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“Galactic Journey” by Malcolm 
Tibbetts of South Lake Tahoe, CA, 
contains 12,960 segmented pieces. contains 12,960 segmented pieces. 
“I was blown away by the quality and 
complexity of this piece,” Stephen 
said. “If you’ve done any woodturning 
at all, you’d have to marvel at this.” 
Michael added, “This has a lot of 
layers you don’t get on the first read.” 
(For the significance of 12,960 pieces, 

“Leaf Saturation Se-
ries” by Andi Wolfe of 
Upper Arlington, OH. 

“The color and texture 
help you enter visu-
ally,” Michael noted. 

“Titles are 
really important,” 

Stephen added. “The 
title can be quite 

magical and reveal 
what the maker was 

thinking about.”

“Safe Box” by David Belser of Penacook, NH.  
The design elements of this came from a bank vault 
door. “The complexity of the locking mechanism is 
reflected in the complexity of the pattern,” Stephen 

remarked. “This makes it doubly successful.” 

“Square Bowl” by Jamie Donaldson of Georgetown, KY. 
Both panelists marveled at the bubinga grain. “It’s rare to 
see the grain that so matches the rectangular pattern,” 
Michael praised.
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A turning instructional series produced at a scrappy Oklahoma 
public television station is getting good play around the country. 

Woodturning Workshop18

Follow	Richard	Kleinhenz’s	detailed	instructions	on	how	to	create	
a	wooden	grip	for	your	next	show-pen	project.

Get a Wooden Grip20

Still looking for gift ideas from your 
shop? Nick Cook shows you how to 
create some classy brushes.

Brush Up on Your Turning26

Turn a simple tree ornament that sprang 
from	George	Raeder’s	lathe.

North Coast Tree32
Peter Blacksberg overcame several technical challenges to  

design and turn new Torah rollers for his temple.

Torah Rollers34

At Turning 2007 in suburban  
Cincinnati, attendees brought 

along	projects	worthy	of	 
sharing with a wider  

audience.

Ohio Gallery 30
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An accident at the lathe can happen 
with blinding suddenness; respiratory 
problems can build over years.

Take appropriate precautions when you 
turn. Safety guidelines are published
in the AAW Resource Directory. Following 
them will help ensure that you can continue 
to	enjoy	woodturning.	

Featured on this issue’s cover
Hollow-Faceted Chunk” by Jim Partridge is  
featured in an SOFA Chicago essay 
“Woodturning in Basic Black.” For details, see 
page 40.

Editor Carl Voss
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 carlvoss@mac.com
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EDITORIAL SUBMISSIONS

Ratchet up your awareness of how exotic hardwoods are harvested.
Environmental Responsibility36

Read Alan 
Lacer’s	essay	on 
Woodturning in 
Basic Black,	a	major	
SOFA Chicago 
exhibit organized 
by the AAW.

Basic Black40

All	the	featured	projects	started	out	as	a	chunk	of	
wood on the lathe. But from there, who knows? 

The Art of Whimsy 44

Carl Ford shows you how to prepare custom 
cones to fit any hollowed vessel you create.

       Custom 
Centering Cones
49

With the background provided in 
Barbara	Dill’s	first	installment,	learn	to	
create	a	goblet	in	Barbara’s	second	article	
on multi-axis turning. 

Multi-Axis Turning52

Using an inexpensive stainless-steel insert, 
you can turn a handsome travel mug.

Java with Style60

Join AAW member Neil Kagan for a glimpse at 
the steps to transforming a discarded coffee-table 
pedestal into a sculptured piece. 

Rebirth62 
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O n October 6, I had the pleasure of accompanying the Collectors of 
Wood Art (CWA) on a bus tour of wood art points of interest in Boston. 
The day trip took us to all manner of wood-related sites that I found 

extraordinarily interesting.
The meeting place was the Society of Arts and Crafts on trendy Newberry Street 

in Boston’s brownstone district. The Society itself resides in an old brownstone and 
occupies both floors of the structure. It is bursting at the seams with great crafts 
from around the globe. Since the Society was hosting the CWA, a nice sampling of 
fine wood crafts was on display including a healthy sprinkling of turned objects. 
Turnings by John May and Mark Nantz were in the window display along with 
John Skau’s woven wooden baskets. Of all the turned work on display, my favorites 
were the turned ornamental boxes by Jon Sauer from California. 

We then drove to the Mobilia Gallery in Cambridge where we were treated to a 
lunch and gallery talk by two artists.

The highlight of the day was a stop at the Museum of Fine Arts (MFA) in Boston 
where we viewed the new show of work that Ron and Anita Wornick donated to 
the MFA. There is nothing that I can say here to describe the incredible works of 
turned, turned and sculpted work, flat work, glass, and other precious art pieces 
that are included in the show. It just numbed the senses. If you are in Boston, stop 
in the MFA to take a look. You’d better plan to spend an hour at this exhibit alone.

This full day of exposure to wood art and wood art collectors had a profound 
effect on me. Not only did I meet very interesting people, the experience caused me 
to stop and think about the turnings I have purchased and how I fit into the world 
of collectors.

I never considered myself a collector until I met Joe Seltzer of Pennsylvania, who 
collects work 6" and under in height. Other collectors have a penchant for jewelry 
and personal adornment. Still others collect only landmark pieces of significant 
value in wood, glass, clay, and other media.

Me? Even though budget is always a factor, I rarely hesitate to buy a turned piece 
from a woodturner I have met through the AAW, or the work of a turner whose 
work appeals to me. 

The question of why a certain piece appeals to me crystallized during the CWA 
bus trip. Being a turner myself, I am always impressed with turning skill and the 
beauty of the wood. I especially like small, intimate turnings made from highly 
figured or exotic material. Why small pieces? Jacques Vesery explained it to me this 
way as he cupped his hands to simulate holding a small turning: “We can all live 
with this, but we cannot all live with larger pieces.” 

Jacques’ is a good explanation. However, for me there is something more. 
Collecting turned pieces is a way for me to give back to the community of 
woodturners. So in this regard I guess I am classified as a collector, but it is not a 
label I was comfortable with when applied to me. 

After this weekend, I became a member of the Collectors of Wood Art. I joined 
not because I see myself as a collector but because collecting is another interesting 
facet of the woodturning world.

Are you a collector?

AAW News
Members 
elect 3 
AAW board 
members
During fall elections, 
AAW members 
elected Bill Haskell, 
Malcolm Tibbetts, 
and Tom Wirsing 
to serve three-year 
terms on the AAW 
board of directiors. 
(Bill and Malcolm 
were reelected to 
second terms.) 
Congratulations to all 
who agreed to stand 
for of�ce.

Regional 
events gain 
exposure  
This summer, the AAW 
Gallery in St. Paul will 
spotlight turning from 
the farthest corners 
of the United States. 
The exhibit, Rounding 
the Four Corners, will 
feature select pieces 
from the Instant Galleries of the Albany 
(NY), Big Island (HI), Florida, and Alaska 
woodturning symposiums.

If successful, a similar exhibit from 
other regional symposiums will be  
featured in 2009.

Don’t forget to renew 
your membership
If you want to be listed in the 2008 
AAW Resource Directory, your 
membership renewal must be 
postmarked by Dec. 31. 

For the �rst time, you can also 
renew online by visiting the AAW 
website (woodturner.org). So far, 
about 25 percent of members have 
renewed online.

 

Participate in online 
journal survey
Through January 31, we welcome you to 
log onto the AAW website (woodturner.
org) and complete an online survey about 
American Woodturner. Your valued  
opinions will help us plan future issues.Angelo Iafrate

President
iafrateturns@cox.net

Malcolm Tibbetts

Tom Wirsing

Bill Haskell
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In late August 2006, Larry Sommer 
came on board as the AAW as executive 
director. Prior to joining the AAW, Larry 
was director of the Nebraska State 
Historical Society and the state historic 
preservation officer. This fall, Larry sat 
down with American Woodturner
editor Carl Voss to talk about his 
impressions of the AAW.

Tell us about your early 
impressions of the AAW.
Larry: This is a fascinating 
organization serving a diverse and 
talented group. I’m continually 
amazed at what I see being produced 
by our members. When I show 
our journal to my colleagues in 
museums, they’re just amazed at 
what AAW members create.

It’s a delight to work with the 
interesting people in the AAW. 
They’re committed and dedicated to 
the aims of the organization.

And that starts with the board. 
They’re really a hardworking group. 
There are greater time commitments 
for directors than the members realize.

There is a great staff in St. Paul. 
Mary Lacer, Eunice Wynn, and the 
rest of the staff have brought the 
association a long way. 

What are some of the 
challenges the AAW faces?
Larry: We’re learning how to 
deal with the AAW’s success. You 
probably know that an organization 
can crash because of success. We 
need to make sure that doesn’t 

happen with the AAW. The 
challenge now will be to have 
the management systems in 
place to serve this membership 
size and keep the AAW 
programs relevant to all.

In the AAW, we have 
members who have just 
turned their first pen or 
bottle stopper and other 
members who sell pieces for 
$10,000 or more in a gallery. 
What are the obstacles of 
trying to serve such a wide 
range of skills?
Larry: If we didn’t have 
the entire spectrum of skills, we 
wouldn’t be as strong and viable. 
I believe we’re much better as one 
organization rather than a lot of 
separate organizations. 

If we’re going to be the leading 
organization serving woodturning, 
we need to find more and different 
things to keep it fresh for the 
members.

The big, big challenge is to be 
relevant to all these groups. This 
raises some interesting issues:
• What do we do to serve each of the
segments?
• What do we do to keep the
organization viable?

So how is the board handling 
these issues?
Larry: The board is going through 
a strategic planning process. We 
should announce a new strategic plan 

in early 2008. The board is grappling 
with focusing on two or three things 
we should be doing. In the future 
the board will be less involved in the 
day-to-day details and more involved 
in policy and long-range planning.

With the board, we’ve been going 
through a training process with an 
outside consultant. The board thinks 
it’s been invaluable.

One of the reasons the board 
hired me was because I had a lot 
of experience running nonprofit 
organizations. From my contacts 
with museum groups, I’m developing 
a broader relationship with the 
museum community. We really need 
to get wood art out there and better 
known in the museum community. 

Our exposure problems are what 
ceramics went through 30 to 40 years 
ago. And 15 to 20 years ago, glass 
wasn’t as popular as it is now. 

W O O D T U R N E R ’ S  C H A T T E R ,  N E W S ,  &  N O T E S

First Impressions
Larry Sommer talks about his first year at the AAW 
helm
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How can the AAW help chapters 
become stronger?
Larry: This is one of the strategic 
issues we’re dealing with as part of 
the long-range planning. Somehow 
we have to convince everyone in 
the chapters that there is value in 
becoming an AAW member.

We probably should offer to put on 
events to help train chapter leaders. 
Perhaps as a trial program, we could 
do this in conjunction with one of 
the regional symposiums.

How can we improve our national 
symposiums?
Larry: It’s critical that we get the 
symposium right. We’re looking 
at ways to offer more lectures and 
discussion sessions. More rotations 
on design issues and turning as 
a business are two topics that I’ve 
heard members ask about. 

The successful SIN (Special 
Interest Night) in Portland indicates 
an interest among AAW members 
in focused gatherings. We probably 
need to do more of this at our 
symposiums.

I also think the AAW is ready 
for some national specialized 
symposiums. An excellent example 
is what the ornamental turners 
are doing—their OT chapter hosts 
a biennial symposium. The AAW 
should look at sponsoring similar 
events. But we certainly don’t 
want to compete with regional 
symposiums or what they’re doing 
in Provo. 

Why does the symposium  
registration fee keep jumping up?
Larry: Costs for everything continue 
to rise and logistics become more 
challenging with a large symposium. 

The bill for our banquet dinner in 
Portland—1,800 plates—was $64,000.

One of the consequences of growth 
is you have to book larger halls in 
bigger cities to bring woodturners 
into the big tent.

I think we’re pushing against the 
upper limit of what our members are 
willing to pay. The cost of the hotel 
rooms also is becoming an issue 
with a group of this size. 

What about the annual fees? 
Should members expect an  
increase? 
Larry: I think the basic dues are 
reasonable. Members get something 
of value and support an organization 
they believe in. We have to remember 
that costs go up for everything—
inflation, postage, printing. My 
experience tells me it’s far better to 
increase dues a small amount every 
two or three years than to make the 
difficult decision to make a big jump 
every five years or more.

Getting the journal is the #1 reason 
to join. It’s a bargain. And it’s better 
quality than the publication from 
almost every other organization I 
belong to. 

Are there things the AAW should 
stop doing?
Larry: Mostly this relates to the 
symposium. You may see one change 
this year—the banquet ticket may be 
an option. It’s been my experience 
that some organizations also charge 
for a ticket to the benefit auction. 
This might happen down the road.

What are some things the AAW 
could do better?
Larry: The board is working on 
better recognition of member 

contributions. Take the EOG benefit 
auction, for example. We need to be 
thinking about how we can give part 
of the proceeds back to the artist. 

We need to simplify the AAW 
membership categories.

The AAW doesn’t actively market 
itself very well. Thanks to Ed 
Davidson and other hard-working 
volunteers, we’re getting better 
exposure with the website. 

We welcome member suggestions 
on all these topics about improving 
the organization.

What about AAW exhibits? Will 
there be more?
Larry: We’re starting to realize 
the opportunities for galleries and 
exhibitions. 

The recent collaborative exhibit 
with the glass bead association is 
a perfect example of what can be 
done. We were expecting just a few 
pieces, but we had an overwhelming 
response. 

Mary Lacer has done a lot of 
groundwork in building the gallery 
program. Tib Shaw is now working 
full-time on exhibits and brings 
additional professionalism to the 
gallery. We can do more. But it takes 
time to get exhibit programs up 
and running. Most museums are 
planning two to five years out.

About 6 percent of the AAW 
membership is outside the U.S. 
Is there a name change in the 
AAW’s future?
Larry: We’re already promoting our 
exhibits as international exhibits. 
Maybe we should look at this. We 
have more international members 
than some U.S. crafts organizations 
have in total membership.

P
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Four Years & Still Turning

Ihad an idea this morning to 
start making wooden pens and 
donating them to our troops 

overseas...”
When he typed that post on the 

Sawmill Creek woodworking forum 
(sawmillcreek.org) on January 
16, 2004, Keith Outten of Hayes, 
Virginia, had no idea what he was 
getting into. Yet nearly four years 
later, the Freedom Pens Project is 
still going strong.

What started as Outten’s desire 
to share his personal effort became 
a nationwide effort, with hundreds 
of turners making pens for U.S. 
soldiers in Iraq and Afghanistan. 
With woodturning chapters, 
woodworking retail stores, schools, 
and individual turners taking part, 
more than 74,500 pens have been 
sent overseas as of November 2007.

Huge challenges
In spite of the ongoing support of 
woodturners and the huge volume 
of pens produced, the project has 
seen some challenges. For one, the 
number of handcrafted pens has 
dropped off in 2007.

“We’ve only received a little over 
5,000 pens this year,” Outten says. 
“That hasn’t been a big concern, 
because the Veterans Day turnathon 
always brings in 6,000–8,000 pens. 
You have to consider the season—a 
lot of woodworkers don’t turn in the 
summer. But when the weather cools 
down they’ll be back in their shops.”

Further, logistics of getting the 
pens from point A to point B hasn’t 

been easy for the project organizers. been easy for the project organizers. 
Part of the problem is securing a 
military contact, and then another 
when that contact moves on.

“They rotate every 12 to 18 
months, and we lose a connection,” months, and we lose a connection,” 
Outten says. “Then we have to 
scurry to find out who replaced that scurry to find out who replaced that 
person.” Most recently, Outten has 
been shipping finished pens to the been shipping finished pens to the 
military medical corps, and various military medical corps, and various 
military morale training groups all military morale training groups all 
over the Middle East.

Finally, finances are an issue. 
Although some turners absorb 
the cost for pens they donate, the 
project tries to provide pen kits 
to turners at no cost, especially 
schools. “We provide free pen kits to schools. “We provide free pen kits to 
children,” Outten says. “However, 
all the money we pay for shipping 
means more pen kits we can’t buy 
and provide free to people turning 
pens.” Fortunately, costs are kept as 
low as possible by purchasing pen 
kits in bulk 500 to 1,000 at a time.

Ruthe Ingram, coordinator for 
the Orange County (California) 
Woodworkers Association (OCWA), 
agrees that the biggest challenge has 
been financial. “In the beginning 
two of my main supporters, Joe 
Lomax of Austin Hardwood 
and Jim Anderson of Anderson 
International, helped me get started 
by giving me the money to buy 
the kits and they have consistently 
supported the Freedom Pens 
Project,” she says, adding that she’s 
raised money whenever possible 
both at the OCWA meetings and 

elsewhere. “Along with the kits, I 
put a military helmet on our table so 
members can make donations. I also 
raised money for the kits by selling 
my personal pens and by doing a 
pen sale at my local church.”

The turning spirit
If operating cash is sometimes in 
short supply, there’s one thing that 
isn’t: the turning spirit. Even though 
there has been a drop-off in the 
number of pens produced annually, 
groups like Ingram’s continue to 
supply a steady stream. 

“A pen seems like such a small 
item to us who are involved with 
making these pens,” Ingram says. 
“But to the troops it is a big thing, 
because it is handmade and comes 
from perfect strangers who just want 

By A.J. Hamler

Freedom Pens Project tops 74,500 mark

Ruthe Ingram turns 
Freedom Pens 
Project from stock 
donated by Joe 
Kelly of Denham 
Springs, Louisiana.

“
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The AAW Educational Opportunities Grants (EOG) fund continues to 
be strong due to the generosity of both donors and buyers at the annual 
symposium auction. 

Funds are available for worthy proposals. To be eligible, entries must be 
postmarked by January 15, 2008. You can obtain the application form and 
grant guidelines at the AAW website (woodturner.org) or by contacting the 
AAW office (651-484-9094).

Every year, the committee rejects many applications that are incomplete, 
illegible, or vague. Here are a few tips to help you with your application 
submission:
• Download the application form in Microsoft Word format from the AAW
website (go to the Resource page), and then complete the form on your 
computer, print, and mail. If you must submit a handwritten application, it 
should be neatly hand-printed. 
• Provide sufficient information so the EOG committee members can
clearly understand your needs and the intended use of the funds. Please be 
concise and make your point directly and clearly. 
• Include details of how you will use the funds. Specific needs should
be itemized. Funds will not be granted for miscellaneous or incidental 
unspecified expenses. 
• Remember, these grants are for educational purposes. You must detail
the benefits of the educational goal or experience.

Grants are limited to $1,000 for individuals and students, and $1,500 for 
chapters and others (schools and nonprofit organizations). Your budget 
may exceed these limits; however, your grant request should not exceed 
these limits. For very special situations, at the discretion of the EOG 
committee and the AAW board, grants are available in larger amounts.

If you have questions about the process, contact the EOG committee 
chairperson as listed on the AAW website or contact the AAW office.

The AAW board encourages you to make the most of this
 membership benefit.

—Malcolm Tibbetts, 2007 EOG chair

EOG Deadline Approaching

Now, you can smell as great as your shop 
The aroma of freshly cut wood is what calls plenty of woodturners to the 
shop. Now, your favorite turner can carry the aroma of cedar in the glide of 
every stride. Chandler Burr, The Sunday New York Times fragrance editor, 
writes that Gucci Pour Homme “is an excellent cedar that lasts on the skin, 
diffuses nicely and seduces with the guilelessness of a hardware store. If 
Restoration Hardware was smart, it would install Pour Homme in the air 
ducts, and every store would smell mesmerizingly alive.”

If this scent does well for Gucci, will a cherry and walnut be far behind?

them to know we love and appreciate 
the sacrifices they are making to 
keep us safe here at home.”

At last count, OCWA members 
have produced more than 7,800 
pens. Bob Gibbs and Les Rogers 
have excelled at the task, turning 
1,740 and 1,370 pens respectively.

Of course, the heart of the project 
is the soldiers themselves. “We get 
e-mails all the time,” Outten says, 
noting that many are posted on 
the Sawmill Creek website. “You’ll 
see scans of certificates we’ve been 
awarded from generals and colonels, 
certificates of merit, and certificates 
of appreciation. These guys are so 
appreciative.”

Many of those who make pens 
include a card with their name and 
some information about the pen and 
what it’s made of. The school kids 
involved in the project are especially 
active in this regard, and have 
received a lot of response.

“When a solider gets a pen that’s 
been made by a child, it just doesn’t 
get any better than that,” Outten 
said. “That pen becomes a trophy 
that can never be replaced. When 
a 12-year-old in a middle school 
makes a pen and writes a little card 
that says something like, ‘Dear 
soldier, I made this pen for you,’ 
tears roll down these guys’ faces. It 
really touches their hearts. 

“That’s why if we run out of 
money, we’ll find it somehow to get 
those pen kits to those kids. And 
we’ll keep turning pens if it’s only a 
dozen of us making them.”

For more information, go to 
freedompens.org.
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One of the new events at 
the Portland symposium 
was Special Interest Night 

(SIN), which allowed special-interest 
groups to meet in a demonstration 
room for an evening. 

In several rooms, the time just 
flew by. The conversations rolled 
along so well that the convention 
staff had to politely tell the AAW 
members that gatherings had 
already stretched beyond the 
convention center’s operation hours. 
Here are reports from seven groups 
that met on Friday night. 

