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A Life Story

I have always had an interest in woodworking. Taking classes in high school just added 

to that interest. Having a woodworking shop was and is a must for me and that was 

combined with repairing farm machinery.

From the age of 17 until 1962, I operated a dairy farm but it became increasingly 

difficult to support my wife and four girls, so I accepted a position with Pitney Bowes as 

a service representative. This allowed me to work from home and at the same time enjoy 

my work shop. My wife helped by operating a small craft business in our home. She made 

quilts and other craft items and I used my shop to make end tables, stands, jewelry boxes, 

etc.—these mostly made from the pine. The pine was from my wood lot which was 

cut and sawn on the sawmill next to the barn here on the farm. Our family has worked 

together to build four homes on the farmland for each of our daughters. All lumber for 

these homes came from the wood lot and much of it sawn on my mill.

I became a member of the Guild in 2003. Through the Guild, I have learned so much 

about building fine furniture and turning. From attending Guild meetings I’ve been able 

member profile

The house and farm date back to the year 
1771. The property has been actively and 
continuously farmed since that time. 
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End table—cherry with lacquer finish. Piecrust tilt top—mahogany top, cherry post 
and legs. Lacquer finish.

to watch demonstrators show their skills 

which in turn have helped me. Some of 

these demonstrations have been hands-on 

training. Furniture I make is from hardwood 

which is available here on the farm.

The turning I do is both spindle and bowl 

turning and some of the wood is from my 

own firewood which again, comes from the 

land. A few years back I found a white spruce 

tree in Nova Scotia on property which my 

wife owns. It was dead so I cut it down. From 

that tree I was able to get 80 burls ranging 

from 5˝ to 14˝ in diameter. 

I have made use of the Guild’s 

scholarship fund to take Mike Dunbar’s class 

on Windsor chairmaking. Because of the 

learned skill through the class, three more 

chairs were made for our kitchen.

Our Strafford, NH farm was established 

by John Huckins in 1771. We were honored 

in 1971 by the State’s American Revolution 

Bicentennial Commission at an award 

ceremony in Concord, NH. 

The ratio of Huckins Farm’s 

cropland to woodland has 

remained the same over the years. 

The beauty of the area is shadowed 

by a 1,400 foot mountain. Some 

of the structures still remain from 

over 200 years ago. The Huckins 

children were the sixth generation 

to live on the farm but the Huckins 

arrival in New England goes back 

nine generations. The original family 

settled on the New Hampshire 

coast near Durham, later moving to 

Strafford.

The family cemetery plot.
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For this session, with the basic carcass 
and door section cut away, the next 

step was to cut the door panel in two and 
then trim the door panels back to accept 
the stiles. We also wanted to get the shelf 
in and the piano hinges mounted on the 
doors and the cleat on the back.

Next time we will do some inlay on 
the doors, which will cover up the joint 
between the panel and the stiles. We will 
also make handles for the front although 
you could do it without handles. They 
will be dark to relate to the inlay. Tom has 
bought the ebony for the inlay, which was 
quite expensive, but he will save money by 
making his own strips.

Tom first went to work on the door filler pieces. 
It needs to look right so that it is flush 
and gets a clean line. The plywood needs 

to be cut back to make a space and the 
filler will then be dovetailed in place. He 
uses a flush cut router bit and a masonite 
template, which has a jointed straight 
edge. The straight edge is mounted on the 
inside of the door and lined up with the 
edge of the door minus the thickness of 
the bit. The straight edge is tacked in place. 
Tom used a piece of scrap masonite with 
the same dimensions, except for length, to 
set things up. He then puts the scrap back 
in to check for flush on the outside.

Make sure the roller is right on the 
cutter so it does not ride over the guide. 
The top and bottom ends of the door will 
be the stops. The door is then taken to 
the band saw and the excess is removed 
taking care not to cut the masonite. He 
left approximately 1/16˝ waste. The door 
is clamped onto the bench and the 

remaining waste is removed with the 
router except for a little bit in the corners. 
Two passes are taken to ensure a smooth 
edge. Check to make sure you are flush 
before unclamping. The last bits are 
removed with a chisel. The center of the 
door panel was not glued when the box 
was glued up so it is now easier to remove 
the waste. The masonite is then removed 
and the pin nails pulled out.

When the case was made, the filler 
pieces were made to the same thickness 
and length so it will only need be ripped 
to width. 

The cut is made with a crosscut sled on 
the tablesaw with the blade at about 5/16˝ 
on each side for a dovetail. The shoulder 
is cut across and then the waste removed 
with a vertical pass. The whole dovetail 

April 7, 2012 & June 2, 2012 
At MclAughlin Woods in cAnterbury, nh

April photos by Ned GeliNAs—JuNe photos by Jim seroskie

Beginner & Intermediate Group

by dAve Frechette

Making a Wall 
Hung Tool Cabinet

Parts 4 & 5

editiNG by bob CouCh
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Subgroup Spotlight

could be done on the tablesaw but where’s 
the fun in that!

Dovetails are marked and cut as in the 
previous session. They are done on the filler 
piece first. Shoulder cuts must be square 
so it will fit on both sides. Shoulder cuts 
are made with the saw almost striking the 
indent cut made on the tablesaw, then 
the indent cut is finished and the excess 
removed. Flat plane is confirmed with a 
chisel. Only one tail is needed to match 
the other side. 

Now use a marking gauge set to depth 
of where it just hits the tail. Drag a pencil 
into the knife line to make it more visible. 
Mark the area that is waste and saw on 
the waste side of the knife line so it just 
touches the knife line but does not remove 
it. Then use a coping saw to remove the 
bulk of the waste. You should be using a 
pull cut with a coping saw. Now with a 
sharp chisel, approach but do not go to 
the knife line. When down to about 1/32˝, 
go to the knife line and cut feeling little 
resistance. Only go half way so as to not 

burst out. Hold the chisel close to the 
cutting edge to help prevent bursting. 
Turn the piece over and repeat. It gets 
quite close working near the panel. Clamp 
the door, tune the dovetails and fit. 

Cut four biscuit slots in the plywood 
and door stile, insert biscuits and the stile 
and glue up. 

Now we are at the point where the cubbies, 
etc will be put in. They need to be thought 
out and the idea is to put just the tools 
you will use in the cabinet. Tom had five 

Tom McLaughlin bagan demonstrating for BIG in the fall of 2009. 
Tom’s style was relaxed, compelling and even humorous at times 
with attendance holding steady in the 30-35+ range throughout. The 
group and Guild appreciate Tom’s willingness to share his talents and 

extensive knowledge. He is a founding member of the NH Furniture 
Masters and teaches woodworking at his shop in Canterbury, NH—
www.experiencewoodworking.com. This was Tom’s last BIG session. 
Thank you for everything, Tom [ed].
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cubbies in the plan but is going down to 
four so he can fit his hand in. It came 
to about 6˝ across—51/4˝ for height. 
Tom will put cubbies in with a sliding 
dovetail because that will continue to 
show craftsmanship. You can machine cut 
the dovetail on the crosspiece by tilting 
the saw blade to 12°-14° and then run it 
through. Finally, cut the shoulders and cut 
off the tail on the end going to the inside. 
The tail was traced with a knife on the side 
of the cabinet and the dovetail sawn and 
chiseled. Repeat for the vertical boards. 

Or it can be fully cut with machinery. Make 
a sliding jig that will cut the slots first. 
The slot will be made with router collars 
on straight and dovetail bits. The collar 
mounts on the router and will follow 
the slot in the jig. Be aware that not all 
collars center so two passes at 90° apart are 
needed to automatically center. The slots 
in the jig are 5/8˝ dados so there is little play 
for the collar. The jig is the same length 
as the inside of the box. The slots are the 
length of the jig minus the widths of the 
boards divided by five apart. Mark out 
the slots and cut them using the crosscut 
sled. Tack the jig to the box. This allows 
routing all the slots without moving the 
clamps. Pre-drill with another nail which 
will leave it snug but will allow the nails to 
be removed to reuse the jig. Slots will go 
in about half way until the router hits the 
back of the box. You can mask the edge 
of the board with masking tape to prevent 
tear out.

The depth of the cutter is half the 
thickness of the box bottom. Clamp the 
box to the bench and measure the depth 
with the router in the jig. Route the 
slots with pressure on one side of the jig 
and then pressure on the other—second 

pass. Go slowly so as not to stress the bit. 
Remove the jig. Repeat for the sides. 

