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INTRODUCTION

CHIP CARVING IN TYPICAL
CHIPPING AWAY STYLE

EASIER THAN YOU MIGHT THINK

by Todd Moor

As life gets more complex and stresstul, [ tind
mysell more appreciative of cthe simple escapes i
ofters. One such blessing 1 have is a hobby thac
has turned into a full-tume profession. Chip
carving has a long history of use in decoraring
various wooden household items, including
furniture, as well as in creating purely artistic
picces. Alchough che finished chip-carved picces
often display an intricacy and beauty one may
think is attainable nn[_'r by a long-lived master
carver, chip carving can be surprisingly easy o
learn. My father deserves much of the credit for
this. He taught me a simple and eftective method
for chip carving a limitless variety of designs.
Working together, we have taughr this chip
carving method o well over 2,000 students
worldwide. Qur chip carving students have
included both men and women, from adolescents
to octogenarians and all ages in berween. | have
seen some hold skepticism as to whether or not
they could chip carve, and keep in mind that |

i"i.]."l.'f.‘ never mecer a PEI’EI.'!I'I \'.'h{'r CANMOL.

DEFINITION OF CHIP CARVING

Chip carving is a style of woodcarving in which
knives are used o remove selecred "¢ hipu‘" of
wood from the project in a single piece. In
theory, chip carvings have just two levels, or

pl.nu‘ﬁz the wood surface and the point benecath

the surface where the cuts meet. Patterns can be
free-form stvle or geometrically based wich
higures, such as triangles, circles, simple lines, and
curves, If we accept this definition of chip
carving, we find thar almosrt every sociery
throughour history has experimented wirth ir,
which makes the precise origins ufkchip carving
debarable. It has been my experience thar the
strongest factor in such arguments is usually the
nationality of the debater, 1 believe thar this
simple definition of chip carving allows us to
consider thar it originated in various socieries
withourt the necessity of influence from othes
groups. | find comfort in the notion that chip
carving has a rich and long history for all of us,
deep in our common culral idenrines.

There are variations in the wols and designs
favored by chip carvers of various cultural
backgrounds. My father and | have a simple
approach to understanding chip carving that
offers the advantages of minimizing both the
number of tools and rules the student needs to
learn. In fact, I've found the reasons underlying
such “rules” are worthy of greater emphasis than
I.:"Hf Fu]t‘ﬁ- tl‘}l.'ﬂlifl"-.‘t.‘:-‘.- l.hf'fl: AT t-]rnl:'\ ‘-l-"i'hl.'j]. t].'lf
rules must be broken, and a good understanding

”!-L']lii."' i,_'.lr\'llllg "-"-'II” ]'It'IIE‘ vou i'iﬂ”“' "-"r'l‘.l':'ﬁ o

b I'-E.!.E( thl‘.'lTI .
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Popr's TEN COMMANDMENTS FOR CHIP CARVERS

Say, | don't believe | have told you why so many call me "Pop.” During the early days of

Chipping Away, my son, lodd, and | exhibited ar wood shows and raught classes together. Todd

has -.ﬂw.l}'.ﬁ called me “I’-.'&p_." and whenever he would holler "Hey, Pop!” across a room, it didn't

take long for others 1o join in. While I was teaching a class at the Thunder Mountain Wood

Carvers Club in Sierra Vista, Arizona, Don Yadusky, a student in the class, kept lots of notes. At

the close of the class, he announced that by using his observations, he created “Pop’s Ten

Commandments for Chip Carvers.” 1 would like ro share them with you.

1

2

3

9

Remove the largest chips first.

Carve those areas that are the most delicate (sharp ridges) last.

When carving rosettes, start with cuts that are diagonal to the grain and move
in one direction only. Using this progression, you will remove the more difficult
cross-grained chips before finishing with the easier, with-the-grain ones.

When carving into the center of a rosette, roll your knife up to almost 90
degrees, This technique will keep the center from chipping out, especially in
those patterns where you will be carving into the center a number of times.

If you have trouble removing large chips with one cut, then carve in stages.
You will find that by taking smaller chips out of the center of the large one and
gradually increasing the size, the final chip will be much easier to remove. Your
carving will also be much neater and cleaner.

When starting a new chip, always make the first cut with the blade facing
away from your previous chip.

Make use of stop cuts.

Keep your thumb against the handle blade and on the wood at all times, This
thumb position will ensure consistent angles and will minimize the chance of
cutting yourself.

Always look for ways to add that final touch or embellishment—
create the "ooohhs.”

10 Have fun!



WHICH WOOD IS BEST FOR
CHIP CARVING?

[t is certainly not difficult o understand that the

harder the wood, the harder it 1s to carve. This
does not mean, however, that softwoods are the
r.':l*.'i:."..t Or l‘u:*n[ wnndn O Luse, ]t1u ;-l[*.-‘.n it‘npnrturﬂ (D
note that the terms “hardwood™ and “softwood”
dﬂ r:I.‘t ﬂffﬂﬁ.‘jﬂfﬂ:ﬁ' rfﬂt'f‘ hﬂ'“’ hi."l'l-'d [I'I{.'_" 'l-'l'ﬂﬂ'l:i I|1'i.
Some hardwoods are less dense or lighter than
some soltwoods,

Generally, any tree that loses its leaves in the
fall, or a deciduous rree, is considered a hard-
wood. In contrast, softwoods, such as pine and
spruce, retain their greenery year-round and are
considered 1o be part of the coniferous family.
Hardwood trees grow with a more consistent and

ligh ler gmin pattern than do soltwood trees.

Thus, hardwoods give a more predictable
response to vour knives and gouges.

While hardwoods often have more density
(weight per unit volume) than softwoods, density
varies widely between species. Poplar and aspen,
tor example, are much lighter in weight than oak,
burt oak is lighrer in weight than rosewood and
most exotic woods. Let’s take a look at the

qualities of some popular carving woods.