Ornamental turners 
The original idea for the ornamental 
turning room was to offer a space 
to informally gather, talk, ask and 
answer questions, kick the tires, and 
possibly make a few chips. 

For better or worse, our room was 
still set up from the day’s earlier 
sessions, and ready to go for the 
following day’s sessions as well. 
Thus, there were 150 chairs facing 
forward. People arrived, took a seat, 
and soon packed the room.

After a quick introduction and 
a few showings of hands to poll 
the room, the consensus was that 
everyone wanted a sneak peek and 
demo of ornamental turning.

So, an impromptu demo began. 
We attempted to preview many of 
the topics scheduled for the next 
day’s sessions (but with an emphasis 
on audience questions and interests). 
Looser in format than the planned 
demos, the two-hour session was 

SPECIAL INTEREST 
GROUPS CONNECT 
MEMBERS

largely directed by experienced 
ornamental turners fielding 
audience questions.

The room was set up with three 
MDF rose engines built from 
plans from the Spring 2007 issue 
of the journal plus numerous OT 
accessories. Commercially produced 
rose engines were wheeled in a little 
after the start of the session.

Attendees ranged from the very 
knowledgeable and experienced to 
those who had never before seen 
a rose engine in person. The mix 
made for lively discussion, diverse 
questions and topics, and a lot of 
information sharing.

—Jon Magill

Collectors of Wood Art
Pat McCauley, Collectors of Wood 
Art (CWA) president, hosted one of 
the SIN receptions. It drew a large 
attendance of more than 50 people, 
the majority of whom were not 
CWA members. At Jane Mason’s 
suggestion, we went around the 
room and asked each person to 
introduce themselves and explain 
their connection to the field. Many 
promised to join the CWA. 

AAW President Angelo Iafrate 
explained the Professional Outreach 
Program (POP) that brings the 
AAW closer to the interests of CWA 
members. Angelo invited CWA to 
submit a page for the AAW journal. 

I have the feeling that the two 
organizations will be working more 
closely together in the future.

—Arthur Mason

Segmented turners
Curt Theobald and Linda Salter 
joined me in a lively discussion with 
about 80 attendees. I started things 
off by going through a short series 
of questions posed in a PowerPoint 
presentation. A lot of time was spent 
on the importance of consistent 
wood grain alignment (a real pet 
peeve with Curt and myself). 

Other topics ranged from wood-
moisture effects, mixing soft and hard 
woods, glue preferences, the benefits 
of sanding segment ends, how to 
avoid one hardwood from staining 
another, copying, and pricing. 

Many attendees expressed gratitude 
for the session and encouraged 
us to make it a regular part of the 
symposium. Based on the response, 
it’s my hope that we will do it again 
next year in Richmond.

—Malcolm Tibbetts

Penturners
The penturning meeting was a fun 
show-and-tell evening that drew 20 
to 30 attendees. Using the projector 
system, penturners showed off their 
creations, which usually sparked 

“Many attendees  
expressed gratitude  
for the session and 
encouraged us to make 
it a regular part of the 
symposium.”
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questions from other attendees. We 
saw special materials, innovative 
techniques, and simply beautiful pens 
turned from wood as well as resins. 

The pens were spread across 
several tables, and smaller group 
discussions kept us there until 9:30 
p.m., when the symposium site 
closed for the evening.

 It was especially nice to put faces 
to names that one only knew from 
the Internet.

—Richard Kleinhenz

Youth educators
Al and Sherry Hockenbery, Tony 
Cortese, and I led the discussion 
with presentations about youth 
programs. The session was designed 
to promote youth woodturning 
programs through the AAW 
chapters.

After kicking things off with 
a description of the new Young 
Turners Program and its goals, 
Al and Sherry spoke about their 
extensive experiences working 
with youth. Tony wrapped up the 
presentations with a report on the 
success of Hands-on Woodturners 
chapter’s starting a program at the 
Florida Sheriff’s Youth Ranches. 
(Tony helped the ranch apply for 
and receive an EOG award.)

Liability insurance was a key 
question raised by audience 
participants. If an AAW chapter 
maintains its Young Turners 
Program as a chapter event, the 
AAW insurance policy covers 
participating AAW members. 

—Dave Bowers

Vessel hollowers 
We planned to have members 
demonstrate their favorite and 
recently developed hollowing tools, 
and provide information about why 

they liked a particular tool, or a feature 
of it. This was prompted by my belief 
that we don’t get to see hollowing 
tools in demonstrations because the 
hollowing action is not very visible.

Unfortunately, no one volunteered 
to demonstrate. So we called on trade-
show vendors to show a number of 
tools to the 120 people present, along 
with some good information and 
some typical sales blarney (not all 
accurate, in my opinion).

The audience showed interest and 
asked a wide range of questions. 
They appeared to benefit from 
the evening and thanked us for 
organizing it.

—Dick Veitch

Website users
Our group’s focus was to discuss 
various opportunities available for 
using Internet discussion groups as 
another woodturning resource.  
Approximately 16 symposium  
participants attended the session. 

Steve Worcester, one of the AAW 
Forum moderators, gave an overview 
of the AAW’s main discussion forum 
regarding its membership and how 
it operates. Steve provided some 
statistics regarding its recent growth 
and redesign. 

The group also talked about other 
Internet woodturning resources, 
particularly websites that assist 
in obtaining information about 
woodturning techniques, online 
references, and tutorials.

The meeting also allowed 
members participating in various 
discussion forums an opportunity to 
meet face-to-face (most for the first 
time!) to develop friendships and 
dialogue beyond the capabilities of 
the online forums.

Similar discussions at future 
AAW events might be directed at 
new woodturners, or those who 
host websites to coordinate their 
activities, establish mutual links, 
and support the continued growth 
of the AAW’s Internet resources.
   — Steve Worcester and  
        Rob Wallace

Alan Lacer turned this 14×6"  
mesquite bathroom sink from 
a block of mesquite donated 
by Unique Mesquite. It has the 
System 3 epoxy (thin version) as 
a finish. It is a drop in style sink 
that is set into plumber’s putty (not 
rigidly fixed to the countertop). 
After about four months’ use, Alan 
reports that it still looks great. 

Forget porcelain! Alan Lacer turned  
this bathroom sink from mesquite.

“The audience showed 
interest and asked a wide 
range of questions. They 
appeared to benefit from 
the evening and thanked 
us for organizing it.”
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Editor’s note: In recent months, there 
has been an avalanche of e-mails 
among AAW members about copying 
woodturning DVDs. Inexpensive 
technology exists to copy a DVD, but 
that doesn’t make it right or legal to do 
so. In some chapters, the practice has 
become so common that a member may 
offer to give a visiting demonstrator a 
free copy of any DVD in the chapter’s 
library. Unfortunately, chapters and 
individuals are exposing themselves to 
steep fines for breaking copyright laws.

Technological advances 
are wonderful, but they 
frequently create friction 

with concepts of intellectual 
property law. Patent, copyright, 
trademark, and trade secrets laws 
are designed to encourage creative 
developments, ideas, and inventions 
while protecting the rights of 
the creator or owner. Those laws 
also attempt to balance the often 
conflicting interest of the parties, 
but the results are seldom seamless.

Continued improvements and cost 
efficiencies in DVD technology, the 
limitless energy of programmers, 
and the creativity of content 
providers has resulted in one of the 
focal points of technology, creativity, 
and the law. There are many 
instances where this tension exists, 
but the rental, use, and copying of 
DVDs remains thorny.

The presentation of woodturning 
techniques and projects stored 
on a DVD is eligible for copyright 
protection. That content cannot 
be used, copied, modified, sold, 
or adapted without the copyright 
holder’s permission. 

Certain rights end, however, with 
the sale of the copy of the work 
under the “first-sale doctrine.” 
Consequently, a video rental 
operator or library may purchase 
and then rent or loan out the DVD 
with the stored contents multiple 
times without liability. An individual 
or local chapter can do the same. 

With the sale of the physical 
DVD comes an implied license to 
display and view the stored content, 
but making copies or preparing 
adaptations of the stored content 
without the copyright holder’s 
permission is an infringement. 

What would otherwise be a 
copyright infringement may be 
insulated from liability by the 
doctrine of “fair use,” which permits 
limited use of the work for purposes 
such as criticism, comment, news 
reporting, teaching, scholarship, or 
research. Whether the doctrine of 
fair use protects a given instance of 
copying is difficult to predict, but 
here are some guidelines:
• The greater the portion copied, the
more likely that the use is unfair. 
• Reproductions of highly creative

works are less likely to be deemed 
fair than copying of factual or 
descriptive works. 
• The more likely the use will usurp
the copyright holder’s market for 
the work, the more likely the use 
is unfair. 

In general, verbatim copying is 
disfavored and is fair use only when 
just a small portion of a work is 
quoted (as in a book review), and 
then only if it does not constitute the 
heart of the work. 

Verbatim copying of all or even a 
significant portion of a work is held to 
be fair use under only extraordinary 
circumstances. Time shifting of 
television program viewing is a 
good example of permitted fair use 
involving the copying of the full 
work. This application of the fair 
use doctrine does not extend to the 
copying of a loaned DVD for later 
viewing and reference. 

Copying DVDs: Easy 
doesn’t make it right
Initially, the technology was too 
expensive for widespread copying 
of the content from the DVD, 
but that economic barrier has 
disappeared. The technological 
solution was the use of encryption 
or scrambling programs such as 
the Content Scramble System (CSS). 
The content can be copied, but it 
cannot be fully viewed without the 
use of an authentication key. In the 
programmer’s game of chess, the 
next move was the development of 
software to decrypt the scrambled 
content (DeCSS) so the copied DVD 
can be viewed. 

The Digital Millennium Copyright 
Act of 1998 (DMCA) strengthens 
the protections of the copyright law 
by making it a crime to circumvent 
the encryption or other scrambling 
technology such as CSS.

Bottom line: 
If you’re copying 
woodturning DVDs, 
it’s illegal

Bottom line: 

The Thorny Issues  
 of Copying DVDs

Bottom line: 
 of Copying DVDs

Bottom line: 

The Thorny Issues  
 of Copying DVDs
The Thorny Issues  

By Thomas L. Slaughter
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Are you late again delivering gift sugges-
tions to Santa? If so, there were many 
new woodturning books and videos 
published in 2007. And don’t overlook 
donating a copy to your woodturning 
chapter library.

With the exception of the AAW 
symposium videos, most new titles are 
now published only in DVD format. If you 
haven’t updated to this format, some 
DVD players now cost less than $40.

Videos
Basics the Easy Way
by Lyle Jamieson, 4 hours (2-disc set)

Beyond the Basic Bowl 
by Bill Grumbine, 100 minutes

Bowl Basics with Mike Mahoney, Bowl Basics with Mike Mahoney, Bowl Basics with Mike Mahoney
100 minutes

Fabulous Finial Box
by Cindy Drozda, 90 minutes

Finishing Secrets by Russ Fairfield,
3+ hours (3-disc set)

Hollow Forms & Lidded Urns
by Mike Mahoney, 100 minutes

Making a Peppermill
by Ted Sokolowski, 110 minutes

Portland Symposium
by the AAW (3-disc set)

Projects Along the Woodturning 
Trail by Alan Lacer, 2+ hoursTrail by Alan Lacer, 2+ hoursTrail

Sharpening Woodturning Tools
with Mike Darlow, 3 hours (2-disc set)

Shopmade Woodturning 
Tools & Jigs
by Alan Lacer, 2 hours

The Taming of the Skew
by Mike Darlow, 170 minutes

Tools for Hollow Turning
with David Ellsworth, 60 minutes

Banner year 
for new woodturning 
books and videos

Turn it Up by Jimmy Clewes, 
6 hours (3-disc set)

Woodturning Projects 
Video Series by Kip Christensen and 
Rex Burningham, 60 minutes

Woodturning Techniques
with Gary Rance, 180 minutes

Yo-Yo Turning by Ed Davidson,
120 minutes 

Books
Basics of Turning Spirals
by Bill Bowers, 72 pages

Marketing Your Woodcraft
by A.B. Petrow, 195 pages

7 Great Projects for the 
Smaller Lathe by Bill Bowers, 
72 pages

Small and Miniature Turning
by Ron Hampton, 159 pages

10 Easy Projects for the 
Smaller Lathe by Bill Bowers, 
72 pages

Woodturning Tools, Techniques 
and Projects by Frank Penta and Alan 
Leland, 170 pages

Since 2000 there has been 
a long line of court decisions 
interpreting and enforcing the 
DMCA. Several courts have 
rejected the arguments that 
DeCSS has fair use applications 
and is protected by the First 
Amendment protection of free 
speech. These cases have been 
brought against the developers 
of DeCSS for strategic and 
practical reasons. 

Severe penalties
Whether a DVD is protected by 
CSS or not, the copying of the 
content without the permission 
of the copyright holder or for 
a legitimate fair use purpose 
is an illegal infringement. The 
penalties for infringement can 
be severe.

In an infringement action, the 
copyright holder may obtain 
injunctive relief, damages, 
profits of the infringer, or (in 
lieu of damages and/or profits) 
statutory damages from $750 
to $30,000 per infringement. 
For “willful infringement,” 
the statutory damages may 
be increased to a maximum 
of $150,000 per infringement; 
for “innocent infringement,” 
statutory damages per infringe-
ment may be reduced to $200. 

The copyright holder of 
content on a DVD has certain 
exclusive rights and remedies. 
Those rights and remedies are 
increased if the content is CSS 
protected and circumvented.

Tom Slaughter (TSlaughter@faegre.
com) is a Des Moines attorney 
with Faegre & Benson LLP, where 
he counsels clients on intellectual 
property, corporate, and other 
legal matters.
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Lidded Box with Finial

NEXT CONTEST: Multi-Axis Goblet
Deadline: Jan. 2. For more details, go to woodturner.org, then follow the links 
to the AAW online forum.

WEBSITE WINNERS

“Gothic Flowers” by Petteri 
 Leppikallio, 7×4½" 

First Place: Petteri Leppikallio, Layliainen, Finland
Second Place: Gary Ljostad, Hampton Bays, NY 
Third Place: Mark Damron, Plain City, OH
Judge: Fred Klap, Toronto, Ontario

“This piece was inspired by gothic fiction. Strong colors, harsh contrasts, and 
figures like roots were trying to get out from the box. For the flowers, red 
rosebuds, and black stems and leaves, I used an earthy or somewhat romantic 
carving style.

“I experience some strong feelings in this piece which are not so easy to say, 
much easier to put on paper.”

—Petteri Leppikallio

W O O D T U R N E R ’ S  C H A T T E R ,  N E W S ,  &  N O T E S

In late September, I demonstrated at the New Zealand International Woodskills Symposium, held in Hastings. What a 
great event! Every two years, the New Zealand National Association of Woodworkers organizes a symposium in 
conjunction with a host club, and this year, the Hawkes Bay Woodturners Guild hosted the three-day event. 

Our kiwi friends sure know how to put on a symposium. Unlike U.S. events, the New Zealand woodturners apply for 
and receive significant arts grants to host symposiums. This funding, in turn, reduces registration costs. And by 
scheduling the event during a school’s spring break, the organizers offer a fine location with excellent demonstration 
space and affordable lodging. 

Compared to recent AAW symposiums, the event was small with about 170 attendees, but that just added to the 
camaraderie. To put a little perspective on this event, instead of holding an AAW-style benefit auction in a large 
banquet hall, they held theirs on an outdoor lawn without the need for a sound system. A tidy sum was raised for the 
local hospice program. —Malcolm Tibbetts

Other ideas from recent regional symposiums:
• At the North Carolina Woodturning Symposium, more than 80 percent of the attendees purchased a spiral-bound 
booklet of all the demonstration handouts. Frank Penta and Alan Leland organized the project. The SouthWest 
Association of Turners (SWAT) followed a similar format, but included a book of handouts as part of the registration fee.
• At Turning 2007 in suburban Cincinnati, attendees could purchase a CD on-site for $10 that included high-quality 
images of the event’s Instant Gallery. Robert Frey shot the turned pieces in a light tent and Arnold Ward burned the CDs.
• Also at Turning 2007, sessions on Friday and Saturday were organized into two 2½-hour rotations and two 75-
minute demonstrations. The longer time slots provided demonstrators a chance to offer more detail about projects. 
Mark Sfirri and Trent Bosch had positive comments about the format.

Symposium ideas from around the world
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Resident Artist Program

The Professional Outreach Program 
(POP) committee announces the
establishment of a resident artist 
position at AAW’s annual symposium. 

The resident artist position is an 
opportunity for an established 
woodturner to work on a more com-
plex, time-consuming project than is 
allowed for in regular demonstrator 
rotations at the symposium. The resi-
dent artist(s) will be set up in a highly 

Louise Hibbert works in her Virginia studio.

POP-Sponsored 
Programs at Richmond
Three days of POP-sponsored lectures 
and rotations will be part of the AAW 
symposium in Richmond. The POP
rotations will be open to all attendees:
• History in the Woodturning Field,
with Albert LeCoff
• Sorting Reality fromMyth in
Woodturning History. Panel discussion 
with Betty Scarpino, Terry Martin, 
Kevin Wallace, and John Kelsey
• The Critique Process, with Jim
Christiansen and Steven Hatcher
• A Buyer’s Perspective on
Woodturning. Kevin Wallace, 
moderator, with Jane and Arthur 
Mason and Ruth and David Waterbury
• How to Ship Your Work, with
J. Paul Fennell
• Marketing Your Work, with
Jan Peters
• Teaching Methods, with David
Ellsworth
• Right Brain/Left Brain: Creating
Signature Work, with Cindy Drozda 
and David Nittmann

The New Face of POP
Several years ago, the AAW established the Professional 
Outreach Program (POP) as an avenue to address the needs of the 
professionals in the field of woodturning. Supported by the AAW 
website and through a variety of sponsored programs, the POP 
has evolved into more than a tool for just the professionals.

As a result, there is no longer be a membership status to POP. 
It is rather a resource for all AAW members. Interested AAW 
members can still sign up to receive updates on all POP-related 
topics and programs and reap the same benefits as in the past. 

The POP committee, made up of eight professional wood-
turners, has been working hard to expand our programs to better 
serve our community. Some existing programs include the POP 

“The mission of the Professional Outreach Program is to promote a greater 
understanding of professionalism within the field of contemporary woodturning.”POPNews

visible area of the symposium so that 
attendees can watch the progress of 
their work and talk with them about 
their processes and techniques.

This year’s resident artists are Louise 
Hibbert from Virginia and Sarah Parker-
Eaton, a jeweler from Great Britain. 
“Sarah and I have been collaborat-
ing since 2001,” Louise wrote. “After 
meeting at the Chelsea Crafts Fair in 
London, we discovered that much of 
our inspiration had a common theme.

“As Sarah and I have always lived 
some distance from each other, the 
resident artists’ position will give us a 
rare opportunity to actually work 
alongside each other. Before arriving, 
we will design a piece, which we will 
work on over the symposium. 

“Attendees will get to see us 
resolving design issues as well as 
turning, carving, texturing, and coloring 
in wood and piercing, silver soldering, 
texturing, and oxidizing with precious 
metals. We will also have a special 
piece made for the auction.”

In the future, the resident artist will be 
selected by the POP committee from 
applications. Watch for an announce-
ment of the application procedure in an 
upcoming issue of the journal.

Watch for continuing updates on POP-sponsored programs in every issue of the American Woodturner.

Fellowship Grant, Artist Merit Awards, and POP-sponsored 
presentations at the annual symposiums. In Richmond, the
number of lectures, discussion panels, and presentations on 
professionalism will be expanded. A rotation room will be 
devoted to POP-related topics during every session. Wide-
ranging topics from business issues to thought-provoking 
aspects are sure to be useful to those striving to take their work 
to the next level.

AAW members should consider the POP as a resource for 
all seeking a greater understanding of professionalism within 
the field of contemporary woodturning and for improving our 
community’s growth.
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Doug Finkel
Gloucester, Virginia
Bowl Talk: Decisions, Decisions
The Palmer Sharpless 3-Ring Circus

Why not just stick a log up 
on the shelf and admire its 
beauty? But what fun is 
that? The AAW symposium 
is not just about imagin-
ing possibilities but about 
expanding them and 
seeing them come to life. 

It is a unique chance to explore and discover 
things about ourselves.

Awealth of woodturning experiences in the Commonwealth of Virginia are planned for 
AAW members attending the 22nd Annual AAW National Symposium in Richmond. Be 
sure to read comments from the 12 featured demonstrators on these pages. Then look for a 

complete list of more than 20 demonstrators in the Spring 2008 issue. 
The complete symposium schedule will feature more than 120 rotations, a dozen more events 

targeted for professional/studio turners, and Special Interest Night for penturning, segmented work, 
ornamental turning, and more. Join us at the Greater Richmond Convention Center.

wealth of woodturning experiences in the Commonwealth of Virginia are planned for 

Uncommon
   Experiences

22nd Annual AAW National Symposium in Richmond • June 20–22, 2008

Mark Gardner
Saluda, North Carolina
Turn a Hollow Form
Surface Embellishment
Turn a Square Bowl with 3 Axes

Ready to expand your reper-Ready to expand your reper-Ready to expand your reper
toire of turning techniques? 
There is no better place 
than the AAW symposium 
to discover new ways to 
use the lathe to work wood. 
My demonstrations are de-
signed to inspire you to take 
your work to a new level. I’ll 

share with you the techniques I use, many 
of them unconventional, for creating unique 
works on and off the lathe. Use the lathe as 
a shaping tool, not necessarily as a tool that 
can produce only round, symmetrical ob-
jects. Why make round bowls like everybody 
else? Join me in being square...for a change. 