Now do the boards with the same bit in the 
router table. Tom worries about dipping in 
the center of the router table so he made 
a filler piece out of hard maple to make 
sure things stay level. He then adjusts the 
router height to the 3/8˝ used in the slots. 
He then scrap and tweaks until he gets it 
perfect. The stock must be of consistent 
thickness. Test on the slots. Once set up, 
cut the shelf board to length plus 3/8˝ on 
each end for tails. It must be perfect.

Cut the tails and then trim them off 
where there is no slot. Tails should be a 
little snug (not tight) because they will 
swell with glue. When inserting, use 
clamps to bring it in to prevent racking. 

Before gluing (white glue), make the 
slots for the vertical spacers. Make sure 
they are on the face down side. Line the jig 
up and nail down and rout like we did on 
the box. Assemble with a little glue. 

Prepare the dividers by cutting to 
length. The grain must be parallel to the 
sides. Make the tails. Remove from the 
back by making a pencil line to the area to 
remove and cut off on the bandsaw. Leave 
just shy and chisel to flat without hitting 
the actual shoulder.

The hinges are attached so that the door closes 
flush to the cabinet. The cabinet is clamped 
to the table and the door is lined up. The 
joint area is planed if needed. The hinge 
flange is 3/4˝ so it fits perfectly. A piano 
hinge is cut to length with a hacksaw. A 
decision is made not to let in the hinge. 
This may require a bumper on the top and 
bottom where the door hits the cabinet but 
this is not critical. The hinge is clamped to 
the box and door on top and bottom. Drill 
and screw in place using a self-centering 

bit. Care is taken to get it just right. As 
you drill, install #5 screws (3/4˝ long) to 
keep everything in place.

Repeat the process on the other side. 
Shim if needed to keep door and box flush 
with each other and tops aligned. The 
face of the door and box are planed to 
be perfectly flush if this is needed using a 
block plane. 

Close the doors and check fit—
perfect of course. The saw kerf actually 
disappeared because the doors can over 
close but will show a little once the 
bumpers are installed.

The cleat to hang the box to the wall was 
dressed with a 30° bevel and planned down 
just to under 5/8˝—the depth of the recess 
on the back. The matching cleat that 
will be on the wall is then machined and 
beveled to fit and is cut a little short to 
allow easy hanging. The back of the cabinet 
is measured from the bottom to the wall 
clear location. The center of the wall cleat 
is located. The cleat is then installed on 
the wall at the desired location having 
located the studs to screw it into. Holes 
are pre-drilled and the cleat is screwed into 
the wall with waxed screws. The cabinet is 
then hung on the cleat.
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June 2, 2012

BIG met for the last session on the tool 
cabinet at Tom McLaughlin’s shop. 

Unfortunately, this was the last time with 
Tom as the BIG leader. The group strongly 
gave Tom its thanks.

The session covered installing the cubby 
dividers, designing and building some of 
the custom interior, some concepts around 
designing handles and oiling the cabinet.

The cubby dividers are installed into the 
shelf and the bottom frame using sliding 
dovetails. We made the sliding dovetail 
grooves last time so Tom measured the 
length needed for the dovetails and on 
the router, cut the tails the length of the 
dividers. The grain of the dividers was 
kept parallel to the sides so all movement 
would be the same. 

The tails were cut so that the dividers 
would easily slide in and out of the grooves 
to allow for some swelling with glue up. 
The tails were then removed from the back 
third of the dividers as the dovetail grooves 
only went two thirds of the way in. 

After all the dividers were dovetailed 
and fit, they were marked with numbers 
and then a small amount of white glue was 
applied to the grooves and tails with just 
enough to give a thin coating. 

They were quickly slid in place one at 
a time so they would not swell too much. 
Using a block plane, any high spots on 
either the shelf or the dividers was removed 
to get a flush joint. 

The next step was to inlay a bead of ebony 
into each door where the panel joined the frames. 
The idea was to make it look nicer and 
to hide any gaps. Tom, of course, had 
no gaps in his. The strips, made of ebony, 
are to lie just inside the inner edge of the 
inner frames so most of the wood will be 
removed from the panel. The removal will 
be done with a router and a 1/8˝ bit. This 
bit should be a downward cutting spiral 
bit. 

A guide fence was attached to the 
router base to keep the distance from the 
edge constant. It was put on the left side of 
the router, which means that is was placed 
so that when the router was pulled to the 
user, the spin of the cutter (clockwise) 
would be pulling the router in towards the 
center of the work. That is, as the cutter 
crossed twelve o’clock, its cutting edge was 
moving towards the center of the door as 
the worker faced the router. 

A plunge router was used with the 
depth set to 1/8˝. Before any cuts were 
made, a guideline was drawn on each 
corner just shy of where the cut was to end 
or be started. Once the four grooves were 
cut, a fifth was cut in a piece of scrap to 
use to size the inlay strips. Any fuzz on the 
edges of the grooves were removed with 
sand paper.

The strips can be purchased from 
Dover Inlay or be made in the shop. Tom 
made his by jointing a piece of ebony on 
one side, resawing it a little over thickness 
on the bandsaw then bringing it down to 
final thickness on the drum sander. Once 
he has pieces the right thickness, he rips 

them into strips on the bandsaw. A number 
of strips are then cut from each piece, just 
a little wider than the depth of the groove. 
This cut does not need to be smooth as it 
will be the surface of the strip and will be 
planed to depth after installation. 

The strips must have 45° miters at the 
corner joints. The first is made with a 
chisel. It is cut to within a 1/32˝ of the final 
cut and then that cut is made. The cuts 
are all made with a chisel, as the piece is 
too small for the saw. Marking cuts were 
done with a scalpel. Once the first bevel is 
cut, the strip is put in the groove and the 
second bevel is marked and then cut. The 
45° end of an adjustable square is used to 
mark the angles. Once complete, the first 
piece is set in the groove and subsequent 
pieces are cut going around the door. 
When there is one cut remaining, the last 
piece is put in place with the first piece 
over it and the angle is marked and then 
cut. 

A thin bead of slightly thinned glue 
is put in the bottoms of the grooves and 
the pieces pressed and rolled home. There 
should be very little squeeze out. Using a 
block plane, the strips are leveled to the 
door surface.

Tom’s wanted his most commonly used hand 
planes to rest on an angled rack. In this case, 
his planes included two #5s, a standard 
and a low angle (yet to be purchased), a 
low angle miter plane, a #41/2 smoother 
and a #4.

First Tom put the longest plane in place 
and, using a bevel gauge, caught the angle. 
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It was about 22° at the top and, therefore, 
68° at the bottom (90°-22°=68°). He 
could have actually measured it but rather 
just took the bevel gauge to the tablesaw 
and set the blade to the angle on the gauge. 

To make the first cut, the cherry 
plywood would have to stand on the edge 
and as the cut progressed, would rest on 
a knife-edge. Also the blade would need 
to be right up against the fence. Instead, 
to make things safer and more stable, Tom 
used a sacrificial ‘H’ fence that could 
slide along the saw fence. The work was 
clamped to that and the cut was made. 

He then measured to determine the 
appropriate width of the piece and, with 
the work flat on the table, cut it to width. 
No change to the angle of the blade was 
needed because he moved the work 90°.

The board was test fit and other than 
being too long, was perfect. 

Tom did not want the planes moving 
around on the angled board so he made 

divider strips. These were nearly full length 
and had the bevel matching the board on 
the bottom. They were approximately 
3/8˝ x 1/4˝. The first was very lightly glued 
and pin nailed to the edge that will butt 
against the side. The first plane was placed 
against this along with a piece of veneer. 

The second strip was slid against the 
veneer and glued and tacked in place. 
This process was repeated until there were 
places for all five planes. The board was 
placed in the cabinet and tacked in place. 
Strips were placed horizontally between 
the dividers to allow the shorter planes to 
sit higher in the cabinet. 

Tom then reviewed how he would place his 
other tools in the cabinet. Veneering tools 
would get a cubby, as would scrapers. 
Block and specialty planes would get a 
couple more. A rack similar to the plane 
rack will probably be used for chisels. 
Shaping tools, rasps, saws and measuring 

tools will all hang in the doors or the rest 
of the cabinet. Final decisions are yet to 
be made.

There followed a discussion of handles and 
how they might be made. For solid handles, 
the lip is routed out before the handle is 
cut out to avoid routing a small piece of 
wood. The handle is then cut to the desired 
shape and fixed to a block. This allows the 
block to be clamped so the handle can be 
further shaped without damage to fingers.

