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The Essential Drawer 
Garrett Hack
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I thought it would be constructive to 
have a short discussion about the 

combination of good craftsmanship 
and communicating with our clients. 

This large Mahogany wine cabinet 
was one of four jobs that I have 
received in the past year because 
they were previously made by other 
makers and rejected. All were awful 
occurrences which made those 
patrons feel like they didn’t have a 
voice in the process. They ended up 
with work they were not happy with 
both in function and aesthetics. 

This gave them a bad impression 
of craftspeople and made them think 
twice about who they would hire in 
the future. This is not good for any 
of us in this trade. They did their 
homework and were lead to me. I 
was of course very appreciative and 
happy to help. I knew that I had to 
exceed expectations while making 

the experience enjoyable again. Also 
note that they were all good patrons 
who were willing to invest in a 
craftsperson.

In this case, these patrons had 
moved around the world and finally 
chose to settle on the North Shore in 
Massachusetts to live out their days. 
They restored an old colonial home 
and asked the builder to make a 
sizable cabinet to hide utility piping. 
The piece was eight feet tall and they 
put wine glass holders underneath 
the cornice work. Well that’s a bit 
challenging for the lady of the house 
who is all of five feet tall.

The case was made out of maple 
plywood and stained a maroon 
color to look like mahogany. The 
necks of the wine bottles stood out 
into the walk space by a few inches 
which they they had hit a few times 
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walking by. The overlay door was falling off the cabinet. And 
on and on and on.

I don’t have an opinion on it one way or the other. Custom 
woodwork is expensive and the maker assumed he was fitting 
a budget, slapped it together with the cheapest materials he 
could find and walked onto the next job. After feeling cheated 
they reached out to the people in their community and my 
name came up and here we are.

My first test project was to restore a very nice crotch 
mahogany drop leaf table that will accompany the wine unit. 
It was a nice small job to see if we were going to be a good 
fit. I relieved some tension by restoring the table to their 
expectations and then we got onto the big project. We called 
each other frequently working as a team to make their vision 
tangible. They loved a cherry corner cupboard I had built a 
few years back, so we used that as our model.

An obstacle I had to work around was to horseshoe the 
cabinet to cover the piping behind it. After a sketch or two, a 
formal layout of the project with tiered price points in design, 
materials, finish and delivery was proposed. We were able to 
find an agreeable design that fit both of our budgets and the 
project was scheduled. 

The design integrated both plywood and solid since I had 
to create a “U” shaped carcass. I loved it. It was a nice break 
from my carving and sculptural work and a very proportionate 
straight forward piece with very little head scratching. As a 
good friend and colleague once said to me, “It’s not about one 
piece or five, it’s about perseverance.” 

Our lower case has an inset dovetailed drawer and door 
with a lattice wine rack on the right to house the bottles. The 
top looks similar to the kitchen counter top that flanks the 
unit with a comfortable frame and panel preparation center 
that works for the height of these patrons. Above are inset 
divided glass doors with magnetic catches and three tiers of 
usable space where the shelves are hidden by the muntin’s. 
The custom-made crown profile was milled to finish off the 
piece.

Once I walked them through the process, they started 
enjoying the process again. I listened, I communicated and 
we found a solution that fit their vision. So much so that we 
are in discussion for four more pieces when I can fit them in.

I guess a small portion inside me was frustrated that bad 
craftsmanship can survive in the professional world especially 
through social media, but hey, without it, I would not have 
been called to so many lucrative projects that needed to be 
re-done. 
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York Pitch re-Grind—How can a plane 
blade be re-ground to develop a York 
Pitch (50°)—Mike DiMaggio?

Garrett Hack replies: For a common 
Stanley or other bench plane you would 
need to hone a 5° bevel on the back of 
your iron. I would not recommend 
you do this however, but you could 
by honing the back while propping it 
up with a ruler on your stone—the so 
called Ruler Trick.

Far easier is to restore an old 
wooden plane with a York pitch, or 
buy a Lie Nielsen bench plane with a 
50° frog or grind a steeper bevel angle 
on a low angle bench plane such as 
the #62. Since these are bevel up and 
bedded at 12°, a 38° bevel angle should 
do the trick. And for this latter choice 
it’s easy to try even steeper bevel angles, 
or much lower ones, or go back to 25° 
when you are tired of experimenting!

dust collection on a lathe—What is 
the best way to add dust collection for a 
lathe? The chips seem to go everywhere but 
land mostly in front of the lathe.—Joyce 

Hanna

Steve Costain replies: For dust collection, 
I have a flexible hose (Loc-Line coolant 
hose from McMaster Carr) connected 
to my dust collection system.

Jon Siegel replies: Yes, dust collection is 
important at the lathe, especially when 

sanding. If you are turning green wood 
there will not be much dust, but dry 
wood does produce dust. Some woods 
like mahogany are very dusty, and some 
tropical woods like coco-bolo produce 
dust that is very irritating. I do not 
always use the dust collector in the 
turning stage, but I always use it when 
sanding.

catches When cuttinG the inside of 
BoWls—When using Easy Wood or 
similar lathe tools on the inside of bowls, 
horrible and severe catches can occur 
when the tool handle is rotated from 
flat to any angle. Why does this happen 
when the actual cutting surface will be at 
the identical angle of cut?—Annamarie 

Pennucci

Donna Banfield replies: There is nothing 
similar in comparing the Easy Wood 
tools to other lathe tools in the way 
they cut or the way they are used. Easy 
Wood tools are carbide cutters. They 
are designed to remove wood easily 
and rapidly. They are scrapers. Scrapers 
are designed to be used flat on the tool 
rest. If you rotate the handle of the 
Easy Wood tool so that the scraper is 
at an angle, you will probably get a 
catch because the bar that holds the 
Easy Wood scraper is square stock and 
you have presented the cutter edge to 
the wood with no bevel support. It is 
not intended to be used in any manner 
other than flat on the tool rest.

The Hunter Tools, also a carbide 
cutter, can be used as either a scraper 
or a cutting tool. That’s because the bar 
that holds the Hunter carbide cutter is 
round stock, and the Hunter Carbide 
Cutter is also round. The location of 
the cutter when held in the Hunter 
Handle allows you to present the tool 
with a bevel support from the handle. 
This allows you to get smooth cuts. It 
can be rotated to position the cutter at 
an angle, changing it from a scraper to 
a cutter. At an angle, the cutting edge 
is coming across the surface of the 
wood at a 45° angle making sheer cuts. 
Hunter Tools in bowl turning are best 
used as finishing tools taking light cuts.

Other lathe tools (a gouge for 
example) can be used as bevel supported 
tools and perform well when the bevels 
are making contact with the surface 
of the wood. The bevel supports the 
cutting edge, giving you a cleanly cut 
surface and no catch. When catches 
happen, it is usually because the cutting 
edge no longer has the bevel to support 
it.

Think about what would happen 
if you stuck the long straight edge of 
your pocket knife flat (or horizontally) 
lengthwise into the spinning edge of 
the wood. You would get the monster 
of all catches. That’s an exaggerated 
example of what happens with a gouge 
when it comes off the bevel.

A gouge can also be used as a scraper 
when laying the cutting edge on its side, 

Ask the Old Saw
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or horizontally on the tool rest. This 
will remove wood, but will not give you 
a clean, smooth surface on most woods. 

A better method is to hold the tool 
so that the handle is vertical, and the 
cutting edge making contact with the 
wood is the back, or trailing edge. The 
flute of the gouge is closed, facing the 
bowl, and the pressure is applied on the 
tool shaft and against the tool rest, not 
the cutting edge.

When you are doing this cut 
correctly, the shavings coming off 
the tool are fine thin floating wisps, 
sometimes referred to as ‘Angel Hair.’ 
This cut only works on the exterior of 
bowl, but is very effective in dealing 
with punky woods or challenging tear 
out across the end grain.

usinG a chuck in comPression vs 
exPansion—Why do the manufacturing 
companies always recommend using 
a chuck in compression rather than 
expansion? What is the difference and why 
is expansion considered more dangerous?—
Annamarie Pennucci

Garrett Hack replies: An expansion 
chuck by its very name is tightened by 
trying to stretch the wood fibers. Think 
of it as a splitting force, one that wood 
is not strong at resisting. Tension failure 
means flying turning parts. But wood 
can resist lots of compression so you can 
really torque down your compression 
chuck for maximum hold.

Jon Siegel replies: When a lathe chuck is 
used in expansion (inside a recess) there 
is danger of the workpiece breaking 
apart from the outward force of the 

chuck aided by centrifugal force and 
obviously this is dangerous. Sometimes 
there are hidden cracks or other flaws 
that weaken the workpiece that you 
may not be aware of when you first 
mount it, but as the turning progresses 
and material is removed, it becomes 
weaker.

Jeff Roberts replies: In my experience 
it is definitely safer to compress onto a 
tenon. I like to prep a piece in advance 
by gluing a hardwood tenon of the 
appropriate size to what will be the 
bottom of a bowl. I have done many 
with the dovetailed recess in the bottom 
and have had plenty of success with 
that but I have had a couple blow out 
on the lathe from simply not having 
enough wood left on the outside of that 
recess to handle the outward pressure 
of the chuck. Also it gives you more 
of the thickness of your blank to work 
with if you add a tenon rather than cut 
a dovetail into the bottom.

suPer Glue in the shoP—What are the 
ways to use Super Glue in the shop? I’m 
interested in different viscosities and 
results with accelerators, etc. for various 
applications.—William Taylor

Jeff Lind replies: Super glue can be used 
in many ways. Here are a few. Small 
areas in spalted maple can be stabilized 
with a few drops. Sometimes a second 
application is needed. Larger soft spots 
do well with Git Rot or other epoxy 
preparations.

Small cracks, gaps, defects or 
holes can be filled with a super glue 
preparation. Place a drop in the affected 

area, sprinkle with sanding dust, pack it 
in, add another drop of glue, and more 
sanding dust, etc. Let it harden, trim 
off and sand out. Edge defects can be 
formed with blue painters tape and 
then filled with sanding dust and super 
glue (as above). Buy super glue at the 
Dollar Store.

I have used super glue to stabilize 
small spots on spalted maple. On 
larger sections, I have successfully used 
Git Rot, but it takes weeks to harden 
properly before it can take a finish.

Burt Ouellette replies: Just recently 
I discovered that super glue makes 
great “double-sided tape” for attaching 
routing patterns. Start by placing a pair 
of 2˝ blue tape squares in matching 
locations on the pattern and stock. Two 
2˝ squares are plenty. Then put a small 
drop of super glue on one set of tapes 
and clamp the pieces together for a 
couple of minutes. You are then good 
to go. After routing, pry the pattern 
and stock apart. Not only does the 
blue tape leave no gummy residue on 
the stock, it’s quite a bit cheaper than 
conventional double-sided tape.

Garrett Hack replies: Superglue is weak 
as a wood glue. I think Titebond is 
stronger (and easier) for gluing little 
chips back in place. But Super Glue 
works well as a filler and adhesive for 
shell inlay or other unusual materials, 
or for filling small surface defects. I’ve 
used it to repair cracks and holes in 
ebony, invisibly. I like medium viscosity 
because it is thin enough to get into the 
cracks, but doesn’t drip. It is strongest if 
you let the glue cure naturally. 

Ask the Old Saw
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Jim McLaughlin is a self-taught carver working in…
• Basswood
• Atlantic White Cedar
• Swamp White Oak
• Boxwood (highly recommended)
• Cherry
• Walnut
• Butternut
• Mahogany (free mahogany is one of his favorites)

Some varieties of woods to avoid for carving…
•  Tiger (curly) maple
• Birds Eye maple
• Other hard, gnarly woods 

Some of the suppliers of wood for his carved pieces are…
• RareWoodsUSA.com (Mexico, ME)
• Evarts Lumber (Springfield, NH, great prices, Guild discount

Preferred finishes for his pieces include…
Shellac, dewaxed
Shellac-wax mixture
General Finishing Oil
Marine Varnish (for exterior work)
Beeswax-mineral oil mixture for spoons, forks, food servers, etc.

Acquired and/or preferred carving tools…
• Some of his old tools inherited from father-in-law
• Ramelson tools
• Garrett Wade Tools
• Pfeil Swiss Made (palm knives, gouges, carving chisels)
• Dental tools for finer work
• Assorted files 

Hand Tools & Carving Subgroup

Woodcarving

by Bob Wyatt

Notes from Jim McLaughlin presentation—Dec 9, 2017

Jim McLaughlin

Sharpening is critically important…
• Large leather strop, soft wood, 

honing paste 
• Koch sharpener HT2000, bench 

grinder with four wheels
• Shop Fox

Carving Tips…
• Remove background material with 

a Dremel tool or similar
• Carve with the grain, downhill, as much as possible
• Celtic knot work designs traced from books
• Celtic knots—chords always go in an over-under pattern/

sequence 
• George Baines—book with examples of Celtic designs, knot 

work, research
• Baines’ son wrote follow up with better explanations. Both 

available on ebay.com
• Work piece should always be secured on bench for carving
• Prefer raised letters over indented letters in carved signs

Pricing his work…
• Come to a mutual agreement with client before doing the 

work
• In some examples the price ends up being slightly above 

minimum wage 
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I got started in woodworking because, as a lifelong reader, I 
needed book shelves. Then I started buying woodworking 

books and needed even more bookshelves. I haven’t reached 
my brother, Dr. Barry’s, level yet where the movers measure 
his books in tons rather than boxes, but, I still have a lot of 
books providing insulation for my old farmhouse. Do I really 
need another woodworking book? In this case the answer is 
yes. Buy this book!

Recently released, this book is the musings of a long time 
woodworker. Gary Rogowski spent 14 years as a contributing 
editor to Fine Woodworking, written a couple of woodworking 
books, and founded a school—the Northwest Woodworking 
Studio in Portland, Oregon. This book is like sitting down 
and catching up with an old friend over what has happened 
since you saw him last. Partly an autobiography and partly 
a woodworker’s version of Zen and the Art of Motorcycle 
Maintenance. To better appreciate his phrasing and pacing, I 
recommend watching a couple of his videos on YouTube.

