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Knife Case 
William Taylor
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The “Guild” is a word that brings many different 
thoughts and emotions to the minds of large 

numbers of woodworkers throughout our state. It 
is a concept that was formed three decades ago in 
the minds of some dedicated craftsmen here in 
New Hampshire. 

John McAlevey has been credited with the 
idea of proposing a consortium of like-minded 
woodworkers who could communicate and share ideas about the craft 
of fine woodworking. He with Paul Tuller and John Skewes were the 
initial force behind the Guild’s development. A meeting was planned 
to be held at John’s shop which included Paul, David Lamb, Roy Noyes, 
Steve Cunliffe, Jon Siegel, Jere Osgood, John Skewes and Dave Emerson. 
Although Terry Moore was instrumental in assisting to organize the 
meeting, he was out of the country at the time and could not attend 
this first meeting. As we look now in retrospect, this was an amazing 
compilation of talent and creative genius that would in some cases rise 
to the pinnacle of fine furniture making in the United States.

It was the consensus of the group that although The League of New 
Hampshire Craftsmen had provided an economic and advertising 
medium for their work, they needed a situation where professional 
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collaboration would be available to provide the necessary 
stimulation and constructive criticism needed for them to 
move forward. 

In my interview with David Lamb, he indicated that 
the group felt a strong need to create an association that 
would focus specifically on the craft of woodworking. A 
mission statement was drafted which emphasized the 
educational focus of the group coupled with a communal 
interaction that would provide the necessary impetus for 
professional development. In addition, the development of 
a communication letter and periodic meetings were planned 
and discussed to provide a sense of continuity to this 
fledgling troupe. Jon Siegel created the first communication 
letter which became The Old Saw the following year. Roy 
Noyes followed Jon and was the editor from 1992 to 2002.

There is some question as to where the first meeting 
occurred exactly. According to Jon Siegel, it took place at 
John Skewes shop with a demonstration of how to make 
Windsor chairs. Terry Moore’s recollection is that the 
first meeting took place at John McAlevey’s shop, who 
in Terry’s opinion, was the initiator of the concept of a 
guild. The third meeting was at Jon Siegel’s shop where he 
demonstrated woodturning. Most interesting is that fact 
that Peter Bloch videotaped this demo. This became the 
start of the video library!

The first president of the Guild was John Skewes, then 
Terry Moore, Jon Siegel, Wayne Marcoux, Ted Blachly and 
Loran Smith. It was during this period that the membership 
grew to over 200 members and had developed a permanent 
position in the New Hampshire woodworking community. 
The consensus of several of the original members was that 
Roy Noyes was quite influential in the development of the 
goals of the organization.

One of the major influences in the Guild was the rapid 
rise of the Granite State Woodturners, which dramatically 
increased membership and made it possible for the Guild 
to stage an impressive woodturning symposium in 1997. 
The symposia were to be held every three years and drew 
close to 300 attendees. 

Most notably in 2000, Jack Grube became the president 
and under his extraordinary organizational skills, the Guild 
was taken to a new level of professional development. The 
bylaws of the Guild were instituted and the establishment 
of the 501(c)3 tax exempt status was finalized.

Following Jack Grube, the succeeding presidents 
were Peter Breu, Roger Meyers, Dave Anderson, David 
Frechette, Bob LaCivita, Bob Couch, Claude Dupuis, 
Mike DiMaggio, David Foote and at present Bob Wyatt. 

continued on page 15

by Robert Wyatt—President

I first became aware of the Guild some nine years ago.  I was 

talking with Dave Emerson (a founding member of the Guild 

as I learned later) at a League of NH Craftsmen’s event in 2011. 

Seeing professionally made furniture was awe inspiring to me—

an amateur woodworker with a desire to learn.  

At one reception I shared with Dave my interest in woodworking 

and he suggested that I join the Guild.  I initially believed that I 

was not a good enough woodworker for such an organization. 

Then Nancy and I were at the 2011 Craftsmen Fair at Sunapee 

where I explored the Guild tent with much curiosity. I talked with 

one of the Guild’s demonstrators—Bob Couch.  Bob assured 

me that the Guild was made up of woodworkers of all skill 

levels and that members regularly shared their knowledge and 

experience with other members.  What better way for a weekend 

woodworker like myself to develop new skills?  

I became a member that day and attended 

the annual meeting a few weeks later at 

Pinkerton Academy. Then came my first B.I.G. 

subgroup meeting at Tom McLaughlin’s shop.  

Wow, I was hooked! A year or so later I was 

writing articles for The Journal as a subgroup 

coordinator and shortly after that became a member of the 

Steering Committee and Treasurer.  

Most importantly, I have become friends with so many fellow 

members and skilled craftsmen. As a Guild member I’ve had 

opportunities to learn from masters and to share some of what 

I have learned with others. That is what our organization is all 

about. 

I am so grateful for those chance encounters back in 2011 with 

Dave Emerson and Bob Couch.  Happy 30th Anniversary to the 

Guild of New Hampshire Woodworkers. 
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Supporting  
Woodworking Education

by Dave Foote

The Guild:

Our past was once our future… 

And so the Guild continues to evolve from the solid 
foundation provided in those early years. The Guild has 
sustained a rich and active history of sharing and fellowship 
around woodworking. Through subgroups, symposiums, 
demonstration venues, mentoring programs, small group 
meetings, our website, The Journal, school out-reach 
programs, the NH Craftsmen Fair experience and our 
Grants Program, the Guild continues to support many 
avenues of woodworking education.

A look back to see what is today…

A natural extension of the Guild’s mission was to provide 
financial support for woodworking education. Today’s 
Grant Program had its start in the latter part of 1997 with 
The Scholarship Program. Peter Bloch (Coordinator), Jack 
Grube and Loran Smith comprised the first committee to 
vet applicants to the program.

 The purpose of our program as stated in The Old Saw 
November, 1997…

• Allow woodworkers to benefit from the success of the 

GNHW.

• Provide education opportunities that expand the entire 

woodworking community.

“In the beginning there were eighteen woodworkers 

who gathered in John McAlevey’s shop in Warner…

The date was Saturday, April 28,1990.”—Jon Siegel

 “What a wonderful chance for each of us to listen, to 

watch, and to learn to share ideas, to demonstrate 

and teach others about woodworking. These are the 

premises that the Guild was founded upon.”—Roy 

Noyes

“The Guild has been a terrific window into The Old 

Saw the way other people work and view their work. 

I think the camaraderie and social aspects of the 

Guild are the most important to me.”—John Skewes

Quotes from early 
Old Saw newsletters...

• Provide ways that these skills may be shared with all Guild 

members.

• Create opportunities for woodworkers who would not 

otherwise be financially able.

The Scholarship Program was financed through dues, 
symposium proceeds and eventually the Sunapee Craft Fair 
raffle proceeds. This program allowed many members to 
enhance their woodworking education and to bring those 
experiences back to the Guild.

The Scholarship Program evolves into the Grants Program…

Recognizing the changing woodworking education 
landscape and the broadening requests for Guild resources, 
the Steering Committee developed a comprehensive policy 
that would be easy to manage and fair to the growing 
demands. Keeping with the spirit and mission of the Guild 
we now have one policy that guides the distribution of our 
resources.

The Grant Policy (adopted in 2016) has four major 
distribution channels to systematically and efficiently 
allocate our resources…

1. Subgroups—Using a participation-based formula the 

Steering Committee may allocate money to our various 

subgroups to use at their discretion to further their goals 

and programs.
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2. Guild Directed Programs—There are other opportunities 

for the guild to fund its mission. This is accomplished 

through programs initiated and directed by the Guild. 

Examples would include the Guild in Schools programs, 

competitions, symposiums and other educational 

partnerships. Currently we are supporting a woodturning 

competition and education day for NH schools.

3. General Meeting Presenters—Allocations are used to 

enhance our four general meetings with substantive 

programming, thus furthering educational opportunities 

for our Guild members.

4. Grant Applications—Through an application process 

individuals, groups, organizations and institutions can 

access funds to further their programs.

Grant Application Awards in CY2020…

Manchester Makerspace—SawStop Tablesaw (matching 

grant)

Milton (Nute) Middle/High School—Router Lift Table Setup

Manchester Memorial High School—SawStop Tablesaw 

(matching grant)

Portsmouth Makerspace—20˝ Planer (matching grant)

Merrimack High School—Woodturning Demonstrator

Wilton/Lyndeborough Middle/High School—Drill Press

Brookline High School—Vacuum Setup for the Lathe

Thetford Academy—Lathe Accessories

Our policy, which is available on our website, lays out 
in more detail the procedures to fund the above categories. 
The policy is reviewed yearly allowing for appropriate 
adjustments.

The Fuel for the Grants Program…

The Guild had its first official presence at the 63rd 
League of NH Craftsmen Fair in August of 1996.

Roy Noyes writing in the July, 1996 Old Saw… “This 
year the Guild will be officially represented in the 
demonstration tent for the first time. Dave Emerson will 
demonstrate Steam Bending on August 9-11. Peter Bloch 
will demonstrate turning lamp shades on his water filled 
wood lathe on August 9-10. On August 11, Charley 
Scheaff will demonstrate turning and Marty Milkovitz 
will demo dovetailing. In addition, there will be a Guild of 
New Hampshire Woodworkers information booth in the 
demonstration tent with the videos of Guild activities and 
recruiting literature.”

Since then the 
Guild’s presence has 
expanded with a variety 
of demonstrations, the 
raffling of Guild member’s 
woodworking and continuing to 
be an important part of the 
Craftsmen Fair experience 
for the patrons. We enjoy a 
good relationship with the 
League of NH Craftsmen 
and patrons look forward to 
the activity and camaraderie 
that our tent experience provides. Also, the Guild continues 
to sponsor woodworking awards at the Living with Craft 
section of the fair started in the early days of the Guild.

The Guild raffle has become the primary financial 
resource for our Grants Program. Last year we raffled 
68 quality woodworking items each sought after by a 
delighted purchaser of our raffle tickets. 

Many Guild members and supporters make the tent 
experience work. And we are fortunate to have Al Hansen 
as our Craftsmen Fair lead. Al continues to share and pass 
on the spirit of the Guild.

To keep the vision moving forward I encourage our 
members to participate in some capacity—selling raffle 
tickets, making a raffle item, demonstrating and/or 
being involved in the logistics of creating the event. Our 
TouchUps newsletter will be your information source as we 
head towards another Craftsmen Fair experience.

As the Guild continues to grow, woodworkers gather to 
share the woodworking experience…thank you to our early 
members. 
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Hide Glue vs Yellow AlipHAtic Glue—
How does hide glue & yellow aliphatic 
glue compare with respect to strength 
and reversibility?—Mike DiMaggio

Bruce Wedlock replies: Hide glue, hot 
or liquid, is about 75% as strong as 
yellow glue. But hide glue is reversible 
with heat, water or alcohol. Yellow 
glue is not. Hide glue is compatible 
with stains and finishes. Yellow 
glue is not. See Fine Woodworking 
Magazine #192, July/August 2007 for 
a detailed presentation.

sHellAc FlAkes—How do you know 
if shellac flakes are no good?— Burt 

Ouelette

Tony Immorlica replies: In my 
experience, shellac flakes last a very 
long time—years if kept in a dry 
environment in a sealed plastic bag. 
The only way I know to test shellac 
flakes is to make a solution—perhaps 
a 2 pound cut—and then brush it on 
a wood surface. The shellac should 
dry hard in about 10 to 30 minutes, 
depending on conditions in your 
shop. If it does not, or seems the least 
bit sticky, throw the flakes out.

Bob Couch replies: There’s only one 
way to tell for sure and that’s to mix a 
small 2lb. cut amount with denatured 
alcohol, let it sit covered for a few 
hours and then apply a coat to a test 
piece of wood.

Give it 24 hrs to cure and test it by 
sanding. If the paper gums up quickly, 
it’s probably not going to work well 
for you.

crYoGenicAllY treAted steel— How 
does A1, O2 & other cryogenically 
treated steel compare with respect to 
hardness & sharpening characteristics?—
Mike DiMaggio

Bruce Wedlock replies: O1 is a simple 
high carbon tool steel with 1.1% 
manganese added, which is quenched 
from orange hot in oil. The hardened 
grain structure is as fine as possible 
which allows honing to the sharpest 
possible edge.

A2 differs from O1 with the 
addition of 5% chromium and 1.1% 
molybdenum, allowing it to quench 
in still air. During heat treatment 
the chromium addition combines 
with some of the carbon to form 
chromium carbides—tough, hard 
particles dispersed through the steel 
and contributes to A2’s edge retention. 
But these carbides can pop out under 
the stress of honing or cutting, leaving 
small gaps in the edge. To strengthen 
the A2 edge, try honing plane blades 
at 30° and chisels and block planes 
at 35° and see if edge retention is 
improved. 

Cryogenic treatment (-320°F) 
increases A2’s toughness—treated 
blades will hold their edge longer. O1, 
on the other hand, is preferred by 

many for its relative ease of sharpening 
and its ability to get sharper.

wet-drY sAndpAper to rub wAterlox—
Is there an advantage to using wet-dry 
sandpaper to rub in Waterlox before it 
dries?—Bob Wyatt

Bob Couch replies: I do use wet-dry 
paper in my Waterlox finishing 
process but not during application, 
only during rubbing out once the 
piece has cured. 

I would think that using abrasive 
paper would add loose wood fibers 
to the finish when you want a dust 
free clean surface during the finishing 
process.

The process for applying Waterlox 
(furniture not turned pieces) I have 
had the most success with, starts with 
a surface that has had the grain raised 
with water and scuff sanded with the 
next higher grit than my final grit. 
My final grit is usually 220 or 320. If 
I have end grain that will be finished, 
I may go up to 400 or 600 on just 
the end grain and do a wash coat with 
dewaxed shellac before finish. This 
helps keep the end grain from being 
much darker.

Waterlox will penetrate the wood 
surface very nicely so I want my first 
coat to really saturate the wood before 
it dries and won’t absorb and further. 
To accomplish that, I use a foam brush 
to apply a heavy coat and continue to 
brush on additional coats to any areas 

Ask the Old Saw
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that soak up the Waterlox more than 
other areas.

I will let the first coat cure for a 
minimum of 24 hrs. If there are any 
rough areas, I will scuff sand them 
with 320 before adding my additional 
coats. 

I have the best results with a good 
quality foam brush when adding coats. 
After 3-4 coats, I will usually wet sand 
with 320 or 400 wet-dry paper before 
adding another 2-4 coats depending 
on how open the grain is and if I’m 
using finish to level it. 

After a minimum of a week’s time 
to cure, wet sanding with a cork or felt 
block helps to keep an even pressure 
and the wet-dry paper won’t load up 
and damage the finish. I will usually 
will start with 600 or 800 paper and 
go up to 2000 or 2500 grit. You can 
find these grits at Klingspor, which 
is where I buy pretty much all of my 
abrasives—woodworkingshop.com.

Once the finish is level, depending 
on the sheen I’m looking for, I will 
use 0000 steel wool to apply a good 
quality furniture wax followed by 
rubbing out the surface with a white 
Scotch-Brite pad to burnish and bring 
the surface back up to the sheen I’m 
looking for be it a soft gloss or a high 
gloss finish.

weAr & teAr on lAtHe HeAd stock—
Does the long-time use of heavy chucks 
and large heavy blanks cause damage to 
a lathe head stock? How does a turner 
prevent this?—Annamarie Pennucci

Richard Oedel replies: Old lathes 
mostly use ball or roller bearings for 
the headstock, and as such, if well 

designed and lubricated, will last for 
a long, long time with no reduction 
in accuracy. 

If you have an old lathe with a 
sleeve bearing (look up these terms in 
Wikipedia if you aren’t sure of them), 
it will gradually get worse and worse. 
I don’t like sleeve bearings for lathes, 
which is why most good quality lathes 
since 1910 have ball or roller bearings. 

Roller bearings take more load. 
Ball and roller bearings mostly fail by 

“brinelling” which is basically small 
dents in the bearing, usually caused by 
an impact to the bearing (hitting the 
headstock with a hammer to loosen it 
is a good way to do this) and there is 
no cure but to replace the bearing(s). 
This failure mode usually announces 
itself by a gradually increasing rumble 
or whine in the bearing area, but 
sometimes just by a louder and louder 
lathe! And the bearing gets hot. If you 
don’t lubricate the bearing, it will fail. 

Some are lubricated for life (the 
life of the bearing, not your life) 
and sealed. Others are designed to 
be lubricated from outside using 
oil cups or grease fittings. Use the 
recommended lubrication from the 
lathe maker. Not too much (it goes 
everywhere) and not too little (it gets 
hotter and whines—see above). 

If you have to replace the 
bearings—let a pro do it. The chances 
are pretty high that you will damage 
the lathe and new bearings in the 
process of removing and re-installing 
them. Ask a local machinery dealer 
for a recommendation. If the person 
can change the bearings in a multiple 
horsepower motor, the person can 
change the bearings in a lathe.

Jon Siegel replies: The bearings of the 
headstock are designed to hold work 
commensurate with the size and 
weight of the lathe. Heavy chucks are 
probably not a factor, but the weight 
and balance of the workpiece could 
be. Spindle speed is also a factor, and I 
think turning light work at very high 
speed is probably more wearing to the 
bearings than turning a large bowl 
blank at low speed. It’s impossible 
to say how heavy a workpiece your 
lathe will handle because there are 
so many variations of headstock and 
bearing designs. Usually the limit on 
workpiece size is not the bearings, but 
the stability of the lathe bed and tool 
rest.

wood For A Humid environment—What 
is the most stable species of wood to be 
used in a humid environment?— Mike 

DiMaggio

Joe Barry replies: A wood for humid 
environments would be white oak 
because it has tylosis which fill the 
open pores and limit the travel of 
water into the wood. Black locust 
is reputed to be so rot resistant that 
fence posts “last longer than the hole.”

lubricAtinG screws—When I use 
paraffin to wax screws, most of it just 
flakes off. Is there a better lube?—Anon

Bruce Wedlock replies: Get a traditional 
ring that’s used for sealing toilet bowls. 
They are made from beeswax. Push the 
screw in and pull it out. More than 
enough wax will adhere to the threads, 
and it’s a one handed operation. 

Ask the Old Saw
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This is an overview of the tablesaw and while most of our 
members will not find a lot of new information in it, 

I hope that for some of the newer woodworkers that there 
is some helpful information that will aid them in making 
decisions about a major piece of machinery for their shop. 

The tablesaw is the corner stone piece of machinery in 
many if not most woodworking shops. It is usually the 
first stationary woodworking machine that most people 
purchase and is the starting point in preparing much of the 
wood that is used in many of our projects. But what is a 
tablesaw and where did it originate? 

A popular urban legend has the tablesaw invented by 
Tabatha Babbitt, an early American woman who was a 
member of the Shaker religion. The Shakers were noted for 
their inventiveness and wanting to make work processes 
easier. The truth is that the circular saw was mentioned 
in writings that go back into the 16th and 17th centuries, 
long before the Tabatha Babbitt claim in 1813. As Shakers 
did not patent any of their inventions, there really is no 
record of what she came up with, but most authorities agree 
that it was a circular saw used in a sawmill rather than the 
previously used up-and-down saw that was the method at 
the time. 

What is a tablesaw?—When we use the term “tablesaw” 
most woodworkers picture a machine similar to the 
Delta Unisaw that was introduced in 1939 and is still in 
production today in 2020. This design was copied and 
slightly modified by many different manufacturers and is 
the basis for a large proportion of the tablesaws sold today. 

But there are many more variations on the tablesaw. They 
range from battery powered (yes, they have battery powered 
tablesaws now) to large industrial saws with blades 14˝ or 
more in diameter, to European combination machines that 
integrate multiple machines into one cabinet. Some of these 
European machines have five or more functions that might 
include a jointer/planer, shaper or horizontal slot mortiser 
in addition to the tablesaw. 

The Tablesaw
by C Peter James

A 1939 Delta “Four Footer” UniSaw. 
So named because of the four feet on the plinth.

A five function European Slider

An Overview

What kind of a saw do you need? The type and size of 
the saw for your shop really depends on the type of work 
that you plan on doing, the space that you have available 
and the electrical power available. Other factors may also 
enter into your choice. 
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Safer Saws

Modern advancements to the basic tablesaw have made 
the saw safer. The most noted of these is the flesh sensing 
technology of the SawStop brand. This system has become 
an imposed requirement in many work places and schools 
by the insurance industry. SawStop makes several versions 
of the saw from a portable “jobsite” saw to an industrial 
version with up to 7.5 HP at 480V. 

Another safety improvement that is now required on 
new tablesaws is the riving knife. This is different from 
the splitter that has been part of the saw guard system for 
decades. The riving knife profile mimics the shape of the 
blade and it follows the blade up and down as the blade is 
extended or retracted. This allows it to remain in place even 
doing non-through cuts.

A side note here is that the forced replacement of the 
tablesaws with SawStop saws has put large numbers of 
commercial grade tablesaws on the used saw market. The 
one big issue with many of these is that they are three-phase 
and require either a new motor or a means to convert single 
phase to the  required by the saw. Powermatic used “C 
face” motors that are available at reasonable prices. Delta 
UniSaws used a special motor mount. Those motors are 
much harder to find and are much more expensive. Three-

A SawStop with Flesh Sensing technology

Forrest carbide tipped combination saw bladeRiving knife

phase conversion to single phase can be a rotary phase 
converter, a VFD or even a static phase converter.

Standard Blade Size

The vast majority of modern tablesaws use a 10˝ blade 
with a 5/8˝ arbor hole. This standardization means that 
the choice of blades and tooth patterns is great. There 
are blades for specific cutting operations like ripping, 
crosscutting, cutting dados and molding heads are available 
to create shapes. For doing rough cutting or working with 
reused wood, an inexpensive blade from one of the “home 
stores” is a good choice, but for “fine woodworking” and 
specialized cutting, a big step up to a premium blade for 
Forrest, Ridge Carbide or one of the other high-end blade 
manufacturers is in order. A high-end blade can cost $125 
or more, but the performance is worth the extra money to 
get the quality of the cut you want.

Tune Up

As important as the blade choice is, an even more 
important subject is making sure the saw is properly tuned 
up. An article in the June, 2006 issue of The Old Saw goes 
into detail on getting your tablesaw into the best alignment 
to produce the best possible cuts, both rip and crosscut 
(gnhw.org/old-saw). 

Accessories

Improving the performance of your tablesaw may 
include adding accessories to increase both safety and 
accuracy. Basic accessories for safety include anti-kickback 
devices and splitters. The anti-kickback devices can be 
pawls attached to a guard or to the saw trunnion or they 
can be the “finger” type that is mounted to the table with 
magnets or to the miter slot. The finger type not only helps 
prevent kickback, but also helps guide the wood through 
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the saw keeping the wood tight against the fence. They also 
allow for non-through cuts for dados and slots. The big 
disadvantage is that they require frequent adjustment for 
different cuts, whereas the pawl type is mounted directly 
behind and inline with the saw blade and are always in 
position. 

Other safety accessories are push sticks and push blocks. 
One of the best of the push blocks is the GRR-Ripper. It is 
very versatile and gives good control over the wood because 
it contacts the wood on both sides of the cut and can pass 
over the saw blade. 

Accessories to increase accuracy include premium 
miter gauges, sleds and fence systems. Some of the better 
miter gauges have fine adjustments to compensate for 
wear in the miter slot and the angle of the head can be 
adjusted in increments of less than one degree. Sleds 
can be commercially made ones like the Dubby from 
In-Line Industries or other vendors or they can be shop 
made to serve a specific purpose like cutting box joints. 
The adjustable ones from commercial vendors give great 
accuracy when cutting multi-sided picture frames and 
boxes. The shop made ones can be fine-tuned for dead-on 
accuracy on specific jobs.