The last step was to oil the cabinet. Danish 
oil was used both inside and out. Usually 
oil is not used on an interior because it will 
not set but in this case, the cabinet will be 
open so much, there will be opportunity 
for it to dry.

After application of the oil, there 
were ooh’s and aah’s from the group in 
appreciation of the fine appearance of the 
piece. 
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In the Winter, 2012 issue of The Journal, 
I discussed some screws used in 

woodworking in which the screw threads 
directly engaged the wood. In this article 
I will show some screws that use a nut of 
one form or another to complete the joint. 

First, I need to give a few basic facts 
about common machine nuts and bolts. I 
will keep this to steel nuts and bolts, but 
most of this would apply to brass, bronze, 
or stainless steel fasteners as well. Steel nuts 
and bolts come in many grades of strength 
and hardness. There is a universal marking 
system to identify different grades of steel 
bolts. Three grades are in common use, 
grade 2, grade 5 and grade 8. Grade 2 is 
the weakest and has no marking on the 
head of the bolt. It is adequate for most 
woodworking applications and is often 
the grade found in hardware and big box 
stores. Grade 5 is a medium strength bolt. 
It is marked with three lines on the head. 
It is becoming more common in good 
hardware stores and is a good choice for 
many purposes. If you are going to buy 
full boxes to have some on hand, this is 
the one to get. Grade 8 is a high strength 
bolt that is very hard and is considerably 
more expensive. The added strength really 
is not necessary in woodworking or most 
other uses. It is marked with 6 lines on the 
head. 

In addition to machine bolts, carriage 
bolts also use this grading system, but 
almost all carriage bolts that you will find 
are unmarked grade 2. Carriage bolts have 
a button head and on the top of the shank 
just under the head is a square section 
that binds in the round drilled hole to 

prevent the bolt from turning when the 
nut is tightened. This is the square peg 
in a round hole idea. To enhance the grip 
of the square shank a special carriage bolt 
washer can be used. 

Nuts to use with all of these bolts 
come in many different types. The most 
common is the plain hex nut. Some 
variations of the hex nut are the lock nut 
which is the same width as a regular nut, 
but thinner. Another useful variation is 
the heavy hex nut which is thicker and 
wider than the standard nut for a given 
bolt diameter. These are useful as they 
spread the load over a larger area. Wing 
nuts are useful for things that need to be 
assembled and disassembled frequently. 

An exploratory trip down the nut 
and bolt aisle of a good hardware store 
will yield many interesting items that 
can be used in woodworking. Some for 
permanent construction and some for 
pieces that need to be assembled and 
disassembled from time to time. One of 
the ones that we are familiar with is the 
bed bolt used to connect the bed side rails 
to the head and foot boards. It often has an 
extended square head which incorporates 
a washer and may require a special wrench. 
It usually is used with a square nut that 
is inserted into a mortise that intersects 
the bolt hole. The holes in the foot and 
head boards are concealed under a brass 
cover that swings aside to allow access to 
the bolt head . Both the bolts and covers 
are available from furniture hardware 
suppliers such as Rockler, Woodcraft or 
Horton Brasses.

tips, tricks & tools by C Peter James

Wood Screws

not wooden screws

Grade 5 bolt

Carriage bolt

Grade 8 bolt

Carriage bolt washers

Part 2

continued on page 12 Bed bolt
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The drill press, one of the most basic 
tools in the shop, is likely used on a 

fairly regular basis and is probably the most 
difficult to set up. It’s nearly impossible to 
measure the distance from the center of 
the bit to the fence, or worse, to a stop on 
the fence. Alignment usually entails…

•	 Marking	the	wood	with	a	pencil	
line

•	 Making	a	small	divot	with	a	scribe
•	 Possibly	enlarging	the	divot	with	a	

punch
•	 Groping	to	get	the	center	of	the	bit	

aligned with the hole. 

This isn’t all that bad using a brad point 
or Forstner, but it’s difficult with a twist 
drill. And several of the steps above are an 
accumulation of errors, the result of visual 
accuracy and the scribe following the 
fibers of the wood away from the desired 
location.

Talking with a machinist friend, they 
typically use an edge finder type tool and 
then index the tool from the located edge. 
But they have calibrated X-Y-Z tables to 
work with. Not so with the woodshop drill 
press.

So I created the following two jigs 
which, being first generation, will likely 
see some improvements with use over time. 
The principle is to align the drill bit edge 
against a known spacing and then taking 
the radius of the bit into account. But 
using gauge blocks allows no flexibility, 
so the two jigs pictured were designed. 
The jigs use the opposite side of the bit as 
depicted in the Figure 1.

To start, you should lock the quill in 
the down position so that several flutes 
contact the jig. My Delta does not have 
a down lock, but a small block of wood 
inserted into the depth gauge keeps the 
quill down.

It is a three step process to calibrate 
your drill press.

•	 Set	the	table	height	and	lock	it	in	
place. You don’t want to get the 
fence aligned and then have to 
move the table.

•	 Set	the	fence	position	front	
to back using the Fence Jig—
Figure 4. Remember to add the 
radius of the bit to the desired 
center dimension. Lock the fence 
down. Note that the fence does 

not have to be parallel to anything.
•	 Set	the	stop	using	the	Stop	Jig—

Figure 5. Butt the jig against the 
fence and slide it into contact with 
the drill. Position the stop and lock 
it in place.

Note that you could make life easier by 
using a standard size bit, like 1/4˝, or a steel 
rod, to do the alignment. Then switch for 
the proper drill bit. When using these jigs 
you ultimately are aligning the center of 
the bit.

Notice the unique look of each jig. The 
design takes into account the ability to 

Y Spacer

X Spacer

by bob osWAld

Zeroing the Drill Press

Figure 1—Concept

Figure 2—Stop Spacer Jig

continued on page 12

Figure 3—Fence Spacer Jig
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Another similar connector is the 
connector bolt. It can be used either with 
a cross dowel or a connector nut. These 
come in steel, stainless steel and brass and 
in different finishes. They use an Allen 
wrench to tighten them. The cross dowel 
is inserted into a hole perpendicular to the 
connector bolt and can be inserted into a 
blind hole that is hidden from view so that 
all that is seen is the finished connector 
bolt head. I used these to connect the 
runners to the body of a wooden sled that 
I built. The joint needed to be strong, but 
have a bit of flexibility. 

Hanger bolts are often used on tables 
where the legs or top have to be removed 
to move the table because the table is 
too large to fit through doors. They have 
a wood screw thread on one end and a 
machine screw thread on the other. The 
hanger bolt is screwed in using the wood 
screw end and then the leg or top is 
slipped into position and secured with a 
threaded nut. 

There are many more unique threaded 
bolts available. I found a new one doing 
research for this article. It is called a curved 
head bolt. It has a head that is curved to 
better fit to a curved surface like a table leg. 
These different fasteners are just waiting 

for you to incorporate them into a project 
when you need a strong joint that can’t be 
accomplished using traditional all wood 
joints like mortise and tenon or dowels. 
They might not be appropriate for a piece 
of period furniture, but would be just the 
thing that you need for a multi-section 
entertainment center or to secure a 
newel post. Make that visit to your local 
hardware store and look into all those 
boxes that have the nuts and bolts in them. 
You will be amazed at the number different 
kinds of threaded fasteners that you find. 
Put them in your memory for the time 
when you need something to complete 
that unusual project. 

Hanger bolt Curved head bolt

locate the drill anywhere from nearly flush 
with the fence to 10˝ away.

One limitation I already see is that the 
Stop Jig (Figure 2) T-track is not a precise 
length on the left, so setting the left hand 
stop will require some effort. Or I could 
build a left handed Stop Jig. That would 
be solved by re-cutting the T-Track so the 

stick-on tape is exactly flush at an index 
mark on both ends.

An easy way to get the lengths exactly 
right is to adhere the measuring tape, 
leaving the jig rail a fraction longer than 
the index mark on the tape. Then sand the 
end of the jig to a precise alignment with 
the tape.

For the first-time use, it was at least as 
precise as the punch and get lucky method. 
With a little tuning and practice it will 
work well. I want to think I’m on the way 
to riches. 