Gary is a self-taught studio furniture maker who came 
out of college in the 70s and struggled in that era of limited 
information to teach himself how to build furniture and make 
a living at it. As a lifelong hiker he intersperses with chapters 
on hiking in the Cascades and how that allows him time to 
reflect and relax. The mountains, like our Whites and Greens, 
provide a place to slow down and find meaning in our craft.

Rogowski finds truth at the bench. He advocates patience 
and practice as the way to both mastering the craft and 
yourself. Most importantly, he discusses how you have to let 
go of your perfectionism and accept that nothing will ever be 
perfect—only better.

He summarizes it well: “Everyone makes mistakes. I tell 
my students that I never worry about offending God by 
building something too perfect. There are already a dozen 
mistakes God and I already know about. He can do nothing 
but chortle at my ineptitude. The difference between the 
professional and amateur, however, is that the pro quits 

beating himself up and gets on to fixing things. The whining 
and crying and arguing with myself usually takes longer than 
the fix anyhow.” (pg 164)

Gary also has a wry sense of humor that makes this an 
engaging read. In response to a request to use his best chisel 
he provides three possible answers—the Shakespearean, the 
entreaty and the direct answer (my choice, a surprise to all 
who know me). “When I die, you may touch my tools. If you 
wish to die today, touch them now.” (pg. 161)

At 184 pages this is a quick and enjoyable read that you 
will find yourself returning to for either the wisdom or a smile.

Joe Barry has fewer books than his Oxford educated brother 
but has been accused by his younger brothers of warping their 
development by leaving his books behind when he joined the 
Army. 

Handmade
by Joe Barry

Linden Publishing—2017

ISBN 978-1-61035-314-4—184 pages  $18.95

Creative Focus in the Age of Distraction

by Gary Rogowski
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Like many of you, I have a small 
shop and floor space is a real issue. 

This means that most of my machines, 
including my tablesaw, have mobile 
bases. Perhaps like you, I have to move 
my tablesaw to make cuts on real long 
or wide pieces of material, so having 
an outfeed table that follows the saw 
without the need to adjust legs is a real 
time saver.

This is the second one of these I 
have built. One of the big benefits of 
this design is that it lifts right off and 
folds up in just a second making it easy 
to stand up out of the way or store it if 
needed.

The following design is one I modified slightly for my (new 
used) Grizzly cabinet saw. This design can be modified to fit 
just about any tablesaw with a mobile base once you decide 
how you want to attach it to the saw’s top. This style of saw 
top and fence support is quite common, so this design may 
work well for you too.

Outfeed table—I built this 40˝ wide and matches the width 
of my main saw table. For space reasons, I made the depth 
just 24˝, which is long enough to support most material I cut. 

I also often use my outfeed table as a supplemental work 
surface so I needed it to be sturdy and able to have material 
clamped to it. Therefore I chose 3/4˝ baltic birch plywood for 

Traveling Outfeed Table
by Bob Couch
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the top. I happened to have some pine kicking around so 
I used that for the support legs and stretchers. For a cross 
support, I used a piece of 11/16˝ x 3˝ cherry, but anything over 
an inch thick would do. 

I wanted the cross support to be located where it would 
keep the top flat but not so close to the back edge or sides that 
the use clamps to hold my work would be an issue.

My Grizzly has a 11/2˝ cast iron top and the fence system 
uses a 11/2˝ x 3/16˝ piece of angle iron to support the Shop Fox 
fence (Photo 1). 

There was plenty of space on the back side of the guide to 
attach a new piece of angle iron attached to the factory piece 
to provide a support for the outfeed table. For that, I uses a 
piece of 11/2˝ x 1/8˝ x 36˝ long angle iron. I attached it to the 
bottom of the original one with 1/4˝ x 1/2˝ long bolts spaced 
near the edges out of the way of the fence support glide. This 
required drilling and tapping the original but it was quite easy 
to do (See Photo 2). 

The outfeed table also has a 1˝ piece of angle iron that is 
mortised in, flush with the edge and screwed to the bottom 
edge of the outfeed top. This angle iron simply drops down 
over the new one bolted to the original and supports the table 
while providing a way to keep the table top flat along the saw 
table edge of the outfeed top.

Height adjustment—I drilled three 1/4˝ holes down through 
the top (left, right & center) and drilled and tapped the angle 
iron for 1/4˝ allen screws. These are moved up or down through 
the top of the table and rest on the very top edge of the new 
angle iron added to the original (See Photo 3).

A thin piece of stock was added 1/8˝ behind the table top’s 
angle iron to act as the front to back stop. I also added two 
small pieces on either end leaving a small space to provide 
the side-to-side stops (See Photo 4). The entire outfeed top 
simply drops down over the angle iron added to the saw table 
and locks in place.

The cross support comes next—I chose not to glue this to the 
bottom of the table so I used 21/2˝ torx head screws down 
through the table top. This method insures the support will 
be held firmly in place but allows it to be moved later if 
desired—Note: I may fill the holes later.

1

2

3

4
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The support legs are very simple to build. I made the legs 
and bottom stretcher out of 3/4˝ pine cut to 3˝ wide. For the 
top stretcher I used a piece 4˝ wide. I based the width of the 
support legs on the widest and best location for them to rest 
on the mobile base. In my case, I used 251/2˝. 

Assembly—The top stretcher was placed flush with the tops 
of the legs and I placed the bottom one just a bit more than 
half way down. You can use whatever joinery you choose to 
put this together. I happened to use my Domino but you 
could do traditional mortise and tenon, biscuits or even 
pocket screws, there’s not much strain on this support so use 
whatever suits you.

To calculate the rough length of the legs, place the outfeed 
table into position on the new bracket and use a temporary 
support to hold it in a level plain with your saw top. Then use 
a straight edge to measure the rough length from the back of 
the cross support down to the top of the mobile base. While 
you are at it, you can also measure the angle which the bottom 
of the support legs would need to be cut at to rest flat on the 
mobile base. I intentionally cut the legs about 2˝ long. I used 
two 24˝ rulers clamped together to get the rough length and 
angle of the bottom cut.

Once the support leg assembly is together and cut to rough 
length, you can mount it to the bottom side of the outfeed 
table top. I chose to use two 21/2˝ hinges and place them on 
the legs and not the stretcher. For assembly, I just clamped 
the leg assembly to the cross support and then installed the 
hinges. Be careful to locate the leg assembly in the right 
location side-to-side based on the mobile base. Mine needed 
to be slightly off center (See Photo 5).

After you have installed the support legs to the outfeed 
table top, put it in position on the saw and use a long 
straightedge to check for level. Adjust the three allen screws 
to raise or lower the front edge of top until it’s about 1/16˝ 
below the tablesaw top. Now you can finalize the length of 
the support legs and cut them using the correct angle. I used 
that cut-off to make a block I added to the back side where I 
installed a threaded insert. I used a hand screw and locknut to 
make fine adjustments to level the table (See Photo 6).

The next thing you have to do is to make the dados for 
your miter gauge and crosscut sled(s). To do this, I installed 
the top in position then using a framing square and a marking 

knife, I marked out the location of the cuts with a deep 
score to eliminate any chip-out during the cuts. Since I have 
a cast iron router table extension on my tablesaw, I used a 
1/2˝ straight bit and my tablesaw fence with a stop clamped to 
the table for the end of the cut. I just snuck up on the lines 
until I got a nice clean cut on both dados. You could also do 

5

6

7
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this very easily with a hand-held router and a fence or guide 
clamped to the workpiece (See Photo 7).

Finish—I chose to apply some finish to the table and parts. 
For that, I cut Sealcoat to a 1 lb. cut wash coat and applied 
two coats to get good penetration. I then applied a regular 
coat of Sealcoat. To help material slide more easily, I then 
rubbed out the top of the outfeed table and waxed it. I do 

sometime use the outfeed table for assembly and glue ups so 
the wax really helps to keep any squeeze out from sticking.

Out of all the fixtures in my shop, this one is the most 
useful and very handy to have and you can easily build this in 
just a few hours. 
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When I was younger I established a personal goal— 
never go to bed without having learned something 

I didn’t know when I rose that morning. Writing this essay I 
confidently predict that will be your experience this evening.

The two chairs above are stamped by their maker, 
E. Gabbitass, Worksop. Worksop is not a typo. It is a town in 
Nottinghamshire, England.

Since most Windsor chairs are anonymous, signed chairs are 
always interesting. They associate a design and idiosyncrasies 
of workmanship with a particular chairmaker and region 
and thereby advance the knowledge and scholarship of our 
craft. This stamp is even more important because the initial 
E. stands for Elizabeth. Elizabeth Gabbitass of Worksop is 
the only identified woman Windsor chairmaker anywhere in 
England or North America.

It is a shame that we know so little about Elizabeth, but 
because of her status, the little we know is even more important. 
Elizabeth was married to a Windsor chairmaker named John 

Gabbitass. In 1822 John moved from Retford, 
Nottinghamshire to nearby Worksop (about 
10 miles distance) and established his business 
near the town common. We do not know if he 
was married at the time. John died in 1839 and 
rather than close his business, Elizabeth took 
over and ran it until her death in the 1844.

While this biographical information is 
sketchy, the couple played an important role 
in Worksop history. Through the 19th century 

Worksop was a Windsor chairmaking center. While not as 
large and active as High Wycomb, Worksop’s production 
was significant. John was the first recorded chairmaker in the 
town and presumably the man who established the craft there.

It would be a far better story if I could claim that Windsor 
chairmaking in Worksop would have died with John and that 
Elizabeth was the link that kept the craft alive until others 
could take over. However, that is not the case. While John 
seems to have been the first Windsor practitioner in town, 
by the time of his death other chairmakers had moved to 
Worksop and had established themselves. These included 
Isaac Allsop, who was later joined by his brother, William. 
In 1851 the brothers would employ eight chairmakers and 
their chairmaking business would be the largest in northeast 
England. Without Elizabeth’s intervention, the Allsops and 
other large chair shops like Benjamin Gilling’s would have 
kept Worksop chairmaking alive and healthy.

It does appear that by stepping in after John’s death, 
Elizabeth did serve as a bridge between John and subsequent 
generations of Gabbitass chairmakers who remained active for 

by Mike Dunbar

Two Chairs
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another six decades. After Elizabeth’s death the chairmaking 
business begun by her husband was carried on by his younger 
brother, Henry, who is believed to have trained under John. 
Henry trained his son, Robert, and his nephew, Frederick. 
He also employed nine men, three apprentices, and three 
boys. Henry died in the 1850s and the third generation of 
Gabbitasses carried on the family trade. In 1902 the firm of 
Gilling and Gabbitass was still in business selling Windsors 
wholesale, presumably factory-made chairs. 

There is no indication that Elizabeth ever donned a 
chairmaker’s apron and stood at the bench. Most likely, she 
managed her husband’s business and continued to employ his 
workers until her own death. In this way she was significantly 
different from other chairmaker widows who took over their 
husbands’ businesses only long enough to close the shop—sell 
off the inventory and tools, collect money owed and pay 
debtors.

As revealed by the marked chairs above, Elizabeth’s 
widowhood was far different. John Gabbitass used a brand 
to burn his mark, “I. Gabbitasson” on the underside of 
the seat. Elizabeth went through the effort and expense of 
purchasing her own stamp that she hammered into the edge 
of the seat. To my mind, Elizabeth’s mark and its application 
in a different location indicate she was laying claim to the 
shop’s production as her own. These differences established in 
Elizabeth’s mind, and in the minds of others, that she was the 
chairmaker, not merely a caretaker or placeholder.

A large body of E. Gabbitass chairs exists, both arms and 
sides. Many of her chairs are made of yew, the most desirable 
wood for English Windsors, indicating her work was high 
end, rather than merely common chairs.

Elizabeth’s shop used several different styles of legs, but she 
favored the crinoline stretcher. The chair on the right above is 
the only example of her work I have seen with an H stretcher. 
By the way, examine the two chairs and you will see they are 
not a pair, even though they have been owned for generations 
by a single family. 

John Gabbitass probably moved to Worksop because it was 
a favorable location to establish a chairmaking business. First, 
wood was in ample supply thanks to the nearby Sherwood 
Forest of Robin Hood fame. Second, Worksop was close to 
a railway dispatch center that made it easy to ship chairs to 

market. Worksop chairs were favored in the Midlands and 
Northern England. 

Because of this ready supply of timber, Worksop was 
also home to several large lumber mills. These supplied 
chairmakers their materials, but also provided some with work 
space. A number of chairmaker shops were housed in mills, 
occasionally to the mill owner’s regret. In his reminiscences 
one mill owner describes his experience with a chairmaking 
tenant named William Bramer, who produced 50-60 chairs 
a week and employed six men and three boys. “I was in the 
timber trade and dealt with many of the chair makers. One 
of them, Bramer’s, were let space and power in a room over 
our sawmill until 1887 when a fire destroyed the lot and my 
grandfather blamed them for their habit of drying the varnish 
round a big fire at night and cleared them out.” Bramer 
reestablished his shop at another lumber yard (Priory Mill) 
where he was again burned out.

Worksop chairmaking peaked in 1851 with 32 operating 
chair shops. During the 1870s the number reduced to 22 
shops. By the 1880s chairmaking in Worksop was in decline, 
beset by the same forces Lambert Hitchcock had unleashed 
on American chairmakers 60 years earlier. Cheaper factory-
made chairs undercut Worksop’s higher quality craftsman-
made chairs. The inevitable end was prolonged for several 
decades as chair shops in neighboring towns closed and their 
operations were absorbed by Worksop’s larger businesses. The 
above mentioned Bramer shop held on until it was burned 
out in 1912. 

The last chairmaker in Worksop was Jack Kelk, a sole 
craftsman who worked until the 1930s. Kelk had served as an 
apprentice in the Allsop shop prior to their closing in 1887. 
He supplemented his chairmaking by making and repairing 
cricket bats.