Fences

Fence systems fall into two categories, those that lock 
only on the front rail and those that lock on the front and 
rear rail. Each type is a love/hate thing with woodworkers. 
In the front locking group, the most common system is the 
Biesemeyer fence or its clones. Bill Biesemeyer invented this 
fence system in 1978. He eventually sold out to the Delta 
division of Rockwell who has continued to manufacturer 
them. Many other tablesaw manufacturers also licensed 

the design and they were/are available on most full sized 
tablesaws. 

Another front lock fence system that is definitely in 
the love/hate category is the UniFence from Delta. It is no 
longer being manufactured, but used ones show up on ebay 
and Craigslist from time to time. If you like it, you love it 
and if you don’t like it, you hate it. I have one and love it. It 
has several features not available on any other fence system 
including the ability to extend the fence in front of the saw 
table to get better alignment when ripping long boards or 
sheet goods. 

Do You Need a Tablesaw?

I will close with a question. Do you need a tablesaw 
in your shop? That really depends on your work and your 
work methods. If you are a hand tool woodworker, then 
maybe not. Also, there are alternative ways to deal with 
breaking the wood down for projects using other machines. 
Resawing is probably best done with a good bandsaw and 
a bandsaw is versatile in that it can cut curves and angles. 
A quality chop saw or a sliding compound miter saw, well 
tuned, can do an excellent job of crosscutting. A tracksaw 
from one of the high end brands can break down sheet 
goods or rip long boards accurately. 

So in the end, there are many questions starting with 
do you need a tablesaw. If the answer is yes, then the 
next question is what kind of a saw—a small portable, a 
contractor size, a hybrid, a full sized cabinet saw or all the 
way to a European type slider. Do your research and buy 
the biggest and best you can afford and use. It is much 
more expensive to keep upgrading because the one you 
purchased doesn’t meet your needs. 

The “classic” Biesemeyer fence Delta  UniFence
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So many of my projects start when I see something 
that someone else has made. So when I saw my first 

horseshoe ball in my neighbor’s yard, I walked over and 
asked Dana what is that? He went on to explain how he 
made it and the light bulb went off—I needed to make one.

To begin one myself I had to collect about 300 horseshoes 
and then I borrowed Dana’s jig—a disc from a disc harrow.

I started by laying the horseshoes in the disc and using 
a MIG welder to weld them together wherever they touch 
one another. It depended on the size and type of shoes—
three or four leaf clovers and a couple flowers.

Working around the edge of what I started and clamping 
the disc to what had been welded, slowly the ball began to 
take shape. Because all of this welding is happening inside 
the ball as it gets closer to complete, it is harder to get at 
where I needed to weld, but a bit of contorting myself got 
the job done.

My friend Dana doesn’t weld the outside, so it looks 
cleaner, but I chose to weld the outside connection points 
for added strength.

The disc harrow I used resulted in a ball about four feet 
in diameter and weighs about 250-300 pounds—heavy 
enough that I needed to use the front-end loader of my 
tractor to get it off the bench.

I left it up to my wife Carlene to decide where to put 
this piece of yard art. First it was in the front yard near our 
driveway, then it got rolled to a small rise in the yard. The 
next day I was surprised to see it was missing. I soon saw 
that it had rolled on its own a hundred feet away to a low 
spot in the yard and that’s where it will stay.

I have enough shoes saved up to make another one that 
will be smaller and lighter, and I plan to have it in the Guild 
of NH Woodworkers tent at the League of NH Craftsmen 
Fair next August to be raffled off. 

Horseshoe Ball

by Steve Costain
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Holdfasts

The bench holdfast is one of the oldest woodworking 
devices for holding your work. There is evidence of 

their use as early as the Roman period. It is a simple device 
being a bent piece of metal that is wedged in a hole. See 
Photo #1.

The holdfast can be forged or made of cast iron. Regular 
cast iron is not up to the task and my first experience of a 
holdfast was to have it snap off just below the bend. Modern 
makers such as Crucible Tools and Lie-Nielsen use ductile 
cast iron which is behind Lie-Nielsen’s claim that you can 
drop one of his planes without having it break. 

Gramercy Tools uses a formed steel wire which works 
great and is significantly less expensive than a hand forged 
holdfast. Lee Valley makes a variant with a screw tightener 
and Sjöberg’s makes one that looks like an upside down 
F-clamp (not illustrated) that fits into a steel collar let into 
the bench top.

With the exception of the Crucible holdfast, a 3/4˝ hole is 
required. A 1˝ hole is required for the Crucible Tool holdfast. 
You don’t need to turn your bench into Swiss cheese as I’ve 

done. A few strategically placed holes will do. I have found 
the Wood Owl three lipped auger bits to be great for this 
task. It drills through 2˝ thick maple like it was pine. The 
only thing that slowed them down was changing batteries 
on my cordless drill. 

Due to the length of the shaft, having drawers 
underneath the bench is not practical. The wide front 
apron of a Nicholson bench provides more versatility with 
the holdfasts. See Photo # 6

The holdfast in struck on the top of the bend with a 
mallet or hammer. I like the “twock” of a mallet over 
the ring of a steel hammer. Since my bench room is 
over the living room, that is a clear choice also for my 
Mistress & Lieutenant Commander. To release it you just 
hit it horizontally at the back side of the curve.

There is an award winning cartoon that you owe it to 
yourself to watch on YouTube. It is Crac!, a 15 minute 1981 
cartoon by Frederic Back. At 1:20 you will see a holdfast 
in use.

Joe Barry has supported his woodworking habit for the last 

couple of decades as an Occupational Therapist. This spring he is 

retiring to focus on his woodworking PhD (projects half done).

by Joe Barry

Photo #1:  
Detail from Plate 11 of L’Art 
Du Menuiser by Andre-
Jacob Roubo
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Photo #2: Holdfasts (Left to Right): Gramercy Tools, Lie-Nielsen, 
Crucible Tools, Lee Valley’s Veritas hold down.

Photo #3 Holdfast dents.

Photo #4:  Batten and doe’s foot batten. Note the batten on the 
left with a piece of stick on stair tread no-slip. That can make the 
batten even less likely to slip around on the bench.

Photo #5: Batten used to protect from dinging up the work. 
Notice the digs on the batten.

Photo #7: Unusual objects such as this Windsor seat can be 
securely held for activities such as saddling the seat.

Photo #6: Using the large front apron of the Nicholson bench will 
support work in the front vise. The holdfast both supports the 
work like a deadman and clamps it to the bench.
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One issue with using a holdfast is that it will mark your 
work with dents. The Roubo engraving shows a small piece 
of wood in use. You can also use leather, cork or rubber. A 
useful thing is a batten with a hole as shown in Photo #5.

Using battens with holdfasts resolves the denting issue 
as well as gets the holdfast out of the way of your tools. 
Used in conjunction with bench dogs, a batten can limit 
movement of a work piece. A batten with a doe’s foot or 
bird’s mouth will give an even more secure hold. I really 
wonder why the woodworkers of the 19th century switched 
over to metal screw vises. Battens and holdfasts are much 
easier and faster to use. You can quickly pick up, examine 
and flip a workpiece without screwing around (to make a 
poor pun!).

One issue with holdfasts is that sometimes they just 
don’t seem to work right. It usually comes down to the 
thickness of the bench top and the surface of the holdfast 
shaft. Holdfasts need about 2˝ of material to work. Too 
thin a bench top can be supplemented by adding material 
to the underside of the bench. Too thick a top will require 
counter boring the hole from below to allow enough 
travel of the shaft to wedge into the hole. The shaft needs 
to be clean and free of oil and wax which will lubricate 
it. Circumferentially sanding the shaft to rough it up can 
help. The Crucible Tools holdfast is deliberately left rough 
to increase holding power. It can be a real tight fit in new 
holes. Wallowing out the hole a bit with the auger bit will 
resolve the issue. 

Photo #8: Bench hooks and other appliances and the work itself 
can be secured with holdfasts.

Photo #9: You may recognize how Christian Becksvoort sets up 
to chop dovetails. He has found that to tighten these Veritas  
holdfasts enough to hold the stack of parts securely that he 
needs to use a wrench to keep the stack in place.

Photo #10: Miter jack set up for miters. Photo #11: Miter jack set up for square shooting.
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In the fall of 2004, Jim Seroskie took over as the editor 
of The Old Saw. His dedication and expertise revolutionized 
the publication that ultimately became The Journal which 
stands as the leading non-commercial publication on the 
topic of fine woodworking in the country.

As the Guild stands today, we have dramatically 
increased the number of available “small meetings” that 
address almost every possible topic in the field of fine 
woodworking. Our presence each year at the League of NH 
Craftsmen’s Fair at Sunapee, NH is a validation of the skill, 
dedication and creative ability of the many members that 
volunteer their time, materials and creative genius to make 
this experience a resounding success each and every year. 
The camaraderie and selfless participation of the members 

has resulted in an organization that continues to thrive and 
enrich the artistic community of our state.

I wish to give special consideration to both David 
Lamb and Terry Moore for providing me to interview and 
question them as to the genesis of our organization. The 
salient feature of my conversations with these two world 
class furniture masters was that their love of the craft and 
their pure dedication to the art of woodworking was the 
overriding impetus for the creation of our Guild as we know 
it today. Thank you gentlemen and to all the dedicated 
craftsmen who preceded us in the furtherance of the Guild 
of New Hampshire Woodworkers! 

Photo #12 Moxon vise. Photo #13: Shooting board

Photo #14: Battens can be used to support a drawer for planing 
the side. Notice that a piece of pine is in the vise as a stop to 
prevent the drawer from moving to the left while planing.

Photo #15: Storing battens. They could also be stored around the 
corner on the end of the bench. I find it is more convenient and 
not in my way to have them on the face of the bench.

The Guild at 30 Years—continued from page 3
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People who visit my shop say it looks like a museum 
because I have so many antique machines. The men 

who built the machines would not be the least bit surprised 
to know that 120 years later they are still in use every 
day because that is what they intended. Back then machines 
were built to last and being heavier, stronger and tougher, 
they are in many ways better than machines made today.

If you decide an antique machine is in your future, then 
you are embarking on a journey. To see your way down this 
path, first you have to fall in love and be willing to take the 
path wherever it leads you. When you restore an antique 
machine, you may suddenly find yourself in a time warp 
that will take you inside the ingenious minds of creative 
engineers and inventors and get you in touch with history!

At the end of the 19th century, machine design was high-
tech and the focus of engineering and invention. Although 
the Industrial Revolution began in England, by the middle 
of the 1800s it was clear that America had pulled ahead 
mainly by perfecting the methods of interchangeable 
parts manufacturing—the key to mass production—that 
was first applied to guns and then quickly spread to the 
manufacture of consumer items such as bicycles, watches, 
typewriters and everything else. The amazing thing about 

all this invention is that it happened right here in New 
England. So this history is a local story and the explosion 
of industrial activity that, along with Merino sheep, shaped 
New Hampshire. American machinery became the envy of 
the world because of the creation of this new generation 
of machines and the tools of precision measurement that 
established the groundwork for the “American Century.” 

A great example of someone who has connected with 
this local history and fallen in love with old machines is 
David Lamb. David writes, “I’ve been collecting this old 
1880-1910 vintage machinery since I was a teenager. Old 
machines have their challenges and also their rewards. I 
have focused my collecting on New Hampshire made 
machines specifically those made by the John A. White 
Company of Concord and Dover, NH. My joy in using this 
stuff is of a visual nature. These pieces are very visual and 
sculptural. Their forms are balanced and graceful appearing 
almost delicate at times yet being more than substantial. 
They reflect a pride in design and manufacture.” 

How do you know if a Machine is a Candidate for 
Restoration?—If a machine has been stored outdoors 
for a long time, parts may be frozen together with rust. 

Restoring & Using 
Vintage Machinery

They don’t make ‘em like they used to

14˝ metal lathe made in 1918 by the Hendey Machine Co. in Torrington, CT.   
This lathe utilizes the famous Norton quick-change gear box that cuts 36 different threads. Weight—2,200 pounds.

by Jon Siegel
bigtreetools.com
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Restoring a machine like that may be beyond your scope, 
but I have seen machines that I thought were beyond hope 
restored amazingly well. It is always easier to work with a 
machine that has been kept inside a building and out of 
the weather.

When evaluating a machine you should not only look 
at rust but be sure all the parts are there since you can’t 
just go out and buy spare parts—they will have to be made 
from scratch. Look for signs of repaired parts and try to 
determine if the repair is good quality and precise. Welded 
repairs on cast parts are a red flag for me but sometimes 
they are expertly done and function perfectly, especially if 
the parts have been re-machined after welding. 

Basics of Restoration—Not being a Yankee by birth, I 
had a hard time learning one valuable Yankee maxim: “If 
it ain’t broke, don’t fix it.” A second important rule that 
I eventually learned (from the Maliozzi brothers who had 
the radio show “Car Talk”): “Don’t take something apart 
unless you are 100% certain there is no other way to fix it.” 
I would add to that the condition where there may be no 
other way to properly clean it and that cleaning is needed 
to allow correct functioning or prevent future wear. If 
you’re nervous about taking things apart because you might 
not remember how to get them back together, then take 
pictures or make sketches as you go. Put the small parts and 
fasteners for each assembly into separate containers or put 
the screws back into the holes they came from.

36” bandsaw made in Boston c.1890 by S.A.Woods Machine 
Co.  Blade length is 18 feet. Upper blade guide and tires are new. 
Everything else is original.  

Extension-bed patternmaker’s lathe (a wood lathe with a carriage) made in Fitchburg, 
MA c.1900 by Putnam.  Swing 50˝ diameter in the gap and 12 feet long when extended.  

Rust—There are two methods for removing red rust from 
bare iron or steel. One involves an electrolytic process with 
sodium carbonate (washing soda) in water and powered by 
a 12 volt battery charger. Another way is a chemical process 
called “chelation” that produces the same result without 
electricity. This chemical is sold under the brand name 
Evaporust, and while this is convenient, it costs about 100 
times more than washing soda. Both of these methods 
apply to parts that are small enough to be submerged in 
a tub of liquid. There is always the option of removing 
the rust, along with paint, dirt and grease by mechanical 
means such as scraping or brushing. Often this is the most 
practical way. 

For restoring flat surfaces such as a tablesaw or jointer, 
do not use sandpaper or a random orbit sander because 
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these are soft and will not remove the bumps that project 
above the true surface. The correct way is to lap the surface 
with an oilstone and plenty of lubricant.

Paint—One of the best things I learned from YouTube is 
how to test for lead paint with a $10 kit that consists of a 
swab that looks like a white felt pen. If it turns red when 
placed in contact with the paint in question, it indicates 
you have lead paint and you need to take precautions. The 
worst thing you can do with lead paint is use a power wire 
brush wheel or sander because that puts fine dust into the 
air. When removing lead paint, I recommend you consult 
expert sources for information on how to do it safely. A 
good place to start is www.epa.gov/lead.

 Sometimes the original paint is good enough and leaving 
it on makes your machine more “authentic.” Remember 
that a paint job will not make your machine function 
better. However, if your machine received second or third 
paint jobs over the original one, often these layers do not 
adhere and the top layers start to flake off. This condition is 
particularly unsightly and you should remove all the layers 
and start over. 

In my opinion most people make the repainting of 
machinery more complicated than it needs to be. Expensive 
primers are not necessary. The most important thing is the 
final cleaning to remove dirt and oil from the surface before 
painting. After that, brush on a good quality oil-based 
paint. If you use spray paint, you should do it outside or 
in a spray booth.

Bearings—One of the most common problems of old 
machines is worn bearings. Depending on the age of the 
machine these might be ball bearings, bronze or other plain 
bearings, or babbitt metal. 

Babbitt is a slippery soft metal that looks like lead but is 
made mostly from antimony, tin and copper. It is poured 
into “boxes” in the cast iron frame and any kind of rotating 
or sliding shaft runs in oil on this surface. After the babbitt 
cools, the bearing surfaces are hand scraped to fit the shaft 
precisely. These bearings are amazingly durable if they are 
oiled regularly, but they will not tolerate being ignored.

Often restoration of an antique requires machine shop 
work. If you do not have the tools to do this kind of work, 
you need to make friends with a machinist. Machine shop 
work may involve making new parts, renewing worn surfaces 
on old parts or making adapters to fit modern tooling to 

This is how I found the mill abandoned in an old shop with the 
roof leaking (left) and now restored (right).

Babbitt is a soft slippery metal that is used for bearing surfaces.  
Hot metal expert Ralph Sproul of Webster, NH is pouring the 
babbitt for a 30˝ Crescent bandsaw as part of a restoration I did 
for Beech River Mill.

I hand scraped the babbitt bearings to fit the shaft with the 
scraper shown at the top of the photo.
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old machines. The rapid emergence of the Metalworking 
subgroup in the Guild during the last year has revealed that 
a sizable number of Guild members share an interest in 
metalworking and all of these skills (machining, welding, 
forging, etc.) are valuable in restoration and repair of old 
machines.

Belts—Flat belts (as opposed to V-belts) are common on 
old machines and the traditional material is leather. Leather 
can be ripped on a band saw and planed with a hand plane. 
Traditionally splices were made either with leather lacing or 
more commonly metal staples that are crimped onto the 
leather with a special clamp. 

One of the advantages of staples is that the splice is easily 
opened. If the pulley is between the bearings as in a lathe 
headstock, you can open the belt, thread it through, and 
then you don’t have to remove the shaft. Staples have many 
advantages including ease of shortening stretched belts. 
However, they are noisy on metal pulleys and I stopped 
using them in favor of scarfed glue joints. If you choose 
glued joints, make the scarf with a block plane and use 
ordinary wood glue. 

Variable Speed Motors—The introduction of variable 
speed motors, especially Variable Frequency Drive (VFD) 
has been a real game changer in the restoration of vintage 
machines. All of the clumsy belt changing and variable 
diameter pulley systems of centuries past are now obsolete. 
The VFD provides variable speed, reversing, programmable 
acceleration and deceleration and more. The addition of 
a variable speed motor can make your vintage machine 
function better than new. 

Resources—If you are interested in old machinery, the 
first thing you should do is visit vintagemachines.org. You 
can search the manufacturers index and the photo index 
or get historical information about almost any machine 
tool company. After spending some time at this site, you 
will realize the vast number of people who work with 
old machines. YouTube videos of restoration projects are 
fascinating and inspiring. These projects range from hand 
tools to giant power hammers and for some reason there are 
a huge number of videos on restoring vises. As you watch 
these videos you will notice that no two people seem to 
have the same system for removing paint and repainting. As 

These metal belt “laces” are made by the Clipper Co. to fit any 
thickness of belt although the pitch is always the same. The 
double handled tool is the most convenient, but a cheaper 
crimper shown at left fits into an ordinary vise.

with all things on the internet, some of what you will see is 
not sensible or safe. Please take precautions with lead paint.

An excellent book is Vintage Woodworking Machinery by 
Dana M. Batory that covers in-depth the products of four 
companies—Fay & Egan, Yates-American, Defiance and 
Oliver. This book has an excellent section on how to restore 
machines.

Using Vintage Machines—Old machines don’t have 
the same safety features as modern machines but usually 
guards for blades and belts can be added. Woodworking 
cannot be made totally safe. 

Adjusting and fine tuning a vintage machine is the 
same process as for a new one and of course this subject 
is too large to delve into here. In the restoration process, 
reassembly requires a knowledge of geometry and the 
necessary tools such as squares and dial indicators to take 
measurements. Keeping things square, parallel or simply in 
a straight line is essential for obtaining accurate work from 
any machine, new or old. 

Vintage machines require a lot more attention to 
lubrication than modern ones. Before there were sealed ball 
bearings (about 1930) plain bearings were used. These need 
to be oiled before each use and at regular intervals. How 
often this is required depends on whether the bearing has 
an oil reservoir, drip oiler, wick or ring oil distribution. In 
any case the excess oil just runs out on everything. Some 
machines have incorporated ingenious ways of catching the 
oil that oozes out of the bearings. Mopping up around the 
bearings is a constant chore but it’s what you do if you want 
to get in touch with history. 
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Edward Barnsley was an important British furniture 
maker of the mid-20th century. He’d died by the time 

I wrote The Handplane Book and visited his studio full of 
makers producing his designs, as they still are today. The 
studio sat right next to his house which they opened to me, 
along with an attic space above the shop filled with artifacts 
of his career. I especially remember his Jubilee desk, with 
perfectly fit drawers and many beautiful bandings.

Barnsley’s style was heavily influenced by his father 
Sidney Barnsley and uncle Ernest Barnsley, two leading 
figures in the British Arts and Crafts movement. His work 

has traditional roots and joinery, clean lines, gentle curves 
if any, quiet details, and is often made of golden English 
walnut. I remember open sheds filled with huge log shaped 
stacks of walnut. If you were going to design a chest of 
drawers, desk chair, or dining table, you could find a 
starting place in the work of Edward Barnsley.

Over the last decade I’ve restored or repaired several 
Barnsleys. In my shop now is the lower case of a beautiful 
music cabinet, 34˝ high, 38˝ long and 16˝ deep. As I 
remember the upper section (repaired a decade ago) was 
a solid case with two doors with glass, several shelves, a 

Shop Shavings by Garrett Hack

five lessons from a

garretthack.com

Barnsley Chest
The lower case of a Barnsley music cabinet.
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restrained crown molding and some of the same details 
of the lower case. The cabinet was designed to store and 
organize sheet music and music related things. There are 
some good lessons in this cabinet, about Barnsley’s design, 
details, construction and how our work ages.

LESSON 1 Simple symmetry is efficient
The lower case is straightforward and symmetrical 

with two equal drawers across the top and two perfectly 
square paneled doors below. The panels have an interesting 
stepped raise, a detail repeated elsewhere. The stiles and 
rails are nearly the same width, reinforcing the squareness 
of the doors. Behind each door are five graduated “trays” 
or shallow drawers for sheet music that slide out. And just 
above the drawers is a full width slide out shelf for placing 
trays and organizing the things in them. The base has short 
legs connected with narrow rails, three legs across the front 
and two on each side.

The façade is functional, uncomplicated and efficient to 
build—a box divided by a horizontal board and another 
vertical one in the middle creating two spaces for the 
drawers with runners and guides built in and two cabinets 
for the trays. When you look more closely you see the flush 
doors span the whole width of the case with the hinges at 
the outside of the case sides. While this isn’t unusual, it 
makes the doors even more prominent and they now swing 
completely open so the trays can be slid in and out without 
interference.

LESSON 2 Repeat, vary and change the scale of 
details

Details make all the difference in this piece, enriching 
it with lots for your eyes and hands to explore. The drawer 
faces, the panels of the doors, the case sides, the base and 
even the pulls have a shallow stepped detail. It’s nothing 
complicated, most are steps of just over 1/16˝, 1/8˝ or so wide, 
sometimes two steps, sometimes just one. On the case ends 
they add an interesting border around what could be just 
a flat board. On the legs and rails of the base, it thins their 
appearance. They also act as transitions—from case sides 
to façade—and create appealing shadows and tactile edges.

Another nice Barnsley detail—a marking gauge line 
along the hinge edge of the door at the depth of the hinge 
mortise. It practically defines the depth of cut and creates a 
fine line right down the edge. It’s not bold, just delightful 
to discover.

Detail showing stepped detail on drawers and case sides, the 
ebony bead outlining the case and misfit of the drawers.

The ebony bead hides the dovetail joining side and top. 

Doors hinge on the outside of the case with 
some nice Barnsley details.
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A signature detail is a rounded ebony inlay (3/16˝ wide) 
all the way around the top of the case, in a parallel position 
all the way around the base and vertically at the case corners 
(and down the outside edge of the doors). It elegantly 
hides the joint between top and sides (which I suspect is a 
half blind dovetail) and top and top rail of the façade. On 
the base it creates a dark band where the case meets the base, 
hiding any discrepancies there. It’s elegant and strong, even 
more-so by being repeated. Unfortunately, the two inlays at 
the top of the sides run across the grain and failed, all due 
to shrinkage. In one case the inlay came loose, and on the 
other side it buckled. The upper case has similar details that 
also failed. The base has no such issues because the inlays 
are into a long grain rail.