Eli Avisera
Jerusalem, Israel
Bowl with Inlaid Leaf Patterns
Texturing & Coloring of Boxes & Tops
Making a Star-Segment Inlay

I am bringing along a wide 
range of techniques and 
ideas for woodturning, 
which I will be happy to 
share with fellow turners. 
Among the techniques are 
unique sharpening 
methods and usage of 
tools that you can incorpo-

rate into texturing, inlay, and more.

Benoît Averly
St. Point, France
Little Boxes the French Way
Textured Hut Boxes
Woodturning in France

Have you ever turned 
boxes with the French ac-
cent? Well, if you want to 
discover where I put that 
accent on my boxes, come 
to my demos! From small 
boxes to bigger textured 
ones, I will show you my 
way of achieving them. 

Exploring technical points and talking about 
design, I am sure we will have a good time 
together. 

And if you are curious about woodturning 
in France, come view the slide show 
I’ll present. I’m looking forward to sharing 
with you in Richmond! 

Todd Hoyer
Bisbee, Arizona
Wood and Its Characteristics
Vessel Orientation
Turning Crotches

Now that you under-Now that you under-Now that you under
stand the use of all your 
woodturning tools and 
lathes, do you understand 
the turned material? My 
lectures and demos will 
help you learn how to 
approach and orient differ-approach and orient differ-approach and orient differ
ent woods, incorporating 

their unique qualities on a turned form.

Myron Curtis
Virginia Beach, Virginia
Shop-Made Turning Tools
Repetitive Architectural Turning
Accurate Turning of Spheres and
   Convex Shapes Using Tangents

The solution to techni-
cal problems involved 
in the production of 
architectural turnings 
is what keeps me 
interested and excited 
with woodturning. Many 
technical problems 
require the design and 

fabrication of shop-made tools. 
I will demonstrate making tools and 

then use them in repetitive turning and 
in turning spheres. We’ll discuss steel, 
handles, design of the cutting edge, and 
my simplified sharpening technique. 
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Binh Pho
Maple Park, Illinois
Turn a Thin-Walled Bowl
Surface Design with Airbrush and Piercing
Transforming the Inspiration to Your Work

If you think turned forms 
and the beauty of the wood 
are all turning is about, 
think again! Come to my 
rotations and I will show 
you the power of imagina-
tion. Combining the techni-
cal aspects of woodturning 
and your inspiration, you 
can give soul to a piece, 

expressing dreams, expressing yourself, and 
taking the audience on your journey.

Al Stirt
Enosburg Falls, Vermont
Turned and Carved Square Platter
Turned, Painted, and Carved 
     Sgraffito Platter
Open-Bowl Turning/Balancing the Grain

After turning for more 
than 35 years, I’ve come 
to realize that design is 
my paramount concern. 
I’ve found it impossible 
to separate aesthet-
ics from technique. 
Without the appropriate 
techniques, good design 
is impossible. Without 

good design, technique lacks meaning.
In all my demonstrations, I’ll emphasize 

both skills and concepts that can help you 
expand your design vocabulary. I’ll demon-
strate several simple methods that you can 
use in making your own pieces.

I think my demonstrating and teaching are 
most useful when they help others find their 
own voices. 

Special Events 
in Richmond

In addition to a loaded schedule of 
demonstrations and panel discussions, there 
are plenty of special events awaiting you in 
Richmond. Be sure to allow extra time beyond 
your symposium sessions to explore these 
shows and special events.

Turned for Use II
Turned for Use II, the AAW’s 2008 juried 
exhibit, will focus on usable turned items. The 
pieces will be on display at the nearby 
Gallery5 in Richmond.

The Sphere
Building on the success in Portland of a well-
received show, Japanese Bowl—A Western 
Perspective, the Professional Outreach 
Program (POP) will sponsor The Sphere, an 
exhibit representing the work of more than 50 
invited woodturners. These spheres (up to 6"
diameter) will be auctioned at the symposium. 

Resident Artist
The resident artist program is a new feature 
for this year’s symposium. For details about 
the work of Louise Hibbert and Sarah Parker-
Eaton, see page 15. 

For more details on the AAW symposium, 
see woodturner.org/sym/sym2008.

AAWWEBAAWWEBAAW

Jacques Vesery
Damariscotta, Maine
Concepts in Design
Creating a Canvas of Good Form
Texture and Color Become Second Nature
Attention to the Little Things in Life

An engaging conver-An engaging conver-An engaging conver
gence of color, texture, 
and proportion in any 
object forms a unique 
spirit and soul. C’est 
très important pour moi. 
By sharing my thoughts 
and techniques—espe-
cially on design—I hope 
to be your guide to 

looking at woodturning in a different way and 
a possible path to new growth in your own 
creations. Join us in Richmond for a great 
weekend of inspiration amongst the nicest 
caring and sharing community of people 
I have ever met!

Richard Raffan
Canberra, Australia
Back to the Basics
End-Grain Box
Bowls

In my demos you’ll see 
Raffan books and DVDs 
come to life. I’ll talk about 
curves, design, form, and 
function. However, I’ll con-
centrate on how I use
gouges, scrapers, chisels, 
and chucks. Whilst I turn 
you’ll get a running
commentary on what I’m 

doing and why. And I’ll show you how to 
have a catch whenever you choose.

Hayley Smith
Bisbee, Arizona
Design: Whatever Turns You On!
Design: Revolving, Evolving Ideas
Surface Treatments: Texture & Color

Come share my turning 
journey, and allow me to 
illustrate for you the design 
lessons I have learned. 
Every turning is a balanc-
ing act between wood and 
its applied elements: 
texture, color, and some-
times other materials. 
When do these elements 
add to a turning? When do 

they detract? A woodturner’s most important 
tool is not found in the tool rack. Your best 
tool is to be found everywhere other than on 
the rack. I shall ask lots of questions, hope 
to generate many more, and perhaps find 
some answers along the way. Then I’ll show 
you my tools!

Accommodations 
The Richmond Marriott will host the AAW symposium. 
Room rates are $115 for a single/double. Be sure to 
mention the AAW when you call for reservations at 
804-643-3400.

Overflow hotel: Omni Richmond Hotel (804-344-7000); 
$119 for a single/double.

Dale Larson
Gresham, Oregon
Reading the Tree 
Drying Bowl Blanks Successfully 
Turning Spheres by Eye 

The 1989 symposium in 
Seattle certainly changed 
my life. It was the first time 
I watched other turners. It 
literally opened my eyes to 
the world of woodturning. 
Come to Richmond, and 
the AAW symposium will 
change how you view 
turning. You will meet 

turners from all over the world and see their 
methods and ideas. It is a great opportunity to 
make friends and get excited about turning. 

I will show you how to read a tree and then 
to cut the prettiest bowl blank out of the tree. 
Come and learn to make the bowl you want 
from the best piece of wood in the tree. 
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The Little 
Woodturning 
Show That 
Could
When a television crew 

at a scrappy Oklahoma 
public television station 

set out to create a woodturning 
how-to series, little did they know 
their baby would jump right into 
major markets within its first year.

Now entering its second season, 
“Woodturning Workshop” 
(WTW) is a public television series 
dedicated to the enjoyment of 
woodturning. As projects unfold, 
viewers are treated to thoughtful 
photography, detailed instruction, 
and succinct advice.

WTW has been broadcast in 89 
markets across the U.S., including 
the nation’s three largest cities: 
New York, Los Angeles, and 
Chicago. During June 2007, WTW 
aired in 15 of the top 25 markets. 

Key ingredient: Crew 
understands turning
Rogers State University Public 
Television (RSU-PTV), an 
Oklahoma station in Claremore 
(outside of Tulsa), produces the 
show. “We think of our station 
as the little engine that could,” 
says production manager Dale 
McKinney. “We take great pride 
that with such a small staff and 
budget we can produce such a 
high-quality program.”

Quality is the name of the 
game when it comes to bringing 
the technical and subtle craft of 
woodturning to the small screen. 
Producer/host Tim Yoder and 
director/photographer Bryan 
Crain work countless hours 
planning, shooting, and editing 
each project. 

Tim isn’t a typical DIY host: You 
see him turning all of the projects 
aired. In 2004, his AAW chapter, 
the Northeastern Oklahoma 
Woodturners Association, named 
him Woodturner of the Year. Tim 

started turning 12 years ago (he 
fell in love with woodturning 
while filming Ron Fleming) and 
has since taught several adult 
turning classes. He is a twice-
Emmy-nominated television 
photographer with more than 
27 years experience. 

Bryan worked for a local NBC 
affiliate as a news photojournalist 
and later as their senior promotions 
producer before becoming the 
promotions producer at RSU-PTV. 
His duties also include producing 
and writing special projects.

“I think what makes WTW 
special is our combination of 
television and woodturning 
experience,” Tim says. “Add into 
the mix Bryan’s photography skills, 
and the projects come to life.”

“And how many show hosts 
do you know that also edit their 
own programs?” Bryan adds. “I’ve 
worked with Tim for several years 

A tiny public 
television station 
goes nationwide 
with its turning 
series
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Bryan Crain films host Tim Yoder turning a base 
for an elevated platter for the second series 
of “Woodturning Workshop,” a television series 
produced by Rogers State University Public  
Television. Tim used his own shop for the filming.
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now, and his history of working 
behind the camera is what makes 
the show what it is today. We have 
great communication, and it shows.” 

Tim and Bryan also share a 
quirky sense of humor, which 
usually finds its way into each 
show. “We try to put our own 
personal touch on the show; it 
keeps things fun,” Bryan says.

It is this understanding of how 
to use video to teach, along with 
Tim’s easygoing style, that make 
WTW a fun and informative 
show. Whether it is watching the 
shavings fly or Tim reminding 
you to “sneak up on a bead,” every 
moment is designed to keep the 
woodturner’s attention. 

Pay-it-forward attitude
Woodturning to Tim is a “pay-it-
forward” hobby. “I’ve never met 
a turner who was not willing to 
show me a technique or share 
ideas,” Tim says. “I wanted a 
chance to return the favor, and 
WTW was the perfect opportunity 
to share this great craft with a 
whole new audience.”

It was while shooting the 
first season in late 2005 that 
the National Educational Tele-
communications Association 
(NETA) asked permission to 
distribute the show to PBS (even 
before it aired on RSU-PTV). 
Through NETA, the show has 
access to 355 public television 
stations, which combine for nearly 
87 million viewers each week.

“We were very flattered and 
excited by the opportunity,” Tim 
says. But for a first-time host the 
heat was on. “Here I am in front of 
the camera for the first time in my 
27-year television career, and I get 
a crash course in hosting in front 
of a national audience.” 

Tim has received several 
hundred e-mails since the 
launch of WTW, and the positive 
feedback has been overwhelming. 

The station is in the process of 
posting turning information on 
its website (rsupublictv.org) about 
the show’s projects. Resources 
include woodturning FAQs, project 
material lists and instructions, 
downloadable clips of segments, 
and information on how to 
purchase episodes.

WTW Season 2 is in the can with 
more projects for the novice and 
advanced turner. Projects include a 
tiered platter, relief turning, duck 
and turkey calls, giant ivory palm 
nuts, and an heirloom-quality 
chess set.

All proceeds through DVD sales 
and underwriting get plowed back 
into the WTW production budget. 
As the show grows, the crew hopes 
to travel throughout the nation to 
highlight master woodturners and 
woodturning events.

 
The second season of “Woodturning 
Workshop” will be distributed in early 
2008. Look for it on your local PBS 
station. If your station does not carry 
the show, contact the local affiliate and 
request that they carry it. 

Using German ring-turning techniques, Tim 
created this maple-leaf paperweight.

Above: Tim designed a chess set, turned 
from cocobolo and canarywood, to avoid 
carving on the pieces. Above left: A basic 
salt shaker and pepper mill are featured in 
an upcoming segment highlighting kit parts. These duck calls are part of a 

segment on turned duck and 
turkey calls. Included in the 
30-minute show is a visit with 
a game-call expert.
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Most pen kits I’ve seen 
use metal or plastic for 
the grip section, but 

I miss the beauty of a wooden-
grip section. Metal grips add 
considerable weight to a pen. 
Weight isn’t the most important 
factor in selecting a pen; in fact, 
many people prefer some heft. But 
to me, light weight is a bonus.

If you’re ready to try a turned 
grip section from wood, the project 
on these pages shows you how to 
fabricate a closed-end fountain 
pen with a wooden grip. In a 
subsequent article, I will describe 
how to add a fully functional, 
flexible wood clip for the ultimate 
wood show pen. But for now, we 
will use the standard clips, simply 
replacing the stock metal finial 
with one turned from wood. 

This project is based on parts 
from a Gentlemen’s pen model. 
For the most part, you can apply 
these instructions to any other 
closed-end design. However, 
the grip section featured in this 
article is specifically for the 
Gentlemen’s kit, the Statesman, 
and some of the other large 
kits from Crafts Supplies USA, 

such as the Emperor, the Lotus, 
or the Imperial. A sidebar on 
page 25 details how to make a 
wood section for the El Grande, 
Churchill, or Ligero models.

In planning the design, there 
are some special considerations. 
When filling a fountain pen from a 
bottle, the end of the grip is inserted 
into ink. Because you don’t want 
ink soaking into the end grain, it’s 
important to completely seal all the 
wood surfaces. More about that later.

Get started
For turning tools, you’ll need a 
½" spindle gouge or skew, and a 
parting tool or square scraper. A 
diamond-point tool is handy for 
pen projects. For details on specialty pen projects. For details on specialty 

penturning tools, see the photo at 
right, which includes a pen mill, right, which includes a pen mill, right
shim tubes, Beall collet chuck, 
expansion mandrel, and other 
penturning tools.

Note: You can construct a shim tube 
by gluing a Slimline brass tube into a 
piece of scrap wood. The wood is then 
turned to just slip inside the larger 
brass tube used for this pen. This 
keeps the center shaft of the pen mill 
concentric with the barrel and the end 
perfectly square. Strictly speaking, for 
the pen body and cap, such shim tubes 
are not needed because the faces can be are not needed because the faces can be 
squared tight on the lathe.

The grip of each 
collet is 0.040"; 

Get a Grip
By Richard Kleinhenz

A pen mill (1) allows you to square the  
ends of the pen barrels. Make appropriate 
shim tubes (2) as needed. A Beall collet 
chuck (3) is the ultimate holding  
accessory, shown here with a homemade 
expansion mandrel (4). (A commercial  
version of this expansion mandrel is avail-
able from pen-supply catalogs.) At the 
bottom you see an industry-standard ER32 
collet (5) holding a pen mandrel (6) with 
bushings (7). You need two sets of  
bushings: Gentlemen’s bushings for the 
cap and Broker bushings for the grip  
section (shown).

wooden
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make sure you have the right size 
collet. My homemade mandrel is 
0.615" at the mounting end, so a 5/8" 
collet (a 16mm collet if you have a 
metric set) is right for me. Because 
each collet grips a range, it doesn’t 
matter whether your collets are 
imperial or metric sizes. 

This project requires more than 
a standard pen blank. You can 
turn the body and cap from one 
pen blank, but you’ll need an 
extra piece for the grip section and 
the cap finial. If you are cutting 
your own pen blanks, this does 
not present a problem, but if you 
purchase blanks you will need the 
equivalent of 1½ blanks. Carefully 
choose blanks that have similar 
grain. The project shown uses 
afzelia xylay, one of my favorites.

The photo above right shows the 
components required from the 
Gentlemen’s kit. Put the leftover 
body and cap finials into your 
spare parts box for another project.

Turn the pen body
Creating the closed-end body is 
relatively straightforward. Cut 
a 3" piece of pen blank, and use 
a 15/32" bit to drill it to the length 
of the body brass tube (2.36" for 
this project). Drill a second hole 
2.6" deep, using a #N drill bit, or 
5/16" if you don’t have letter bits. 
The holes should be concentric, 
so drill the second hole before 
removing the blank from the drill 
jig. This secondary hole allows 
a spare cartridge to be stored or 
accommodates a conversion pump. 

In the steps shown here, I do 
not use a tailstock. The Beall 
chuck eliminates the chance that 
the mandrel will come out of the 
headstock. If you use a drill chuck to 
hold the mandrel, you need to bring 
up a live center to prevent the chuck 
from coming out of the spindle. 

Coat the mandrel with wax; 
this will prevent the blank from 
sticking to the mandrel if you 
use cyanoacrylate (CA) glue for a 
finish. It is not necessary to use a 
pen mill to square the blank; we’ll 
do that later on the mandrel. 

Measure the trim ring that 
butts up against the open end; 
this one measured 0.598". It’s best 
to measure each ring. Be sure to 
use the same calipers on the pen 
barrel. Using a ½" spindle gouge or 
a 1" skew, turn to whatever shape 
pleases you (Photo 1). For a large 
pen, I prefer a rounded shape. The 
safest way to round over the end 
is with a diamond-point tool, but a 
spindle gouge or a skew works fine.

Make sure there is enough wall 
strength where the body brass 

tube ends. I aim for 0.050". The 
brass tube diameter is 0.450", so 
you want to measure at least 0.550" 
at that point. This still allows you 
to give the pen a nice shape with a 
slight taper in the upper part. Use 
calipers to bring the headstock 
end of the barrel to about 0.592"–
0.595", slightly smaller than the 
0.598" trim ring. Remember that 
the CA finish will build up a few 
thousandths. Square the open 
(left) end with a parting tool.

Apply the finish
For finish, apply the first coat of 
thin CA with 400-grit sandpaper. 
(Because CA is an irritant, I prefer 
low-odor CA.) While the lathe is 
running, work the CA into the 
grain, which creates a slurry that 
seals the wood and fills small 
holes or torn grain. When the 
finish dries, sand down the CA 
completely to bare wood, which 
removes any cloudy film sitting on 
the surface. 

1
With a ½" spindle gouge or 1" skew, turn the 
pen barrel with a rounded end. 

1 This pen project requires 
1½ pen blanks and just the 
Gentlemen’s parts shown 
above. Discard extra parts from 
the pen kit.
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With the lathe running at a low 
speed, drizzle CA on the blank, 
and spread with your finger 
wrapped on a polyethylene bag. 
Repeat this process to build three 
or four coats of finish.

Scrape and polish 
By the time you’ve applied three or 
four coats, the surface should be a 
little bumpy. If you start sanding 
this, there is a good chance that 
you’ll sand through some of the 
low spots before removing all of 
the high spots. With a skew, gently 
scrape the CA, taking off fine shav-
ings (Photo 2). You want to remove 
all the high spots; generally 60–80 
percent of the surface will be dull. 
Then return to 400-grit sandpaper 
and remove all the shiny spots. Do 
not wrap the sand paper around 
the body; you have to allow dust to 
fall off. 

Here’s the sanding technique 
that works well for me: While I 
hold the sandpaper in my right 
hand, my left index finger rides 
the blank to feel for bumps and 
monitor the temperature. At 
this step, the surface needs to be 
completely dull; any shiny spots 
are low and will show up later. 

Finish up by sanding the 
barrel lengthwise with the lathe 
stopped; turn the spindle by hand. 

Now step through Micro-mesh 
1500, 1800, 2400, 3200, and 4000 
finishes. At each step, polish out 
the lengthwise scratches from 
the previous step on the running 
lathe, and then finish up with 
new lengthwise strokes before 
switching to the next finer size. 
Concentrate on the end of the 
barrel throughout the polishing; 
it spins slower than the rest of the 
pen and it’s easy to end up with a 
duller finish there.

Finally, remove the collet 
chuck from the lathe and buff 
on a buffing wheel charged with 
white diamond. (The collet chuck 
makes a convenient handle.) For 
most projects, white-diamond 
compound is all that’s needed 
to bring up the luster. If a defect 
appears, go back to a Tripoli 
polishing bar, and then repeat with 
the white diamond. 

 Finally, retrim the open end to 
produce a square shoulder (usually 
a little CA needs to be removed).

 
Turn the cap
Prepare the cap barrel blank in the 
conventional way. Cut to the brass 
tube length (2.05") plus ¼" and 
drill a 37/64" hole. With the drill bit 
shoulder flush with the blank, use 
the brass tube to mark the drilling 
depth (Photo 3). You can drill this 
hole at the lathe or with a drill 
press. Take care to avoid exiting 
the cap.

Cut the drilled blank to the brass-
tube length. Glue in the brass tube 
using 5-minute epoxy. Square the 
ends using a pen mill or a disk/belt 
sander with a squaring jig. Turn 
between bushings to final diameter 
0.650" (Photo 4). Apply a CA finish 
following the step-by-step process 
described earlier. 