Basswood (hardwood)

G]'I:lﬂ'.;f!i Ale, El r'q'UlJ are not a “'mldl.ﬂr\'fr. :u'nu darc
not familiar with basswood. T he basswood tree is
also known as linden in Canada and the U.S.

Bilh.'!-“'l'll:.'l-i.f 13 C{}ll‘.'-iilil."ﬂ.'i.l o |‘HL‘ []ll." I'J't."!'n-[ i..i.i,ll'l-'il'l.g



Basswood will
present problems
when staining. Be
sure to seal the

2

L A

Figure 1-1. Basswood,

wood regardless of what style of carving you may
be doing. The grain is consistently tight, and the
timber is light in weight, which makes it a joy to
carve (See Figure 1-1.). The lighr beige or yellow
color, combined with the almost non-existent
grain, allows itricate or detailed carving to be
performed without the carving and the wood
competing for attention,

The American basswood tree grows in fair

abundance from the southern U.S. to a hundred
miles or so north of the Canadian/U.S. border,
from about the central states through to the East
Coast. Generally speaking, the best “carving
basswood” grows in the latitude area of southern
Michigan (including southern Onzario) south ro
Kentucky and in the longitude area from lowa
cast to the coast. Basswood growing norch of this
region tends o grow too slowly and is harder o
carve. Similarly, in the areas souch of Kenrtucky, it
grows too quickly and is not as firm. Poplar and

aspen are often used in western North America as
substitures for basswood.

Butternut (hardwood)

The butternut tree, also known as white walnut,
grows in a geographical area similar 1o that of
basswood. It is approximately 20% heavier in
weight than basswood and carves easily with few

surprises. Butternut has both a darker color and a
more dominant grain pattern than basswood (See
Figure 1-2.). Carvers use these characreristics 1o
their benefit when the project will be left wich a
clear or light stain finish.

A

Mahogany (hardwood)

Mahogany (See Figure 1-3.) can certainly be chip
carved should the occasion arise. While it isn't the
most desirable wood 1w carve, a woodworker will
find mahogany pleasant o work with and
suitable for a number of projects. It may be that
mahogany is chosen to march other pieces of
furniture within a room. It is heavier than

butternut and therefore is harder to chip carve,
but it is workable. Keep the patterns simple.

Figure 1-3. Mahogany.

Avoid intricate or delicate patterns as well as
sharp ridges or edges. Intricate patterns will not
show up very well in mahogany, and sharp ridges
or edges tend 1o break easily in this weod.
Lettering shows up well on mahogany that has
been stained.

Pine (softwood)
You will often find carvers using pine for small

caricature or figure carvings. Pine’s abundance and
low cost, rather than its carving characteristics, are
the reasons chat many Cirvers choose this wood.
While pine can cerrainly be chip carved, it
would not be my first choice for a couple of
reasons. First, pine’s consistency, or perhaps |
should say “lack of consistency,” of grain restricts
the amount of fine or detail work that can be

carved (See Figure 1-4.). Because the grain is not
very tight, mortifs that have sharp edges or ridges

must be avoided to prevent breakouts (a ridge
that breaks because it lacks rigidity) or fuzziness

(See Figure 1-5.).

Copyrighted material



Figure 1-5, Sharp edges, in designs such as this one,
can break easily in some woods.

Second, the darker grain in pine is much
harder than the light-colored grain. You may not
notice this characteristic when curting pine using
power tools or a hand saw, but if you draw a chip
carving knife across the grain of a pine board,
you will soon discover that it is very difficult o
control your cuts,

This is not to say that you should avoid chip
carving pine altogether. On the contrary, if vou
already own or are presented with pine items,
Such 45 4 h]ﬂ“k‘.‘t I:i]ﬂt, | l'l::ll}' IJDI-. Or 4 5L UF
shelves, VOU ¢an certain |}r hcaul:iff these funcrional
pieces with chip carving. Simply avoid sharp
edges. A pine chest can soon become a cherished
heirloom once vou add a chip-carved name or a
simple morif. If vou have a choice, however, have
the project made from basswood because it is

I.".l'll.lCh MNnICET O Carve.

Other Woods

| guess you could chip carve just about any
species of wood, but thar does not mean you
should. Obviously, the harder the wood is, the
more difficult it will be to chip carve. Always ask
vourself if the end resule will really be worth the
effort required.

If you have the task of chip carving a project 1o
match another item, consider using basswood or
butternut and then staining your project to march
that item. It may surprise you how much butrer-
nut can be made 1o look like oak, walnut, pecan,
and other woods once it is appropriately stined.
Basswood can sinkingly resemble maple, pine, or

even cherry (See Figure 1-6 10 Figure 1-9.),

CHoosinG THE Woob n

Figure 1-6. A basswood playing card box stained
with Golden Qak, The bax was made and carved
by Jim Lindgren of Red Deer, Alberta.

Figure 1-7. This section is from a box lid carved in
basswood. The lid was stained first with Mahogany
and then with a coat of Cherry,

Figure 1-8. A section of a box lid carved in
butternut and stained with Pecan.

Figure 1-9, These flowers are part of a small,
decorative plaque carved in basswood and stained
with Mahogany. The plaque was chip carved
freehand and stained by Todd Maor.
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Chip Tip

When choosing
the wood or item
you wish to chip
carve, make sure
you consider the
predominance of
the grain. The
more predomi-
nant the grain,
the simpler your
pattern should be.
An intricate or
busy pattern will
compete with a
heavily grained
wood for atten-
tion, creating
unpleasant results
in both the
appearance and
the execution of
the chips them- ' |
selves,

s

Wood with a
moisture content
of 10 to 12% is
ideal for carving.
If your wood is
too dry, it will nnt
carve as easily o |
as smoothly.. ..
——

Wo0D SOURCES

It is unlikely thar you will find cither basswood
or butternut at vour local home improvement
center. Your local specialty lumber retailer will
most likely have both species in stock. For those
lucky enough 1o live in the geographic areas
where basswood and butternut grow, a visit to a
Em-ﬂll Iumbfr H‘li]l \'rll” pm#‘idc J“ }'ﬂu nl:'l'.'i:l- at
reasonable prices, If you are stll having problems
finding a suitable supplier, get on the Interner
and use a search engine 0 do a kevword search.