LESSON 3 Wood moves and keeps on moving
The major stress this piece has gone though is moving 

from damp Britain to much drier New England. I haven’t 
made the calculation of how much wood shrinks from 
12-14% moisture content to 8-9%, but it’s considerable, 
even for a very stable wood like walnut. The cabinet shows 
lots of shrinkage stress. This is no fault of Barnsley. I doubt 
he designed for his work to move so far. The more important 
consideration is what can we learn about planning for wood 
movement because it’s going to happen.

Because the case has shrunk in depth the drawers are 
no longer flush but stick out from their openings 3/16˝ or 
more. Same for the slide out board above them. The door 
panels have shrunk so much they are quite loose and can 
no longer help keep the doors true. Same for the panels of 
the nicely framed and paneled back now giving less support 
to racking stresses. The trays are supported on runners 
shallowly housed in dados and were just glued in place. 
Each one has let loose as the case sides and center divider 
have shrunk.

Barnsley could have left space at the back of his drawers 
and positioned them with a stop just behind the front so 
no matter what the case did they would still align with 
the façade. To deal with panels changing dimension, I fit 
them tight in their long grain dimension (which essentially 
doesn’t change) so whether they expand or shrink, they 
can still keep a door or back from racking. A single screw 
through each tray runner along with some glue at the front 
would have been insurance against them coming loose. Two 
screws, say 8˝ apart, would have been even better.

As for the ebony inlay across the grain of the two sides 
that came loose or buckled, that will always be a risk. He 
could have glued the front six inches and sunk very tiny 
brads in the middle and towards the back thus allowing for 
some wood movement. With a dab of superglue in the hole 
and finish, the holes would disappear. It also might work to 
make them from several pieces, glued in one after another 
with forgiving yellow glue on the theory they could give or 
take a little. I sometimes do that with my ebony and holly 
dot-dash inlays.

LESSON 4 Strong construction
Barnsley’s construction is simple and efficient. He had 

to be—he started working in a tradition of using handtools. 
The case is a strongly built half blind dovetailed box—the 
top and bottom drop into the sides—with the horizontal 
divider set in dados with some short blind tenons (a guess 
here). On the bottom where I can see, the vertical divider 
has through double wedged tenons. By setting the bottom 
board back the thickness of the doors and cutting a shallow 
rabbet in the vertical divider, he created a stop for the flush 
doors. The ebony inlays neatly cover any end grain of the 
dovetails in keeping with British tradition of showing 
minimal joinery.

The base is made separately and attached to the bottom 
board with large buttons—two along each end and back, 
three along the front. This proved to be insufficient as the 
base could move and did. Yet it is impressively strong after 
decades of stress from sliding the heavy chest here and there, 
and probably from picking it up by the legs too. The base 
is 7˝ high with legs 13/8˝ square at their top and tapered to 
a fine 11/8˝ square at the toe, so not much wood for joinery. 
Greatly strengthening the base is a 4˝ high rail at the back 
joined into the rear legs. The side and front rails appear 
only 11/4˝ deep, but they are wide of very straight grain and 
particularly dense walnut. The rails are joined to the legs 
with 3/8˝ thick tenons with probably a small haunch at the 
top and no shoulder at the bottom—so a maximum height 
tenon and strength.

The front rail is two pieces joined into either side of the 
center leg. Over time the center leg and rails bowed out 
considerably. The buttons could not prevent this—they 
merely piston into and out of their mortises in the rail—
and might have made it worse. A better approach would 
have been to make the front rail a single piece with the 
center leg bridle joined to it. Or don’t use buttons here to 
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attach the base, but attach it rigidly to the bottom board 
with glue blocks and have all the seasonal wood movement 
happen at the back. I repaired it with an added rail behind 
the front, secured to and straightening it, and screwed to 
the bottom board.

LESSON 5 The little things
It was interesting to me that many edges of doors, 

drawers, trays and case dividers were left quite sharp. Trays 
that were meant to be removed and handled had sharp 
under edges. Everything in my experience says that sharp 
edges are both unfriendly and more prone to damage than 
ones chamfered or rounded. Some edges are worn and 
damaged. The owner thinks this was in keeping with high 
quality craftsmanship. I think it was working to make a 
living and doing no more than necessary.

The dovetails and door joinery show the same speed. 
There are some gaps in the dovetails and oversawing, and 
the joints between door stiles and rails are not great. The 
finish is shellac, quite thin and dull by now, and no longer 
very protective. Only what needs to be finished was. The 
tray bottoms are plywood, practical but not elegant.

Some parts of the chest are very high quality such as 
the mahogany drawer bottoms and nicely inlaid locks and 
diamond rosewood escutcheons for each door and drawer. 
This is very time consuming work, but with all the wood 
movement none of the locks work well. Another nice detail 
is a beautiful fine banding, similar to ones on the Jubilee 
Desk, inlaid where the upper and lower case join.

As I worked I thought a lot about respecting Barnsley’s 
work while making it ready for the next 60 years. I did 

Even the knobs are stepped—and faceted.

A deep rail along the back of the base greatly strengthens it.

Interior with graduated trays and how the rabbeted vertical 
divider and base create a flush opening for the doors.

break some sharp edges very slightly, strengthened and 
brought the base into alignment with the case, reattached 
the ebony inlays going across the case and added small rare 
earth magnets to keep the doors from swinging open as 
they want to do. 

The biggest issue was how to deal with the finish which 
was worn and on one case end stained by what looked like 
years of spilled tea. I cleaned and brightened the finish 
where I could with fresh shellac, and as much as I tried to 
restore the damaged end, I had to take off the finish and 
start over. You would never know unless I told you.

I don’t think less of Barnsley because his case has had 
problems. Ours probably will too. He was human, putting 
out a product trying to make a living. If anything it makes 
me more aware of potential issues and to work harder to 
keep all aspects of my furniture to the highest quality. 
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Building a

Queen Anne Side Chair

by David Boeff
18thcenfurniture.com

A number of years ago I had found this chair in a 
book by Norman Vandal’s Queen Anne Furniture. I 

was impressed by its simplicity and clean lines. I had just 

completed a secretary desk in the Queen Anne style and 
had some curly maple left over. This seemed a perfect use 
for the left over stock.

Queen Anne Side Chair
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Templates
I started by making full size 

templates from the drawings in the 
book. I scanned the pages to PDFs 
and took them to an office supply 
store where I had them scaled to full 
size and printed then traced them 
on cardboard.

Legs
I started with the legs and cut 

them out on a bandsaw from 8/4 
stock. The mortises for the stretchers 
and rails were cut straight in. This 
required the tenons to be angled, 
although, today I would angle 
the mortises and keep the tenons 
straight for extra strength. 

Rails
Next I cut the side and front rails 

from 8/4 stock and added the angled 
tenons. These were fitted to the 
mortises in the legs. I cut the tenons 
using a tablesaw and tenoning jig.

Front Legs
Next the front cabriolet legs 

where made from 12/4 stock. The 
characteristic pad feet were turned 
on the lathe and later the legs 
were cut out on the band saw. The 
mortises were cut while the stock 
was square.

David Boeff and his wife Bette live in Westlake, Ohio. David 

started woodworking at age 10 and learned to use hand 

tools from his grandfather. He has been a member of SAPFM for 13 

years and for the last 8 years he has worked full time making and 

selling period furniture. He has an active YouTube Video channel 

with over 260 videos of the furniture he builds and a blog at 

davidboefffurnituremaker. blogspot.com
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Stretchers
Next I turned the stretchers. I 

made extras because I was sure I 
would screw up a couple. I did some 
sampling of dye on the spare ones.

Tenon
Probably the most complicated 

tenon in the project, I cut by hand 
using a backsaw.

Joinery
I dry fitted the joinery. The 

cabriolet legs have been cut out and 
the stretchers fitted. I only ruined 
one but I had a spare.

Compass Seat
I traced the compass seat on the 

rails then bandsawed the outer shape. 
The inner recess for the seat was 
cut out with a router using the seat 
template.



27Guild of  New Hampshire Woodworkers

Crest Rail Mortises
The crest rail mortises were made 

when the stock was square. I traced 
the pattern on the crest rail and cut 
it out on the band saw. I fitted the 
shape with rasps and files.

Splat
I traced the side curve of the splat 

pattern on 8/4 stock and cut out the 
shape on the bandsaw. There are 1/4 
tenons on each end which I made 
with a #78 fillister plane. One end 
fits in the shoe and the other in the 
underside of the crest rail. After the 
shape is cut on the outside of the 
splat it is beveled with a spokeshave 
and rasps to make it look thinner.

You can see how the compass seat 
has been hogged out inside by 3/4˝ to 
allow for the seat.

Glue Up
I am ready to glue up the chair 

with hide glue. The splat is not glued 
into the shoe or crest rail, just fitted 
snug. I then added the knee blocks 
which transition from the legs to the 
seat rails.
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Seat Frame
I made the drop-in seat frame using 

a cardboard temple and bridal joints in 
the corners. The finish on the chair is 
Transtint Honey Amber and spray shellac.

Webbing and Bottom Linen
I am going to make a traditional seat. I 

start with the webbing and coarse bottom 
linen. There is a good video on the 
WoodWright’s Shop Season 26 Episode 11 
on “Upholstering your Seat.”

Filling
I use some animal hair for filling. I 

think it was pig as horse was too expensive. 
Then I compress it down and cover with 
linen.

Padding
I added some cotton padding and then 

the top covering is tacked on.

Underlining
Lastly, I added the black underlining 

which was not traditional, but I liked it. 



29Guild of  New Hampshire Woodworkers

by Mike Cyros

Sliding Dovetails
Laying out and cutting sliding dovetails on the legs and dovetail sockets on a turned 

table/stand post by hand is easier than you think and can be done in less time than it 

takes to make and setup a router jig. The key to success is good stock preparation and precise 

layout to guide your hand tools.

Post

For this candle stand, the table post (a.k.a. pedestal) 
is turned from 12/4 rough stock. Start by turning the 
bottom 3˝ tall section where the legs will be attached. It 
should be a perfect cylinder. Check with a straightedge as 
you go to ensure a flat face.

Using a 3˝ diameter circle template marked with three 
equal 120° pie slices, orient the post stock to place the flat 
sawn face forward to have a cathedral grain pattern facing 

the front. The rear leg goes directly to the back opposite 
the best grain show face with the front legs laid out 60° to 
the right and left of center. Transfer leg layout indicators 
onto the bottom via pencil. Use a nail punch to mark out 
positions with 1, 2 and 3 punches. This is important as 
each leg you prepare will be individually fit to a specific 
position on the pedestal.

Legs

Prepare 5/4 or heavy 4/4 stock to 1˝ thickness. Layout 
sets of legs via template. Cut on bandsaw to layout lines. 
Using a block plane or even better a shooting board to 
flatten the joining face making it square to the side faces 
of the leg. Then flatten and square the top face as well to 

the joining face. Starting with square reference faces is 
important to achieving a tight fit.

Punch out corresponding 1, 2 and 3 punch marks to 
identify which legs will go to which corresponding position 
on the post.

Prepare Stock

Joining legs to a turned post
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Mark dovetail pin depth

Set a cutting gauge for a 1/2˝ depth mark to layout the 
depth of the dovetail (cheeks) 1/2˝ in from joining face.

Layout & Cut Leg Sliding Dovetails

Mark maximum width of dovetail pin

Set a marking gauge to scribe for a position ~1/8˝ to 3/16˝ 
from the side faces on end grain joining face to establish 
the outside widest width of the dovetail. Mark this from 
one indicated reference face. Then reset the gauge to reach 
across from the same face to scribe a line in roughly the 

same proportional distance from the other face. Be sure 
to do this from the same reference face to ensure that the 
scribe lines will be parallel. Alternatively use a mortise 
layout gauge.

Mark the dovetail shoulder angle to match the diameter of 

the pedestal

Layout the post on top of the top surface of leg such 
that the circumference of the turned bottom intersects with 
both shoulder marks along the sides. Scribe around this to 
use as a guide for the angle of the shoulder cuts.

Layout the dovetail angle

Use a sliding bevel gauge or a dovetail marking gauge to 
layout the angles of the dovetails onto the top face of the leg.
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Make a bevel cut to the waste side of the shoulder line to 

create a track for starting your saw

Use a marking knife to deepen shoulder lines on the side 
faces. Use a chisel on the waste side of the mark to bevel out 
a small shoulder to the marking gauge line. This will create 
a guide for your dovetail saw to easily ride in.

Cut the dovetail shoulder

With the dovetail saw, cut vertically down along the 
layout line just deep enough to establish a kerf, then angle 
the saw along the curve layout line from top to establish 
the angled shoulders. Cut to depth of the dovetail cheek 

layout lines. Even though your dovetail saw is filed as a rip 
saw, these short cross grain cuts are easy to cut as they are 
shallow and guided by your layout line.

Make the angled cheek cuts

With the marking knife, deepen the scribed lines on 
the joining face which is end grain. You cannot easily 
establish bevel shoulders with a chisel to the waste side of 
the guidelines here because it is end grain. Instead, establish 
this kerf cut carefully right to the scribed line from the 
waste side, then angle the saw and cut along the dovetail 

angle to form the cheek cuts. This doesn’t have to be exactly 
to your angle, as you will use each leg dovetail after it is 
cut to lay out it’s corresponding socket on the post. It is 
important to be sure that both cheeks are cut along parallel 
paths avoiding a tapered dovetail.
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Transfer the sliding dovetail pin to the bottom of the pedestal

Remember your punch-indicated legs with the 
corresponding position on the layout marks of the bottom 
of the pedestal? With the post held upside down in the 
bench vise, observe the layout positions and punched 

position indicator marks to hold the leg at the right position. 
Use a marking knife to scribe the dovetail outline onto the 
bottom of the post.

Layout & Cut Corresponding Dovetail Sockets into Post

Mark the shoulder points up to the top of the dovetail socket

Using a small ruler with a set of key seat clamps, scribe 
parallel lines on the face of the post. This will define the 
shoulders of the dovetail socket. Deepen these scribed lines 

with the marking knife and create a bevel shoulder with the 
chisel as a guide for the dovetail saw.

Drill relief holes

Use a 1/8˝ bit to drill a relief hole at the top of the layout 
line just below the lip on the turned post. Sight down along 
the angle of the dovetail cheek. This will serve as relief stop 
for the saw cut.

Key Seat Clamps

What is a Key Seat clamp? 

starrett.com/metrology/product-detail/298
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Saw the dovetail checks to create the dovetail socket

Saw down along the line with full length saw strokes. 
As before, start down vertically to establish a kerf and then 
angle the saw to cut to the angled scribe line sighted from 
the bottom. Take your time, don’t force the saw. Short and 
incomplete strokes will create a step inside the cut making 
it difficult to complete the full length of the cut.

Excavate waste to form the completed socket

Chisel out the waste while always guarding the shoulders 
and the top lip where the top of the leg will mate. Don’t try 
to go too aggressively or you will risk blowing out the sharp 
edge of the cheeks along a grain line. Note that the sides of 
the dovetail socket are the critical surfaces to do accurately 
as these are the major glue faces. The bottom of the dovetail 
socket isn’t an important glue surface, so this doesn’t need 
to be as accurate.

Fit the leg’s dovetail to the pedestal’s socket

Fit leg into socket, paring carefully to get a good tight 
fit that can be inserted mostly by hand. Use a softwood 
block to tap out leg as you are fitting. A file can be used on 
shoulder/cheeks of dovetails to refine the fit.

Most importantly, relax! Most “disasters” can be fixed. 
That’s how you learn!

Reminder—Let your saw do the work! If you are gripping 
too hard or trying to force the saw down into the cut, you’ll 
struggle to get the cut started. Just guide the saw with your 
light push/pull strokes and the saw’s weight will do the 
rest. 
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Upholstered furniture is certainly a different approach 
to furniture making from the general realm of 

cabinetry. There is obviously much to think about beyond 
joinery, proportions and the line of the design, although 
that is always part of the process.

I will briefly describe a recent commission and the steps 
I took to go from concept to completion. It must be said 
that there were space limitations in the home and design 
considerations to contemplate. This project would not be 
an open ended opportunity for limitless self-expression but 
needed to satisfy a long time customer’s wants but still have 
it my work and design sensibility.

As with most commissions, limitations, expectations 
and needs define parameters to a job and design. Having 
these brackets still gave me lots to chew on and plenty to 
have fun with.

The project was a small sofa. It was to fit in an alcove in 
the client’s living room and was to coordinate in a design 
sense with the surroundings of the room, which fortunately 
for me is 95% my work. In a project interview she set out 
her needs for use, comfort and aesthetic. The upholsterer, 

Joe Portinari of Pembroke, NH was chosen and brought 
into the discussion immediately. 

Step 1—Develop three concept sketches. All of these were 
fun to conceive but went in subtle design directions to 
appeal to various aspects of the customer’s likes.

Step 2—Concept chosen. Now to do a full size drawing 
from the front view and both end views. The piece being 
asymmetrical required both ends to be drawn.

Upholstered Furniture

by David Lamb
davidlambfurniture.com

photo by Bill Truslow

34
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Step 3—Drawings are reviewed separately by 
both customer and upholsterer. Adjustments 
are made mostly for needs of the upholsterer for 
things like upholstery bars, nailers, spring supports, 
rabbets for tacking, etc.

Step 4—Based on prior review, drawings are 
adjusted and a full size three dimensional wood 
and cardboard mock-up is made. This not only 
showed my wood structure but indicated loft of 
upholstered parts like seat ends and back. At this 
point all parties responded to comfort and how to 
accomplish it.

Step 5—Once all parties agree on the design and 
functionality, furniture building can begin. At this 
point and throughout, it is highly recommended 
to have open communications with both client 
and upholsterer to be sure everyone is getting what 
they need and expect.

Step 6—Frame complete and finished, ready for 
upholstery. In this case a full traditional upholstery 
job was desired. This means hand tied springs, 
webbing, horsehair stuffing and imported Italian 
fabric. Review with upholsterer and client.

Step 7—Now the frame is out of the cabinet 
shop and in the upholstery shop. As the designer 
and coordinator of this job, you still have a 
big responsibility for its outcome of comfort 
and appearance. Again, review with client and 
upholsterer to be sure all are on the same page and 
expectations are being met.

The Woodworking

As for the woodworking aspect there were 
plenty of challenges and high-level fussy solutions. 
Some of the highlights were…

Base Structure—A mitered blind and double 
splined frame. Locking this main frame is a French 
foot joinery method I have developed and used 
many times. The foot is a lapped and tenoned 
corner unit that ties the main frame together from 
a second perspective.

Tenon and lap joint ties mitered base. Lots of glue surface.

Base Structure

Special glue blocking to join feet to base.

Test fitting foot to base.
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End units assembled.  
Note birch upholstery bars and mortises for back framing.

Carvings on the upright and crest rail.

Custom router base to 
do grounding work on 
concave part of crest rail.

Upper End Structures

Carving

Upper End Structures—These vertical posts are 
double tenoned into the base frame to give four 
expended gluing surfaces for a very rigid connection. 
They are also blind pegged from the inside. These 
end structures have shallow upholstery rabbets for 
fabric tacking and cross bars and upholstery bars 
for pulling webbing and fabric tight. The ends and 
this planning allow for a two-sided upholstery job. 

Carving—The carving can now proceed on the 
posts and crest rails. Note the “S” shaped rail and 
custom made router base to help do the grounding 
work consistently before the actual carving. 

Secondary Framing—Once carved, the 
secondary framing is fit and joints are cut. Though 
never seen, these joints must be well done to 
ensure strength and rigidity. Note how the vertical 
upholstery bars mimic the shape of the exposed 
mahogany posts.

Back Framing—The back framing is then cut 
and fit. Because the back can take some abuse from 
heavy or off balance sitting, the crest rail is wider 
at the high point and re-enforced at the mid-point.

Color and Finish—Color balancing was done 
using potassium dichromate to darken lighter 
pieces of mahogany stock. Shellac is the finish of 
choice in our shop. It produces a nearly unmatched 
sense of fineness, warmth and sophistication. It is 
always applied by brush followed by rubbing out 
and wax to complete the job. 

Carving the crest rail in a flowering crab apple motif.
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Special blocking and clamping to pull the total of four 
tenons into place all at once and squarely.

Upper base frame gluing to lower base frame.

Overall frame complete. Curves abound and make for careful fitting. A stout back board lasts for the long haul.

Secondary Framing

Back Framing

Carefully applying the dichromate.

Color and Finish

The richness of shellac.
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Hand tying the springs.

Letters of contract of this original job to be 
discovered at some later date.

Building up an end panel 
of the inside face with 
access through the back 
face. Once done, the back 
face fabric can be tacked in 
and trimmed out.

Laying out the placement of the back springs on its fabric 
panel. Sofa is laying on its back.

Upholstery 
  Photos from the upholstery shop of master upholsterer Joseph Portinari of Pembroke, NH.

photo by Bill Truslow
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Knockdown Install

An opportunity to collaborate with one’s mentor is 
truly special. It shows that after 10 years in business 

the importance of trust and integrity. Bill Doub, a well-
known woodworker and artist, introduced me to the 
organic forms and recently engaged me with a commission. 

He needed a very elaborate mantel to be sculpted to 
compliment a desk he built. This was a year and a half 
ago, October of 2018, same month when I moved into my 
new shop in Hooksett. It was an unexpected gift that I had 
to unfortunately decline due to scheduling. It was slated 

by Greg Brown
gbwoodworks.com

Conserving Architectural Artwork
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to be done in April of 2019 and I wasn’t available until 
June. Of the many things I learned coming up on my 10 
year anniversary in business was to say NO. Saying YES 
to something that wasn’t possible to complete in the time 
frame desired often does more harm. It was frustrating but 
such is life. 

 As months past and pieces came and went, I received 
a call from Bill. The patron was willing to meet with me 
in person and review the mantel to be sculpted. After our 
gathering the patron was willing to wait until I could pencil 
him in. It was meant to be! The piece at hand was very 
involved and whimsical. Engaging to say the least as it also 
incorporated contrast. My task was to work one-on-one 
with the patron and create the mantel in two parts so that 
it could fit into the room it was slated for.

 The carving work was the least of my troubles and the 
mantel was not structural which was a bonus. My own little 
twist on this project was to make it removable, kind of like 
the break down nature of a factory piece. But in this case, a 
piece of architectural artwork which could be broken down 
and transported with the family like heirloom furniture. 

Due to the nature of the design creating it in two sections 
and making it knock down was one thing, but making it 
look as one solid unit in the end was another.

One big consideration in making this piece was to 
imagine how all the elements would taper and join one 
another. This would dictate where I could add some sort 
of construction line that would still flow into the overall 
movement of the piece. 

I also had a specific opening that this mantel could fit 
through. I had only a few parts that I could implement a 

“break” in the design. I decided to revise the rendering and 
make the outer most tendrils dive into the upper stiles of 
the framework at 78˝—just under 80˝ which was the height 
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of the door opening. This element also eludes to piercing 
through the framework to re-connect with the continuous 
elliptical curvature. It was straight forward and conceivable. 

 Upon committing to my approach, I made a full 
scale mockup out of plywood and re-visited the patron’s 
residence to do a practice run. Each section walked right in. 
I made final revisions to the full-size mockup to also receive 
tile upon the builder’s request. 

Now the kicker—how do I attach it to the wall and 
make it look seamless and removable? The first thing that 
came to mind was French cleats. I’ve used this application 
many times before in the past and it works beautifully. The 
only downer is the added thickness you need to add to a 
frame to conceal the cleat. Fortunately for me the added 
thickness was needed since the piece was sculpted. I also 
did not have to consider weight.

