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Family Boxes

When we spend time in our 
workshops, it is often a place 

where we can find a bit of alone time, 
time to escape from the stress of the daily 
grind. During August and September of 
this year, I spent a number of evenings 
in my shop working on a special project, 
but I was never alone. No, there was not 
anybody in the shop with me, but I was 
surrounded by the presence of three of 
my sisters as I worked on a labor of love, 
creating a set of four identical boxes for 
my three sisters and myself. You see, I had 
never met my two younger sisters Nancy 
and Phyllis, and I had not seen my older 
sister Debbi in over forty years!

This is a story of woodworking and 
also a story of family and love that has its 
roots over 50 years ago. The sixth of ten 
children, I was adopted as a toddler along 
with my sister Jean, the oldest child in my 
birth family. Our four other siblings at the 
time, including Debbi, were also fostered 
or adopted by caring and loving families 
and on occasion some of us got to see each 
other on special occasions. Contact with 
all my siblings except Jean had stopped by 
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member profile

Member Profile introduces 
a member of the Guild — 

professional or otherwise — which I 
hope you find inspiring. — editor

the time I was a teenager. There were four 
more children born to my birth mother, 
including Nancy and Phyllis.

We can spend time looking back and 
wonder why things happen the way they 
do, but I prefer to look forward. So I 
won’t spend any more time talking about 
the past other than to say I missed my 
brother and sisters. Growing up, I was 
raised by loving parents and I’ve been 
blessed with a lot of good fortune along 
the way including a beautiful daughter of 
my own who is now grown and living on 
her own in New York City.

This spring, I began a project at 
home to scan a lot of photographs from 
decades old family picture albums, and 
try to identify who the subjects in the 
pictures were. I wanted my daughter 
Katie to be able to enjoy the pictures and 
have a connection to the people in the 
photographs.

At the same time I began a bit of 
genealogical research for the same 
purpose, to give my daughter knowledge 
of her family roots. Family tree research 
has come a long way with the power of 
the internet and online databases, and I 
found the research and process fascinating. 
I was cataloguing all kinds of information 
on my adoptive family’s ancestors and 
perusing census records, draft cards, border 
crossing cards and so forth. I signed up 
for an account on ancestry.com — a web 
site I highly recommend! The family tree 
grew and grew and my scans of pictures 
grew by the hundreds. I began to input 
the little information I had about my 

Roger Myers



3The Guild of  New Hampshire Woodworkers

birth family to archive that information 
as well. 

Over the last forty years I had searched 
for Debbi many times with no success. 
With the advent of the internet, and 
powerful search engines like Google, I 
searched and searched to no avail. This 
April, I was once again on the family 
tree website and I was browsing and 
searching the message boards just as I 
had done many times before. But this 
day, April 26th, something different came 
up. I saw a seven year old posting from 
someone looking for information on her 
sisters and brothers. The information in 
the posting was enough to be certain that 
this was a younger sister of mine! Despite 
the fact it was a seven year old message I 
responded, and to my shock in less than 
an hour I had an e-mail response from 
my younger sister Nancy! We had never 
met, and we were both in a bit of shock, 
but over the course of days and weeks we 
got to know each other and Nancy also 
connected me with my youngest sister 
Phyllis. Pictures and e-mail after e-mail 
followed, and then phone calls as our new 
family learned about each other. 

The story could end there, and I 
would be a rich man for the good fortune 
of connecting with two long lost sisters, 
but as they say, wait, there’s more! The 
beginning of July a few more pieces of the 
puzzle fit together in my research on my 
family tree, and I reached out via e-mail 
to someone I believed may be connected 
to my long lost sister Debbi. Once again, 
in a short period of time, I had a response 
from someone followed by a phone call. 
This in turn would lead to a phone call 
with Debbi and lots of laughter and tears 
between a brother and sister who had 
been searching for each other for over 

forty years! The 
next step was 

“introducing” Debbi to 
her younger sisters. My older 
sister Jean had passed away in 2000, 
but I now found myself blessed with the 
love of Nancy, Phyllis, and Debbi!

Family Boxes
I knew from the start that I wanted 

to make something for my three sisters, 
something that would reflect in some 
way on our good fortune and our 
reunited family. In preparing to do some 
demonstrations for Sunapee this year, I 
decided to make each of us a family box. 
The woods for each of these boxes would 
come from the same board, symbolic of 
our common family tree. The stock for the 
panel in the top would be book-matched 
from a single piece of walnut, the curly 
maple for the sides likewise from a single 
board. A line and berry design would be 
inlayed into the walnut panel using holly 
and red cedar, all from single boards.

Line and Berry Inlay
The line and berry design is 

traditionally only found on Chester 
County Pennsylvania spice chests and 
has many variants and has been studied 
extensively. I liked the concept of using 
this inlay in the panels that would make 
the top of the box. In the design I applied, 
I found symbolism in the four corners 
representing my three sisters and I, and 
the intersecting lines representative of our 
lives. The holly and red cedar berries at 
the end of each line represented our own 
families. This line and berry inlay would 
be what I demonstrated at the Guild tent 
in Sunapee. 

The holly is prepared for use in the 

inlay by first ripping thin (approximately 
0.045˝) strips from 4/4 holly boards. This 
can be done a number of ways but I use a 
thin kerf rip blade on the table saw. You 
must use a splitter and a push stick that 
will support the ripped stock all the way 
past the blade. The thin strips are then slit 
into pieces about 1/8˝ wide. This can be 
accomplished using a knife edge marking 
gauge, a veneer slitter or a knife. I utilized 
Lie-Nielsen’s inlay cutting tool which is 
part of a set of inlay tools designed by 
Steve Latta and produced by Lie-Nielsen. 
They are not inexpensive but I used the 
full set of tools in producing the inlay 
and found them superior to other tools I 
have used for this in the past. Following 
slitting of the inlay, it is then scraped, 
reducing it in thickness until it just fits 
into the grooves in the panel prepared to 
receive it.

The grooves in the panel consist of a 
border around the panel as well as several 
intersecting arcs. I utilized the Lie-Nielsen 
tools to cut the grooves. These tools were a 
joy to use, although purpose made scratch 
stocks could be utilized as well. The arcs 
must be precisely located so that they 
intersect properly in the corners, and they 
must be done and filled in sequence, not 
all cut at once. The prepared holly strips 
are glued into the grooves mitering each 
corner, and then planed and scraped flush 
with the panel. Filling and flushing each 
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segment individually assists in creating 
exact miters at the intersection of the 
lines. Likewise, the berries, cut from holly 
and red cedar using plug cutters, must 
be drilled and filled individually to avoid 
having breakout between each of the 
berries.

Box Construction
The box is constructed of curly maple 

with mitered corners and walnut splines. 
The top panels are walnut and the bottom 
panels are Spanish cedar. The panels were 
raised by using a skew angle block plane. 
The corners are accented with ebony, 
salvaged from old piano keys.

Typical in construction of boxes like 
this, the box is assembled as one unit with 
the top and bottom panels in place, and 
then cut apart to create the separate top 
and box.

Inside the box is a small maple and 
walnut tray, lined with leather, which 
rides on walnut runners. The brass feet 
and hinges on the box are made by 
Brusso. All surfaces of the box were hand 
planed prior to receiving the finish which 
consisted of between eight and ten thin 
coats of shellac. After the last coat of 
shellac was applied, the finish was rubbed 

out and a coat of high quality wax was 
applied.

Perhaps the most important part of 
the box to me is the label where part of 
the inscription reads — This box is made 
of curly maple, American black walnut, 
and Spanish cedar and is one of a set of four 
made in celebration of the unification of 
a family. I carefully packed three of the 
boxes and shipped them to my sisters in 
mid September. 

The Rest of the Story
It was delightful as my sisters, scattered 

across the country, coordinated the 
opening of their surprise packages and 
enjoyed both the boxes and the symbolism 
they represented. All of us got to play a 
little as children, something we never had 
the opportunity to do many years ago.

The beginning of October I traveled to 
California to meet Nancy for the first time 
and as a special surprise I had Phyllis join 
me on the visit where she saw her sister 
for the first time in seventeen years and 
I also got to meet her. There were many 
tears shed during this visit but what I will 
remember most is the sounds of laughter 
as we played and the hugs we shared that 
made up for years of separation. 
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I have actually had both of these tools in my shop long 
enough to know how really useful they are and can 

highly recommend both.
Drill Doctor — The Drill Doctor is a twist drill 

sharpener. I am embarrassed to admit that they don’t 
even make the model I have anymore, but the concept 
and certainly the performance will be the same. This 
little machine uses a diamond grinding wheel to quickly 
and accurately sharpen twist bits from 3/32˝ to 3/4˝.

I certainly use a variety of bits in the shop, but it 
seems I am often using twist bits and when they are 
dull it is very frustrating. In literally a few seconds you 
can sharpen a bit (including carbide tipped ones) and 
smile when you drill the next hole. In fact the process 
is so simple and quick, I find I am always sharpening a 
handful while I am at it.

They have three machines ranging from $50 to $140 
and of course the more expensive ones have more features. 
Mine is the lowest end model and I would only want the 
next bigger machine so I can handle the bigger bits.

In the photos I show how even a horribly broken 
bit can be quickly returned to perfection. If you use 
twist bits, this little machine is a great addition to your 
shop. Go to www.drilldoctor.com for all the details. By 
searching the web some, you can find lower prices than 
their home site — try www.drilldoctorstore.us.

What’s new in my shop

tool review by Peter breu

for all the details and a video of it 
in use. I have the Pro Infeed roller 
(about $350) and they now make 
a Lite System for $80 less. They also 
make outfeed rollers which might 
be very useful too  — I already 
have a different outfeed roller 
system. If you struggle with sheet 
goods by yourself you might want 
to invest in this infeed system — 
www.ezee-feed.com. 

Broken Bit

Repaired Bit

Ezee-Feed — I work alone in 
my shop and sheet goods are a 
headache. When I saw the Ezee-
Feed infeed roller system described 
in Fine Woodworking, I decided 
to give it a try and have been very 
happy with this system. It attaches 
in a few seconds to the front of the 
table saw and allows you to easily 
load and hold a full 8´ sheet by 
yourself. The side roller allows you 
to get the sheet onto the rollers and 
the top holds the sheet wherever 
you need it. The whole system 
slides from side to side easily. When 
I don’t need it, it folds neatly and 
leans on the wall out of the way.

I have tried all sorts of other 
rollers and struggled and cursed 
to try to make them work. Most 
importantly of course is that what 
I was trying to do half of the time 
was just plain dangerous. The ease 
of attaching and detaching really 
make this a great accessory for my 
table saw. Check out their website 
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Furniture vs turning Finishes — 
What is the difference between finishes used 
for furniture and finishes for turnings? — 
AlAn sAffRon

Garry Wood replies: The raw 
materials used for protection and 

film forming are usually similar for 
furniture finishes and turning finishes, 
but turning finishes will sometimes have 
an additive for lubrication. This can be 
a wax, oil or solvent with a long open 
time. Another turning formulation uses 
almost the opposite approach by adding a 
burnishing agent to create friction. These 
additives are designed for those who apply 
their finish to a spindle or bowl that is 
turning at moderate speed in the lathe. 

Food safe quality is another 
characteristic often found in finishes 
for turning. These can be simple oil or 
oil/wax combinations that dry very slowly, 
or finishes that are considered food safe 
after a carrying solvent has evaporated.

ripping thin stock — What is the best 
method to cut or rip very thin (~1/16˝) strips 
safely on the tablesaw. — RogeR MyeRs

Al Breed replies: To cut 1/16˝ stock I 
use a thin red Diablo blade and sticky-

tape a secondary fence to your regular 
fence that stops at the end of the saw 
kerf. This prevents the thin piece from 
jamming. Then nail a splitter in the form 
of a brad into your wooden saw insert 
a few inches past the blade in line with 
the blade. This will separate the thin strip 
from the blade from the main piece and 
keep it from getting chewed up. Matt 
Wajda turned me on to this method and 
I’ve used it when sawing inlay banding off 
a block with excellent results.

Marty Milkovitz replies: Set the 
fence slightly greater (1/32˝±) than 

the slice you want to take off, joint one 
edge and pass thru the saw. If the piece 
is greater than 2˝ thick, take a cut only 
half the thickness of the piece and flip it 
over end for end after each pass. However 
if you are using a tablesaw to cut veneer 
you’ll be creating more sawdust than 
veneer. A band saw with 3/1 wide blade is 
better suitable for cutting veneer.

BoB osWald replies: A method that I 
consider safe, although some would 

say that a bit more skill is required, is to 
rip it directly with the blade protruding 
only about 1/16˝ above the wood and using 
a tall push block. I use this method often 
for a single piece, because it’s quick to set 
up.

But the key is the pusher dedicated to 
this task. An example of the pusher I use 
is a home cut version of Rockler’s #52662. 
Observe how high above the wood your 
hand is and the way the pusher holds the 
wood down on the table. This works fine 
for me down to about 1/8˝. Narrower than 
that runs the risk of the pusher slipping 
behind between the wood and the fence, 
not a good thing. Below 1/8˝, I run it 
through the drum sander.

Rockler’s Thin Rip Tablesaw Jig uses a 
thin rip jig that requires moving the rip 
fence for each cut. The jig fastens in the 
miter slot and has a positioning finger 
before the blade and the rip distance 
away from the blade. You put your wood 
against the rip fence, positioning the 
fence and wood against the finger, and rip 
the thin strip off. I don’t like it because 
of the inconsistency of rip cuts — every 
one is set individually. They are close but 
not perfect.

My preferred method is a jig similar to a 
taper jig but without the taper. For a safe 
jig, you would build one like a sled that 
rides along the rip fence and is positioned 
close to the blade. You can then cut off 
thin strips that are consistent. [See Bob’s 
article describing this method on page 17].

Chris kovacs replies: Cutting thin 
(1/16˝) strips on a tablesaw can be a 

tricky operation. The first requirement 
is a zero clearance insert in the tablesaw. 
Such thin strips can easily get pulled into 
the blade and down into the saw cabinet. 
Next I would recommend a splitter that 
is integrated into the zero clearance insert 
or an after market splitter. This will keep 
the thin strip from getting pulled into 
the back side of the saw blade. The third 
requirement is a push stick or block. 

For me the process of ripping thin 
strips would involve setting the fence to 
the desired thickness and raising the blade 
about 1/8˝ above the wood surface. Using a 
wide piece of stock, I would first joint the 
edge preferably using a hand plane. That 
way the edge against the fence will not 
need any sanding.

Rip the first strip using the push block 
to push the stock completely through the 
blade while pulling gently on the strip to 
clear it from between the blade and fence. 
Re-plane the edge and continue ripping. 
Even if you do not want to plane the 
edge between rips, it is still important to 
straighten the edge after a few thin rips are 
taken. Unless you are using a power feeder 
your hand pressure will be inconsistent 
and the edge will eventually become wavy 
thus the need to repeated straightening. 
Stop taking rips from the board when it 
is about 1” wide, by that point it will be 
very hard to keep straightening the edge 
and the board will likely begin to twist 
and deform.