Tt rmllls' is thart simplr,

IMOISTURE AND WOOD

It is desirable to carve in wood that has an
approximare moisture content of 10 o 12%.
The correct moisture content not only makes
your carving expertence easter and more enjoy-
able, bur it also produces a much nicer
appearance. While there is no substiture for a
properly sharpened and polished knite, vou will
F“'Id th.l.t‘ dr}' Wﬂf?d d‘ﬂ"fﬁ- not Cut as l:['["-lﬂ]}" .lnd
that breakouts, especially on cross-grained chips,
can be a challenge.

How can the layman determine the moisture
content of the wood he is abour 1o carve? You
pretty much cannot tell, unless, of course, vou
INVEST in il qua]il}' ml:lislurr: mEtED—SDmEthinE
thart is r-:':..'|||}* Not NECessary. Once vou make a few
chips across the grain, you will be able o tell if
the wood is o dry. Trv using a test, or scrap,
piece first. This way, if the wood is dry, you can
take STeps to rerurn the moisture to ic before
beginning a project. It is also important o note
‘hn."l.t “'Df)d Can I'I.':l.'l-"f Eﬂﬂ‘d mﬂismﬂ: content \'r'hfn
}’ﬂU Pur—::h;l:if: i.t hl.lr can I:."I:'Eﬂmf dl-:qr l'}r"." thE tinlﬂ

you are ready to carve it

An Ounce of Prevention

Storing vour wood in a desirable manner will save
}rfJL'I d E‘-’.]Ud th'-ﬂ.i Ur Illl'uﬂr:itiur‘l. Pt' Fﬁ'.‘nﬂll}r. [ l'ﬁffp
my stock of basswood in an unheated garage
rather than in the house because a heated house

will dr}' out the wood, Consider vour gﬂ;gmphic

A few things to keep in mind when

storing your wood:

* Keep your wood in an unheated garage
(or in a place suitable for your geo-
graphic region.

« |If storing wood indoors, wrap it in
airtight plastic or a similar airtight
container.

* Keep it wrapped between carving
sessions if you're concerned about the
wood drying out.

* Don't store wood in your basement
unless the room is humid and unheated.

* Don't store wood in your furnace room.

= Avoid storing wood in air-conditioned
rooms because they remove moisture.

region when vou're deciding where ro store your
wood. [ live in southern Onrario, an area known
for relatively high humidicy. Those carvers living
in drier climates, such as Arizona, would make
different choices based on their locartion.

You may also want to take preventative
measures if vou're working on a project that will
take more than a day or two o complere, ['ll
often return the project to my garage or make sure
II:T IIE “THPP{"EI tightl‘. Iil"l P'I.i.lftllf bl:m’ffﬁ cCa n’ing

sessions, so the wood doesn't hbecome oo drj,'.

Returning Moisture to Your Wood
If you do find that vour wood has lost too
much moisture, there is a remedy. Returning
mﬂiiturf o :"Ullr “'(.“."d .I!'i 4% -Eimplﬁ % bu'l.]dllllg
?'ﬂurﬁﬂ'lfﬂ mﬂkﬂ'ﬁ-hiFt humidnr ﬂ.nd Irtl’ing naturc
take its course,

To build a humidor, start by scavenging a
cardboard box that is large enough to hold your
'Ir\'l:lﬂ‘-l.{ hﬂ-ilrd- o anjfi:l '-l-"d 5|T|';|" 'El'l.ﬁllgh 18] 'ﬁt
inside a plastic bag. The large bags used for
Eilrl."élgt' AfE 'Ill;_It"HI,

Next, make a support 1o suspend vour item
and 1o permir airtlow complerely around it A

5i|1'|p|c solution is 10 drive ﬁniﬁhing nails Ihruugh



a thin piece of scrap plywood or similar material,
so that the nails protrude enough to support vour
item (See Figure 1-10 and Figure 1-11.).

Place vour suspended item inside the card-
board box, which has had the top flaps removed
or opened. Also place a small bowl conmining a
completely warter-soaked sponge inside the box.
Leave a small amount of water that the sponge
cannot absorb in the bowl. Place the box and its
contents inside the large plastic bag and use a
twist tie to make an airtight seal,

Within two or three days, the wood will absorb
all the moisture necessary and will be ready for
carving. You can speed up the process by placing
vour humidor in direct sunlight, creating a
mi“iﬂturﬂ sAUn:a; hﬂ“’ﬂ':f. [hc :I'I'I.UIE'{I.II'I: Wi“ not
have the oppormunity o penetrate as deeply as it
would if the humidor were allowed to sit for two
or three days.

Keep the large cardboard box handy—ir will be
useful when we are adding a finish o a project.

Warping Problems

Wood is subject o warping, or cupping, when ir
dries more quickly or absorbs moisture more
quickly on one side or the other, especially if it's
unsealed or unfinished. Chip carving projects are
often affected by warping because many items are
made of relati\'::]}' thin wood (¥") and have |.'ujg=
iurf:ll':l:' ATCES, ﬁuc}l 45 a4 irn’ing trﬂ}'.

In some cases, simply leaving your item with
the cupped surface facing down can slowly rectify
the problem. You could also try placing the item
cupped-side-down on vour lawn and in direct
sunlight to speed up the process. The warmth of

the sun’s rays will help to draw moisture from the

ground and into the piece of wood. Prevention of

warping by not permitting such uneven drving is
probably the best method; simply lollow the
suggestions for storing your wood.