3
Use the cap brass tube to precisely mark 
the drilling depth. 

4
With the cap mounted between bushings, 
turn the stock to a 0.650" diameter.

6
Reduce the diameter to 7/8", which will slip 
into the cap brass tube. 

5
Part off the finial cap, leaving a ½"-long 
tenon. 

2
With an old skew gently scrape cured 
cyanoacrylate (CA) from the body.
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Make the cap finial
The cap finial is turned from a 
1" to 1½" pen blank. The exposed 
finial is about 3/8" high, and you’ll 
need a 3/8" to ½" tenon inside the 
cap. There are plenty of techniques 
for this key detail, but I prefer 
holding this small cap in a 4-jaw 
scroll chuck. 

Drill a 13/32" hole to a depth of 
1", measured at the shoulder of 
the drill bit. Using a spare tube 
or the pen barrel to check the fit, 
turn a tenon that slips into the 
tube with a 7/8" length. It’s OK to 
be a little undersized at the open 
end, but you need a precise fit 
at the shoulder to ensure proper 
centering of the clip attachment 
ring (Photo 5).

Switch to the Beall collet chuck 
and appropriate collet, and reverse 
the finial. The wall thickness of the 
tenon tube is about 0.06". Turn the 
finial to the desired shape; I like a 
3/8" height for the finial. (The dome 
diameter needs to match the pen 
barrel, i.e. 0.650". Beyond that, the 
shape is arbitrary.) 

Finish with thin CA as described 
above. Then resquare the shoulder, 
taking care to remove any CA  
that oozed around during the 
finishing step. Part off the cap 
finial, leaving about ½" of the 
tenon. (Photo 6).

Before assembly, turn down the 
centerband fitting for a slip-fit. 
I chuck up a center coupling in 
the appropriate collet and screw 
the centerband fitting onto that. 
A scraper easily turns down the 
black plastic and the metal part 
(Photo 7).

Assemble the cap by epoxying 
in the centerband fitting, finial, 
and clip. Be sure to get some epoxy 
under the clip ring to prevent it 
from rotating later.

Make the grip
Unscrew the nib from the grip 
section (it comes out as one 
assembly). Use a 19/64" punch (a 
transfer punch set in 64ths is a 
great tool to acquire for general 
pen disassembly) plus a hardwood 
block with a 10mm (25/64") drilled 
hole to carefully knock out the 
threads from the stock grip section 
(Photo 8). Tap lightly or you may 
damage the internal threads of the 
piece you are removing.

After removing the threaded 
piece, screw the nib assembly 
into the threads to check the fit. 
Since the grip section needs to 
pass through the cap threads, you 
need to measure the ID of the cap 
threads, or measure the front of 
the original metal grip. On the 
Gentlemen’s kit, this is .440": This 

is the maximum diameter you can 
allow for the wood grip.

Cut a 3/4" section off a spare tube 
for a Broker pen. These tubes are 
available from Craft Supplies USA 
or Woodcraft as spares for the 
original Wall Street pen. A small 
miter box (Photo 9) is the best tool 
I found to cut brass tubes. Exacto’s 
razor-saw and miter gauge (about 
$14), used by model railroaders, are 
available at many hobby stores.

Cut a 3/4" long section of wood, 
and drill with #U (0.368") bit. It 
is important to get an excellent 
glue joint here, so take all the 
precautionary steps: Sand the brass 
tube slightly, cover the brass tube 
with glue, cover the inside of the 
drilled hole with glue, and insert 
with a twisting motion. Unlike 
most other pen parts, this glued 
tube has an unbalanced load on it, 
and must be perfect to not come 
loose in time.

After the glue dries, scrape glue 
residue from the inside of the brass 
tube using a round file or the small 
blade of a pocketknife. Square the 
ends down to the brass tube.

7
With a scraper or parting tool, reduce the 
centerband fitting for a slip-fit.

9
To knock out the threads from the grip, use 
a 19/64" punch and block with a 10mm hole. 

8
A model railroader’s miter box is ideal to cut 
brass tubes to length.



24 American Woodturner Winter 2007

Now comes another critical step: 
Because you will insert the end in 
ink while filling from a bottle, it 
must be sealed well. I do this by 
running a small bead of thin CA 

around the brass tube (Photo 10). 
Once it dries, resquare using the 
pen mill, being careful to leave a 
continuous film of CA.

Now turn the barrel. Use the 
0.425" bushings from a Broker pen. 
Check the sizing frequently with 
calipers; turn to 0.44" or slightly 
under. It’s actually better to turn 
slightly under 0.44" and build 
back up with CA; that way, you 
can be sure you have a good seal 
all around. Avoid gluing the grip 
section to the bushings by coating 
the bushings with wax before you 
start.  This is especially important 
with a small piece like the grip 
section. The final diameter of 0.44" 
is critical. If you go above that, 
the grip may not pass through 
the cap threads. If you reduce the 
diameter too much, the thread pre-
alignment suffers, it’s harder to 
start the thread, or easier to cross-
thread the pen. 

Turn a slight hourglass shape 
to the grip (Photo 11). The drilled 
hole was nominally 0.368" so you 
can turn down to just above that. (I 
routinely go down to 0.385".) Finish 
with CA as described earlier.

Adapt the nib
First remove the nib. By squeezing 
the two wings of the nib and 
rocking back and forth, you can 
remove the nib and feed (the 
feathery part), leaving the nib 
housing (Photo 12). 

The nib housing has three 
diameters—the main barrel is 
about 0.295", a short section that 
tenons into the original metal grip 
section is 0.375", and a slightly 
larger disk you won’t need to 
change. Turn down the tenon to 
fit into the grip made earlier. The 
Beall collet chuck with a 5/16" collet 
provides the simplest way to hold 
the nib housing (Photo 13). 

10
To prevent ink from entering the grip section when reloading the fountain pen, follow the  
3-step process: square, soak with CA and leave bead, and resquare the bead.

11
Turn the grip between centers and finish 
with thin CA glue.

12
Screw the nib housing into the threaded  
fitting knocked out from the original grip.

13
Hold the nib housing in a Beall collet chuck 
and reduce the tenon to 0.336". 

14
When reassembled, the new parts are ready 
to thread into the body.

Square the end

Soak the end with CAResquare the bead
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Modifying the El Grande 
for a Wood Grip
A similar grip modi�cation is possible on the El Grande family 
of pens (El Grande, Churchill, Ligero), and perhaps other kits. 
On those models, there is little or no weight-saving since the 
grip section is plastic, but the modi�cation shows 
more wood. 

Remove the nib and feed by squeezing on the 
wings of the nib and rocking the nib and feed out 
as described for Gentlemen’s pen. Your goal is 
to turn down the plastic grip to slip a Broker tube 
over it, which has a turned and shaped grip sec-
tion as above. 

The outer diameter of the grip section should 
be 0.433" to clear the cap threads and ensure 
thread prealignment. The Beall collet chuck 
comes in handy because it grips the extension 
just behind the threads. 

To avoid damaging or collapsing the section, I 
turn a small insert (you can use hardwood, brass, 
or aluminum). You cannot use a live center  
directly in the other end of the section because 
an internal flat (there to align the feed section) will 
push the point off-center and it will not run true.

Note that there is a small recess that is 
circular and concentric; I missed this detail until 
fellow penturner Perry Copus pointed it out to 
me recently. This recess is enough to make a 
centering disc. For this step, I used 3/8" aluminum 
rod. Use a centering drill with 60-degree counter-
sink. (A centering drill is a short specialty drill that 
is used widely in metalworking and is available 
in machine-shop supply stores.) If started a bit 
off-center, the bit will pull itself into the center 
(Photo 15).

Drill deep enough to create a conical surface. 
Now part off about a ¼" disc. Reverse it in the 
collet. With a parting tool, turn a small 0.335"- 
diameter tenon about 0.020" wide. (Photo 16).

This 0.335" diameter is the ID of the Broker kit 
brass tube (Photo 17) that will support the turned wood section 
You can use the original plastic section for test �ts. 

This little disc will now be the outboard support. Now you can 
turn the section down for a slip-�t of the Broker brass tube, and 
epoxy it in place.

Within the El Grande family, the Ligero is actually the most 
suitable for this modi�cation because there is no load on the 
turned wood. —Rich Kleinhenz

Use a parting tool to trim the 
short tenon to 0.336". Remove the 
nib housing from the collet to check 
the fit into the Broker brass tube (it 
remounts in the collet with sufficient 
accuracy) or measure the tenon.

  
Assemble the pen
Reinsert the nib and feed. Notice 
there is a flat inside the housing. 
The feed can only go in one 
position. The nib and feed should be 
fully seated.

Dry-assemble the parts. The 
threads removed from the original 
grip should screw into the nib 
assembly smoothly. Be careful 
when threading. The nib assembly 
is soft plastic, and the threads are 
fine. You’ll notice the threaded 
piece is slightly loose in the brass 
tube—that’s OK. Use 5-minute 
epoxy inside both ends of the 
turned section and screw the pieces 
together (Photo 14). You can still 
remove the nib itself and swap 
to a different size or a 14k nib by 
removing it and the feed.

When you glue up the grip section, 
orient it to show the nicest grain 
lined up with the nib. With a closed-
end pen, you can easily damage the 
closed end during assembly, so make 
sure the anvil of your press has a soft 
liner. (I like turning down the metal 
tenon of the center coupling for a slip-
fit and gluing it in place.)

Use epoxy to glue the center 
coupling into the pen body. Screw 
the grip section into the center 
coupling first, then glue the center 
coupling into the body. Select the 
best grain to line up with the nib.

That’s it! This lightweight, large 
fountain pen shows off wood like no 
other. It weighs about half as much 
as a standard kit Gentlemen’s pen. 

In the Spring 2008 issue, Richard will 
show a modified cap that uses a fully 
functional, flexible wooden clip.

Penturner Richard Kleinhenz 
(woodnpen@optonline.net) lives in 
Wappingers Falls, NY. 

15
A centering drill is ideal for 
drilling aluminum rod.

16
Turn a 0.335" tenon about 
0.020" wide in the insert. 

17
Grip the El Grande section in 
a collet, add the little support 
disk, and use a live center in the 
dimple. Turn away the contoured 
grip to a .335" diameter for a 
slip-fit Broker tube.
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Brush Up 
    on Your Turning

Dust has been around 
since the beginning of 
time. And for reasons not time. And for reasons not 

completely understood, some folks completely understood, some folks 
make it a lifetime goal to eliminate make it a lifetime goal to eliminate 
dust from all surfaces.

Woodturners to the rescue! 
You can turn any one of these 
brushes for dusting or any number brushes for dusting or any number 
of household chores. They’re 
especially handy to sweep those 
crumbs from computer keyboards.crumbs from computer keyboards.

You, on the other hand, may see You, on the other hand, may see 
a barbecue brush leaping off this 
page. All right! Whatever style 
strikes your fancy, the end product strikes your fancy, the end product 
makes a great gift item for friends makes a great gift item for friends 
and family. 

The turning is straightforward 
and can be completed quickly and and can be completed quickly and 
efficiently. Some of the examples 
shown here are tastefully accented shown here are tastefully accented 
with just a touch of chatterwork. 
Others incorporate a second wood.Others incorporate a second wood.

Like most any project, there are a Like most any project, there are a 
number of methods you might use 
to make these brush handles. The 
shape of the handles and types of 
brushes you turn are limited only 
by your own imagination. 

As a production woodturner, I 
focus on what I know to be quick 
and efficient to turn. And to what I 
know will sell. These sell.

Get startedGet started
For lathe tools, you need a 1¼" 
spindle roughing gouge, 3/3/3 8/8/ " spindle 
or detail gouge, and 1¼" skew. 

At the lathe, you’ll need a Jacobs 
chuck, a live center, and a Forstner 
bit to match the tufts.

 Be sure to order the tufts in 
advance of starting your handle 
projects. Two sources are Craft 
Supplies (woodturnerscatalog.
com) and Woodchuckers’ Supplies 
(woodchuckers.com). The tufts 
of Chinese hog bristle come in a 

variety of sizes from variety of sizes from 5/5/5 8/8/ " (about $6) 
to 13/3/3 8/8/ " (about $10), large enough 
for heavy duty-dusting and 
cleaning. Some bristle tufts are 
sold exclusively for dusting while 
others have been sterilized for 
kitchen use. 

 Before you start turning a 
fistful of handles, use scrap or 
inexpensive material until you 
become comfortable with the 
turning steps. I almost always 
use poplar or soft maple for my 
prototypes. 

By Nick Cook

By incorporating bristle tufts in diameters 
from 5/8" to 13/8", you can turn a variety of 
brushes for household and kitchen use.
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Then select a hardwood for 
turning your handle. For all but 
the 13/8" brush tufts, I use material 
that measures approximately 1¼" 
square. A 7" to 12" finish length is 
popular for basting brushes. 

For dust brushes with 13/8" tufts, 
select stock that is 2" square. The 
step-by-step photos on these pages 
show a 10"-long basting brush with 
7/8" tufts.

Shape your handle
Locate and mark the centers on 
each end of the blank. Then make 
a dimple with either an awl or an 
automatic center punch at each 
end. Next, mount a 7/8" Forstner bit 
in a Jacobs chuck and place it in 
the Morse taper of the headstock. 

Mount the turning blank 
between the Forstner bit and the 
live center in the tailstock. Lock 
the tailstock in place on the lathe 
bed and advance the quill to where 
the live center supports the right 
end of the workpiece. 

Adjust the tool rest to a position 
parallel to and approximately 1" 
from the workpiece. Lock the tool 
rest in place. 

Use the adjustable wrench to 
hold the workpiece with handle 

resting on the tool rest. Turn on the 
lathe at approximately 500 rpm  
and advance the quill into the 
turning stock (Photo 1). After you 
drill to the depth of about 5/8", stop 
the lathe and remove the wrench 

from the workpiece. This will be 
the socket to accept the brush tuft. 
Adjust the tool rest to a position 
parallel to and about 1/8" from the 
workpiece. The Forstner bit will  
act as a drive center for shaping 
the handle.

Turn the lathe speed up to a 
comfortable speed and use a 1¼" 
spindle roughing gouge to rough 
down the workpiece to a fully 
rounded cylinder (Photo 2). Then 
switch to a 3/8" spindle gouge or 
skew to make a peeling cut across 
the left end of the workpiece where 
the tuft will be inserted (Photo 3). 
Now you can shape the rest of the 
handle to suit the intended use 
and fit of the hand (Photo 4).

Use care near the end with the 
tuft hole to avoid cutting into 
where the tuft will be fitted. 

3

Use a spindle roughing gouge to turn the 
square workpiece into a cylinder.

2

With a skew, make a peeling cut across the 
bristle end of the handle.

4
Complete most of the detail work with a 3/8" 
or 1/2" spindle gouge.

1
Use an adjustable wrench resting on the 
tool rest to hold the workpiece while drilling 
a socket in one end.
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With a skew, separate the waste from the 
tailstock end.

7

Sand and finish
After turning the shape you desire, 
sand the handle with 150-grit 
sandpaper (Photo 5). Continue the 
smoothing process by working 
through 180 and then 220 grits. To 
eliminate cross-grain scratches, 
stop the lathe and sand with 
the grain with 220- and 320-grit 
sandpapers. (Wipe the handle with 
mineral spirits to reveal scratches.) 

Custom 
Artist’s 
Brushes
Tim Heil, a member of the 
Minnesota Woodturners 
Association, has turned 
several artist’s brushes. His 
search for ferrules and tufts 
took him to the FM Brush 
Company (fmbrush.com), where 
Tim learned about wild boar hair 
from China and kolinsky mink 
hair (sable) from Siberia. “The 
brushes I got from Tim are excel
lent,” says Remedio Rapoport, a 
Portland painter. “Tim’s handles 
are wonderful because normally 
this type of specialty brush is only 
available with the metal ferrule 
holding the hairs in place without a 
wooden handle. The rounded shape 
is useful as the brush is often given 
small twists to pull long, straight lines.”

6
Sand the handle with 150 grit, then 180 grit 
and finish up with 220 grit.

5
Apply a penetrating oil with paper towels. 
(Cloth rags present a safety hazard.) 

High on Hog Bristle
When you browse woodturning catalogs 
for brush tufts, you’ll find hog bristles to 
be the most popular offering. Hog bristle 
(or Chung King) is fairly expensive and 
scarce; it is the best natural material for a 
wide variety of brushes. Tufts of Chinese 
hog bristles have been used for more 
than a 100 years to make brushes used 
for painting, dusting, and basting. Each 
strand of bristle has a natural taper from 
the butt end to the tip. The tip of each 
bristle is naturally split into two or more 
branches called the flag. It is resilient and 
the stiffest natural material available. Hog 
bristle does not produce static electricity 
and is nonconductive. —Nick Cook

Apply your favorite finish. I 
apply a coat of penetrating oil 
(Behr’s tung oil finish is my 
current favorite) because it goes 
into the wood and does not merely 
lay on the surface (Photo 6). Sand 
again with 320-grit sandpaper 
and apply a final coat of finish as 
directed on the product label.

After the finish is dry, apply 
wax and buff the surface. Use a 
skew or spindle gouge to separate 
the handle from the waste at the 
tailstock end (Photo 7). Lightly 
sand and finish the end.

Blow out any dust or debris left 
in the tuft socket. Then apply either 
epoxy or thick cyanoacrylate (CA) 
glue to the inside of the socket, and 
push the tuft in until it bottoms 
out. Avoid using too much glue, as 
it is difficult to remove squeeze-out 
after you have fitted the tuft in the 
brush handle. 

Nick Cook (nickcook@earthlink.net) is 
an American Woodturner contributing 
editor. He lives in Marietta, GA.

P
ho

to
: P

ai
ge

 D
eW

ee
s

Tim Heil, a member of the 
Minnesota Woodturners 
Association, has turned 
several artist’s brushes. His 
search for ferrules and tufts 
took him to the FM Brush 
Company (fmbrush.com), where 
Tim learned about wild boar hair 
from China and kolinsky mink 
hair (sable) from Siberia. “The 
brushes I got from Tim are excel-
lent,” says Remedio Rapoport, a 
Portland painter. “Tim’s handles 
are wonderful because normally 
this type of specialty brush is only 
available with the metal ferrule 
holding the hairs in place without a 
wooden handle. The rounded shape 
is useful as the brush is often given 
small twists to pull long, straight lines.”
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Pushing  
 the Limits

While walking through 
the Instant Gallery in 
Portland, symposium 

attendees were treated to another 
side of David Nittmann. Beside one 
of his signature basket illusions, 
David hung an acrylic painting 
entitled “Del Otro Lado Raya de 
Negro II,” which generated a buzz.

“Raya de negro“Raya de negro“  translates from 
Spanish as the thin black line,” David the thin black line,” David the thin black line
explained. “For me, this is the 
edge between the known and the 
unknown. Only when you cross the 
line do you discover its location. My 
pursuit as an artist is to constantly 
push the limits of the known, allowing 
the unknown to penetrate the work 
and find balance on the edge. 

“Using three-dimensional artworks 
as inspiration for two-dimensional 
representation is such a challenge.”

During the Instant Gallery critique, 
David couldn’t resist commenting 
on one member’s left-handed 
compliment, “Gee, I didn’t know you 
were an artist, too.” For David, “This 
speaks to the misunderstanding of 
wood art in the world today and how 
two-dimensional art has respect that 
we struggle to find in our 
woodturnings.” 

29

“Del Otro Lado Raya de Negro II” (Beyond 
the Thin Black LIne—Variation II). Acrylic on 

canvas; 24×32".

“Del Otro Lado Raya de Negro II” (Beyond 

“Raya de Negro” Basket illusion on 
European pear; 18"-diameter platter. 
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Every other year, the Ohio Valley Woodturners Guild organizes 
a symposium at the Higher Ground Retreat Center in suburban a symposium at the Higher Ground Retreat Center in suburban 
Cincinnati. This year’s was the fifth biennial event. The mid-

October event drew 250 attendees from 20 states.
Nick Cook and Mark Sfirri, two of the Turning 2007 demonstrators, 

critiqued the Instant Gallery. 

Turning 2007  
   Gallery

“The Tri Star” by Jim Dupler, 
Central Indiana Woodturners. Mahogany 
with ebony; 4½×9". A demonstration 
by Matthew Hill in 2006 inspired Jim to 
incorporate ebony lid accents. “This is an 
example of how even grain and even color 
make a strong statement,” Mark said. “It’s 
reminiscent of a Bruce Mitchell design,” 
Nick added.Nick added.

“Triad” turned on three centers by Barb Crockett, modified by Mark Sfirri, and embellished 
by Graeme Priddle. Barb started this 4x9" cherry bowl during a Jean-François Escoulen class 
at the Arrowmont School of Arts & Crafts. Mark Sfirri, who assisted Jean-François, encour-
aged her to whack away on the rim. The bowl sat in her studio for a year until Graeme Priddle 
added surface decoration. Barb is president of the Central Ohio Woodturners (Columbus).

Cherry bowl, 4×10½", by Mac Ray, 
Maine Woodturners. “This is an 
exquisite bowl,” Mark declared. “The 
matte finish has a great feel.” Nick 
praised the scale of the deeply tex-
tured 2¾"-wide band. To texture the 
band, Mac carved through several 
layers of black gesso.
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2

“3 Up, 1 Down” by Tim Janeway, Turners Anonymous (Pitts-
burgh). Found wood; 3¾×7½". Tim learned the technique by 
watching a Terry Scott demo at the Utah Symposium. “This sells,” 
Mark said. “I like the organic feet.”

