in a few cases, the bid amount was 
enough to have won the wood, however, 
I stuck to the deadline and let the wood go 
to the bids that had arrived by the dead
line. 

Listed below are the item numbers 
and the winning bids. 

1. $45.00 41. 22.00 
2. 18.50 42. 50.00 
3. 37.50 43. 200.00 
4. 12.00 44. 49.00 
5. 10.00 45. 17.00 
6. 12.00 46. 10.00 
7. 17.25 47. 16.00 
8. 22.75 48. 45.00 
9. 16.00 49. 10.00 
10. 40.00 50. 71.00 
12. 126.00 51. 85.00 
13. 22.00 52. 35.00 
14. 5.00 53. 41.50 
15. 25.00 54. 36.50 
16. 55.00 55. 37.10 
17. 55.00 56. 90.00 
18. 65.00 57. 135.00 
19. 56.00 58. 110.00 
20. 70.00 59. 110.00 
21. 26.10 60. 8.00 
22. 100.00 61. 48.00 
23. 135.00 62. 36.00 
24. 25.00 63. 20.25 
25. 70.00 64. 60.00 
26. 32.50 65. 65.00 
27. 6.00 66. 89.00 
28. 60.00 67. 40.00 
29. 50.00 68. 36.00 
30. 65.00 69. 39.00 
31. 32.10 70. 60.00 
32. 50.00 71. 21.50 
33. 40.00 72. 62.00 
34. 45.00 73. 51.00 
35. 17.00 74. 155.00 
36. 12.50 75. 95.00 
37. 6.50 76. 115.00 
38. 41.00 77. 83.00 
39. 26.50 78. 63.00 
40. 26.50 



~~can we be next?" Our tired, 
aching legs would have a rest, thanks to 
the enthusiasm of the children visiting 
Pioneer Farms at Austin, Texas. It 's not 
that we're old or anything--we've just 
become accustomed to power lathes-
electric power. All day the first day our 
local-chaptervolunteers operated a treadle 
lathe, demonstrating turning for many of 
the 15,000 visitors to the living history 
museum. After the fi rst day, the children 
solved our problem of sore legs--they, 
too, wanted to have the experience of 
operating a treadle lathe. So, of course, 
we agreed to help them. 

About four years ago at a planning 
meeting for their Fall Festival, the direc
tor of Pioneer Farms asked if anyone 
could repair and demonstrate a treadle 
lathe. A dozen people pointed at me. I 
"volunteered." I spent about a week 
rebuilding the lathe, and the Central Texas 
Woodtumers Association, a local chapter 
of the AA W, has been a regular partici
pant since that time. 

The treadle lathe is a favori te of the 
kids--kids of all ages. A line forms and 
each young turner helps pump the treadle 
to earn a chance to tum with the "master 
turner." Good stories abound. It provides 
a great interaction with the visiting pub
lic. And, of course, we closely supervise 
the situation to prevent problems. 

Along with demonstrating the lathe, 
our local chapter provides information 
about itself and AA W. We have a display 
of turned objects that would have been 
common at the Farm's time period, both 
practical and ornamental. 

I thoroughly enjoy working with the 
children, as you can see from the photos. 
In fact, this is an expecially rewarding 
event for all members of our Central 
Texas Woodtumers Association. 

Gary Roberts would like other local chap
ters to share their activities in a similar 
manner, so send your stories to the editor 
of American Wood turner. Local chapters 
are an important part of AA W, and we 
would love to hear about what you are 
doing. 

A VISIT TO PIONEER FARMS 
S. Gary Roberts 

Gary Roberts helping a young woodtumeropcratc Pioneer 
Fanns' lreadle lathe 
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"THANKS, DAVID:" 
Dick Gerard 

Some Thoughts about David Ellsworth 
and His Contribution to AAW 

David Ellsworth 

A word of warning: lfyou are expect- perhaps I have a special viewpoint others 
ing a story about hollow turning or may not share. Before I give my perspec-

David Ellsworth 's techniques or design or rive, here are what others had to say about 
presentation, look e lsewhere. Several David: 
thousand words have already been writ- Palmer Sharpless. member of the 
ten about these topics. Little has been original board of directors, currently on 
written, however,about DavidEIIsworth's the board of advisors: David is a real 
involvement with our organization and its down-to-earth person ... he served as a 
birth and development. This article will catalyst for action ... his contacts with 
attempt to remedy this Jack. other networks of artists in other media 

David was elected as the first AA W and the art world in general was invalu-
presideot in February 1986. The choice able ... his ability to think and verbalize 
was a provident one for several reasons. beyond technique was and remains re-
among them David's status in the art freshing. 
world at large, his ability to communicate Albert LeCoff, original board mem-
with others, and, as the first board of ber and founder of the Wood Turning 
directors was to learn, his availability to Center: David was definitely a strong 
anyone and everyone. His ability to cut figure from the formation of AA W to its 
through the crud and act as a mediator and present stature ... able to give direction 
as a catalyst for compromise were defi- to a fledgling organization ... contributes 
nile assets. He had a vision for the AA W a professional attitude towards everything 
and for woodtuming that, in many ways, he does, whether it is AA W, his work, 
still exceeds our current grasp. other's work ... his national and intema-

When initially approached to do this rional travels and contacts furt.hered aware-
story, I at first feh honored; then, realizing ness and enthusiasm for turning in general 
my busy schedule, I was tempted to tum and AA W in particular ... perhaps his 
it down. Besides, did I really know greatest strength was his ability to blend 
enough about David Ellsworth? After various divergent personalities and view-
talking with my wife and several of the points imo a cohesive team with a unified 
previous and current board members, I purpose ... one of the first to speak about 
realized that I do know David, and that design and go beyond mere technique. 
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Rude Osolnik, original board mem
ber: David was the focal point in the 
beginning and did more to hold AA W 
together than he is given credit for ... he 
fostered an atmosphere that enabled 
growth ... and he had good people to work 
with. 