= e -
- -, i - - - . - -

| ChoosinG THE WooD n -

Figure 1-10. Create a simple support by driving
finishing nails through a thin piece of plywood.

Figure 1-11. The homemade support suspends your
wood and allows air to flow on all sides.



THE ToOLS

CHIP CARVING KNIVES

| often refer to “the simplicity of chip carving” in
the context of bath the tools used and the
execution of the various cuts, It wasn't always
simple. In earlier times, a variety of tools and
knives were associated with the art, and the
nationality of the carver generally determined
'h'F]'lil:h. “3'(]]'5 and mt’tl’lnds were l.l.'l'fd.

Conventional carving knives are not suitable
for chip carving because the blade does not have
the appropriate angle (See Figure 2-1.). In the
Netherlands, chip carvers used various razor-type
blades; in Great Britain, they commonly used
"\‘r‘ﬂ'-l'ﬂl'!i ;Ind EilIE]E"l]l:"l:]fd L']'lé'."il'.'.'l'."r tli'ld F](t'“'ﬂ: ;IHLI,
in Scandinavia, they used various knives and

chisels, in addition ro picks, 10 clean our the

Figure 2-1. Conventional carving knives are not
suitable for chip carving because the blade comes
straight out from the handle without a downward
angle

bottoms of the cuts. One German tool manufac-
turer offers chip carving ool sets with as many as
ren different shapes (See Figure 2-2.). Chip
carving in these countries generallv required the
use of workbenches and holding devices, which

obviously cut down on the portability of the arr.



The Swiss Influence

Though they initially offered mulriple rool sets,
the Swiss eventually refined their approach 1o
include only two basic tools. The main ool is a
cutting knife, and the second tool is commonly
called a stab knife. Wayne Barton, an American

who is a well-known authority on chip carving,

trained 1n Switzerland usi ng these two basic tools

(See Figure 2-3 and Figure 2-4.).

Using just two tools surely made the art of
chip carving much easier to learn as well as less
expensive. Combine the simplicity of method
with the fact that we require neither a work-
bench, nor clamps, nor a multiwde of wols and
aids generally associated with carving, and vou
can easily understand how chip carving grew
in popularity.

However, the evolution of these basic chip
carving tools did not stop here. Listening to the
concerns and suggestions from hundreds of my
students, | introduced a set of three tools in the
carly 1990s that was designed to produce
maximum results with either the traditional or
the more contemporary styles of chip carving,

Look at Figure 2-5 and examine the blade on

knife 1. Norice how the radius has been reduced

berween the curtring edge and the back edge of

t]'!.l".' IJ]ECI'E. Thl‘! -EIIIJ“'EI' r:u:“us IMcans IE‘H-.‘E l'['l-E[JI il'l

the wood while you are exr.'tuting the curs and,
consequently, less chatrer when you are carving

curved chips. The handle was also made wider,

giving the carver a greater, unobstructed viewing

area in addition o providing a berter grip.

Knife 2 was added simply because the hands of a

Sma"l:[' Pfr-m“ darc ﬁmﬂnﬂf t]1.'ll'l thﬂﬁl'.' Df |.a.rg:l’
carvers. While it may not seem like a big deal o
many, having smaller tools can make a huge
difference—just ask those with smaller hands!
Other improvements to these U.S.-made knives
include higher qualicy steel, reduced blade
thickness, and precision grinding. These features
mean that the knives will hold an :dgc well, will
draw through the wood with less effort, and will
require less sharpening time when brand new.

THE TOOLs

Figure 2-2. Seven of ten tools, specifically designed for chip carving, offered
by @ German company.

Figure 2-3, The Swiss eventually refined their approach 1o include anly two
basic tools—the cutting knife (1) and the stab knife (2).

Figure 2-4, Notice the downward angle of the blade as it comes from the
handle of the main cutting knife, This blade angle was a huge innovation that
helps in maintaining the consistency and proper angle for carving.

R

Figure 2-5. A set of three tools, introduced in the early 1930s, that was
designed to produce maximum results with either the traditional or the more
contemporary styles of chip carving.
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Figure 2-6. Improvements 1o the Moor chip
carving knives included a longer handie for knife 2

as well as more ergonomically shaped handles for
knives 1 and 3.

Chip Tip

Moor knives are
available either
“pre-sharpened”
or “unsharp-
ened.” Whichever
type you choose,
you will need to
keep them sharp.
See Chapter
Three: Shilfpﬂ-l'lll'lg.
for sharpinlng
tips.

Figure 2-7, Notice how the ergonomic handle is
designed for the proper grip.

2-8. Basic drawing tools: 0.5mm mechanical
pencil with B lead, white polymer eraser, 12°
T-square, and 6° bow compass,

Today’s Chip Carving Knives

The popularity of the original Moor knives did
not mean there wasn't room for improvement.
Chip carvers discovered that the new small
cutting knife (knife 2) was just the ticket for
making those intricate and delicate chips (See
Figure 2-6.). While carvers with smaller hands
were delighted, those with larger hands asked for
a I.DI'IEE:I' ll.ll'l.{] Ic. i ::l]!l:l WDrkcd WI [}l thﬂ' mﬂﬂurﬂf‘
turer 1o design an ergonomically shaped handle
for knife 1 that would include precise features for
the carver’s grip whether he or she is right- or
left-handed (See Figure 2-7.).

Today’s chip carving knives feature a rexmured
finish, technically referred to as “a coefficient of
Hctiﬂn.n ‘l.'f]'lil.‘l'.l mecans tl'l-]t thf}r Anc EJ.EIIET [ (8] hﬂld
on 1. The high-impact, synthetc handles are
molded with interior fasteners, the blades are the
same high-quality steel as the oniginal Moor knives,
and rthe knives continue to be made in the U.S.