“Wormhole Maze” by Arnold Ward, Ohio Valley 
Woodturners Guild. Maple; 10" sphere. Arnold captured 
�rst place in the master’s division of his chapter’s “Surface 
Texturing” contest with this solvable maze. “The inspiration 
comes from a maze I once saw as a child,” Arnold said. He 
used India ink to enhance the design. 

“Ballou’s Trough” by 
Lowell Converse, Ohio 
Valley Woodturners 
Guild. Pine; 5×9×14". For 
a 2×4×8" chapter contest, 
Lowell assembled and 
turned this piece using 
a Malcolm Tibbetts con-
cept as a springboard. 
“This really shows off the 
character of the wood 
beautifully,” Nick noted.

“Elm Rebirth” by Linda Suter, Ohio Valley Woodturners Guild. Elm; 9½×4½×1¾". 
Linda turned this bowl from a piece of �rewood. “The smooth surface in the bowl 
and the rough texture make this a really nice piece,” Cook said.
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North 
Coast Tree

Several years ago when I 
demonstrated for the North 
Coast Woodturners chapter 

in Ohio, I stayed at the home of 
George and Pat Raeder. While 
there, George presented me with 
his version of a turned Christmas 
tree. I saw a lot of beauty in this 
simple, yet intriguing, design.

George’s tree hung in my shop 
until the date for our holiday open 
house approached. As usual, I was 
looking for that elusive easy-to-
turn, inexpensive, fast-selling item 
as an ornament or bobble for a 

wrapped gift. George’s Christmas 
tree filled the bill perfectly!

You can make these trees either 
free-standing or as ornaments 
with screw eyes. 

Get started
To complete this project, you will 
need a 1/1/1 2/2/ " or 3/3/3 4/4/" spindle roughing 
gouge, a 3/3/3 8/8/ " spindle gouge, a 
standard parting tool, a 1/1/1 2/2/ " skew 
(optional), and a thin parting tool. 
The standard parting tool tends 
to tear the wood fibers a bit. For 
the clean and fine cuts required, 

the thin-walled 1//1/1 16/16/ " parting 
tool is ideal because the flutes tool is ideal because the flutes 
slice through the wood. Many slice through the wood. Many 
woodturning catalogs show this woodturning catalogs show this 
tool, which is often attributed to tool, which is often attributed to 
Nick Cook.

You can turn this tree to any You can turn this tree to any 
height. I’ve made them anywhere height. I’ve made them anywhere 
from 2" tall to about 8–9" tall. A from 2" tall to about 8–9" tall. A 

good size blank to start with is good size blank to start with is 
about 2×2×5". 

Turn your treeTurn your tree
With your center finder, With your center finder, 
locate the center of each locate the center of each 
end of your blank, and end of your blank, and 
place it between the place it between the 

centers of your lathe. Use centers of your lathe. Use 
the spindle roughing gouge the spindle roughing gouge 

to true up the blank. Then to true up the blank. Then 
switch to a 1/1/1 2/2/ " skew or parting tool " skew or parting tool 
to turn a tenon to hold the blank in to turn a tenon to hold the blank in 
a 4-jaw chuck.

If you don’t have a chuck, fasten If you don’t have a chuck, fasten 
a waste block to a small faceplate, a waste block to a small faceplate, 
and glue the tree stock to that. The and glue the tree stock to that. The 
end result will be the same; it’s just end result will be the same; it’s just 
a bit more time consuming.

With the tree blank held firmly 
in a 4-jaw scroll chuck, bring up 
the tail center for safety. Then 
shape the tree with a spindle 
roughing gouge. The top of 
the tree should be toward the 
tailstock and the bottom of the 
tree toward the headstock. The 
spindle roughing gouge is ideal for 
roughing stock, but used properly, P
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1
Use a spindle roughing gouge on its side to 
refine the shape of the finial. 

it is also a good tool for making 
long, smooth curves, or in this 
case, Christmas trees. 

When you have the shape of the 
tree about where you want it, use 
your spindle gouge to turn a small 
finial (about 1/2" or 3/8") on what will 
be the top of the tree (Photo 1). If 
you are going to make a hanging 
ornament out of this tree, now 
is a good time to pull back the 
tailstock and drill a 1/16" or smaller 
hole in the top of the tree/finial so 
that you can later insert a screw 
eye. Once completed, bring up the 
tailstock again.

Resharpen your spindle 
roughing gouge and then refine 
the shape of the tree. For this 
task, I have good results using the 
tool on its side. If you look at the 
gouge from its front, the spindle 
roughing gouge has two flat edges. 
(I find these to be the most useful 
for long, smooth curves.) Sand 
lightly with 120-grit or 150-grit 
sandpaper. 

Get in the groove
Now the fun part—cutting the 
grooves (branch rings) into the 
tree. Make your first parting cut 
at the base of the finial (top of 
the tree) and leave a tree trunk of 
about 1/8" diameter.

Make further cuts until you 
approach the base of the ornament 
(Photo 2). The trick is consistency. 

Each branch ring should be the 
same thickness as the previous 
one, and the trunk of the tree 
should be consistent. Light 
sanding is appropriate. But be 
careful, as the tree is delicate.

With a standard parting tool, 
form the base of the tree stand and 
then part from the lathe (Photo 
3). Insert a #2141/2 brass screw eye 
or snipped-off fish hook into the 
finial and your tree is nearly done. 

Color options
The wood’s natural look is fine 
as is, but I look for variations on 
a theme. One option is to stir up 
colored dyes and soak the trees in 
them. I’ve had good results with 
Arti Toymaker’s and TransFast 
dyes, available in powder form 
from most woodworking catalogs. 
When dry, spray the trees with 
lacquer and lightly buff.

 George pointed out to me 
that you could sand some of the 
dye from the outside of the tree, 
leaving the inner surface darker. 

Have fun making your trees, and 
let me know if you come up with 
any great variations.

2
Cut the branch rings with a thin parting tool 
and leave a 1/8"-diameter tree trunk.

Bob Rosand (RRosand.com) is an 
American Woodturner contributing 
editor. He lives in Bloomsburg, PA.

3
Create a stand for the tree and part the 
ornament from the chuck.
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Torah Rollers
When Temple Beth Tikvah 

in Wayne, New Jersey, 
decided to commission 

a new Torah (Jewish bible), I 
immediately volunteered to create 
replacement wooden rollers, or 
Eytz Chaim (“Tree of Life”), the 
temple scroll, which was much in 
need of new wooden rollers. In just 
20 years of use, many parts were 
already loose and needed attention.

A fresh start
Torah rollers are tools for storing, 
reading, and displaying the 
parchment scroll. The handles 
should be comfortable to grasp, 
warm to the touch, and visually 
pleasing. The plates need not be 
thick, but they must be strong 
enough to resist years of use as 
wheels. The plates nearest the 
handles must be sturdy enough 

By Peter A. Blacksberg

Eytz Chaim: Tree of Life

Congregants Bill Rothenberg, 
Fred Knopf, Harvey Hendler, 
and Robert Molnar read the 
weekly portion of the Torah.

Reprinted with permission.  
American Association of Woodturners
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Torah Rollers

to be used as a leverage point. 
Since the rollers act as axles when 
used on a table, all four outer 
plates have to be nearly the exact 
same diameter and be mounted 
perpendicularly to the shaft. A 
narrow “spacer” attached to the 
rod aligns the scroll as it is wound. 
Though commercially available 
Torah rollers may have a spacer, I 
wanted to capture the spacer so it 
would not slide up the shaft but 
turn freely.

Aside from any aesthetic 
choices, there were engineering 
considerations:
•How to fit the handle to the 
shaft? Since the entire weight of 
the Torah will be leveraged on 
the lower plates, the shaft was 
mortised into the handle to a 
depth of about 2". 
•How to mount the plates to 
ensure they will not spin on the 
scroll shaft? First, a wood spline 
was inserted into the shaft and the 
matching notch was made in the 
plate (as on a pulley). Flanges were 
created on the shaft, handle, and 

separator piece, providing a gluing 
surface on each side of the plate.
•How to space the plates for the 
interlocking plates (top of one set 
yet bottom of the other)? Though 
detailed plans were drawn, it was 
necessary to make model pieces to 
assess precise spacing, given the 
number of elements. 
•How to mount the spacer so it 
will turn but not slide? A groove 
was cut in the shaft after jigging 
up a wasteblock and drilling a 
hole through the block to assess 
the necessary depth. A pin was 
inserted in the side of the spacer, 
which rides in the groove. 

The Torah tradition
The Torah, a book form at least 3,000 
years old, consists of the first five 
books of Moses. It is read each  
Saturday during Jewish prayer  
sessions. The readings are broken up 
by week, and the Torah is rolled out 
onto a table as the text is read. 

Torahs are traditionally written in 
scroll form, resulting in a parchment 
roll nearly 100 feet long and weighing 
about 30 pounds. Each scroll is wound 
on two rollers approximately 36 inches 
in length. Wood plates on the top and 
bottom of each roller serve to keep the 
scroll aligned as it is wound from one 
end to the other.

Traditional rollers have a Middle Age 
or Byzantine design. Ornamentation 
may include carving, turning, and inlaid 
silver. By necessity, the handles are of 
different lengths and are turned to be 
visually pleasing rather than functional 
working handles. 

When completed, a Jewish scribe  
attaches the parchment to the Eytz 
Chaim using thin sinew. 

AAW member Peter A. Blacksberg  
(pb@riversidecemetery.org) is president 
of the Riverside Cemetery in Saddle 
Brook, NJ. Photos by author.

Between services, scrolls are stored  
vertically. The spinner, right, keeps the 
parchment aligned.

Barbell weights provide clamping 
pressure for the roller assembly. 
Peter used a polymerized two-part 
epoxy to join the parts. 

A silver plaque memorializing 
donors is inserted and epoxied 
in place. The handle is slightly 
larger in diameter, pinning the 
plate in place.

The cherry handles 
and shaft have a 
flange to provide 
strength and a glue 
surface.

SpacerSpacer
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Environmental 
Responsibility

This is the first of a two-part article 
about tropical hardwoods by Brad 
Whitman, an AAW member, attorney, 
environmental advocate, and arbitrator. 

Ihave always believed that 
we woodturners should take 
particular care to ensure that 

our arts-and-crafts practice does 
not harm the natural environment. 
We are closer to the wood for 
longer periods of time than other 
people, and we rely on, and 
appreciate, the inner beauty of 
the tree. 

From my perspective, 
woodturners are far behind other 
consumers of wood and tropical 
forest products with respect to 
awareness of substantial adverse 
environmental impact and the 
need for change. A day does 
not pass now without a feature 
article appearing in the The New 
York Times, The Wall Street Journal, 
Fortune, Business Week, Newsweek, Fortune, Business Week, Newsweek, Fortune, Business Week, Newsweek
or other national publication 
discussing how a corporation, 
school, local government, 
or other entity is assessing 
its environmental footprint 
(particularly with respect to 
greenhouse gas emissions).

Although the environment 
has become a priority, 90 percent 
of woodturners are almost 
completely uninformed regarding 

the endangerment of tree species 
(described loosely as exotic 
hardwoods), the crisis of tropical 
deforestation, and the evils of the 
blind purchasing system used by 
woodturners. 

The time is long overdue for 
woodturners, individually 
and collectively, to become 
environmentally informed and 
responsible about timber origins.

I should admit that I did have a 
head start in becoming personally 
aware of environmental issues. 
My passion for trees, nature, 
and the ecosystem (especially 
birds) preceded my passion for 
woodturning by many years. In 
fact, the latter is an outgrowth of 
the former. I remember well my 
first experience with woodworking. 
My grandfather carved birds and, 
under his guidance, I learned to 
carve and paint a red-eyed vireo, 
a songbird that migrates annually 
to the northeast United States from 
neo-tropical forests. 

Although woodturning entered 
my life while I was in high school, 
the seed did not really germinate 
until the 1990s when I spent a 
Memorial Day weekend in David 
Ellsworth’s studio. David’s barn 
doors were flung open to the songs 
and sounds of spring in Bucks 
County, Pennsylvania. The red-eyed 
vireo was surely one of the singers. 

In short, it was impossible for 
me not to question the relationship 
between woodturning and the 
environment. The fact that I had 
become a career environmental 
lawyer ensured that I would be 
taking a good, hard look.

An organic approach
I chose David as my teacher in 
part because he demonstrates the 
organic approach to turning that 
begins with a raw, locally grown 
log and ends with a flowing art 
form. This approach respects, and 
often incorporates in the final 
piece, all of nature’s gifts—the 
grain patterns, wood figure, 
cracks, voids, bark, and spalt. 

This organic, close-to-nature 
approach offers the ultimate in 
harmony with the environment. 
There is no doubt in my mind 
that domestic North American 
tree species can be as exotically 
beautiful as imported tropical 
hardwoods. 

Identifying tree species
Woodturners and their suppliers 
are rarely precise in their 
identification of tree or wood 
species. One major Internet 
supplier of exotic woods for 
turners lists an astounding array 
of 86 different species by common 
name (trees often have multiple 

Environmental 
Responsibility

By Bradford Whitman

Part I: The Tropical Hardwood Crisis
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common names just as plants do) 
from A (African blackwood) to Z 
(Ziricote). You can purchase any 
of these woods with the click of a 
mouse and without any reliable 
information regarding potentially 
endangered or threatened status, 
true country of origin, or the 
manner in which the tree was 
grown and harvested. These key 
details determine the scope of 
impact on the ecosystem. 

Accurate identification of species 
can be difficult or impossible when 
it is based solely on seeing a block 
of turning stock on a table or in a 
photograph. In the field, the tree 
bark is a good clue and the leaves a 
better one. 

A well-illustrated encyclopedia 
of woods of the world is very 
helpful for identifying species, 
countries of origin, and wood 
properties. One such sourcebook is 
A Guide to Useful Woods of the World 
by James Flynn and published by 
the International Wood Collectors 
Society. It contains descriptions 
and photos of 279 woods. 

 A respected international entity, 
Flora and Fauna International (FFI) 
has developed an excellent, but 
somewhat limited, website entitled 
“Global Trees Campaign,” which 
contains excellent profiles of a 
number of threatened tree species. 
This website (globaltrees.org) does 
not purport to be comprehensive, 
but has an excellent selection.

The point is that without 
knowing fundamental facts 
such as those collected on the 
website, a purchaser of foreign 
hardwoods simply cannot make 
an environmentally responsible 
purchasing decision. The typical 
supplier offers woodturning 
stock without basic, verifiable 
information, such as the accurate 
scientific name, the true geographic 
origin, and the forest management 
practices where the tree was grown.

To illustrate the scope of this 
problem, I selected one genus 
of tropical hardwoods highly 
esteemed by woodturners, the 
genus containing all Dalbergia 
species. This genus includes 
rosewood, cocobolo, African 
blackwood, tulipwood, kingswood, 
and others. I interviewed by 
telephone and e-mail various wood 
suppliers regarding the status 
and availability of Dalbergia. The 
suppliers uniformly maintained 
that the only endangered Dalbergia 
species was Brazilian rosewood, 
Dalbergia nigra. They provided no 
information regarding threats to 
any other Dalbergiae.

I then consulted the species 
status listing published online by 
the Convention on International 
Trade in Endangered Species of 
Wild Flora and Fauna (CITES). 
CITES (cites.org) listed only 
Dalbergia nigra in Appendix I, the 
most highly endangered category 
defined to include trees facing 
complete extinction in the wild.

I broadened my investigation 
and concluded that CITES appears 
to be suffering from severe 
bureaucratic paralysis regarding 
tree classification. The governing 
body does not list a tree even if the 
host country presents compelling 
evidence—unless other member 
countries agree. There may be a 

number of reasons underlying 
CITES’ single listing, but compelling 
evidence exists that many Dalbergiae 
are endangered and threatened. 
CITES itself has placed 20 Dalbergiae 
“under evaluation.” 

A much more comprehensive 
picture is presented in the Red 
List (iucnredlist.org), published 
by the International Union for 
Conservation of Nature and 
Natural Resources (IUCN). I found 
this listing superior in many ways: 
It is much more precise, readable, 
and comprehensive. And it is 
searchable online by species, by 
country, and by common name. 

The Red List classifies 58 
Dalbergia species as facing a 
high risk of extinction in the 
wild (classified as “vulnerable, 
endangered, or critically 
endangered”). The IUCN lists 
many Southeast Asian trees 
omitted entirely by CITES. 

It is well known that 
deforestation has escalated at 
an appalling rate in Africa and 

The farmer in the photo is one of the 
thousands of farmers who are chopping 
down trees and burning land in Guatemala’s 
Laguna del Tigre National Park, part of the 
Maya Biosphere Reserve. The reserve was 
created to protect the habitat of endan-
gered species, but has suffered steady 
colonization by landless farmers from the 
highlands who plant corn, beans, and other 
food crops. The Guatemalan government 
has been unable to halt this practice.

Left: This photo was taken at Carmelita, 
deep inside Guatemala’s Maya Biosphere 
Reserve. At the time the photo was taken, 
the man pictured was president of the 
community’s forestry cooperative, which is 
certified by the Forest Stewardship Council 
(FSC). He is standing on a forest access 
road that had been logged two years earlier. 
The Rainforest Alliance’s TREES program 
has worked with the community to help 
them get better prices for their wood, gain 
export markets for species that used to end 
up as fence posts and firewood, and create 
finished products from boards to desks. 
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Southeast Asia. The level of 
environmental consciousness 
and resource protection in these 
countries has been far outpaced 
by the cutting. The U.N. Food 
and Agriculture Organization 
reported that from 2000 through 
2005, Nigeria lost 56 percent of its 
primary forest (defined as a forest 
where there is “no visible sign of 
past or present human activity”); 
Cambodia, 29 percent; and 
Indonesia, 13 percent.

These are astounding statistics, 
and they corroborate the grim 
picture shown by the IUCN Red 
List (news.mongabay.com). The 
Global Trees Campaign presents 
sketches of how and why certain 

trees have become endangered. 
Consider, for example, the 

African blackwood (mpingo or 
Dalbergia melanoxylon). For some 
reason (probably politics and 
international wrangling), this 
particular Dalbergia has not been 
elevated to endangered status even 
on the IUCN Red List. Yet Global 
Trees reports that the species, 
which is prized for its dense, 
fine black grain and lustrous, 
natural-oil finish, is at high risk 
of extinction in the wild. It was 
proposed by three governments 
for CITES Appendix II status 
in 1994—13 years ago. The tree 
grows very slowly, matures in 70 
years, is being cut at a completely 

unsustainable rate, is in huge 
demand from manufacturers of 
musical instruments and, most 
recently, has been marketed in 
the Far East for parquet flooring. 
Furthermore, mpingo is subject to 
huge waste in milling—90 percent 
of the entire tree is lost because of 
cracking and twisted branches.

Based on these facts, it is hard 
to justify taking any mpingo for 
woodturning. 

Environmental impact
Adverse environmental impact, 
of course, extends beyond the tree 
species itself to the biodiversity of 
the forest ecosystem in which the 
tree grows. If the tree is harvested 
from an established plantation 
instead of a wild rainforest, the 
impact is minimized. However, 
plantation trees are a distinct 
minority of the exotic hardwoods 
sold on the American market. 
Furthermore, it is impossible to 
tell if a wood block really does 
come from a plantation unless 
it has a “chain of custody” that 
is independently verified by 
an entity such as the Forest 
Stewardship Council (FSC). 

In any event, most Americans 
are familiar with the issue of 
rainforest ecosystem vulnerability: 
the fragile, shallow topsoils subject 
to extreme erosion and siltation, 
the steep slopes, and the intense 
rainfall. These and many other 
factors are carefully weighed in 
the FSC system before a forest is 
certified and a harvested tree is 
stamped with approval. 

Uncertified international 
wood trade
There are major problems inherent 
in the trade of international 
hardwoods. There are many 
points in the harvesting, labeling, 

exportation, importation, and 
ultimate sale where error and 
fraud can and do enter. 

One large importer of Dalbergiae 
described to me how fresh-cut 
cocobolo logs were mixed into 
his lot of purported storm-
felled, salvaged trees. The wood 
brokers I interviewed were 
candid in admitting that there is 
a high degree of environmentally 
destructive and illegal logging 
occurring in tropical countries. 

It is beyond doubt that turners 
striving to be environmentally 
responsible face a much more 
difficult problem than purchasers 
of milled lumber, plywood, and 
other types of forest products. 
Green success stories in these 
sectors are becoming common. 
Three examples are the U.S. 
Green Building Council (usgbc.
org), the ScanCom Group’s study 
for outdoor furniture makers (fsc.
org), and the Rainforest Alliance’s 
certification of shade-grown coffee 
(rainforest-alliance.org).

The rainforest problem is indeed 
a crisis, as the statistics and 
reports show. In addition, I can 
speak from personal experience 
while observing birds in several 
Latin American countries where I 
witnessed total habitat destruction 
from logging and the eradication 
of endemic species found 
only in limited areas. Massive 
deforestation also contributes 
significantly to global warming. 

In the Spring 2008 issue, Brad will 
detail how the Forest Stewardship 
Council operates to overcome the 
obstacles posed by the global trade of 
tropical hardwoods, and the changes 
woodturners need to embrace.

Brad Whitman (bradturnsgreen.com) is an 
AAW member who lives in Wynnewood, 
PA. He’s a lawyer, environmental 
advocate, and arbitrator.