Dave Hour, current board member: 
What a lot of people don't realize is that 
David often put AA W frrst, even over his 
own personal and professional life ... he 
worked hard at being available to every
one, even though he is essentially a very 
private person. 

Leo Doyle, first vice-presidem of 
AA W: David had a genuine interest in 
seeing AA W succeed ... he didn't have 
to do it, but he did it. .. a lot more sensitive 
than a lot of people realize ... one of the 
ten movers and groovers in turning ... 
brought artistic sensitivity to the bodgers' 
craft ... always tried to do the right thing. 

Well, you get the picture. David was 
and continues to be a vital and invaluable 
member of the AAW. This is perhaps 
nowhere better reflected than in the fact 
that the board of directors and the mem
bership as a whole saw fit to make David 
the recipient of the first honorary lifetime 
membership in the AA W. Some of his 
more notable achievements are that he 
was able to steer the AA W and its board 
through some mighty rocky shoals, the 
least of which was avoiding the danger of 
emphasizing one aspect of our organiza
tion over another. I know that there are 
still some critics who claim that the AA W 
and its flagsh ip journal are " too beginner 
oriented," or "too expert oriented," or 
"too much artsy stuff," or "too much 
craft"; but a review of the president's 
pages published during David's tenure 
wi II reveal a middle-of-the-road approach. 
And the same reading will reveal that 
David also attempted to give this young 
organization the polished and professional 
image of a much more mature associa
tion. 

Now for some personal reflections. I 
first met David Ellsworth through the 
pages of Fine Woodworking. You know, 
David on hollow turning, bent tools, strad
dling a lathe in coveralls and no shin! 
Then, in October 1985. I made the pil
grimage to Arrowmom's first national 
symposium of woodtuming. There, I 
boldly introduced myself to the likes of 
Rude Osolnik, Palmer Sharpless, Ed 
Mou lthrop, Dale Nish, Ray Key, Ray 



DICK GERARD RETIRES AS AAW BOARD MEMBER 
David Ellsworth 

I t's not bard to remember first impres
sions, particularly when one bumps 
into interesting and unusual people in 

interesting and unusual circumstances. 
Such was the case with Dick Gerard. 

It came at the exact moment Is witched 
on the microphone to open the 
"Woodtuming: Vision & Concept" con
ference held at Arrow mont School of Arts 
and Crafts in October 1985. Having spent 
many months organizing this conference 
with the help of Arrowmont's director, 
Sandra Blain, I recall my apprehension at 
being the first spealcer. 

That's when this lumbering individual 
lept to the podium and thrust upon me 
what must have been a fifty-pound stack 
of mimeographed documents. Dick's 
message was simple: "Would you please 
pass these out to the group during opening 
ceremonies? It'san itemized list of all the 

Leier, Alan Stirt, and many others inter
ested in woodtuming. And, yes, David 
Ellsworth. It did take awhile, but we 
finally connected, and the concept of the 
AAWwasbom. 

Then, in April 1986, I met David and 
the rest of the board of directors in Wash
ington, D.C. In October 1987, the AA W 
hosted its first symposium in Lexington, 
Kentucky. Since then, not a month bas 
gone by, sometimes not a week has gone 
by, that I haven't bad a reason to contact 
David by phone, in person, or by letter. At 
the Philadelphia symposium, David in
vited us all to his bouse. There I learned 
of his appreciation of cribbage, pool, 
Yuenglingbeer,andAbnerthedog. Later 
still, I spent an incredible week with 
David as his assistant at a turning class at 
Arrowmont. And many nights at Ruby 
Tuesday's jawjacking and elbowbending! 
And it was during this week that I learned 
just how much David was willing to share 
of his time, talents, and teaching abilities, 
all of which are numerous. 

I can add little to what others have 
already said about David. His contribu
tions were and will continue to be invalu
able to our organization and to the field of 
woodtuming. His contribution to my own 
vision of turning cannot adequately be 
expressed. But there is one thing that I can 
say that I feel best sums up David 
Ellsworth: 

He has been and at ways will be ... my 
friend. Thanks. moo! 

fundamental requirements needed to start 
up a not-for-profit, national woodtuming 
organization, and I'd like to have their 
opinion." Actually, I'm being kind, the 
real message was somewhat more force
ful. 

In truth, anyone who knows Dick 
Gerard also understands that forcefulness 
is not his true nature .•• more like a kind 
and gentle teddy bear with a mission. At 
that moment, however, ! bad the immedi
ate impression that if he did decide to be 
forceful, and if I wue to forget to pass 
them out,l was sure it would haunt me for 
the rest of my life! 

Thus, we have the birth of an idea that 
would soon become the American Asso
ciation ofWoodturners. 

Most of our current members know 
Dick as the AA W' s treasurer, a position 
be assumed three years ago. And those 
who have attended our conferences know 
that Dick's wife, Nancy, has been our 
"official" photographer. What you may 
not know is that he is also an excellent 
woodturner, teaches woodtuming, does 
several craft shows every year, and bas his 

work represented in many galleries 
throughout the country. And be has a full 
time job that no one seems to be able to 
figure out, except that it has something to 
do wtih big numbers and big people who 
do big things in a big way. 

It 's Dick who set the parameters for 
the AA W annual budget that have helped 
the Board understand "bow," "when," 
and "if," we can spend your money. He's 
tough, but bas a gentle way of reminding 
us that borrowing from Peter's poke to 
pay for Paul's passion is fine, as long as 
everybody knows where the peony goes 
by the end of the year-including the IRS. 
From these truths, our organization has 
grown. 