DRAWING INSTRUMENTS

Chip carving is a fairly inexpensive carving style
to practice due to the limited number of wols
and drawing aids required. The new carver,
therefore, is encouraged to purchase the best

quality he or she can afford.

Basic Drawing Tools

A 0.5mm mechanical pcm:“ with B lead for ﬁhnrp
and precise lines is a must (See Figure 2-8.). A

12" T-square that has both English or Imperial
and metric markings i1s invaluable, as is a 6" bow
compass. | use a white polvmer eraser for

removing or correcting pencil lines, and [ buy

them 1n bulk!

A r.!llp carver's toolbox should include:

* 1 or 2 cutting knives
» stab knife

* 0.5mm mechanical pencil with B lead

* 12" T-square with both Englishor |
Imperial and metric markings '_

* 6" bow compass NN

« white polymer eraser o\




| THE ToOLs

Templates

Another helpful tool is a barder layour template
(See Figure 2-9.). It will save you a grear deal of
ume when drawing borders’ grids (See Figure 2-10.).,
Other templates (See Figure 2-11 and

Figure 2-12.) that you may wish to add to your
collection ar a later date include a six-inch/metric
plastic ruler that is flexible, a protractor for
dividing circles into various sections, a radius

remplare, a flexible marking guide, and a circle

template (also ellipse template). Figure 2-9. A border layout template

SAFETY

One very pleasant fact about chip carving is tha

it is a very safe carving stvle. Because of the way | Chi P Ti P
]'Gl.l hﬂ]d t}l':' !([‘Ii.fvl: ﬂ.nd h:c-aus: your hlnd rests .
; Removing
on the wood, vou should never cur vourself. .
e unwanted pencil
Should you hold the knife improperly, however,
o e pe g | lines once your
then the possibility of “adding color o your
WL : 3 ' carving is finished
work”™ becomes very real. We will talk more abour
o : can be easier if
this in the Chaprer Four: How o Hold Chip
el : you prepare the
Carving Knives. 3 -
. . : , wood first. See
I'flll-l.':“..l. ]I ﬂlﬁﬂ want o I:ﬂﬂs.!-l:tl:r l.lsirlg p | Pmmt]"l’.‘ ‘ ?a = I.".l;" g
. : Figure 2- ' ic grid li MN— 0\ |
apron, Because we will be carving on our laps o h;'d;q' TEALIB SN MON S W R OVl Pome pag SR
, ; Chapter Fourteen:
and not on a worktable, we'll need o protect our Finishi s SN M
e e o - ._.1'l. II |I
laps. Why do we carve on our laps? There are a _I-l'!_g_'_'“= .‘32:';;'_‘:?5.3'

couple of reasons.
P

Figure 2-11 and Figure 2-12, Other useful templates that you might want to add to your tools:
1) a six-inch/metric plastic ruler, 2) a protractor, 3) a radius template, 4) a flexible marking guide, and
5) a circle template, or ellipse template.
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Holding your knife
properly will help
prevent the unfor-
tunate experience
of "adding color
to your work”
(mainly red)!

The birst has to do
with the position of
our arms and how they
bend at the elbow
when we're carving on
our laps. You will soon
discover thar it is much
easier to chip carve
using vour upper
arm/body strength
rather than your wrists.
Not uﬂ'}' IS It easler,
bur you can also carve
for longer periods of
time without fatigue,
Bending your arms at
the elbow allows vou
to make use ol your
upper arm/body
strengrh easily. [F you place your work on a mble
ot bench, vou cannor use vour upper arm/body

strength as easily,

Figure 2-13. Because chip carvers often carve on
their laps, they need to wear protective gear. Here,
| am using a leg apron

Figure 2-14. Notice how the apron's work surface is reinforced with a heawvy
synthetic pad, protecting my leg or clothes from any stray cuts

Second is the fact thar consistent angles and
chips are best obrained by holding vour knife and
workpiece in the same position all the time,
Because chip carving is a very portable form of
carving, vou simply carry vour knife and piece of
wood with you, and then you can carve any-
where. Using different tables ar benches at
different locations would present a problem
because they are seldom the same height as your
work station at home. Your lap, on the other
hand, is something vou alwavs have with vou.

There are different devices you can use o
protect yoursell and vour clothing while carving,
such as a wooden tray or a leather apron. | use a
leg apron (Sec Figure 2-13.) thar was developed
by the National Wood Carving School in
(Canada. It has a loop to hook onto your belt and
three casv-snap straps 1o hold it in place. Because
it bends ar the knee, [ can walk around or sit
down while wearing it, and it isn’t as warm as a
full apron. The work surface of the apron is
reinforced by a heavy syncheric pad, which will
prevent any stray cuts from damaging vour leg or

trousers (See Figure 2-14.).



[f you are looking for sharpening instructions

complere with rechnical dawa and high-power,
microscopic photographs of wol edges, [ am
sorry to disappoint you. | have never been one o
seck out (or provide) tons of detailed informarion
that generally serves to confuse me as well as
others. Should you simply want o know how o
sharpen a chip carving knife, however, | believe |
can help vou,

Sharpening has proven to be a headache for
many carvers. Over the years, | have discovered
these five underlying reasons:

1) Too many experts giving too much data and

insisting that theirs is the correct method.

2) The angle ar which you sharpen vour

knife blade,
3) The motion you use when drawing your

I:liﬂ.dl: ACTORSS EhE Ehulfpfﬂiﬂg mlr:dium.

4) The sharpening medium you use.
5) The amount of time you spend on
‘h{' pl‘('ﬂ:r.'ﬁ:h

Lﬁ'tﬁi l[‘ll'}k at E.'I.EI'I. ﬂ'f l']'ll: ﬁ‘l"l'.‘ MCAS0OINS.