Flattening veneer — What is the best way 
to flatten veneer with burl or other irregular 
grain? — PeteR bReu

The Q&A archive is now available on the Guild web site. Give it a try by 
going to www.gnhw.org, click on Publications and then the Search Archive 
link. It is a terrific resource! — editor



7The Guild of  New Hampshire Woodworkers

Marty Milkovitz replies: Mix up 
a 10% solution of glycerin and 

distilled water. Using a spray bottle (empty 
Windex bottle is ideal) saturate both sides 
of the veneer. When the veneer becomes 
pliable, press it between plain paper towels 
and brown paper (like shopping bags, NO 
store labels) sandwiched between plate 
glass. Weight this down at 5 lbs ± for 1/2 hr 
and then change the paper and repeat. Do 
this every hour or so for the first day. If 
you are not going to be using the veneer 
right then, press it between maple or birch 
plywood until your ready for it. Check it 
every day or so and change the plywood if 
it shows any signs of dampness.

Al Breed replies: To flatten burl, 
either make a thin sizing solution 

from hide glue and clamp up the pieces 
between boards and paper and change the 
paper until the veneer is dry, or use the 
flattening solution from Woodcraft and 
follow the directions. With the hide glue 
method, you’ll have to clean the paper off 
the veneer with a sponge and water.

Date sensitive Finishing Mix — A 
couple of years ago I made up a batch of 
polyurethane, turps, and boiled linseed oil, one 
third each in the mixture. It did an excellent 
job. Some months later I tried it again, but this 
time it took forever to dry. Do driers lose their 
effectiveness over time? Does one need to buy 
fresh materials regularly to have satisfactory 
results? — AllAn knight

BoB osWald replies: Driers definitely 
deteriorate with time. The time is 

probably unpredictable, but in general 
I recommend not more than a year of 
storage. Personal experience with linseed 
oil has confirmed that, although the 
product was definitely several years old. A 
new can worked incredibly well. I had a 
similar experience on a guild project with 
varnish, again several years old. It never 
did dry and had to be stripped and re-
applied with fresh.

surFacing highly FigureD Maple — 
What is the best method of surfacing (planing 
or scraping) of highly figured maple? — 
JiM bRAdley

Al Breed replies: To smooth figured 
maple use a sharp scraper. Wetting 

the wood a bit with a sponge will improve 
the result. You can do it with a perfectly 
tuned plane with a small throat, again 
wetting the wood in advance.

Marty Milkovitz replies: Sometimes 
you can get by with a fresh cutter 

and very light passes with a planer, 
scraping with a mechanical body scraper 
and then a card scraper. However if you 
have access to a wide belt sander, it is the 
fastest and most effective way to get the 
job done.

BoB osWald replies: Any cutting tool 
will have a tendency to tear highly 

figured wood. Light passes with a very 
sharp planer blade minimize that, but 
it’s problematic. The only method that 
works guaranteed is a drum or wide belt 
sander. My Jet 16-32 drum sander works 
beautifully surfacing or thinning any kind 
of wood, no matter the figure. You do 
have to watch feed speed, cutting depth 
and wood type for burning however. 
Light passes run fast through the sander 
work best.

re-attaching natural Bowl eDge 
— What is the best method to re-attach bark 

to a natural edge bowl when it has come off? — 
diCk dAvis

Mike cyros replies: I have only had 
mixed success in re-attaching bark 

to a natural edge board that has started 
to peel off during the turning process. CA 
glue is the ideal method to attempt to re-
attach the bark if a small chunk has come 
loose. However, if your bark is peeling away 
from the natural edge, my experience is 
to simply recognize that it will never stay 
attached and I just peel off the bark, and 
continue the bowl as a natural edge bowl, 
without the bark. Depending on the 
wood species, this still produces a visually 
interesting bowl. I find that the general 
rule of thumb applies — wood that is 
used for bowl turning that was harvested 
in the dormant season (late fall, winter) 
is the best for natural edge bowls as the 
cambium layer (the growth wood layer 
between the bark and the mature wood) 
is dormant and dry. In the spring and 

summer months, the cambium layer is 
very wet and prone to easily separate from 
the bowl. Even if you manage to keep the 
bark attached during the turning, further 
problems can arise as the bowl dries. I’ve 
had some cases where the wood dried at 
a different rate than the bark eventually 
causing it to separate. Gluing with CA 
glue at this point is difficult as the bark is 
now a different shape than the bowl.

Marty Milkovitz replies: 
Think West System epoxy — 

www.westsystem.com.
continued on Page 17
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by Audi PAuliukonis

Saturday, October 3rd, 2009 dawned 
gray and rainy for many of us 

GNHW members, but that did nothing 
to dispel the enthusiasm of the crowd that 
gathered at Tom McLaughlin’s shop in 
Canterbury, NH, for Day 1 of the latest 
BIG project: Solid Case Construction: 
Making a Traditional Chest of Drawers. 
The registration for the meeting was filled 
to over 30 members, and while there 
were concerns about Tom’s available 
parking being overrun, it seems there 
was just enough room for everyone. The 
enthusiasm for the class was obvious, and 
it was easy to see why when you consider 
the opportunity that attendance gave 
you — the chance to learn from Tom, 
an accomplished craftsman and one of 
New Hampshire’s Furniture Masters. No 
doubt there will be much to learn from 
this experience whether you have many 
case pieces under your belt or have never 
built a case piece before. This being the 
first day of the five meeting series, the 

focus was on laying the groundwork for 
the project ahead.

Tom began by describing the process 
he goes through when designing a custom 
piece of furniture, beginning with an 
overall concept of what the piece will be, 
it’s function and overall size, and then 
narrowing his focus to individual design 
elements as the piece evolves and the 
details get hammered out. He hoisted 
obviously well used copies of Wallace 
Nutting’s Furniture Treasury and Fine 
Points of Furniture by Albert Sack as 
examples of good books to use not only 
for inspiration, but as reference material 
for details and overall dimensions.

Tom made the point that each case 
piece begins as a basic box, really, and it’s 
what the craftsman decides to do with 
that box that determines it’s final style. He 
went over some of these variable elements 
such as treatment of the drawer fronts, 
mouldings, and style of case feet, and how 
they impacted the final look of the piece. 

October 3, 2009 at McLaughlin Woods in Canterbury, NH

photos by Jim seroskie

Tom McLaughlin begins a year long project — Part 1

Beginner & Intermediate Group

This is the first in a series on Tom McLaughlin’s BIG 
project — two chest of drawers. Audi Pauliukonis will 
bring his own perspective to this series as he builds his 
first chest at home along with Tom — editor.
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Making a Traditional Chest of Drawers
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home, and said to themselves now what 
was I going to use this board for?

Tom also went into detail about stock 
preparation prior to making up the panels. 
He recommended cutting a long board in 
half across the grain, rotating one board 
180° to bring together the two edges 
that were one long edge on the intact 
board. Doing this keeps the similar grain 
in the two boards next to each other in 
the panel and minimizes the appearance 
of glue lines. Tom did mention that in 
orienting the two halves of the board this 
way, you do run the risk of tearout due to 
the reversed grain as you plane the board 
to final thickness, and that sometimes the 
grain reversal is apparent if light hits it 
just right. He felt however that sharing a 
similar grain pattern and therefore making 
it easier to hide the glue line outweighed 
grain reversal possibilities. If you begin 
with as good a straight-grained board as 
you can find, grain reversal issues will be 
minimized.

He talked about how to joint the 
edges of the boards prior to panel glue-up, 
and why having your jointer fence set to 
exactly 90° isn’t as critical as you might 
think, as long as you jointed the edges of 
your boards in the correct manner. He also 
suggested leaving the individual boards 
a little long to allow for any sniping to 
occur during the jointing/planing process 
before cutting the boards down to their 
final length.

The last part of the meeting was a 
great demo by Tom on doing final surface 
prep of a walnut panel he had glued up 
earlier. While he said a drum sander or 
planer could do the job, he preferred 
to do this step by hand, using a variety 
of hand planes and card scrapers. He 
demonstrated the techniques of using 
each, what to look for as the surface of the 

This was illustrated for the group later on 
as Tom drew a front view of a case piece 

“box” on paper, and by adding, subtracting, 
or changing design elements, the box 
morphed from a Chippendale piece to 
another more contemporary piece that 
would be at home in his daughter’s room.

As Tom was drawing this out, he 
discussed how he usually starts with 
a small sketch of a new project, then 
progresses to a scale drawing, then on to 
a full size drawing before actually making 
any sawdust. He stressed that it’s a lot 
easier to find and fix any design issues on 
paper than after you’ve put lots of time 
into a piece. For some pieces, like a round 
table he was working on, he explained 
it was necessary to build a 3-D mockup 
in order to properly evaluate a proposed 
design.

For this class, the box that will be the 
foundation for the project will be 311/2˝ 
tall x 38˝ wide x 19˝ deep. It was noted 
that these basic dimensions could be 
modified by individual members as they 
work along at home while still applying 
the lessons learned in the meetings.

Once these dimensions were 
established, we went over wood selection. 
Mahogany and walnut were the most 

traditional choices for the primary woods 
while maple or cherry could also be used. 
Pine or poplar would be appropriate 
secondary woods for a case piece from 
New England.

The next step was case layout and 
panel construction with Tom giving some 
recommendations on how to space the 
drawers with the tallest drawers at the 
bottom, graduating in 1˝ increments 
as the drawers move up in the case. For 
our project, this gives us drawer heights 
of 83/8˝, 73/8˝, 63/8˝, and 53/8˝. After some 
discussion, for reasons of aesthetics and 
utility we chose to use two drawers in the 
uppermost row. It’s mostly smaller items 
that end up in these drawers and dividing 
the upper drawer space lends a triangular 
aspect to the case as seen from the front — 
that is it looked better when compared to 
a single wide drawer at the top.

All of this layout work was drawn full 
scale on paper, and was a great example of 
why doing this before cutting any wood 
is a good idea. The relationship between 
the drawer sizes and number becomes 
immediately obvious and you can tell 
how those decisions affect the look of the 
piece.

Once the overall layout was 
decided, the discussion turned to panel 
construction and things to keep in mind 
when approaching this important process. 
Tom spoke of finding the widest, longest 
boards possible, ideally from the same 
tree, as this makes it much easier to get 
consistent color and grain in the finished 
case.

Another good tip was to bring a 
lumber crayon with you to the lumber 
yard so you can roughly identify which 
boards would be used for what part of the 
case. Who hasn’t gone to the lumberyard, 
spent time selecting stock, brought it all 

SubGroup Spotlight

continued on Page 16
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Fine woodworking is known for 
mortise and tenons, dovetail joinery, 

thoughtful wood selection and carefully 
planed surfaces. However, we all know 
that underneath that handcrafted beauty, 
there often lies a helpful trick of the trade 
hidden from view. One such trick is the 
pocket screw. Although not beautiful, 
pocket screws are quick to install, reduce 
the complexity of the project and if done 
thoughtfully will remain hidden from 
sight.

I am a big fan of pocket screws and 
think they should be in every shop and 
used frequently. However, where and 
when to use them should be considered 
carefully. As a professional cabinetmaker, 
I use several thousand pocket screws 
each year building case work. They are a 
great way to join plywood cabinet parts 
and assemble face frames in a kitchen or 
bathroom cabinet. Along the way, I have 
also found other great uses for pocket 
screws.

For those who have never used pocket 
screws, they are basically an easy way to 
join boards with screws that pass from 
one board to the next at a very shallow 
angle. The pocket is drilled into one 
board using a special drill bit and jig that 
drills both the pocket and a pilot hole for 
the screw. The two boards are lined up, 
clamped down and a screw is driven in to 

securely fasten the boards together. When 
completely driven in, the screw is below 
the surface of the wood. Kreg Tools is the 
most visible and recognizable company 
the makes pocket hole joinery jigs and 
supplies. 

Unfortunately, the pocket screw is 
often maligned. I think the reluctance 
to use this method is a lost opportunity 
however. Pocket screws are frowned upon 
by many woodworkers because they are 
a metal fastener, the pocket is rather 
ugly, and there is very little skill needed 
to drill the pocket hole and join two 
pieces together. For many woodworkers, 

they are viewed as a cheap alternative to 
the traditional mortise and tenon joint. 
On the other hand, when incorporated 
thoughtfully into your projects, they can 
be an excellent way to join wood with 
results that are crisp, clean and free of any 
outwardly visible signs of a screw. 

As I mentioned, I use pocket screws 
to quickly assemble cabinet carcasses 
without glue, rabbets or dados. In a 
typical kitchen, the sides of a cabinet are 
rarely seen, and it is easy to hide pocket 
screws. Pocket screws are best for joining 
plywood cabinet parts since the screw 
passes through the layers of plywood and 

by Chris kovACs

Pocket Screws

Wenge and cherry table — the apron to leg connections were assembled using pocket screws.

Do they have a place in fine woodworking?

This is the basic set of screws, clamps, 6” square drive bit, and special stepped 
drill bit and jig needed to bring pocket screw joinery into your workshop.
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is not driven between the layers. This 
avoids splitting the plywood.

When making face frames for cabinets, 
the pocket screw excels because all parts 
can be cut to their exact dimension on a 
table saw. This gives you stiles and rails 
that are cut very accurately with perfectly 
square ends. There is no need to fuss with 
mortise and tenon joints and they use 
much less space and hold better than a 
biscuit. The pocket screws quickly join 
the face frame parts, and since they are 
on the back side, they are often hidden by 
the carcass components. You can even use 
pocket screws to fasten the face frame to 
the cabinet itself. This eliminates the need 
for potentially messy glue and clamps.

Several months ago, my wife asked 
for an all purpose table for her and our 
kids to work at. Their craft projects and 
homework were overflowing on the 
kitchen table, and often had to be swept 
aside, just in time for dinner. It became 
clear that we needed a dedicated table for 
projects. I had some left-over table legs 
from a previous job and some very nice 
looking slabs of wenge buried in a pile of 
lumber bought at auction. It took very 
little time to mill four aprons and two 
cross pieces, drill a pair of pocket holes 
in the end of each piece and apply finish. 
All parts were finished prior to assembly. 
In less than two hours, I had all the parts 
milled, finished and ready for assembly. 
The table base went together quickly and 
cleanly. Using a piece of 1/4˝ plywood as a 
spacer, I was able to set the aprons back 
1/4˝ from the face of the leg. No mortising, 
no measuring, no fuss. Most of my time 

This is an example of where pocket screws can be used to 
quickly assemble aprons and legs. Only my black lab has 
seen the assembly technique used on our all purpose 
table until now.

Two examples of templates made using pocket screws for use in pattern routing.

was spent milling and finishing the wenge 
table top.