So, many thanks, Dick. You have 
served on the board of directors for six 
years, and it's been a job well done and 
done in the true spirit of voluntoerism. 
You have left us, the American Associa
tion of Woodturners, with a fonnula for 
managing our coffer that will be passed 
down to all future treasuren who must 
now fill your shoes. 

God speed. 

Dick Gerard 
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LETTERS TO THE EDITOR 

Dear Betty, 
In the September, 1992, issue you ran 

an article about Rollo Lyman, written by 
Doug Woodrow. The piece was very well 
done and described Rollo's work and his 
demeanor to a "T." 

This letter, however, must become 
the bearer of sad news. Rollow passed 
away Friday morning, Dec. 4, after a brief 
illness. He will be greatly missed by all 
who knew him. Not just the beautiful 
turnings he could wrest from an ordinary 
piece of wood. And not only his zest for 
living each day to the fullest as if it were 
a special time created just for what he had 
planned to use it for. But also his way of 
making everyone who knew him feel that 
they were somehow special and that they 
mattered to him. He frequently went far 
out of his way to help others. 

The Nor-Cal Woodturners chapter 
was fortunate indeed to have had him as a 
member. He will not soon, if ever, be 
forgotten. One reason, among many, is 
that we will continually witness the influ
ence of his teachings in the work of a 
number of our members. 

We will all miss him greatly. I cer
tainly will. 
--Norman Hinman 

Dear Editor, 
As a member ofthe AA W, it is with 

great enthusiasm that I receive my copies 
of American Woodturner. What I get for 
a $30 annual membership is a steal, thanks 
to an organization that is producing a 
journal that is living up to its dedication, 
as stated on the front cover of each issue. 
It is with a yearning for turning knowl
edge and new ideas, that I read each issue. 

The December 1992 issue and com
ments by AA W President Lacer on Mr. 
Miller's letter were read with interest. 
The present format and content of the 
journal "is not broken, so don't fix it!" 
The black-and-white photography is su
perb. Colour only adds cost, not content. 
An article that may not be of interest to 
one, is of great interest to hundreds of 
other turners. A glossy coloured cover 
and pictures do not make the book, it's the 
articles, their variation of professional 
content, and presentation to the reader 
that makes "our" journal. Notice, I say 
journal. If one wants a magazine full of 
advertising and limited articles, then you 
buy one and pay accordingly, keeping in 
mind that the advertising pays most of the 
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cost of the magazine. Please don't let 
American Woodturner fall into this trap. 
This professional journal is a successful 
product now, and it may only need a little 
fine tuning. 
--Martin Groneng, Scarborough, Ontario, 
Canada 

Dear Editor, 
I believe that our President, Alan 

Lacer, answered Mr. Miller's letter very, 
very nicely. He explained the purpose of 
the journal well. Obviously a lot of effort 
and thought went into his response--nice 
job, Alan. 

I will not be so nice. As for what is art 
and what is not art--that needs to be left up 
to the artist. The article by Steve Loar was 
a very good one, and we need more like it. 
This kind of article gives us a chance to 
improve what we do and want to call 
"art." The "Owl Bowl" by John MacNab 
shows a lot of thought and work. It is as 
much art as the rest, and maybe more than 
some. 
--Ray Allen, Yuma, Arizona 

Dear Editor, 
I was particularly troubled by Mr. 

Miller's comment that "the Owl Bowl by 
John MacNab was plain ugly." There are 
many art pieces that I personally consider 
to be ugly and without merit, but rather 
than dismiss them out ofhand, think about 
them! What makes one turning a piece of 
art, while another is just a bowl? When I 
first saw David Ellsworth's new pieces, I 
thought, "My God, Somebody has got to 
tell the emperor he has no clothes!!!" 
BUT, my reaction to Ellsworth's new 
work made me ponder form, aesthetics, 
and use of materials. I have since come to 
appreciate them greatly and like to think 
that I have grown just a bit as a result of 
that reaction. 

With all due respect to the work of 
Nish, Ellsworth, Klein, Osolnik and oth
ers, many of us are very aware of the work 
they are producing. But American 
Woodturner is more than a forum for the 
well known. It also provides an extremely 
valuable outlet for those of us who are 
trying to "get our feet wet." I truly enjoy 
seeing the work of "unknown" turners as 
well as the "famous." It shows that we 
value the imput from all of our members. 

I would like to end with one final 
comment. Wehaveonediplomaticpresi
dent. Alan Lacer's response to Mr. 

Miller's criticisms was masterful and in
sightful. Well done! 
--Robert Rosand, Bloomsburg, Pennsyl
vania 

WE WANT TO KNOW 
WHAT YOU KNOW 
Christopher Weiland is helping com

pile a directory that will feature schools 
and educational facilities involved in 
woodtuming. The directory will list the 
names of schools, their addresses and 
instructors, course descriptions, facilities, 
special events, and related turning activi
ties. 

We need your help to make sure our 
list is complete. If you know of a school 
or facility that might not be known to us, 
please send the name and address to: 
Mary Redig, AA W Administrator, 667 
Harriet Ave., Shoreview, MN 55126. 

Our goal is to develop a resource 
directory that will be available upon re
quest by AA W members. For further 
information, call Chris Weiland, 412/357-
2367 or 412/349-8917. The directory 
needs to be compiled by the end ofMarch, 
so send yourinformation now. Thank you 
very much for your help. 

ELECTION RESULTS 
We are pleased to announce there

sults of this year's election for board of 
directors of the American Association of 
W oodturners. Dan Ackerman was re
elected and will serve another three-year 
term. The two new board members are 
Cas Grabowski and Meryll Saylan. They 
will each serve a three-year term. The 
election results were close--it is wonder
ful to see such an enthusiastic response 
from our members. Thank you for voting! 
And, we thank all the people who put their 
hat in the ring for board of director. 