The rest fell like dominoes. In short, the feet were 
secured to the floor by using dowels that kept it sucked to 
the wall and prevented it from kicking out. The first French 
cleat was attached to secure the lower section to the wall 
and the second French cleat was attached to the wall for the 
upper section. This allowed the upper section to drop into 
place as well as receive the lower section. Slotted tenons 
were fixed to the brackets on the lower mantel to allow the 
lower shelf to move. 

To complete the install, I fixed threaded inserts into 
the frame of the upper stile where the outer tendrils meet 
the upper section. This allowed the sculpted limbs to be 
mechanically screwed to the upper frame. I painted two 
heads black to hide the visual and the counter sunk hole 
that receives the screw is unobtrusive to the flow of the 
piece. I delivered this piece on February 14, 2020, about a 
week before I wrote this article. 

The install was provided by the patron’s contractor who 
is also in charge of the tile surround and hearth. Over the 
past two years, I have been sub-contracting out my installs 
so I can spend more time behind the bench. In doing 
so, instructions must be provided thoughtfully and in 
collaboration with all other craftsmen involved.

This article was basically remnants of a PowerPoint 
presentation of the install I provided for the builder as well 
as a copy to be archived with the patron’s home. All in all, 
everyone was pleased, appreciative and thankful. So much 
so that I have been commissioned to create a sculpted art 
mirror frame to accompany the upper section of the mantel 
as a focal point. 
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Recently I was working on a manuscript for an article 
for another publication and I found my writing had 

wandered onto a bit of a tangent. In the article, about 
designing and building a side table, I was discussing 
material selection and different options one might have 
when considering how best to use material. This led me 
to thinking about the value of materials. Not just the 
monetary value of raw materials, but also how the value of 
a part changes during the progression of building a piece 
of furniture. This led me even further to thinking about 
how the value of a part at any given point during the build 
affects the way I choose to work that part. By this point I 
had stopped writing as I knew these thoughts would never 
make the cut for the article. But it seemed worthy of further 
exploration, so I made a few notes and returned to the 
article at hand.

To pick back up on that topic of value, one of the 
primary ways that value impacts my methods of work is 
in how I work material from rough to finished. At the very 
beginning of a build when I’ve just selected material, cut it 
into individual parts and started to rough mill those parts, 
there’s relatively little value in those parts. Yes, there are 
certainly raw material costs, and there may be other costs 
like my time to select, transport, handle and store that 
material. But these costs, together, are generally still much 
less than the value of a finished part.

As any individual part is worked from rough to finished, 
the value of that part increases as the amount of labor 
performed on that part increases. For example, a drawer 
side that is sitting in my shop as a rough sawn piece of 
lumber, having not yet begun its journey to finished drawer 
side, has a certain value. That same drawer side, weeks or 
months later, having been milled to size, dovetailed by hand, 
grooved to accept a drawer bottom and sliding dovetailed 
to accept a drawer back has increased exponentially in value 
because of all the labor—it’s embodied labor—that went 
into performing those operations.

How does this idea of embodied labor impact my 
approach to building furniture? In a nutshell, as the value 
of a part increases as it progresses through a build, my desire 
to protect that part also increases. When I say ˝protect,˝ I 
definitely mean protecting a part from dings and scratches 
and drops—the normal kind of damage that happens to 
parts as they are moved, handled and worked in a workshop.

But I also mean protecting parts by transitioning from 
using machinery to using hand tools for finish operations. 
Before proceeding, I want to be clear that I am not saying 
that machinery and power tools are not capable of finish 
work. They certainly can be, but that’s just not something 
that I tend to use them for. I use machines, I appreciate 
my machines and I wouldn’t want to build the things I do 
without my machines. But when a part is getting close to 
being complete, I get very uneasy about the prospect of 
taking that part to a machine to perform some operation.

The reason for my uneasiness is that machines give much 
less control over the outcome of an operation than hand 
tools do. When I run a board through my planer, I have 
no means of making adjustments if I start to hear massive 
amounts of tearout. I just have to wait for the board to 
exit the planer and then deal with the consequences. On 
the other hand, if I’m hand planing a board and start to 
encounter tearout, I can immediately make adjustments 
to address that tearout—like sharpening, changing to 
an iron with different properties, changing to a different 
plane, altering the direction of approach or switching to 
a scraper. Also, mistakes in setting the depth of cut on a 
planer or jointer are possible. Ever send a part through a 
planer and thought to yourself ˝that sounds like it’s taking 
a really heavy cut˝ only to realize you had set the planer to 
the wrong depth after the part(s) had been planed? I have. 
Thankfully, this has never happened on absolutely crucial 
parts.

It may seem obvious, this idea of wanting to protect 
parts that are high value where the majority of that value 
comes from the labor already put into them. But I think 

Thinking About ValueThinking About Value by Mike Korsak
mikekorsak.com

Working wood with both machinery and power tools
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it’s worthwhile to discuss because I’ve been asked a similar 
question on a fair number of occasions by students or 
other woodworkers. The question goes something like this: 

˝You use both machinery and hand tools, so how do you 
determine when to use one versus the other.˝ My answer: 
value. When a part becomes too valuable to make any 
mistakes, then it’s hand tool time for me.

Here’s an example: a bookmatched panel for a door 
made by resawing thick stock to yield two thinner boards 
that will be edge-glued to make a wide panel. This is a 
pretty common thing in my shop, and probably yours as 
well. When I start the process of making this panel, it’s all 
done with machinery: I joint one face on the jointer, run 
it through the planer, joint an edge, rip to rough width on 
the tablesaw, then resaw on the bandsaw. Then I repeat the 
process of face jointing and planing until the stock is close 
to the finished thickness of the panel, but still 1/32˝ or so 
over. So far, no hand tools have touched the material.

Once I edge glue those two boards together, my thinking 
shifts to a hand tool-only approach to clean up and flatten 
the panel. In general (because there are always exceptions to 
the rule, right?) I would not take the glued-up panel to the 
jointer to clean up the glue joint and re-flatten the panel. 
There’s some risk involved in doing so. Remember, I only 
have 1/32˝, give or take, of thickness to play with at this 
point, so any major tearout on the show face of the panel 
could be catastrophic. Also, the panel is bookmatched so 
the grain directions of the two boards I just edge-joined 
are in opposite directions, adding to the risk of running 
it through a planer. Instead, I would use hand planes to 
flatten and then smooth both faces of the panel. 

Now, let’s say that instead of being a door panel, the 
bookmatched board from the above example is instead 
going to be used as a tabletop. But in this slightly different 
example, the tabletop will have underbevels shaped on 
the edges and ends. In this scenario, I would use a slightly 
different approach. After edge joining the two boards, I 
would still use hand tools to flatten and smooth the top 
surface. Again, since the top is the highly visible show 
surface, my tolerance for any kind of tearout or snipe is 
zero. However, after hand planing the top show surface, I 
would run the tabletop through the planer, show face down, 
to clean up the bottom face of the tabletop and bring it to 
the desired thickness. The difference in this scenario versus 
the previous is that the bottom face of the tabletop isn’t 
visible (well, it is, but c’mon). Therefore, the need for an 

immaculate surface is greatly reduced, and I’m absolutely 
comfortable with using a machine to perform that particular 
finishing operation.

One last example: door stiles and rails. When I’m 
making a door, I begin milling the rails and stiles from the 
rough with machinery—face joint, plane, edge joint, etc. 
Once I’ve worked those parts with jointer and planer down 
to within 1/16˝ or 1/32˝ of finished dimension, then I switch 
to hand planes to clean up, flatten (if needed) and smooth 
the outside show faces of those rails and stiles. The next step 
would be to run the parts through the planer, show faces 
down, to take a final pass or two off the back (inside) faces 
to bring all those parts to a consistent final thickness. The 
difference in this example is that I need multiple parts to 
finish out at the same thickness because they’ll eventually 
make a door whose surfaces need to be flush with each other. 

While there’s still some risk involved in running these 
parts through the planer at this stage, I’ve done some 
things to minimize that risk. Keep in mind that this “risk” 
is relative—I’m not talking about driving 100 mph on a 
twisty, icy, frost-heaved New Hampshire road at night. 

First, as I’ve worked the rails and stiles down in thickness, 
I’ve paid attention to the feed direction I’ve been using for 
each part and know that the grain direction marks I’ve 
made (and kept throughout the entire milling process) are 
accurate. 

Second, as I’ve milled the door parts, I’ve also milled 
one or two extra test parts that I’ll run through the planer 
first, before running the actual rails and stiles. This lets me 
double check that the planer is set to the intended thickness.

If you’ve ever been confused about this business of 
working wood with both machinery and power tools, I 
hope this discussion of my approach is somewhat helpful. 
But keep in mind my approach doesn’t have to be yours (and 
vice-versa). I think like a lot of things in life and furniture 
making, one just has to figure out a system that works for 
them, and most importantly, produces the desired results. 
Because, at the end of the day, it’s the outcome that really 
matters. 
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My router sled has essentially two main components, a 
deck with a fence and an adjustable stop that holds 

the work piece in place plus a removable track that guides 
the router across the work piece. The track is removable to 
allow better access to the rest of the jig and so that I can 
use differently configured tracks for different purposes. I 
have tracks that are designed to work with various sized 
rub collars (more on that later), and also one for mortising 
that guides the sides of my router base and allows greater 
visibility of the workpiece. 

Router Sled

The sled deck

The jig with track installed

Cut sliding dovetails, dadoes, plunge mortises and more across the grain of furniture components

In February, I had the pleasure to present a 

demonstration on router joinery at the Guild’s general 

meeting at the Homestead Woodworking school in 

Newmarket. It was a well attended event and I had a lot 

of fun. One of the things that I demonstrated was the 

use of a router sled jig of my own design to cut dadoes 

and mortises across the grain of furniture components. A 

number of people have asked about specifics of the jig, 

so I thought I would take this opportunity to share more 

information about its construction and use.

by Owain Harris
harriscabinetmaker.com
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The three tracks I use for this jig— 
From left to right: 1/2˝ slot, 5/8˝ slot, open for mortising.

Making the Jig

For the deck, I started with a piece of 3/4˝ MDF–18˝x36˝. 
It is important to have a fence that is both straight and at 
right angles to the jig. The first step is to cut a shallow dado 
across the length of the deck to register the fence into. It 
doesn’t matter too much where in relationship to the edge 
the fence sits as long as there is enough room to clamp the 
jig down to a bench top. 

I used poplar for the fence but any stable straight grained 
wood will do. The sled the router rides on will sit on top 
of the fence so the fence needs to be slightly taller than the 
thickness of the workpiece you expect to be using. 

I am not typically cutting this type of joinery in anything 
over 7/8˝ thick, so I made my fence 15/16˝ tall plus the depth 
of the registration dado. Before gluing the fence into place, 
I ran a few 1/2˝ dovetail slots so that I could use the Matchfit 
Dovetail clamps to hold my workpiece in place. With those 
cut, you can go ahead and glue the fence into place making 
sure that it is square to the surface of the deck.

The holes for the adjustable stop don’t need to be super 
accurate. As long as you make the slots in the stop block 
slightly wider than the posts on the bolts that hold it in 
place, you should be fine. We will use the track to find 
the location of the holes that will hold it in, so at this 
point it would be useful to consider the dimensions and 
configuration of the track. 

The tracks will be made from 1/2˝ Baltic birch and need 
to be wide enough to safely support the base of the router. 
I like to make mine wide enough to add some strips down 
the side as a guide for the router in applications where I 
am not using a rub collar in a slot. I have found about 71/2˝ 
wide to be good. I made the length of my tracks 24˝ so that 
there are a few extra inches of space for the router to run on 
beyond the edge of the work piece. 

Track

Hold down hardware 
and threaded inserts.

Transfer the hole locations to the deck.

If you plan to have more than one track it makes sense 
to make them all at once so that you only have to do the 
set-ups once. I currently have three tracks—one with a 
1/2˝ wide slot, one with a 5/8˝ wide slot that are both used 
with a rub collar, and finally one that is mostly open and 
has rails down the side to guide the router that provides 
enough visibility to the workpiece to be used for mortising 
applications. 

The critical thing to understand when making the 
tracks is that the fence needs to be exactly 90° to the edge, 
otherwise your cuts won’t be square in the workpiece. 
Accurate milling is a must here. 

First make sure the pieces of 1/2˝ birch are accurate. If 
you are comfortable running plywood through your jointer 
and planer, then it’s not a bad idea to take a light jointing 
pass, rip the pieces to width and then gang them up and 
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run all three through the planner on edge to make sure that 
the edges are all perfectly straight and parallel. This step is 
not completely necessary though, especially if you trust that 
you can get a clean, accurate cut off of your table saw. 

To cut the 1/2˝ and 5/8˝ slots for rub collars, I use a 1/2˝ 
spiral up-cut bit in a router table. Set the fence so the center 
of the bit is in the center of the track—you can eyeball this. 

Lay out where the slot will start and stop. Again, this 
isn’t really a critical measurement, you just need to be able 
to maximize the width of the jig to get the most cutting 
area. Make sure that you start the cut ahead of the deck 
fence and end it before it hits the attachment block. Use 
your layout lines to set a stop block on the router table 
fence to make the cut safer and more repeatable. 

Once the blocks are set up, lower the router bit so that it 
is below the surface of the table, hold the sled piece in place 
against your starting block, turn the router on and slowly 
raise the bit through the piece. When it is through the piece, 
make the cut through until you hit your stop block on the 
other side. 

For the 1/2˝ slot, you are done. For the 5/8˝ slot, just move 
the fence over 1/8˝ and make a second pass. Just remember 
to move the fence away from the bit and not towards, 
otherwise your second pass will be a climb cut and could 
be dangerous. 

For the mortising sled all that matters is visibility, there 
is no need for the cut out to be square or parallel to the 
sides. The easiest method would be to lay it all out and 
make the cuts with a jig saw. If you wanted to clean up 
the cuts afterwards, you could double stick tape some scrap 
pieces along the edge and use a flush trim bit in a router 
table to neaten everything up.

To cut the dado that will be used to glue the fence into, 
I use a dado stack on the tablesaw and a miter gauge. Install 
the dado blades into the saw. It doesn’t really matter what 
the width is as we will be milling the fence to fit the dado 
after it is cut, somewhere around 3/8˝ to 1/2˝ will be sufficient. 

Once the blades are installed check the miter gauge for 
square and then adjust the height of the blade. It only needs 
to be a shallow cut as it is only being used to register the 
fence to the track, 1/16˝ or so is plenty deep. Set the rip fence 
to the desired location for the fence. On my jig that is about 
6˝ from the front edge. 

Cut the dados in all of the sleds you are making by using 
a miter gauge or crosscut sled that you have checked for 
square. For the fence I again use poplar but any hardwood 

Double stick tape an auxiliary fence to the deck fence.

Cut the groove in the track with a 1/2˝ spiral bit in a router table 
using stops to control the cut.

Make sure to square the miter gauge to the dado blade.

Make a shallow cut across the track to register the fence.
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Rub collars.

Use a drill bit to set the depth of the plunge router.

Close up of the auxiliary 
fence with registration cut.

Make the 1/4˝ straight cut across 
the workpiece.

is fine. Mill it down slowly to make sure that you get a 
good fit. I made my fences a few inches wider than the 
track so they would be more engaged with the fence on 
the deck. Cut them to length and glue them into the dado, 
again making sure they are seated square to the surface of 
the track. 

It’s not as important that the block on the other side of 
the fence that will be used to hold down the track be exactly 
square, so I don’t bother running a dodo for these. Instead I 
use a guide block cut from a scrap piece of plywood to make 
sure that they are all in the same place. The dimensions of 
this component are the same length as the track fence x the 
thickness of the deck fence x 21/2˝. 

Drill a hole about an inch or so in on either side of the 
piece for the hold down hardware using a drill press with a 
fence and stop block to ensure that they are all in the same 
place. Then glue and screw them to the underside of the 
track using the guide block as a reference. 

Once the tracks have been assembled, you can clamp 
one in place against the deck fence and transfer the holes 
in the rear block to the deck. I also installed a stop block 
on the deck fence at this point to help register the location 
off the track when installing. It is just a scrap of poplar that 
is glued and tacked in place with some brad nails. Remove 
the track and drill out the holes you just marked using 
either the drill press or a hand held drill, and then install 
the T-nuts for the hold down block and for the adjustable 
stop block. 

Putting the Jig to Use

With everything in place on the jig it’s time to consider 
how to put it to use. One of the joints I cut most often with 
this jig is the groove for a sliding dovetail. To cut this joint, 
start by laying out the location in the work piece. Because 
of the angle, I sometimes find it easier to work from a center 
line when laying out sliding dovetails rather than trying to 
calculate exactly where the dovetail will end up in relation 
to the edges of the piece.

Because the 1/2˝ dovetail bit is removing a lot of material 
at once and has to be cut in a single pass, it is advisable to 
remove some of the material first with a 1/4˝ straight bit. So 
to cut this joint, we will be making one pass with a 1/4˝ bit, 
and one pass with a 1/2˝ dovetail bit. If I am cutting the 
joint in stock that is 1/2˝ to 5/8˝ thick, a single width pass of 
the dovetail bit will be fine using the sled with the 1/2˝ rub 
collar slot in it. Once your stocks gets to be 3/4˝ plus, a 1/2˝ Install a 1/2˝ dovetail bit and set the depth.
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dovetail can look a little bit anemic, so I prefer to make a 5/8˝ 
dovetail by using a 1/2˝ rub collar and the sled with the 5/8˝ 
slot. That allows you to make two passes with the dovetail 
bit, the second pass being offset by 1/8˝ from the first. 

A rub collar is a really useful templating tool for the 
router. It consists of two parts, the collar that has a specified 
inside and outside diameter and a retaining ring that 
holds the collar to the underside of the router base. The 
collar protrudes out from the base and can be run inside a 
template or against a straight edge so that you can achieve 
a straight cut that will be offset a specific distance from the 
edge of the template depending on the combination of the 
bit diameter and the outside diameter of the rub collar. You 
can buy a set that would have several size collars and the 
retaining ring to hold it in place. For this operation, we will 
be using a collar with a 1/2˝ outside diameter. 

For the first pass, install the rub collar and the 1/4˝ bit into 
a plunge router and set it onto the sled with the workpiece 
secured in the jig. As with all machine set-ups, it’s good 
practice to have some extra scrap stock milled up that is the 
same thickness as your work stock. The total depth for this 
joint will be 3/8˝ but I like to run the 1/4˝ bit slightly proud 
of that so I can be sure that there isn’t an unsightly groove 
below the surface of the dovetail pass. 

To set the depth, drop the bit down so that it is just 
sitting on the surface of your test stock. This is the zero 
point. Typically plunge routers will come with an adjustable 
stop that allows you to cut repeatedly to an accurate depth. 
With the bit at the zero point, drop the stop down so that it 
engages the set screw. Now you know that whatever height 
above this point the stop is set will be the depth of the cut. 
You can purchase setup blocks that are machined to specific 
thicknesses for this purpose but I personally prefer to use 
the end of a regular twist drill bit. For the first pass, select a 
drill bit that is lightly less than the 3/8˝ final pass. In this case 
I went with an 11/32˝ bit. 

The next set up task is to locate our layout lines in 
reference to where exactly the bit will be cutting. To achieve 
this and to help protect against tear-out at the edge of the 
piece, I double-stick tape a scrap piece of stock that is the 
same thickness as the workpiece to the inside of the deck 
fence. It doesn’t really matter how wide it is, a 1/4˝ or so 
is fine. Sometimes the off cuts from the final rip of the 
workpiece stock is perfect. Temporarily remove the work 
piece and then cut into the scrap fence from the inside of 
the jig. This will give you a clear guide for where to place 

The completed dovetail groove.

your layout lines to get an accurate cut. Now you can put 
your work piece back and go ahead and make the cut with 
the 1/4˝ bit. You may want to consider doing this cut in two 
passes, particularly in dense woods.

Finally, the last step is to make the cut with the 1/2˝ 
dovetail bit. Put the bit in the router and set the depth 
using the same method as before, only this time use the 3/8˝ 
drill bit. Nothing else in the set-up will change so go ahead 
and make the cut. This will have to be done in one pass 
regardless of the species as the geometry of the dovetail bit 
would not allow for multiple passes. A little bit of sandpaper 
to clean up the fuzzy edges of the cut and you are ready to 
make the dovetail tenon that will slide into the groove. I 
detailed the process for accurately making this part in the 
last Journal—Issue #28, Router Table article.

I have described how to set up and cut a through sliding 
dovetail but the exact same set up could be used to cut a 
stopped joint as well. Just determine where the joint will 
end and double stick tape a stop block onto the top of the 
sled to prevent the router from cutting beyond that point.

Once you have constructed and set up this jig to cut 
the sliding dovetail, you will no doubt figure out how to 
use it for all kinds of other joinery operations. I find it 
great for cutting plunge mortises across the grain of cabinet 
components using the sled with the larger viewing window 
and the side rails. Just lay out your mortises, set the depths 
using the same technique as above and plunge away. The 
open track makes it easy to see where you are routing to 
your layout lines.

I continue to find the humble router to be one of the 
most useful and versatile machines in the small furniture 
workshop. With some well made jigs and some basic 
accessories, a whole world of accurate and repeatable 
joinery is at your fingertips. 
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Visit Old Orchard Beach, ME for the sand, the arcades and the 
tiny odd-looking rock houses. Pick up trinkets for the grandkids 

and grab lobsta for lunch. Scout through the endless tourist-trap 
shops and drink gallons of iced coffee. And wonder just where those 
terrific wooden turnings are hidden. 

Because hidden they are, as Lucile Morgan doesn’t advertise, 
doesn’t do craft fairs (any longer), doesn’t demonstrate (any longer) 
and doesn’t hang out a shingle. This tiny Anglo-French woman, 
tucked away in a tiny house, creates spectacular wooden pieces that 
range from utility to fanciful, simple to carved, plain to vibrantly 
colored and all uniquely alive. Wooden pieces that reflect a strong 
fine arts background and an appreciation for form and design, yet all 
are truly her own. 

Famous now for her invited and juried participation in two 
AAW projects, Open and Shut and Topsy Turvy, Lucile joins elite 
international turners in the AAW phone book—larger-than-life 
names such as Dixie Biggs, Betty Scarpino, Sharon Doughtie, and 
Andi Wolfe and names that also include New Hampshire’s own 
Janet Collins and Donna Zils Banfield. Like all of them, Lucile has 
developed a lexicon of work that reflects her own personal style and 
vision, her own interpretation and her own willingness to expand the 
horizons of mere woodturning. Here are a few of her thoughts on 
wood and wood art design.

Training: “Learn How!”

Learn the basics of woodturning from many, many others. Lucile 
laughs to hear many turners claim they are self-taught and therefore 
prone to repeat the most basic of mistakes. Her advice—take the 
time and spend the money to master the basics. Buy a couple of 
videos, watch and imitate, wash, rinse, repeat, repeat, repeat!

To create art in your own style, you must first conquer the 
fundamentals and the intricacies of both machine and tool. More 
than just size or spindle speed, understand your machine’s tendencies 
and master its wealth of adjustments. More than just a “push-cut”, 
learn and practice all the various actions that define the versatility of 
bowl and spindle gouge and then practice!

Mad(e) in Maine

by Dr. Annamarie Pennucci

Juried and Invited AAW publications

Nature as an Acorn : a Lidded Box interpretation

Lucile Morgan

Introducing Lucile Morgan— 
BA, BFA and mad for color in wood art!
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On Principals of Art: “Learn them and lose them!”

In order to move beyond the basics, you must first understand 
the basics. So take the time to master the Golden Mean, master the 
influence of balance and non-balance. Investigate ratios—one third 
to two thirds, two fifths to three fifths, elements at center or just 
slightly off center, weight at the base, center or top. 

A foundation in basic design will free you to experiment outside 
the constraints of these principals while encouraging you to avoid 
mismatched or poorly placed elements. 

On Design: “It’s the sketch that’s the answer.” 