Once completed the only way to see 
that it was assembled using pocket screws 
is to crawl under the table. So far, only 
my black lab has done this and I discount 
his opinion, and I have heard nothing but 
gushes of appreciation from my family. 
Because the aprons were milled on the 
tablesaw, the “joint” with the table leg 
is perfect, showing not even the slightest 
gap. Pocket screws can even be used to 
fasten the table top to the base as long 
as you have made modifications to the 
pockets to allow the top to expand and 
contract freely.

Perhaps one of the best reasons for 
having a pocket hole jig in the shop is its 
ability to quickly fasten parts together to 
make other jigs. I have made countless jigs 
using pocket screws to help me pattern 

This is one use of pocket screws — securing the sides of 
cabinets to the tops and bottoms. The end panel has been 
removed in this photo — it normally hides the pocket 
screws and finishes the end of the cabinet.

route, cut and assemble projects. The 
jigs are quick and easy to assemble and 
take apart when you are done. I have also 
used pocket screws on projects outside 
the workshop. I have fastened windows 
casings together to prevent joints from 
opening, attached extension jambs 
to window frames, installed blocking 
between studs, secured cabinets to floors 
and wall and even used them to fasten 
treads and risers together when building 
a staircase.

The first step in using pocket holes 
successfully is to get a quality jig, a variety 
of screws and clamps, and keep an open 
mind to different ways to use them in your 
shop. Even if you are still a non-believer 
in using pocket screws in furniture and 
cabinetry, their usefulness as another shop 

“tool” should be reason enough to invest 
in a basic pocket screw set up. 
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DurabilityDurability
Is your finish spill proof or just spill 

resistant? How can the plastic look of 
some hard finishes be overcome? These 
are just two of the many questions you 
may need answered when choosing and 
applying a durable finish. 

Durability can be defined in several 
ways. Start by looking at your finishing 
goal. For instance, if you are building a 
book shelf, the need for spill protection 
is quite low, but if it is next to a window, 
protection from sun damage is high. A 
dining table top and a floor are similar in 
their need for abrasion and spill resistance, 
but your dining table will also need 
moderate heat resistance. 

A look at the raw materials that are 
the foundation of a finish is the best way 
to choose a formula that will be suitable 
for your goal. In some of the workshops 
I have taught, I encourage participants 
to look at the back label of a finish can 
to recognize the core ingredients, rather 
than relying on the claims or reputation 
of a particular brand. When choosing for 
durability, a few resins stand out. 

Urethane — A synthetic resin developed 
for maximum resistance to liquids and 
heat. While giving excellent protection, 
most urethanes have the shortcoming of 
giving only fair scratch protection. Because 
it is so hard, a scratch is a ragged tear that 
is difficult to repair. Its second drawback 
is that is not easily re-coated when fully 

finishing basics by GAry Wood

finishing for

all categories. The shortcomings are the 
smelly and highly flammable solvents. 

The following raw materials are worthy 
of mention even though when used alone 
they are not usually considered durable.

 
Shellac — A shellac film has good 

flexibility and moderate abrasion resistance 
but only fair spill resistance. It comes in 
several grades with button shellac being 
one of the hardest. Padding lacquers are 
sometimes a combination of nitrocellulose 
and shellac. 

Drying Oils — All drying oils share the 
same characteristic that they never dry 
completely tack hard. Used alone, they 
have the shortcoming of absorbing air 
pollutants day after day and year after year. 
Combined with natural or synthetic resins, 
they will gain the surface hardness needed 
for a variety of finishes. Of the many oils, 
tung oil is often used to make very durable 
oil/resin finishes. 

Waxes — A great variety of plant, mineral, 
and petroleum based waxes are available 
and all will provide at least minimal 
protection when used as a final polish. 
Carnauba wax stands out as a natural wax 
with excellent resistance to spills, abrasion 
and moderate heat. 

With a basic knowledge of raw 
materials, you can list the attributes of 
a finish for your particular job. This is 

cured. One coat does not bond well to a 
previous coat unless applied within the 
hours recommended by the manufacturer. 

Phenolic — One of the earliest synthetic 
resins, which has seen much use since the 
1920s. It is extremely tough with good heat 
resistance, scratch resistance, moderate 
flexibility, and it is almost impervious to all 
spills. 

Alkyd — Alkyds represent a broad range 
of semi-synthetic resins. Modern alkyds 
provide flexibility as well as exceptional 
protection in almost all categories of 
scratch, heat and spill resistance. 

 Acrylic — A petroleum based resin that is 
best known as Plexiglas when in solid sheet 
form. When combined in a liquid formula it 
is quite tough but shares the shortcomings 
of Plexiglas with poor scratch resistance 
and simple abrasion from airborne dust. It 
is often combined with harder resins such 
as urethane for increased durability.

Epoxy — A very hard but brittle coating. 
Although modern formulations may have 
overcome some of the brittleness, it is of 
questionable value over any wood that 
needs to expand and contract with the 
seasons.

Nitrocellulose — Special processing 
of cellulose with strong solvents makes a 
natural finish commonly known as lacquer, 
and has been an industry favorite for 
years. It is more durable than shellac, and 
these days is combined with other resins 
and catalysts for exceptional durability in 
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followed by looking at the back label of 
a finish can to see if a resin or other raw 
material is included that will give the 
protection you need.

When you want to know more about a 
particular finish, try some simple tests on 
practice boards. Start by treating yourself 
to a 4x8 sheet of cabinet quality plywood. 
Even a 1/4˝ thick birch face ply will do 
the trick. Cut the plywood in four 2´x4´ 
panels. This will be useful if you are trying 
different materials for side by side tests or 
if you want to try different application 
methods. They will also be just large 
enough to practice getting even coverage 
on the often dreaded large surface.

Spill Resistance — Water, alcohol and 
fruit juice would be typical liquids that a 
finish needs to repel. Allow these liquids 
to sit on the finished surface for a minute 
before wiping up. Then allow the liquids to 
sit for a number of hours. The wet glass left 
on the surface is always a good indicator of 
greatest durability.

Scratch Resistance — Dragging any 
metal utensil such as a fork over the surface 
will indicate resistance to scratching. The 
bottom of a pottery mug will give a coarse 
sandpaper like abrasion. The sharp edge 
of a kitchen knife is a cut that few, if any 
finishes will withstand, making this test 
unnecessary. 

Heat Resistance — Setting a pot fresh 
from the burner on a table is too severe a 
test as well. A few of the catalyst varnishes 
and perhaps epoxy will withstand such 
direct heat, but it is doubtful that any finish 
would stand up to such intense heat with 
repeated contact. The hot toast and hot 
coffee cup test is more realistic. Try spilling 
a small amount of hot beverage on the 
surface and setting the cup over to form a 
ring. 

UV Protection — Ultra violet light from 
the sun can damage a finish and sometimes 
alter the color of the wood beneath. You 
can expose a finished panel to direct 
sunlight (summer time is best) for about a 
month to see if you notice any yellowing or 
other deterioration of the finish. The only 
alternative to this lengthy test is to rely on 
the manufacturer to see if they have an 
additive for UV protection. 

When doing a home test we should 

recognize that patience is required because 
you will want to apply the recommended 
number of coats and allow 7 to 10 days 
for the finish to cure. The spill, scratch, 
and heat resistance tests can be repeated a 
few times to give some indication of how 
a finish will stand up to repeated use. An 
added benefit from making sample boards 
is that you can experience the workability 
of the particular finish as well as the final 
appearance. Be sure to label the practice 
boards with finish type, application 
dates, and any notes about methods of 
application and number of coats.

Armed with a knowledge of raw 
materials and ingredients, you can 
combine the tests for durability with your 
own application techniques. For now we 
will focus on hand application, but spray 
enthusiasts will find many parallels when 
using the 2´x4´ practice panels. 

Tools — Everyone has or will find their 
favorite brush from personal experience, 
but generally, the solvent based finishes 
do best with a high quality natural bristle 
brush and water based finishes rely on 
fine synthetic hair bristles. A good brush 
can be expensive but worth the money for 
fine work. On the opposite end, many of us 
have had particular jobs where the simple 
foam brush has worked just fine. For those 
applications where a cloth or pad is best, 
choose a tightly woven cotton, such as bed 
sheet material as opposed to T-shirt cloth, 
which may leave lint.

Flow — Unlike quick drying shellac 
or spray lacquer, many of the durable 
finishes are designed with slower 
solvent evaporation, which will allow the 

material to remain liquid long enough for 
controlled application. When using a brush, 
keep it charged with enough finish to lay 
down a moderately wet coat and proceed 
methodically in narrow rows. Overlay 
each row with a half lap technique. You 
will need to move efficiently and quickly 
because you are essentially double coating 
the preceding row. Using this technique, 
your finish should have enough open time 
to remain wet and be self leveling. Many 
of the water based brushing finishes will 
remain wet long enough to do the same 
technique.

Padding — A large flat surface can be 
done with a cloth pad similarly to the half 
lap technique used in brushing. You will 
likely find that thinning the finish with its 
appropriate solvent is needed. You will 
put on more coats to achieve the desired 
build, but some people find more control 
with multiple thin layers. Some of the 
gel varnishes are designed for a wipe on 
technique and will allow you to put coat on 
coat with relatively short drying times. 

 The 5% Technique — Even with your 
best effort to let a finish flow evenly on the 
surface, lap marks can still occur. On large 
flat surfaces, the common practice is to work 
with the grain. If you are doing multiple 
coats, try following a first with-the-grain 
coat with a second brushed or padded 
coat that is at a slight angle off the grain. A 
third coat can be applied with the reverse 
slight angle off the grain. If there is any 
tendency to leave lap or brush marks, this 
approximate 5% angle will trick the eye 
and mitigate the straight line effect. 

continued on Page 16
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hand tools by dAve Anderson

5
A common complaint I hear is 

that there is not very much 
written information out there for 
the hand tool user who wants to 
learn on his or her own. This is only 
slightly true, and only in the sense 
that finding resources requires 
a little bit of research. Up until 
about World War II and into the 
late 1950s, consumer and hobbyist 
power tools were expensive, hard to 
get, and limited in their utility. Even 
the professional cabinetmakers and 
carpenters depended more on hand 
tools than those of the electric 
variety. As a result, books offering 
information on almost every aspect 
of hand tool selection, use and 
maintenance were readily available. 
If you search carefully, books of this 
type continue to be available right 
up until today.

What follows is a listing and 
short description of five of the 
books that I have found useful. 
Each covers in detail one or more 
areas of interest to those who want 
to improve their hand tools skills. 
This is not in any way intended to 
be a comprehensive review of the 
contents of any of the listed books. 
What I would like to get across to 
you is that each of these books is 
not only useful, but deserves a 
place on your shop bookshelf if you 
currently work, or want to, with 
hand tools. 

 Gems 
for Hand 
Tool Users

sharPening  
Thomas Lie-Nielsen • 2004 
Taunton Press • ISBN 1-56158-657-9

For years the bible of sharpening was 
Leonard Lee’s book, and it is still 

useful for woodworking and or any other 
tool type, though it is dated.. When the 
Taunton book came out in 2004, the 
landscape changed. Complete with profuse 
and well done color illustrations, this book 
set a new standard. Since sharpening is 
the bedrock and foundation upon which 
all hand tool use depends, this book is an 
invaluable resource. If you need to choose 
a sharpening system to start out and you 
need a relatively unbiased evaluation of 
the confusing array of choices this book 
explains your options with clarity. The 
first section of the book covers theory and 
the available equipment. The rest of the 
book covers the sharpening of specific 

Planecraft 
C.W. Hampton & E. Clifford • 1934 
Published by Woodcraft • ISBN 0-918036-00-3

This book is a real treasure if you can get 
past the stilted and formal phrasing of the 

British English and concentrate on the content. 
It covers the setup and use of both planes and 
spokeshaves in detail. While the tools used are 
exclusively by Record, they are almost identical 
to Stanley products except for a slight difference 
in the numbering system. The use of rabbet, 
fillister, combination planes and other joinery 
planes are well covered. Almost no other source 
covers special purpose metallic planes quite so 
well. If you own a circular plane, plow plane or 
any of the combination planes, this book is a 
necessary addition to your library.

tool types and an assortment of ways to get 
almost any woodworking tool sharp. Whether 
you want to use a powered sharpening system 
or some type of stone, this book covers it. 
Even now, after years of woodworking, I still 
occasionally refer to this wonderful reference 
when I need to brush up on a technique.
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Workbenches – from Design anD theory to construction & use 
Christopher Schwarz • 2007 
Popular Woodworking Books • ISBN 13-978-55870-840-2

making WooDWorking aiDs & Devices 
Robert Wearing • Revised Edition • 1987 
Guild of Mater Craftsman Publications • ISBN 1-86108-129-4

one more – next page …

You knew that I wouldn’t be able to 
resist putting in a book on my favorite 

subject. Every book on benches previously 
published covers some of the material in 
this publication. So why would you want 
this book, especially if you already have 
a bench? I can tell you right now that it 
isn’t for the pictures. Though this book 
has plenty of photos and a number of 
great diagrams, everything is black and 
white. This is not your coffee table style 
of woodworking book where you ooh and 
aah at the eye candy. This book is simply 
the only one on the market that has 
taken the trouble to carefully, fully and 
objectively analyze how a bench is used 
in almost every common woodworking 
operation. In fact, the most important 
meat in the sandwich is the third chapter 
which covers in detail how the features 
of a particular bench dictate how a 
particular operation can be performed. 

In other words, there are two or three 
methods shown and discussed on how 
to hold a work piece for everything from 
cutting a tenon to planing a cabinet door. 
Rules for bench making, tables of wood 
properties and how they are important, 
workbench accessories, and even a survey 
of benches that are failures (and why) 
are covered well. Three bench designs 
and their construction are covered in 
enough detail that you can build them 
right from the book. But think of this as 
only a starting point on your own design 
and construction journey. This book is 
the tool necessary to get you thinking 
critically about what you need, what you 
can do without, and what compromises 
you can live with or without. Even if 
you already have a bench, I’ll bet that 
you occasionally have problems holding 
your work and this book can offer you 
some ways to solve your problem. While 

this is not the flashiest book on benches, 
it is without a doubt the best and most 
useful. It’s utility and appeal will not be 
diminished as soon as the next new and 
improved widget comes on the market. 
This book will never be obsolete.