It is impossible to tell if 
a wood block really does 
come from a plantation 
unless it has a “chain of 
custody” that is indepen-
dently verified by an  
entity such as the Forest Stew-
ardship Council (FSC). 
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Not the Same Old Grind, an 
exhibit at the Wharton-Esherick 
Museum in Paoli, Pennsylvania, 
features 22 contemporary salt 
and pepper mills, including 
several wood-turned entries. 
The exhibit, juried by Albert 
LeCoff, Mansfield Bascom, 
and Peter Esherick, runs through 
December 31. The museum is 
located west of Philadelphia.
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“OT One” 
by Dewey Garrett.

East Indian rosewood; 
7¾" tall.

A New  
  Grind

“Salt and Pepper Mills” 
  by Louise Hibbert and 
  Sarah Parker-Eaton. 
  English sycamore, silver,   
  polyester resin, and 
  acrylic inks; 9"tall.

“Talking Politics 
on Capitol Hill” 
by William Smith.
Walnut and maple; 
12" tall.

“Opposing Spirals” 
by Jesse Shaw.
Mahogany and walnut;
17" tall.
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Woodturning 
         in Basic Black
Woodturners and 

woodworkers have 
long valued the use 

of woods either colored black or 
naturally having that color. The 
first turning book in the Western 
world (Le Art De Tourner by P. C. 
Plumier, first edition 1701) offers 
no less than five recipes for the 
ebonizing of wood—more than for 
any other color. African ebony has 
been highly valued for its richness, 
density, and almost jewel-like 
qualities for millenniums.

 So what stands behind this 
enduring interest in black or 
blackened wood, both by makers 
and viewers of such work? The 
color black has more complexity 
behind it than perhaps any other 
color—it is even debated whether 
black is a color. There is certainly 
the psychology of black, its 
conflicting and often contradictory 
meanings and associations. Plus 
there is the visual impact of black 
as the only color used or when 
effectively used, in conjunction 
with other colors. The role of black 
and its impact can readily change 
by how it is used by the artist. 

 A piece of wood blackened  A piece of wood blackened 
with heavy pigments, grain filled with heavy pigments, grain filled 
with either finish or filler, could with either finish or filler, could 
imitate pottery, glass, plastic, imitate pottery, glass, plastic, 
or metal—it may well be or metal—it may well be 
hard to know the material hard to know the material 
except through closer except through closer 
inspection. However, a inspection. However, a 
blackened wooden piece blackened wooden piece 
that retains its pores that retains its pores 
and grain patterns and grain patterns 
is unmistakably is unmistakably 
wood—it has its own wood—it has its own 
power and presence power and presence 
that separates it from these that separates it from these 
other materials. other materials. 

The color of blackThe color of black
Anyone attempting to color Anyone attempting to color 
wood black will make several wood black will make several 
observations. First, black is not 
always, well, just black. Sometimes 
there are hints of red, blue, violet, 
brown, or gray working through 
the black. Another challenge is 
finding a coloring process that 
allows the artist to achieve the 
desired look he/she is after and the 
fact that end-grain and face/side 
grain react to coloring techniques 
quite differently. Moreover, in 
some techniques, the underlying 
wood might contribute its own 
color or change the color of the 
blackening process to something 
less desirable than intended. 

Woodturners who construct 
three-dimensional work in the 
round face their own set of 

concerns. In an all-black piece you concerns. In an all-black piece you 
cannot hide the form from the 
viewer—it is a naked form. Wood 
grain and other colors can fool 
the eye when it comes to judging 
a piece, even its shape. Black 
generally makes the form less 
competitive with other features 
or colors. This unusual aspect of 
blackened wood is sometimes 
invoked as a teaching technique to 
instruct good form development 
with woodturners. The completed 
turning is painted black in order 
to better evaluate the form absent 
of grain, figure, or color. Likewise 
the blackened turned work is not 
relying on highly figured or rich 
color of other hues to create eye-
grabbing work. 

By Alan Lacer

Woodturning in Basic Black, 
an exhibit sponsored by the AAW, 
opened Nov. 1 at Sculptured Objects 
& Functional Art (SOFA) Chicago. 
Alan Lacer’s essay first appeared in 
the SOFA Chicago 2007 catalog. 
Reprinted with permission.

“Hollow-Faceted Chunk” 
 by Jim Partridge. 141/1/1 2/2/ ×113/3/3 4/4/ ×113/3/3 4/4/ ".
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When used 
in combination with 
other colors, black can make colors other colors, black can make colors 
more intense or call attention to 
details on a woodturning. An 
all-black turning except for a 
few details, makes these details 
explode or at least brings the eye 
to quickly focus upon them. In 
the case of large-pored woods 
created in black, with the pores 
filled with another color such as 
white, a striking surface effect 
will be created. In these cases 
black is excellent at framing or 
highlighting important details of 
the work.

Taking this thought a bit further, 
black often does more to reveal 
than hide. Have you ever heard 
it said that black clothing shows 
everything? Black in an unusual 
way illuminates—which one 
would think is only the domain 
of bright lights. Imagine a remote 
and rural farmhouse on a very 
dark night. A single light from 

that house draws 
attention to the farm, 

but it may very well be that it 
is not the light that calls attention, is not the light that calls attention, 
but the darkness that surrounds 
the house. If it was a bright day or 
there were many farmhouses all 
lit up at night in close proximity, 
that single farmhouse might well 
go unnoticed by the viewer. Black 
is excellent at framing what you 
desire to see or emphasize—is that 
not what a black picture frame or 
black matting does to a painting or 
photograph? 

Other media certainly have 
explored and exploited the 
powerful features of black. The 
painters Pierre Soulages, Robert 
Rauschenberg, and Frank Stella 
created works that explored the 
power of just black, mixtures of 

black with other colors, or the 
power of light as it falls onto 
black—revealing the depth and 
complexity of it. Raku pottery 
has its own beauty with regions 
and streaks of black from the 
firing process. The work of Pueblo 
potters from Santa Clara and San 
Ildefonso such as Maria Martinez, 
and Hopi potter Nampeyo, are in 
a league of their own in terms of 
elegance, beauty and mystery of 
their black-on-black pottery. 

Black turning stock
Creating the impact of an all or 
partially black piece has several 
sources for woodworkers. There 
are woods that are quite black 
in their highest grades: ebony, 
African blackwood, and bog oak, 
sometimes called Irish ebony. 

Basic Black at AAW Gallery
An encore exhibit of Woodturning in Basic Black, featuring many pieces from the SOFA 
Chicago exhibit, will be on display Jan. 11–April 18 at the AAW Gallery in St. Paul.

“Lidded Vessel” by Matthew Hill. 
Maple; 81/1/1 2/2/ ×81/1/1 2/2/ ". This piece is included ". This piece is included 

in the Basic Black exhibit.Basic Black exhibit.Basic Black
Photo: Carl Shortt

“Irish Ebony Bowl” 
by Ciaran Forbes. Bog oak; 6×7x8". 
Photo: David Ellsworth
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Gabon ebony is often considered 
the blackest and most consistently 
black form of ebony. This wood 
has been valued since ancient 
times—used as a symbol of 
wealth, power, trade, or as a form 
of currency. Other varieties of 
ebony (or lower-grade Gabon 
ebony) might have brown or 
white streaking, which can be 
beautiful in its own right. African 
blackwood, a true rosewood, is 
another source of blackish wood 
but with larger open pores than 
ebony and lacking some of its deep 
black richness. 

A Mexican wood, katalox, is 
a source of very black wood, 
although it’s a rather small tree 
with lots of white sapwood. 
Another African wood, wenge, 
almost looks all black, but really 
is a mix of black and brown. 
American persimmon is a true 
ebony and may have rich areas of 
deep black, sometimes referred to 
as carbon, or almost always has 
flecks of black in the wood. 

One of the most fascinating 
sources of naturally colored black 
wood is timber (especially oaks) 
buried in peat bogs in areas of 
Ireland and Scotland. Logs that 
have lain in the highly acidic peat 
bogs of this region, combined with 
their own tannic acid and iron 
from the soil, impart a wonderful 
deep black color to the wood. 
The process is a slow one, often 
occurring over thousands of years. 
Similarly, buried ancient logs 
found in Japan also produce this 
rich black coloring. This wood, 
called umoregi in Japanese, has 
really reached the level of petrified 
wood, but can still be shaped into 
wonderful objects. Its look can be 
almost the same as ebony, with 
some figure to the material, but 
certainly much harder. 

Adding black
Naturally occurring black 
woods are rare in a world that 
commercially lumbers over 
8,000 different types of wood. 
In reaction to this reality, 
woodworkers and woodturners 
have resorted to coloring the wood 
black. Woodturners in particular 
have taken this blackening process 
in many different directions. One 
method is by fire: charring in a fire 
or with a torch, sometimes wire-
brushed or sanded, sometimes 
oiled and burnished, to achieve the 
deep charcoal black that is often 
the target. The amount and depth 
of the burning can create quite a 
variation of effects. 

Arizona woodturner Phil 
Brennion utilizes one of the more 
unusual methods of fire—he 
covers the piece with gunpowder, 
and ignites the powder to produce 

regions of black for a wonderful 
black speckled look that gives an 
ancient look to his work. Another 
way to blacken is by using friction 
while pieces are spinning on a 
lathe. A simple wire can create 
lines of black by burning into 
the wood, while a piece of heavy 
cardboard held against the 
spinning wood—usually at a very 
high speed—can create larger 
zones of black. 

Today most black pieces are 
created using more traditional or 
obvious wood coloring techniques. 
There is a wide range of methods, 
utilizing everything from printer’s 
inks (in paste form), India ink, 
acrylic- and oil-based paints, spray 
paints from a can, extractions of 
logwood, leather dyes, aniline dyes 
made from coal, traditional fabric 
dyes, pigmented paints (such as 
oil base or acrylic), black gesso, 

“Creating a wood- 
turned piece that 
is totally black is 
truly a challenge. 
Given the absence 
of color, the onus 
is put upon form, 
with secondary 
elements of the 
piece responsible 
for holding atten-
tion, and provid-
ing opportunities 
for discovery and 
subtle surprises.”
– Molly Winton

“Night Run” by Molly Winton is part of 
 the Basic Black exhibit. Cherry; 5¾×3¾".  
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pigmented stains, lacquer mixed 
with graphite, nails or steel wool 
soaked in vinegar. 

One of the most intense 
practices of coloring wood black 
is the process of Japanese lacquer 
(urushi). The urushi culture of 
Japan has a history dating back 
6,000 years. Made from the sap of 
a tree, this process requires great 
skill and considerable time to 
achieve the rich black, wet-looking 
color. The processed sap, with the 
addition of either iron or carbon 
black, creates this effect. 

Today black is the most widely 
used color in urushi, either alone 
or in combination with other colors 
or materials such as powdered 
gold and silver.

The impact of the blackening 
often depends on whether the 
wood is colored with dyes or 

pigments to achieve the effect. 
Think of the use of pigments as 
painting—small particles of color 
mixed with binders—while the use 
of a dye is much like dying fabric. 
Dying generally gives greater 
depth of coloring and more clarity, 
as the material is absorbing color 
rather than just having it floating 
on its surface as is the case with 
pigments. Each approach has 
its practitioners and each has its 
strengths and weaknesses. If you 
make use of pigments, the color of 
the wood has not quite the same 
factor of darkness as dye stains. 

The downside of pigments is 
that they tend to obscure the 
figure and natural color of the 
wood more so than dyes, but this 
might be desirable. With dyes 

there tends to be more clarity, if 
applied well, and more control 
over the shading of the color. Each 
new coat tends to darken the color, 
even black, whereas multiple coats 
of pigments, once a good base is 
established, will be the shade of 
the original pigment—remember 
pigments are just tiny particles of 
the same color. The inherent color 
of dyed wood contributes to the 
overall effect—whether desired or 
not. For example, the same colored 
dye on maple will look quite 
different over a red mahogany. 
The pigment approach will tend to 
color both woods more uniformly, 
with one great difference—maple 
tends to look sploshy from 
pigments, but looks great with 
dyes. A lesson to be learned when 
you try to color wood: Different 
species of wood, and sometimes 
individual pieces of wood, often 
react differently to different 
techniques.

The challenge for artists 
working in wood is to use black 
effectively, given its many forms 
and variations, the many reactions 
it can evoke, the variety of 
techniques—all point to the depth 
and range of this color. Explore 
this special exhibit slowly and 
methodically—and be prepared 
to experience the richness of black 
with a new appreciation. 

Alan Lacer (AlanLacer.com) is an 
American Woodturner contributing editor 
who lives near River Falls, WI.

“Inner Rimmed Vessel” by Liam Flynn 
is one of the pieces in the Basic Black 
exhibit. Oak; 13×8". In this piece,  
carving adds patterns but also changes 
the way light plays along the surface of 
the blackened work. “At its most basic, 
black works for me because it removes 
any distractions from material. What in-
terests me primarily are form and texture, 
and how the grain structure interacts with 
the line of the vessel. The blackening 
process that I use does not obliterate the 
grain; instead it brings the structure of the 
wood into a sharper focus.”

“Black is the absolute 
 color where form rules.” 
  – Gorst du Plessis
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“Lagniappe” by Gorst du Plessis is part of 
 the Basic Black exhibit. African Blackwood  
 and turquoise; 7½×3".



Wfantasy, or vision to some…chancy, peculiar, or weird to others. Yet 
all of these words describe the work in the collection that follows. It’s nice to 
know that we Luddites of the Lathe and All Things Round can let our hair 
down once in a while (some of us more than others, as you will see), and 
bring humor and quirkiness to the art of turned wood. So enjoy, be inspired, 
laugh out loud, but whatever your reaction, don’t take us seriously.
—Jacques Vesery

Whim or whimsy can mean many things to each of us. A notion, Whim or whimsy can mean many things to each of us. A notion, Wfantasy, or vision to some…chancy, peculiar, or weird to others. Yet 

The Art of       

     Whimsy

“Orange Spice” by Tania Radda of 
Fountain Hills, AZ. Basswood and compressed ash; 
6×9×19". “This is the second teapot I have made that 
references my grandfather’s orange farm in Brazil. To 
lightly dent the wood to capture the texture of an orange, 
I used a ground screw that I mounted on my Dremel 
tool. It was a long and painstaking process. Each mark 
was placed by touching the tool to the wood, so I kept was placed by touching the tool to the wood, so I kept 
repeating it until the whole surface was covered.”
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“L’ecoulement du Ciel Vers La Mer” by Jacques Vesery of 
Damariscotta, ME. Cherry, dyed silver leaf, and acrylic
with carved blue fluorite; 4×2½". “I strive to create 
illusion, a whim, a probability of unconscious reality. 
By using good scale and proportion of form within 
a form, the mind is tricked into believing this piece 
could actually have grown this way. The hidden 
treasure or sculpture living inside the form helps
foster this illusion as well and allows you to inter-
act with the piece beyond merely viewing.”

” by Jacques Vesery of 
Damariscotta, ME. Cherry, dyed silver leaf, and acrylic
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“Two-Tongued Turning” by Paul Stafford of 
Littleton, CO. Ash; 51/ 2×63/ 8". “I cut the bowl 
along opposite sides to allow for the lacing. 
A second bowl was turned from which the 
tongues were cut. I provided an additional 
surprise visible in the inside by adding  

stitching with ordinary 
sewing thread along 
the edge of the 

tongues before they 
were glued to the 
inside of the bowl.”

“I Brought the Eggs” by Jean-
François Escoulen of Puy St. Martin, 
France. Mazur birch, rosewood, 
boxwood, pink ivory, and ebony; 13" 
tall. “I like to create strange birds. This 
one is part of a fairy tale: He walks 
and brings eggs until he gets 
a girlfriend. At this time, they will build 
a nest and life will be good, with a lot 
of children….” 
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“Envy” by Gerrit Van Ness of 
Mount Vernon, WA. Various 
turned hardwoods; 11½×23×14½". 
“Is bigger better? Is the grass 
always greener? Today we have 
more and bigger toys than ever 
and happiness is still elusive. 
Maybe less is more.” 

surprise visible in the inside by adding 
stitching with ordinary 

sewing thread along 
the edge of the 

tongues before they 
were glued to the 
inside of the bowl.”
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“Laura’s Chair” by Michael Hosaluk 
of Saskatoon, Saskatchewan. Maple; 
42×22×20". “This came from a drawing 
that my daughter, Laura, did when she 
was three years old. It turned out to look 
like a cactus chair, but I didn’t realize the 
resemblance until a year later.”

“Logger Lager” by Mark Sfirri 
of New Hope, PA; 11×5×4". “After 
teaching in France at Jean-François 
Escoulen’s studio, I was intrigued by 
going to the grocery store and finding 
interesting packaging of products. 
Additionally, I decided to venture into 
the making of vessel forms, but with 
a different slant—a homage to the 
throw-away vessels: cans, jars, and 
bottles. The first ones of these were 
French-inspired; later I took on other 
subjects. ‘Logger Lager’ seemed like 
a catchy phrase and a play on words 
that I enjoyed.”

The Art of       

     Whimsy
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“Lacemouse” by Malcolm Zander of Ot-
tawa, Ontario. Pink ivory; 4×31/ 2×61/ 2". “This 
project posed some interesting challenges. I 
turned ‘Lacemouse’ from a block of pink ivory 
mounted between centers. The mouse pro�le 
was developed and a tenon made at each 
end. While the piece was on the lathe, I carved 
the ear pro�le with an Arbortech. The mouse 
was then cut into two just behind the ears. 
The front and back halves were separately 
mounted in a chuck and completely hollowed 
out to a thickness of about 1mm (1/ 25"), then 
reversed onto a vacuum chuck and the tenons 
removed. I glued together the two halves with 
a butt joint. An equatorial horizontal line was 
drawn all around, the top half pierced with a 
dental drill, each hole �led smooth, and the 
bottom half then cut away. The turned tail was 
shaped by steaming. The mouse’s whiskers 
are glass �ber.”

“Bottom’s Up” by Keith  
Tompkins of Tivoli, NY. Various 
painted hardwoods; 8¼×4". “I 
got the idea for these pieces 
when I was making heirloom 
�shing lures for my grandson’s 
tackle box. When I was a kid, an 

elderly neighbor gave me shoe 
boxes full of old �shing 
tackle; I was fascinated 
with the old glass-eyed 
�shing lures, and still 
collect them to this day. 
This piece came off the 

lathe when I combined my 
passion for old lures, my 

passion for turning, and my 
admittedly odd sense  

of humor.”

“Bashful” and “En Garde” by Art Liestman of Coquitlam, British Columbia. 
Each from big leaf maple and walnut; about 9½×6×3½". “I started making 
teapots after a collector (through a gallery) asked me to make a puzzling 
 illusion teapot for a teapot collection. It took me a while to come up with a  
design that I liked, but it was an intriguing creative challenge. One of my  
current aspirations is to make work that is animated, and the teapots are  
an excellent vehicle for that.”     Photo: Timothy J. Park Photography
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“Bad Seed” by Michael Brolly of Bethlehem, 
PA. Maple burl, curly maple, holly, and dyed 
veneer; about 20" tall. “So I did the ‘Self-Por-
trait’ jewelry box and it got me thinking about 
how young can you go. That led me to ‘Self 
Portrait of the Artist as a Very, Very Young 
Man.’ In researching that, I found that once one 
sperm is successful in gaining entrance to the 
enclave of the egg, the egg secretes a chemical 
that repels other sperm. So I got to wondering 
what the unsuccessful swimmers/suitors do 
next. And I decided that they do what a lot of 
teenage males do when they have not been 
successful in getting a date; they go hang on 
the corner and try to look ‘Bad.’ Thus the title, 
‘Bad Seed.’”

“Maypole” (left” (left” ( ) and “left) and “left Spiderman” 
by Steven Kennard of Canning, Nova 
Scotia. African blackwood with 
cocobolo accents (leftcocobolo accents (leftcocobolo accents ( ) and boxwood left) and boxwood left
accents (rightaccents (rightaccents ( ); 3¾×4¼". “These right); 3¾×4¼". “These right
pieces developed from the idea of 
it not being necessary to have a flat 
bottom to a box. Although they are 
symmetrical, the way they sit on the 
surface, on their sides, adds to the 
playfulness of the pieces. The surface 
of the box frequently becomes a 
canvas for my desire to create texture 
and patterns. These interact with the 
light, to create a greater depth to each 
piece, both intellectually and visually. 
The main technical challenge is sizing 
the contrasting rings with the taper of 
the box, so that the overall impression 
is balanced and pleasing to the eye. I 
never measure anything.”

The Art of       

     Whimsy

“Wobbledancer No. 1 Gyro-sculp-
ture” by Giles Gilson of Schenectady, 
NY. Bird’s-eye maple, padauk, holly, 
ebony, birch, and other materials; 
4×3×6". “Once upon a time, I was 
called the ‘Wobbly Wizard.’ It occurred 
to me that the wizard should have 
some lab instruments to make it look 

like he actually did something in 
his lab, so I made some. The 
first ones were the wobble-

dancers, one of which is used 
to study purple. There are other
instruments in my collection, such 
as the Energy Ball that re-cycles 
used inertia.”
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Aluminum cones packaged 
with the Oneway 
revolving (live) centers 

are valuable for many turning 
projects. But two or three 
shapes aren’t versatile 
enough to fit all projects. 