Good design is the basis for good art. No matter who does it, 
good design is the very foundation of creation. Lucile advises us to 
take the time to sketch on paper, better yet graph paper. 

She encourages us to draw the lines, redraw the lines, erase the 
lines and draw them again until you find lines that “flow.” Lucile 
has drawn this sketch of a lidded spindle box many times before 
committing it to wood. Translating the “flow” on paper to the “flow” 
in wood will require close attention to the original sketch. Minor 
errors in copying will be magnified as visual and representational 
flaws.

On Form: 

Lucile’s fine art degree concentrated on clay as a medium but 
she found that pottery was design-limited and thus did most of her 
work in sculpture. The trouble is that clay is both an additive and 
subtractive medium which, by nature, makes following a flowing line 
remarkably difficult. First you add clay, then you scrape it off, then 
add some more, then scrape off some more, then…

Wood is a subtractive medium, allowing you “to reach a line” 
and maybe you keep it and maybe you don’t. Similar to a potter’s 
wheel, she finds that control of a stationary cutting tool against a 
moving subject allows her the freedom to modify those flowing lines 
by adjusting gouge angle to shorten, lengthen, broaden, shrink or 
discard. What she likes about wood is that “it doesn’t change. When 
you apply your idea, you know exactly what you are putting it on.” 

On Wood: “There is more wood than you can imagine!”

So don’t turn your nose up at any of it. If it’s free, play with it. 
If you spent money, don’t waste it. Lucile insists that we will never 
know all of the world’s great woods so keep on playing. Enjoy the 
versatility of exotics before they go extinct because you can learn so 
much about texture, density, mass and finish. Besides, they make 
great ballast at the bottom of your lathe. 

Graph paper draft of a lidded spindle

Lucile fine tuning the spindle layout

Circular ruffle edged bowl in layout

Exotics add ballast under the lathe
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On Bowls: “A bowl is just a bowl!” 

If you are going to make bowls, try using different mediums. 
Here Luciles’s love of the fanciful accents is a bowl constructed of 
multi-colored paperboard—glued together, turned, inlayed with 
paperboard and accentuated with drilling. Paper, fabric, dyes, stains 
and paint can transform any bowl into something more. 

On Plates: “Lots more fun than bowls!” 

The form basic of platters and plates has permitted Lucile endless 
experimentation with texture, line and color. She finds the more 
open plate form far less restrictive than bowl forms but, importantly, 
the plate form more readily showcases artistic elements of texture, 
line and color. Elements that are certainly more visually pronounced 
in flat form. Her “fish” plate reflects the degree of specificity available 
in open forms and for example, allowed Lucile to best duplicate the 
fine lines characteristic of Australian Aboriginal X-Ray art. She finds 
an open form encourages endless variation. 

On Lidded Bowls: “Even more fun!”

 Lidded boxes, bowls and natural forms all showcase Lucile’s 
current fascination with adding color, texture, line and odd shapes to 
what is normally quite staid. Lucile finds that lidded shapes currently 
allow the greatest versatility in application of two or more artistic 
elements. 

Fanciful interpretations of lidded boxes

On Utensils: “Why not?” 

Take an everyday object and explore the possibilities as “anything 
useful can be beautiful and anything beautiful can be useful!” This 
axiom is strongly reflected in her honey dippers. Favorites at craft 
fairs and great demonstration projects, her dippers were a terrific 
starting point for elaboration. With simple added lines, extended 
lengths, carved handles, off axis rotations, ebonizing and splashy 
colors, Lucile’s honey dippers blend the distinction between art and 
utility. 

Turned and decorated bowl in paperboard

Decorative elements on a 6˝ plate

Lucile’s rendition of Australian Aboriginal X-Ray art

Decorative honey dippers
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On Color: “I’m mad for color, just mad!”

Lucile’s Challenge: “Do something with color that you have never 
done before!” From oils (long drying times) to pastels (stabilization 
required), Lucile prefers acrylics both for utility and for permanence. 
They resist fading and can be endlessly mixed and applied to nearly 
anything—wood, clay, fabric, leather, glass.

Lucile’s love affair with color shows best in her plates but now 
characterizes nearly everything she does. Here, a multi-axis turned, 
re-sawn, glued series of beads is reassembled and painted into 
whimsical sculpture—maybe a caterpillar? 

Color application often goes far beyond brush or pen. While both 
are now nearly essential techniques, Lucile had found endless ways to 
introduce color—glass, melted plastic, emulsified wax, silicone belt 
lubricant and even including her grandmother’s antique buttons at 
the bottom of lidded vessels—surprise!

On Texture: “Makes all the difference!” 

Lucile has made texture an emerging hallmark of her small series, 
ornaments and decorations. While utilizing many techniques to 
embellish texture, she now experiments with using color to suggest 
depth or implicate textural change.

On Tools: “Sharpening is much more important than the tool itself.” 

While many of us believe the hoopla over tool steel and tool origin, 
Lucile sticks with the basics—Woodcraft’s Woodriver mini tools for 
detail work and PSI’s Benjamin’s Best for all other turning. Hard to 
believe it’s not some fancy kind of M42, cryo or powdered metal 
that’s needed to create such detail, but rather it is the fine control 
and attention to technique that has elevated Lucile’s art amongst the 
very best. 

Lucile uses waste blocks and face plates for mounting, nearly 
always using lots of double sided tape, despite vast differences in 
circumference between waste block and turning. Electrical tape is her 
go-to for mounting lids on hollow vessels. “It stretches and acts like 
a mini-clamp.”

The only essential and favorite tool in Lucile’s repertoire is an air-
supplied respirator helmet for both clarity of vision and dust control. 
With a basement workshop, basic dust control is absolutely essential. 
Coupled too, is the demand for a fume-free environment—glue, ink, 
color, finish and dust all pose health hazards. 

On Connections: As an artist, Lucile finds life pretty isolated.

It’s a solitary endeavor most of the time so connections outside 
the woodshop or studio are precious. Lucille finds enthusiasm, 
encouragement and challenge as a member of the South Portland 
Woodturners Group, the Seacoast Woodturners Club, Women In 

Twist and Shout, turned, resawn, assembled, painted

Multi-media colors dispersed in silicon lubricant

Color elicits texture and depth
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Turning and the American Association of Woodturners. She is no 
stranger to demonstrations at the Center for Furniture Excellence, New 
England Woodturning Symposiums and individual demonstrations 
by Carol Van de Dusenhall, Nick Agar, Jaques Vessery, Donna Zils 
Banfield, Alan Lacer, Al Stirt. 

On Challenges: “What’s next?”

Lucile favors challenges of medium, machine and tool use. On 
her lathe at the moment is a reverse-mounted lidded spindle with the 
large vessel end in the tail stock and the finial end in the head stock. 
Other challenges include the use and coloration of “slumping” glass, 
sheet metals or foils, leather accents and repetitive ideas that arise 
from quilting. 

She is keenly interested in the “creep” associated with the use of 
wood and tools and its prevention—she suggests viewing Tim Yoder’s 
video for its valuable suggestions. 

Lucile’s current design challenges include developing 
representations of contemporary issues—coronavirus, climate change 
and water and air pollution. Wacky? Sure, but fun. And a better word 
could not be found to describe Lucile!

On History: 

Lucile Morgan can trace her ancestry all the way 
back to William the Conqueror and discovered 
that Queen Elizabeth is also a descendant, which 
makes them cousins! Does the Queen know that? 

“If I meet her, I’ll be sure to tell her!” 

Recommended Resources: 

• Demonstrations by Marcel Durette (gnhw.org), 

Johnna Klukas (s.portlandwtc) 

• Videos by Michael Hosaluk, Tim Yoder, Cindy 

Drozda, Michael Keyes

• Books by Richard Raffen, Cindy Drozda

• Books: Itten—The Limits of Color, K.St.Clair— 

The Secret Lives of Color

• Classes: Color Theory (may be found at a college or 

university art department)

I found a way to be able to use every drop of finish and not have 
it thicken or gel. I use a Food Saver mason jar sealing cap and a 

vacuum pump. I draw a vacuum on the mason jar with the finish in 
it to remove the air.

When I need to finish something, I release the vacuum as slowly as 
possible to limit the amount of finish that ends up on the underside 
of the cover and rim of the jar. Wipe both clean.

I do my finishing then re-vacuum seal the jar until the next 
finishing session. I have been doing this with great success for a while 
now and don’t lose any finish to thickening.

If you go online to purchase the mason jar sealing plastic covers, 
buy the set of two the hose comes with the set, not the individual 
sealers. I picked up a box of extra lids to have on hand in the event a 
lid loses it’s sealing capability.

FoodSaver Vacuum Sealer FCARWJAH-000 Wide-Mouth Jar Kit 
with Regular Sealer and Accessory Hose by FoodSaver. 

Getting to Use  
Your Finish to the Last Drop!

by Ron Marcoux
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This article will discuss gilding with acrylics using 
a product line by L.A. Gold Leaf Wholesalers 

(lagoldleafus.com, Azusa, CA). I tested this method on three 
picture frames. The second and third picture frames will be 
discussed here. 

EXAMPLE 1: PLEIN-AIR FRAME WITH SILVER LEAF

The first example is a simple plein-air style frame made 
from basswood. I started with a sanded wood surface and 
applied L.A. Gold Leaf ’s gray burnish sealer. I filled joints 
with the sealer and a small amount of sawdust. The product 
label gives a drying time of one-half hour. However, I let 
the frame dry overnight. The next day I sanded the frame 
smooth with a fine sanding pad and cleaned off all dust 
(Photos 1, 2, 3, 4).

Next I applied the size, or adhesive. This is an acrylic 
product and should be applied in a thin coat with a fine 
bristle brush. It needs to be brushed as smooth as possible. 
This product dries quickly. The product label lists 15–25 

Gilding with Acrylics
Two examples

by Anne DeMaria

2

3

4

5

1

minutes to reach tack. I found that it reached tack after 
10–15 minutes. Tack, or stickiness, can be determined 
by testing the surface against a knuckle. If the adhesive 
pulls the skin on the back of your hand or knuckle it is 
sufficiently tacky (Photos 5, 6).

For this frame I used a “patent” (a.k.a. transfer) silver 
leaf (Photo 7). Each leaf is pressed onto a sheet of tissue 
paper making it easier to handle. The leaf can be cut into 
strips or smaller squares using sharp scissors. I laid the 
sheets onto the frame surface and brushed over the tissue 
paper with a very soft synthetic bristle brush (the brush 
shown in Photo 8 is made by Selle and is available from Lee 
Valley, although they do not identify the manufacturer). I 
applied more sections of silver leaf, overlapping to prevent 
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any gaps. Note that the tissue paper is slightly larger than 
the leaf. It is important not to let the tissue paper adhere 
to the size because it can be difficult to remove. For some 
sheets I trimmed the paper edges from two sides (Photos 
8, 9, 10, 11). 

The next step was to apply the leaf to the molded trim of 
the frame. For these sections I cut the leaf into small strips 
and laid them down using a smaller, sash-type synthetic 
bristle brush (Photos 12, 13). Where the pieces of leaf 

overlap, excess leaf will brush away. Some very fine residual 
edges will remain above the surface. Using the same soft 
bristle brush, remove these by brushing vigorously across 
the seam. The edge will buff away as dust (Photo 14).

The last step is to apply a seal coat. This product is 
available in gloss or satin, has a non-yellowing finish, and 
is designed to protect the gilding from damage or, in the 
case of silver, tarnish (Photo 15). After it dries the frame is 
complete (Photos 16).

6

7 8

9 10 12

13

11

15

14 16
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EXAMPLE 2: CARVED FRAME WITH GOLD LEAF

The second frame is a similar style but incorporates 
some incised carving. For this frame I used ˝moon gold,˝ 
which is a 22K gold alloyed with silver and palladium. It 
has the warmth of gold but a softer overall appearance. The 
preparation was the same as the previous frame—sand the 
wood, apply a burnish sealer, let dry overnight and then 
sand the burnish sealer smooth. A final buffing with a stiff 
nylon brush polished the frame surface (Photos 17).

After the gray burnish sealer was dry, I applied acrylic 
size taking care not to let it puddle in the deeper areas of 
the carved detail (Photos 18, 19).

After the size became tacky, I applied the gold leaf using 
full sheets of gold, about 31/4˝ square, with the tissue paper 
trimmed off two or three edges. For narrow sections I cut 
the leaf into strips. Tweezers were helpful especially with 
unsteady hands (Photos 20, 21). 

To apply the gold over this carved frame I used a very 
soft all-synthetic made by Staalmeester (this exceptionally 

soft brush is available from Farmhouse Inspired in Texas— 
farmhouseinspired.com). The gold leaf will transfer all texture 
beneath it, but I like how the soft brushes laid down the leaf 
especially in areas of detail (Photos 22, 23, 24, 25, 26, 27).

The reader will note that I used the gray burnish sealer 
to prepare this frame for gold leaf. Small breaks occur in the 
leaf when it bends over rounded surfaces or corners. The 
breaks in the leaf are visible in the carved sections of the 
frame. Two other colors of burnish sealer, dark yellow and 
red, were darker than the moon gold so I continued with 
gray (Photo 28).

I applied a second layer of gold leaf to each of the 
four carved areas which filled in much of the exposed 
undercoating. There were a few small spots which I failed 
to cover completely but I decided against any further 
treatment to correct them (Photo 29).

The finished frame is shown in Photo 30.

17
18

19

20 21

22
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REPAIRS

The elastic nature of these acrylics makes repairs almost 
impossible. I found that particles caught in the size or the 
sealer were difficult to remove. When I pulled the particles 
away, more acrylic size came with them leaving a break 
in the gilding. My repairs to sections of the silver frame 
looked worse than the original defects. My feeling is that 
satisfactory repair of an acrylic gilded surface would require 
removing the gilding, down to the burnish sealer. 

I encountered a similar problem when applying the size. 
Small bits of dry acrylic size collected on the ferrule of the 
brush and on the opening of the product bottle. These stuck 
to the frame surface and were difficult to remove without 
pulling off additional amounts of acrylic. 

My overall impression of the acrylic gilding method 
is mixed. For indoor applications that will be viewed at a 
distance, this could be an acceptable method of gilding. It 
also makes gilding accessible to anyone not equipped with 
the traditional materials such as gesso ground and clay bole. 
While it is quick and simple, I would not call it easy. I found 
the process somewhat nerve wracking because of how little 
control I had over the development of the surface. Because 
the size is thicker than the metal leaf, any breaks, repairs or 
re-applications of size create raised lines under subsequent 
layers of leaf. 

23 24 25

26 27 28
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The opportunity to design and build a unique pair of 
nightstands was like a furnituremaker’s dream come 

true. A client with a walnut bedroom set commissioned me 
to design and build a pair of nightstands to complete their 
bedroom furnishings. Their existing furniture featured a 
modern look with clean lines and a matte tung oil finish. 
Given the freedom to design and build a pair of night tables 
which would complement the walnut bedroom set was an 
ideal project to try some new design ideas as well as hone 
my skills. Furthermore, the clients had recently moved into 
a larger new home with lots of opportunities for future 
commissioned work, so I wanted to do a great job and 
impress them.

Designing the Nightstands
The design process started with measurements and 

photos of the master bedroom. The night tables needed to 
look good under a pair of windows on each side of the bed. 
After a few iterations of design sketches and wood choices, 
the clients gave the initial go ahead. The form and function 
were fixed—a two drawer case on a raised stand with 

two contrasting woods. As the design and construction 
progressed, the clients were frequently asked their thoughts 
about additional details such as leg curvature, drawer pulls, 
using walnut with sapwood, etc.

A feature of my furniture designs is to pair two 
woods, since the contrasting woods add interest and accent. 
Often a third wood species in a key inlay, banding or ebony 
highlight get added for a unique touch. My reference on 
contrasting woods is Garrett Hack’s FWW article ˝The 
Right Way to Use Contrast˝ in the March/April 2010 issue. 
I had recently harvested a pickup truck load of slab walnut 
from a NH state forest and decided to dry and use that 
wood for the case and top. There were no book matched 
pieces but I decided to use the white sapwood accents as 
part of the design creating a band through the center of the 
top and cabinet sides. For the legs and stand, the clients 
selected tiger maple which contrasts nicely with the walnut 
and adds some visual weight to the sparse sapwood of the 
walnut.

Rather than mimic the look of the existing bedroom 
dresser, I thought it best that the night strands strike a 

Night Tables
Walnut & Tiger Maple 

by Jim Bradley
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subtle contrast. In addition to the contrasting woods, it 
would be interesting to exhibit an Asian feel. Using curved 
legs and aprons for the stand along with a two drawer 
floating cabinet, transformed the night stands just enough. 
I reviewed the final design concepts, wood selections and 
sketches with the clients and received the go ahead to start 
cutting wood.

As an artist and woodworker, I always try and do 
something new and different in my furniture projects to 
learn new skills and create unique forms. On this piece, I 
decided to build a small pocket drawer on each side, along 
with a secret drawer hidden in the case.

Building the Night Tables
After completing a set of full size drawings, the next 

step was to select the walnut boards for the nightstands. 
Walnut pieces for the two drawer fronts, tops and cabinet 
sides were selected to show a band of sapwood in the center 
of each piece. The most difficult step in preparing the slab 
walnut was removing bark, letting it air dry enough to cut, 
resawing it on my small band saw to rough dimensions and 
letting it dry and stabilize before final dimensioning. 

The two drawer cabinet case is of Krenov style 
construction using dowel joints. This was appealing since 
the case and top would be seasonally changing in the 
same direction. Fitting all the drawer slides and kickers for 
the two front drawers and pocket side drawers was time 
consuming. Gluing up the cabinet with all those dowel 
joints and integral rails for the side drawer was challenging 
and required some forethought and preparation to 
accomplish.

The cabinet stand of tiger maple was 
straight forward. A curved template 
was built for the legs. Mortise joints 
were cut on the dimensioned leg stock, 
and tenons were cut on the aprons. 
The legs were then bandsawn to rough 
shape and finished with a spokeshave 
to final shape. Unfortunately, one leg 
got bandsawed upside down so the 
mortises were in the wrong position. 
My solution was to invert the leg and 
add a small boot with a spline on 
the leg to make it usable. I choose 
not to cover the splinted leg with an 
ebonized boot, which would certainly 
have made a conversation point.

The walnut tabletops were enhanced with slightly 
rounded side and front edges and under edge chamfers. A 
cove molding on the back edge was included as a decorative 
and functional feature.

The two walnut drawers are hand cut dovetails with 
maple drawer sides. These were the first hand cut 1:9 
dovetails ˝with rhythm˝ (Tim Rousseau) I’ve ever used in 
my work. Dovetails with rhythm are unequal geometrically 
spaced, which appear to have movement. The drawer pulls 
are hand cut tiger maple dovetailed into the drawer front. 
The pocket side drawer uses lap joints with walnut accent 
pins.

The secret drawer is a secret and only the client knows 
how to access it. The ultimate test of the secret drawer will 
be how many years it takes the two inquisitive children to 
uncover this secret.

The nightstands were sealed with several coats of clear 
shellac and then two additional coats of poly vanish for 
added protection.

Summary
The walnut–tiger maple nightstands were a fun project 

to complete. As with most furniture projects, there were the 
many lessons learned and construction problems solved, all 
of which add to my knowledge and skill as a furnituremaker. 

I would like to personally thank the clients for their 
encouragement and the design freedom afforded me, and 
especially for not asking, ˝When will it be done?˝ 
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One of the most rewarding and satisfying experiences 
in woodworking is the restoration of an antique 

piece. Much has been written about furniture restoration 
with many myths and falsehoods propagated by individuals 
who have not taken the time to completely study this craft. 
I will attempt here to dispel some of these untruths and 
to provide the reader with a concrete approach to properly 
restoring an antique piece.

First and foremost, we should define what an antique 
truly is. By definition it is a piece that is at least 100 years 
old. For any piece of furniture that is less than 100 years, it 
would be placed in the category of “vintage.” It is important 
to note that just because a piece is 100 years old does not 
mean necessarily that it is valuable. Value is determined 
by the demand for an object that is essentially dictated 
by what a purchaser is willing to pay. Many unsuspecting 
consumers have been hoodwinked into believing that a 
piece is valuable just because it may be old.

When I take on a commission for a restoration, I 
generally attempt to make a comprehensive assessment of 
the piece’s value. This oftentimes requires a considerable 
amount of research to determine the provenance of 
the piece to ascertain how rare or common it might be. 
Numerous reference sites on the web are available to assist 
us in making this determination. The following is a list of 
sites that will be helpful in this process:

• Warman’s Antiques & Collectibles Price Guide, 2016

• Kovel’s Antiques & Collectibles Price Guide, 2018

• Miller’s Antiques Encyclopedia

• Victorian & Edwardian Furniture: Price Guide and Reasons 

for Value

It is extremely important before one attempts to 
perform any repairs or re-finishing to determine the 
value of the piece. Many antique and vintage pieces can 
actually be devalued by improperly altering or enhancing 
the appearance. Sometimes in our enthusiasm to make 

something look good, we unwittingly decrease the value to 
an experienced, knowledgeable collector. 

Of all the considerations when taking on a commission, 
the most important factor is the wishes of the customer. In 
my opinion, we have a responsibility to advise them as to 
the procedure that will ensure the integrity of the piece and 
will not detract from its value. That being said, the wishes 
of the customer must always remain paramount in our 
minds and we should always strive to follow the wishes of 
the client to the best of our abilities. Sometimes a customer 
is more interested functionality and might be willing to 
compromise historical integrity for the ability to use the 
piece on a regular basis without fear of potential damage. 
In these instances, I feel that meeting the objectives of 
the client outweighs any alterations that might not be 
historically correct.

Structural Integrity 

The most important feature to consider when evaluating 
a piece is to determine the overall quality of the piece 
with respect to joinery, structural defects and catastrophic 
damage from accidents. Some vintage and antique furniture 
pieces had been constructed with rather poor joinery with 
compromised adhesives or sometimes even fasteners that 
resulted in the catastrophic defect in the piece. Furniture 
such as chairs that are subjected to considerable external 
stress and were repaired with large nails and/or screws 
need to be evaluated for integrity and long-term durability. 
Sometimes it becomes necessary to alter the original joinery 
to ensure functionality if the intention of the customer is to 
use it on a daily or basis. 

For quality antiques, period appropriateness is always 
the standard if the restorer can make a repair that is durable 
and will allow the client to utilize the piece as opposed 
to just having display value. There is nothing wrong for a 
valuable antique to be utilized for its historical display value 
when its age and compromised physical condition puts it at 
risk for further damage.

by Mike DiMaggio

Antique & Vintage  
Furniture Restoration

A Primer
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Materials

One of the most important factors in maintaining 
authenticity to an antique is the use of comparable woods 
when a replacement of a part becomes necessary. Although 
certain woods can be stained, textured and re-touched to 
look like the original, deviating from the original wood 
always tends to compromise the value of a true antique. 
Alternative species should only be used if an original wood 
is unavailable or when a client gives permission for less 
expensive alternatives to be employed. An example is ebony 
which can be quite pricey. Ebony, with a modicum of skill, 
can be mimicked with stains and chemical reactions with 
other woods to produce the consistent dark black color.

Modern adhesives today have given the woodworker a 
great advantage not only in the construction but also in 
the repair of vintage and antique pieces. Yellow aliphatic 
glues provide great strength, relatively short clamping 
time and to some degree a modicum of reversibility using 
heat and high strength spreading clamps. As always, the 
important consideration here is whether to maintain period 
consistency and continuity of original materials or will a 
more modern glue provide greater strength and functional 
integrity. 

For many years, hide glue was the go-to adhesive in the 
construction and repair of quality furniture. Although hide 
glue continues to have its place in the restoration of vintage 
and antique pieces, particularly with respect to veneer 
repair, there are times when a more conventional, modern 
glue is appropriate for the situation. 