This book is not only for the hand 
tool user. It contains good sections 

of fixtures and jigs for the lathe, drill 
press and the tablesaw in addition to its 
hand tool content. Unlike the books I’ve 
covered so far, this is not strictly speaking 
a book on technique. It covers fixtures 
and jigs made primarily out of wood and 
a few pieces of hardware that will make 
many tasks easier. I like to think of it as 
a compendium of extra hands that spare 
me the pain of having my work slip and 
slide around and get ruined because I 
couldn’t find a way to effectively control it. 
There is a nice selection of guides to help 

you improve your accuracy with chisels, 
marking tools, saws and any number of 
other tools. If you have trouble holding 
your work piece because it is irregular in 
shape or your bench lacks adequate vises, 
there is an aid or accessory drawing and 
text to help you out. Many common 
problems we all have are solved for you 
without the expense of going out and 
buying that $30-$80 single purpose 
fixture from your favorite woodworking 
retailer. The $13 price of this book will 
save you not only effort, but it will keep 
your wallet thicker and healthier.
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wood responds to the tool, and when he 
considered the surface to be good-to-go. 
We briefly touched upon laying out the 
case dovetails and case construction, but 
as we wouldn’t be able to glue anything 
up until we finish going over the case 
interior, it was decided to leave off right 
about there.

It was a really informative meeting that 
ended up running a little over — one got 

the sense no one was in a hurry to leave, 
and all would’ve liked to spend more time 
at Tom’s shop. Those who are playing 
along at home sure have their work cut out 
for them, with stock to select, reference 
material to study, drawing boards and 
T-squares to make, all with the end goal of 
having glued-up and trued panels ready 
for the next installment of this great BIG 
series. 

Avoid reworking — Patience is the key, 
whether working on your practice boards 
or the actual project. Most durable finishes, 
both solvent and water based, need to be 
put down methodically for good results. 
The occasional weak spot should be left 
to dry, and you should rely on subsequent 
coats to fortify that area. A stray hair in 
wet finish can be picked out with tweezers 
or removed with a razor blade after the 
finish has dried. You will know when to 

sand between coats when your sandpaper 
moves smoothly, without gumming or 
clumping. 

Finally, almost all of the durable 
finishes have a drying time that is distinctly 
shorter than its curing time. Drying time 
will vary with temperature and humidity 
but can usually be measured in hours 
when applying multiple coats. When the 
last coat is down, it is best to leave it alone 

for a few days or a week. If you are going 
to immediately put it in to service, treat 
the dry surface carefully. An example of 
this would be a floor where you may want 
to leave your shoes at the entrance door 
for a few days rather than risk scuffing 
the fresh surface. If you are planning a 
final rub down, for instance on a table 
top, a few days curing time will make the 
surface smoother for polishing. 

hanD tools – their Ways anD Workings 
Aldren Watson • 1982 • W.W. Norton & Co. • ISBN 0-393-32276-9

5 gems…continued

Finishing For Durability…continued

Chest oF Drawers…continued

Should I be so unfortunate as to be 
allowed only a single book on how to 

use woodworking hand tools, this would 
be the one. Watson has put together what 
I consider the ultimate survey course on 
choosing and using just about everything. 
The book has over 450 illustrations on 
everything from workbenches, to how 
to set and use a marking gage. This book 
covers the many tools that seem to get 
minimal, if any, coverage in most books. 
How to use a brace and bit, a drawknife, 
files and rasps, clamps, spokeshaves, 
sliding bevels, squares, scrapers, saws, and 

even the ubiquitous hammer are covered 
well and there are tips that even the most 
seasoned craftsman can pick up. Watson 
has covered almost every conceivable 
hand tool to the extent that a novice will 
be able to prepare and use a particular 
tool in an efficient manner. I have read 
this book many times over the years and I 
still find new information each and every 
time I pick it up. Of particular joy are the 
illustrations, all of which are done by the 
author. If I haven’t been clear enough… 
Buy this book, you’ll never regret it. 
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coMBination taBlesaw BlaDe — Can a 
combination blade on your tablesaw really do it 
all or is it worth having rip and crosscut blades? 
What about for composites and laminated 
panels? — gReg benulis

Chris kovacs replies: A combination 
blade is certainly acceptable for 

nearly all tablesaw applications. It is 
however, worth buying a quality rip saw 
blade if you will occasionally be doing a 
lot of ripping and any cross-cutting can 
be done on a separate chop saw. It takes 
much less effort to rip stock through a 
saw that has a rip blade than one with a 
combination blade. The large gullets of a 
rip blade provide plenty of clearance for 
the large shavings made during a ripping 
cut.

When cross-cutting, the shavings are 
mostly dust and more teeth with smaller 
gullets yield a smoother surface. Also, a 
dedicated rip blade has teeth that are 
ground for ripping operations as opposed 
to cross-cutting where the teeth need 
to be ground to slice the wood fibers. A 
combination blade makes compromises 
but is well worth having as opposed to 
constantly swapping blades. 

I would also invest in a blade dedicated 
to cutting plywoods and melamine. These 
blades typically have teeth ground with 
alternating bevels and are designed to 
slice through veneers without tearing the 
thin outer layer and also do a good job on 
laminates and melamine coated particle 
board. 

The ideal assortment of saw blades would 
consist of two high quality combination 
blades, two laminate/plywood blades 
and one dedicated ripping blade. Expect 
to pay between $100 and $150 for each 
blade. This set of blades will last for 
many years. Mine are nearly ten years 
old and get sharpened at least twice each 
year. The reason for having two blades 
is so that you can still work when one 
blade is being sharpened or if a blade is 
damaged by a hidden piece of metal (my 
saw found a bullet in a board one day that 
resulted in several teeth being replaced). 
A high quality set of saw blade will give 
you the best result and is well worth the 
investment by making cleaner, chip free 
cuts every time.

Marty Milkovitz replies: A 
combination blade is the blade to 

have if you only have one blade. It will 
do all of the above reasonably well. If you 
going to be doing a lot of ripping, put a 
rip blade in. I use Freud’s Glue Line Rip 
Blade. I use the Forrest Woodworker I 
& II for cross cutting. You can’t beat the 
Forrest HI-A/T for composites.

BoB osWald replies: Being a bit lazy 
on blade changing, I tend to use a 60 

tooth Woodworker II combination for 
most everything. It does a very nice job 
on both rip and crosscut in hardwoods 
producing a polished edge nearly ready to 
finish. That said however, a 24 tooth rip 
blade is definitely the right blade, and in 
my shop is a must, when ripping anything 
over 3/4˝. A good rip blade will virtually 
eliminate burning and bogging down 
the saw. The rip shavings are long and 
build up in the gullets causing burning, 
so you need more space between teeth to 
clear the chips. For plywood, select an 80 
tooth plywood blade. I can’t comment 
on laminates but Freud makes one for 
that purpose that I’ve heard good reports 
about.

A word about tightening tablesaw 
blades. Most people over tighten tablesaw 
blades. The method used by the masters 
of this region is to snug the nut down by 
hand, put the wrench on the nut and let 
it rest against the table throat. Grasp the 
blade and pull it firmly tight with one 
hand. That’s all you need and you’ll also 
find it a lot easier to get the nut off next 
time. It is not a two-wrench operation.

Jon siegel replies: No blade can do it 
all, and don’t believe such advertising 

claims. No one likes to change blades, so 
manufactures make these combination 
blades which combine the best of both 
worlds with the worst of both worlds. 
For the optimum results, use a rip blade 
for ripping, and a crosscut blade for 
crosscutting. It’s that simple.

Laminates and composites have their 
own requirements, and there are many 
variations in blades for these applications. 
Fine Woodworking has an excellent article 
on this subject in the current issue 
(December 2009, #208). 

At the Guild of Oregon Woodworkers 
Safety Tips meeting a few months ago, 
Joe Stoltzfus brought in a thin rip jig. 
I’ve ripped thin stock a number of 
ways, from tedious to “a bit risky.” One 
look and it is so obvious how well this 
jig works.

The base is a piece of 3/4˝ scrap about 
three feet long and 4˝ wide. Rip it 
parallel to the other one to get a clean 
edge. Glue on a little stop at the heel 
as indicated in the photo. This can be 
any thickness and it will be sawed 
down the first time it is used.

The handle can be pretty simple, but 
I was feeling creative when I did this. 
So I whacked out a pleasing shape 
on the bandsaw and cleaned it up 
on a drum sander. The finger holes 
were fun. A 1” forstner bit with slight 
overlap on each hole made the shape 
shown. It happens to fit my fingers 
pretty well. Finish it up by running a 
1/4˝ round over on all edges except the 
bottom. I screwed the handle to the 
base board.

Using it should be obvious. You set 
the piece to be ripped against the 
edge, butted against the stop block 
and push it through the saw. No 
resetting fences, no kickback. It works 
so slick. 

Thin Rip Jig
by bob osWAld

1⁄8˝ Push Strip

Q&a…continued
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The Summer 2009 issue of The Journal 
contained an article on using the lock 

miter router bit. It stated that the bit height 
and fence setting are inseparably related, 
and moving one requires compensating 
movement of the other.

However, there is good news. You can 
independently set the bit height and 
fence position, and can accomplish the 
complete setup with a single test cut. 
And no set-up block is required. To 
accomplish this one needs tools capable 
of a machinist’s precision. The minimum 
are a digital caliper and a router with a 
fine bit height adjustment. Even better is 
a router lift for your table.

To understand the set-up steps, we 
need to understand the geometry of the 

lock miter bit as shown in Figure 1 above. 
For the joint to mate correctly, the center 
line of the bit must align with the midline 
of the stock thickness. In addition, the 
fence must be set back from the location 
of the cutter edge at the table surface by 
the stock thickness. An acceptable joint 
will only tolerate misalignment on the 
order of thousandths of an inch.

Stock Control
The lock miter bit must make the 

complete cut in one pass. With the cutter 
blade at a 45º angle to the table and fence, 
there is a tendency for the workpiece 
to be pushed up and away from the bit. 
In addition, after passing the bit there 
is very little stock remaining to bear 

on the outfeed fence or table. To safely 
compensate for this, one should construct 
a special push tool to maintain the stock 
under firm control. Don’t even think 
about not making one. 

An example of this push tool is shown 
in Figure 2. The six inch shoe must have 
a solid handle for gripping, and the sole 
is covered with 120 grit sandpaper. The 
heel matches the workpiece thickness and 
is attached to the base with double-sided 
tape to allow easy changing for different 
thickness. Its length matches the width 
of the shoe to prevent tearout. When 
working with plywood panels, the push 
tool is replaced by a featherboard to keep 
the panel surface in position against the 
table or fence as shown in Figure 3.

Bit Set-Up
The first step is to prepare your stock 

to its finished thickness, and to mill two 
extra pieces for testing. If building a small 
box, two matching side pieces can be cut 
a couple of inches long for the test cuts 
and trimmed to size after the bit is set up. 

Next adjust the height of the bit so the 
center line is approximately at the midline 
of the stock and set the fence back from 
the cutter edge by approximately the stock 
thickness. Mark one test piece “UP” and 
run both through the router. Mate the 
two pieces on a flat surface as shown in 
Figure 4. There will be a small step at the 
joint surface which is equal to the distance 

by bruCe WedloCk

For the joint to mate correctly, 
the center line of the bit 
must align with the midline 
of the stock thickness. In 
addition, the fence must be 
set back from the location of 
the cutter edge at the table 
surface by the stock thickness.

Lock Miter Bit Setup

copyright © 2009

2

1
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between the respective center 
lines. If the UP piece is higher, 
the bit needs to be raised. If lower, 
the bit needs to be lowered.

Use a digital caliper to 
measure the step height, 
divide it by two and adjust 
the bit height by this amount. 
Your router table or fine router 
depth adjustment will probably 
be calibrated in fractions of 
a 64th of an inch (0.016˝), 
while the caliper measures in 
decimal inches. Four divisions 
per 64th are four thousandths 
of an inch each — 8 divisions 
per 64th are two thousandths 
each. With the bit now set at 
the correct height, trim off 
the joint ends and run them 
through the router again. They 
should now match perfectly. 

With the bit now at the 
correct height, adjust the 
fence distance as follows. 
Turn the bit so that the cutter 
is at 90º to the fence. Place a 
piece of stock on either side 

4 5

6

7

3

of the bit to establish the 
distance. With a straightedge 
against the stock, position the 
fence so the straightedge just 
touches the cutter as shown 
in Figure 5. Run a test piece 
through the router vertically 
as shown in Figure 6. When 
joined to a horizontal piece 
(Figure 7), a perfect locked 
miter should result. This 
completes the adjustment of 
the lock miter router bit.

Besides making miter 
joints, the lock miter bit has 
several other applications. 
It can be used to make a 
locking joint for gluing 
boards both lengthwise and 
endwise. It can also be used 
to attach hardwood strips 
to hide plywood end grain 
on carcasses, add stiffening 
strips to plywood bookshelves, 
and eliminate the end grain 
when joining plywood panels 
at 90º. 
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About twelve years ago, I received a 
call from long time Guild member 

Roy Noyes asking me if I was interested in 
some walnut panels that had been taken 
out of a bank in Manchester. I drove down 
to his son’s house where they were stored 
to look at them. The price was certainly 
right — they were free. And they were 
also very beautifully figured Circassian 
walnut. This remarkable wood comes 
from the countries around the Black Sea 
and the Caucuses mountains in Turkey 
and southern Russia. It is quite rare and 
is now used mainly in custom handmade 
rifles for the butt stock.

They were all fairly large panels, about 
four feet by six feet, and while the front 
was Circassian, the back was veneered 
in American sycamore. When I got the 
panels back to my shop and looked more 
closely, I noticed that the substrate the 
veneers was glued to was solid chestnut. I 
had no idea what I was going to do with 
them, so for years, they sat in the corner 
of my old Newport workshop.

Coffee Table — Then about five years ago, 
when I built my new house, I needed a 
coffee table, so I pulled out some of the 
walnut panels and used some for the 
coffee table top. I used American walnut 
for the legs, and after carefully sanding off 

ReCycled Dining Table

by terry Moore

the old shellac, I sprayed a lacquer finish 
on it. The amazing figure in the grain 
seemed to pop right out and with all the 
curl, swirl and black lines, it looked like 
an amber version of rosewood. I have 
enjoyed the coffee table for the past five 
years in my living room.

Dining Table — Since my divorce, I have 
been living with a yard sale set of table and 
chairs that originally came from Staples. 
As a furnituremaker, I thought that was 
very bad advertising. Like the proverbial 
shoemaker who’s kids were shoeless, I as 
a furnituremaker badly needed a nice 
dining table.

I eventually pulled out another panel 
of the Circassian walnut and began 
laying out the table top. I picked out the 
prettiest panel that I could work from the 
centerline of the joined veneer to make 
an attractive, book matched, balanced 
pattern for the top.

When I had determined the overall size, 
I then made a template out of masonite 
to the exact finished shape of the table 
top. Then using a flush trim router bit 
with a ball bearing guide, I ran the router 
around the template which then cut the 
rough trimmed table to the finished size. 
I then re-sawed some of the walnut to use 
for the edge of the table top which I glued 

on. I then routed a ledge and inlayed a 
1/8˝ square piece of ebony into top edge. 
I scraped and sanded smooth and flush 
with the edge and top, and was then 
slightly radiused. This inlayed edge, or 
binding, is a detail I stole from my guitar 
making work and is something I use quite 
often in my furniture. After scraping and 
finish sanding the top, using great care 
not to sand through the veneer, the top 
was finally completed.