Fortunately, you can 
easily make your own 
cones because the threads on 
the Oneway rotating cup center 
are standard 3/3/3 4/4/"×10 tpi. Jet now 
markets a similar device. 

I like to turn my own cones 
from ultra-high molecular weight 
(UHMW) polyethylene rather than 
hardwood blanks.

In my shop, I’ve found plenty 
of uses for custom cones: Cones 
with steep angles. Cones with low 
angles. Round-end cones that fit 
inside of goblets. Concave cones 
that match the rounded end of tool 
handles for re-turning. A bullnose 
cone with a small inside triangle 
for small work. A cone that is 
similar to a Oneway live center 
adapter without threads.

The properties of UHMW are 
ideal for these projects. UHMW is 
dimensionally stable, will not split, 
is a little slippery, not too hard, 

and not too soft. It turns easily 
with a bowl gouge. 

Another benefit is you can 
tap threads using a standard 
NC (National Course, relates to 
coarseness of threads) tap available 
from local hardware or automotive 
stores. Threads cut in UHMW are 
more accurate and more durable 
than those cut in hardwood. And 
when accidentally damaged by a 
slip or catch, you can easily re-turn 
the UHMW cones.

 Glue does not stick to UHMW. 
Thus, you must purchase solid 
UHMW blanks that are large 
enough from the start. UHMW 
rods, in diameters from 1/1/1 4/4/" to 
10", are available by the foot 

from industrial suppliers 
such as McMaster-Carr 

(mcmaster.com). A 
21/1/1 2/2/ "-diameter rod 
(#8701K53) is a good 
starting point for 

centering cones. A 
1'-long rod (about $10) will 

yield four or five cones.

Get started
As mentioned earlier, you’ll need 
a standard ¾"×10 NC hand tap 
with bottom chamfer to match the 
threads on a Oneway live center. 
A tap should cost about $10 from 
your local hardware store. Or you 
can order McMaster-Carr part 
#26035A164 online.

You won’t need a taper chamfer 
tap to start the hole because 
UHMW is softer than steel and 
easy to thread. If a bottom tap is 
not available, a plug chamfer tap is 
fine. The threads don’t need to go 
all the way to the bottom of the hole 
because the space is taken up by 
the cup and point on the Oneway 
live center. At the lathe, you’ll need 
a 1/1/1 2/2/ " or 5/5/5 8/8/ " bowl gouge and a 4-jaw 
scroll chuck.

Custom 
Centering 
Cones

Turn your own from UHMW polyethylene

By Carl Ford
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Prepare the blank
Cut UHMW with ordinary tools. 
Use a handsaw or bandsaw to 
rough-cut a 21/2"-long piece of 
UHMW from a 21/2"-diameter 
rod. To avoid a nasty catch, use a 
sliding miter gauge to support the 
21/2"-diameter rod while cutting it 
with a bandsaw (Photo 1). V-blocks 
also work well in this application.

Mount the blank in a 4-jaw scroll 
chuck and true up the end with a 
bowl gouge. Then create a recess in 
the middle to start a drill (Photo 2). 

Run the lathe at medium speed 
and ride the bevel. The shavings 
should peel off in long, continuous 
streams. However, this can be 
frustrating (but not dangerous) 
when the ribbons accidently wrap 
themselves around the headstock. 
With practice, you can shoot the 
shavings off to the side and out of 
the way.

Thread the cone
All drilling and tapping should 
be completed on the lathe so your 
homemade cone has straight 
threads that fit snugly and run true 
(Photo 3). For details about hand-
threading, see “Hand-Threading 
on the Lathe” opposite. 

Test-fit the Oneway live center 
after tapping threads. The face on 
the center should seat square and 

tight against the face of the cone 
blank (Photo 4).

 
Turn the cone shape
You’ll get the most accurate cone 
if you turn it while mounted to 
the live center. That presents a 
challenge: How do you turn a cone 
while mounted to a live center 
spinning on the headstock? 

Here’s the solution. Purchase 
a 3/4" coupling nut and a 4"-long 
bolt with 3/4"×10 thread from a 
hardware store or McMaster-Carr 
parts #90264A241 and #91257A851. 

Cut off the bolt head and mount 
it in a 4-jaw scroll chuck the same 
way you mount the screw center 
that comes with most chucks. 
Temporarily install a 3/4" coupling 
nut between the bolt and live 
center to align parts (Photo 5). Use 
a partially threaded bolt for this 
step rather than a chunk of fully 

threaded rod. The smooth part 
below the bolt head allows it to be 
accurately and securely gripped by 
a 4-jaw scroll chuck.

Remove the 3/4" coupling nut and 
slip two 3/4" plywood spacers into 
the bolt (Photo 6). Then screw the 
cone blank into the bolt and bring 
up the tailstock for safety. The 
spacers create a solid surface 
for the cone blank to tighten 
against (Photo 7).

1
To avoid a catch at the bandsaw, support 
the UHMW cylinders with a miter gauge.

1

2
True up the UHMW blank with a bowl gouge 
and create a recess to start the drill.

3
Tap 3/4"×10 thread. For more details, see 
“Hand-Threading on the Lathe” opposite.

4
Test the new threads. The blank should seat 
square and tight against the live center.

5
 Mount a partially threaded 5"-long bolt 
(head removed) in a 4-jaw scroll chuck.

6
Use two 3/4" plywood spacers to clear the 
jaws of the chuck.
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You are now ready to turn the 
cone shape. Use a bowl gouge in 
bevel-rubbing mode to create a 
smooth surface on the cone (Photo 
8). After you are done turning, test 
the new cone (Photo 9).

9

Ride the bevel while turning the cone shape 
with a bowl gouge. 

8

The custom cone, mounted on a Oneway 
live center, is ready for your next project.

7
To keep things running true, keep the 
tailstock in place as long as possible.

Hand-Threading on the Lathe
Use the lathe to drill and tap straight holes with 
crisp threads in UHMW. Hand-tap the threads by 
rotating the tap with the lathe off. 

Make the handle
You need a sturdy handle to get enough lever-

age to hand-rotate the tap. You can easily make 
your own handle from maple or similar dense 
hardwood. For a 3/ 4"×10 tap, you need a handle 
with a 7/ 16"-square hole to match the 7/ 16"-square 
end on a 3/ 4×10 tap. 

Start with a 11/ 4×13/ 4×12" piece of maple. Drill a  
7/ 16" hole 1" deep in the center of the 13/ 4" face. 
With a 1/ 4" drill, �nish drilling the hole through the 
maple. Complete all of the drilling from the same 
side so the 7/ 16" and 1/ 4" holes are in alignment.

Square up the 7/ 16" hole with a chisel until it  
accepts the 7/ 16"-square end of your tap (Photo A).

Drill the hole
Mount the UHMW rod in a 4-jaw scroll chuck. To 
create snug threads when tapping UHMW, the 
drilled hole size should be 1/ 32" less than the hole 
size marked on tap or 1/ 8" less than the thread size 
if the tap is not marked. (The undersize tap hole is 
acceptable because UHMW is softer than steel. 
I intentionally undersize the hole to create deep, 
snug threads.) Thus, a 5/ 8" bit is the correct size in 
this application for a 3/ 4"×10 tap.

UHMW drills easily with a �at bit. The hole left 
by the point of the �at bit will allow you to mount 
the cone on the live center without having to 
remove the centerpoint. 

Drill a 1"-deep hole using a 5/ 8" spade bit and 
a Jacobs chuck mounted in the lathe tailstock 
(Photo B). Run the lathe at low speed. 

Tap threads
Insert a 1/ 4×13/ 4" bolt into the tap handle through 
the 7/ 16"-square hole. You want the head of the 
bolt buried inside the square hole and the threads 
sticking out (Photo C). Mount the tap handle in the 
tailstock by grabbing the threaded end of the bolt 
with a Jacobs chuck. Insert the tap into the square 
hole in the handle and tighten the tailstock until the 
tap engages the hole in the piece to be tapped.

Lock the headstock and then tap threads by  
rotating the tap handle by hand while slowly  
advancing the tailstock (Photo D). To clear chips, 
back out the tap a few rotations every 1/ 2".

A
Make a homemade tap handle 
from 11/4×13/4×12" hardwood 
with a 7/16"-square hole and 
1/4×13/4" bolt. 

Carl Ford (carlford.info) lives in 
Poughkeepsie, NY. He and photographer 
Joe Larese are AAW members of the 
Nutmeg Woodturners chapter.

B
Run the lathe slowly while 
advancing the 5/8" spade bit 
into the UHMW stock.

C
Insert a ¼×1¾" bolt through 
the 7/16"-square hole in the tap 
handle.

D
Rotate the tap handle by hand 
while slowly advancing the 
tailstock.
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 Multi-Axis    
   Turning

Part II: How to turn a goblet

In the Fall 2007 issue, a 
conceptual model was 
described to help woodturners 

think about what to expect when 
turning a multi-axis spindle.

In a nutshell, there are two 
basic results or outcomes when 
changing the axes. First, when the 
new axis is partially cut, the result 
is two or more arcs that intersect. 
This results in a circumference 
made of intersecting arcs (Photo 
A). Alternatively, if the new axis is 
turned to a cylinder, a bead or cove 
is created with a circular or oblong 
circumference (Photos B and C). 

The variables that create the 
desired result are the type of curve 
or line cut and the way the axis 
is placed. Axes can be parallel or 
twisted as shown on drawings below
right. What makes all this interesting 
are the endless combinations each 
type of axes offers.

With some of the principles 
defined, it’s time to move on to the 
how-to samples to see some of the 
different outcomes possible. For 
more help in executing multi-axis 
pieces, refer to Part I of this piece 
in the Fall 2007 issue, “Multi-Axis 
Turning” and “8 Strategies for 
Success” on page 57 in this issue.page 57 in this issue.page 57

Get started
The tools required for this type 
of project are the same lathe tools 
required for routine spindle work: 
¾" spindle roughing gouge or a 
½" bowl gouge sharpened like a 
roughing gouge, and a detail or 
spindle gouge. (By grinding your 
tools to a 30-degree angle, you’ll 
improve your ability to make sharp 
V-cuts.) At the lathe, you’ll need a 
4-prong drive center or cup drive 
and a live tail center with a cup.

Arc-type spindle, 
2 parallel axes 
Use your spindle roughing gouge 
to reduce the 2×2×9" stock to a 
cylinder, using the true center axis. 
Next decide what axes you’ll use. 
The distance of each axis from 
the center axis is important as is 
the type of axis (either parallel 
or twisted). While the spindle is 
still sturdy, press all axes points 
into each end by clamping them 
between the head- and tailstock. 
Then mark the axes on both ends 
and on the cylinder side (Photo 
1). It helps to write down the 

By Barbara Dill
The stem of the 
goblet at right 
incorporates an 
arc-type spindle 
with two parallel 
axes. The goblet 
at left includes 
a circular-type 
spindle with 
three axes on the 
bottom and one 
on the top. 
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sequence of the axes that you’ll use 
and to keep the note at the lathe 
for reference. 

 Place the spindle in the Axis 1 
center points, which should be the 
same direction and distance from 
the center axis at both ends. When 
you cut a bead and cove only in 
the air wood (the shadow you see 
when the lathe is turning), you 
create an arc in the spindle (Photos 
2 and 3).

Change to the parallel axis (Axis 
2) on the other side of the true 
center axis. To help visualize the 
outcome, draw a reference profile. 
(Photo 4). On this new axis, turn a 
bead, a cove, and a bead (Photo 5).

C
An arc type spindle with two parallel axes 
shows the cove, bead, and cove .

1
Press the axes into the wood and number 
the sides and the ends of the spindle.
 

2
When the lathe is running, a shadow (air 
wood) is revealed. Turn the air wood only.

3
On Axis 1, turn two beads and a cove with a 
spindle gouge. 

4
With a pen, mark the wood that turning on 
Axis 2 will remove from the spindle.

5
With the lathe stopped, the Axis 2 changes 
are evident on the spindle.

cove

bead

cove

Axis 1

Axis 2

Skills to Get Started
If you can execute these basic spindle- 
turning techniques, you will have success 
with multi-axis turning. You can do it!
•  The bevel of the tool rides on the wood, 
making the tip high on the cylinder. Be sure 
to ride the bevel. When cutting air wood, 
you’ll be challenged to make a clean cut 
because your gouge bounces on and off  
the hardwood. 
•  When making a cut to the right of the 
bead, the spindle gouge must point to the 
right and the right tip of the tool is cutting 
the wood (Photo D). When cutting to the 
left, point the tool to the left and the left tip 
of the tool is cutting the wood (Photo E).
•  Lathe speed is an important factor in 
successful multi-axis turning. A fast 
speed gives the tool less time to 
bounce, since the tool sometimes 
touches wood only a fraction of 
a revolution. I run my variable-
speed lathe at about 3,000 rpm. 
Light cuts improve your work.
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On the side of the 
spindle, label axes.

Mark stock to be 
removed with Axis 2.

Ride the bevel
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Photo 6 shows how this looks 
while turning the air wood. When 
complete (Photo 7), a delicate 
multi-axis spindle appears 
between centers.

Circular-type spindle,  
3 twisted axes 
With a spindle roughing gouge, 
turn the 2×2×9" hardwood stock 
to a cylinder. Press and number 
the axes. As shown in Photo F and 
the drawing at right, this spindle 
has three axes on the left (near the 
headstock) and one on the right 
(tailstock). Mark reference numbers 
on the side of the cylinder.

   11
Position the tool tip high on the wood, which 
will allow the bevel to contact the wood.

8
After mounting the spindle for Axis 1, adjust 
the tool-rest position (gap at left).

9
When the lathe is turning, the gap between 
the tool rest and air wood disappears.

10
With a spindle gouge, remove all of the air 
wood and turn a cylinder.

7
When complete, the turning on Axis 2  
reveals a delicate spindle.

6
With the lathe turning, the air wood takes on 
a different profile. 

 Set up for a circular-type spindle with 3 twisted axes

This circular-type spindle includes three 
twisted axes.

F
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For Axis 1, turn the spindle by 
hand and set the tool rest. The gap 
between the cylinder and tool rest 
should be greater at the headstock 
end (Photo 8). With the lathe 
running, the solid wood and air 
wood will close the gap at the left 
end of the tool rest (Photo 9).

With a ½" spindle gouge, turn a 
new cylinder and remove all the 
air wood. Now, turn a bead on this 
cylinder (Photos 10 and 11). To do 

1212
Complete the bead in Axis 1. To keep the 
details sharp, use cloth-back sandpaper.

13
Move to Axis 2. Turn the spindle by hand to 
verify that the tool rest won’t hit the spindle.

14
When beginning to cut the second bead, 
take light cuts to avoid catches in air wood.

15
While turning the second bead in Axis 2, the 
bead created on Axis 1 will be a blur.

16
On Axis 3, the first two beads (Axes 1 and 2) 
will be blurred.

17
On Axis 3, make a V-cut. Because you’re 
contacting air wood, light cuts work best. 

18
Return to Axis 1 (your fourth position) to 
make a V-cut at the tailstock end.

19
The first bead is in the same plane as the 
V-cut, which explains why it isn’t blurred.

this, keep the bevel in contact with 
the spindle, and use the tip to turn 
the bead. Use light cuts. See “Skills 
to Get Started” on page 53. Sand the 
cylinder and bead smooth (Photo 
12). Use care when sanding to 
avoid the air wood whacking your 
knuckles.

Place the spindle on Axis 2. 
The first bead is now part of the 
air wood (Photo 13). Now turn 
the new cylinder on this axis and 

turn a second bead (Photos 14 
and 15). After you sand the bead 
as previously described, place the 
spindle on Axis 3 and make a V-
cut, removing stock all the way 
into solid wood (Photos 16 and 17). 

Return to Axis 1 to turn another 
V-cut on the tailstock (right) 
end. To verify you’re on Axis 1 
centerpoints, you should see the 
first bead clearly (Photo 18). 

Notice in Photo 19, the first bead 
and the V-cut are not blurred. This 
confirms they were turned in the 
same plane.

Axis 1 Axis 2
Axis 1
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Design options 
The next step is to create ends that 
transform the spindle into a goblet, 
a candle cup, or some other object. 

The goblets above are just three 
options that align the arc-type 
spindle with a base and goblet cup 
(Photos 20, 21, and 22).

 Refer to Creating the Goblet 
opposite for the techniques you’ll 
need to make to turn and fit a 
cup and base to the stem. The 
accompanying example (Photo 23) 
includes the steps for a circular-type 
spindle opposite.

Barbara Dill (bdill6@horizon.net) is a full-
time woodturner and a member of the 
Woodturners Anonymous of Richmond, 
VA. She teaches woodturning at the 
Visual Arts Center in Richmond.

20
The ends are resolved at the center axes of 
both ends. 
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21
The ends are resolved using the opposite 
(twisted) axes. 

22
The ends are resolved using the same par-
allel axes on both ends. 

Apply a finish
For the inside of the cup and 
the lip, apply thin cyanoacrylate 
(CA) glue. I’ve had good results 
swirling CA inside the cup with a 
¾"-diameter ball of waxed paper 
held in a hemostat. Then I quickly 
mop up the excess CA with a ¾"-
diameter ball of paper towel held 
in a second hemostat. 

After the CA glue dries for a day 
or two, sand smooth with 400-grit 
sandpaper or Micro-Mesh and 
apply a second coat of thin CA. 
Repeat the steps.

On the outside of the goblet I use 
various finishes depending on the 
desired lustre and wood species. 
I’ve used CA glue on the outside 
and inside of the cup.

Part of the fun of turning a 
multi-axis goblet is putting it to 
use—your goblet should be more 
than an object gathering dust on a 
shelf. Toast your success!
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•  The depth of each cut becomes critical. 
On a three-sided object, if one or two of 
the cuts are too deep, the third cut will 
have no space and the turning will either 
break or the design will change. Use the 
tool rest as a reference point to measure 
the depth of a cut.
•  When turning the spindle, machine the 
entire length into a cylinder. If the ends are 
left square and turned off as the last step 
(after the spindle is thin), hitting the square 
ends can snap the turning stock. 
•  Create a numbering system for the 
multiple center points on the spindle ends. 
Establishing a system that you use each 
time will decrease confusion. However, it is 
hard to avoid brain cramps while doing this 
work. I use a thin permanent marker and 

also mark the sides so I can see the axes 
without removing the piece from the lathe. 
Use a notepad to record the sequence of 
the axes. (Note: I do not number the true 
center axis.)
•  Need to turn again on a previous axis? 
Before you pick up your lathe tool, verify 
that you’re on the correct center points by 
touching a piece of chalk at several points 
along the cylinder. This way, you’ll avoid 
ruining turning stock with a lathe tool.
•  Take notes and document the process of 
turning a speci�c design to help you  
re-create the spindle. Turning sample 
pieces will help you remember how that 
speci�c design was made.
•  Catalog the samples so you can refer 
to the axes later. I have made boards 
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2. Turn Cup.
Decide diameter 
of bottom of cup 
and turn tenon.

3. Return to Stem.
Top and bottom 
must be slanted 
toward last axis. 
Drill hole in top to 
match tenon on cup. 
Spindle end must 
match diameter of 
the cup bottom.

1. Turn Multi-
axis Stem. Leave 
enough wood at 
top and  
bottom for tenons 
and mortises.

4. Turn Tenon. Decide 
the diameter of bottom of 
the stem and turn a tenon.

5. Turn Base. Drill a hole to 
match the tenon on the stem 
and match the diameter of 
the stem for the joint.

Joint

Joint

that have all of the examples in all of the 
categories of variables and outcomes. I 
attach the sample spindles to the board 
using hook-and-loop tape (Velcro is one 
trademarked name). This way, I can take a 
sample to the lathe for easy reference.
• Sanding is a challenge. Aggressive sand-
ing destroys curved surfaces and softens 
crisp edges and lines. Until I became 
comfortable with the process, I relied on 
rasps (lathe turned off) to smooth my cuts. 
Auriou #14-4" and a #13-8" are favorites. 
•  Cloth-backed sandpaper works best  
because it holds up better than paper-
backed versions against the multi-axis 
surfaces. Sand each axis before turning 
the second axis. 

This drawing is based on the circular type 
spindle with three axes illustrated in this  
article. The axis used to establish the ends 
on the top is a new axis halfway between the 
center axis. At the base, the resolving axis is 
the true center axis.

22

23

Illustrations: Roxanne LeMoine
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Java With Style
I’m reminded of a cute story 

about a little boy being asked 
by his teacher to name what he 

thought was the world’s greatest 
invention. The little boy answered, 
“The Thermos.” In surprise, the 
teacher asked, “Why would you 
pick the Thermos?” The boy 
replied, “Well, it keeps cold things 
cold and hot things hot, and it 
magically knows which is which.”

A wood-turned, insulated travel 
mug makes an excellent gift or 
crafts show item. It is also a nice 
way to enjoy your morning brew. 
There are unlimited designs to 

the turned-wood wrap, so let your 
imagination go wild. 

As shown on page 61, there are 
many construction techniques 
other than the one described here. 
Of course the simplest and fastest 
method is to use a solid piece of 
wood. Stacking segmented rings 
is a little more time-consuming, 
but it offers many design options. 
There are endless variations of 
laminated staves too. For small 
hands, a handle is a nice touch. 