Robert Rosand 
Dutch Hill W oodturning TURNERS' TIPS and QUESTIONS Send tips to: RD. 1, Box 30, 717/784-6158 

Robert Rosand, Section Editor 

Hello from northeast Pennsylvania! 
I would like to announce the first-annual 
turners' tips contest. At the end of this 
year, Betty Scarpino, Palmer Sharpless, 
and I will decide on the three best tips. 
Each of us will donate a turning, which 
will be sent to the first, second, and third 
placewinners. Winnerswillbeannounced 
in the "Tips" column. What will the prizes 
be? Just to keep you in suspense, we' lllet 
you know later. So don't miss out, send in 
that tip today! 

Gaskets 

If you have been purchasing gaskets 
for your lathe for a couple bucks a pop and 
would like a cheaper alternative, look no 
further than your discarded coffee-can 
lids. They cut easily with the long point 
of a skew and are dense enough to make 
excellent gaskets. 

R.R. from David Ellsworth 

Miniature tools 

David Ellsworth is using masonry 
nails from Ireland to make miniature turn
ing tools. They look like a 10d box nail, 
are cheap, hold an edge, and work well. If 
anyone from Ireland cares to send over a 
pound or two, I'll see that they are well 
distributed. 

R.R. from David Ellsworth 

Grinding wheels 

Most turners would agree that white 
aluminum-oxide wheels are the way to go 
for sharpening. Unfortunately, they cost 
upwards of$35.00. Enco Manufacturing, 
5000 W. Bloomingdale, Chicago, IL 
60639, 800/860-3500, offers wheels for 
about $7.00. They work fine. The hole 
size is 1 1/4 inches and needs to be re
duced, but it's worth the savings. 

If you are sharpening with a high
speed grinder (3500 rpm), try going to a 
slower speed. I use an old refrigerator 
motor, 1725 rpm, hooked up to a mandrel. 
At this slow speed, you really have to try 
hard to bum your tools. 

Robert Rosand 
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Wheeled Cart 

Tool holder 

I keep my woodtuming tools close at 
hand while turning and safely stored when 
I'm finished by utilizing discarded draw
ers. I screw the drawers together, bottom 
to bottom, to yield a double row, then 
attach the two drawers, face down, to a 
rolling cart. I drill holes in the upper end 
and throughacross-memberinsertedabout 
half way down the drawer. This holds the 
tools in place and keeps them from sliding 
out the bottom. 

If shorter tools are stored as well, 
simply do not drill the hole in the cross 
member, but do add a thin panel to the 
outer face to prevent the short tools from 
slipping out. 

I store the tools with the cutting edges 
pointing up for easy identification. A 
simple-handled rectangular box to cover 
the tools when they are not in use com
pletes the tool holder. 

Leonard Greenberg, Palo Alto, Califor
nia 

Marking your tools 

It is common for woodworkers to 
mark their tools with a file mark or grinder 
notch so that they will be able to identify 
their own tools. This is far short, how
ever, of what we should do to insure 

Bloomsburg, PA 17815 

I 

I 
/L ________ ; __ _ 

/ 

Cover 

recovery in case of loss. 
In the event of fire or theft, most 

insurance companies will not pay without 
a detailed list of the tools and equipment. 
I mark each tool with my name and/or my 
driver's license number. I also keep an 
inventory-card file. 

The card file consists of a 3 x 5 file 
box. Each tool has an identifying descrip
tion including serial and model numbers, 
purchase date, warranty period if any, and 
the price paid. This serves not only as an 
insurance reference, it lets me keep up 
with the age of each tool and would help 
someone to dispose of the assembledge if 
anything happened to me. 

S. Gary Roberts, Texas 

Slippage and noise 

I own an General 160 lathe with the 
early variable-speed unit with plastic com
posite pulleys. It had a bad problem with 
slippage and noise from the pulleys. 

I contacted General Mfg. and they 
have a redesigned unit with aluminum 
pulleys. I ordered and installed one and it 
is a great improvement over the old type. 
Price, $130. 

Bernard King, Mechanicville, New York 



Scrap 

poinlS and 
mate clamp 

notches 

Using comer pieces 

Most of my turning is faceplate, us
ing dried hardwoods. Occasionally this 
may be an exotic, and I cringe at the 
thought of having to throw away rare 
wood. I am talking here of those comer 
pieces remaining after I have bandsawed 
the round blank out of the original square 
piece. These can be glued together to 
form a piece that will yield a njce little 
turned object. 

Inasmuch as the grain pattern will not 
match up in any manner, I have been 
gluing a piece of contrasting veneer be
tween the pieces--it adds a pleasant ru
mension. If you plan on using your cor
ners in tbjs fashion, you will save a lot of 
fuss and bother if you square up the edges 
of the big blank before cutting the round 
blank. 

I have found that removing the pointed 
ends and putting in a couple of clamp 
notches aids considerably in assembly. I 
have had difficulty in getting the veneer 
pieces crossing exactly as they should. 
The contrasting veneer points out any 
misalignment problems very nicely,thank 
you! 

I only wish that I had thought of this 
sooner, as I can remember some great 
pieces going into the fireplace. 

Henry J. Teller, Greenville, Ohio 

?? Question on bandsaws 

Many of us woodturners own 
bandsaws and have read and heard that the 
tension should be taken off the band when 
thesawisnotin use. I've often wondered: 

Is this an important factor in the life of the 
bandsaw blade or in the life of the rubber 
on the wheels? 

How many of you actuaJiy release the 
tension? Do you do this because you have 
had a problem? 

Please write to Charles Brownold, 
213 1 Bueno Drive, Davis, CA 95616, 
with your experiences. He will compile 
the answers and write an article for the 
journal. 