In my work with antiques, I will consistently use epoxy 
for catastrophic damage of wooden parts. Epoxy has great 
sheer strength, the ability to be colorized, has slow, medium 
and fast set options, and oftentimes acts as a lubricant when 
gluing a tight or difficult to slide joint. This ability to color 
the epoxy to closely match the shade of the species of wood 
makes it an invaluable tool in the restorer’s arsenal. Epoxy 
comes in liquid and paste applications that also enhances its 
overall utility in repair applications.

With regards to finishes, antique pieces were primarily 
finished with shellac both as a final film finish as well as 
a stain and odor blocker. This fast drying easily applied 
secretion of the lac bug was a popular finish for many 
fine furniture masters of the past. Shellac’s ability to have 
multiple coats applied in a single day, to be rubbed to a 
high gloss or soft sheen, and to be repaired rather easily by 

This was a vintage 
oak rocker that I had 
to make a number of 
repairs and fabricate 
a number of parts. 
Almost every style and 
rail was cracked or 
split and most of the 
dowels had failed.

re-coating a damaged surface all resulted in its popularity 
with finishing experts. 

Shellac can also be colored to match the existing hue 
of the furniture and can be removed quite easily with 
denatured alcohol. French polishing, which employs the use 
of shellac and a padded applicator, was a popular technique 
during the 18th century and was employed in many fine 
furniture pieces. This technique requires a considerable 
amount of skill in padding the dissolved shellac with a brisk, 
light touch that allows for the mirror like finish. This was a 
time-consuming process but leaves a finish that is unrivaled 
by our present-day film finishes. In the 18th century fine 
furniture world, quality greatly superseded quantity as the 
order of the day! For those interested in a more in-depth 
discussion of the history and development of shellac and 
French polishing, go to jltrestoration.com.

 Another aspect of antique furniture was the quality and 
style of the hardware. Solid brass, nickel, bronze and steel 
were the primary metals used in vintage pieces. Oftentimes 
the hardware for an antique piece can be cleaned and 
restored to its original beauty. Care must be taken to allow 
the patina to be relatively undisturbed in valuable vintage 
pieces so as not to compromise the overall value. It is 
sometimes difficult to suppress our urge to polish hardware 
to a glistening, shiny appearance to make it look new. Again, 
the issue here is always driven by the wishes of the client. It 
is always prudent to advise a client of a practice that might 
devalue their piece, but ultimately, the choice always rests 
with them.
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Finishing Products

As mentioned previously, shellac was a popular finish 
used in furniture making during the 19th century and was 
prized for its ease of application and ability to enhance 
the grain of the wood. For the restorer, the reversibility of 
shellac makes repairs very manageable as areas that require 
re-coating can be done without refinishing the entire piece. 
Shellac can be colorized and applied to mimic almost 
any hue allowing the conservator the ability to match 
components of a piece that may have been damaged or 
abused throughout the years. 

An important note here is to be very cautious in the 
use of the solvent that produces the shellac from flakes. 
To ensure a quality mix you should use only 190 proof 
denatured alcohol. Clean Strip Green which can be found 
at Home Depot at times and Behkol are two quality 
products that will give you the superior final product that 
you want for your finish. Make sure that you use only 190 
proof denatured alcohol when making your own shellac. 
Shellac.net is a good website for products that will assist in 
your application of shellac.

Practical Finishing and Restoration

Most of my work does not involve the restoration of 
priceless, unique antiques. Oftentimes my client will want 
a piece restored so that it has a measure of intrinsic beauty 
and can be proudly displayed and utilized as a family 
heirloom. Here some tips and examples of some of the 
techniques that I have acquired to “bring back to life” the 
furniture that has been entrusted to me.

One of the challenges in restoration work is to match 
the color of damaged areas to the overall field. I must give 
a great deal of credit to my mentor, Tom McLaughlin for 
teaching me a variety of finishing enhancement tricks that 
have been invaluable in my work. Tom was the first person 
to show me how to incorporate the use of blending powders 
in furniture restoration. He would take a small amount of 
shellac on his finger and lightly dab it onto the surface of 
the repair. Oftentimes multiple coats of varying hues were 
utilized to produce the desired effect. This technique allows 
the restorer to have a quick and efficient way of colorizing 
blemishes throughout the repair process.

When a client requests that they would like their piece 
to be refinished with the goal of maintaining as much of 
the original patina as possible, I will oftentimes utilize a 
furniture refinishing product which does not strip the 

This Victorian sofa was an interesting commission I received from 
an elderly woman. She knew nothing of the provenance of this 
piece except that it was valuable. After finishing the piece, I was 
visiting my daughter in NYC. We decided to go to the Museum 
of Modern Art for a day trip. To my amazement, the exact couch 
that I had just restored was sitting in a class case with the exact 
upholstery! Value of this couch—$40,000. So glad I was unaware 
of this prior to my restoration!

This was a solid Bavarian 
oak tabletop that  a client 
had purchased in Europe. 
The top had been used as 
a chopping block and 
had numerous divots 
and a great deal of mold 
impregnated in the wood. 
It required multiple wood 
bleach applications to 
completely resolve the 
mold issue. Once planed, a 
number of expertly crafted 

“dutchman” were able to be 
seen, the work of a skilled 
craftsman.

This was a vintage Windsor 
rocker that I restored for a 
woman that needed new 
rungs turned as her dog 
had eaten several of them.

wood of its original patina. The best product I have found 
to date is Watco Refinisher which emulsifies the existing 
finish and allows one to evenly spread this slurry over the 
entire surface, in effect re-coating the piece with the original 
color without drastically altering the patina. There’s a bit of 
a learning curve when you first use the product as to how 
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much of the finish you should remove with a rag and how 
much you should allow to remain. Once you have mastered 
this technique you can experience rather remarkable results 
that would have taken you many more hours of sanding 
and refinishing. The trick here now is to mimic the original 
sheen of the piece which can be accomplished with the use 
of a variety of oils (tung, linseed, etc.) and waxes.

In situations where the piece does not present such an 
extreme intervention strategy, I have found that Briwax 
provides a viable alternative to restoring vintage furniture. 
It is important to note that the type of Briwax used must 
contain the chemical toluene which has the ability to 
emulsify and clean the finish to a considerable degree 
and allows the restorer to reduce the need for multiple 
intervention strategies. The use of Briwax, however can be 
quite labor intensive, especially for a large piece of furniture 
and can require many hours of scrubbing with 0000 steel 
wool and continuous buffing. However, the result can be 
quite spectacular and can preserve the integrity of the piece 
as opposed to the previously mentioned alternatives.

Maintenance

After all the time and hard work invested, how can one 
maintain the patina and sheen of their furniture. There 
are many products that are advertised as fine polishes for 
furniture that will promise to preserve the look of the 
wood. Unfortunately, many of these products only serve 
to camouflage the wood with an oily or waxy coating that 
in reality attracts dust and grime resulting in discoloration 
and loss of sheen. Here are some of the products that I have 
found to be quite durable as well as maintain the integrity 
and protection of the furniture.

Briwax—As previously stated, Briwax with toluene is an 
excellent cleaner/wax that will preserve and maintain the 
patina of fine furniture. I do wish to note that by itself, 
Briwax tends to be somewhat soft and provides only a 
modicum of protection from smears and fingerprints. The 
makers of Briwax have also produced a toluene free product 
that is more environmentally safe but does not have the 
same cleaning capability of their wax with toluene. Briwax 
comes in multiple color variations that can assist with 
scratch removal of different woods.

Staples wax—For overall protection and durability, Staples 
wax provides an extremely hard protective coating that can 

be buffed to a gloss sheen if one so chooses. The extremely 
high carnauba content gives this wax its hardness but also 
makes its application somewhat tricky. It needs to be applied 
in small amounts and allowed to dry thoroughly, requiring 
aggressive buffing to achieve a glossy sheen. However, the 
outcome far exceeds the effort when using this product.

Micro-crystalline wax—For high end antiques and valuables, 
micro-crystalline wax provides an extremely good quality, 
protective coating that is acid neutral and extremely 
hard. It is sold under the names of Renaissance wax and 
Conservator’s wax by Lee Valley and is used in many 
museums here and abroad. Its clarity and acid neutrality 
are what makes it such a desirable coating for fine antiques. 
However, it is quite pricey and might not be a good choice 
as a “go to” wax for repeated use with everyday furniture. It 
applies evenly and only requires a small amount to achieve 
remarkable results.

Vintage and antique furniture restoration is a skill that 
provides the craftsman with the ability to bring back to 
life artifacts that have been cherished and loved by families 
for many generations. The look on a person’s face when 
you have restored a loved antique that was part of a family 
heirloom is truly priceless. It provides a degree of personal 
satisfaction that might be unequaled in the craft of fine 
woodworking.

I believe it is our gift 
to both past and future 
generations to be able to 
preserve these relics and 
sustain those wonderful 
memories of their past. 

Vintage Mahogany Rocker. 
The crest was damaged 
and had to be re-carved. I 
took a small seminar with 
Al Breed—a true master. 
This was my first foray into 
carving—not too bad!
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Beyond 17th–18th  
Century Period Furniture

From four centuries of period furniture styles, I 
developed an interest in the beginnings and current 

rebirth of the Arts and Crafts Movement. Thinking about 
how and why we make things led to an appreciation that 
the furniture craftsmen and artisans of our times are the 
true beneficiaries of the work and writings of A.W.N. Pugin 
(1812-1852), John Ruskin (1819-1900) and William 
Morris (1834-1896). 

The Arts and Crafts Movement started in England as 
a socio-economic and political reformation against the 
industrial age of machine made decorative arts. Dismayed 
by the lack of quality in the objects presented and cheap 
ornamentation overused in these pieces at the ‘Great 
Exhibition’ of 1851, the Exhibit organizers Henry Cole 
(1808-1882), Owen Jones (1809-1874), Matthew Digby 
Wyatt (1820-1877) and Richard Redgrave (1804-1888), 
set about creating their correct principals of design.

Pugin (an architectural leader in the Gothic revival), 
Ruskin (an art critic/socialist reformer) and Morris (a poet 
and designer of furniture and interior decoration) became 
the leading proponents of the Movements advocacy of 
Gothic and Medieval design and handicraft methods. 

The Arts and Crafts Movement of the late 19th century 
was not a furniture style. The craftsmen ideal was a reaction 
to the industrialization of the artists and the artisans place 
in the making of things. Prior to the industrial revolution 
the artists or artisan was a person that had the special 
skills to make something. Machines had relegated art 
as a part of our culture for non-utilitarian activities and 
goods. The Arts and Crafts movement sought to change 
the Industrial Revolutions division of labor and design, and 
the mental from the manual for the factory worker. At its 
best the movement was a contradiction looking back to the 
medieval, colonial past to create a vernacular future. 

The Arts and Crafts Movement had its beginnings in the 
early 19th century with the work of A.W. N. Pugin. John 
Ruskin continued in mid-century with lectures and writings 
on hand craftsmanship. By the late 1800s, William Morris 
(England), Joseph Marie Olbrich (Germany/Austria) and 

Gustav Stickley (America) were producing furniture pieces 
in the Gothic/Medieval revival. In America, Stickley termed 
his style the Craftsman tradition for marketing promotion. 

The beginning of the 20th century was the high point 
of the Arts and Crafts Movement furniture production 
from the Englishmen Charles Eastlake, Barnsley’s brothers, 
Ernest Gimson, C.R. Ashbee, C.F.A. Voysey and Harris 
Lebus; German-Austrian cabinetmakers Moser, Otto 
Wagner; and America’s Stickley brothers and Harvey Ellis, 
Charles Limbert, Louis Sullivan, Charles Rohlfs, and John S. 
Bradstreet. Prior to WWI as the popularity of the style was 
waning, the works of Scottish A.H. MacKmuedo, Charles 
Mackintosh; German Josef Hoffman; and American’s Frank 
Lloyd Wright, George Elmslie, and the Greene brothers 
were the period style and fashion. 

While continuing with the Craftsman label, Wright 

popularized the Prairie Style. Mission Style developed in 
California, as the Greene’s incorporated oriental cloud forms 
into the Mission style for their unique Greene n’ Greene 
style.

The desk pictured above is a classic example the medieval 
Gothic revival, large corner post legs, frame and panel sides 
with Gothic column and arch detail, large brass hardware 
and symmetrically balanced horizontal and vertical lines of 
the drawers and panels.

Augustus Welby Northmore Pugin (1812-1852) was 
a prolific building and interior design architect of more 
than 100 commissions and best known for the interior 
design of rebuilding the Palace of Westminster in 1834. 
The Pugin book Contrasts published in that year initiated 

by Jim Allen

The Arts & Crafts Movement—A Medieval Gothic Revival
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the beginnings for the revival of the medieval Gothic 
style and sought a return of the social working structures 
of the Middle ages. Pugin called for a return to the 
tenants of the Christian values of the craftsman that the 
paternalism of medieval faith was better than the early 
19th century Victorian efficiencies of factory production. 
His philosophical writings in Contrasts and second book 
An Apology for the Present Revival of Christian Architecture in 
England, ushered in the beginnings of the Arts and Crafts 
Movement in England.

Pugin’s architectural work and decoration of churches 
and cathedrals in the British Isles and colonies at that time 
was prolific. His furniture designs carried over the Gothic 
aspect of church design with X-frame supports, beveled 
edges, and carvings. 

Oak Table, circa 1852

John Ruskin (1819-1900) was an art critic that couldn’t 
draw nor paint, an architectural critic that couldn’t design 
and a social critic who lived off his family affluence. But he 
had a distaste for what he determined to be the oppressive 
standardization of Laissez-faire capitalism in the forms of 
mass-produced faux Gothic work that did not exemplify 
the purity of his principles was well documented. In Gothic 
style he saw a reverence for nature and natural forms, 
the unfettered expression of artisans constructing and 
decorating, a continuity of worker and guilds, worker and 
community, and worker and God. But nowhere does the 
worker rise to the status of the critic himself!

The more I read on the man the less I think of his musings 

on the downtrodden workers. He is credited with the 
inspiration of bringing the Arts and Crafts Movement into 
the mainstream and that is an injustice to A.W.N. Pugin.

William Morris (1834-1896) became the leading figure 
of the Arts and Crafts movement developed in his youth 
at the University of Oxford. In the late 1850s he began 

experimenting with designing furniture and other crafts in 
the medieval Gothic revival style. His greatest achievement, 
the Morris style chair is still in production today.

While a supporter and promoter of the Arts and Crafts 
ethic that the worker should have control of the design and 
build process, Morris would not allow the making of any of 
his product designs before he worked out every detail of its 
design, construction and finish. His workers were to follow 
the instructions and techniques he developed. Further he 
was ambivalent on the role that machines should have in 
the manufacture of his crafts. He recognized the capability 
of machines in reducing repetitive work and early on 
advocated for better machines that could produce work to 
his standards.

When his designs became popular at the 1862 
International Exhibition the fortunes of his company 
grew and won significant interior design commissions for 
St. James Palace and the now Victoria and Albert Museum. 
Through the later half of the 19th century these designs 
in houses, interior decoration and furniture became the 
dominant style in British middle and upper class homes.

The early 20th century was the European high point for 

the Medieval Gothic revival in decorative arts, buildings and 
furniture. The most noted architects and cabinetmakers 
from the U.K. included C.R. Ashbee, Charles Eastlake, 
the Barnsley brothers—Sidney and Ernest Gimson, C.F.A. 
Voysey, E.G. Punnett, Harris Lebus, M.H. Bailley Scott, 
A.H. MacKmuedo and C.R. Mackintosh. Architects and 
cabinetmakers from Germany/Austria-Hungary included 
Joseph Maria Olbrich, Koloman Moser, Otto Wagner, Josef 
Hoffman and Richard Riemerschmid. 

At the turn of the century, American artists and 
intellectuals also lamented the degradation of labor by 
industrialism. However, the socialist followers of their 
English counterparts never were as an integral part of 
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the crafts revival and socialist programs. As a movement 
American Arts and Crafts never espoused the Medieval 
Gothic but paved the way for modernism without being 
modern. The Gothic revival style was “inorganic” and 
foreign to the new American progressiveness. We had 
much grander ideals pushing the teaching of arts and crafts 
into the public school systems and local Guilds for all men, 
women and children. The most notable groups were from 
Boston and Chicago where active Arts and Crafts Societies 
still exist.

The furniture styles of William Morris, Charles Eastlake 
(1836-1906) and revivals of Medieval Gothic or Rustic 
styles received little acceptance in America. The following 
bears repeating. 

“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.”

“The terms Craftsman, Mission 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.”

After travels to the shops of the English leaders of the 
Arts and Crafts Movement, Gustav Stickley learned of the 
Medieval Gothic tenets for his work in America. The labels 
Craftsman and Mission are both attributed to the designs 
of Gustav Stickley. He did reject the term Mission in favor 
of Craftsman, the name of his newly published magazine 
journal, but recognizing the popularity of the Mission title 
used it to promote his furniture.

Stickley’s Craftsman style was a formulation of Shaker 

simplicity, Frank Lloyd Wright’s angularity, with influences 
of 17th century rectilinear shapes—through tenons and 
mortised frame 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 with Harvey Ellis during 
1903-1904, were severe and rectilinear with no decoration. 
Harvey Ellis, briefly brought many of the design elements 
of the European designers with thinner and lighter pieces 
and curved aprons and bowed stiles veneers and lamination. 
Ellis died in 1904, but his designs continued to influence 
Stickley’s especially in changes to proportion, inlays and 
arches.

“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”

The Stickley brothers, Leopold (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. Many of their 
pieces incorporated structural details as decoration from 
corbels, pegs and through tenons. The brothers are also 
credited with the method for post glue-ups of thin stock for 
quartersawn figure on four sides.

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.

Prairie style started in Chicago after the fire in 1871. Frank 
Lloyd Wright was one of several architects at the time who 
emphasized the unity of exterior and interior design that 
architects had control over. Wright rejected the movements 
premise that only hand craftsmanship was essential to 
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good design. Good designs made with the use of time 
saving machines and attention to detail made for good end 
products. At his lecture at Hull House in Chicago titled 

“The Art and Craft of the Machine” he called machines 
“the metamorphosis of ancient art and craft…the modern 
Sphinx-whose riddle the artist must solve if he would that 
art live—for his nature holds the key.”

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 compliment 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. Wright’s houses were ahead of their time modern 
with open floor plans, spaces for intimate conversations, 
vast cantilevered roofs over verandas and grand entrances, 
and window walls to bring the outdoors inside.

Charles S. Greene (1868-1957) and Henry M. Greene 
(1870-1954), MIT Beaux-Arts trained Architects established 
their firm in Pasadena, CA in 1893. They experimented 
with a variety of styles over the following years prior to 
the influence of Gustav Stickley’s, The Craftsman magazine 
published from 1901 to 1916, and their introduction to 
the arts of the Orient from the Japanese pavilion at the 
Chicago World Exhibition.

C.R. Ashbee on tour in America admired their work, 
compared it favorably to the work of Wright as among 
the best at the time, more refined and having more 
repose for the west coast region. The Greene and Greene 
ultimate bungalow style was the result of incorporation of 
the Oriental aesthetic of space, asymmetrical designs and 
craftsmanship from Japan. Their broad overhangs in the 
Prairie style offered relief and protection from the strong 
southwest sun, encouraging open air living and shaded 

terraces. Following in the footsteps of the English Arts and 
Crafts architects and Prairie school Wright, the Greene’s 
designs would highlight wood grains, floor coverings, 
fixtures and furniture. All of these were unified by their 
repetition of geometric motifs.

The Greene brothers used cabinetmakers Peter and John 
Hall for all of their custom made furniture. 

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.

Other notable American designers and cabinet makers 
from the Arts and Crafts Movement era include Charles P. 
Limbert, Grand Rapids, MI; Elbert Hubbard, the Roycroft 
Shops, East Aurora, NY; J.M Young, Camden, NY; Frank 
Harden, McConnellsville, NY; John Phail, Wayland, NY; 
A.A. Barber, Hastings, MI; C.C. Brooks, Saginaw, MI; 
Oscar Onken, The Shop of the Crafters, Cincinnati, OH; 
and William Leavens, Boston, MA. These represent the 
best of the companies producing furniture from the turn 
of the 20th century up to the beginning of WWII when all 
production and sale of the furniture style generated by the 
movement ceased.

So here we are today in the early 21st century with so 
many style variations to choose from, with not much new 
having been created since the ancient Egyptians, Greeks, 
and Romans gave us dovetail joints, Windsor chairs and 
Column/Arch proportions from which to base design and 
build decisions on. And we still insist on labeling the Arts 
and Crafts Movement a style! Thankfully, I have yet to 
hear it labeled as Period Furniture, but that no doubt is 
coming. 
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secondary wood. Considering this, a reasonable assumption 
is this knife case was built in the American Colonies.

Very few knife boxes were ever made in America. Likely, 
less than a dozen craftsmen produced a knife box in 
America. In my studies of the project I was sent a link to 
a Master’s thesis on knife boxes. It was very long and very 
wordy but I read the whole thing. Admittedly I resurrected 
my lost ˝speed reading˝ skills. I don’t recall who sent the 
link but thank you.

Steven Lash was contacted and eagerly provided some 
drawings from his build. Thank you Steven. We were going 
to build a knife box!

As many in the Guild know I am an eager box builder, 
building for the League of NH Craftsmen galleries and 
commission work. However this box was different from 
my usual work with its serpentine front, sloped lid, lunette 
bandings, sloped lid interior and paterae on the outside and 
inside of the lid. I was certainly interested in all of these and 
particularly the lunette banding. Additionally, I was going 
to learn a lot about the history of knife cases, something I 
knew nothing about.

Gary Kokx, another PFG member has also built a 
couple knife cases. He was a valuable resource in getting 
started and he had also read the Steve Lash article. He 
did mention one item he had problems with. The carcass 
corners of the Lash box were dovetailed but the grain was 
turned 90° to normal when doing dovetails. This created 
short grain problems.

The problem was with the tails wanting to split off easily 
during construction. Thinking about it I decided I would 
turn the carcass pieces 90° and miter and spline the corners. 
This is my usual process for construction of a box. Yes, I 
could have done conventional dovetails after the carcass 
material reorientation but my normal shop process is miter 

Our Period Furniture Group (PFG) decided it would 
like to explore and build an 18th century knife case. 

Bruce Wedlock in particular had a keen interest in this 
item. The Society of American Period Furniture Makers 
member Steven M Lash had described his experience 
in building one in the society’s publication in 2004 of 
American Period Furniture. So it was decided we would 
proceed, and I would do the physical build.

The model in this case is one of a pair in the George 
and Linda Kaufman collection. It has been described as 
being unusual in that the secondary woods appear to be 
pine and the veneer mahogany. It is unlikely this was built 
in the British Isles as those built there did not use pine as a 

18th Century 
Knife Case

Building an
by William Taylor
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and spline. Another reason for turning the carcass material 
was so the veneer could be laid cross banded to the carcass 
grain. I was going to veneer with striped mahogany on 
mahogany and I wanted the stripes to run vertically. The 
knife box dimension is taller than width or depth and any 
other veneer grain orientation would just look weird.

The build begins with the basic six sided box but really 
seven sides in this case with the sloped lid. The serpentine 
front is shaped blocks as tall as the front of the case and 
glued to the case. Steven had shaped his blocks on his 
bandsaw and I was at the moment of beginning the project 
without a 1/4˝ blade for my bandsaw—crucial for cutting 
the serpentine shape. So what Mr. Eager Beaver, me, did 
was rough in the shape with a 1/2˝ 3TPI Woodslicer blade 
and then using carving tools and a 3˝ diameter hard rubber 
sanding drum accomplished the same thing. I was thankful 
that mahogany is so easily worked.

I built the case with miter corners and splines on all 
four corners. This differs from the Lash process. Lash had 
simply used a butt joint on the back of his case. This was 
OK because as you recall his case grain ran vertically. If I 
had followed his example I would have had a weak butt 
joint in the back. Before gluing up the miters I rabbeted 
the top and bottom of the case to accept the bottom and 
the short top piece. I would have to wait on the sloping top 
rabbet until I cut the slope.