Legs — Because you cannot find solid 
Circassian walnut, I had intended to 
make ebonized legs using maple, dyed 
with ebony dye, I find that walnut with 
ebony is quite a pleasing combination.

However, when I had all four legs 
finished, I was not satisfied with the 
overall look of the black leg with walnut 
top, so I re-scraped and sanded the legs, 
and began to veneer them in pieces of 
French walnut that I had left over from 
a previous job. It is a very slow process to 
veneer all four sides of a curved leg, but 
gluing, then trimming one side at a time, 
I was able to finish all four legs. After 
scraping and finish sanding the legs.

I was beginning to get excited. It 
looked much better than the dyed ebony 
and I felt it would be a better overall look 
to the table design.
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Apron — I used some ash that I also 
veneered with French walnut for the 
apron pieces. I wanted to add a curve 
to the bottom edge of the apron to give 
a pleasing lift to the design. Then, to 
further visually tie the aprons to the top, 
I inlayed an ebony cockbead to the edge 
of the curve.

I wanted the apron face to follow the 
outer face of the leg, but since the leg is 
curved on the outside as well as the inside, 
this meant I would have to use the front 
curve of the leg as a reference when I 
mortised the leg. Placing the front of the 
leg against the fence of my hollow chisel 
mortiser, I then cut the 3/8˝ mortises in 
the leg. I made the tenons straight, which 
meant that the face of the apron would be 
parallel to the face of the leg. Finally, after 
glueup I had to hand plane the angle of 
the top edge of the apron flush with the 
top of the leg.

Finish — I sprayed the top and base with 
a coat of lacquer, but noticed a color 
difference between the French walnut of 
the base and the incredible figure and 
color of the Circassian walnut of the 
top. To fix this, I lightly sanded the table 

base and applied a mixture of yellow and 
brown non-grain raising stain over the 
top of the lacquer, since the stain has an 
alcohol base it adheres well to the lacquer. 
I kept adding the stain with the tabletop 
right next to the base as a reference until 
I felt I had the correct color match. I 
then continued to spray multiple coats of 
catalyzed lacquer until I was happy with 
the amount of buildup of the finish. That 
was six coats for the base and ten coats for 

the top while always sanding back after 
each coat to prevent too much buildup.

With table finally completed and 
safely ensconced in my dining room, all I 
need to do now is make a set of matching 
walnut chairs. Anyone out there have 
some re-cycled Circassian walnut solids 
they want to donate to the cause? 
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In the process of copying furniture there will be times when 
the only good match for an existing inlay has to be custom 

made. The following two examples of this are from a Portsmouth 
chest of draws and a Salem card table. These are relatively simple 
examples of custom inlays, yet are quite time consuming even 
so. More elaborate ones are sometimes called for, but owing to 
the time involved, check sources for new examples before you 
commit the time to creating new ones. 

Inlay on Federal Furniture
by Al breed

For some corner fan inlays on a Portsmouth reverse serpentine 
chest of draws by Langley Boardman, I began by gluing cross 
grain ebony and holly blocks together and then cutting 
them to form pie sections of black and white (1). Two pie 
sections were glued together to form the fan, with crescents 
of alternating color glued on at the wide end of each piece 
(2). Rubber bands hold the pieces together for the glue-up. I 
put the block in a holder and sawed thin slices off using a fine 
rip saw (3). These slices (4) were glued into the corners of the 
veneered fronts, with line inlay framing the edges (5), shown 
here in an image from the exploded view chest as exhibited in 
the Portsmouth Furniture show in 1992.

1

2

3

4

5
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The Salem card table stringing needed to be a very narrow 
black and white diagonal that was wrapped around an 
oval in the table skirt. I started with narrow strips of holly 
and ebony that were glued together (6). These strips were 
then sawn at a diagonal that approximated the angle of the 
stripe on the original (7). Then, using a frame on the bench, 
I glued the diagonal sections together to form a long strip 
of diagonal black and white pieces (8). Sandwiching this 
assembly between two waste strips, I then sawed narrow 
strips using the top waste piece as a guide (9, 10). These 
black and white strips were then sandwiched between 
holly strips (11) creating the block that the final banding 
was sawn from. The banding on the original table (12).

6

7

8

9

10

11

12
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Start with an Enlarged Photo

I’ve taken a short cut and enlarged the photo to 16˝x16˝ at the 
copy center and transferred the image onto the wood using 
carbon paper. The photo has several layers of depth…

• Shrubbery in the foreground 
• A Tree on the Right, which is actually in front of the Moose. 
• Trees on the Left, which are actually behind the Moose. 
• The Moose 
• A pond 
• A rocky shore on the far bank of the pond 
• Hardwoods behind the rocky shore 
• Conifers behind the hardwoods 
• Trees on the far hillside, which I will reinterpret as a smooth 

background. 

I’m going to compress all these layers into that depth by carefully 
thinking through three things.

• Feathering in the layers like cards in a pocket folder 
• Finding the deepest point 
• Establishing some visual cues

My friend Arthur liked to quote 
Michelangelo as saying “Relief 

carving is the highest art,” and Arthur 
should know because he was a tenured 
art professor at UNH. Michelangelo held 
relief carving in such high regard because 
a successful relief carving combines in one 
piece of artwork real depth, as in sculpture, 
with illusion of depth, as in painting. 

This article is about creating depth of 
field in landscape relief carving. As always 
it starts with the drawing. I look for shots 
with several layers of depth and some 
strong focal points. That’s what I saw in 
this photograph entitled Bull Wrinkle, by 
Paul Watson of Newfields, NH. The center 
of attention is at the Moose’s forehead, 
where the antlers meet the eyes. The foil 
is in the branches of the tree. In layout, I 
like to look for Golden mean proportions, 
and I note that the center of attention is 
placed in the strongest part of the page 
lower left quadrant, about 5/8th from the 
top and the right. The foil is opposite, in 
the upper right about 3/8th from top and 
right. Perfect. 

by Jeffery CooPer

Moose Carving
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Background

Conifers

Hardwoods

Moose

Foreground
Shrubbery

Deepest
Point

Rocks on
Far Shore

Pond Surface

Schematic diagram 
showing layering 

‘feathering the layers’ 
to create additional 

depth of field

Feathering in the layers

If you were to take a vertical slice of the panel through the pond, 
the carving of course would not be recognizable from the edge 
view. The diagram shows schematically just the major elements 
of what you would see. Note that each level slopes into the page, 
so that in real space the levels behind are at the same height as 
those in front, but are seen as if behind because of the controlled 
overlap. Visual cues create this illusion of depth, greatly 
amplifying the usefulness of the carving block. This technique 
also allows the edges of the finished piece to be of relatively 
consistent thickness which is more appealing as the end product. 

Reinforce the Illusion

I have been careful to establish some visual cues.

1 The shrubbery in the foreground clearly overlaps the 
moose’s legs 

2 Continuity of line — the surface of the Pond reappears 
through the shrubbery at several points 

3 A piece of foliage on the Tree on the Right just overlaps a 
tip of the moose’s antler 

4 Continuity of line — where the hardwoods pass behind the 
moose’s antler 

5 Continuity of line — where the conifers pass behind the 
moose’s antler 

6 The tree foliage wraps in front of the tree trunk 
7 The moose’s butt is in front of the trees on the left. 
8 Continuity of line — where the conifers pass behind the 

bare branches of the Trees on the Left 
9 Continuity of line — where the Conifers pass behind the 

foliage of the Tree on the Right 

In the photo above, I’ve also marked out the various levels of 
depth with different cross hatch marks.

Establish the Various Levels

The relief is ‘raised’ by removing the wood around it. In this photo 
I’ve established the various ‘feathered in’ layers, leaving the 
foreground tree and the moose’s head and antlers untouched 
while the moose’s legs feather in behind the shrubbery. For this 
I have mostly used a #5 x 20 and a #3 x 12 gouges, plus some 
others as seemed appropriate. For the photo, I’ve reestablished 
the visual of the various levels with cross markings.
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Measuring (1)

Measure down from a straight edge. I use 
a folding ruler with a slide. Even though 
we are creating the illusion of depth, we 
are using all the depth available to us in 
the wood.

Foliage & Antlers (2) 

The foreground shrubbery overlapping 
the moose’s legs, the continuity of line 
where the hardwoods pass behind the 
moose’s antlers, and the point of interest 
where a bit of foliage of the foreground 
tree overlaps the tip of the moose’s 
right antler, clearly establishing that the 
moose is behind the tree. 

Pond Behind the Moose (3)

This extends behind the foreground 
shrubbery appearing in several places. 
The water surface must be perfectly level 
as it reappears in these various places. 
#1 tools of various widths will make this 
surface perfectly straight and level. In 
the finished piece, I sanded the water 
surface to differentiate it texturally from 
the rest. Apparently, there was no wind 
that morning.

Tree Foliage (4)

The tree foliage wraps in front of the tree 
trunk 

Moose Butt (5)

The moose’s butt is in front of the trees 
on the left. 

Conifers (6)

Cleaning up the line where the Conifers 
pass behind the bare branches of the 
Trees on the Left. Here I’m using a 5 mm 
skewed spoon gouge.

Same Concept within the Various Levels

The rocky shore is on the far side of the pond. Rocks behind feather in behind 
rocks in front, even though the wood is all at a similar height.

1 2

3
4

5 6
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Varying Tool Sweep & Direction

Subtle changes occur within each feature, and these are often 
difficult to show because limited amounts of wood are to be 
taken away. All the viewer really sees is the interplay of light and 
shadow. 

To create the moose’s musculature, I use contrasting textural 
relationships by varying tool sweep and direction of cut. In this 
case I’m switching between #3, 5 and 7 tools, and sweeping cuts 
away from the lines I’ve drawn. This technique adds dimension to 
the rocks on the far shoreline, too. 

Foliage

Foliage creates a special challenge. Only occasionally am I 
maniacal enough to try to carve individual leaves. Since the 
piece will be best seen from a distance, I find that a texture with 
some randomness and depth is sufficient. Use of finer tools as 
the levels recede into the distance emphasizes the depth of 
field. This photo shows the differing treatments of each level. 
The shrubbery in the foreground and the foreground tree are 
textured with a #9 x 8 mm tool, the hardwoods of the next level 
with a #11 x 5 mm, the conifers behind them with a #11 x 2 mm 
tool, and the far distance smoothed with a #5 x 14 tool. 

Another example where this technique is useful would be a 
nautical carving showing waves on the sea. Use a similar tool 
progression as you move up the page toward the horizon line 
to create a diminishing textural effect. In this way, that sailboat 
in the distance will seem really far away, even if its carved larger 
than it would be seen in true perspective.

Undercutting

Slight undercutting always causes features to pop. I’ve picked the 
antler to do more sculptural work for added emphasis and depth. 
How much or little of this to do is a matter of style and taste, but 
I’d say that too much could be gaudy, and too little could be dull.
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Woodworking, pursued mindfully, 
opens doors to new experiences, 

realizations, and, most importantly, to 
meeting new people. Since I took up 
guitarmaking a number of years ago, 
the rewards in all these areas have been 
unparalleled. One of the very best 
experiences has been to get to know Pat 
DiBurro of Exeter, NH. Pat is arguably 
one of the best acoustic guitar repairers in 
the United States.

The meeting happened by serendipity. 
My sister-in-law had come into possession 
of her deceased Uncle Joe’s vintage 
C. F. Martin guitar which was in terrible 
shape. The bridge was broken and the top 
warped upwards to an astonishing degree. 
The body was cracked in many places and, 
of course, it was totally unplayable. She 
wondered if I could do anything to fix it. 

Coincidentally, guild member Brooks 
Tanner mentioned to me that he had 
met a luthier from Exeter, NH who had 
expressed some interest in our Guild 
Luthiers’ group. So I called Pat and asked 
if he would be willing to present at one 

of our meetings. He said yes and thought 
people might be interested to see a 
demonstration of re-fretting. Guitars have 
metal frets that are press-fit into slots cut 
in the fingerboard. Over time these frets 
can wear down and require replacement. 
Pat made the interesting comment that 
he probably did more fretting in a week 
than the average builder does in a year, to 
say nothing of re-fretting. I was curious to 
see how re-fretting would work. The parts 
of the frets embedded in the fingerboard 
(which is often hard, brittle ebony) have 
tangs (barbs) and it seemed that trying to 
pull them out would tear out parts of the 
fingerboard.

Also, I thought it would be interesting 
to ask Pat to evaluate Uncle Joe’s Martin 
during the meeting and give a judgment 
as to what work was needed. He asked for 
the serial number, looked it up, and we 
were both surprised and pleased to find 
the guitar had been made in 1930 and 
was one of less than a hundred guitars of 
that model made in that year.

The meeting came around and was 

well attended by both guild luthiers and 
also members of our sister organization, 
the New England luthiers. To put it 
briefly, Pat’s demonstration had us 
spellbound (photo 1), including those 
members who are themselves professional 
repair luthiers. In his introduction, Pat 
made a remarkable comment — If you 
are a guitar maker, sooner or later you will 
become a guitar repairer.

This seemingly simple comment 
has really stuck in my mind. Is it true 
of furnituremakers? Some years ago a 
lady asked the Period Furniture Group 
if someone could repair the leg of a 
Georgian occasional table. The leg had 
been shattered into fragments during a 
move. At the meeting when the group 
viewed it, it was clear that repairing a 
shattered leg was a completely different 
proposition from building a leg. In fact, 
only a handful of members had any 
idea how to proceed. Fortunately expert 
restorer Harvey Best stepped forward, 
and undertook the complex repair to the 
delight of the owner. 

Pat’s comment leads an interesting 
line of thought. As a builder, do I need 
to build in such a way that repairs will be 
easier to make? How many of us build our 
furniture, that is the pieces we hope will 
last for 100 years, in this way? 

In any event, for the re-fretting 
demonstration, Pat had brought one of 
his customer’s guitars that needed a fret 
job. As we all watched, he heated a fret 
with a soldering gun and then melted 
solder over it. The molten solder, he 
explained, distributes the heat quickly 
and evenly throughout the fret and in 

by John Whiteside

Uncle Joe’s Martin
Master Luthier Pat DiBurro
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turn to the surrounding ebony, rendering 
it soft. Then quickly, using a tool called a 
fret puller, which like a small nipper with 
the face ground flat, due to the softening 
effect of the heat he was able to simply 
pull the fret straight up and out with no 
damage to the surrounding wood.

The method aside, it was astonishing 
to watch the economy of motion, the 
certainty and quiet confidence with which 
Pat executed this job on what was, after 
all, an actual customer’s expensive guitar. 
I have never in my life seen a craftsperson 
more comfortable with his tools. It was 
the same with pounding the new frets in 
with a fret hammer. Each blow perfectly 
and accurately placed, no hesitation, no 
wasted movement. 