Elizabeth Gabbitass’ story made me curious as to whether 
any women had run chairmaking businesses in the United 
States. I asked Nancy Goyne Evans who replied: “There 
were a few women who advertised the continuation of their 
husband’s business after his death; however, in all cases it 
appears to have been only long enough to empty the shop of 
stock and products and with the assistance of a workman. I 
don’t think you can call these few women chairmakers. In fact, 
the subject is so minor that I can’t find I commented on it in 
my books.” 
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The texture, smell and sight of wood have always fascinated 
me beginning as a child when I much preferred playing 

with my wooden toys over those made of metal and plastic. 
But I was never in an environment that fostered woodworking 
skills, so I was content to enjoy what others produced. As I 
grew older, I became interested in my Norwegian heritage 
(mother was a 2nd generation Norwegian-American), first 
pursuing our family tree, then studying Norse and Viking 
history.

My interests in heritage and wood increased substantially 
after I moved to the Netherlands in 1998. For the next 14 
years, I studied population genetics of seaweeds and seagrass, 
research that required me to sample populations at locations 
throughout Scandinavia and Iceland. Consequently, I was able 
to visit many of the significant Viking Age sites and important 
artifacts in numerous regional and national museums before 
and after the field trips. The museum visits, particularly the 
exhibits highlighting Viking art, stimulated me to put it all 
together and try my hand at woodcarving with a Viking or 
Norse flavor.

I was inspired generally by the runestones that are 
characteristic of the Viking Age (late 8th-early 11th century). 
Runestones are carved limestone or granite monuments 
commissioned by individuals or families to commemorate 
individuals, raiding expeditions, battles, philanthropic deeds 
or trade journeys. Nearly 6000 runestones are known (over 
3000 in Sweden) and I was able to easily view several.

Artistically, the designs stem from Germanic animal 
ornament (which formed the basis for Viking art) dated to 
5th century Denmark, which was in turn, a response to Late 
Roman provincial metalwork. All designs follow the ancient 
‘over-under’ pattern. Runestones were typically painted 

to enhance the low relief of the stone carving and small 
remnants of yellow, blue and red pigment found on many 
existing runestones. 

The monumental Jelling runestone in Jelling, Denmark 
was particularly inspiring. The three-sided massive block of 
granite is a UNESCO World 
Heritage Site and was raised 
around 965 by King Harald 
Bluetooth to honor his parents 
King Gorm the Old and Queen 
Thyra Danebod. One side 
features the ‘Great Beast’ motif, 
which portrays an epic battle 
between a lion and snake. The 
motif is characteristic of the 
Mammen-style of Viking art 
and on the Jelling stone, is fused 
with the S-shaped ‘ribbon-animals’ of the Jellinge-style. The 
Jelling stone was innovative and usually is considered as the 
starting point for the explosion of runestone creation in the 
late Viking Age.

by James Coyer

Viking Art

Harald’s runestone stands 
in front of Jelling Church, 
beside his father Gorm’s 
stone for Queen Thyra.

Anxiety
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My carving designs are original and loosely based on the 
‘Great Beast’ motif in the Mammen-style. I first draw snakes 
and dragons following the strict ‘over-under’ format using 
pencil and paper, then tape the line drawing to the wood and 
trace the design with a ballpoint pen to make an indentation 
on the underlying surface. The indentation is highlighted 
with soft pencil and only hand chisels (various sweeps and 
sizes) are used for subsequent carving. The finished piece is 
sealed with two coats of Watco Danish Oil. Some pieces are 
then painted with oil. 

My first pieces were low relief carvings in American 
basswood, similar to the low relief of the runestones. Early 
designs were carved in honor of my ancestors (Photo 1), my 
sister and her family (Photo 2), and a Norwegian carver 
who taught me to be ‘playful’ in my carvings (Photo 3). The 
dedications are translated into runes that appear along the 
dragons’ sides. 

The ‘Gripping Beast’ motif was a hallmark of Viking art for 
over a century and was widely integrated into the Borre and 
Jelllinge style. The motif was developed by Viking artists for 
both wood and bronze or silver metalwork and is characterized 
by a beast that grips borders, parts of its own anatomy or 
neighboring animals. I carved copies of well-known examples 
of gripping beast designs. One is based on a brooch from 
Lysbjerge, Denmark in the Borre style (Photo 4) and two 
others on pendants found in a Viking hoard from Vårby, 
Sweden in the Borre (Photo 5) and Jellinge style (Photo 6). 

continued on p16

1 2 3
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Carving the Acanthus Leaf is a look into the intricate 
and perplexing world of ornamental carving used on 

classical furniture in the Western World.
If you are interested in wood carving, period furniture or 

history of ornamental decoration, you will find Mary May’s 
new book from Lost Art Press (lostartpress.com) a fascinating 
read.

The book is the story of a woman who dared to dream 
of making her mark on a predominately man’s world. Mary 
learned to be a dreamer from her father…“To step over the 
wall and see what is on the other side.”

BY marY maY 
lost art Press, 2017

While in school in London she became fascinated with 
the carved details found in European architecture. Upon 
returning to Minneapolis, Mary was determined to recreate 
the beauty she found in the ornamental carvings. In pursuit 
of her goal, she apprenticed with various wood carvers both 
in the United States and Europe.

Mary has provided a comprehensive review and detailed 
illustration of the Acanthus leaf in its various forms as found 
in architecture history. It is much more than a beginner’s book 
on carving. The chapters provide a plethora of information 
from carving tools to techniques on drawing various Acanthus 
leaves. Each leaf is more complex than the last as the chapters 
progress.

In summary the book is easy to read. It provides an 
interesting look into Mary’s career and that of a premier 
woodcarver. The eclectic subject is made much more 
interesting through Mary’s personal dream of becoming a 
carver—her desire to recreate the beauty she found in the 
architecture in Europe.

It can be purchased either as a hard copy or as a 
downloadable PDF file. In addition to the book, there are 
videos for sale on how to carve each of the Acanthus leaves 
illustrated in the book. 

by Bill Barrett

My latest piece, Anxiety (translated into Long Branch 
runes), was carved from a solid block of American basswood 
and is my first attempt at a three-dimensional sculpture. I’m 
currently working on a second three-dimensional sculpture 
and plan several more. 

Viking Art—continued from p15

6
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The idea for this design came 
from an illustration of a 

torchère in Wallace Nutting’s 
Furniture Treasury, published 
in 1928. Beside the elegant 
turning, the most noteworthy 
design elements are the teardrop 
shape of the feet and the rosette 
embellishments on them. The 
rosettes are concentric to the 
circular outline of the teardrop. 

Turning the Post

The square for the turning is mahogany 3˝ x 3˝. Four 
pieces, 1˝ thick, were glued onto the square in the area of 
the central figure, which increased the diameter at that 
point to nearly five inches. This technique is called “post 
blocking.” The color match at the glue joints is excellent 
because the pieces I attached were cut from the same 
lumber.

Making Four Legs Alike

Many people faced with the problem of cutting out 
four legs would build a jig for the router or shaper. I don’t 
waste time with jigs. Using the pattern, I marked the 
four legs. Then I used a bandsaw to carefully cut them 
to the pencil line. The photo shows that the legs were 

Turned 
Coat Rack

by Jon Siegel

photo by Charlie Freiberg
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extremely close to being identical as they came 
from the bandsaw.

I filed out the bandsaw marks in a way that 
increased their similarity. This involved filing 
the legs in pairs, in a constant shuffle that 
randomized the errors and gradually eliminated 
them. This method not only kept the edges 
square, but it allowed the inside corners to be 
finished in a single step. The router or shaper 
method would have left a radius at the inside 
corners that I would have had to deal with in a 
separate operation.

Attaching the Legs

The legs are mortised into the bottom square 
of the column. The photo shows the application 
of a hollow-chisel mortiser. The mortise is 1/2˝ 
wide, 1˝ deep, and carefully centered on each 
side of the square.

Turning the Rosettes

The rosettes were made in two steps: The 
first step was simply turning the shallow tenon 
on the back. In the second step, the tenon was 
chucked in the jaws to shape the front. The 
purpose of the tenon was to provide accurate 
placement and secure attachment to the legs, 
and was glued into a recess that was drilled in 
the leg with a multi-spur bit about 1/4˝ deep. 

The radius of the round nose tool is slightly 
smaller than the finished cove. In this way the 
chisel is used like a “form tool,” and it helped 
maintain a consistent shape more-or-less 
automatically. The convex radius at the center 
was difficult to control, so I used a machinist 
radius gauge to check that they were all the same. 

The final photo shows the quality of the 
surface before sanding. Light cuts with a very 
sharp scraper left a surface that required little 
sanding. 

After bandsawing, legs are filed in 
pairs and repeatedly shuffled to keep 

them all the same.          

Legs are carefully bandsawn after 
marking from the pattern.

The hollow-chisel mortiser makes quick work of this job.

Using a round-nose chisel of the cor-
rect radius helps achieve consistency.

A machinist’s radius gage is used to 
check the curvature at the center.

The finish achieved with very sharp 
scrapers requires almost no sanding.

The second step in making rosettes 
uses wooden “soft jaws”.

Jon Siegel—bigtreetools.com
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Set up on the lathe showing the “post-blocking.”      

“Post-blocking” allows the central figure to be larger than the square.      

Rosettes fit into a shallow recess in the leg.

photo by Charlie Freiberg

photo by Charlie Freiberg
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Some of my best-realized pieces are not what I had in 
mind to begin with. I have often found a shortfall of 

materials to give rise to a fortunate change of plans along the 
way.

There are many reasons why, in the execution of a design, 
you may find that you just don’t have enough material for the 
piece you intended to make. Maybe you didn’t buy enough 
stock when you had the chance and now that supply is gone. 
Or maybe that commission for which you recently picked 
through piles didn’t yield the small surplus you’ve come to 
almost count on. Or maybe there was a mistake made in the 
measure-twice-cut-once process. You had been thinking in 
specific terms of where you hoped to go with that material 
and now, for one or more of those reasons, you’re up against 
the shortfall wall. 

 Whatever the reason for the shortfall of materials, I 
have found that in far more cases than not, after the sinking 
feeling of ruin has passed, some of the most unexpected 
opportunities open up all to your own good fortune. Instead 
of the disaster that you may have seen coming a moment ago, 
you now begin to realize new possibilities ahead, ways you 
would never have thought of to enhance your original design 
had you stuck with your plan. As the poet Seamus Heaney 
says, “Technique is what turns, in Yeats’ phrase, ‘the bundle of 
accident and incoherence that sits down to breakfast’ into ‘an 
idea, something intended, complete.’”

To put this another way, in taking a piece from beginning 
to end, perhaps technique is the precursor of that complexity 
you sit down to breakfast with. Ahead of what the craft does, 

Under the 
  Table Intentions

by Jeff Lind

photo by Bill Truslow

 Zebrawood demilune table, 
with spalted birch skirt and 
bead, mahogany legs, tung 
oil varnish and wax
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technique encompasses your own vision of the world in 
general, and the map of it that takes your craft in hand.

To illustrate how I experience this, here are three examples 
of designs, tables in particular, that resulted from a materials 
shortfall.

The first is a relatively simple elliptical coffee table. The top 
came out of some extravagantly curly maple. Zebrawood legs 
offered some nice striping to harmonize and contrast with the 
figure of the top. I had made a conscious choice to then use 
what little remained of the curly maple to create some book 
matched veneer for the four-piece skirt. This is what I told 
myself I wanted. It was what I thought would complete the 
piece in the best possible way.

There was a very small piece of the maple left which would 
yield just enough stock to veneer the skirt. With that effect in 
mind, I cut the veneer and set about sanding it. And as often 
enough happens, to my dismay one of the four pieces didn’t 
survive the process. There was no possibility of salvaging it.

All that now remained of the maple stock was an end 
scrap. At first glance it had looked unusable, struck with a 
stain that had previously let me dismiss it out of hand. But 
knowing how these things can go, I had nothing to lose by 
cutting into it. There, to my delight, I discovered that where 
an ambrosia beetle had caused the “damage,” it had created a 
wholly unexpected and captivating wave of russet and gold 
stripes as it moved through the galleries of the wood. 

Still, to replace only one of the four sections of the skirt 
veneer would rob the piece of necessary symmetry. The 
aesthetic solution to this dilemma, though, didn’t take long to 
become apparent. As soon as I was able to let go of my original, 
default intention, I could see that by book matching two 
pieces of this ambrosia maple around one of the center legs, 
the stain became a waving banner over an exaggerated flame 
of curly maple. The material shortfall became an opportunity 
to better realize what originally had only seemed to be my 
intention. First and foremost, what I had really wanted was to 
work in consort with whatever the wood could lead me into.

In a similar way, a commissioned piece had left me with 

a limited amount of wenge. I had hoped a small end table 
would make the best use of the remaining wood, and even 
offer a challenge to bend wenge which is not known for its 
pliability. I used 4/4 stock for the top and from that stock I 
cut veneer for the skirt. But I had no 8/4 wenge for the carved 

legs. Gluing up two pieces of 4/4 stock might seem reasonable, 
but it’s risky. If glue lines creep or open and expose the joint, 
the work looks less intentional and its aesthetic qualities are 
diminished. 

What to do? Still determined to use that wood for the legs, 
I then hit on the idea that I could at least avoid the carelessly 
unintentional line the glue joint would suggest by inserting 
a lighter colored wood (curly maple), which would at least 
create a visual diversion from the glue joint of the leg.

I cut eight 4/4 leg blanks of wenge, and to each of four of 
them I glued a 3/8˝ piece of curly maple. I tapered the maple, 
cutting right into the wenge, and then glued on another 4/4 
wenge blank to each assembly. This became my rough blanks 
from which to cut and carve each leg. 

Again, my original, presumed intention seemed to have 
been otherwise. Now, in effect the glued-up leg captured 
more closely what I really had wanted, and more than I had 

Curly maple oval coffee table detail,  
ambrosia maple skirt, zebrawood legs

Drawing 1: Creating the leg blank for the wenge end table—
Wenge-maple-wenge glue-up
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counted on. Not only did the glue-up become an aesthetic 
moot point, but the two pieces of wenge now flowed into one. 
The contrasting curly maple tapering down the length of the 
leg and disappearing, reflected back the taper of the leg itself. 
My realization of the design was an exercise in making the 
difficult look easy. Once again, overcoming a shortfall might 
as well have been my even better intention.

I am fascinated by figured wood, the more figure the better. 
I love the story it tells about the world and about the tree it 
was. In one more instance in the manner of James Krenov, an 
important early influence, I had been staring at a compelling 
piece of zebrawood standing for a long time in the corner of 
the shop waiting for it to reveal itself.