I dove right into the lunette banding creation. I came up 
with three different processes for creating the banding. Two 
were modern methods and the other I figured was the most 
likely way the ˝old timers˝ did it using carving sweeps. The 
old time way was fast, but if you were doing a lot of the 
banding, the modern methods win. I’m not describing the 
methods here to avoid a long description.

The picture here shows the serpentine front, lunette 
banding pilasters and rabbeted top ready to receive the 
top panels. Front and sides are veneered with shop cut and 
sanded veneer about 0.050˝ thick. Veneers in the 1700s 
could be as thick as an 1/8˝ depending upon the skill of 
the person cutting the veneer. Thicker veneers can react to 
environmental changes. My veneer thickness in this project 
is ˝middle of the road.˝ With this thickness my substrate 
did not have to be perfect. Telegraphing imperfections 
through the veneer was no concern. This paid dividends on 
the serpentine front.

I installed the lunette pilasters first then used typing 
paper templates cut to the sizes of the serpentine front. I 
then used the templates to cut the veneer being generous 
on the edges so I could trim it to an exact fit.

Getting the veneer to curve into the serpentine front 
was easy. I dampened the back or front of the veneer 
with a spritz of water and let nature take its course and 
then adhered it with Type 3 Titebond adhesive. Working 
slowly gives the veneer a chance to yield. I liked the Type 3 
Titebond color so if some adhesive in a seam was visible 
on the edges, it would blend well with the veneer. I used a 
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sandbag as weight on the veneer during glue up. The bag 
conformed well to the curves. Remember the veneer is at 
a right angle now to its substrate. The inside of the lid is 
veneered as well as the outside of the box. This has to wait 
until the lid is cut off.

Cutting the rabbet along the top edge of the serpentine 
front was a challenge. Funny how these things just sneak up 
on you. I think in my mind I had router on my brain but 
because the top is sloped I would have had a tilted rabbet 
if done with a router. Holding the router without tilting it 
was a huge concern. Given enough thought and jigs I may 
have been able to router the rabbet so instead I grabbed a 1/4˝ 
bench chisel and went to work. There was some roughness 
but invisible after assembly. Hand tools won in this case. 
The investment in chisel time was insurance against really 
messing up with a router and it didn’t take that long!

After I got the top glued into its rabbet I used the 
bandsaw to cut the lid off at 21°. You will get a perfect fit of 
the lid to the bottom but use a guide piece attached to the 
box with double stick tape and a guide on the saw. I used 
1/4˝ thick plywood and put another 1/4˝ thick piece to level 
the knife box while I cut it. That piece is not seen in the photo.

There are marquetry paterae in this box. I’ll not go into 
that except to say the design is my own.

The sawtooth banding around the top is shop made and 
goes very easily into place along the straight edges. When 
you get to the serpentine front this sawtoothing has to be 
installed one sawtooth piece at a time—a slow tedious 
process to get the pieces all in. Tiny clamps, rubber bands, 
pins, sandpaper and super glue were my tools and of course 
large amounts of patience. The spacing between pieces was 
a continuous moving target. It took days to accomplish this. 
Seen in the picture are the large but now sawteeth I can 
handle.

In an original knife box there would have had been a 
lock. This not-so original knife box has no lock with a future 
lost key problem. I did however install a faux escutcheon of 
abalone to give the sense of lock-ability. Finding a piece of 
abalone that could be formed around the front curvature 
was necessary but not that hard.

The last big step in the construction was fitting an eight 
place silverware set. When I began I anticipated having a 
math problem on my hands. As I started, I grabbed some 
sheets of 1/4˝ graph paper just to get a feel for the problem 
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and started drawing. Now for those who know me, drawing 
full size plans or anything more than a preliminary sketch is 
lost time. It is right up there with using rulers, since I ̋ build 
to fit˝ almost everything.

I soon discovered that with a divider and compass the 
layout was a simple as laying out dovetails with dividers. I 
did a mockup in poplar just to see if I had the tools and a 
process. I had gouges, bench chisels, honing leather, sharp 
forstner bit and patience—check! Since the deck is at 21°, 
do I need to perforate the deck at an angle? As it turned out 
only when chiseling did I need to angle at all. This work 
was fun. It took a day for the mockup and another day for 
the real deck.

There is an under-carriage so to speak to hold the forks 
and knives vertically. I built a simple rack with clamps and 
scrap which was accessible from the sides and held the 
silverware deck at 21°. Now I worked as usual in a ˝cut to 
fit˝ fashion until I had the under carriage done.

The new owner will pick up their knife box very soon. 
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Decorative Chopsticks

by Claude Dupuis
canterburyturnings.com

The wood types used for 
these chopsticks are wenge, 

maple and bloodwood as featured in 
the Woodcraft Magazine June/July 2013 
issue by Marlen Kemmet. I have added some 
additional details and used a different method to 
round the ends. 

Lumber Prep
The final length will be 93/4˝. The maple is 7˝ and the 

wenge 23/4˝. Cut 4/4 wenge and maple to length with a 
half inch extra for final trimming later. In order to run the 
boards through the thickness planer cut the maple length to 
get two finished lengths of 7˝—net result four pieces. Cut 
the wenge to get four finished lengths of 33/4˝. Resaw them 
on the bandsaw (Photo 1) and surface plane them to a final 
thickness of 5/16˝. Run both materials at the same time so 
they finish out at the same thickness. 

The Dado
Joint one edge and square up the ends of the blanks. 

Use a flat-top grind saw blade (box-cutter blade) to cut 
the spline dado on a test piece. A bevel grind blade will 
leave a tiny gap at the corners. Start by measuring the two 
flanks with a digital caliper (Photos 2-3) and then run a cut 
from either side to confirm the dados are perfectly centered 
(Photo 4). Depth of cut is 3/8˝. Add a measure of accuracy 
by marking the blanks face up (fence side). 

The Spline
The grain needs to be parallel with the blank. Run a test 

piece to set the spline thickness to match the dado width. 
Use an end cutoff of bloodwood about 2˝ long and wide 
enough to cover the width of the M/W boards (Photo 5). 
Run the bloodwood on end through the tablesaw with the 

blade high enough to cover the width of the dado about 3/4˝ 
(Photo 6). Now run a test piece for the width of the dado 
and make the final four cuts using a push block (Photos 7-8). 
Test fit and cut the splines to length. 

Glue up
Use Titebond III—a waterproof glue. Spread glue in the 

dado using a small painters brush, coat the spline and press 
the two blanks together with face side up (rip fence side) 
to assure a flush glue joint. Clamp and let set overnight 
(Photo 9). I forgot to lay wax paper atop the pipe clamps 
and got that nasty black mark from the pipe. I was able to 
card scrape it off but with little effort it can be avoided. This 
would be a good time to card scrape and sand while the 
blanks are whole. 

Cut & Detail the Top Section of the Sticks
Joint one edge and cut both maple and wenge ends to 

final length. Run a test piece with a width to match the 
blank thickness. Finish the stick to be 5/16˝ x 5/16˝. Run them 
all using a push stick or block (Photo 10). 

Tip the saw blade to 45°, set a gauge block off the fence 
and make a 45° cut about a quarter inch down from the top 
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to create a thin decorative kerf on all four sides (Photo 11). 
Cut the top 45° on a sander. Use a push-stick (Photo 12) 
clamped to the sliding table with the end cut at a 45. 

Glue a stop block at the tip. Adjust the push stick 
until the desired 45 is cut on the stick and clamp it down 
(Photos 13-15). Sand four sides. 

Cut the Taper 
Custom taper sleds were used to cut the tapers on the 

sticks. Use sled #1 to cut tapers 1 & 2 (Photos 16-17). 
Since this creates a taper on two sides, a second sled 
(Photos 18-19) accounting for the taper, is used to cut 
tapers 3 & 4. This will create even tapers on all four sides 
and leaves a small square on the end of the stick (Photo 20). 
Note the hold-down clamps with hold down bars. 

The bars were undercut so the ends will apply pressure 
on the stick regardless of whether or not they were flush 
with the top of the sled (Photo 21). With a “V” block in 
the bench vice to hold the stick edge up, make a couple of 
passes with a hand plane on all four corners (Photo 22). 
The stick ends are now almost round and with a little 
sanding they are pretty much there. The tips don’t need to 
be perfectly round. Do not forget to ease the edges of the 
upper wenge section. 

Gripper Grooves
I was selling these at a Craft Fair and was asked by a 

customer to custom make him some chopsticks with 
small grooves at the end. The grooves in theory help to 
hold food and keep it from sliding off the sticks. I agreed 
to the commission and came up with a way to cut seven 
consistently spaced grooves at the tip. 

I made a holding V block with a taper on the bottom 
side to match the shape of my tool rest. It holds on the rest 
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using one clamp (Photo 23). Then, using a Japanese pull 
saw (seemed appropriate) I made seven evenly spaced saw 
cuts. Because it’s a pull saw the lathe needed to be turning 
in reverse. 

Using double face tape, I glued wood blocks inside 
the chuck jaws in which to clamp the sticks and not mar 
them (Photo 24). Clamping the sticks with the tip at a 
mark on the holding block and holding the stick in the 
groove with one hand I can make light, evenly spaced cuts 
(Photos 25-26). 

Finish
I finished them with a shop made beeswax/mineral oil 

mixture. The mixture is one-part wax to four parts mineral 
oil by weight. Coat the stick with a liberal amount, let set a 
few minutes and wipe dry. Re-coat as needed. 

By ourselves we can be pretty smart when it comes to 
making things, but collectively, we can be much smarter. 
Lots of the techniques that I use were learned from others 
but I guess that’s the mission of the Guild isn’t it! I think 
it’s working! 
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If you’re doing handwork, you don’t have to be a 
woodworker for long before you realize that making tools 

is part of the deal, like it or not. I like it.
I copy a lot of old work and the copies have to be 

exact. For example, using a router bit for a molding is out 
of the question because the new profiles are not the same 
as the 200 year old ones, and even if I got a bit specially 
ground, the scalloping from the cutter would give it away. 
Sometimes extraordinary results require extraordinary tools. 

The following six tools are some varied examples I’ve 
made to solve particular problems. 

Homemade Planes
I have a dozen homemade planes, half of which probably 

only made ten feet of molding each, but fancy 17th century 
molding planes just don’t make the trip to the 21st century, 
so necessity does require invention to get the proper look. 

This plane was made to reproduce a channel mold on a 
17th century chest from Marshfield, MA for Brock Jobe’s 
“Colonial Era” exhibit. It needed a fence to allow for various 
locations on the stock. The fence is press fit into the plane 
body. The blade is a re-purposed Stanley 55 cutter set into 
an open throat with a simple wedge.

I made the body of the plane first and then fit the cutter 
to the sole shape. In use, the plane will plow a channel 
molding in the quartered oak of the chest, the fence 
determining the distance in from the edge of the stock.

Pattern with Carbon Paper
The solution to a completely different type of problem 

turned out to be brass shim stock. Transferring a carving 
pattern onto a knee, in this case the knee of a Newport tea 
table, had always been a nuisance due to the problems with 
paper patterns, pens, pencils and carbon paper. And it just 
took too long especially for complex and fine patterns like 
the Newport knees. I decided to make a pounce pattern 
with 0.005˝ brass shim stock, so I laboriously followed the 
pattern with an awl and dusted it with black powder to 
transfer the pattern.

The results were dismal. Smudged and illegible lines 
made a mess of the knee. I had invested a lot of time in the 
pattern and now had nothing. 

Then I decided to take a try at putting carbon paper 
between the pattern and the knee and then rub the pattern 
to transfer the elevated bumps from the awl to the knee. It 
came out great! 

The little dots came out quite legibly and it only took 
about 30 seconds to do. I went ahead and made a mirror 
image pattern for the other side of the knee. Since I had five 

by Al Breed
allanbreed.com

Tools of Necessity
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students coming to do tables, that was forty patterns that 
could now be done in the time it used to take me to trace 
three! I have used these patterns over and over and they still 
work as well as the first time. The initial time to make the 
patterns is significant but well worth the time invested.

Punches
In copying some McIntire furniture for the Essex 

Institute (now the Peabody Essex Museum), I had to deal 
with a punched snowflake background that surrounded 
some of the carvings. This is considered a definitive element 
of his work and is used to mask quick and imperfect 
grounding of the areas surrounding the carving. It turned 
out that these punches are easy to file from nails. The 
hardest thing is getting the size correct. 

A related bed post from Salem has an unusual and a bit 
more difficult leaf-shaped punch 
that I also made. I’ve gone on to 
make lots of punches for various 
carving jobs such as this waffle 
punch for a Philadelphia shell and 
others. Punches are easy to make 
with needle files, save you time 
cleaning up backgrounds, and if 
my students are any indication, 
lots of fun to play with.

Leg Clamp
This next aid to woodworking is probably the most used, 

copied and time-saving tool that I 
have. Carving the knees and feet on 
legs requires that the leg be solidly 
supported and easily spun around 
as the work progresses. A bar clamp 
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though widely used, is a terrible substitute for reasons too 
numerous to list here. I copied this jig from a metal one 
that one of my students had. The design was pretty good 
but it weighed a ton and, well, it was metal, which is a bad 
material to have around carving tools. 

I made mine from plywood scraps, a veneer press screw, 
a half inch bolt, a hardware store thumb screw and a piece 
of sticky back 40 grit sandpaper. The pad that comes with 
the veneer press can be removed, leaving a nice conical end 
to center on your work. The thumb screw is sharpened 
on the end, threaded through the jig and used to support 
the tail end of your work. The sandpaper is stuck to the 
tail block and prevents the leg from spinning when light 
pressure is applied by the press screw. The tail slides on the 
box beam of the jig and holes are bored through the box 
and tail piece for the bolt to secure it at various lengths.

I usually just screw the jig to my bench through the box, 
but you can clamp it on if you’re a bench worshiper. Legs 
carved in this jig can be spun around at will with just a 
slight loosening of the screw to take the pressure off the 
sandpaper. Don’t screw the tail screw out too much or it 
will keep the leg off the sandpaper, prevent it from gripping, 
and strip the thread of the tail screw. Once you’ve used this 
jig you will never again wrestle with a bar clamp. 

Router Plane
In the process of carving the surround of a very 

fancy 18th century doorway, I needed to remove a lot of 
background in a carved pilaster. It needed to be done by 
hand, so I wanted to use a router plane but the ones I had 
were not long enough to bridge the width of the piece. I had 
an “old woman’s tooth” pattern plane, so I just enlarged the 
scale to about 13˝ long by 6˝ wide. The body is 2˝ maple. 

Luckily I had the iron which I secured with a wedge 
in an open throat. The center is obviously bored with a 
big bit and the rest just finished enough to be comfortable 
and work. I gave the iron a slight rounding on the bottom 
to avoid the edges digging in. This plane is nice and heavy, 
which seems to be good in a router plane. The big viewing 
hole in the center also makes it easy to see the work.

Small Saw
This saw was made to cut a kerf for the splines on the 

corner of the gallery of a Portsmouth tea table that I had 
to copy. By cutting two small kerfs in the mitered corner of 
the gallery and gluing in splines, you are increasing this bit 

of fragile fretwork’s chance of surviving all the way up to 
around 20% if we look at surviving examples. 

The size of the splines, however, did not correspond to 
any of my saws. At the time I thought it was a real long shot, 
but I discovered that two hacksaw blades happened to add 
up to the perfect kerf width. So I glued two short pieces 
of hacksaw blade together with hide glue and then into a 
quick handle of sorts. It worked great! 

Sometimes the solution for a woodworking problem 
isn’t a woodworking tool at all. Think outside the toolbox. 
You may not get exceptional results with standard tools. 
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You know the words from that old John Denver song, 
“Some days are diamonds, some days are stones. 

Sometimes the hard times won’t leave me alone.” I’ve had 
my share of stones and hard times, but Monday this week 
was a gem. We were like the ants in the ants and cricket 
fable. We were getting ready for winter and part of our 
preparation was to hold our last splitting party of the year.

I buy our logs at a local concentration yard. I begin the 
process by calling up the manager to make sure he has a 
good supply of red oak logs on hand. If he is not going to 
be present when I visit, he will arrange a selection of logs 
for me to choose from. He places the logs all parallel, with 
one end raised on a junk log. That way I can walk around 
the logs and see under them as well. Being able to see whole 
logs makes choosing them a lot less risky.

There wasn’t a bad one in the lot. I felt like a kid in a 
toy store. I wanted all the logs. However, I only needed 
a limited amount—enough to get through the last classes 
of the year, enough to put aside for sales and enough to 
provide for the first class of the following year. I chose the 
best but hated to leave the others behind. The quality was 
that high.

When it came time to split the logs, the joy continued. 
We cut the first bolt to six feet. If the log contained any 
unpleasant surprises, we could still cut six foot bolts off the 
others. 

The log opened hard—a lot harder than I expected 
from such a straight piece. This always makes me worry as 
a large encased knot or other blemish could be holding it 
together. It took a lot of wedges and a lot of hammering, 
but we won. The log was perfect and a beautiful thing to 
behold. The grain was as straight as an arrow. Only a group 
of chairmakers would understand why we paused and spent 
ten minutes admiring the sight. Okay. Don, Fred, and I are 
old. While we really were admiring the log, we were also 
catching our breath after swinging that eight pound maul 
for 15 minutes.

The other logs opened just as straight and clean as the 
first. Even their hearts were straight. This is unusual, as the 

heart represents the tree as a sapling and few saplings are 
perfect. We usually cleave off the heart and throw it into the 
firewood pile. Not this time. Most of it was good enough 
for bending stock.

There was a lot of four foot stuff left over from our 
spring splitting party. We decided to make it into arms and 
bows to put aside for winter catalog sales. We need to keep 
these parts in inventory as we sell a lot of pre-bent arm and 
bow pairs to chairmakers who do not have the capability to 
bend their own wood.

The left over stock we worked was the dregs. Setting up 
a class, we go through the stock and choose the best pieces. 
When someone orders bending stock, we again select the 
best pieces. By the time we get around to the next bending 
party, the old stock has been pretty well picked over and 
only dubious wood remains. 

To stay out of Fred’s way, Don and I pulled the planer 
out into the parking lot and went to work. It was a beautiful 
fall day. The air was dry and the sun was warm. I suggested 
that Don pitch (pass the wood through the planer) and I 
would catch (pass the pieces back to him.) I felt pretty self-
satisfied with my cleverness. Don had to do all the thinking 
as to how the pieces should be placed to pass through the 
machine. All I did was stand facing the sun, enjoying its 
light and warmth while I daydreamed.

As we worked we had the steamer running. We paused 
from time to time to bend a batch of parts. Nothing beats a 
good bending day and this one was perfect. There was not a 
cloud in the sky. The air was warm and dry. When we make 
up parts from the dregs, we expect a high failure rate. After 
all, it is lesser quality stock. 

That afternoon, Don and I bent 33 pieces. Not a single 
one broke. We had a small delam in one arm and in one 
bow. Both will be easily fixed and will end up in sack back 
chairs. Three arms rolled up slightly but will be perfect after 
drying in a vise for a week. Like I said at the beginning, 
some days are diamonds.

Some Days are Diamonds
by Mike Dunbar

August, 2009

continued on page 88

Bending chair parts
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How Do You 
Like Your Shine?

by Bob Couch
inyourstylefurniture.com

Finishing can be a challenge for some and perhaps even 
dreaded. However, if you work on your finishing skills 

as hard as you work on your woodworking skills, you can 
become quite comfortable with finishing. I’m probably 
an oddball here, but I enjoy the challenge and rewards of 
finishing as much as I enjoy new or more complex joinery 
in the building of a project. Perhaps you could learn to 
enjoy finishing as much too. I have been known to actually 
spend more time on the finishing of a project than the 
building of it. 

Taking your time with finishing is the one thing most 
people don’t plan on or do. There are often many steps in 
the process and the time you have to wait in between the 
steps can be frustrating if you are in a hurry. In addition, 
you should wait a minimum of one week before you do the 

final rub out of your finish. If you have a deadline for your 
project, you really need to plan ahead.  In this article, I will 
give you some insight into the process I use, some things to 
consider before you begin the finishing process and a few 
ways I deal with defects or issues along the way. There are 
plenty of craftsmen that are far better than I am so don’t 
consider this a definitive guide.

Sample Boards—As you design and build your project, 
prepare extra material of each type of material you have 
in your project. You may need several pieces in order to 
experiment with what finish is going to work and look best. 
The material doesn’t need to be that thick. Thin pieces are 
fine to experiment with. It’s important that your sample 
boards come from the same area of your stock as your 
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finished parts so that your results will be the same when 
you finalize your finishing process and start working on the 
real project. In photo 1, I have a scrap of African mahogany 
that I have divided for multiple tests on a single piece. The 
left side had no grain filler whereas the right side did. The 
entire board received a wash coat of shellac. The upper half 
was colored with one coat of potassium dichromate and the 
lower half was colored with medium brown Transtint dye.

Wood Species—The wood species may dictate some or all 
of the finishing process you will need to use, such as open 
grain woods vs closed or tight grain woods. Light colored vs 
a dark colored wood is also a consideration. Depending on 
what type of finished look you are going for, an open grain 
wood may need to have the grain filled in order to achieve 
the look (or protection) you are looking for.

Final Surface Prep—What is your intended method for 
final surface prep? Hand plane, scraper, sanding? I know 
if I can get away with it, I always prefer to go from a hand 
planed surface directly to finish without any sanding. One 
reason is that it’s not necessary to raise the grain as in the 
case of using a card scraper or sandpaper. If sanding, what 
grit should you end with before you start finishing? 220 
is probably as far as you need to go but you need to make 
sure you have removed all of the scratch patterns from 
the previous grits. On end grain, I may go to 400 or 600 
depending on the type of wood. This will help keep the 
color more consistent with the rest of the surfaces.

Know Where You Are—Make sure you know where you are 
and have identified any issues or defects before you begin. 
I use a spray bottle of water and get the piece pretty wet 
usually to raise the grain then give the piece a final scuff 
sand. This also gives me a chance to look for any issues 
you won’t probably see until you start applying finish. This 
is the time to deal with them. Water will do a great job of 
giving you an idea what it will look like with finish. Alcohol 
will do the same but without raising the grain.

Wash Coat—Zinsser Sealcoat is my “magic potion.” Sealcoat 
comes as a 2 lb. cut and I do use it that way, however, I also 
keep a jar right on my bench that I’ve reduced 50% with 
alcohol. This is my “wash coat” finish and I use it a lot. A 
wash coat of shellac can work like wetting the surface to 
give you an idea what you might be dealing with for defects 

or issues. Cherry, for instance is prone to blotching so I will 
always use a wash coat before adding any color. I also use 
one or more coats on the end grain to keep it from going 
darker than the rest of the surfaces. I can also use it to mask 
over color differences in the wood like a dark spot or darker 
streak in the grain.

One important note is that Sealcoat is a “dewaxed” 
shellac. Regular shellac has wax in it. You can put regular 
shellac over most finished surfaces but you can’t put 
anything but shellac over it. Sealcoat can go over virtually 
anything and you can put virtually anything over Sealcoat. 

I can build many coats of a finish quickly with Sealcoat 
because you can re-coat in just 45 minutes. I will build my 
finish that way and then top it off with a couple of coats 
of my favorite durable finish—Waterlox. For tabletops or 
other surfaces, you need a harder finish to provide enough 
protection. For other surfaces, I often just finish them with 
shellac because it is so easily repairable.

Let’s Talk Color—In most of our work, color is needed to 
bring out figured grain patterns or to just make it look 
more aged and not like several coats of polyurethane were 
put on. Cherry will darken with time and sun exposure but 
I like to make it look aged. Curly maple can really pop if 
you use color to bring it out. Kiln dried walnut has a gray 
cast to it and needs warming. White oak looks the best with 
a darker warm color. Sometimes it takes multiple coats of 
different dyes to achieve the color you are after.