Charles Brownold, California 

Lathe switches 

Like Bob Stocksdale, I think the re
versing switch on a lathe is a great feature. 
I also think that a foot-controlled switch is 
a needed addition for safety's sake. I 
acquired one for less than $25.00. It has 
an amperage rating of 11 amps and has 
enough cable so that I can move it to 
whatever position (front, back or out
board) I am working from. Having been 
a school teacher for 30-plus years, I am 
perhaps a bit paranoid about safety and 
the possible consequences due to the lack 
thereof, however, I personally think that a 
foot controlled switch is a great safety 
measure. 

The switch I have is spring loaded 
like a sewing-machine foot switch. It is 
made by Linemaster Switch Corp., 
Woodstock, Connecticut. 

Dutch Hollenbach, Virginia 

P.S. Incidentally, Bob, I grew up in the 
Pottstown Area- Dutch. 

Henry Teller, black Limba with walnut 
veneer, 3 tn" dia. 

Top View 

Side view 

Mystery turner 

At the 1987 National AAW Sympo
sium in Lexington, Kentucky, Jay Weber 
was fascinated by a bowl lid that he saw 
in the instant gallery (see drawing). The 
lid appeared to be machined (machined 
and turned? hand carved?) and according 
to Jay was flawlessly executed. 

Unfortunately, Jay had to leave the 
symposium beforebecould learn the iden
tity of the woodturner. Anyone who 
lcoows Jay also lcoows that this mystery 
person and his or her construction meth
ods have been keeping Jay awake nights 
the past few years. 

If you are this person or know who he 
or she is, please contact Jay at 1387 
Lutztown Rd., BoilingSprings, PA 17007, 
717/258-3930. 

R.R. for Jay Weber 
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VIDEO REVIEWS 

Turning Unusual Materials ($35) and 
Turned Boxes with Threaded Lids ( $35 ), 
two new videos by Bonnie Klein, 1992. 
Available from Klein Design, 1790 SE 
11 Oth Street, Renton, WA 98059 and Craft 
Supplies, 1287 E. 1120 S., Provo, UT 
84601. 

"Variety is the spice of life," a wise 
person once wrote. Bonnie Klein, in her 
latest two videos, has brought a great deal 
of spice to the growing world of 
woodtuming. In Turning Unusual Mate
rials and Turned Boxes With Threaded 
Lids, Bonnie shows the wide variety of 
materials that can be turned. These two 
videos reflect the same high-production 
standards that existed in Klein's three 
earlier videos. 

Klein is organized and methodical in 
herpresentations. One gets to see, closeup, 
tool movements and how various media 
reactto those tools. These are exceptional 
instructional tapes geared to the novice 
and experienced turner alike. 

Klein does all of her work on the 
miniature lathe she designed, however, 
this does not prohibit one from using her 
techniques on other lathes. She makes 
turning look effortless. On one occasion 
she had a momentary catch that was not 
edited out--it was refreshing to see a 
consummate professional encounter a 
momentary mishap. It made watching 
these videos a very comfortable experi
ence. 

In Turning Unusual Materials, Klein 
shows, in 100 minutes, nine non-wood 
materials that can be turned on a wood 
lathe: cow bone, cow hoof, mother-of
pearl, cow hom, deer antler, tagua nut, 
solid-surface materials such as Corian, 
and a rolled-type of composition mate
rial. Out of cow hom she turns a finger 
ring, and out of cow bone, cow hoof, and 
mother-of-pearl she turns inserts for box 
lids. There are three highlights in this 
video. One: Klein shows how to tum 
tagua nuts into elegant miniature vessels. 
Two: She turns Corian-like materials into 
classy-looking pens. Three: She demon
strates the methods she uses to polish 
these unusual, turned materials. At the 
beginning of the video she warns the 
viewer that the dust from these non-wood 
materials may be hazardous to the turner's 
health. It was amazing to me to see the 
variety of materials that can be turned. I 
learned a great deal from this video. 
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In Turned Boxes With Threaded Lids, 
Bonnie takes the viewer, in 75 minutes, 
through the sequences of turning threads 
on boxes. She feels there is something 
special about boxes with threaded lids. 
Klein first shows a homemade jig for 
turning threads. She then uses an old hand 
tool called thread chasers. She does not 
spend much time on this, and that for me 
was disappointing. Klein then moves to a 
thread-cutting attachment, designed for 
the Klein lathe. A similar attachment is 
available, for other lathe models, from 
Craft Supplies. Klein shows the viewer 
the method for using her lathe attach
ment. Each is clearly shown. It was an 
education. 

The world of woodtuming is a re
markable arena. Just when you think you 
have a handle on things, a turner like 
Bonnie Klein shows you how much more 
there is to learn. These two video tapes 
were a positive experience for me. In fact, 
I ran out to some friends after watching 
the tapes to gather up some unusual mate
rials. Klein gives the viewer a sense that 
what she does anyone can do. That is the 
sign of an outstanding teacher and 
craftsperson. I strongly recommend these 
videos. If you do not view them, you will 
be missing something special. 

--reviewed by Warren E. Wyrostek, Three 
W's Woodshop, Pinetta, Florida 

Fun at the Lathe ($33.99) and Let's 
Make a Bowl Lathe/Plus Mobile Bases 
($26) by John I. Timby, 1992. Available 
from John Timby, Box 1904, Deming, NM 
88031. 

John I. Timby, a retired entrepreneur 
and jack-of-all-trades, recently began 
marketing two homemade videos dealing 
with woodtuming: Fun at the Lathe and 
Let's Make a Bowl Lathe/Plus Mobile 
Bases. Timby came to woodtuming four 
years ago after studying Richard Raffan' s 
first book. This remarkable New Mexi
can is a firm advocate of scraping tech
niques in bowl turning. In the literature 
that accompanies his videos it says, "he 
has no intention of mastering the finer arts 
of woodtuming; he considers scraping 
gives him all the therapy he needs." 