THE EXPERTS

First, do not get hung up on the technical data. [f
vou really wish to know abour aligning steel
molecules, about various allovs and decarbs, and
information that only a metallurgist really needs
to know, then seck out that information from an
appropriate source,

Second, don’t be misled by those experts who
insist that their method is the “correct and only
way. | here are numerous ways to sharpen a
knife. If vou have a system that works well for
vou, continue using it. T he method | use works

well for me and for hundreds of my students.

M
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THE SHARPENING ANGLE

Ditferent tools in your workshop require ditferent
sharpening angles, depending on their use. The
blades in vour joiner or thickness planer work
best with a sharpened angle of 40 to 45 degrees
(See Figure 3-1.). The edge on vour beveled
bench chisel works best at 30 o 35 degrees (See
Figure 3-2.), while a mortise chisel is approxi-
mately 25 to 30 degrees (See Figure 3-3.). The
edges on your carving knife, pocketknife, and
even kitchen knives are opumum at 20 degrees.
All of the twols listed above are used 1o shave or
peel wood away; that is, they remove small
amounts of wood repeatedly until the desired
r:sull:s arc I;'E:IIEI'II:E'. C]lip canr'lng cut-ting kni'ﬂrs.
on the other hand, are plunged directly into the
wood and are pulled or drawn though itin a

Veshaped fashion, resulting in a “chip” of wood

Figure 3-1. This joiner
blade has an angle of
approximately 45
degrees,

3-3. This martise
chisel has an angle of
approximately 25
degrees,

Figure 3-2. This bench
chisel has an angle of
approximately 35

degrees.

Figure 3-4. The angle
for a chip carving knife,
as seen when looking
at the back edge of
the blade.

Figure 3-5. Ten degrees is about the thickness of
the back edge of your knife.

popping out. Because of its use, the cutting knife
works best when sharpened ac an angle of 10
degrees or less (See Figure 3-4.).

To begin sharpening the cutting knife, hold the
back edge of the knife blade approximarely 10
degrees from the surface of the sharpening stone
(See Figure 3-5.). Holding the blade at a steeper
angle will mean more force is needed 1o both
plunge and draw it through the wood.

The chip carving knife known as a stab knife is
sharpened ata different angle. You will find
sharpening instructions for the stab knife in
The Sharpening Medium on page 13. I'll also
offer comment on using power sharpeners later.

For now, [ am assuming thatr vou are sharpening

by hand.

THE Mortion You UsE

There are lots of opinions on this topic. Some
claim that vou should draw the knife away from
the cutting edge; others claim that you should
push the knife toward the cutting edge; and siill
others suggest making a circular motion. | don’t
believe 1t makes any difference. The phntugr:lphs
on page 13 show my suggested method.

First, stroke the knife toward the cutting edge
(See Figure 3-6 to Figure 3-8.). Then, without
removing the blade from the stone’s surface or
changing the angle, draw the knife back away
from the cutting edge (See Figure 3-9 and
Figurc 3-10.). This will give you a fairly stcady,
back-and-forth stroke thar makes it easier to
maintain the correct 10-degree angle as well as
speeds up the process. Do not remove the knife
from the stone’s surface,
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Figure 3-8,

B Chip Tip

Do not remove the knife from
the sharpening stone. Simply
move it back and forth while
maintaining a 10-degree angle,

Figure 3-10.

THE SHARPENING MEDIUM

| prefer to use ceramic sharpening stones for a
few reasons. First, they will never wear and will
always remain flat. Second, they do not require
lubrication and therefore are clean to use. You
will notice | said “ceramic ﬁharpcning stones,
and not just “ceramic.” Ceramic varies in degrees
of hardness depending on its use. Ceramic floor
or wall tiles are not the same as sharpening
stones. In my experience, those who try ceramic
stones soon discover their supe riuril}* and never
return to other tvpes.

Oil and warer stones will wear and become
very uneven, It is this wearing that explains the
necessity for making them so thick. The average
oilstone is at least 147 thick. Any thinner and the
stone would be more difhicult o use due w the
UNeven wearing,

[ you use either oil or water stones for your
gouges or narrow tools, vou will soon discover a

dishing, or hollowing, effect. Once this eftect

occurs, it 1s impossible 1o sharpen a flar-edged
blade on rhe dished surface. While oil and warter
SIONEs can |‘&|:.' ﬂ-.m:'m'-:l Or LI rﬁm‘l, e :]‘F]E' .'il:"{ll.li'ﬂ
take the tme or effort to do so. Both stones, as
their names impI}: must be lubricared for best
resules. Such lubrication is messy and cumber-
some, especially if you happen to be carving in
vour hiving room (as | do) or outdoors under a
shade tree {as | do) ar while w;iﬂng for vour
spouse at the mall (also, as [ do).

Diamond stones are an option, but only in
part. Diamond stones are quite aggressive, and
even the finest grit diamond stone is sull wo
coarse, in my opinion. You can certainly use a
medium or even a fine diamond stone to sharpen
and shape vour chip carving knives, burt there is
nothing like a superfine ceramic stone for fine
lmning just belore stropping,

Sharpening is a three-step process—shaping the
angle, tine honing, and stropping. [ recommend

ceramic sharpening stones that are approximately

13
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Figure 3-11. The dark ceramic stone (left) is
approximately 800-grit. The white ceramic stone
(right) is approximately 8000-grit

2" x 4" in size for the shaping and fine honing.
These stones are available in rwo grits: the dark
ceramic stone is approximartely equivalenr to
800-grit, and the white one is approximarely
8000-grit (See Figure 3-11.). The compact size
allows them o be hand-held, which is important
i maintaining that consistent angle |

mentioned earlier.