Next Pat examined Uncle Joe’s Martin. 
Using mirrors to examine the inside, he 
determined that several braces were loose 
and the bridge plate was cracked and 
needed replacement. Outside there were 
numerous cracks in the back, sides, and 
also the soundboard. And of course the 
bridge itself was cracked. Also over the 
years the neck had angled up, rendering 
the instrument unplayable, and so it 
needed a neck reset. Again, Pat had no 
hesitation, no uncertainty. He looked 
over the guitar in the manner of one who 
knew exactly what he was looking for and 
explained his observations with assurance.

After this meeting, I asked Pat to 
restore the Martin, but with me watching 
and taking photographs of the procedures, 
the idea being to write this article. He 
readily agreed and I happily spent the next 
several months visiting Pat in his Exeter 
shop on a weekly basis, watching both 
the Martin restoration and also the repair 
and restoration of many other guitars, 
and taking over 1000 photographs. It 
was truly the opportunity of a lifetime. 
It offered the chance to study a master 
craftsman for a long time and to learn a 
great deal about guitar repair.

But there was much more. Obviously 
Pat plays all the guitars that come into 
the shop — both before and after repair. 
I got to hear dozens of guitars, to really 
hear what they sound like and what 
distinguished the great from the mediocre. 
I got to hear the difference between 
factory models and custom-made guitars. 
I would always ask Pat what he thought 

of the sound of such and such guitar and 
over time venture my own opinions. This 
amounted to training my ear because 
by the end of the adventure we were in 
significant agreement about the sound 
quality. 

To make a long story short, there is 
little correlation, maybe even a negative 
correlation, between appearance and 
sound quality. We played visually gorgeous 
guitars, their fingerboards dripping with 
mother-of-pearl inlay, that sounded, for 
want of a better word, dead. In fact the 
best sounding guitar of the whole episode, 
and certainly the most humble looking, 
was, you guessed it, Uncle Joe’s Martin. 
Pat says one of the reasons is the quality 

of the wood and the craftsmanship from 
those days, but also he speculates that 
over the course of decades the sap in 
the soundboard hardens and crystallizes, 
giving a sound quality that is simply not 
obtainable with new wood.

But there was even more to be learned 
than this. Pat is a member of a rare breed 

— a professional woodworker who works 
alone, who loves what he does, and who 
is able to make a comfortable living doing 
it. How does he do this? Wouldn’t many 
of us like to know? How many of us have 
this as a dream? How is such a thing 
possible?

The rest of this article deals with Pat’s 
repair skills as evidenced in the repair 
of the 1930 Martin. Of his skills and 
experience there is no question. But that 

is only part of the story. The other part is 
self discipline, people skills, and business 
acumen. So first a few words about these.

Take self discipline. During the winter, 
Pat works seven days a week. As many 
as two dozen guitars may come through 
his shop in a single week. Why so many 
in winter? Because people leave them in 
over-heated, unhumidified conditions 
and the tops crack. How to deal with 
such volume of repairs? — by excellent 
organization of the workflow. Monday is 
re-fretting day, Tuesday is neck-resetting 
day, Wednesday is crack-repair day, and so 
on. Early mornings are spent refinishing 
at a separate location, allowing the main 
part of the day to be spent in the shop 
greeting customers.

Does the constant flow of customers 
interfere with the work? Amazingly, no. 
Pat has trained himself to continue with 
his work at the same time as he talks 
engagingly with people. Earlier in his 
career, working at the big box retailer 
Guitar Center, his repair station was in 
the main sales area and so he got used 
to working and relating to people at 
the same time. Even today, he travels to 
guitar clinics, put on by the big name 
manufacturers Martin and Taylor (for 
whom he is a factory-certified repairer) 
in various cities where people bring their 
guitars for on-the-spot evaluation and 
repair. You have got to be good at relating 
to your public in that kind of work.

What about business acumen? For 
one thing. Pat’s shop is highly customer-
oriented. It is just off of Water Street in 
Exeter with windows that overlook the 
Exeter River. The space is light and airy. 
Comfortable chairs and a bowl of snacks 
are provided. The walls are decorated 
with guitar soundboards. Pat puts his 
tools away after every single operation, 
resulting in a clean workspace. Truly his 
shop is a pleasant place to visit.

Pat would love to build guitars. But he 
ran the numbers and could not find a way 
to make a good living doing it. Repair is 
where the money is. Does that mean he 
has to work on instruments he himself 
would not choose to play? Of course. 
But part of his secret is that he does it 
cheerfully and happily. By the way, his 
dream for retirement is devoting himself 
to making guitars.
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Repairing the Martin
Uncle Joe’s poor Martin has seen better 

days. Photo 2 shows the cracked bridge. 
Also the entire area of the soundboard has 
warped upwards to an alarming extent. In 
photo 3 you can also see that the white 
bone saddle has, over the years, been 
shaved low, in a losing battle to keep 
the instrument playable. Also the body 
is filled with cracks, one of which Pat is 
evaluating in photo 4. Aside from all this 
the neck has rotated upwards with respect 
to the body, further elevating the strings 
up from the fingerboard, which renders 
the instrument unplayable.

The first step is to remove the neck. 
In this style of guitar, the neck is held in 
place to the body by a tapered dovetail 
joint secured with hide glue. Also the 
fingerboard extension (the part of the 
fingerboard that sits atop the soundboard), 
is glued down. Fortunately, hide glue is 
reversible. Heat and/or moisture will cause 
it to release. So the first step in removal 
is to heat the fingerboard extension 
with a heating pad (photo 5). Once the 
glue has softened, Pat works under the 
fingerboard with a putty knife to work 
it free. Next the neck-to-body joint must 
be freed. To do this, Pat removes the 13th 
fret (which is directly over the joint) and 
drills two small holes into the fret slot 
and down into the joint below (photo 
6). Then, as shown in photo 7, a basket-
ball inflating needle is inserted into the 
hole. This needle is attached by a hose 
to Pat’s espresso machine with the result 
that steam is forced into the hole, around 
the joint, and escapes out the other hole. 
Also, you can see in photo 7 that a special 
jig has been attached to the body which 
will force the neck up once the steam has 
softened the hide glue.

This particular joint takes quite a bit 
of steam and pressure, a testimony to 
the very tight-fitting joinery achieved 
by the Martin luthiers in 1930. But 
eventually the neck comes off, as shown 
in photos 8 and 9.

Next Pat removes the bridge, again 
using heat. Once off (photo 10) we can 
see quite a bit of damage underneath. 
Photo 10 shows the bridge removed, and 
photo 11 shows the area inside the guitar 
(taken with a mirror) under the bridge. 
Notice that the soundboard is cracked 
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between the holes where the string pegs 
are fitted. Recall also that this entire area 
has warped upwards. To correct the warp, 
Pat moistens it and applies caul and clamp 
which he lets sit for a week (photo 12). 
Once the clamp comes off, the pressure 
and moisture have done their work and 
the soundboard is flat again (photo 13).

Directly underneath the bridge and the 
soundboard is a reinforcing bridgeplate. 
This particular plate was extremely narrow, 
much narrower than on modern guitars. 
In guitars, the lighter you can make the 
components, the better the guitar will 
sound but also, the more fragile it will 
be. Master luthier Alan Carruth likes to 
say that a guitar sounds best if it is right 
on the verge of collapsing into itself. This 
extremely narrow bridge plate (which 
Martin beefed up shortly after this guitar 
was made) presents us with a dilemma. 
To duplicate it exactly will result in the 
problems Pat has just corrected recurring 
at some point down the road. On the 
other hand, if the plate is made more 
substantial, there is the risk on impairing 
the sound quality. Pat decides on a middle 
course and photo 14 shows the plate he 
designs, makes, and glues in place under 
the soundboard.

All the time I am with Pat, a constant 
stream of customers comes into the shop 
with their guitars. One couple arrives from 
Vermont with a unique repair problem. 
The guitar is a 1945 Martin. Their visiting 
young nephew has shot the guitar with 
his bow and arrow. Photos 15 and 16 
show the entrance and exit wounds. Pat 
agrees to repair it, giving a time estimate 
of several months. The repair eventually 
comes out perfectly. This is why Pat has 
the reputation as the brain surgeon of 
guitar repair.

The most critical angle in a guitar is 
that between the neck and the body. This 
determines the height of the strings over 
the frets. Too low and the strings buzz 
against the frets. Too high and the fingers 
have difficulty pressing the strings down 
against the frets, meaning the guitar is 
hard to play. The tolerances are tight    — 
C.F. Martin factory specifications call for 
the sixth string to be 3/32˝ above the 12th 
fret with the first string at 2/32˝. 1/64˝ either 
way is unacceptable.

The neck angle is determined by 
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joint between the neck and the body. In 
many traditional guitars, this joint is a 
tapered dovetail, which has to fit perfectly. 
Guitar-making expert and author William 
Cumpiano calls this the woodworking 
joint from hell. In photo 17, Pat is 
delicately shaving the mortise cheeks so 
that when the neck tenon (photo 18) is 
inserted, the entire neck will sit at a slightly 
lower angle (about 0.75°) below where it 
did before. In guitarmaking school with 
Alan Carruth I have seen students spend 
weeks to get this joint correct. Pat gets it 
right in about 20 minutes.

Once the neck is reset and reattached, 
the fingerboard extension now rides 
above the soundboard (photo 19). This 
is because the neck has been rotated 
downwards. A tapered ebony shim must 
be made that will fill the gap precisely 
(photo 20). Once glued in place under 
the fingerboard extension, the glue seam 
is invisible (photo 21).

Now back to the bridge area. Bear in 
mind that the soundboard is only about 

3/32˝ thick. Both the old bridge and the 
soundboard under it are in terrible shape 
(photo 22). The damaged area of the 
soundboard needs thin layers of fresh 
spruce. This involves delicately routing 
away a layer of the damaged wood and 
gluing in a patch (photos 23 & 24). Once 
this is in place and planed and scraped 
flat (without damaging the surrounding 
finish!), it is time to make a new bridge 
from an ebony blank (photo 25). Pat 
essentially makes his bridges freehand 
with a bandsaw (photo 25), a stationary 
belt sander (photo 26), and a drill press 
(photo 27). The result is a new bridge 
(still to be “finessed”) with identical 
dimensions to the original (photo 28). 
This new bridge is glued in place with 
special bridge clamps (photo 29).

The bridge still needs a bone saddle in 
it for the strings to rest on. The precise 
placement of this saddle is crucial. The 
slightest error and the guitar will not play 
in tune. To measure where the saddle 
must go, Pat strings up the guitar with 
an ingenious device called an intonator 
serving as a temporary saddle. This is 
shown in photo 30 (on a different guitar). 
Little brass hooks rest under the strings, 
serving to lift them above the bridge, just 
as the saddle will. Furthermore, the exact 
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position of these hooks is adjustable by 
means of screw mechanisms. Pat adjusts 
each screw until the corresponding string 
is in tune and then marks the position 
on the bridge. When the marking is 
complete, off come the strings and using 
a special router guide, a slot is routed into 
the bridge in exactly the correct place 
(photo 31). The new bone saddle fits into 
this slot and is then tapered and shaped 
in the classic Martin open saddle slot style 
(photo 32).

The rest of the repair, the part I thought 
would be really difficult, namely repairing 
cracks and gluing down loose braces, is 
anti-climactically simple. Repairing cracks 
is basically a matter of flooding them with 
hot hide glue and holding them in place 
while it sets. Similarly for gluing loose 
braces which are held in place by simple 
sticks while the glue sets (photo 33). 
Believe it or not, this primitive stick 
method is what the C. F. Martin factory 
uses, which is where Pat learned it.

We discuss refinishing the guitar but Pat 
dissuades me. Similar to genuine antique 
furniture, refinishing would substantially 
reduce the worth to collectors of this 
valuable antique.

After three months, we finally get to 
string Uncle Joe’s Martin up and play it. 
The sound is gorgeous, especially in the 
bass where there is a sweetness I have never 
before heard in a guitar. And the action 
(the guitarist’s term for playability)? Like 
butter, in the words of one professional 
musician.

Two final photos (at the article lead) 
capture, for me, the excitement and 
pleasure of this remarkable time. First is 
the view of the rushing springtime Exeter 
river as seen through the window in Pat’s 
shop. The second is a candid portrait of 
Pat in his shop playing his ukulele. 

25

26

27

28

29
30

3231
33



34 The Guild of  New Hampshire Woodworkers

I am new as a woodturner 
although I did a little turning 

in shop class back in high school 
in 1970. The thing is, it was wood 
scraping not woodcutting. I’m not 
sure the teacher knew the difference 
and I certainly did not at the time. 
My wife bought me a lathe for 
Christmas and I’ve been turning 
now for about 11/2 years. I am by far 
not an expert and have very little 
experience for that matter. But 

with some preparation, amazing 
things can happen. I bet it took all 
of three months preparation before 
cutting the first piece of wood for 
segmented work.

Start Small
A little nervous and apprehensive 

at first, I decided to start small 
and began by turning pens. I got 
pretty good with that and started 
to experiment with different things 

like bottle stoppers and the like. Before trying something 
new I would buy a book and in some cases a DVD on 
the subject. When I decided to try a bowl I bought a 
couple of books which were somewhat helpful. I also 
bought a DVD titled Bowl Basics the Easy Way by Lyle 
Jamieson. The first time I watched the DVD I about 
fell asleep. I wanted to see some chips fly but instead 
Lyle was on the drawing board, showing a wooden bowl 
gauge and talking about bevels, direction of cut and 
all types of stuff I did not need to know. Well I finally 
got through the entire DVD and went to the lath. Low 
and behold things did not start off so well and I caught 

“Completed in 

December of 2008, the 

bowl measures 10˝ wide 

x 5˝ high. It has a total of 

297 pieces. I used curly maple, 

black limba (the red), zercote for 

the base, maple veneer, and black 

dyed veneer. The accent blue dots are 

turquoise acrylic pen turning stock.”

Sanding Jigs and Clamps

I made sanding jigs from pine measuring 21/2˝ x 12˝ x 3/4˝ and others using 
1/2˝ MDO plywood measuring 1 1/2˝ x 12˝ x 1/2˝ for smaller pieces. Each jig 
has a custom angle for 8, 12, 16 and 32 segments. Each jig has a push 
block glued to the angled end and an adjustable stop block at the far end 
that is adjusted against the outside edge of the sled. The adjustment is 
for different length segments of a fixed number of pieces. Once the jig is 
adjusted with the exact length using a digital caliper, duplication is a sure 
thing.

The clamps are plumbing clamps of various sizes. Clamps can be paired 
together for larger rings. The blocks on the top shelf are the actual required 
angel of the segment. I use these blocks to set the angel on the miter saw. It 
is quick, fool proof and very accurate. 