Timby's two tapes, which run a total 
offour hours, attempt to show the viewer 
the process of turning stave-constructed 

bowls. He also goes through the process 
of building a small bowl lathe from struc
tural steel and mobile bases from small 
pieces of steel flat stock and steel tubing. 
The lathe and bases require the viewer to 
know a small amount of welding to con
struct the projects. 

In Fun at the Lathe, Timby intro
duces the viewer to his brand of turning. 
Showing projects, which are truly beauti
ful and have been widely accepted at 
galleries and fairs, Timby initially peaks 
the interest of the viewer. He then details 
references to products he uses. Moving to 
the shop, Timby shows on the handsaw 
how he makes staves, using a few simple 
jigs to accurately set the handsaw repeat
edly. He then shows how he makes 
compound-bevel cuts for what he calls a 
"liberated-stave" vessel. The glue-up 
process for standard staves and compound 
staves is demonstrated. A glue-up jig for 
the liberated-stave vessel is then shown. 
At the lathe, Timby, using a minimal 
number of tools, shows how he scrapes a 
stave-constructed vessel to final form, 
without fear of injury. The advantage of 
his technique is that stave-constructed 
vessels do not have exposed end grain. He 
demonstrates the production of a base and 
a lid and the recipe for assembly. The 
same recipe is repeated for the liberated
stave vessel. In this case Timby glues two 
liberated-stave vessels together with an 
accent ring between the two. 

In Let's Make a Bowl, Timby repeats 
the process of turning stave-constructed 
vessels after building a small bowl lathe. 
Accompanying this tape is a packet of 
basic drawings, with dimensions, so one 
can build his or her own lathe, toolrest, 
and/or mobile bases for a reasonable cost. 

I was excited when I received these 
tapes for review because of my interest in 
stave-constructed vessels. I must say that 
I was very disappointed. I do not under
stand the process any more than I did 
before viewing. I found it very difficult to 
watch the tapes. They made me very 
nervous. The production is choppy and 
the narration erratic. I asked a novice 
craftsperson to watch them with me and 
the feelings were mutual. Though Timby 
makes some beautiful creations, he does 
not clearly show the process in the videos. 
The literature that accompanies the vid
eos does not clarify the tapes to any great 
degree. 



THE DEPEES SPLIT-RING CHUCK: Product Review 

As a woodturner and vocational in
structor, I expected to discover a new 
technique to share with my students and to 
have fun with. I came away, I am sorry to 
say, disappointed. Though the basic orga
nization is sound, the instructional quality 
is poor. There are few closeups of tool use 
or of the jigs employed. The most discon
certing point is the production. Timby' s 
tapes are amateurish, homemade videos. 
With a little technical polish, a better 
command of the equipment, and a clearer 
presentation of critical points such as 
compound-bevel cuts, Timby's tapes 
would be of real value. In their present 
form, these tapes are rough cuts that need 
some experienced editing. The literature 
also needs editing. Timby gives plenty of 
information but it is not easy to follow, 
nor is it clear. In the final analysis, I 
cannot recommend Timby's two tapes. 

--reviewed by Warren E. Wyrostek, Three 
W's Woodshop, Pinetta, Florida 

John Jordan: Bowl Turning and John 
Jordan: Hollow Turning, John Jordan, 
1993,$39.95 each, plus shipping. Avail
able from Craft Supply, Packard 
Woodworks, or John Jordan. (Consult 
your AA W directory for addresses.) 

Most woodturners would think that 
the subject of bowl turning has been suf
ficiently covered by previous videos. 
There is, however, always something new 
to learn, and it is certainly true for Jordan's 
videos, Bowl Turning and Hollow Turn
ing. The sound and visual quality are top 
notch, and John's approach is one of 
putting the viewer at ease, just as if you 
were talking to an old friend. 

In Bowl Turning, John's practice of 
initially mounting bowl blanks between 
centers, then using the often maligned, 
yet extremely effective six-screw chuck 
--a faceplate--is nice to see. I agree with 
John that it is best to keep it simple. 

Hollow Turning continues John's at
titude of freshness and friendliness. He 
demonstrates several types of tools for 
hollowing in a way that is both unique and 
effective. For those who have been 
tempted to try hollow turning, this video 
may well send you to the lathe to give it a 
try. 

An item worthcloserscrutinyisJohn' s 
shop-built grinding station constructed 

from a used washing machine motor and 
various other items. This may be the 
answer to all your grinding problems. 
John's coverage of tool sharpening, in
cluding how to grind the famous "side 
grind," is of the same caliber as the rest of 
the video--highly understandable and very 
educational. 

I have saved the best for last. John 
uses several "visual aids" for getting his 
point across. These alone might well 
justify the cost of the videos--they are 
very effective. I won't give away the 
details; suffice it to say that I was im
pressed. I am even going to adopt John's 
visual aids in my own teaching. 

Do I recommend these tapes? Well, 
let me say that I purchased a copy of each 
for my personal use. I know that I will 
view them again rather than just let them 
sit on the shelf, as there will be nuances to 
absorb at each viewing. Every turner 
should invest in these tapes. 

--reviewed by Dick Gerard, Indianapolis, 
Indiana 

CLASSIFIED 
ADVERTISING 

WANTED: Tool rest socket for Oliver, 
model #2159. 813/967-3202. 

WOOD LATHE CIRCA 1900 for sale. 
20" x 12' capacity. Cast head & tailstock, 
similar to "Conover" but larger. Babbet 
bearings, #3MT, 3 toolrest supports, 1', 2', 
3', 4', 5' toolrests, assorted centers, dupli
cating "fingers" bar, 4 speed, 1hp motor, 
original wood bed. Photos available. 
$1,250. Dug Campbell804n88-8037 or 
804/355-3006. 