Drill Up Against Jig

Stop Up Against Track
Drill Up Against Jig

Fence Up Against Jig

Figure 4—Zero the fence Figure 5—Align the stop

Wood ScreWS—continued

drill PreSS—continued

Connector bolt
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In this article I make some recommendations for a six tool 
carving set. Off the shelf sets tend to have a rather uninteresting 

selection—generally a set of similar shapes in a series of sizes. I 
suggest a starter set with a variety of tool shapes. 

In my work, I do a lot of relief carving, some wall hanging, 
some as decorations on furniture, and I do a good bit of 
in-the-round sculpture. This selection is geared toward that, but 
the intent is to give some versatility to the collection and allow 
you to do a variety of things. It’s designed for carving with some 
creativity and improvisation rather than traditional where specific 
tools are needed for a specific series of cuts. 

First, a quick introduction to the tools. Gouges are described in 
two numbers. The first is the sweep. The second is the width in 
millimeters. If you were to stand the gouge on the tip of the blade 
and spin it, it would mark out a circle. Lower sweep numbers 
are flatter and higher numbers more concave. Thus for the same 
width, a gouge of higher sweep makes a tighter radius circle. A #1 
sweep is flat, but differs from a chisel because the bevel is on both 
sides. Variations on the basic sweep are designated with a letter 
after the number. For example, F is for fishtail—a gouge with a 
narrow shank and a blade that flares out.

Briefly, each tool can be used either in sweeping or low angle 
cuts. Sweeping cuts make surfaces of a desired texture. Stabbing 
cuts, or stop cuts, with the tool held vertically cut the wood fibers 
neatly for outlining and creating clean edges. 

As your collection grows you’ll have several choices in your 
kit, and knowing which to pick up for a particular task becomes 
a matter of familiarity with what you have. When you encounter 

a need for which you don’t have a tool, that’s the time to add the 
next one to your kit, knowing that it will be useful.

Here are my Recommendations…

#7/12 Roughing Gouge
This tool is large enough to remove stock and tough enough 

to hit with a mallet. When used in sweeping cuts it will leave a 
faceted surface for texture. It has a radius useful for cleaning up 
some tighter curves, and upside down you can use it to make 
buttons or eyes about 5/8˝ diameter. When carving you want to 
make sure the corners of the tool don’t dig in as you carve and the 
#7 will insure this even when removing significant stock—Fig 1.

#3/12 Flat Gouge
This gouge is flat enough that a low angle sweeping cut will 

make a smooth surface that’s only lightly faceted, which can easily 
be made smooth with a cabinet scraper and sandpaper if that’s 
what you want. Large radius is useful for stop cuts following 
gentle curves and clean-up in corners, which you will want to 
slightly undercut to make the shading more clear. This tool is also 
very useful upside down to round over convex surfaces—Fig 2.

#1S/10 Skew
The number 1 tool is flat like a chisel, but beveled both 

sides. It’s surprisingly useful, but for a starter kit I recommend a 
#1 Skew. It is helpful for edging and cleaning up. It can be used 
like a flat #1 but it’s easier to follow a line since it jigs itself by 
walking it along the line. The point gets into tight corners like a 
knife—Fig 3.

by JeFFrey cooper

Carving Set Starter Kit
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Raising a relief by removing background with a #7/12

#3 used in a stabbing slightly undercut and sweeping cut 
combination to make clean corners, leaving a background surface 
that is only lightly faceted

#1 Skew walking along a curve to clean up an inside corner

1 2

3

#5F/8 Fishtail
 I suggest at least one fishtail in a collection for getting into 

corners, using the corner like a knife. It’s more delicate than the 
straight tools so I do not use a mallet with it. I’m suggesting a 
number 5 because I’ve recommended radius 3 and 7 for other 
tools. Suppose you are making a relief carving of a scene with a 
lake. To create depth of field on the water surface use the number 
three for the water in the foreground, 5 for the middle ground 
and 7 further away, and the veiner for even further—Fig 4-6.

 
#11/7 Veiner

#11/7 veiner is like two tools in one since the shape changes 
as you roll the tool. The bottom of the tool is U shaped and the 
side wall much like a #3, with a small section of #5 in between. In 
the photo, this tool creates a curl in the edge of a leaf. By rolling 
the tool as I work I can vary the way that edge rolls over, making 
a clean transition from the curl to the flatter surface of the leaf, 
which was done with the side wall—Fig 7.

V Tool 
This photo shows some relief decorations on a table leg being 

outlined using a V tool—he family’s son is a journalist and 
daughter is in theater. Start out by outlining the work with a 
V tool as shown. Then remove the waste with the #7, and then 
create the background surface with whatever texture is desired, 
carve the design and clean up the corners with the skew and 
fishtail as needed—Fig 8.

The V tool is also useful for adding details to the work, as in 
the long feathers on this heron carving. Keep in mind, though 
that the V tool has a good side and a bad side. That is to say, when 
one side is cutting with the grain, the other side is cutting against 
the grain causing tear out. Thus you always have to keep in mind 
which side of the tool is making a final cut. The other side will 
need to be cleaned up with another tool later. In this case, clearly 
the bad side goes where the background surface will be removed. 
The V tool is also useful for creating a rough, or a lined textured 
surface. 
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Fishtail used to get into tight corners, 

Fishtail used upside down to create a convex surface, in this case 
berries. The surfaces were made with a #3 tool. 

Fishtail used in a stabbing cut to cut out the round berries.

Veiner creating a curl on the edge of a leaf Outlining a raised relief using a V tool

4

5 6

7 8
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Every door is tricky. The materials must be carefully chosen, 
the construction well thought out so the door isn’t built 

twisted or warp later, and the hanging and fitting is always fussy. 
Recently I have been making a series of pieces with doors, only to 
add to the challenges—they’re curved. 

My curved door fabrication is a variation on a traditional 
solid core laminated with various layers of shop-sawn veneer. I 
trusted this construction after I hung four doors that met at a 
single central point on the façade of a tall cabinet. The doors have 
stayed true to shape, and being light I have little worry they will 
sag, or worse, distort the carcase. I repeated the technique with 
the two curvy cabinets I’ve named Port and Starboard. You could 
make curved panels this way too. 

The core is coopered strips of eastern white cedar, a light and 
extremely stable wood. I use many narrow pieces (1˝ to 11/2˝ wide) 
of rift or quarter sawn wood. Small tight knots are the norm with 
cedar and may be included without worry. Over the core I laminate 
two layers of shop-sawn veneer front and back—four layers total. 
There is an inner veneer across the core (crossbanding), and then 

a face veneer in the same direction as the core on each side. For a 
5/8˝ thick door I used a core about 3/8˝ thick, and veneers slightly 
less than 1/16˝. A thicker core and commercial veneer would work 
just as well. 

Making a form the shape of the door is key to this process. 
Since there is no springback to deal with—a big plus—the form 
is true to the shape of the final door, actually true to the curve 
of the back of the door. The form must be both rugged and true. 
Any variation in shape or distortion from clamping pressures will 
be expressed in the door. To make each step of gluing on a layer 
of veneer quick, I designed a form with wedges, ash slats, and 
only eight clamps. A vacuum bag could also be used, but you still 
need a true form.

The form is made from two or more layers of sheet material 
onto which is laminated clear white pine, easy to shape and stable. 
I shaped the convex profile with planes from a simple pattern. 
With a long plane I worked with the grain and a short one across 
it. I constantly check with the pattern by rubbing with pencil to 
show every high spot. 

Stable & Light Curved Panels
Port and Starboard

 Douglas fir, cherry, rosewood, bone, painting by Carolyn Enz Hack

photo by bill truslowshop shavings by Garrett HaCk
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The first step is assembling the core. I merely shot each long 
edge beveled joint as I went, adjusting each to a satisfactory fit 
over the curved form, and then glued them together on the form. 

For the crossbanding layer I resawed mahogany into veneer, 
a stable wood easy to work. The face veneers are Douglas fir. 
Making your own veneer is worth an article in itself, as I much 
prefer it to commercial veneer of paper thickness. The hardest 
parts are joining together multiple pieces and then planing them 
to a fairly consistent thickness. Probably more to the point is how 
do you hold the thin sheets to work them with a plane? I worked 
atop a piece of plywood, clamped the sheet where I could, planed 
so as to keep the veneer in tension, and checked the thickness 
often with a caliper. 

I glued on the crossbanding in steps, first the back, then the 
face. Don’t fret if the door with uneven layers seems to have 
some springback at this point; it will conform to the form when 
completed. 