And again I began to see a particular demilune table in 
it. There was almost enough width to meet my needs, but 
it was nearly an inch shy of the 12˝ depth I needed for the 
table top. A glue line in the center would be too obvious, and 
would waste the extraordinary figure. And a 1˝ strip glued to 

the rear edge would look exactly like that, a piece added to 
compensate for a shortfall.

Those were the first, most apparent solutions that came 
to mind, and either would at least have given me a salable, if 
lesser, piece. And I could have justified either one as being 
expedient. But either one would also call attention to the 
furniture maker rather than to the wood, announcing a lack 
of care, or an unwillingness to go the necessary distance. 

You could say I let myself be pressed by that thought to 
envision more than I had originally seen. And with that, it 
wasn’t long before I “landed in the groove” of a new realization 
where I could see how instead of adding a visual line that 
would announce a lack of intention, by coving a separate strip 
of the zebrawood and gluing it perpendicular to the top’s rear 
edge, I could create a smoothly curved up backsplash, integral 
to both the form and function of the piece.

The backsplash is not a new furniture innovation, but 
in this case it became a new design feature, continuing the 
flow of the table’s line and, along the way, avoiding the shrill 
limitations of the shortfall, featuring it instead in its own 
utility. 

You can plan everything out, right through the last coat of 
wax. But will what you get budge beyond the predictable? Or 
will it bear the mark of a live process? The mistake, or shortfall, 
or inspiration that comes late to the table can bring a new 
perspective to the thing that makes your original intention 
into something even more intentional.

In each of the above cases, I thought my intention was to 
make a table, but my real intention had always been to let the 
innate beauty of the wood manifest itself. A big part of my job, 
as I see it, is to facilitate that and get out of the way. 

Wenge end table with curly maple inserts

Drawing 2: Creating the backsplash for the zebrawood table
photo by Bill Truslow

Jeff Lind—jefflind.com
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Charleston Chest with fourteen drawers

My furniture usually includes a drawer or two, often just 
because I enjoy them so much. A design I have been 

distilling for awhile works in nearly every situation. It’s strong, 
light, elegant and efficient to build whether making one or 
many. That’s why I call it the essential drawer.

A smooth fitting drawer that stays that way starts with 
a well engineered and built drawer pocket. It needs to be 
rigid enough not to rack and change shape with stresses on 
the piece. This could be a heavy drawer sagging down a rail 
onto the drawer below, or a table sitting on an uneven floor 
twisting the pocket just a little. This isn’t to say overbuild the 
parts, but think of ways to add strength and rigidity by good 
joints, case or tabletops that add strength, and stiff case backs.

Several parts built into the pocket support and control 
a drawer. Under each drawer side sits a hardwood runner 

spanning front to back, wide enough to give the side full 
support, and stiff enough not to sag. A guide along each side 
above the runner guides the drawer in and out. It might be 
as thin as 1/8˝ and just an inch high, but I always design for 
a guide if I can, perfectly flush with the inside edge of the 
pocket. The guide and runner can be attached to strengthen 
one another. Above each drawer side is a kicker that prevents 
the drawer from dropping down much when it is pulled out. 

In a case of drawers the runner for the drawer above 
becomes the kicker for the drawer below. It’s between the 
runner and kicker that the drawer is controlled vertically, so 
there needs to be some clearance between them, 3/16˝ minimum 
for a big drawer, to much less for a small one. I try not to use 
the underside of a tabletop or chest top as a kicker—it could 
warp or otherwise cause problems. Better and stronger is to 

The Essential Drawer
Shop Shavings

by Garrett Hack

photo by Bill Truslow
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Hall chest, small rosewood runners support 
the drawers, no drawer rails.

Small rosewood runners/kickers in position. 
They also serve as stops for the drawers.

Runners, guides, kickers in place, including a kicker at the very top.

include a small rail across the top of the drawer pocket and fit 
a kicker to join into it.

Solid wood case sides can guide a drawer, but you risk 
the same warping potential where even a tiny bit can pinch 
the drawer. More than likely the grain of the case side runs 
vertically, so the drawer is running across its grain, never as 
good as a polished long grain guide. Guides can work for you 
to correct a case slightly out of square or where the pocket 
gets narrower towards the back, or front. The guides can be 
tapered so the pocket is perfect. And to some extent they 
establish the fit of the drawer, so they can be planed just a 
little to allow more clearance side-to-side.

Another challenge with solid case sides is how to attach 
the runners so the side can shrink seasonally. The simplest 
solution is a drawer rail at the front (often called a drawer 

“blade”), and a parallel one at the back (helping to stiffen and 
attach the back) with the runner spanning between them. The 
runner tenon glues into the front blade but not at the rear, 
and there is plenty of space for the back tenon to piston in 
and out of the rear blade, as the case side shrinks or swells.

I find side hung drawers problematic. The groove for the 
runner into a thin drawer side weakens it. And when the 
drawer is pulled way out, there is a lot of stress on the runner 
and groove. Same for top hung drawers, with a runner screwed 
to the top of the drawer. An alternative for small stacked 
drawers with no blades is to cut narrow grooves (1/8˝) into 
the case (stopped tablesaw cuts) and glue in thin rosewood or 
other hardwood slips that act as runner and kicker. They also 
can be used to stop the drawer.

Drawer sides and backs can be made from any fine grained 
hardwood, quartersawn being best to reduce season changes 
in width. Fronts can be made with any wood, but they too 
look best in something with linear quartersawn grain. I make 
large drawers with 5/8˝ thick fronts, sides at most 1/2˝ and backs 
similar or slightly thicker.

Fit the Front First 
I don’t start building any drawers until a piece is completely 

assembled—top on, case back in place, moldings on, shelves 
in. They all stiffen the piece and solidify its shape. Fitting the 
drawer front to the pocket is the first step. I take a lot of care 
with this so as to not undersize it. It might be one of a set and 
hard to find a replacement with the same grain or color.

I plane the bottom edge of the front first, square with the 
face and fit to the bottom rail it sits on—hopefully not, but 
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Nicely beveled bottom attached to the back 
and extending beyond it.

With the drawer nearly all the way pulled out, it is 
still supported in the opening.

The front is higher than the sides, the sides higher than the back.

that rail could be sagged or bowed up. I mark this edge with 
a red crayon dash to keep track of it throughout the building 
process. Next I plane the top edge, just enough so the drawer 
front can slip into the pocket, but is still long. This edge will 
be adjusted after the drawer is built to allow for some seasonal 
movement.

Planing one end is next so that it fits the end of the drawer 
pocket exactly and is square to the face. The other end is 
last—fit to this side exactly, square to the face, so the front is 
just snug with little to no sideways slop. Side-to-side clearance 
happens later when I polish off the dovetails. Even in a big 
drawer surprisingly little clearance is needed. 

Dovetails
The strongest and most attractive joint to join the sides 

and front is a traditional half blind dovetail. A clean joint 
starts with polishing the inside faces of the sides and front. 
As I plane I make sure they are flat and a consistent thickness. 
The end of the front and end of the side should be straight and 
square with their faces. These are important reference surfaces 
for laying out the joint.

Don’t assume the end of the sides are square to their 
bottom edge. The runners could be sloped downwards or 
upwards slightly, enough so that square ends on the sides tips 
the front out of alignment with its opening. You can correct 
a small misalignment by planing the front later, but it might 
be noticeable. Better is to slip the overly long sides into place, 
place the edge of a ruler against the top and bottom of the 
pocket, and cut the ends of the sides to this angle. I mark the 
bottom edge of the sides with a red dash and the outside of the 
side with “out.” If your sides have any bow down their length, 
orient the bow into the drawer so the bottom can straighten 
them. Bowed outwards they will always cause problems.

I dimension the width of the sides a small amount less than 
the height of the front, just under 1/8˝ for a big drawer, and 
less than half of that for a small one. This allows a bit more 
clearance under the kicker, and when I do the final adjusting 
of the top edge of the front, I can plane it without fear of 
running into the sides. And remember the 1/8˝ thick hardwood 
slips I described for small drawers, they can fit quite nicely 
into this space, with the back of the front stopping against 
their ends.

The red crayon marks on the bottom of the front and 
sides and their smooth inside faces help me keep track of 
orientation when laying out and cutting the dovetails. It’s way 

Garrett Hack—garretthack.com
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Planing board extending over the edge of the bench 
supports the drawer box fully fit a final smoothing. 

too easy to cut dovetails backwards so to speak, or misaligned 
in some way. When it comes time to cut the grooves for the 
bottom, I rely on them again.

 At this point the sides are long so I can recut the dovetails 
if a set is not perfect, which happens. When I do cut them to 
length I always check twice because I don’t want to end up 
with a glued drawer too deep for the pocket. I cut them a bit 
shy to allow for a leather stop for the drawer.

So cut away. 

Groove for the Bottom
My drawer bottoms are always solid wood and quartersawn 

to reduce wood movement. Clear basswood, white pine, 
spruce or red cedar are strong and attractive choices. The 
grain should almost always run across the drawer, except for 
very narrow drawers that are long, where I have run it front 
to back.

I plow a fine groove, 1/16˝ to 1/8˝ wide as deep as 40% of the 
thickness of the sides, a little deeper into the front, and then 
bevel the underside of the drawer bottom to fit. The bottom 
should be at least 1/16˝ above the bottom of the drawer box—
much more for a big or heavy drawer (to allow for sagging). 
This design gets the groove well above the bottom of the sides 
and is very strong.

When cutting the grooves those red crayon marks on the 
underside of front and sides keep me from making mistakes 
that are easily done at this stage. Before doing any cuts I make 
sure every side and front shows a red dash on the edge towards 
the fence and is inside down. I make an extra run of groove on 
a scrap piece for sizing the bottom bevels.

Sliding Dovetails at the Rear
What sets my drawer making apart from tradition is that I 

use a sliding dovetail to join back and sides. A sliding dovetail 
is very strong, efficient to set up and cut again and again for 
multiple drawers, is self-squaring, and needs no clamping. 
Even with drawers of varying side thicknesses I can use the 
same setup, as long as the backs are a consistent thickness. To 
be strong the joint needs to be pushed forward into the drawer 
box at least 5/8˝, or a little less for a small drawer. But this is 
another advantage in that when you slide the drawer out and 
can see the back, there is still some of the drawer in the pocket 
supporting it. I’m convinced an 18th cabinetmaker would 
have used this joint if he could have cut it as easily as we can.

In keeping with my sides slightly below the front, the back 
is down a small amount as well. I slip it in from below, so the 
joint is blind and I can polish all of its surfaces beforehand. 
One thing to be careful of is to cut the length of the back so 
the drawer box is very slightly narrower here than at the front. 
This gives a small amount of additional side-to-side clearance.

I cut the dovetailed groove with a simple jig that clamps 
the side and has a right angle fence to guide the router against. 
It’s a stopped cut, cut in from the bottom edge. The male pins 
I cut on a router table with a few trials until I get a good fit 
that will just slide in about halfway without a struggle. 

Glueup
The front dovetails go together first, with less glue than 

you might think, but on both parts of the joint. I use a little 
stick with a flattened tip like a small spatula. I drive one side 
onto the front, hitting against a pine block that protects and 
backs up the wood of the dovetails, check that the joint is 
perfectly square, then drive on the other side. I then turn the 
drawer over, put a small amount of glue in the dovetail slot, a 
small amount on the pin, and slide the back into position. I 
make sure the bottom edge of the back is just flush with the 
top of the bottom groove. Misalignment can rack the box.

Right away I like to slide the drawer into its pocket to 
make sure it fits the actual shape of the pocket. If I need to, I 
will tweak it a little by diagonal pressure across the drawer. If I 
need to clamp any of the joints I do it now, being careful not 
to change the shape of the drawer box.

When the glue has set, I plane off the front dovetails and 
polish the sides. If I was really smart in my layout the grain 
direction of each side is towards the back so I can plane the 
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Duet, small drawers supported on rosewood runners.

dovetails into the front without fear of any tearout. If not, 
a fine chamfer on the edge of the front and a very light cut 
will be effective cutting towards the front. A couple of light 
shavings is all it usually takes. The bigger challenge is how to 
hold the box firmly while planing, for which I make a “diving 
board” hanging off the front of my bench.

I cut the bottom next and bevel the front and side edges 
using the scrap groove cut earlier to fine tune the bevel. I shoot 
for a snug fit side-to-side (this adds a lot of rigidity to the 
box), but where the bottom slides in with gentle force. I have 
used the bottom to “square” a drawer, but try not to have this 
issue. I always secure the bottom with a single screw in the 
middle of the back of a small drawer and up to three on large 

wide drawers. I keep them well away from the sides—no slots. 
Many times I have observed the back flex slightly outwards 
during the summer when the bottom swells, and relax during 
the winter.

With the back in and secured, I do a final fit of the 
drawer—plane off the red marks on the bottom of the box, 
all edges flush here, and the top edge of the front to allow for 
some seasonal movement. I also bevel all edges inside and out 
so they feel good, and especially the back bottom edge of the 
front so that the drawer moves sweetly against its bottom rail. 

If I use any finish it’s always shellac, which retains a sweet 
smell. But I have found that cleanly planed surfaces attract or 
hold far less “dirt” than ones sanded or scraped. 

photo by Bill Truslow
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Zimmer Table
by David Lamb

photo by Morgan Karanasios

A major challenge was to make a 17th century 

table design look and feel 17th century.

28 Spring 2018—Issue No. 27

David Lamb—davidlambfurniture.com
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The benefits of a classical training are many. And combined 
with all the contemporary information out there on 

technical aspects like double taper laminations, vacuum 
veneering, loose tenon joinery and developing your own 
personal design aesthetic, the chances for a successful business 
model just increased 100%.

I am a strong believer in being able to diversify, to be 
able to offer your skills on more than one platform. To be 
flexible in what you do and to still maintain the highest level 
of craftsmanship and aesthetic integrity. With that in mind, 
there is almost no reason a well prepared craftsman/shop 
should be short on work.