AA W LOGO "T" SHIRTS for sale. 
100% cotton, peppercorn color (sort of a 
flecked grey). AAW's logo in black. 
"American Association ofWoodturners" 
in blue letters. M, L, XL, XXL. Send 
$12.00 U.S. and Canada, $15.00overseas 
and size requirement to Mary Redig, 
AA W, 667 Harriet Ave., Shoreview, MN 
55126. 

Dick Gerard 

I was asked to use the DePees split-ring 
chuck and write a review of it. So, 
beginning in early December 1992 

and continuing through January 1993, I 
used that chuck whenever possible. 

The DePees split-ring chuck is com
posed of seven pieces: A body thatthreads 
or mounts to your lathe spindle, the two 
halves of the split ring, and the four cap 
screws that hold the two halves of the split 
ring together. The ring, when assembled 
around a flange that has been turned on 
the bottom or base of a turning blank, is 
threaded onto the body of the chuck. All 
of the parts are well made, and the thread 
machining is good. 

To use the split-ring chuck, you have 
a choice to use either a specially turned 
auxiliary block that is then glued to the 
bottom of the blank or of turning an 
appropriately sized tenon on the foot end 
of your turning blank and mounting that in 
the chuck. Getting accustomed to the four 
cap screws may take some time, but if you 
are not one of those to whom time is 
money, the cap screws will be no prob
lem. The advantages to using the DePees 
chuck are these: 

1. It takes an incredibly vicious dig
in to dislodge the turning enough so that 
remounting is necessary. If the blank 
would tear loose, recentering is a simple 
procedure provided that the auxiliary blank 
or the mounting tenon is intact. (If it isn't, 
I don't think any chuck on the market 
would help.) 

2. If you do a lot of green-wood 
turning and have not yet decided on a 
method of remounting after the roughed
out blank dries, then the DePees split-ring 
chuck may help you out. 

Would I recommend this chuck? No 
and Yes. If you are a professional who 
already has a system, a turner whose time 
is money, someone who has no dig-ins, 
then I would have to say, no. 

If, however, you are bothered by dig
ins and have not figured out an easy way 
to remount and recenter; if you are in the 
market for a new chuck or your first 
chuck; if you are looking for one of the 
most tenacious holding methods avail
able, this chuck may be just the thing. 

DePees Split Ring Chuck, 8021 
Queenair Dr., Gaithersburg, MD 20879, 
1-800/253-2569. Price is $150 plus $4.50 
shipping. 
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OKLAHOMA WOODTURNERS HELP THE 
Bob Jarrett KILPATRICK CENTER 

0 ver 350 unique ornaments and 100 
feet of turned-bead garland, all made 
by the Central Oklahoma 

Woodtumers and the Northeast Oklahoma 
Wood turners, decorated a 12-foot Christ
mas tree at the Kilpatrick Center's annual 
Tree Fest. This labor of love and sharing 
took the two chapters a year to put to
gether, and we will cherish forever the 
spirit of helping others. 

Our tree was one of 41 ethnic and 
crafttreesondisplayNov.27, 1992 through 
Jan. 3, 1993, at the Kilpatrick Center, a 
large museum in Oklahoma City. Over 
1,900 people attended a special candle
light evening at which a member of each 
club talked about their tree. 

Added attractions to the space under 
thetreewerea3-footporch-columnSanta, 
turned by Butch Lindsey and painted by 
Pinkie Porterfield and a 3-foot toy soldier, 
turned and painted by Butch. Several 
wrapped packages and turned items com
pleted the decorations. 

Turning the beads and decorations 
provided great exercise in developing turn
ing skills. We plan to participate again 
next year. 
Bob Jarrell lives in Norman, Oklahoma . 

• 3-foottoy soldier stands guard over the Woodtumers' Tree. 
The sign tells about the tree decorations and the club. 
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Close-up view of the turned garland and oranaments. 

The tree is 12-fecttall and decorated with items made by the 
Central Oklahoma and Northeast Oklahoma Woodtumers. 



MICHAEL GRAHAM 
EMERGENCY RELIEF FUND 

Many of our members will remem
ber Michael Graham's entry in the 
ITOS show, a turned bench titled, 

" ... Pillow My Head on Spheres ... Rest 
My Feet on the Firmament!fhe Great 
American Bench." Michael has incorpo
rated turning into his sculptural furniture 
for many years. 

Last November Michael Graham had 
a major accident with a router which took 
all but his thumb and portions of the first 
finger of his left hand. 

The AA W is helping to publicize a 
fund that will help pay for Michael's 
surgical and rehabilitation costs. Mary 
Redig, AAW's administrator, wiii for
ward monies that come into this fund from 
AA W members on to Michael Graham. 
All money wiii go directly to Michael. 
Please help if you can ... even a few 
doilars will be most appreciated. 

Makeyourcheckpayableto: Michael 
Graham Rehabilitation Fund and mail it 
to 667 Harriet A venue, Shoreview, MN 
55126. 

Thank you ail very much. 

Scholarship Winners 

place a bid without attending the confer
ence. Also, a symposium handbook is 
being produced to aid people involved in 
the organization of conferences. The 
"instant gailery critique" will return to 
our next conference and should become a 
standard activity at all future conferences. 
We wiii also offer more sessions dealing 
with issues/topics other than turning tech
nique, such as photography, chainsawing, 
marketing, finishing, and design. And 
one last new concept: We wiii have 
business support to fund some or all of the 
international demonstrators. This year 
the money generated from the raffle of the 
lathe donated by Record Power Tools of 
Canada is specifically targed for that cost 
category. Such efforts wiii insure that 
registration fees can be kept at their cur
rent levels. 