At this stage I could have added the face veneers, and then 
edged the door with a bead or flush edging of some kind. Instead 
I cut the door to size, edged it, and then added the face veneers. 
Besides being a cleaner look, this route allowed me to add 3/8˝ 
edging to the side where the hinges will be secured, for strength, 
and 1/8˝ edging elsewhere. Plus I could fit the door, planing where 
needed, and not be concerned with keeping the size of the edging 
consistent, as any variation will be hidden under the face veneer. 
The only challenge was the curved edging at the top and bottom 
of the door. I glued on wider pieces, and then faired them to the 
shape of my crossbanded core with a spokeshave and scraper.

After adding the face veneers one side at a time, I fit the 
door and hung it. Finally I added a cockbead, a decorative detail 
that echoes beads elsewhere on the piece, as well as hides small 
inconsistencies in the fit of the door. 

Cross section of bending form

Typical clamping setup, here with the cedar core

Offcuts showing the cedar core and shop-sawn mahogany veneer

Assembling mahogany veneer for crossbanding
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There have been several articles recently in various publications 
about building a bench-on-bench, or a mini-workbench to 

raise your smaller work to an easier height. These benches are 
especially useful for carving, inlaying and other small work which 
would otherwise require excessive bending over to get down to 
your work. But once you’ve built your bench-on-bench, you still 
need something more than just holdfasts to fasten down your 
work. This article explores one alternative for an inexpensive but 
very flexible way to build a vise for your small benchtop.

Usually benchtop bench plans include dog holes for holdfasts, 
and a vise of some sort. Steve Latta’s DVD on federal inlay shows 
a standard vise mounted on the side of his mini-bench, and 
in the Fall 2011 issue of The Journal, Steve Branam uses twin 
veneer press screws to make one. But vises are $75 and up, and a 
pair of veneer press screws are over $50. I’d like to spend less for 
something that’s only going to hold small pieces of carving or legs 
to be decorated.

I decided to make my vise using the screws from a wooden 
hand screw clamp listed for $11.99 at Rockler, but almost always 
on sale for $5.99. This allows you to make a long parallel jaw vise 
which can be racked for holding tapered table legs as well as small 
carvings. Instead of a hard maple laminated top, I decided to use 
an old pine stair tread I had lying around and some scraps of 
plywood. Not elegant, but it gets the job done just fine.

First you need to cut up the clamp to remove the metal 
workings from the wooden pieces. A hacksaw works well for this, 
since you’ll need it for the next step anyway, and you won’t need 
to worry about nicking a good saw blade on the metal. 

Each clamp is made up of two threaded rods with half the 
threads going clockwise and the other half going counter-
clockwise. The rods are also the reverse of each other, so one 
tightens to the right and the other tightens to the left. Each rod 
holds two cylindrical nuts similar to the cross dowels many of us 
used to assemble our workbenches. We’ll only be keeping the nut 

Inexpensive
Benchtop Bench Vise

by Kent MichAelsen
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Kent Michaelsen is a relative newcomer to 

furnituremaking. After retiring as an airline pilot five 

years ago he took up woodworking, joined the Guild and 

began to develop his interest in period furniture. He says he 

is always amazed at the talent he finds in his fellow members, 

and is constantly learning from them.

closest to the tip of the rod. The inner nut is captive, so you can’t 
simply screw it off.

On each rod, hacksaw off the nut closest to the handle. Don’t 
worry about damaging the threads because we won’t be using that 
part of the threading anyway. 

Next you need to locate the holes that will run across and 
through the benchtop for each nut to be inserted, and long holes 
for the rods. If you’re doing the breadboard thing you want to 
plan this before gluing the laminations together. The hole from 
the side for the nut is easy, but drilling in from the front for the 
threaded rod will probably require a longer drill bit than you have. 
In that case, you can drill these holes in stages as you assemble 
the laminations. With my solid piece of wood, the tread had to 
be ripped down the middle in order to drill in both ways for the 
threaded rod, then glued back together.

Locate where you want to place the nut hole by screwing the 
nut as far closed as it will go, and laying the rod on top of the 
bench along with the piece of stock you will be using for the 
outer jaw of the vise. This is where things will be when the vise 
is fully closed. As you can see from the photo, there are about 
31/2˝ of extension available for the rod to unscrew. The threads 
closest to the handle are reversed and unusable, so the nut won’t 
screw beyond the halfway point. The larger the handscrew you 
use, the wider the vise will be able to open. Also remember that 
the handles will turn in opposite directions. Decide whether you 
will prefer to twist them both In or Out to tighten the vise.

A 5/8˝ hole drilled in from the end of the benchtop allows for 
insertion of each nut from the side. This will intersect the longer 

hole from the front for the threaded rod. I hacksawed a cut across 
the end of each nut so I could use a screwdriver to twist the nut 
around so the threads could align. Otherwise, when you slide in 
the nut you could end up with it rolling over with the threads 
running up and down instead of front to back, and you wouldn’t 
be able to screw in the threaded rod.

There should be enough slack in your vise to allow for tapered 
legs and oddly shaped objects. Anything too large for the jaw 
opening can be held with dogs.

I like to find simple and inexpensive techniques for making 
jigs and working accessories, so I can spend the time on really nice 
furniture instead. What I save here can be applied to that next 
load of mahogany. 
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It has been said by some Guild veterans that the strength and 
future of the Guild is in its subgroups. As the Guild has grown 

in size to nearly 600 members, these sub-groups play a vital role 
in maintaining the ability of members to connect and interact 
with each other in small group settings and they also allow for 
focused discussions and activities that may not have a broad 
general appeal.

The Period Furniture subgroup was started around 1997 by 
Geoff Ames and a small number of period furniture enthusiasts. 
I remember that first meeting very well, as I had only recently 
joined the Guild, and as Geoff reminded me just the other day, I 
said I wanted to get involved by jumping in head first. I wasn’t 
sure if I had the skills to be in the group, but I showed up anyway, 
and I brought the donuts. That first meeting was at Geoff’s house 

and shop in Strafford and we are in his debt for his vision to start 
this group.

In the early days of the Period Furniture subgroup, our meetings 
often focused on a particular technique we were interested in, or 
perhaps the focus was on a trip to a location of interest to lovers 
of old furniture. The meetings were always well attended and 
the topics and presenters were interesting however we found it a 
constant challenge to come up with the next appropriate topic, or 
to maintain forward progress. At the end of one of our meetings 
in early 2011 a few of us sat around and talked about our strategy. 
There was a general consensus that it might be interesting to 
have a project that we all would work on, under the guidance of 
an expert in the field. We had seen the way the BIG (Beginner 
Intermediate Group) had progressed with the chest of drawers 

Reproducing the 
Townsend Document Chest

by roger Myers

Document Chest—
John Townsend ca. 1760

273/4˝ x 257/8˝ x 127/8˝

Reproduction by Stephen Fee 
Breed School student

Original owned  
by Chipstone Foundation 

at the Milwaukee Art Museum



21Guild of  New Hampshire Woodworkers

Subgroup Spotlight

they were building with Tom McLaughlin leading the way. This 
seemed like a viable approach and we felt that if we chose the 
right project then we would learn the techniques as we progressed. 

One of the participants in that strategy meeting was Allan 
Breed, perhaps one of the best period furniture makers in the 
country. Allan suggested that he would be willing to guide such 
a group, and that he would be willing to host the meetings at his 
shop in Rollinsford, NH. Allan is well known as an expert on 
the Newport furniture style and the discussion enthusiastically 
turned to what type of piece we might take on.

There are many excellent choices of Newport style pieces, but 
we fairly quickly settled on the Townsend Document Chest. It 
had several significant advantages over other candidate pieces. It 
was relatively small, measuring only two feet wide, by two feet 
tall, and one foot in depth. This meant that people could take 
on the project and build the piece without major concerns over 
where they could put such a piece. It’s smaller size also meant that 
premium material choices could be made without breaking the 
bank. And since the project would span several months, Allan 
would not be dealing with a huge issue of where to store a piece 
between sessions. It was also a piece that Allan had conducted 
classes on in the past and he had measured drawings as well as 
demonstration parts.

Despite the small size of the document chest, the project had 

more than enough complexity to challenge everyone in the group. 
It is a block-front case, with three Newport style shells on the 
upper drawers and door. It has an interior gallery, and a carved 
base molding. In many ways, it is just as complex as a block-front 
desk, simply executed on a smaller scale. Given this technical 
complexity, we envisioned the project taking some eighteen 
months or so with meetings at Allan’s shop taking place every 
other month. We would not be building the chest during the 
meetings but rather observe as Allan demonstrated the various 
processes. We would then take this knowledge home and execute 
the method on our own piece. 