The opportunity to do an extra-ordinary table came to me 
through my website a few years ago. This new client had a 
collection of 17th century European furniture, yet there was 
a void to fill—an empty foyer was crying for a center table. 
Off to the side in this space was an elaborate, formal, carved, 
marble top pier table.

The question posed to me was, “Can you make a round 
center table to match?” 

“Sure” was my response.
Capturing the essence and using the existing details sounds 

easy enough and rather straight forward. What could be so 
hard about that? All the information is right there—right? 
True, to an extent but…

The biggest challenge in transforming the design of a tall 
rectangular four legged table into a six legged shorter circular 
table is trying to maintain a proportional relationship between 
the two. There is a vast difference in form, size and function 
that meant many challenges ahead for my pencil and drawing 
tools. My calculator was working overtime.

The other primary aspect of this job was that a 17th century 
table design needs to look and feel 17th century. Time included. 

Anything less (allowing it to look brand new) would feel 
out of place and look kind-of close but not close enough 
like something was missing. To accomplish this I teamed up 
with my friend and frequent collaborator, R. Mark Adams 
from Lempster, NH to create 400 years of time and effect. 
And no, its not as simple as beating with a chain, dragging it 
behind your pick-up or throwing it in the compost pile. This 
artistic aspect is very thoughtful and creative in all of its facets. 
Things need to make sense and tell a story that is logical to the 
eye and relates to its surroundings.

To accomplish the task of making a table that meets all 
these demands, it needed to be made completely by hand, 
at least the exposed surfaces. So thorough documentation 
of the old pier table was a good guide. The following series 
of photographs shows some of the steps taken to make a 
successful table. 

Our new table is looking pretty sweet. Old, a little dingy but not crumbling. The finish work was done to be very substantial.

photo by Morgan Karanasios
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Apron

Old Work

A clay model was made. Then after a very careful layout of 
all the design elements a prototype apron part was made. 
Piercing was done with a hand drill and coping saw to 
remove waste and traditional carving tools for shaping.

Notice the way the gesso work draped and in some cases almost obliterates the 
carved detail. Gesso is a very light plaster that is painted on the carving in many 
thin layers. This is then filed or re-carved to maintain the detail. All of this work was 
done by Mark Adams.

Applying the beading to the 
apron. The beading piece 
was continuous between 

legs and was kerfed to allow 
for the bend. Each bead was 

carved individually.
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Legs

Leg flowers were first turned on the lathe faceplate then 
carved and split off ready to be applied to the leg square. 

Again white birch. A joy to carve.

Panel

The panel composition for the opposing bird panels on the apron 
were made as a single piece with the birds to be applied. This panel 
was made as a curved piece to fit the radius of the apron.
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The goal of the finish process was to replicate to a large 
extent the paint scheme on the original table. The 

surfaces appeared soiled and distressed—they were genuine 
and not “antiqued.” In some areas the paint had been chipped 
revealing the wood substrate. The client wanted the new table 
to have a similar appearance and therefore the finish materials, 
sequence and methodology had to be carefully selected.

Upon examining the antique table’s finish surfaces it was 
evident that it had originally been gessoed at least once in its 
history. It was also evident that subsequent coats of paint and 
gesso were alternated leaving the carving with the appearance 
of the paint being draped leaving no evidence of tool marks. 
This is typical of gessoed surfaces. 

Historically gesso was used as a ground prior to painting 
on a range of objects from paintings to frames and on occasion, 
furniture. It is traditionally a ground for water gilding as well. 
It has a chalky appearance but is quite hard. The advantages 
of traditional gesso are that by multiple applications, it can 
build quite rapidly, is stable, can be carved and detailed, and 
is repairable. We chose to use gesso also. 

For our finishing sequence we first raised the grain of the 
surfaces that would be gessoed, then lightly sanded. Over that, 
a size of rabbit skin glue was applied as a primer for the gesso 
which was also lightly sanded.

The gesso formula that we used is custom made in the 
studio and comprised of rabbit skin glue and bologna chalk. 
It is applied hot and in multiple coats in a fairly short period 
of time—approximately 12-15 coats were applied. Following 
that process the surfaces were sanded and detailed.

Finally a last application of gesso was applied to finalize 
the draped appearance of the original. It was then ready for 
the paint coats. 

An excellent tutorial on the history and uses for gesso can be found at woodweb.com/knowledge_base/A_Little_about_Gesso.html [ed.]

Gesso
by Mark Adams

At Mark Adams’ shop early in the gesso work. At this point it needs to be 
understood that the work is not about the wood or beauty thereof, but rather 
the form and the best way to prepare and present the vision for presentation.

This is early in the process too. Gesso but then a few coats of paint and testing gilt work.
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A smooth surface! That’s what is needed before any wood 
finish is applied. And the lathe is a perfect tool for 

getting turned objects smooth. 

turninG—Experienced turners know that using a sharp lathe 
chisel and cutting technique will leave a much smoother 
surface than scraping. An exception to this is to use a very 
sharp scraper with a carefully shaped burr on the edge. Face 
grain, side grain and end grain will be a factor in deciding 
which technique will produce the smoothest surface. 

Sanding—Some turned objects such as treenware look best 
when skillfully turned tool marks are evident, but many other 
turnings need to be refined by sanding and burnishing. Old 
time turners used garnet paper for a combination of sanding 
and burnishing. As the grit wore down, the wood fibers would 
get compressed rather than abraded away. The drawback to 
garnet paper, and why it’s not used much today, is its rapid 
deterioration. It is still worth trying, especially on soft woods. 

Aluminum oxide and ceramic papers are more often used 
today for their clean cutting ability and durability. Cloth 
backing helps the abrasive last longer compared to paper 
backing, but paper will fold to a sharper crease for use on 
detail work. 

The rotation of the lathe can be assisted by an alternate 
rotation of sanding pads mounted in a drill. This helps to 
shear the fibers in a way that sanding with single direction 
rotation will not. When spindle turning, another technique 
is to reverse the lathe rotation or flip the piece end for end to 
sand/shear in the opposite direction. Faceplate and bowl can 
be done with the same reverse rotation technique, but the 
chuck must be carefully secured to insure that the piece does 
not eject from the lathe by reverse force. 

When sanding intricate shapes, a flap sander mounted in 
a drill works well. 

Burnishing—Following sanding, and before finishing, one 
of my favorite techniques is burnishing. Cattail rush stalks 
can be bunched together and pressed to the turning for a 
burnished effect. The wood fibers become slightly glazed 
rather than abraded and a low luster sheen (sometimes called 
a ‘dry sheen’) is achieved. Other simple tools like scraps of 
wood and smooth steel pressed to the turning give their own 
unique burnish (Photo 1).

Water burnishing also gives a polished, low luster effect. 
First apply water generously to the piece while it is turning 
slowly. Up the speed, and press a cotton cloth (bed sheet type) 
firmly to the piece until the water evaporates. Plain water will 
dull the natural color of the wood so you may want to make a 
weak water dye stain to retain the wood color. 

Finishing Options—Turned objects benefit from finishes that 
have natural as opposed to synthetic ingredients (such as 
polyurethane). The burnishing technique develops moderate 
heat that will help blend the finish film. Synthetics, because 
of the plastic component, will not have the same blending 

Photo 1—Burnishing with cattail stalks. Note: Powermatic lathe 
was purchased for the Mascoma High School woodshop with a 

generous donation from the Guild of New Hampshire Woodworkers.

Finishing
at the Lathe 

by Gary Wood
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effect. In some instances where a waterproof sealer is needed, 
a synthetic finish can be put down as a first coat and then 
enhanced with natural oil or wax. 

Shellac is a traditional sealer. Although it is not waterproof, 
it provides a good film-forming layer (or layers) for an 
attractive sheen. When dry, it can be burnished by pressing 
a cotton or linen cloth to the rotating piece. Use a practice 
spindle or bowl to get a feel for how much generated heat is 
enough but not so much as to melt the finish. Friction polish 
comes in a variety of formulas, but typically has wax dissolved 
in shellac to provide lubrication to the spinning bowl or 
spindle. Mylands makes a good quality shellac based friction 
polish that is user-friendly.

Wax itself can be a quick way of polishing to a very 
attractive sheen. It can follow a sealer coat of shellac or it can 
be used on its own in one or more coats. Paste waxes come 
in a variety of colors as well as clear, and are worth trying 
for their decorative effect. Fiddes Supreme Wax is a very fast 
drying wax, making it ideal for work at the lathe (I am, for 
disclosure, a distributer for Fiddes). Hard wax sticks are made 
specifically for polishing at the lathe. They soften just enough 
to leave a thin film that can be buffed immediately. Hut Wax 
Bar is a popular brand. In my shop, I grind carnauba wax to 

a fine powder and put it in a cotton cloth pad that has just 
enough open weave to let the powder filter through. Pressing 
it firmly to the rotating turning will leave the thinnest coat 
of this very durable wax. The carnauba pad is also handy for 
lubricating your tool rest (Photo 2).

Oils are used for protection and a satin sheen. Drying oils 
such as Tung, walnut and linseed (flaxseed) can be applied 
liberally and left for a period of time before wiping off the 
excess. If you have time and patience, consider repeated 
wiping or immersion of food contact items with a food 
grade walnut or linseed oil and let the piece sit for 3-4 weeks 
before remounting and burnishing with a cloth. Oils never 
completely harden like a varnish or shellac, but a long curing 
time is beneficial. Food grade oil is available at grocery 
and health food stores, but a processed food safe, oil such 
as Mahoney’s Walnut Oil may have better drying ability 
(Photo 3).

A combination of oil and shellac is sometimes used. 
Similar to a friction polish, a typical solution would be six 
parts shellac to one part boiled linseed oil. 

Here are a few other formulas that have worked for me… 

Mixing Shellac—Grind or pulverize 2 ounces of shellac flakes 
to a sand-like consistency. A small electric coffee grinder is 
a good tool. Add the ground shellac to 8 ounces of solvent 
alcohol for a 2 pound cut. Shake or stir until dissolved. A 
drill press with a rotary paint mixer makes a good mixing 

Photo 3—Oscar Michetti, Mascoma High School student, with 
turned mug soaked in oil and left to dry for several weeks.

Photo 2—Applying colored wax to a turned vessel.

Gary Wood—garyrwood.com
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machine. Let stand overnight before shaking again. Filter 
through cheesecloth. Keep in a cool place or refrigerate for 
prolonged shelf life.
 

Shellac Friction polish—Dissolve 0.5 ounce beeswax in 5.5 
ounces citrus solvent (d-limonene). Do not heat. The beeswax 
will cold cut in the solvent overnight. Add 0.5 ounce of the 
citrus/beeswax mixture to 4 ounces of 2 pound cut shellac. 
Shake well. The wax will provide a little more open time and 
lubrication to the finish when the piece is spinning on the 
lathe. 

Chemical Stain—Add 1 teaspoon of trisodium phosphate 
(TSP) to 4 ounces hot (not boiling) water. Allow it to cool. 
Wipe on a generous amount to any wood that contains tannin 
such as walnut, mahogany, cherry or oak. Dry overnight. 
Wash with fresh water to remove any residual TSP. Let dry 
and sand to smooth the grain-raised surface. This stain 
generally darkens the raw wood, but experiment to see the 
different effects. I often use TSP on walnut as a base color 
before ebonizing with traditional dye stains. 

Imitation Ivory—There are plastics that can be turned and they 
make good-looking ivory substitutes. I prefer to turn holly, a 
very white wood and one that is reasonably hard. It works 
especially well when spindle turned, revealing the end grain. 
After turning and sanding to 320 or higher grit, wet the wood 

with clear water while it is spinning on the lathe. Immediately 
follow by pressing tight weave cotton cloth to the spinning 
piece. The drying and burnishing action will produce a soft 
sheen. Follow this with a coat of dewaxed blonde shellac, let 
dry, and burnish with a dry cotton cloth or burlap. It will 
have a slightly aged look. For a more antique look, try the 
same procedure using boxwood.   

Food Contact Polish—Add 1/4 teaspoon lecithin granules to 
1 ounce of food grade walnut oil—Mahoney brand works 
well. Dissolve the granules in oil over a low heat. Let stand 
to cool. Add 2 ounces of water and shake well. The resulting 
emulsion will be less greasy than pure walnut oil. Store in a 
cool place or refrigerate. You must be the judge of shelf life. I 
favor a new batch after about four months. 

Tools of the Trade—Sanding sheets, disks and flap sanders 
are available from several mail order suppliers including 
Woodcraft, Klingspor, and Woodworkers Supply. Klingspor 
still carries garnet paper. Burlap is a good burnisher after 
sanding and between coats of finish. Fabric store burlap is 
probably better than an old grain sack. White, tight weave 
cotton from a fabric store is my choice for water burnishing. 
Medium to heavy weight linen is a very good burnisher for 
wax and friction polish. Look for old linen (tablecloths or 
napkins) at yard sales. Cattail stalk is available in a marshland 
near you (Photo 4). 

Photo 4—Tools of the trade. Left to right: burlap, 3˝ serrated edge disk sander, 4˝ flap sander, carnauba wax pounce pad, dried cattail stalks.
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When I’m carving a ball and claw foot, I use a gauge 
that includes all the info needed to carve the foot. 

The information is transferred to the gauge from an original 
or from a prototype that I’m satisfied with.

Most feet I carve are from 3˝ stock, so the foot will live 
inside this 3˝ cube. Initially, two circles are scribed on the 
bottom of the foot, one is the diameter at the equator of the 
ball and the other is the footprint where the ball meets the 
floor (Photo 1).

Usually I just write these dimensions on the gauge. I will 
then scribe diagonals across the bottom of the foot to locate 
the nails. For demonstration purposes in this article, I’m using 
a roughed out Massachusetts type foot of mahogany.

The first dimension I rough out is the maximum diagonal 
from opposite claws. On the gauge this is the larger of the 
two cutouts. When this is snug across the claws the maximum 
width has been reached (Photo 2).

Next, the gauge is used to locate the apex of each knuckle, 
the first being the lowest. One side of the gauge has the front 
knuckles and on the other side are the sides. Sometimes these 
will be the same (Photo 3). When carving, this is my second 
step—to bridge these points with cuts that define the profiles 
of the knuckles. I eyeball these angles until they look identical 
from side-to-side.