We have received great feedback on 
last year's annual directory. One simple 
addition for the next issue will be the 
possibility of thumb indexing--making it 
easier to find the various sections. We 
also plan to expand the resource-directory 

The AA W is pleased to award to the following individuals scholarships 
to help pay for a woodturning class of their choice: Gerald Taylor, Juction City, 
Kansas; Michael Kehs, Quakertown, Pennsylvania; and Joseph Herrmann, 
Jefferson, Ohio. 

The following local chapters won the local-chapterscholarships: Hudson 
Valley Woodturners (New York); Mountaineer Woodturners (West Virginia); 
and Nor-Cal Woodturners (California). 

Host for AAW Members 
If you would like to have your name noted in this year's M W Directory 

as a host for traveling AA W members, please let Mary Redig, AA W Administrator, 
know. We asked this question on the ballot --some of you may have been reluctant 
to list your name with your vote. We certainly understand. So, if you would like 
your name noted as a host, it's not too late. Write or call Mary Redig, AA W, 667 
Harriet Ave., Shoreview, MN 55126, 612/484-9094. 

Hospitality in New Zealand 
Brian Tunbridge of Ratanui Woodturning extends hospitality to any 

member of the American Association of W oodturners who happens to be in that 
part ofN ew Zealand. His address is 25 Ratanui Road, Paraparaumu, Wellington, 
N3, and his phone number is (04) 298 7863. It is just a 40 minute drive from 
Wellington--you are welcome to stay overnight! 

PRESIDENT'S PAGE 
continued from inside front cover 

section in the next edition. 
In the area of educational scholar

ships, we wiii have some changes in place 
for next year. We plan to offer a higher 
limit on each scholarship and allow more 
flexibility for the applicant. For instance, 
an individual could submit an application 
stating that they wish to visit five public 
schools and conduct sessions on lathe 
basics--their proposal could be for reim
bursement of travel and material expense. 
Or an individual has an opportunity to 
work/study with an accomplished turner 
for a short period of time--their scholar
ship could reflect the costs for instruction 
and travel. We wiii anticipate that most 
applicants wiii be aiming at attending a 
two- to five-day course or a turning con
ference. 

There you have it. These are some of 
the major decisions we arrived at while 
locked in the January freezer in Minne
sota. As an organization we are definitely 
not standing still! Many of the above 
decisions have been discussed for some 
time but never given a chance at imple
mentation--until now. No reckless spend
ing, no bridge burning; ail of the above 
have a "pilot" feature; all can be corrected 
or scrapped if things don'tgo as planned. 
None are certain successes; the only real 
failure would be in not risking a little 
failure for a potential gain. 

On a closing note, we bid farewell to 
David Ellsworth and Dick Gerard as AA W 
board members. Both individuals have 
played critical roles in this organization 
since the idea of a national turning orga
nization was first whispered about. We 
wiii miss them both as outstanding idea 
men--this recent board meeting which 
generated so many ideas was a last hoorah 
for them both--we owe them so much. 

Alan Lacer 
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AAW Gallery ... 

AI Francendese, Bowl# 044, "Crusader 1." II 1112" dia. x 7 112" h .• 
160 pieces of wood 

P.A. Arcnskov. Anaheim, California. Vase • . 12" dia. x II" h .. 
zcbrawood. birdseye maple, ziricolc, goncaco alvcs, macassar ebony 

P. A. Arenskov, Anaheim California. Bowl. 16" dia. x 4" h., ash. paduak, purple hear!, walnul. poplar, cedar. birdseye maple, oak 
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Eucid Moore. Texas 

If you would like your work considered for publication in the "Gallery" section of 
American Woodtumer, send black and white or color PRINTS to: Betty Scarpino, Editor, 
American Woodtumer, 5613 Ralston Ave., Indianapo lis, IN 46220. 

Euclid Moore. Texas 

Ray Alle n. Yuma Ari1.0na 
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AAW Gallery ... 

Stephen Mines. 1992. "Crystal Wand 13." 2" dia. x 43" 1.. acrylic/qunt12. crystal 

John Mascoll. St. Petersburg, Florida, "Bajan East Coast," 
5 1/4" dia. x 10" h .• bleached boxeldct 
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Stephen Mines, 1992, "Luxor Surprise: 
12" dia. x 60" h .. alder/purple heart. 

varied pitch helix, vase. Lipton 
Collection. 

John Mascoll. St. Petersburg, Florida., "Flat Box. Series #2" 
3 3/4" x I 3/4", curly maple, cocobolo inlay. First place winner at 

the 1993 Florida State Fair. 



Michael J. Brolly. Hamburg. Pennsylvania. 
"Skate." 30" x 32" x 8" mahogany, maple. dyed veneer. ebony. bubinga 

Michael J. Brolly. Hamburg, Pennsylvania. 
"Squatapotamus." 13" x 5". mahogany. maple. bubinga. ebony 
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AAW Gallery ... 

Dick Gerard. Indianapolis, Indiana, buckeye burl, 
4 tn· d ia. x 12 h." 
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Dick Gerard, Indianapolis. lndiana,English elm burr, 
14" dia. x 5" h. 

Dick Ge.rard, Indianapolis, Indiana, 
rippled and spaltcd apple. 14: dia. 

Dick Gerard, 
Indianapolis, 

Indiana. 
maple burl, 

19" x16" x6" 



American Association of Woodturners 
667 Harriet A venue 
Shoreview, MN 55126 
(address correction requested) 

Michael Brolly. Hamburg. Pennsy lvania. 
"Our Mother Hangs in the Balance. " 

22" x 18" x 12." mahogany. walnut. holly. various veneers. 

Sl-cond Class 
Po \tagc 
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a t St. Paul. M 
and additional 
mailing ofl'kcs 