The group came to a fairly quick agreement that the 
Townsend piece would be the project for the group, and here 
it is worth noting a few of the significant aspects of that piece. 
The Townsend Document Chest was designed and built by John 
Townsend ca. 1760 when he was about 23 years old. Townsend’s 
young age at the time he built this continues to amaze us, as it 
seems the work of a much older and experienced cabinetmaker, 
but as Breed told us, by age 23 Townsend was already quite 
experienced. It was a different time and he would have been 
making furniture for some number of years by then. It was 
however the first documented three shell block-front piece by 
Townsend, a form which the Townsends, and later the Goddards 
would quickly be identified with. It is believed that he ultimately 
made many of these document chests, one of which was signed 
and resided (at the time we started) in The Chipstone Collection—
more on the fate of this piece later in the story. 

The primary wood on the original piece is mahogany so that 
is what we would be building ours out of as well. Now, Cuban 
mahogany is all but impossible to find, and good quality South 
American mahogany can also be a challenge to obtain, particularly 
in the sizes we would want. The more available African mahogany 
simply would not do for a project like this. One of the best 
suppliers of wood for period furniture builders is Irion Lumber in 
Wellsboro, PA. A period furnituremaker himself, Lou Irion and 
his staff are very knowledgeable about what a project like this 
requires. As there is a 150 board foot minimum to have Irion 
ship material, I suggested that I would be willing to coordinate a 
group buy, as long as we could get five or so people to participate, 
we would be able to make the minimum order. A quick show of 
hands suggested that there might be enough interest so I started 
contact with Irion.

Michael Brown, the leader of the Period Furniture subgroup, 
spent a lot of time and effort working with Allan in the planning 
stages of this project. They wanted to make sure that the work and 
demonstrations could be structured in an appropriate manner. 
Materials lists and cut lists needed to be developed so we could 
determine how much material we would need to order. Logistics 
for the meetings had to be considered. Allan has a large shop, but 
we wanted to make sure that everyone attending could see and 
participate in the sessions. Allan had already existing plans for the 
piece, but needed to have copies reproduced for the participants. 
And the next question was, what kind of interest would there be? 
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An e-mail from Michael to the groups mailing list spoke about 
the potential mahogany group buy, giving an estimated cost 
(around $400) and asking people to get back to us. 

The response was staggering! Getting five participants for the 
group buy would not be an issue—the number exceeded twenty 
before we knew it. I continued discussions with Myron at Irion 
Lumber, providing them a cut-list and discussing the type and 
size of mahogany we would want for each kit. Myron did a great 
job putting together a well thought out proposal which I gave to 
the expected participants, and their deposits began rolling in. We 
had decided on a plan where the case could be built from a single 
figured board, the drawers and door from a single piece of ribbon 
stripe mahogany, and so on. My final order to Irion Lumber was 
for some 800 board feet of mahogany to be shipped to my shop. 

At Irion Lumber, Myron began pulling the order together 
immediately, calling me whenever there was a question. Our 
order would quickly deplete his on-hand inventory of wide and 
long figured mahogany, but he had enough stock to make sure we 
all received excellent quality material. The mahogany arrived on a 
semi-trailer just a few days later and the physical labor began. The 
truck driver apologized that the material was at the front of his 
truck and he didn’t have a pallet jack (and I don’t have a fork lift) 
but he transported it stick by stick to the rear of the trailer and 
I unloaded it to a location at the end of my driveway that I had 
set up for it. After the truck departed, I then moved the material 
up the drive and into the garage. The next step was to sort the 
material into categories for the intended purpose—case, drawers, 
etc. Myron had marked most pieces so this went fairly quickly, 
but darn, that mahogany gets pretty heavy! I also calculated the 
price of each individual board based upon the board foot price 
plus an allocation of the shipping cost.

If you have bought mahogany in recent years, you know 
that the quality of it can be very spotty at times, but Irion did a 
great job with us. That said, there is a lot of variation in an order 
of mahogany, both in color and in density. The mahogany we 
were getting came primarily from Peru and had beautiful figure 
and was heavy and dense material. But in order to make sure 
that the projects had the right material, we needed to kit up the 
mahogany considering the color variation. For this task, I drew 
upon the offers of assistance to help from the people who were 
participating in the group buy. Not only had many people signed 
up to participate, but virtually all offered to help in any way they 
could! With the help of Guy Senneville, Dilek Barlas and Dave 
Michaels, we created kits of the mahogany for each participant 
with the material sorted by size, color, and density. Each kit was 
assigned a number and a price (the sum of the individual board 
prices) and we then drew names from a hat to assign each kit to 
a participant. In that way, everyone had an equal chance at each 
kit. Emails went out to the participants, and they each stopped 
by to pick up their material over the next few weeks. And I never 
received a single complaint.

Al Breed and Michael Brown had been working on the structure 
and organization of the class and Michael had spent a great deal 
of time on the logistics and registration process. It was agreed 
that those participating in the group buy would automatically 
be registered as they had a vested interest in the project and were 

photo by Jim seroskie

Al Breed
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the most likely to see it through. The remaining openings up to 
the limit of the class size would be open registrations using the 
Guild website in advance of each meeting. It was no surprise that 
we have had Al Breed’s shop filled to capacity for each and every 
meeting.

The first meeting took place in September, 2011 in Al’s shop 
and he wasted no time in getting going. Plans Al had drawn 
were also available for those that wished to purchase them, at a 
generous discount from his normal price. Now I will say a word 
here about Alan’s plans. All of the information that you need is 
on the plans, but it may take a bit of sleuthing on your part to 
decipher them and to find what you need. They are not necessarily 
drawn in a conventional manner and the need to scour over them 
and pay attention is not a bad thing either. It may (should?) cause 
you to slow down just a bit and make sure you understand what 
you are looking at. This chest, small in size as it is, is still full of 
some complicated joinery and details and it requires that you pay 
attention. My suggestion is to redraw areas that you are working 
on to make sure that you fully understand the drawing and more 
importantly the piece.

In this first meeting we covered the preparation of the stock for 
making the basic box, as well as the joinery involved. Al is a great 
teacher, knowledgeable and patient, and takes the time to answer 
any questions that come his way, and to repeat things as often 
as necessary to make sure that the participants have a complete 
understanding. That said, it is incumbent on the student to speak 
up and ask questions when they are unsure of a technique that 
he has presented. With this group, we have a number of different 
skill levels involved, and you don’t want to find yourself too far 
behind. Another advantage of the group project is the willingness 
of members to share and communicate their questions and 
answers and the Guild forum proved to be a useful place for some 
of this dialogue, as well as many e-mails and phone calls between 
participants.

At the second meeting, held two months later in early December, 
Al reviewed what had been discussed at the first meeting, and 
spent some time dealing with questions people had about the 
case or the plans. Once people had the opportunity to look at the 
plans received at the earlier meeting and had participated in the 
discussions, the complexity of the project became apparent.

This second meeting was structured to get everybody up 
to speed on some of the more critical elements of the project. 
Like many woodworking endeavors, knowing the sequence in 
which you need to execute the various processes is critical. The 
document chest can really drive that point home. While the chest 
is a basic box built of mahogany and dovetailed together, there are 
a lot of things that must be considered at the very beginning. For 
example, the bottom of the case is glued up from mahogany in the 
front (where it shows) and a secondary wood (generally eastern 
white pine) for most of the bottom. This is then dovetailed to 
the case sides. As you will need to cut a profile on this mahogany, 
to match the block front drawers, and then carve a molding 
along this profile, you cannot really glue this to the case at this 
stage. It is necessary to temporarily attach the mahogany show 
wood to the secondary wood, dovetail the box, and then separate 
the mahogany in order that you can work on it, re-gluing it at 

a later time. Questions answered, and full of enthusiasm, the 
participants headed home to work on their projects as well as 
enjoy the Holiday season.

The next meeting, keeping to our planned schedule, was held 
on January 21, 2012. This date is somewhat significant as the 
day before, at an auction held by Christie’s in New York City, 
the original chest, which had been owned for a number of years 
by The Chipstone Foundation, was sold at auction. The price 
realized for this small, two foot tall chest, built in the middle 
of the eighteenth century and signed by John Townsend, was 
$3,442,500. With buyers premium, that is over three and a half 
million dollars! Our investment in materials of six hundred dollars 
or so (including the mahogany and hardware) doesn’t seem quite 
so steep anymore. 