Step One—Shaping
U!I-E thE dﬂrk. morec JEE[’EEE;I"-"E I:Erﬂmi': thllpfning
stone 1o sh:tpr: the blade to the ll)-drgn:t angk
using the back-and-forth stroke described earlier.
On a brand-new, unsharpened knife, this may
well take you 10 minutes or 40 minutes, depend-
ing on the particular knile vou purchase. Some
chip carving knives come pre-sharpened (especial-
1}" [hf morc fﬁ[‘fnﬁ-i‘fﬂq Euﬁtﬂm‘miﬂdf I':ni'\'fﬁ]'-
while other mass-manufacrured knives come
unsharpened, The knives we are using are avail-
able both sharpened and unsharpened. Regardless
of which chip carvi ng knives you decide to pur-
chase, you will have 1o sharpen them sooner or
later, and it is very impmmm that You learn the
process right from the beginning.

Follow the instructions in The Moton You Use,
page 12, and you will see the immediate results of

vour shaping process as metal begins to appear on

the surface of the sharpening stone. Pay close
artention to this shading or meral residue because
it will rell you if you are holding the knite
correctly and if you are applying even pressure
across the width of the stone,

How long this shaping process will rake
depends a great deal on how much pressure vou
apply. Using light pressure will, of course, take
longer than using more force, but using too
much pressure before vou are experienced can
quickly cause damage that may take a lot of effore
o correct.

Whart kind of damage? Carefully warch the
shading on the stone. If you have shading only ar
the tip of the knife blade, then vou may not be
I'I.ﬂidll“E thl'.' k“iﬂ: ﬂﬂt :.-lnd thrmﬁ:ln.' ITI.E}" I:l‘ﬂ
applying more pressure o the tip. More pressure
on the tip of the blade can cause the tip o
become round instead of pointed. If vou have
shading only at the heel of the knife blade, then
you are applving more pressure 1o the heel than
to the tip, causing the heel 1o shape improperly.
When vou first begin the shaping process on the
darker stone, with the more aggressive grit, vou
may have shading at the tip and the heel, but no
shading in the center portion. This is okay, as
long as you have shading in more than one
location. As vou continue to shape the blade 1o
the perfect 10-degree angle, the shading will
become more and more even or consistent (See

Figure 3-12.).

Step Two—Fine Honing

For fine hnl‘lil.“lg, we switch over 1o the whirte
ceramic stone, which at BODD-grit feels more like
Elﬂ.ﬁi t]'l 47 IhﬂrpfﬂiﬂE Stone. :"r'llﬂﬂ:l-' Ffﬂp[l.'.
question how something so smooth can acrually
hone. Let me assure vou that it does, and it does
so superbly. The very fact that we see shading,
which is really metal pi‘l.ll‘ii-'lﬁ on the stone, is
proot of the work the stone is doing.

This fine hnning smoothes the ﬁhnping SCOTCS,
or scratches and marks, as well as removes any
burr that has developed. A burr is simply a very
fine thread of metal that has not broken away

from the edge. The shaping process develops this
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Apply a liberal amount of stropping compound

can add a bit of fine oil (mincral oil, 3-In-One oil, | BecAUse chip
honing oil, e1c.) o the rough side w keep it carving knives
supple. Leave the smooth side clean and without are sharpened on
compound. There are several compounds available, both sides, they
and they are color-coded 10 show their different work unlllg well
degrees of aggressiveness. Red offers an extremely for left- or right-
fine grit, green offers a more aggressive grit, and handed mers.
white and gold compounds offer the most TI'IE!' are also
aggressive grit, All of these compounds are good; held in the same
choose one based on vour personal preference. manner, which we
Keep vour knite flat when moving it down the will cover h‘xﬁ" "f
length of the strop, When you reach the end, lift Chapter th‘\ H‘x. I'.
it straight off without rolling vour wrist or letting How m?lol_uﬁc!:"mt\
:'.:,': sl i;:ﬁi?;ﬂu";ﬂfh‘:;h’;:ﬂ“ﬁ;‘:“’"’ the blade go over the edge. Rolling your wristor | CO/VINg KMTives 4

darker lines on the left were made at the
beginning of the process, then, as the sharpening
progressed, the center area began to shade. The
stone was then turned around, and the knife was
sharpened on the other side of the ceramic stone
when the shading became more and more even,

burr, which is often broken off without h:ing
noticed. ”'-:I."ﬂl.l. do thp:n to notice a burr, it 1s
nothing to become alarmed abour because it is a
natural occurrence in the sharpening process.

As you fine hone, you will notice the blade's
cutting edge becoming more and more polished.
When this polish or shine is consistent right
ACTOS% lhf hlﬂdf‘i cdsﬂ'* }I‘Du 4T I't.ld}r ﬁ:“.' EEP‘

th ree—strop pin g

Step Three—Stropping

Using a good quality leather strop will polish
the cutting edge 10 a mirrorlike finish (See Figure
3-13). Putting it simply—the more polished or
shiny the cutting edge, the easier the knife can be
drawn through the wood and the smoother your
cuts will be. You cannot over-strop,

For hand stropping, | recommend a double-
sided, heavy, 9-oz. leather serip glued o both
sides of a 12-inch-long paddle board abour 134"
in width (See Figure 3-14.). On one side, have
the rough side of the leather facing our; on the
other side, have the smoorh side of the leacher
facing out.

to the rough side of the leather. If you wish, you

going past the strop’s edge will cause the blade's
edge to round over and lose its razor-like finish,
Be sure to strop both sides of the blade.

A common question is “How often should |
sharpen!” Once vou achieve the optimum curtring
edge on vour knife, you will be aware when it
requires a touch-up. Signs might include your
using more efforr to draw the blade through rhe
wood, vour cuts not being as smooth, or the
blade just not feeling “right.” When vou notice
any of these, it is time 1o freshen the edge. |
generally find that my chip carving knife requires

Figure 3-13, Compare the polished edge of the top
blade to the unpolished bottom blade.