These step-by-step instructions 
are based on the stave-constructed 
cylinder with laminated wood 

layers used in the mug above. By 
mounting the cylinder off-center, 
you can create the assortment of 
surface curves. This is what I call 
lamination trickery.

Have fun with the possibilities.

Get started
For turning tools, you will need 
a ½" bowl gouge, a ¼" skew 
(optional), a small diamond-
pointed scraper, and your favorite 
hollowing tool.

The initial turning of the 
inside presents some challenge. 
Until the inside is round, your 

By Malcolm Tibbetts
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1
Cut eight short pieces to test that your saw 
blade is set precisely at 22.5 degrees.

hollowing tool will bounce and 
jump as you attempt to remove 
wood from only one side. It can 
be done with a handheld tool, but 
I used an armrest Stewart-style 
tool, followed by an Eliminator 
(a relatively new hollowing 
tool available through Packard 
Woodworks). At the lathe, you will 
need a 4-jaw scroll chuck.

This construction requires ten 
1/1/1 4/4/ ×21/1/1 2 /2 / ×15" strips of contrasting 
hardwoods (I chose bird’s-eye 
maple and cocobolo) and four 
1/1/1 16/16/ ×11/1/1 2/2/ ×15" strips of a third 
hardwood (I chose cherry). Veneer 
would also work for thin strips. 
By using 15"-long strips, you can 
produce four staves from each 
lamination.

Before you begin, have your 
mug insert in hand to verify 
all dimensions. The 16-ounce 
stainless-steel insert used here 
retails for about $9 from Smooth 
Turnings (smoothturnings.com). 

Prepare the staves
With a drum sander or thickness 
planer, mill the hardwood strips 
about 1/1/1 4/4/" thick. The exact thickness 
is not critical, but strive for 
consistency. It is important that the 
layer thicknesses are all the same, 
otherwise the thickness of the glued 
stave material will not be consistent. 
Be sure to avoid snipe at the ends of 
your strips. If snipe is unavoidable, 
then mill longer material so you can 
cut off any snipe.

Using a water-resistant glue 
such as Titebond II, glue and 
clamp five layers of hardwood in 
alternating colors. I advocate 
putting a spring clamp wherever 
there’s space. 

If you choose an oily exotic 
hardwood, be sure to apply 
the glue soon after milling the 
hardwood so that wood extractives 

don’t have a chance to seep onto 
the gluing surfaces. 

After a couple of hours, remove the 
clamps and allow the glue to cure 
for 24 hours or as recommended on 
the label. Using a glue scraper and 
then a jointer, clean up and square 
each lamination. 

Set your tablesaw blade angle 
to 22.5 degrees and make a test 
cut to confirm the setting. When 
the angle is on the money, make a 
rip cut through the center of each 
lamination. Before making the 
second cut on the narrow staves, 
build the jig described on page 61. 

Before adjusting the saw fence 
for the final cuts, make a couple 
of wider test cuts. With a crosscut 
saw, cut eight short staves from 
the strips. This provides one more 
confirmation of the saw-blade 
angle. Wrap the eight cutoffs with 
a rubber band to check the 
fit (Photo 1). 

After confirming the blade angle, 
adjust the rip fence to cut staves 
with an outside width of about 1½". 
The tip box at right explains how I 
determined the width.

From each of the four 15"-long 
staves, cut two 7"-long staves for 
a total of eight. (The final length 
is 6¾"; you’ll have an extra ¼" for 
fitting.) Before applying glue, dry-
fit the assembly (Photo 2). 

Determining 
Stave Widths
The simplest method is to draw a 
layout of the assembly. The draw-
ing above shows my diagram. Before 
drawing my sketch, I knew the insert’s 
smallest diameter (the bottom) was 
about 2" and I knew that I wanted to 
off-set the cylinder about ¼". There-
fore, I decided that the cylinder’s 
inside diameter should not be larger 
than about 15/5/58/8/5/585/5 ". The insert’s largest 
diameter (the top) was about 3½", 
which meant that my cylinder needed 
to be at least 4" in diameter (3½" insert 
+ ¼" offset + ¼" wall thickness). In my 
sketch, the stave size is shown along 
with the width of my spacers. The bold 
circles represent the inside and outside 
of my offset cylinder, while the light 
circles represent possible dimensions 
of a centered cylinder. 
                  —Malcolm Tibbetts
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Before applying glue, gather your clamping 
supplies and dry-fit the staves.
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With rubber bands holding 
the pieces together, wrap a few 
layers of masking tape around the 
cylinder. Then cut the tape along 
a stave seam, unroll the cylinder, 
apply glue, roll it back together, 
apply a few rubber bands, and 
tighten four hose clamps around it.

Prior to gluing, mount a faceplate 
onto a wasteblock and turn it to 
about a 3¾" diameter. After gluing 
together the cylinder, glue the 
wasteblock onto one end, slightly 
offsetting it about 1/4" (Photo 3). Let 
the glue cure overnight. 

Depending on the quality of your 
saw-blade cut, you might need to 
invest a few minutes in sanding the 
stave surfaces before gluing. To do 
this, adhere a piece of 80-grit paper 
onto a flat board and carefully rub 
each glue surface back and forth 
on it a few times. Be careful not to 
alter the miter angles.

Shape the cylinder
With the top of the cylinder securely 
attached to the wasteblock, use 
a ½" bowl gouge to rough-turn 
the outside and then true up the 
inside. As noted earlier, I used a 
Stewart-style tool, followed by an 
Eliminator on the inside.

To close the bottom, turn an 
opening with a step (Photo 4). Note 
the little step inside the opening. 

This limits the depth of the plug 
insert and determines the final 
depth of the cylinder. A small 
diamond-pointed scraper is a 
handy tool for making this type of 
fitting. The steel insert requires a 
minimum of 5 3/4" of cylinder depth. 

I choose to orient the plug grain 
the same as the staves, which helps 
to minimize wood movement 
problems and provides a more 
desirable side-grain-to-side-grain 
glue joint.

To achieve a nice fit between 
plug and hole, it is easier to finalize 
the plug first and then enlarge the 
opening slowly while frequently 
checking the fit. When you’re 
satisfied with the fit, glue the plug 
in place (Photo 5).

To remount the cylinder, turn 
down the protruding plug and 
shape a tenon to fit a 4-jaw scroll 
chuck (Photo 6). 

Turn the cylinder inside
Check the fit frequently as you 
turn and remove wood from the 
inside of the cylinder. As you 
approach the final fit, apply black 
crayon to the insert and rub the 
insert on the inside the cylinder.
This provides evidence of where 
the fit is still too tight. 

Other than at the top, the fit 
doesn’t need to be precise. In fact, 
a little space provides room for 

4
Hose clamps provide the ideal pressure for 
gluing up the stave mug wrap.

3
Turn a plug with a step; this will limit the 
depth of the plug insert.

5
After applying glue to the bottom plug, bring 
up the tailstock to apply clamping pressure.

7
Check the fit frequently to get a snug fit 
between your wrap and the mug insert.

6
Prepare the base of the cylinder for  
mounting in a 4-jaw chuck.

8
With the mug held between a jam chuck 
and a live center, turn the bottom. 

step

bottom of mug

shaped for chuck

bottom 
of inside
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the insert to expand when hot and 
avoid stressing the wood cylinder. 
Take a little extra time fitting the 
top steel lip. For aesthetics and 
a waterproof seal, a snug fit is 
necessary (Photo 7).

Shape and finish
With the internal turning complete, 
finalize the outside shape. Instead 
of turning a straight-sided cone, 
use a skew or bowl gouge to turn 
a slight curve. The curve also 
provides a better grip. 

For finish, apply several coats 
of lacquer-based sanding sealer 
(sanded between each coat), 
followed by four coats of gloss 
lacquer topped off with one coat of  
satin lacquer. 

Build a Ripping Jig
Building this jig may seem like a lot
of hassle just to make four cuts, but it
is worth the trouble. By having a large
jig such as this, it’s easy to attain a
smooth pass through a sharp rip blade. 
Had the staves been wider, I could 
have made rip cuts on both sides of 
the staves without the aid of a jig, but 
pushing these skinny staves through 
the blade would be risky. 

The photo below shows a lamination 
clamped in place as it passes through 
the saw blade.

Build this ripping jig from ¾" MDF, 
plywood, or particleboard. First rip 
both edges of the middle layer at the 
same 22.5-degree angle as the staves. 
Then glue the middle layer to the lower 
layer so that one beveled side rides 
along the saw fence and the other side 
acts as a support for the previously 
cut beveled edges of the laminations. 
Three #14×2" panhead screws provide 
the clamping pressure and a 5/ 16"-wide 
strip of hardwood provides a means of 
leverage. —Malcolm Tibbetts

#14x2" panhead screws

To provide a moisture barrier 
and minimize wood movement, 
it’s a good idea to apply several 
coats of sealer to the inside of the 
stave cylinder.

Complete the mug
Use a jam chuck to reverse-mount 
the mug. To clean up the bottom, 
part off the tenon, and then use a 
jam chuck along with a tailstock 
(Photo 8). The jam chuck shown 
is an MDF disc with a precisely 
turned groove to snugly hold the 
top lip of the cylinder.

If your jam chuck is snug, your 
left hand can act as a keeper as 
you sand the entire bottom while 
the mug is still mounted on the 
lathe. After a little turning and 
sanding, sign the bottom with a 
woodburning tool or permanent 
marker. Then apply finish. 

The last step is to permanently 
install the stainless-steel insert. 
To increase insulation properties, 
I applied a thin coating of 
polyurethane glue (Gorilla Glue 
is one trade name) to the inside 
of the cylinder. This type of glue 
foams as it cures, which fills voids 
and provides insulation. Before 
clamping, apply clear silicone 
adhesive into the steel insert’s 
top groove. Wrap the finished 
wood and the steel insert with 

5/ 16" thick spacer

22.5-degree bevel

AAW board member Malcolm Tibbetts 
(tahoeturner.com) lives in South Lake 
Tahoe, CA.

Handle-Building Tips
• For added strength, laminate at least 
three layers of thin wood. Keep the 
wood grain vertical.
 • To shape your finger(s) hole, drill a 
top and bottom hole and then remove 
the wood in between. 
 • The teacup-style handle with only 
two connection points to the mug is 
too weak. A handle with 3" to 4" of  
gluing surface, such as in the photo 
above, is sturdier. 
 • If you have applied finish to the mug, 
roughen the mating surfaces before 
applying glue.

blue painter’s tape to protect your 
surfaces during this final glue job. 
Because polyurethane expands 
as it cures, maintain clamping 
pressure for four hours.
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Rebirth
 

New life for a 
table pedestal

Portland’s Japanese Garden 
provided the inspiration for 
“Rebirth,” a vessel turned 

and carved from a 50-year-old 
coffee table pedestal. A series of 
intertwining leaves unfurl and 
move toward the sun, emulating 
the essence of growth on our 
green planet. 

To create this piece, the pedestal 
was mounted on the lathe, reshaped, 
and hollowed. C.A. Savoy, a member 
of the Capital Area Woodturners, 
designed the custom hollowing tool 
used for the project.

By Neil Kagan

Metamorphosis: A 14×9" coffee table 
pedestal, below, has been given new 
life through turning and carving. The 

intent of the design was to unlock 
the spirit of the wood bound up in the 
discarded pedestal that the previous 

owner relegated to the trash heap.
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Ideas on Paper and 
Wood: A series of 
sketches were trans-
ferred freehand to the 
surface of the pedes-
tal. Carving followed 
using the power of a  
Foredom flexible-shaft tool 
and carbide burrs to shape the 
leaves and open the surface to light. 

Discovery: The table pedestal 
was mounted on the lathe 
using a faceplate. While turn-
ing into round, my tools were 
instantly dulled by the rock- 
hard plastic-like material that 
coated the surface. I chiseled 
away the surface by hand only 
to discover that the pedestal 
was composed of various 
woods that had been glued 
up 50 years ago. I was told the 
glue-up pattern was similar to 
that used on bowling pins.

Basic Carving Setup: A simple, inex-
pensive rotary tool (Dremel) is great 
for more delicate carving. Using rotary 
tools with flexible shafts allowed me 
to hold the turned piece with one 
hand while carving with the other. 
Additional carving essentials included 
a fan to blow the dust away from the 
face, eye protection, and a dust mask 
or respirator. 

Neil Kagan (NKagan1@aol.com) lives 
in Falls Church, VA. He’s a member 
of the Capital Area Woodturners.

Refining the Curves: Sanding, a labo-
rious but essential part of the carving 
and shaping process, allowed me to 
refine the curves and add real move-
ment to the wood. The initial 1½"-thick 
wall allowed me to carve each leaf 
inside and out.

Locked inside the 14" pedestal, 
which was originally coated with a 
plastic-like material, I found a series 
of glued-up hardwoods, including 
a beautiful old-growth poplar that 
has a rare, golden-green glow. 

After hollowing the vessel,  
I spent more than 100 hours 
carving the leaves using flexible-
shaft carving tools and carbide 
burrs, pushing my skills and the 
delicate old wood to the limit. 
As one of my friends said, “I was 
teetering somewhere between a 
masterpiece and a disaster piece!”

For the finish, I applied 12 coats 
of Watco Danish Oil natural, which 
restored the luster and brought the 
old woods back to life.
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Tips   Got a
Great
    Idea?

Share your turning ideas! If your tip is 
published, you’ll earn $35. Send your tips 
along with relevant photos or  
illustrations and your name, city, and 
state to:

John Lucas
529 1st Ave. North  
Baxter, TN 38544
jlucas@tntech.edu

Game, set, match! A goblet steady
After turning 
the stock round 
and hollowing 
the interior 
of a goblet, a 
tennis ball helps 
me reduce the 
vibration while I 
turn the stem.

 I use a  
cup center in  
the tailstock  
with the pin 

removed to hold the tennis ball as shown in the photo above. I press the 
ball into the rim of the goblet. Now I’m ready to continue turning with 
little or no vibration. 

 Bob Edwards
 Helotes, Texas

Pockets full of chips
I like to keep a pencil, small ruler, and 
the remote switch for my dust collector 
in my turning smock’s front pocket. As 
you might guess, the pocket regularly 
fills up with shavings. 

To solve this nuisance, my wife 
added a zipper in the bottom of the 
pocket. Now when the pocket gets full 
of chips, all I have to do is unzip the 
pocket to empty it. 

This works like a charm for me.  
  Gary S. Clarke 
  Bellevue, Washington  

Have a ball sanding 
the insides of vessels
When sanding the interior 
surfaces of hollow vessels, I 
use a hardwood ball covered 
with sandpaper and mounted 
on a straight-cutter shaft or any 
type of bent-cutter shaft. With 
this system, I can finish inside 
surfaces almost as well as the 
outside surfaces as I step through 
sandpaper grades.

This method has several 
advantages. First, it’s inexpensive 
to make. Second, you can create 
a ball for any size or shape of 
sanding task. Finally, the ball 
fits into normally inaccessible 
areas—wherever you’ve removed 
turning stock.

Here’s how to make a collection 
of balls and shapes ready for use 
on your next project. Drill the 
ball through the center. Make the 
hole the same size as the cutter 
shaft on the boring bar and deep 
enough for the cutter fastening 
screw to be centered on the ball. 
Then drill a hole at 90 degrees 
to the first hole for the fastening 
screw. Enlarge part of this hole to 
accept a washer. Make this deep 
enough for the fastening screw 
and washer.

Next apply adhesive-backed 
hook-and-loop tape (such as 
Velcro). Cut small Vs into the 
hook tape along the upper and 
lower edges, as shown in the 
photo above. This allows the loop 
tape to follow the round surface 
of the ball.

 Peter Hawkins
 Marion, Texas
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Calendar
 of Events

Graeme Priddle’s “Starfish Vessel” is part 
of the Far From the Tree exhibit at the AAW 
Gallery in St. Paul.

Spring Calendar deadline: January 1.  Send information to carlvoss@mac.com.

Alaska
Fourth Annual Alaska Woodturners 
Association Woodturning Symposium, 
March 9–10 in Anchorage. Featured 
turners include Dick Sing and Soren 
Berger. Master classes for beginning, 
intermediate, and advanced turners 
will be held the weeks prior and 
after. Information: Bill Bowers at 907-
346-2468, turningsbb@gmail.com, or 
akwoodturners.org.

Arizona
Collectors of Wood Art Forum in 
Scottsdale, Jan. 17–20. Information: 
collectorsofwoodart.org or Bruce 
Heister at 650-328-9606. 

California
del Mano Gallery, Los Angeles, Bert 
Marsh: New Works in Wood, through 
Dec. 15. Selected Works, a curated 
exhibit of wood and fiber, Feb. 2–29. 
Small Treasures, April 12–May 10. 
Information: delmano.com or 
800-del-Mano.

Florida
Florida Woodturning Symposium, 
Jan. 11–13 at Lake Yale Baptist 
Convention Center near Eustis. 
Featured demonstrators include 
Michael Hosaluk, Lyle Jamieson, Alan 
Lacer, and Mark St. Leger. Information: 
floridawoodturningsymposium.com.

Georgia
Southern States VII Woodturning 
Symposium, April 25–27 at the 
Georgia Mountains Center in 
Gainesville. Featured demonstrators 
include John Mascoll, Graeme Priddle, 
Avelino Samuel, and Betty Scarpino. 
Information: southernstates.org or 
Marsha L. Barnes at 828-837-6532 or 
pineshingle@brmemc.net.

Hawaii
Tenth Annual Big Island Woodturners 
Woodturning show, Feb. 25–March 
28 at the Wailoa Center in Hilo. 
Special events include a Feb. 22 artist 
reception and demonstrations every 
Saturday. Information: Larry Grodin 
at ltg@alohakeepsakes.com or 
808-934-7535 or the Wailoa Center at 
808-933-0416.

Illinois
First Midwest Woodturning 
Symposium, July 25–27 in Mundelein. 
Featured demonstrators include David 
Ellsworth, Alan Lacer, Binh Pho, Dick 
Sing, Steve Sinner, Curt Theobald, 
and Jacques Vesery. Information: 
chicagowoodturners.org or Jan 
Shotola at 847-412-9781.

Minnesota
AAW Gallery, St. Paul, ConneXions, 
collaborative show with the 
International Society of Glass 
Beadmakers, through Dec. 15. Turning 
Green and POP Merit Award Show, POP Merit Award Show, POP Merit Award Show
through Dec. 21. Far From the Tree, 
Jan. 11–April 18. Artists include 
Bob Stocksdale, James Prestini, 
Mel Lindquist, and Rude Osolnik 
plus more than 20 contemporary 
woodturners. Woodturning in Basic 
Black, Jan. 11–April 18. For details see Black, Jan. 11–April 18. For details see Black
page 40. Also, selections from Step Up 
to the Plate and items from the AAW 
permanent collection are on display 
in the St. Paul City Hall. Information: 
AAW Administrative Offices at 651-
484-9094 or woodturner.org.

Nina Bliese Gallery, Minneapolis, 
featuring Ben Carpenter, Stephen 
Hatcher, and Craig Lossing through 
Dec. 22. New work by Robyn Horn, 
Feb. 18–March 28. Opening reception 
Feb 21. Information: 612-332-2978 or 
ninabliesegallery.com.

Pennsylvania
The Wood Turning Center, 
Philadelphia, From the Vault: the Wood 
Turning Center’s Permanent Collection, 
Dec. 14–Jan. 18. Ornamental Turning, Ornamental Turning, Ornamental Turning
Feb. 1–March 22. Information: 213-923-
8000 or woodturningcenter.org.

Tennessee
Tennessee Association of Woodturners 
20th Annual Symposium, Jan. 25–26 
in Nashville. Featured demonstrators 
include Nick Cook, Ernie Conover, 
David Ellsworth, and Andy Woodard. 
Information: tnwoodturners.org or 
David Sapp at 615-599-9638.

Far From the Tree at the AAW 
Gallery in St. Paul includes 
Robyn Horn’s “Fractured 
Millstone.”



During my 2006–2007 residency at Arrowmont School of Arts & Crafts, I began 
a body of work and explored ideas that will provide a creative foundation for 

years to come. I made a series of sculptural forms combining turning and carving, 
along with a more practical series of multi-axis vases. 

One benefit of the Arrowmont residency program is the opportunity to sit in 
on any class. And that is what I did for the first half of my residency. I sat in on 
countless demos, absorbing as much knowledge as possible. From Jean-François 
Escoulen and Mark Sfirri, I observed that there really is no limit to the possibilities 
of form that can be generated on the lathe. Matthew Hill inspired me with his 
amazing use of texture and color. From Mark 
Gardner, I saw how the character of material does 
not have to be lost, even when painted and carved. 

I learned to look outside of woodturning to find 
objects that have a clear and interlocking relationship 
between pattern and form. I would be just as likely to 
look at ceramic objects by Akiyama Yo or Kitamura 
Junko as I would be to look at the vaulted opercula 
of a mosque or cathedral. I might have a photo of a 
nematode next to a printout of a Penrose tessellation. 
My residency gave me the time to look for diverse 
information, to combine it with what I learned from 
other artists, and to produce my own body of work. 

“Rippled Form,” 
7×14×14". Turned, 
carved, and 
stained cherry.

Benjamin Strear
benstrear@gmail.com