While it is disappointing to see a sale like this where a piece that 
had been in a public collection has now been sold and probably 
acquired by a private collector, the sale proved advantageous to 
our group as Al Breed was given the opportunity to examine the 
original in detail and to make accurate measurements. The results 
of his examination of the original did yield some new information 
and some changes to the dimensions on the drawings. No changes 
were so critical that they required that anyone make a fresh 
start, however many people had the opportunity to incorporate 
the revisions into their work. For some, there is a reward in 
procrastination. 

During the January meeting Al demonstrated how to fit the 
drawer blades to the case, leaving them proud in the front, and 
still loose, to later be scribed to match the profile of the block front 
drawers. There is a considerable amount of delicate fitting and 
trimming that is required when fitting the drawer blades and all 
of the interior partitions. Each piece is fit to the mating case piece 
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with small miter joints and Al went over this process in detail, and 
in a later meeting demonstrated a very useful jig for fitting and 
trimming these joints. Most of this is work that must be done by 
hand, and requires attention to detail and patience, but with the 
proper instructor showing you the correct techniques, this work 
can be accomplished by any woodworker of moderate skill level.

Al Breed also scheduled some two day Newport shell carving 
workshops (these were optional, with a fee paid directly to Alan) 
to take those of us who had never carved a Newport shell through 
the basic process. This chest has two concave and one convex shell 
on the top drawers and door and learning to carve these and have 
ample time to practice is critical.

The groups March meeting covered one of the major challenges 
in building the document chest—carving the lower molding. The 
design of the chest, with the block front, means that you cannot 
simply run a molding profile, either with an electric router or 
hand molding planes, but must carve a major portion of the 
molding. This is, to say the least, an intimidating thought for many 
of us, and one of the many significant challenges and learning 
opportunities in this project. With his usual relaxed demeanor, 
Al patiently explained to the participants how to accurately lay 
out the profile for this molding and then he effortlessly executed 
the carving. In addition to the actual carving of the ogee and 
round over shapes, there are some important techniques to apply 
in determining the profile that you will band saw the profile to. 
Al’s years of experience here saved us countless hours of trial and 
error and mistakes. 

Our second group buy has also been organized, this time 
by Dilek Barlas. The second major expense in addition to the 

mahogany is for the brasses or hardware for the document chest. 
As anyone who has made reproduction period furniture can attest 
to, high quality hardware is not inexpensive, but the hardware 
selection and quality can make or break the piece. Dilek worked 
hard to determine the appropriate hardware and at our last 
meeting we discussed his selections with Al. With the selection 
made, Dilek then worked with Ball & Ball for most of the 
hardware and with Woodcraft in Newington for the hinges. He 
was able to put together an attractive group purchase with the 
hardware cost running just under $120 per chest with an order 
of 23 sets. 

Our most recent project meeting took place on June 2, 2012. 
This was the fifth meeting we have had on the construction of 
the document chest with three additional meetings scheduled. 
Our final meeting is set for December, 2012. It will be around 
fourteen months since the group first got together and about a 
year and a half since the conception of the project. We are now 
discussing what the next project might be, and I am sure it will 
be an exciting and challenging endeavor. The Period Furniture 
subgroup has come a long way since our first meeting at Geoff’s 
shop, however some things never change. I am still in charge of 
picking up the coffee and donuts! 

Subgroups are a great way to address the special interests of our 
members as well as maintain the ability to have smaller gatherings 
along with our main Guild meetings. If you have an area where 
you think a subgroup would be appropriate, talk to a member 
of the Guild steering committee. It requires a commitment of 
people to organize and run the group, and an effective strategy to 
keep it going, but the rewards can be tremendous. 
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Part 2

close grain by steve branam

Making a Tote

In the Winter, 2012 issue of The Journal, I cut the parts to finished 

dimensions and dovetailed the corners. It is time to add the 

bottom and handle. The bottom needs to float free in a groove to 

allow for movement.

I used a combination of screw-arm plow plane and chisel for 

making the groove. Since these are stopped grooves due to the 

dovetails, the skate of the plow prevents it from reaching all the way 

to the ends. So after doing most of the groove on the side pieces, I 

finished the ends up with the chisel. The end pieces were too short to 

use the plow, so I did them entirely with the chisel. The benefit of the 

plow is that it controls position, depth and width of cut directly.

1 Grooving the bottom edge of a side with a wooden screw-arm 

plow plane. Start at the far end, then work backward.

2 Finishing up the end of the stopped groove with a chisel.

working with hand tools

1

2
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3 Doing the end groove entirely with the chisel. This is actually 

just as easy as using the plow. I just have to control it a little 

more carefully.

The handle fits into stopped dadoes in the ends. I sawed 

the walls of the dados, then used chisel and router plane 

to clean them out. You can custom fit any dado to the 

thickness of the specific crosspiece this way.

4 Knifing the lines for the dado in one of the ends.

5 Chiseling a trough for the saw to follow. Since this is a first-class 

cut, this is where you want your best accuracy.

6 Scoring the end of the dado with the router plane. This ensures 

it’ll be exactly consistent with the bottom.

7 Sawing out the sides of the dado. A little tricky, because it’s a 

stopped dado. I don’t want to cross the groove. Requires careful 

patience, don’t rush it.

8 The really fun part. As Roy Underhill calls it, rolling up the wood 

with the chisel bevel down, followed by the chisel laying flat, 

bevel up, to clean it up.

9 The final, precise cleanup with the router plane. I found it most 

effective to hold one side steady and pivot the plane on that. 

That gives a skewed slicing action to the iron.

10 The grooved and dadoed ends.

A well-made dado should allow you to fit the piece with 

hand-pressure, and hold the piece in place when you 

lift it up. Too tight and you risk damage trying to force it 

together. Too loose and you get gaps, potentially reducing 

the structural strength. It should be tight on both the sides 

and bottom.

11 Test fitting the handle piece in the dado. Snug!

3 4 5

6

7

8

9
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12 Inside view. Note this piece only extends about a half-inch 

above the top edge.

Since the handle was made from the same stock as the 

sides and bottom, it was the same width, so didn’t project 

high enough over the top edge when fitted into the dado. I 

needed a narrow extension piece to fit in the bottom of the 

dado. That would make the main handle section higher.

13 Ripping the extension piece, an example of the Width step 

in the FEWTEL sequence. It’ll fit in the dado under the main 

handle piece.

14 Jointing the edge of the extension piece.

The bottom is formed from two pieces tongue-and-grooved 

together. This joint allows you to make up a panel of any 

width. Since the sides are grooved all around, the pieces 

don’t need to be glued together. Allowing them to float 

in the side and center grooves accommodates any wood 

movement due to changes in humidity. 

For larger panels, especially with more than two pieces, 

the ends of the individual pieces are typically secured in 

the middle of their width with glue, nail or screw, so they 

can expand and contract uniformly to either side of center. 

The tongue in the joint keeps you from seeing all the way 

through if the joint opens up a bit.

I made the joint with a pair of match planes. One of the pair 

forms the tongue, the other forms the matching groove. 

Unfortunately you find many of these without their mates. 

You can also find them as a single reversible come-and-go 

plane, with two irons in a single body. 

15 Forming the tongue in one of the bottom pieces with a 

wooden match plane.

16 The matching groove in the other bottom piece.

17 Matching the two pieces up. I must have wobbled a bit, it’s not 

quite a perfect match. A little planing at the joint brought it flat.

10 11 12

13

14

15

16
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The bottom is rabbeted all around to fit into the side and 

end grooves. I used a saw and chisel to form the fillisters 

on the ends, similar to making the dado. I used a wooden 

rabbet plane for the edge rabbets.

18 Forming the fillister (end-grain rabbet) in a bottom piece. After 

sawing down the shoulder, rolling up the wood with the chisel, 

bevel down. This is fun!

19 Forming the edge rabbet.

20 The rabbet plane flopped 90 degrees to clean up the shoulder. 

Note that because I’ve switched to the other axis, I need to 

reverse the direction of planing. What was rising grain on the 

face becomes falling grain on the edge.

With all the joinery complete, I dry fit all the pieces together 

to check them. This is fun, like assembling a 3D puzzle.

21 Final fitting for assembly, with the extension piece in the end 

dado.