Segmented Turnings

by ClAude duPuis
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The Sanding System

This is a delta 6˝ x 48˝ belt sander. The sanding table must be at an 
exact 90° to the belt. The sled is made of aluminum plate about 

3/16˝ thick. The fence is made of oak (but could be anything) and 
mounted to the sled at an exact 90° to the belt. The sled edge at 
the belt must be zero clearance to the belt. Sand paper is 80 grit. 
Dust collection in my opinion for this operation is a must. Setting 
this up right will pay off big time. The same can be done using a 
disc sander. Use what you have.

The Press

Making a decent press will simplify the glueup process. For me 
clamps to the ceiling was not an option but it may work for you. I 
used materials lying around in the shop. The only thing I bought 
was the screw which I purchased at Woodcraft. I used melamine 
particleboard for the base. The melamine finish allows for quick 
cleanup of glue. I also cut melamine circles of different sizes to fit the 
ring being glued, again melamine for easy cleanup. 
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myself saying How did he do that. My chisels don’t cut 
like his. What was that next step? I would have to put 
down the tools and go back to the DVD and low and 
behold, some of what he was saying made sense but 
still some nonsense stuff I still did not need. Well after 
some trial and error (mostly error) it turns out that 
Lyle did know something about turning a bowl and I 
found myself playing the DVD again and again each 
time picking up something I had missed before. When 
you don’t know anything it’s easy for things to go right 
over your head so be patient and keep looking for those 
tidbits of information. As your experience grows so will 
the understanding of the things you read, hear and see. 
I read somewhere that you need to turn a thousand 
bowls before you’re any good. If that’s true then I have 
lots more to turn. 

Segmented Turnings
I would suggest that before trying segmented work 

you get a good deal of practice with bowl turnings first. 
So I had done just that and decided I was ready for 
segmented work. Again I bought a couple of books 
and a DVD. I suggest getting both. Two books that are 
excellent are Woodturning with Ray Allen by Dale Nish 
and The Art of Segmented Wood Turning by Malcolm 
Tibbetts. You will find my featured segmented bowl in 
the latter. A good DVD is Introduction to Segmented 
Turning with Cury Theobald. 

I must have read Ray Allen’s step-by-step instructions 
a hundred times before starting. There were a number of 
aspects I did not understand and never did until I was 
actually doing it (step-by-step). Some woodworking 
skills are helpful as it’s more woodworking than 
turning.

A good deal of planning went into getting started 
such as selecting the right woods. And setting up a good 
sanding system is essential. Both the books and DVD 
used a sanding disc but I had a 6 x 48 belt sander on a 
stand that I inherited from my Dad and I was able to 
make that work. The time and effort put into building 
a press like the one featured by Ray Allen was also well 
worth the effort. Running clamps off the ceiling as 
Tibbetts did made no sense to me.

You will find that keeping things perfectly centered 
is critical. A slight slip in the glueup will be disastrous. 
Do not skip the step of gluing guide blocks around 

the circumference to keep things 
perfectly centered. Misalignment 
will result in one the glue lines not 
lining up vertically, an offset from 
the second ring down, and the 
segments not measuring the same 
width around the entire circle. I can 
attest to this from experience having 
to cut off and remake a band or two. 
It will get your attention.

Exotic woods are expensive not 
to mention the time it takes, so 
being exact will pay off in both 
money and time. The segments 
must be exact in length, width and 
angle. Check a dry fit and adjust if 

Guide Blocks

Note the guide blocks at the top of the vessel. Each segmented ring 
is glued to a face plate using CA glue and turned flat on the lathe. 
The ring, flat side, is glued to the pervious ring on the vessel working 
from the bottom up. Each newly glued ring on the vessel is turned 
flat on the lathe.

Prior to removing the vessel from the lathe, make a mark with 
a pencil at the diameter of the next ring. This is where you glue 
the guide blocks to keep the next ring perfectly centered on the 
previous one. Do not skip this step. I tried and it resulted in my 
cutting off a ring and starting over. Use CA glue, it is instant on and 
they snap off with a snap with a light tap of a hammer.

necessary. This is where the sander 
pays off. I have fine tuned the sander, 
slide table and sanding jigs so that 
in most cases I can get a perfect fit 
in one try. As

I’ve heard many a demonstrator 
state there are more that one way 
to do things, so do what works for 
you. I met a segmented turner last 
year at the open studios who glues 
up segments right off the tablesaw. 
Working with small pieces I found 
the table saw dangerous and I cut 
most of my segments on a chop saw. 
Using a holding stick keeps the 
piece steady and your fingers away 
from the blade. I took the skin off 
three knuckles at the sander so be 
careful there also. Using some sort 
of holding tool/stick keeps the 
fingers safe. 

About half way through I 
wondered if I had made a mistake 
starting this project. You know, 
I just wanted to turn and send 
some chips flying. Despite my 
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Sanding Jig — Made from a dowel, an extra wooden knob, a piece of 
hard rubber and some self-adhesive sandpaper.

On the Lathe

True up, flatten and shape the segment rings as they are 
added to the vessel being careful to not take off too much. 
This is especially important on the interior as scraping and 
sanding will be difficult latter. Get it close while it’s open.

urges to stop, I pressed on, got all the rings made and glued 
up step-by-step and eventually it was complete. I was absolutely 
stunned how quickly the form fell into place when I finally started 
turning. The form was basically there. All I had to do is smooth 
it out by connecting the dots (sort of ).

Turning the inside took about ten times longer, but with 
careful measuring and scraping I finally got there. Start from the 
opening and work your way down to the base in small sections, 
much like you would turn a thin bowl.

Now sanding! The exterior was no problem but the interior 
proved to be a bit more challenging. I started out by thinking 
that I could hand hold a piece of sandpaper inside the bowl while 
it was turning. With the lathe off, I was able to stretch my hand 
out and get it inside the bowl. All is good — right? Not the case. 
When I turned on the lathe, my wrist got tossed back and forth 
in the opening and took off some skin on either side of my wrist. 
Luckily I was quick with the off switch. It was painstakingly 
apparent that hand holding the sandpaper was not an option. 
Why the bowl did not come off it’s glue block I don’t know, but 
luckily for me it did not.

What to do now? I decided to make a sanding jig using items 
I already had in my shop. A dowel, an extra wooden knob I had 
turned for shop cabinet doors and a piece of hard rubber used 
by glaziers to shim glass. I used self-adhesive sandpaper on the 
rubber pad and presto I was in business. I sanded down to 400 
grit and hit it with a 500 mesh pad. I finished the bowl with two 
coats waterlox and polished it using the beall system.

Completed in December of 2008, the bowl measures 10˝ wide 
and 5˝ high. It has a total of 297 pieces. I used curly maple, black 
limba (the red), zercote for the base, maple veneer, black dyed 
veneer and the accent blue dots are turquoise acrylic pen turning 
stock. Once complete there was a good deal of satisfaction. I 
decided I would probably make more. There’s nothing more 
special than your first one. So take the plunge and get started. 
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The document above gives us an 
interesting glimpse into the business 

of chairmaking in the 1830s and 1840s. 
However, this glimpse could just as easily 
date from any other time up to a hundred 
years earlier. Business practices did not 
change that much in the century before 
the Industrial Revolution. The document 
is a claim made in probate court by Jacob 
Musser woodworker and chairmaker, 
against the estate of the then recently 
deceased, Jacob Fosnought. The hand 
writing takes some effort to decipher, so 
I have transcribed it for you.

Our glimpse leaves us with an 
incomplete story that we will have to 
flesh out with some conjecture and 
imagination. My guess is that Fosnought 
was a neighbor of woodworker and 
chairmaker Musser, both of whom lived 
in Columbiana County, Ohio. Fosnought 
was either elderly or infirm. Anyway, 
Musser did work for him that went unpaid 
until as long as six years later. That work 
included making two chairs and mending 
another.

I suspect that Fosnought had not stiffed 
Musser, but that the latter had agreed to 
defer payment. Otherwise, why would he 
continue to do work for a deadbeat for all 
those years? We chairmakers acknowledge 
that we’re crazy, but we’re not stupid. I 
suspect Musser was being kind and knew 
he would be satisfied upon his neighbor’s 
death. Fosnought’s death in spring 1843 
is evidenced by Musser charging the 
estate $10 for a coffin on April 15. Notice 
that Musser had made another coffin 
the year before, perhaps at the time of 

The Business of Chairmaking
circa 1830s — 1840s

 
 Jacob Fosnought
To Jacob Mufser Dr:
 1836 Dec. 27th To 2 Chairs 2,00
 1837 June 12 “ Mending Chair 18 3/4
 1839 Dec 11 “ Chopper handles 10
 1842 July 20 “ 1 Coffin 10,00
 1843 Apr 15 “ “ 10,00
    
    $22,28 3/4
Sept the 25th 1843  Probate 12 ~ 
    
    $22,41 ~

 The State of Ohio Columbiana County
Jacob Musser makes solemn oaths that the 
above accounts, and the dates, items & 
amounts, are truly copied from and were 
entered at the time the several items bare 
date, in his account Book – and the same is 
just and true Jacob Mufser. Sworn to and 
subscribed before me this 28th day of Sept. 
1848 Robert Fol? Justice of the peace
 
Reverse Side
The Claimant of the will in Sept admits a 
Credit of $3.56 cents with deduct from the 
full amount of   $22.41
    3. 56
    
leaving a Balance due on Sept 18.91
    10
    
    8.91
Sept 26th 1843
Received of John Worner & John Fosnought 
Administrator of Said Jacob Fosnought dec 
the Sum of $19.17 Cents in full of the within 
Sept
10/9.17 Jacob Mufser

from the bench by Mike dunbAr

Mrs. Forsnought’s (or some other family 
member’s) decease.

It is interesting to us that along with 
chairs, Musser would make coffins. This was 
common activity for all furnituremakers. 
Very few chairmakers, even specialists 
in large cities, earned their livings just 
making chairs. They repaired and painted 
old chairs, and they sold materials and 
supplies. Besides making coffins, many 
furniture makers also acted as the local 
undertaker. This sort of multitasking kept 
the shop doors open. 

The claim reveals that Musser had 
charged Fosnought a dollar apiece for 
two chairs. It would be nicer for us if he 
had been more specific about those chairs. 
These could have been ladder backs, but 
they also could have been late period 
Windsors. Both types sold for about 
a dollar each. There is no way for us to 
know. 

Note the document is written in two 
hands. I assume that the writing at the top 
of the claim and the acknowledgement of 
payment at the bottom were written by 
Musser himself. In between where the ink 
is darker and the pen line finer, appears 
to have been written by the justice of the 
peace, Robert Fol? I can’t make out his last 
name. It is interesting that Musser wrote 
his name Mufser. To use fs in lieu of ss 
was archaic by the 1830s. Either Musser 
was an older buck, or orthography in 
Columbiana County was a little behind 
the times. I imagine that Musser was 
himself getting along in years, as the 
justice of the peace used the more modern 
Musser rather than Mufser. 
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It is a rainy June day and after a long 
drive I arrive at the Center for Furniture 

Craftsmanship in Rockport, ME, filled 
with anticipation. Thanks to a generous 
Guild scholarship, I have come to the 
school to take Intermediate Woodworking 
with Kevin Rodel, whose work profoundly 
inspires me. The campus is quiet this 
Sunday afternoon. In the workshop the 
floors are swept clean, the tools are neatly 
arranged on their shelves, and thirteen 
workbenches silently await twelve eager 
students and an instructor. 

The next morning I awaken early, too 
excited to sleep. In the workshop I claim 
a bench and start unpacking my tools. I 
recall the first class I took here and the 
delight I felt in learning new skills and 
in communing with many talented 
woodworkers. And by some stroke of 
magic, for two weeks I was transformed 
from an impatient, somewhat melancholy 
person into a happy and serene being, 
fully present in every moment with no 
desire to be anywhere else. Now, two 
years later, as the shop begins to fill 
with students, carefully unwrapping and 
setting tools out on their benches, the rest 
of my life fades away and I feel as if I have 

stepped through a magic door into an 
Enchanted Realm.

This realm — the campus — consists 
of three workshop buildings, each with 
two bench rooms and a machine room 
outfitted with the finest equipment, 
a fine furniture gallery, library and 
computer room, horseshoe pit, camping 
area, and offices. Students from diverse 
backgrounds — young and old, hobbyists 
and professionals — are here for courses 
ranging from one week to nine months. 
In addition, several accomplished 
woodworkers are engaged in one-year 
fellowships. 

If I had not seen Kevin Rodel’s 
photograph many times in Fine 
Woodworking Magazine, I would not 
have known he was the instructor when 
he quietly entered the shop. He is an 
unassuming man, despite being one of the 
greats in modern Arts and Crafts furniture. 
He gathers us around the instructor’s 
bench and introduces himself. Peter Korn, 
the school’s founder, Executive Director, 
and Fairy Godmother of this Enchanted 
Realm, comes to welcome and orient us 
to the school. From now until 5:00 pm 
on the last day, we are allowed to use the 

shop around the clock. However, we can 
only use the machines from 7:00 am to 
9:00 pm and only with someone else 
in the building, and never under the 
influence of drugs or alcohol. There is 
a slide show and ice cream social every 
Tuesday evening and a picnic and croquet 
game every Thursday. We are encouraged 
to visit the other workshops on campus. 

After Kevin describes the plan for 
the course, which is focused on case 

by MoniCA rAyMond
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construction, we move to our benches and 
begin designing our projects. Kevin and 
co-instructor Pete Schlebecker visit each 
student in turn, helping with the aesthetic 
of each piece, offering suggestions and 
discussing joinery options. I am going to 
make a small cabinet with a drawer and a 
door. Having had the design in my head 
for some time, I am eager to put pencil 
to paper. It will be Arts and Crafts with 
an Asian influence. A few years ago I 
spent time in Tibet and fell in love with 
the architecture there. The rammed 
earth buildings are wider at their bases 
than at their tops — an element I want 
to incorporate into my cabinet. Using a 
curved stick, I draw a gentle flare on the 
two outer faces of each leg. 

Since the anatomy of case pieces is 
a mystery to me, I spend a good deal of 
time examining a sample case piece in 
the classroom, which one can pull apart 
to examine the joints. I draw the joinery 
for my piece, consulting frequently with 
Kevin and Pete. Both are kind and patient 
teachers. I am particularly interested in 
Kevin’s design sensibility. As he examines 
students’ nascent plans, he suggests 
adding a slight curve here or widening 
an element there. Suddenly the drawings 
come alive. 

The next day we visit the lumber room. 
Cherry, quartersawn white oak, maple, 
sycamore, walnut, and ash are neatly 
stacked on ceiling-high racks. There 
are very wide boards and several sets of 
book-matched boards. Pete Schlebecker 
tells us that four times a year he travels 
around New England in search of the 
best hardwood lumber he can find. Each 
board has been carefully hand-picked for 
grain, figure, and clarity. I feel as if I’m 
attending a magical ball and a great feast 
has been laid out in front of me. 