Next, the gauge is used to measure the diameter of the 
ball at the equator. I measure the equator from a note on the 
gauge that gives me this height off the floor (Photo 4). Once 
the gauge fits across the equator I’ll use a large gouge to shape 
the ball both above and below the equator. The gauge has 
a note on it that is the ball height. Note the triangle in the 
previous photo for one of the ball heights. Depending on the 
style of foot this will be either where the ball meets the web 
or the maximum height of the ball before it passes under the 
claws, as in a Newport foot.

How to

by Al Breed

Measure a 
Ball & Claw Foot
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Once the ball has been shaped and the claws rounded over, 
I’ll model the nails. Usually I will eyeball these as they are all 
the same height off the floor just below the first knuckle. Rear 
claws usually have only the first knuckle and then smoothly 
merge with the back of the ankle, so the only measurement 
I use from the gauge is the first knuckle location. Sometimes 
I cut a mouse hole on the gauge somewhere to indicate the 
width and height of the knuckles off the ball. But I rarely use 
it because these dimensions are created by the gouge that I use 
to shape the claws, almost always an 8-13. Lastly, I’ll measure 
the ankle thickness with a cutout for that dimension (Photo 5).

The great advantage to measuring a foot and carving a foot 
with this tool is that all the info can be on the gauge with 
no need for reading tape measures and juggling several pairs 
of calipers. Sometimes I’ll even write the tools used to carve 
the foot on the gauge so that all of the information lives in 
one spot. I make the gauges out of either 1/8˝ or 1/4˝ plywood. 
Solid stock tends to break too easily, and the thin ply is easy 
to shape. Once you try this method, I’m pretty sure you’ll be 
hooked! 

1 2

4

3

5

Al Breed—allanbreed.com
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Though the years I have tried dozens of techniques, tools 
and jigs to get the perfect jointed edge on a piece of 

veneer. Veneer saws and jointer, tablesaw and router jig, hand 
shooting the edge with a plane, the list goes on. Invariably 
each method required multiple steps or set-ups and would 
often result in a less than perfect edge on tricky or fragile 
veneers. What I needed was a single jig that could handle both 
the rough sizing of veneer pieces and straighten the edge to 
get it ready for a perfect joint. 

I decided that my jig would utilize the speed and efficiency 
of the tablesaw to rough cut veneer packets to size, and then 
the jointer to provide my final edge. From a design standpoint, 
the jig needed to be flexible enough to handle both long 
and short pieces, and also veneers of various widths, while 
overcoming the perennial problem of how to get clamping 
pressure in the right spots.

After some sketching, pondering and several prototypes, I 
landed on a design that uses two mating Baltic birch boards 
to clamp the veneer packets in place and to support the 
fragile edges. The top board is held in place with a system of 
T-slots and shop-made clamps that provide pressure where it’s 
needed. Because the edges are completely protected by the jig, 

it works perfectly for all types of veneer. The whole system 
can quickly be adapted to various sizes of work, and the best 
part is you can rough cut a large pack of veneers to size on the 
tablesaw and then run them over the jointer with no need to 
reset anything. Efficiency and great results—my favorite!

The heart of my jig utilizes two pieces of 3/4˝ Baltic birch 
plywood. Other types of plywood can be used, but I really 
like Baltic for jig making because it’s tough enough to 
withstand years of abuse, it holds a screw well and it’s multiple 
ply construction makes it stable and helps to keep it flat—all 
pluses when it comes to jigs. 

The nice thing about my design, is that it can easily be 
adapted to suit the type of veneer work that you do. If you are 
only veneering small boxes, keep it small. But if you routinely 
veneer large panels, it could easily be made eight feet long. For 
general purpose work and versatility, I chose to make mine 60˝ 
long and 16˝ wide. Two runs of T-slots allow me to work with 
both narrow and wide veneers. The top piece of plywood only 
needs to be wide enough to keep the veneer in place. I made 
it 6˝ wide for my jig.

Veneer Jig
by Owain Harris
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Once you have the two parts cut to size, the next step is to 
create the T-slots that the hold-down clamps will travel in. I 
have built a lot of jigs that utilize a 3/4˝ wide aluminum T-track 
and they could certainly be used here. The problem I found 
with them in this application is that by the time you have cut 
a dado in the plywood deep enough to accept the track, there 
is only about 1/4˝ of material left for a screw. 

In my first version of this jig, I found I was pulling the 
track out of the jig when tightening the clamp because the 
screws were not long enough. Instead, for version #2, I used 
a slot cutting router bit to create integrated T-tracks. The 
bit I used cuts a 3/8˝ slot with a 1/4˝ channel. To use the bit, 
first layout the locations of your slots. I put one at 7˝—just 
beyond the width of the top piece—and a second one at 14˝ 
to accommodate wider veneer. Before running the plywood 
across the router table, I set up the tablesaw to remove some 
of the material in the slot first. This takes some of the strain 
off of the bit and results in a smoother cut. 

Because the I was using 5/16˝ T-bolts, I made a second 
pass with the router to widen the groove slightly. This whole 
operation could also be done with a handheld router and 
an edge guide, rather than on the router table. I would still 
remove some of the waste with the tablesaw first though.

My jig is designed to be run directly over the jointer to get 
a smooth edge on the veneer, but the glue in plywood can 
quickly do a number on sharp knives. I opted to add 11/2˝ 
of poplar to the leading edge of both jigs parts. I milled the 
poplar 1/32˝ thicker than the Baltic birch and used my Domino 
machine to ensure accurate alignment. If you don’t yet have a 
Domino in the shop, a biscuit jointer would also work. When 
you are cutting the Domino or biscuit slots in the plywood, 
make sure to register the machine to the outside of the pieces. 
This will result in the additional 1/32˝ in thickness to end up 
on the inside of the jig, which will provide a clamping surface 
that is slightly proud of the face of the plywood. This will 
help in achieving a tight grip at the edge of the jig, helping to 
protect delicate veneer.

To be able to accurately cut veneer to size, the two mating 
parts need to fit together so that the leading edges line up. 
This could be done each time with just a square and then 
clamped, but for efficiency, I chose to add a 3/8˝ dowel to each 

The shop made clamp.

Side view of the shop-made long arm clamp.

Use a 1/2˝ T-slot router bit to cut the track for the clamping fixtures.

end that is glued into the bottom piece. It fits into a matching 
hole in the top piece, registering it in place. 

To drill the holes, clamp the two pieces together and cut 
through the top layer and about half of the bottom using a 3/8˝ 
forstner bit in the drill press, then glue the dowel into the 
bottom piece. A quick sanding and coat of wax will ensure 
that the dowel slides cleanly into the mating hole in the top 
part of the jig. Once you have the jig together, a light pass 

Owain Harris—harriscabinetmaker.com
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on the jointer will insure that the two edges line up and are 
square to the bottom of the jig.

The most critical component to the jig are the hold-downs 

that keep pressure applied to the leading edge of the plywood. 
I used 3/4˝ thick maple and 11/2˝ wide. A 3/8˝ slot cut into the 
center of the piece about 8˝ long allows for adjustability in 
the distance to the edge so that one set of clamps can function 
in both T-slot locations. In order to get maximum clamping 
pressure at the edge, I glued a half round piece of 3/4˝ dowel to 
the end of the hold-down. The clamps work in conjunction 
with a block that has a 3/8˝ hole drilled through it to allow for 
a 5/16˝ T-bolt. A threaded knob completes the kit and holds 
the clamp in place. 

Using the jig is quite simple. Once your veneer pieces are 
laid out and labeled, and you have decided where they need to 
be cut, package them together in order and tightly tape both 
ends of the packet with blue masking tape. 

Start by marking the side from which you will be removing 
the least amount of material and place the packet on the 
bottom part of the jig with that edge facing out. 

Now drop the top piece of the jig onto the registering 
dowels and line up your marks with the edge. Tighten the 
clamps close to either end of the veneer packet and you are 
ready to go. 

To set up the tablesaw, adjust the fence so that the jig just 
kisses the blade and raise the height so that it is just over the 
top of the top piece of plywood. Now you can run the jig 
through the tablesaw cutting the first edge to size. Set the 
jointer to take the lightest pass possible and run the jig over 
the knives making sure to keep the jig square to the table. 

On tricky veneers you may find that you need a second pass. 
Just take a look along the edge to see if it’s clean. Unclamp the 
packet and measure from the freshly jointed edge to mark the 
width you need the veneer to finish. Just remember to add a 
small amount to accommodate for the material you will be 
removing with the jointer. 

Re-clamp the veneer packet and run it through the saw 
again. As long as you have set the jointer to take as fine a 
shaving as possible, the fence setting on the saw should still be 
okay to use. Run the jig over the jointer again and you’re done. 

Now they are ready to be taped together. You should 
only be removing between 1/64˝ and 1/128˝ with each pass, but 

Use a 3/8˝ dowel as a registration pin. The dowel is glued into the 
bottom half of the jig and fits through a hole into top half.

Use a 3/8˝ twist bit in a drill press to drill the holes through both 
parts of the jig for the registration pins.

even so you will eventually need to replace the poplar at the 
leading edge of the jig parts. When the time comes, just saw 
off whatever is left of the original edge and replace with fresh 
material. 

I have been using version #2 of this jig for about six 
months now and have found it to be flexible enough to 
handle everything I have needed it to do. I suspect that over 
the next few years I will continue to tweak and improve it and 
hopefully I’ll eventually be ready to show off Version #5 or #6 
in these pages. 
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Next, run the entire jig over the jointer set at the lightest pass pos-
sible to get a perfect jointed edge.

The edges of the veneer packet trimmed and jointed. A perfect Joint!

Veneer packet in the jig, ready to be cut to size. Note the location 
of the clamps at the edge of the jig.

Set the table saw fence so that the blade just touches the leading 
edge of the jig and then run the whole thing through the saw to 

rough trim the veneer packet to size.

A packet of veneer with ends taped, ready to go into the jig.

Using the Veneer Jig
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The request came about a year and a half ago. I could tell 
by the opener—“I’ve got to ask you a question”—that 

something of importance was coming. “Do you want to be 
the executor of the Wood?” the ancient Wizard said. I knew 
that he had been working his magic with the “stuff” since 
the beginning of time and his creations with it were spread 
far and wide. Having only a mere 45 year relationship with 
the material myself, I thought this could be an interesting 
adventure! I had seen the many piles in guarded storage caves 
and other shelters during my time in his kingdom. I even had 
a chance to work with some of the wood he collected referred 
to as “good stuff.”

So he spun his tale and took me on a tour of the vast cache 
dropping hints along the way of what I might find if I dug 
deep in the piles. The woods were knit together forming a 
complex puzzle that at first seemed baffling to unravel. In 
looking back I think it was his way of protecting and caring 
for the material. It wasn’t going to be an easy task to decipher 
and free the wood.

A year went by before I was summoned again and told 
it was time to pass the wood on to others in the land. So 
together we dug in. I started by doing some organizing, 
sorting, piling, re-piling and counting the “BFs” (a unit of 
measure for identifying how much physical space the various 
pieces of “Good Stuff” occupy in the world). I made lists and 
more lists of the wide variety of species. There were some that 
were unknown to even the Wizard himself.

Week after week I kept plowing through, deeper and 
deeper into the vaults. As I climbed and crawled I could 
hear the Wizard in the distance behind me revealing tips and 
giving directions. “Did you find the end of the rosewood piles 
yet?…There is a cardboard box tied with twine. In there you 
will find the rare tulipwood veneer.”

Months went by and still in the background “Did you find 
the end of the Brazilian Rosewood? No! There’s a big wide 
piece of Bubinga somewhere…”

Soon it became time to pass the wood on to others for 
“good projects.” Former students, disciples, junior wizards and 

young folk made pilgrimages to the kingdom and dug into 
the piles themselves in search of good stuff. In the end it was 
usually the “Stuff” that found them.

First went a live edge set of 5/4 English Brown oak, 
quarter sawn. Nice! Next came the guitar makers and violin 
makers looking for a few pieces of Brazilian, East Indian and 
Honduran Rosewood or the darkest of Gabon Ebony. A two 
plank set of 16/4 curly figured cherry was perfect and got 
snatched up. It was painful for me to see that go.

Flitch sets of Sycamore and other species started making 
their way into the backs of pick up trucks and vans while the 
Wizard watched with a smile on his face. Veneer addicts kept 
coming back for more and more. You could tell the pull the 
wood had on people. Decisions were made in split seconds or 
hours and off it went.“Good Stuff!”

There were dark wood folks salivated over—Black Bean, 
Ebony veneer and East Indian Rosewood. Others went for 
Flashy figured Maple or Ceylonese Satinwood. Massive planks 
of Claro Walnut went out the door crushing Toyota pickups 
as they slowly drove away. Teak, Birdseye Maple, Yew, Curly 
Red Birch, Swiss Pearwood, Bubinga, Imbuya, Mahogany, 
Curly American Beech, figured Ash, Butternut and more all 
heading to other shops.

Some came from as faraway as “Philly.” A cheerful bunch 
from a place called “Road Island” came vowing “just to look…
not to buy” but the wood was too convincing and out came 
the checkbooks. Buying wood may take your money but 
those in the land know that it can give back so much more.

The cave beneath the Wizards studio was and still is filled 
with hidden surprises. Legend tells of a box just below the 
stairs that has some mouse activity in it, but if you search 
deeply you will find some really “good stuff.”

The mining operation will resume later this spring with 
a wide array of veneer, planks and exotic shorts available. 
Contact me via email if you want more info or look for 
notifications in future Guild TouchUps under Jere Osgood 
wood collection. 

by Ted Blachly

Good Stuff
a tale of the vast cache found deep in the piles
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Ted Blachly—tedblachly.com

Wide Butternut

Curly maple

Bubinga, Padauk, Rosewood

Flashy Maple veneer set

Mystery wood in Cave #1Yew

Claro Walnut planks crushing Toyota Tacoma

Wide Bubinga setClaro Walnut top finished
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With the cessation of hostilities between the new 
America and England at the Treaty of Ghent in 1814, 

the late phase of the Neoclassical style shifted from Robert 
Adams interpretation to a classical Greco-Roman revival. The 
French style was the first to evolve to the Empire furniture 
style. In the early 1800s Napoleon made himself emperor 
and commissioned architects Francois Fontaine (1762-1853) 
and Charles Percier (1764-1838) to redecorate with the 
imperial grandeur of the Roman empire. “There was nothing 
comfortable or inviting about the French Empire style. Its 
geometry was sharp and severe, and its decoration was stiff 
and imperial.”