There are several products or methods you can use to 
bring out color. My “goto” for cherry is medium brown 
Transtint dye. Mixed with water, I can rag it on, brush it 
on or even spray it on if I have a large area and I want to 
ensure it is a consistent color. I can also remove any excess 
with a rag to keep it from getting darker than I intend it to. 

Water based anything will raise the grain so you want to 
be sure to raise the grain first and lightly sand off the fuzz 
before applying a water based dye. This step is where you 
want to experiment with your sample boards!

1
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On woods with a higher tannin content, potassium 
dichromate can be used to color the wood. It also can warm 
the color too. It works quite well on mahogany (refer back 
to photo 1). If your color needs a bit more warming, use a 
coat or two of amber shellac followed by a coat of Sealcoat. 
You can’t put any other finish on top of the amber shellac 
without a coat of Sealcoat.

Oil-based stains are also an option but I find it hard to 
get the look I’m after and you really have to let it dry for 
24 hours before you go onto the next step.

Defects—As I’m sure you know, it’s pretty difficult to get 
“perfect material.” We are very likely to have various defects 
in the material we are using. In some cases, we can use the 
defects as a feature or design element. In some cases, we can 
hide them on the undersides or backs of a project. For the 
defects we choose to live with, there are ways to hide them 
or at least minimize their appearance.

Color Variations—Let’s start with one of the most common 
issues —color variations. In this cherry board (see photo 2A), 
there is a darker or slightly grayish streak in the grain. For 
issues like these, I will take an artist’s brush and my wash 
coat and paint one or two wash coats over just these spots 
before I wash coat the whole piece. Areas that I’m sure are 
going to be blotchy, I may add an extra coat to those areas 
before hand also. 

Once that dries, I will wash coat the entire piece (or part) 
before adding any color. In this example (see photo 2B), 
you can see how the streak is virtually invisible after I have 
colored the piece with Transtint medium brown dye. The 
right part of my sample board received a wash coat and the 
left did not. You can clearly see the blotchy areas in the part 
of the sample board that did not get the wash coat. The 
wash coat side is also a bit lighter and I may want it that 
way. I could have also added a second coat if I wanted it a 
bit darker color.

Other Defects—Holes, cracks and voids are certainly a 
more serious issue and should be avoided if possible, but 
sometimes you just have to use the material on hand. To 
deal with these issues, you have a few choices depending 
on the size—what you are trying to accomplish and if you 
need to color it. If this type of defect is where it is not seen 
but still needs to be filled and stabilized, epoxy is a good 
choice, especially if it’s a larger void. Wood filler can be 
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used but only for smaller spots or areas. Wood filler will 
also take some color so if that’s important, it’s probably a 
good choice. 

One of my favorite methods for filling voids are shellac 
sticks. They come in several colors and by using a special 
spatula heated by a torch or some other means, you can 
melt off a piece and press it into the void and smooth it 
out. Let it cool and then use a card scraper to level it with 
the surface. You might need a bit of sanding as well, but 
it’s a hard surface that will take finish well especially if you 
are starting with a coat of Sealcoat since they will bond 
together (see photos 3A-3D).

Pre-Finishing—Over time, I have been perfecting my skills 
at pre-finishing parts before glue up. For example, in the 
case of a box of some kind, you really can’t do a good job 
with the inside, particularly in the inside corners after it’s 
glued up. For example every part of this mahogany table 
base was completely finished before glue up (see lead photo). 
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A finished surface makes any glue that might squeeze 
out a breeze to clean up and any missed glue squeeze out 
can’t stain the wood. Usually you don’t discover these until 
you start applying finish, in which case it may be too late to 
correct. I simply pack all of the mortises with paper towel 
and tape the tenons. A bit of scraping around the shoulders 
of the mating surfaces with a chisel cleans those up just fine. 

Leveling the finish and rubbing out—Partially leveling the 
finish between each 3-4 coats helps you to know where 
you are. For me, this is usually done by wet sanding with 
320-400 grit. Wet sanding keeps the paper from loading up 
and gives you more control. Using a felt sanding block is a 
good idea as well. When leveling and rubbing out the final 
coat, I will also use wet/dry paper and water. Depending 
on the flatness I’m starting with, I will try to start with as 
high a grit that will do the job as possible. Usually 600-800 
is where I start and will progress up with 1000, 1500 and 
2000 grits. You have to be very careful not to sand through 
your topcoat.

Depending on what final surface you are looking for 
determines where you go from here—2000 grit leaves a 
pretty darn nice “soft gloss”. However, I will usually use 
some 0000 steel wool and wax for my final soft gloss type of 
finish. I can control the amount of sheen by burnishing the 
surface with a white Scotchbrite pad. This can bring back a 
pretty glossy shine if you want it. 

If I want a high gloss (piano finish), I will finish with 
an automotive buffer and a swirl remover. Swirl remover 
is the finest grit buffing compound you can get. Any good 
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automotive paint store or auto parts store will have it. You 
can try to do this by hand but your results will not probably 
be as good as it would be using a buffer with a foam pad. 

Taking your time with finishing can yield a finished 
project that you can be really proud of. My advice is to 
simply don’t rush it. Take your time, test your process with 
sample boards and just relax. It can be very rewarding. 
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by Bruce Wedlock

Crosscut Sleds—The first jig you should build with your 
new tablesaw is a crosscut sled. It is far safer and more 
accurate than the miter gauge which should be put away 
for those few special cuts like angle cuts on a long board if 
you don’t have a chop saw, and stabilizing tenon cuts when 
using the L-fence. Crosscut sled designs have been featured 
in every woodworking magazine, but these designs often lack 
important features you will use every day. Here is a picture of 
my tricked-out sled.

Sled designs are often too large for most work, making 
their storage unwieldy. The sled capacity should match the 
widest boards you commonly crosscut—mine is 10˝ and I 
can’t remember it being too small. The length to the left of 
the blade should reach the edge of the table and it should 

extend about eight inches to the right of the blade. If you are 
left-handed, build the mirror image of these descriptions. 

Use only one guide strip for the sled. Screw the guide 
strip into a 1/8˝ deep dado in the bottom of the sled. Next 
choose the blade you plan to use with the sled and saw a kerf 
about 3/4 of the width of the sled to establish the reference 
line for attaching the fences. Make the fences of 8/4 poplar 
and screw and glue them in place using the drafting triangle 
to make them square to the kerf. Add additional short 
pieces over the kerf locations to allow for maximum blade 
height and add a block outside the front fence to bury the 
blade when it cuts through. This completes the basic sled.

Blue T-track should be installed in the front fence to 
provide for adjustable stop blocks to avoid wasting time 

Tablesaw Jigs
A jig is a custom-made tool used to control the location 

and/or motion of parts on other tools. A jig’s 
primary purpose is to provide repeatability, accuracy, and 
interchangeability of parts. A jig is often confused with a 
fixture—a fixture holds work in a fixed location. A device 
that does both functions (holding the work and guiding a 
tool) is called a jig. 

Every woodworker has made a jig. At minimum it might 
be just a couple pieces of scraps nailed together, employed 
and discarded. But if you build quality furniture, you should 
build jigs with the same care and precision. Don’t embarrass 
your cabinet saw with a chintzy jig. Here I will describe the 
making and use of some quality jigs for precision work on 
the tablesaw and encourage you to build them.

Materials—Jigs deserve quality materials. Use 1/2˝ Baltic 
birch plywood for long-term use like a crosscut sled. 
Medium density fiberboard (MDF) can be used for less 
frequently used jigs. Flat surfaces are essential for precision 
cuts. 

Miter slot guide strips should be made from slippery 
UHMW plastic, which comes in 3/8˝ by 3/4˝ lengths, but be 
careful. The 3/4˝ width may be a bit undersize so the fit is 
unacceptably sloppy. Slightly oversize widths can be pushed 
in the slot leaving black marks which are quickly planed to 
a perfect sliding fit. 

I have found Eagle America’s strips to be good and 
Lee Valley’s undersize. Most construction articles suggest 
hardwood guide strips but they can swell and shrink making 
them too tight or too loose. Fence edges that rub surfaces 
should have slip strip applied to reduce friction.

Invest in a 5/8˝ x 3/8˝ keyhole bit, T-bolts and thru knobs 
for routing adjustable fence positioning T-slots in MDF. 
Also obtain a 12˝–45° drafting triangle for establishing 
right angles. Its large, flat size is more accurate than the 
best combination square. A pair of Rockler Universal Fence 
Clamps will quickly fasten jigs to the saw’s rip fence. A roll 
of 3/4˝ UHMW slip tape will make sliding joints friction-
free. T-bolts and thru knobs will allow for fast, positive 
adjustment.
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searching for scrap stop blocks and fumbling with F-clamps. 
An adhesive scale mounted on the top of the front fence 
will eliminate measuring the length of cut. Length accuracy 
to better than 1/16˝ is normal.

The stop block at the right of the blade is for cutting 
short pieces. The sliding L-shaped stop is held against the 
fixed block to set the length of the cut. The L-stop is then 
pulled back a bit with the stock held in place. When the cut 
is made, the small piece falls on the sled, rather than flying 
around the shop as happens with a fixed stop block. These 
steps are shown below.

Note that the kerf in the sled is sharp and narrow 
compared to the kerf in the fence. As you use the sled, the 
kerf will gradually widen from blade vibration or using a 

wider kerf blade. This is easily repaired by gluing a strip of 
wood in the wide kerf to restore the initial zero clearance. 

The last feature of this sled is the ability to cut at a 45° 
angle. This is accomplished by having only one guide strip 
on the sled. Set the saw blade to 45° and move the sled to 
the miter slot to the right of the blade. Now cut a kerf at 
45°. Stock now located at this kerf will be accurately cut 
at 45°.

When you want to cut dados, it helps to have a zero-
clearance kerf for a clean cut. This crosscut sled has slotted 
fences right of the blade front and back of the fixed main 
fences with clamp screws to allow adjustment of the kerf 
width. This sled also has a flip stop and rule assembly 
mounted on top of the front main fence.
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L-Fence—Want to cut a rabbet on the tablesaw but don’t 
have a handy sacrificial fence? Or to rip off a wavy edge 
without fastening a straight edge to guide the stock? Or to 
rip a panel at an odd angle? If so, you need an L-Fence. 

The L-Fence consists of two parts—the section with 
vertical T-slots that is clamped to the saw fence and an 
L-shaped section that can be positioned over the saw blade 
and fastened with T-bolts and knobs. The horizontal edge 
has a strip of slip tape for low friction.

In the fence shown, the T-slot section is glued to an 
MDF strip the height of the saw fence which is clamped 
to the saw fence via Rockler fence clamps. The L-section 
is positioned just above the blade providing the effect of a 
sacrificial fence.

To cut a rabbet with a dado blade, the blade is first set 
at the depth of the rabbet. The L-Fence is then positioned 
to expose the amount of blade required to cut the rabbet 
width. The stock above the rabbet is guided by the L-Fence 
while making the cut.

The L-Fence also cuts safer and more accurate tenons, 
which are just big rabbets. The most important dimension 
of a tenon is its thickness which should match the mortise. 
The rest of the dimensions are not critical. With the L-Fence 
set so the rabbet width equals the tenon length, and the 
rabbet depth a little less than for the final tenon thickness, 
the tenon can then be roughed out, cutting both sides 
by flipping the stock which should be guided by a miter 
gauge with an extension fence. Be sure to use a drafting 
triangle to set the miter gauge square to the L-Fence. The 
tenon thickness can now be tuned by creeping up with 
the blade height and checking the fit with the matching 
mortise. Compared with a vertical tenoning jig, the cut is 
more stable with the stock flat on the table, the blade height 
makes finer thickness adjustments, and the tenon can be 
easily picked up to check the fit in the mortise.

A second use of the L-Fence is to cut panels at an angle 
on the tablesaw. The first step is to set the L-Fence about 

a 1/8˝ above the blade height with the blade edge exactly 
matching the fence edge. 

Prepare a pusher panel from a piece of 3/4˝ MDF and 
P150 grit sandpaper with a straight edge coated with slip 
tape. Lay out the desired finish line on the panel stock and 
align the pusher straight edge with the finish cut line. Now 
with the pusher against the L-Fence, make the cut. If the 
scrap cutoff will be near the width of the L-Fence, first trim 
it on the bandsaw to prevent large cutoffs possibly jamming 
under the L-Fence. This method of cutting an arbitrary 
angled line has two additional applications. Stock with a 
wavy edge can be ripped straight, and patterns can be used 
to cut repetitive, arbitrary shapes.
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Miter Sled—Attempting a mitered frame using the miter 
gauge is guaranteed frustration. If the angle of the cut 
is not exactly 45°, the error is multiplied by eight when 
you attempt assembly. The solution is a miter sled which 
cuts complementary angles. When constructing this sled, 
mount one fence as accurately as you can 45° to the saw 
kerf. Then mount the second fence exactly 90° to the first 
using the drafting triangle. If one fence is off by a small 
error, the second fence will have the opposite error, and 
these complementary angles result in a perfect 90° miter. 
The sliding stop blocks permit cutting identical frame 

Spline Sled—Picture frames and boxes with mitered 
corners can be significantly strengthened by adding splines. 
This jig makes quick work of cutting the spline mortises. A 
90° V-fence with a T-slot in the front surface is mounted 
at 45° on a sled that runs in the miter slot. An L-shaped 
sliding fence is mounted parallel to the blade, moves in the 
90° V-fence and is clamped in the T-slot. A rip bade is used 
to cut a 1/8˝ flat mortise. The sliding fence sets the location 
of the spline cut and the blade height sets the spline depth. 
A small replaceable piece of 1/4˝ plywood is located in the 
front fence to provide a zero clearance cut for the spline.

Leg Taper Jig—There are number of designs for a 
leg taper jig, but the one described by Steve Latta in 
Fine Woodworking (Nov/Dec 2012) is by far the safest and 
most accurate. Our Brooksby shop had a similar Rockler 
taper jig, but the design had several deficiencies. I modified 
it to incorporate Latta’s features. 

The big improvement provides improved stability. This 
is a long jig, so as you start the cut, more than half the jig is 
off the saw table leading to a vertical tipping motion. The 
improved design guides the jig along the saw fence, rather 
than using a guide strip in the miter slot, by trapping a strip 
on the jig which keeps the jig sliding parallel to the fence.

The leg stock is clamped to the jig against a movable 
fence to set the angled leg cut line aligned with the edge of 
the jig. The jig edge is aligned to the blade. This allows the 
leg to be clamped along the desired cut line.

lengths. Be sure the mark the top of each piece to keep them 
correct in assembly.
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Tall Fence—When making a bevel edge cut on a tabletop, 
the large vertical panel needs to be stabilized. This is 
accomplished by a tall fence that rides on the saw’s rip fence. 
This jig is made from 3/4˝ Baltic birch with bracing to ensure 
it is 90° to the saw table. The work piece is clamped to the 
fence and safely pushed through the angled saw blade to 
cut the bevel. 

Magnetic Offset Block—When making multiple 
crosscuts with a miter gauge, the rip fence can be used to 
cut identical lengths. However, an offset block must be 
F-clamped to the fence to prevent the cutoffs being jammed 
between the fence and blade. A more useful method is to 
employ a block of an exact width, allowing the rip fence 
rule to set the length and to employ a pair of 1/2˝ rare earth 
magnets epoxied into the block to eliminate the need for 
a clamp. Offset the magnets to permit spanning the miter 
slot. Cut chip-collector rabbets into the edges.

Tablesaw jigs provide for safe, accurate cuts on the 
tablesaw. Make your jigs with the same care you use in 
making your furniture. The time invested will be well 
worth it. 

The wood was not only of questionable quality, it was 
also five months old. We had left it standing in a corner 
all that time and it was completely air dried. Our success 
bending it puts the lie to the old chestnut about needing to 
keep the wood wet. It should be a lesson to the guys who 
wrap their wood in plastic or store it under water. A good 
bending day is far more important than moisture content. 

A day this perfect could only end one way, with a perfect 
beer. We each had a bottle from a selection Glenn Carter had 
brought us from a micro brewery near him up in Toronto. 
You know, those Canadians are as good at making beer as 
Don and I are at bending. 

Some Days are Diamonds—continued from page 79
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I made a large workbench years ago and fitted it with an 
end vise—a twin screw vise from Lee Valley Veritas. The 

chain drive twin screw vise worked fairly well but there were 
some frustrations including keeping the vise from racking 
top to bottom. Part of the problem is clearly that my bench 
is quite deep (i.e. thick) and the screws were not centered. 
There is also some lash in the mechanism so that it seems 
very hard to make the jaw move smoothly.

So, I have been tempted for years to consider other vises 
including the Lie-Nielsen chain drive vise. But when I saw 
the Hovarter vise (hovartercustomvise.com) I was intrigued 
and decided to give it a go. Their face vise does not use 
screws and offers several unique design features that seemed 
to be what I really wanted from a vise. Could I use this as an 
end vise? You will see on their website a brief video which 
shows how fast and easy it is to clamp stock.

And, after installing it on the end of my bench I found it 
worked amazingly well—some of the time. What is clearly 
still the problem is that the vise bars are not centered in 
the vise and perhaps, the vise is too deep period. OK, this 
doesn’t sound like much of an endorsement does it? I called 
the factory and they confirmed that not centering the bars 
is going to create a problem. Can I rework the bench so the 
bars are centered? Yes, but that is a very large undertaking 
complicated greatly by the design of the structure of the 
bench.

So, do I use it? Yes, all the time. If stock goes all the way 
through from top to bottom of the vise, it works perfectly 
as you see in their video and it makes me smile. Super fast, 
holds very tight and releases just as quickly. Just a 3/4 turn of 
the single handle and it is very tight. If however, I am trying 

What’s New in my Shop!
tool review

by Peter Breu
woodrollerski.com

to just clamp a board at the top of the vise, it racks and the 
bottom tightens leaving the top loose—useless. 

There are several workarounds that keep me from 
pitching it and starting back at square one. I can push my 
hip into the vise as I am clamping and most of the time that 
solves the problems. Not elegant but still better than my 
original twin screw chain vise.

So, in the end what am I saying? If you are making a 
new bench and can design around the constraints of this 
vise, then by all means buy it! If you are retrofitting a bench, 
be careful to see if you can center the bars and that you 
can minimize the deep of the vise. If all of this is confusing 
come on over and give it a try in my shop! 

Hovarter Vise
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A perfect right-angle miter joint requires mating joints 
to have complementary angles. That is, the two angles 

must add up to 90°. For the usual miter where the mating 
stock is of equal thickness, each angle is 45°. For unequal 
stock width, the solution for mitered rails is described in 
The Journal, Issue #21, p3. Here I will describe cutting 
complementary angles for mitering the sides of boxes.

Traditional box miters are cut with the saw blade set to 
an angle of 45° and crosscutting the ends of the sides. Since 
it is virtually impossible to quickly set the angle to exactly 
45°, there will be a small angle error. One solution is to 
make a series of test cuts checking them with a combination 
square to correct the blade angle. But there might still be a 
small error in the angle. After cutting eight side ends, that 
error will add up to eight times the original error, and the 
miter of the four sides will not close perfectly. 

The solution is to cut complementary angles on the ends 
of each side. Cut one end horizontally and then cut the 
corresponding end vertically. The angle of the vertical cut 
will now be the complement of the angle of the horizontal 
cut, correcting any error in the horizontal angle cut. Then 
the miters of the four sides will close perfectly.

The horizontal cut can be made in the normal method 
with a crosscut sled or miter gauge. The vertical cut is made 
with a tenon jig. A simple jig design is shown to the right.

Use Baltic birch or MDF for their flat surfaces. The 
jig should straddle the saw fence with its bases resting on 
saw table. The jig should not ride on the fence. The jig’s 
width is adjustable to allow it to slide smoothly on the saw 
fence. Be sure the fence surfaces are square to saw table. The 
extra width shown on the outer base prevents it from being 
trapped in the miter slot.

To make the miter cuts, align the box sides and mark 
opposite ends of each side with H and V to keep them in 
order. Set the saw blade to about 45° and cut the H ends of 
the sides with the stock laid horizontal. 

Without changing the saw blade angle, use the tenon jig 
to cut the V ends of the sides as shown at the right.

The complementary angle method was used to cut a 
box with four-inch sides from 1/2˝ stock. The saw blade 
was set at 46°—an error of e=1°. A second box was cut 

Cutting  
Perfect Box Miters

the Wedlock method

by Bruce Wedlock

in the traditional manner—all cuts horizontal. Note the 
complementary angle technique cancels the error and 
produces tight miters, while the traditional box has a large 
gap when three joints are tight.

The application of geometry to the problem of cutting 
perfect miters eliminates the need for setting the saw blade 
angle precisely. No precision angle measurements are 
involved. The complementary angles correct for any minor 
error in blade angle. 
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My inspiration for building these two stands 
came directly from a video I purchased 

from Rob Millard, a furniture maker who focuses on 
the finest of details in reproducing American Federal 
style furniture using traditional methods for most of 
the process. These examples are based on a stand that was 
originally built in Salem, MA in 1805.

As with many of my projects, I build them for the 
learning experience. When thinking through this build, 
I kept thinking of one or two different ways to approach 
the same problem, so I decided to build two tables at the 
same time, trying out different methods for each one. For 
example, one top has its core made of quarter-sawn strips 
of poplar glued up in opposing grain directions to make a 
stable base and the second one is built on a core of Baltic 
birch ply.

 Both stands feature a contrasting sunburst pattern of 
Ceylon Satinwood and some unusual pudding-figured 
Mahogany veneers that are hammer-veneered down piece 
by piece using hot hide glue. The pedestal, legs and table 
support mechanism are all made from Honduran Mahogany. 
The hand-shaped legs are attached to the pedestal via sliding 
dovetails.

 For the centerpiece paterae I searched through my 
library and the web to locate some interesting subjects to 
try. The Eagle was replicated from a photo I found of a 

Baltimore style eagle oval inlay. I searched high and low 
for a different style shell and finally found a faint and low 
resolution image of one used on a piece of furniture made 
by John and Thomas Seymour from an auction website. I 
scaled the photo and traced it out to make a pattern which 
became the shell patera used on one of the stands.

 As it is with many of my projects, I have learned to 
enjoy the process of making them and when the project 
comes to completion, it is actually a bit sad for me. If any 
of you longer-time members remember the short-lived 
Right Brain Woodworking subgroup, I learned and carry 
a valuable lesson with me from that group—it’s all about 
focusing on and enjoying the journey and not so much on 
the destination. Of course, if I had to do this for a living, I 
would likely think differently… 

by Mike Cyros

Federal-Era  
Tilt Top Oval Stands



Greg Brown Bedford, NH

Nakashima Inspired Dining Table—Slab is 3˝ thick, 138˝ 

long and 40˝ wide at each end and 30˝ wide in the 

middle—species unknown. The base is made from ash 

for rigidity and color to pick up the yellowish tones of 

the slab sap wood.

The client bought and existing top that had a metal base. 

I stripped off the finish and used Osmo for a topcoat. 

I also hollowed out wood from underneath to reduce 

some of the weight—gbwoodworks.com.

Brian Sargent Candia, NH

Three Occasional Tables/Coffee Table—Walnut, Brazilian 

cherry, brushed stainless steel. 12” deep x 16” wide x 18” 

high and 12” deep x 24” wide x 18” high.

Mark Hatcher Peterborough, NH

Penelope 000 Model—Twelve fret finger style guitar 

with Western Red Cedar top and curly Koa back 

and sides. The binding, bridge and fretboard are 

Macassar Ebony with “bacon figure” African Padauk 

radial top purfling. The rosette, headstock face 

plate and custom wood tuner buttons are two toned 

Amboyna burl. The guitar has a catalyst urethane 

gloss body and satin finished neck. This is a very 

lightly built instrument voiced with a quick response 

for an artist with a soft touch— hatcherguitars.com.
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