I glued up the dovetails on one end, slid in the bottom 

panels, glued up the other end, clamped it, and let it dry. 

Then I did final cleanup on the joints, faces and edges.

22 Cleaning up the slightly proud dovetail ends with a block plane. 

As with the router plane, a slightly skewed, pivoted slicing 

action is very effective.

23 Some final light face cleanup with a smoother.

24 After taking the smoother around the top edge for flat corner 

transitions, lightly chamfering the top edge, just enough to 

break the arris.

The last part is making and fitting the handle. It has a 

cutout for your hand. I made this by boring holes at the ends 

of the cutout and sawing out the section between them. You 

can make any shape of cutout this way, using a suitable 

pattern of holes and connecting them up. Rasp and scraper 

do the final shaping and cleanup.

A keyhole saw is the appropriate tool for sawing out the 

17 18 19
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cutout, since it fits into the holes. I had recently acquired one 

at a flea market.

25 Boring the end holes for the handle.

26 Before I use my new keyhole saw on the handle, it needs 

sharpening.

27 Cutting out the handle opening.

28 A little shaping cleanup with the rasp.

29 Gently rounding the edges with a scraper.

30 Chamfering the handle with a block plane.

31 The completed tote after gluing the handle into the dado and 

three coats of combination oil and polyurethane finish.

This project was a great exercise in joinery, everything but laps 

and mortise-and-tenons. The dovetail spacing is a bit crude, but 

suitable for such a utilitarian piece. I should have taken another 1/8˝ 

off the thickness to make it lighter in weight and appearance.

But assuming it doesn’t get stepped on by a thousand-pound 

animal, someone’s great-great-grand-daughter will still be able to use 

this for her horse in a hundred years. 

24 25 26
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It’s great to step outside of your own box 

once in awhile, so on May 5th I attended a 

seminar at the Rhode Island School of Design 

(www.risd.edu) on Studio Furniture. The 

three lectures that day were given by Oscar 

P. Fitzgerald, PhD, who has written many 

books and articles on the history of American 

Furniture. I was looking forward to Mr. 

Fitzgerald’s lectures on the Pioneering First 

Generation of Makers and Their Interpreters 

and the Second Generation of Studio Makers 

and How They Influenced Design, as well as, 

Michael Monroe’s Eight Points to Ranking a 

Piece of Studio Furniture To Obtain It’s Value.

My primary reason for taking this seminar 

was to learn more fully about the origin 

of studio furniture and the makers who 

influenced these designs. And to be honest I 

was curious to see where the New Hampshire 

Furniture Masters fell within this process and 

how they have influenced its’ direction. 

My first realization that day was how the 

data was collected to establish which makers 

were parts of the studio furnituremaking 

field. The data was compiled from a number 

of periodicals that were relevant to the field 

of studio furniture and then sorted for the 

most published makers. This process brought 

three past and present New Hampshire 

Furniture Masters into the discussion; Leah 

Woods, Jon Brooks and Jerry Osgood. 

When I asked Dr. Fitzgerald where the 

New Hampshire Furniture Masters stood in his 

view of studio furnituremakers, he expressed 

the belief that there was a need for more 

groups like the Furniture Masters that were 

promoting the art of studio furniture. 

In the past, galleries would set the trend 

of which makers were hot in studio furniture. 

Now with so many big name galleries closing, 

the museums are now taking their place as 

the trend setters. 

As part of the day seminar we got a tour 

of RISD’s furniture design facilities by one of 

the students. The first stop was the design 

studio for the students with its numerous 

four by four cubicles that were overflowing 

with design ideas. People have asked me 

more than once where do I get my ideas for 

my work. Seeing this design studio and the 

chaos of ideas made me want to ask these 

students the same question. My inspiration 

for my work comes from the things I see in 

life, my mind was having a sensory overload 

as my heart was being inspired with ways to 

come up with new ideas. 

The big realization of the day for me 

was the amount of use of CAD/CAM and 

3-D printing that the students were using 

to make miniature prototypes of their work. 

The 3-D printing machine at RISD allows the 

students to make 2˝ x 2˝ size models of their 

designs. By using these machines they gain 

the experience they will need to use larger 

machines that can make full scale working 

prototypes.

The CAD/CAM programs not only allow 

them to design a piece in 3-D but can be 

used to make templates of parts for the 

same piece they have designed. The next 

generation of studio furnituremakers will 

have technology in one hand and a Jack 

plane in the other. It will be very exciting to 

see were these new design processes take 

studio furniture.

Design with your mind, but build with 

your heart. 

A Day of Realizations

by briAn sArgent
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On June 14, 2012, the New Hampshire Furniture Masters 
announced they have opened a new, permanent gallery 

in downtown Concord, NH. This gallery was made possible 
through the generosity of Steve Duprey of The Duprey Companies.

The gallery is located at the Smile Building, 49 South Main 
St. in Concord. At a ceremonial lease signing, Duprey applauded 
the Furniture Masters for their continued legacy of fine 
furnituremaking in the state.

I don’t think anyone will dispute the beauty in any piece of 
furniture displayed here, said Duprey.

The level of the artisans’ commitment and passion to creating 
quality furniture is evident through this gallery. It was my hope to 
share these beautiful pieces of art, as part of the entrance to Concord’s 
Visitor Center. This is the perfect opportunity to showcase the craft of 
furnituremaking through this space.

Duprey, a long-time supporter of the Furniture Masters created 
the opportunity for the permanent gallery through generous 
financing. The 10 year lease between the Duprey Companies and 
the Furniture Masters is for $1.00.

The Furniture Masters are thrilled to have a gallery in which to 

display our creations, New Hampshire Furniture Masters Chairman 
Brian Sargent notes. 

The idea of a permanent home for our works has been a longtime 
dream for us, and we are deeply appreciative of Steve Duprey’s 
generosity in making that dream a reality. The gallery’s location in 
the beautiful new Smile Building, adjacent to the Concord Chamber 
of Commerce’s Welcome Center and across from the League of New 
Hampshire Craftsmen’s gallery, is ideal. We welcome the opportunity 
to acquaint visitors to the area with the region’s rich, and ongoing, 
tradition of fine furnituremaking. 

Left to right—Furniture Master Wayne Marcoux, Furniture Master 
Chair Brian Sargent, Steve Duprey of The Duprey Companies, 
Commissioner of the NH Department of Cultural Resources Van 
McLeod, Furniture Master and State Artist Laureate David Lamb, 
President of the Greater Concord Chamber of Commerce Tim Sink.

A Permanent Gallery 
for the NH Furniture Masters
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Jeffery Cooper Portsmouth, NH
Botswana Recollection—cherry, elm burl veneer, 

handmade paper by Angela Follensbee. Folding screen: 

76˝w x 76˝h. Table: 16˝d x 29˝w x 26˝h. The screen design 

harks back to a series I made several years ago with 

hand-cut hinges and shoji-style panels that pivot, adding 

a kinetic flexibility to how this screen can be used. This 

time the patrons and I chose an acacia tree motif. The 

table design is meant to complement the screen, and the 

leopard is like other animal carvings I’ve done, but with 

more primitive styling.

Owain Harris Center Barnstead, NH
Art Deco Hall Table—49˝w x 14˝d x 30˝h. This work is 

inspired by the work of Jaques Emile Ruhlman and 

the French Deco designers. The primary species is 

East Indian rosewood veneer that is book-matched 

across the top as well as side to side across the front 

and ends with the grain continuing from the legs 

onto the apron. The cross banded ogee molding is 

veneered with Madagascar ebony. 

I included a curved veneered molding to refine my 

hammer veneering techniques. The piece features 

holly and ebony accents and a holly and ebony 

inlay on the top that is inspired by the ornamental 

iron work of Edgar Brandt. The substrate species is 

poplar, including a lumber-core top. The drawer is 

maple with hand-cut dovetails. The finish is varnish 

hand rubbed to a semi-gloss sheen.

Bob LaCivita Northwood, NH
Harvest Table—30˝h x 60˝w x 14˝d. The table is fabricated 

from local air dried cherry. The staves that form the 

coopered legs are bent over a hard maple core that was 

shaped to the taper. The top is a single slab of cherry. It 

is spray finished with conversion varnish to a medium 

gloss. I have always enjoyed coopered work. It is precise, 

technically challenging and adds a level of complexity to 

the joinery. From a design perspective it meets my criteria 

of simplicity and understatement. I built this piece as a 

tribute to my daughter.

photo by bill truslow