I’ve decided upon white oak for my 
project. The class assistant, Kendrick, 
helps me pull several 8/4 and 4/4 boards 

off the rack. I select three and start to 
mark out which parts of my piece will 
come from each board — straight grain 
pieces for the legs, rails, and stiles, and 
figured pieces for the panels. This jigsaw 
puzzle process leaves me scratching my 
head and soon I cannot distinguish the 
many marks I have drawn and redrawn 
on the boards. I decide to sleep on it and 
hope for more clarity in the morning. 

Most of the other students have 
already chosen their lumber and begun 
milling. The two planers in the machine 
room have been running non-stop all 
day. By late afternoon, most people have 
a small pile of stickered lumber on their 
benches. 

In the evening I walk around the 
shop viewing other students’ drawings. 
Liffy is going to make a cherry toy chest. 
Rick is making a lawyer’s bookcase. Brett 
brought with him white oak lumber 
that he and his father cut on his father’s 
land in Virginia. He lays a dozen boards 
on the floor and spends hours carefully 
examining them, eventually picking two 
long book-matched boards for the top 
and sides of his case. 

Each day begins with a brief lecture. 
We spend the bulk of our time working 
on our projects, breaking occasionally for 
demonstrations. We learn how to make 
a jig for creating shaped legs, how to cut 
mortises with a router, and how to fume 
white oak, among other things. 

I feel like part of a big happy royal 
family where everyone is interesting, 
interested and valued. One evening I 
visit the Jackson building where one of 
the Fellows is working on an abstract 
art piece. She is from the Rhode Island 

School of Design. Although she is an 
expert woodworker and I am nearly a 
beginner, she seems genuinely interested 
in talking with me and does not scoff at 
my excitement over learning things which 
must be very basic to her. 

Having finally laid out all the parts of 
my project, I mill boards for the case and 
start in on the joinery. The white oak is 
revealing its eclectic personality; the legs 
are chocolate brown and the panels — cut 
from a different tree — are lighter with 
lovely fleck. Despite the frustration of 
having made a few mistakes requiring do-
overs,

I am enjoying myself immensely and 
am in the shop every day from 7 am to 
about 10 pm. On the weekend we don’t 
have class but almost everyone shows up 
Saturday morning to continue working. 
Several of us undertake a field trip to the 
tiny village of Liberty, Maine to visit the 
renowned Liberty Tool Company — an 
antique store specializing in hand tools. 
Walking through the aisles, it’s hard to 
take it all in. The shelves are jam-packed 
with chisels and hammers and spokeshaves 
and drawknives and saws and hand planes 
and rules and calipers. We rummage 
through the bins looking for treasure. 
Liffy and Steve both find Stanley Bailey 
#7 jointer planes in good condition. I find 
a replacement bolt for my #5 plane that 
I’ve been searching for for a year, as well 
as some chisel blanks. By 4:00 pm. after 
a quick stop for a scoop of hand-made 
ice cream, we are back in the workshop, 
dancing with our projects.

At 11:00 pm the lights in all three 
workshop buildings burn brightly. A few 
people are still at their benches, tapping 
away at chisels or hunched over drafting 
paper. I delight in knowing that there are 
young people who would rather build 
furniture than party on a Saturday night. 

For a week I’ve been running on 
adrenaline rather than sleep. Brett is 
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the only person who regularly arrives at 
the shop earlier than I and stays as late 
at night. We are both captivated by Arts 
and Crafts style and, in particular, Kevin 
Rodel’s work, so we often consult each 
other on design elements, finding synergy 
in collaboration. Having taken several 
courses here, he shares my sense of wonder 
at the magic of the place.

Everyone knows I am here on a 
scholarship and they are curious about 
the Guild. I tell them about the subgroups, 
the small meetings, The Journal and 
The Old Saw. I talk about the camaraderie 
and how welcoming everyone is to 
beginning woodworkers. No one is aware 
of a similar organization in their home 
state and they are impressed and envious. 
They describe feeling somewhat alone 
as woodworkers, either unaware of or 
excluded from groups that are geared 
toward professionals. I feel both proud 
and incredibly fortunate to be a part of 
the Guild.

At the beginning of the second week 
everyone’s projects are taking shape. Most 
people have glued up their cases and are 
now working on doors or drawers. Kevin, 
who is very humble, finally yields to our 
repeated requests and gives a lecture on 
his personal design strategies. He advises 
us to assemble a “toolbox” of design 
elements that we like by studying the 
work of furniture makers who inspire us, 
which we can pull out and incorporate 
into our own designs. 

I have assembled and glued up my 
case and am ready to start the drawer. 
The dovetails come out pretty well and 
with Kevin’s help, I fit the drawer to 

the opening fairly easily leaving a little 
room for wood expansion. I have already 
fashioned a gently curved drawer pull 
from white oak. Sliding the drawer — the 
first I’ve ever made — in and out of its 
pocket effortlessly, I am so excited at my 
accomplishment that I can hardly contain 
myself and I do a little dance around my 
bench. Part of the magic of this place is 
that everything I make here comes out 
so much better than it does at home! 
Of course, having the best tools and 
instructors near at hand might explain 
this, but it is enchanting nevertheless.

By the last day of class the only thing 
left to make, other than the top of my 
piece, is the door. I cut the rails and stiles 
to length, forgetting about the tenons, 
and am startled to realize the rails are 
now too short! Wood is running low but 
I am able to squeeze out two more rails 
from my supply. I am pressuring myself 
to finish the piece for the school’s annual 
open house tonight. Of course, rushing 
is always a recipe for trouble. The joints 
are not going well. None of my mortises 
are straight. I slump down on my stool 
in frustration and stare at the unfinished 
piece. I love how it looks and suddenly 
realize that it doesn’t need a door. In fact 
it most certainly should not have a door, 
which would hide the shelf and might de-
emphasize the flared legs, which are the 
piece’s most important design element! I 
ask Kevin for his opinion. He agrees and I 
am thrilled to have discovered this before 
it was too late. I cut the bevel on the top, 
which I had previously glued up, clean 
it up with a shoulder plane, and start 
sanding the piece. Everyone is furiously 
working on their projects — some are 
nearly done, others partly so. I feel like 
Cinderella just before her coach turns 
back into a pumpkin. At 5:00 pm not 
only will everyone have to stop working 
but, more importantly, we will have to 
return to the relative drudgery of the 

“real world,” where we never get enough 
time in our shops and our hand planes, 
which cut flawless shavings here at school, 
chatter inexplicably.

As we pack up our tools and clean the 
shop I feel the magic ebbing away. Soon 
the room looks much as it did when I 
arrived — benches free of the clutter that 
graced them these past weeks, floor swept 

clean, scraps piled in bins, and tools 
neatly arranged on their racks. The only 
evidence of our presence is a glorious new 
piece of furniture on each bench. I walk 
around the room amazed at the work 
that has been accomplished. Even the 
students who at first seemed so unsure 
of themselves have created beautiful 
pieces. An hour later, well-dressed people 
holding glasses of wine are moving slowly 
from building to building, talking with 
blue jean-clad students and Fellows. We 
have the chance to see our work through 
their eyes and we try to impart some of 
the enthusiasm and magic we feel here to 
them. Many of the visitors are benefactors 
who appreciate the mission of the school 
so much that they are willing to support 
it with donations. Once again I find my 
respect for the Center and my amazement 
at my own luck in being here grow 
deeper. 

With both joy and sadness, I leave 
the Center for Furniture Craftsmanship, 
hoping that someday I will again have the 
chance to pass through that magic door 
into the Enchanted Realm.

Postscript: At home in my shop I 
finished my project and donated it to the 
Guild raffle at Sunapee. I am happy to 
give back to the Guild and to know that 
someone has a little bit of magic — my 
sparkling glass slipper — in their home. 

I wish to thank John Whiteside and 
Brett Harris for both inspiration and 
editing assistance for this article, and all 
of my classmates for all the fun we had. 
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A great dilemma posed itself recently. 
I enjoy taking classes to learn 

something new or just improve what I think 
I already know. There’s always something 
to learn. So far any bending classes have 
met with un-resolvable schedule conflicts. 
I know the basics because I’ve read a 
little bit. Something about steam, right? 
A project came along to build a few lazy 

foresight and a little luck meant preparing 
a few extra. Two broke. The rest worked 
incredibly well.

Final application to the platters was 
trim to fit, clamp and glue. I tried pin 
nails but in the end a band clamp worked 
best. And in the further end, each one got 
better.
Two suggestions on technique — Trimming 
to length. There is a temptation to trim 
to exactly the right length so the two 
ends just butt together when clamped 
and glued. That takes a lot of trips to the 
sander or fussing with some other method. 
And the bad news is that when the clamp 
goes on, it often tightens ever so slightly 
more than you planned for and the ends 
bump each other. This results in a gap 
somewhere along the circle. The solution 
is to make them a little short, ideally 1/16˝ 
or so. After the glue dries well and the 
clamps come off, a thin strip of wood fills 
the gap. Even with cross grain conflict, 
it’s pretty much unnoticeable especially 
compared to that crack around the rim if 
the band is too long.
Securing and gluing — Having tried pin 
nails, bar clamps and band clamps, the 
band clamp turned out to be best. And 
the very best application was to test fit the 
assembly with the band clamp, and then 
loosen the clamp just enough to easily 
remove the disk. Apply glue to the edge of 
the disk and put it back inside the already 
preformed loop. It’s a messy struggle to 
totally remove the clamp and then try 
to reposition the edge band and clamps 
when glue has been applied. 

susans, plywood 
with edge banding. 
A perfect situation, 
24˝ diameter, not 
a great strain. And 
here I am without 
a steam machine 
and not enough 
time to figure out 
how to build one.

Panic sometimes does good things 
so a quick trip to the big store brought 
an 8-foot piece of sewer pipe, the same 
plumbing in my shop dust system, so it 
would be used later. Lacking the vision, 
tools and courage to figure out a steam 
solution, I just filled it with water and 
leaned it against the porch railing. Several 
‘sticks’ of red oak 8 feet long to bend 
hoops went into the water. Like a buoy in 
the Columbia River, they bobbed up in 
the air. The only pipe cap was sealing up 
the bottom so some newspapers stuffed in 
the top held them under water.

I’m happy to report that 12 hours later, 
sitting overnight, they were surprisingly 
soft. Each one, in turn, was pulled around 
a quick-and dirty particle board template 
and held with one bar clamp until it 
dried, about 6 hours. On removal from 
the template, they have a tendency to 
straighten, so one squeeze clamp holds 
them in the circle until they are ready to 
apply.

A big word of caution however. If 
there are any defects, even a small knot, 
they don’t survive the bend. A little 

by bob osWAld
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The Granite State Woodturners hold six 
meetings each year. Techniques and 

skill improvement methods are discussed 
and demonstrated at five of these meetings. 
However, following a tradition established 
in 1992, the July meeting is dedicated to 
an artistic critique of our recent work. 
This year’s annual critique was held in 
Slocumb Hall at Proctor Academy in 
Andover, NH.

Jon Siegel opened the meeting by 
restating the rules of discussion, setting 
the agenda, asking for an introduction 
of those present and then introduced 
Peter Bloch to moderate the critiques. 
Peter welcomed comments and opinions 
from all. Peter passed out a paper he 
prepared for the meeting — One Form, 
Infinite Variations – Stretching Out Along 
the Lines of Possibility. He showed a good 
example of this theme by presenting six 
bottle stoppers, all of the same height 
and diameter but with minor variations 
to the location of the waist and contour 
of the top. The minor differences created 
a strong difference in the appeal to the 
group. Not everyone agreed on the same 
one as the most appealing. We each had 
our own favorites, showing the difference 
in individual tastes.

The thirty individuals present brought 
eighteen items to be critiqued. Here are a 
few of the items presented. 

by JiM forbes

Turning Critique July 25, 2009 at Proctor Academy in Andover, NH

SubGroup Spotlight

Lindsey Freeze brought a spalted beach 
natural edge bowl that held a brass flower 
holder. A long discussion included the 
contour where the top meets the brass and 
what if the brass was to be painted black. 
Peter loved the small foot (a common 
theme!) and flat finish. 

Jon Siegel demonstrated how 
a subtle change could make 
a big difference in a turned 
bench stretcher. He added a 
slight flair to a taper where 
it meets the bead and the 
difference was dramatic.

Robin Dustin presented a 16 inch 
platter made with wood saved from 
the firewood box. She laminated 
strips of butternut and Spanish 
cedar. It was stunning in a subtle 
way because of the very thin strips 
of black died poplar veneer between 
the woods that gave contrast to the 
similar colored woods. Her placement 
of the angled strips and the slight 
inward tip of the rim were discussed.

Photos by JiM forbes And dJ delorie
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Tom McLaughlin Canterbury, NH
eAsy ChAir no. 1 — Cuban mahogany, mahogany, amboyna 

burl, ebonized lines, hard maple, poplar — Assisted by Levi Lucks, 

upholstery by Joseph Portinari. 29˝ deep x 351/2˝ wide x 46˝ high.

Using compound curves and extraordinary materials, I aimed to 

create a stylish and contemporary alternative to the easy chairs of 

the 18th century. The idea for this chair was born on April 10, 1997, 

just hours before the arrival of my youngest son Quinn. It began 

with a simple sketch, drawn while sitting expectantly beside a 

hospital labor bed — between contractions of course.

photo by biLL trusLow

Jason Derry Barrington NH
niGht tAble — Original design of Padauk to match a Pennsylvania chest 

on chest. Finished with many coats of shellac using an HVLP sprayer. After 

sanding back the shellac, top coats of satin polyurethane were applied 

to protect the finish from the inevitable spills. The hardware came from 

Horton Brasses.

Stephen Gaal Portland, ME
Queen Anne tAble — Tiger maple — The table came 

from Norman Vandal’s book on Queen Anne furniture. 

It is one of the very first pieces I made, circa 2002. The 

top measures 28-7/8˝ x 19˝ and it is 27” high. The 

cabriole legs have pad feet. The finish is an aniline dye, 

probably honey amber, followed by a glaze coat of 

burnt umber paint, thinned with mineral spirits (wiped 

on and quickly wiped off) followed my 8-10 layers of 

shellac applied with a pad. After drying for about 10 

days, the shellac is rubbed out with 0000 steel wool 

using wax (in this case Goddard’s) as a lubricant and 

protective finish.

This piece was made before I had a lathe, so the pad 

feet were not turned, but carved with a 1˝ straight 

chisel. The mitered molding on the table top is 

glued to the table aprons with the actual top and the 

molding rebated to allow the table top to expand and 

contract freely. The photo is outside my former shop in 

NH. That is Mt. Whiteface in the background, a 4,000 

footer, with Queen Anne’s lace in the foreground.