Henry Holland (1746-1806) introduced the Empire style 
to England, there known as English Regency, after time spent 
studying in France and the continent. Thomas Hope (1769-
1831) followed with the publication of his measured drawings 
in Household Furniture and Interior Decoration (1807). In 
America the Greco-Roman revival grew as the country’s 
population and wealth increased after the Treaty of Ghent. 
The demand for the new style was tied to a spiritual connection 
to France, for their help during the war, and ancient Greece as 
being the first democracy. However, American cabinetmakers 
only used the aspects of the new style that appealed to their 
customer base. 

Duncan Phyfe created his own neoclassical style, inspired 
by Sheraton, but more graceful, with carved ornamentation 
of waterleaf and reeded legs. At it’s height Phyfe’s shop 
employed over 350 journeymen and apprentices shipping 
all styles of furniture worldwide. A second key cabinetmaker 
to develop the American Empire style was Charles-Honoré 
Lannuier, who immigrated from France to New York and was 
successful in producing French designs for the new world 
market. However, the formality of the style prevented it from 
being popular across all levels of the new American society.

As America grew and to meet the increasing demand for 
products, shops such as Duncan Phfye’s became factories to 
produce lower cost goods being sold through “warerooms,” 
retailers buying for resale, and middlemen buying for far away 
customers and export. 

The great change from craftsmen shops to manufacturing 
was underway. The beginning of the Industrial Revolution 
provided many technological improvements and also saw the 
development of management/labor strife that continues to 
this day.

Period Furniture

by Jim Allen

But What Period?
Part 2



45Guild of  New Hampshire Woodworkers

Three period innovations that contributed to improvement 
in manufacturing and cost were the steam powered circular 
veneer saw, making veneer slices to consistent 0.100˝, the 
steam powered lathe sped turning for mass production, and 
the French Polish finish, replacing a very time consuming four 
coat varnish finish.

By the mid-19th century French furniture design surpassed 
English designs and became the dominate style force. While 
the previous styles enjoyed 20 to 30 years of popularity, the 
Victorian, separated by the initial Gothic and Rococo periods 
and the later Renaissance period, spanned the second half 
of the century. The name coincides with the reign of Queen 
Victoria from 1837 to 1901.

It was during this period that major cultural shifts were 
occurring. Prior to the Industrial Revolution the primary 
basis for wealth centered around a mans land holdings and 
agriculture Architecture education and furniture design was 
an important part of that. With the Industrial Revolution and 
expanding educational opportunities for women, the woman 
of the house became the dominate force over furnishing style 
of the household.

The Victorian Gothic style popular in Europe was not 
appreciated in America. We just did not have Medieval Castles 
standing on the hills over our cities. However, the Rococo 
revival in America began with the 1853 New York Exhibition, 
and for the next 20 years was the most fashionable furniture 
in the upper class homes.

Another cultural shift was occurring at the same time. 
Parlor furniture that previously was lined up against the walls 
was brought into the center of the room and placed around 
a Center Table.

The Victorian Rococo style revived the heavy use of carvings 
specially ordered by the wealthy, or was mass produced with 
plaster moldings for the factory furniture. All furniture was 
very sculpted with arched center pediments and thick wooden 
parts made from the darkest mahogany and rosewoods 
from the East Indies, Africa and South America. The style 
fit well into the Italianate/Victorian building architecture 
taking place at the time. Lastly it is of note that the northern 
wealthy merchants and factory owners profited greatly from 
the American Civil War and continued spending on status 
symbols.

The Victorian Renaissance revival reintroduced angular 
shapes with segmented surfaces evolved in three phases—the 
first drawing from 16th century French designs with Baroque 
decorations; the second from Louis XVI style of the 18th 
century; and last, Neo-Classical elements of the Empire 
designs. The style never reached the height of popularity or 
craftsmanship of previous styles in America. The Industrial 
Revolution had by now fully enveloped furniture making 
reducing costs to appeal to a growing middle class. By the 
middle of the 19th century, steam driven line shaft machinery 
replaced a great amount of hand work except final carvings 
and finishing in furniture production. The design and concept 
of this equipment would be easily recognizable today.

Before moving into the style periods of the industrialized 
period beginning in the 20th century, we have to step back 
again and reflect on what has been written above. What 
we study in the museum pieces today were made for the 
wealthiest families.
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In 18th century America, 3% of the population lived in 
Boston, New York, Philadelphia, and Charleston, SC. This 
distribution of our early population did not change much 
through the 19th century. Rural America was an agrarian society 
with a lot less money to spend. It was perhaps the snobbery 
of the city elite that termed the rural population as ‘country 
bumpkins’ and labeled Country and Furniture of the Folk as 
crude and poorly designed.

However, most Country furniture designs came from the 
printed works circulating in the cities nearest to them. The 
German heritage of Lancaster, PA created a blended style of 
German Baroque and rural English style. Connecticut style 
was a blend of New York, Boston, and Newport, RI. There 
were cabinet-makers in the country areas that produced 
pieces that are prized today, Samuel Dunlap and Samuel 
Gragg the most notable from New Hampshire. Perhaps 
Country furniture has been discounted because of the use 
of local domestic woods—cherry, maple, walnut,poplar and 
pine—instead of the imported and expensive mahoganies 
and rosewoods. Period furniture purists could discuss this 
endlessly.

Although most country cabinetmakers worked as isolated 
craftsmen, two groups created distinctive styles that prospered 
through the late 18th, and 19th centuries—the Pennsylvania 
Germans, and the United Society of Believers in the First and 
Second Appearing of Christ. 

The Pennsylvania Germans brought with them 16th 
century traditions that were blended and Anglicized in the 
colonies. We only have furniture pieces to study made after 
mid-18th century. The prized piece of the style was the 
painted schrank chest. Powdered pigments first mixed with 
oils, then milk paints were used. By mid 19th century painted 
furniture fell out of favor with the increased wealth of the area, 
and decorations took the form of veneers and inlays.

Mother Ann, raised in the slums of Manchester England 
turned to the English Quakers, James and Jane Wardley in 
1758 for salvation. While imprisoned for disturbing the peace 
she claimed to receive a vision that Christ’s spirit returned 
to earth through her, and later in 1774 she was called to the 
New World. So began the ‘Believers’ known in America as 
The Shakers. With the increase of religious revivals in late 
18th century America, the poor and orphaned flocked to the 
sect. By the 1790s, eleven Shaker communities existed with 
New Lebanon, NY as the central ministry in charge of all 
aspects of their life and work. Shaker community furniture’s 
popularity spanned most of the 19th century with the last 
village production fading during the Industrial Revolution.

 Shaker style has lasted to this day. Initially from 1800 to 
~1875 by Shakers themselves, and today by countless craftsmen 
and companies producing the style. From the beginning the 
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attention to quality craftsmanship and design flowed down 
from the Central Ministry. Uniformity and simplicity were 
their hallmarks with their members admonished to make 
things to last forever. With the belief that beauty rests on 
utility, pieces made in the Queen Anne and Federal styles 
were rejected. Before Louis Sullivan declared “Form ever 
follows function,” the Shakers lived it.

Our local Shaker communities continue today in 
Canterbury, NH., and Hancock, MA. Both offer a living 
history of a time and enterprise in American history worth 
visiting and remembering. As far as a Period style with a 
popularity spanning two centuries, the Shaker Style has lived 
up to its founders teachings to make things that last forever.

In the last quarter of the 19th century social upheaval in 
Europe and economic, political crisis in America put furniture 
fashion on hold until the early years of the 20th century. The 
Industrial Revolution made European philosophers question 
its effect on the dignity of work and craftsmanship. The 
American economic recession and depression from 1873 
to 1897 following the repayment of debts of our Civil War 
and political corruption of the Grant administration from 
1868 to 1876 eventually affected Europe as well. It was 
during this time period that William Morris (1834-1896) 
following the teachings of John Ruskin (1819-1900) began 
the Arts and Crafts Movement. Against this backdrop the 
furniture of William Morris, Charles Eastlake (1836-1906) 

and revivals of Colonial, Gothic, or Rustic styles received 
little acceptance in America. 

Contrary to many writings and beliefs that Arts and Crafts 
was a style, it was and is a movement of philosophy on how 
and why we should and do work. Within the Arts and Crafts 
Movement were individuals who created styles and today 
there are new designers and craftsman that are reviving those 
styles.

The Arts and Crafts Movement in America started with the 
Craftsman style of Gustav Stickley, the Prairie school of Frank 
Lloyd Wright and the Mission style of the Stickley brothers 
and Roycroft’s. They made an impact on American Furniture 
fashion and their revivals in the late 20th century.

“The terms Mission, Craftsman, and Arts and Crafts are 
often mistakenly used interchangeably. In fact, they have 
quite distinct meanings.

Arts and Crafts is the umbrella term that applies generally 
to all crafts from tiles and textiles to ceramics, furniture and 
illuminated manuscripts produced under the influence of 
anti-industrialist ideas for social reform. The ideas were first 
articulated by John Ruskin and William Morris. The term 
Arts and Craft was coined after the Arts and Crafts Exhibition 
of 1888 in London. The movement which emphasized hand 
craftsmanship, honest design, and local materials began in 
England, then spread to continental Europe and America.”

Visiting the English shops of Morris, Voysey, Ashbee 
and others plus French Samuel Bing’s Art Nouveau shop, all 
leaders of the European Arts and Crafts Movement, Gustav 
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Stickley picked up the medieval concepts and tenets of the 
Movement for his work in America. The labels Mission and 
Craftsman can both be attributed to the designs of Stickley. 
While he rejected the term Mission in favor of Craftsman, the 
name of his publication, he used Mission for the public’s new 
interest in western California culture to promote his furniture. 

Stickley’s Craftsman style was a formulation of Shaker 
simplicity, Wright’s angularity, with influences of 17th century 
rectilinear shapes through tenons and mortised frames and 
center panels, exposed dovetails and quartersawn white oak. 
From his metal shop he produced hand wrought copper, brass 
and iron hardware. The style, except for the brief period of 
Harvey Ellis during 1903-1904, was of solid massiveness 
with no decoration. Harvey Ellis, briefly brought many of 
the design elements of the English designers with thinner and 
lighter pieces and curved aprons and bowed stiles, veneers and 
lamination. Ellis died in 1904, and Stickley’s Craftsman style 
quickly reverted back to his original precepts.

“Mission refers generally to rectilinear American furniture 
of the Arts and Crafts Movement. The term was apparently 
coined with reference to the simple, solid furniture of some 
Spanish missions in California.”

Craftsman is the trade name Stickley chose for his line 
of Arts and Crafts furniture. Although much American 
manufactured furniture was made in imitation of Stickley’s 
Craftsman line, none but Stickley’s is properly called 
Craftsman furniture.”

Frank Lloyd Wright and the Prairie style started in 
Chicago after the fire in 1871. He was one of several 
architects of the time who espoused a major tenet of the 
English Arts and Crafts Movement that architects had 

control over exterior and interior design. Wright rejected 
the Movements premise that only hand craftsmanship was 
essential to good design. Good designs made with the use of 
time saving machines and attention to detail made for good 
end products. 

The Prairie school architects drew design concepts from 
the Japanese pavilion at the 1893 World Exhibition in 
Chicago. Adopting the use of horizontal and cantilevered 
lines blended with the vast prairies of the Midwest. Table 
and chest tops reflected the roof overhang on their houses. 
Tall slat backed dining chairs created a sense of enclosure in 
open floor plans or served as screens to divide a space were to 
complement the house design. Wright used built-in furniture 
pieces to ensure his designs of a unified exterior and interior 
did not get changed by his clients. Arrogance does not last 
well when someone else is paying for it. Wright’s houses were 
ahead of their time modern with open floor plans, spaces for 
intimate conversations, vast cantilevered roofs over veranda’s 
and grand entrances, and window walls to bring the outdoors 
inside. Much of his furniture was uncomfortable.

The Stickley brothers, Lee (1869-1957) and John George 
(1871-1921), started making Mission style furniture in 
1901. Their designs were based on Gustav’s early pieces. 
The L. & J.G. Stickley company maintained the attention to 
quality standards of the Arts and Crafts Movement. The backs 
of casework and cabinets remained vertical chamfered boards, 
rectangular wooden pulls and case stiles pinned to the top 
of cases for structural reinforcement. The brothers are also 
credited with the method for post glue-ups of thin stock for 
quartersawn figure on four sides.
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The Stickley brothers ceased production of the Mission 
style line in 1923. By 1926 their designs were based upon 
colonial revivals. After Lee’s death in 1957 the company was 
sold to Alfred Audi, and in 1989 the A.J. Audi Company 
reintroduced Mission style furniture, contributing to a rebirth 
of the Arts and Crafts Movement.

The current Greene and Greene revival is part of the renewal 
of the Arts and Crafts Movement. Charles and Henry Greene, 
architects from the MIT class of 1893, moved to California 
and designed the low bungalow houses with overhanging roof 
and rough hewn shingles. Their furniture design was closer to 
Art Nouveau combining the oriental cloud forms, rounded 
edges and corners. The original design popularity was brief 
and ended by 1915.

The history of furniture styles in the 20th century has 
been a contest of new design and return to revivals of past 
styles. Americans became increasingly conservative just 
prior to World War I, and began a rejection of the Arts and 

Crafts Movements styles for revivals of everything from 
Jacobean through Victorian-Renaissance. Factory production 
made possible choices of every style and every designer at 
a reasonable cost. However, manufacturers were quick to 
take liberties with the details of style for mass production, 
and sales and marketing types were quick with new labels 
such as “French Provincial” to conjure something new. The 
most popular of the pre-WWI and pre-WWII Modern style 
periods were called Colonial and Early American styles, but 
were adaptations of Queen Anne and Federal styles in mass 
production techniques.

Prior to WWI 70% of Americans lived in the rural 
countryside, by 1920 the country was divided 50% rural 
and 50% city. This shift occurred with the growth of factory 
workers and better opportunities than farming. Americans 
needed apartment houses and simpler, smaller, more flexible 
furniture. We built to satisfy these needs. One key development 
following the work of Louis Pasteur on microbes and disease 
was the introduction of tubular and angle brass and steel 
used initially for bed frames, one of the first of machine age 
materials to be used in furniture.

The Paris Exhibition of 1925, labeled “Exposition 
Internationale des Arts Decoratifs et Industriels Modernes” 
brought the introduction of Art Deco to building architecture 
and furniture design. There were three schools within Art 
Deco—the French style continued the traditional methods 
of hand craftsmanship and materials, the German style 
promoted the use of machines and machine age materials, 
and the Swedish style blending the French and German. 
The Swedish style became the Scandinavian Modern style in 
America. Unlike Europeans shaken by their experience with 
WWI, Americans were not ready to reject the past and accept 
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modernism. It took the 1929 Stock Market Crash, Great 
Depression, and calamity of WWII to do that.

While the German Bauhaus school promoted and used 
man-made materials of steel, aluminum, plastics and glass, 
Scandinavian Modern was between the severe lines of Art 
Deco aesthetic and traditional revivals. Interestingly, Kaare 
Klint, the founder of the Swedish and Danish Arts and 
Crafts Movement of the 1930s, was greatly influenced by 
19th century Shaker design. As the world descended into 
WWII, 1930s American designers created variations on 
the Scandinavian designs, most notably Streamlining, that 
encompassed automobile, airplane, trains, ocean liners and 
furniture, labeled Waterfall. 

Throughout the interwar period America delved into a 
search for a lasting furniture style. Many designers produced 
Studio, avant-garde designs that were lauded by their critics 
and wealthy, but never became popular. Prior to America’s 
entry into WWII, furniture sales of historical reproductions 
and the functional, inexpensive modern designs were equal to 
one another. 

The best quote that sums up the American experience 
of the first half of the 20th century and WWII comes from 
George Nelson, influential post war designer of Modernism. 

“The past had to be swept away and the world changed, 
somehow, into a better place.” 

Before WWII, England, France, Belgium and Germany 
led the world with the latest designs and styles. With most of 
the European continent in ruins, and America’s new found 
role as leader of the western world, we took over. As our 
military personnel returned, and families grew, an exodus 
from the confines of cities started for the suburbs. With this 
trend, modernism advocated the simplification of the home 

and furniture. The Mid-Century Modern style became sculpted 
biomorphic forms such as Isamu Noguchi’s delta wing shape 
glass top coffee table, contemporary forms of the hand-crafted 
pieces of teak and traditional woods, and the first generation 
of the Studio Craftsmen.

Studio furniture in and 1960s was influenced by 
Scandinavian design, Shaker style and Windsor chairs. The 
designers are a list of well known names—Wharton Esherick, 
George Nakashima, Sam Maloof, Arthur Espenet Carpenter, 
Jere Osgood, and Tage Frid. Their original works furnished 
the new mansions of the wealthiest and fashion conscience 
elite. Leading furniture manufacturing companies were quick 
to the mass market with copies and look-alikes.

One of the innovations of the war technology was bent 
plywood lamination. Charles and Ray Eames working for the 
US Navy developed the method and after the war realized 
the possibilities in furniture. Their molded plywood seat and 
back, fastened to a chrome plated metal wire frame was easily 
produced, light and easy to move. These are as popular today 
as they were in 1950. 
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During the last quarter of the 20th century, Modernism 
morphed into a Minimalist trend of less is more. With no 
sense of scale or proportion, the mantle of geometric form 
and technology, metallic surfaces, plastics and modular 
furniture styles developed. Artists created furniture as art, 
using Pop Art and Op Art influences. The closest thing to 
any new style grew from Italian architects following the 
writings and presentations of Robert Venturi and Charles 
Jencks, American architects who attacked the concepts of 
Modernism’s unbending geometric forms.

The Memphis style was named after Bob Dylan’s “Stuck 
Inside of Mobile and Memphis Blues Again.” Memphis was 
also the home of Elvis Presley and the cradle of civilization 
in ancient Egypt. I included the above as part of the research 
done on the topic but still having a hard time getting a grasp 
of the reasons given.

Using the dictum of form over function, the 
American Memphis style prospered with the elite and those 
who sought high fashion. The style did bring back the 
elements of ornamentation and ancient classical forms, but 
never achieved a popularity outside the tenets of modern art.

This review of American furniture styles is possible because 
of all the work done in the past 20 years by so many historians, 
researchers, and writers who have revived the study of how and 
why we make things. The national and regional resurgence of 
craftspeople, schools and guild groups is a part of this.

So what period style is your forte? There are many to 
choose from. If you want to do an authentic 18th century 
piece, then turn off the electric power, light your candles, and 
sharpen your hand tools, because that’s how they did it in the 
18th century. In the meantime I will use my new found skills 
of hand tools and 21st century power tools to make furniture 
and accessories from traditional materials and designs in the 
most efficient manner possible, that fit my home and clients 
want. 

I have no doubt that 
someone’s favorite designer, 
craftsman, architect or author has 
been overlooked in this article. 
My intention was to cover the 
highlights and most influential 
styles and people of the times and 
how we’ve arrived at this time and 
place in our furniture styles. Over 
the spring and summer as I read, researched, and wrote this, 
there are some craftsman that I will go back to for an in depth 
review of their designs. As part of the camaraderie in the 
woodworking shop I am looking forward to the next “Period” 
furniture project! 



52 Spring 2018—Issue No. 27

Over the years I have built many cabinets that have a 
cock bead molding either around the inside of the stiles 

and rails or applied to the door or drawer edges. A number 
of these have had curved rails. I have made them either from 
solid stock or laminated pieces. 

When using solid stock, you always end up with short 
grain which may break over time. When making a 180 degree 
arch, it most likely will break. In most cases, I laminate the 
curve reducing the chances of failure to a very low percentage.

I have developed a simple system for making the mold and 
bending the piece from the waste stock of the curved door rail.

Step 1—Lay out the curve on the rail. Be sure to mark your 
center lines. In this case it is an arch that is 180 degrees of a 
circle. Make sure the rail is wider by at least an inch (Photo 1).

…from the Old Saw archives—June, 2007

Archives

Making a 

Curved Bead
bent lamination technique

by Bob LaCivita

A
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Step 2—Set up a plunge router with a bit that is the thickness 
of your bead plus the cauls. I used a 5/8˝ straight bit. You can 
use a larger bit and adjust the cauls accordingly. This gives me 
3/8˝ for the bead and 1/4˝ for the cauls.

Attach the router to your circle making jig and set up the 
jig on the rail stock. The pivot point of the jig should be in the 
center mark intersection and the edge of the router bit is just 
touching the arch line. Make several passes to rout out your 
arch. Do not cut through the edge of the rail (remember that 
extra inch). If you rout through the rail edge, the wood will 
move on your final pass and a few choose words might come 
out of your mouth.

After you have cut through, take it to the tablesaw and rip 
the inch off. Keep the arch waste. This will be your mold or 
form (Photos 2 & 3).

Step 3—Take the waste arch and cut a concentric circle about 
2˝ smaller than the one that was routed using a bandsaw or 
jigsaw. Attach it to plywood or any other inexpensive material. 
I generally use scrap plywood. Then add a 4˝+ straight piece to 
either side of the arch creating a semi-circle with two long legs. 
When the piece is bent, the straight section will give you a 90° 
reference to cut the miters with a miter box or tablesaw. Wax 
the mold and cauls with paste wax and let it dry (Photo 4).

Step 4—Select your lumber and saw it fairly close to thickness 
and about 1/4˝ wider than the depth of your bead. In this 
case I am using four laminates at a thickness of 0.093˝ or 

3/32˝ x 1˝. I saw the stock about 1/16˝ thicker and plane it down 
to 3/32˝. A thickness sander is a great way to make laminate 
strips if you have one.

I make 1/8˝ thick cauls at this point. Apply glue to the 
proper surfaces and start clamping from the center working 
your way down either side until it is void of open joints. I 
used PVA glue in this case. The bend is small and the open 
time is minimal meaning the glue will not set before I finish 
clamping. You can use any glue you feel comfortable with but 
hide glues will not work.

I let it dry overnight just to be safe. A note on 
lamination—the tighter the radius of the curve the thinner 
your laminate stock has to be. I usually make a test with the 
same species before I make my final piece. I do not have a 
formula for sizing stock to a curve. It is experience and art 
(Photos 5 & 6 and Figure A).

A few facts… 
• More laminates decrease spring back.

• Bending 180°+ sometimes causes spring-in.

• Figured wood with short grain may break even in very 

thin dimension.

• Do not force laminates because they are too thick. 

1

4

2

5

3

6
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Step 5—Remove your stock from the mold. Scrape off the 
excess glue and plane or joint one edge making sure it is square 
to the face. I saw the remaining edge off with a tablesaw to 
the desired thickness 23/32˝. Check and make sure it fits in the 
arch. Now you are ready to start the bead shape. 

Step 6—Set up a straight router bit in a router table and have 
it protrude 3/16˝ above the table. Using a V fence, rout a rabbit 

1/16˝ deep in the outside curve. Then set up a 5/32˝ quarter 
round bit and round over the inside edge—Whiteside makes 
this router bit (Photos 7 & 8 and Figures B & C). 

I finish the outside edge with a block plane and sandpaper.

Step 7—Using the straight sections as a reference, I cut my 
miters and fit the bead to the case.

This is a nice simple detail I think you will find easy to 
make. With a little fore thought and creativity, you can adapt 
this method to suit your needs. 

7

8

B

C
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W hy not 100 degrees? And why is a degree 60 minutes 
and a minute 60 seconds?

Recently, I asked a number of people about this in an idle 
moment. Most everyone said “Probably the British.” Good 
guess, but wrong.

The Sumerians were the first Mesopotamian civilization. 
They were very inventive people. It is believed they invented 
the sailboat, the chariot, the wheel and the plow. For certain 
they developed cuneiform, the first written language.

They observed the skies and created a 360 degree circle to 
describe their findings. They also had a calendar dating from 
2400 BC that divided the year into 12 months of 30 days 
each, that is, 360 days. It is believed that the Babylonians may 
have invented the sundial.

The Sumerians watched the sun, moon and the five known 
planets of the time. They did not try to understand the motions 
physically. They did, however, notice the circular track of the 
sun’s annual path across the sky and knew that it took about 
360 days to complete one year’s circuit. Consequently, they 
divided the circular path into 360 degrees to track each day’s 

passage of the sun’s whole journey. That’s how we got a 360 
degree circle. 

Around 1500 BC, Egyptians divided the day into 24 hours 
and the Greek astronomers made the hours equal in length.

About 300 BC, the Babylonians subdivided the hour into 
base 60 fractions—60 minutes in an hour and 60 seconds in 
a minute. The base 60 of their number system lives on in our 
time and angle divisions.

When you think about it, a 100 degree circle makes sense 
for base 10 people like us. But the base 60 Babylonians came 
up with 360 degrees and we cling to their ways 4400 years 
later.

The most commonly accepted theory holds that two earlier 
peoples merged and formed the Sumerians. Supposedly, one 
group based their number system on 5 and the other on 12. 
When the two groups traded together, they evolved a system 
based on 60 so both could understand it.

Early civilizations and most of us even today used fingers 
in some form for counting. How does one count to 60? One 
theory says that the Sumerians counted to 60 using both 
hands like we do using finger parts instead of whole fingers. 
Use your right thumb to point to each of the finger joints on 
the left hand. That gets you to 12.

Next point at each left-hand finger part with the right 
index finger to raise the count to 24. Doing that with all five 
digits on the right hand gives you five 12s which is 60.

True? Who knows. It’s 4000 years ago and we lost the CD. 
But 60 does have a lot of advantages especially before the day 
of calculators. The numbers one through six all divide nicely 
into it. Therefore it is easy to split a circle, hour or minute into 
fractions and get a whole number back. For example, 1/4 hour 
is 15 minutes, and 1/6 of a circle is 60 degrees). Not only that, 
10, 12, 15, 20 and 30 all go into it as well! 

All that means a lot of flexibility in math and a ninety 
degree square corner. 

WHY IS “SQUARE” 
NINETY DEGREES?

Sundial—Ephesus Museum

by Bob Oswald



Daniel Faia East Wakefield, NH

Windsor Writing Arm Chair & Desk—I was given the opportunity to reproduce 

these pieces for the Concord (MA) Museum’s collection and use for an exhibit. 

The intent of the exhibit was to tell the stories of the writers and share there 

writing styles with the desks at which they wrote. Visitors were encouraged to 

sit and write in the reproductions to feel the experience.

This exhibition brought focus to two iconic desks that played a major role in 

America’s literary tradition. The first, a Windsor writing-arm chair, was the desk 

at which Ralph Waldo Emerson penned his first book, Nature. The second, the 

humble green desk of Henry David Thoreau, became no less a literary star as 

it accompanied Thoreau from the schoolroom where he taught with his brother 

to the pond where he drafted his most influential work, Walden. 

Jeff Roberts Unity, NH

Wall Cabinet—Mahogany 

approximately 16˝ wide, 28˝ high, 6˝ 

deep. I built this wall cabinet and 

carved the Irises and a dragonfly a 

few years ago. The door was carved 

from a single wide board. The curved 

top was a bent lamination and the 

case is dovetailed. The top is hammer 

veneered hot hide glue. I found this 

approach fun and rewarding.

Richard Oedel Boston, MA

Jewel Case—54˝ high, 19˝ deep, 28˝ wide. Most of 

my work relates to the history of American furniture 

forms and the surfaces resulting from the usage 

patterns that evolve over time. This is one of a 

series of pieces relating to the desire for possessions 

and the long tradition of storage and safety for an 

individual’s valuables, in this case a casket for jewels 

and jewelry. The Mahogany frame contrasts with the 

textures of the 23k gold on the door panels. The 

doors open to reveal the personal storage area of 

Birds-eye maple drawers with felt lining and inserts.

Member Gallery

Ralph Waldo Emerson’s 

Writing-Arm Windsor