Chip Tip

algglr
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Chip Tip

The more you
strop, the easier
the knife will
draw through the
wood and the
smoother your
cuts will be.

Chip Tip

Remember, sharp-
ening is a three-
step process. Each
time you use the
dark stone, you
must then use the
white stone and

then the strop.

)

Figure 3-14. Be sure to keep your knife flat when
stropping,

Just a .Hruppiﬂg '.il"[rr about every (wWo or three
hours of carving. [t can vary depending upon a
variety of factors, such as the type of wood vou
are 'wnriw'.ing with and how [H.‘l.'i-t'{l.' the -I.'L!LE't' was (o
STart. LI:"[ me J]Sﬂ Iuggtsr t]'.'l..]-t ﬂhﬂut cvery I"I.I.IF‘
dﬂ?{‘ﬂ tiﬂ'll'.".'i }"ﬂ'll .‘i-trﬂ'i'}‘. You Fi nc hl'!l'l-l." i th{'
whire ceramic stone for a couple of minures and
then strop. After about every half-dozen times
vou use the white ceramic stone, go all the way
back to the dark ceramic stone, then use the

white stone, and then strop.

Sharpening the Stab Knife

The stab knile is sharpened ata different angle
because of its use. Instead of being used 10
remove wood, the stab knife is merely pushed or
“stabbed” into the wood, resulting in the wood
ﬂl"'li'r'.'i bli'll-ﬂg .*u:|.1;1t‘;'ll:'cl II:TI lhli.' Hhi':P’f ”I-II'II;' I.'-"I-i'.d":'. I[
has an edge angle of approximately 25 degrees,
similar to thar of the mortise chisel shown earlier.
Unlike a cutting knife, it is not the stab knife's
bevel or angle that is crucial but rather the actual
width of the bhlade.

Notice that the tip of the stab knife is not
grl‘ll'ﬂt] o a Pﬂinh 1"1.” o an -Clrlglt'} T]'“"- J.IIE!{'
permits it to penecrrate the wood casier as well as
leave a nice "square back” to the impression it

creates (See Figure 3-15.). Figure 3-16 shows the

25-degree angle to which the stab knife 1s
sharpened. As with the curting knife, sharpening
the stab knife is a three-step process: first use the
800-grit stone, then the B000-grit stone, and

then the leather strop.

How Can You Tell When the Knives
Are Sharp?

[ see all kinds of methods for testing sharpness,
including the following: shaving the hair from
'[i'l(‘.' lhIL'I'L l_ltx Tl-"L"‘LIf Ililﬂd O W l'i!i[: hulding lhi‘.’ IJ‘IJ"-.I!‘.T
at an angle and rouching it to vour thumbnail,
using lircle or no pressure, 1o see it it will grip
without sliding off; and slicing a piece of paper.
Here is an original thoughe: Why not try it on a
piece of wood:?

The knives should cur crisply, cleanly, and wich
little pressure, leaving no marks or fuzzies. If vou
feel that the knife sticks or drags, it needs more
artention. In facr, if vou are having difficulties or
problems, 85% of the time it is because of the
knife's not hring sh.lrp-:n-r:d pmptri;’ and
stropped to perfection. If you are positive that the
knifc is fine, but your curs are not as clean or as
'l'!"i-'up as '[I'Il.‘fu." .*-Elﬂl.lll'.j I.‘I.’. f-h'-l.'lt'i..lﬂ“}' O CRoss-

grained cuts, then the problem may be with vour

Figure 3-15. The tip of the stab knife i$ ground to
an angle rather than to a point.



Figure 3-16, The stab knife, sharpened to a
25-degree angle, This stab knife comes in a
pre-ground state and requires only minimal
sharpening.

wood., Remember that wood carves best when i
has an approximate moisture content of 10%. If
its less than 10%, vou may even hear the wood

cmcking A5 }TI'U CUu L.

THE AMOUNT OF TIME YOU
SPEND ON THE PROCESS

This just might be the biggest reason for those
who have difficulty sharpening. We stop just
betore we have reached the p-c'rﬂ:'ct r:dg,t:. much
like the time we take to shake an acrosol can of

spray hnish. The directions on the cans 351&:.1}'5

read the same regardless of the brand: "Shake can

for one minute before using.” | believe that, for

most of us, one minute is closer to ten seconds.

Mixing the contents of an aerosol can by shaking

it is just about as exciting as watching paint dry,
JTI.I'.'I i[ Tﬂkfﬁ sl I.'DT morc Fﬂtifﬂff thﬂn [ EETIETEH}’

have, Bur, raking the rime to mix the paint

correctly improves the final result, just like aking

the time to properly sharpen vour knite makes
the quality of your work better. So, take vour

aume and be sure o complete the sharpening

process. [ may take a lictle ]t:-ngt'r when You first

FT’EF&I’E :t'l:ll.ll' ncw kniﬁ:’. II.\I.I[ Oncc }'Gll.l hﬂ'q"lf [h-ﬂ[

perfect edge, it won't take much w maingain it

SHARPENING

Power Sharpeners
If you are a brand-new carver, and especially a
Take your time
and be sure to
complete the
sharpening
process. It may
take a little
longer when you

first prepare your

knife carver, | do not recommend that vou rush
right out to purchase a power sharpener. Learn 1o
sharpen by hand; you will never regret it.

If, however, you are a woodworker or wood-
carver who needs a power sharpener for your
other tools as well as vour knives, that is a
different story. Power sharpeners are available in

all sorts of sizes, stvles, and price ranges. 1 have

seen and used some thar cost hundreds of dollars, new knife, but

and even a couple that cost thousands of dollars, once you have

but [ have never found a better power sharpener that p?l’fﬂ.?l

than a simple, converted, 17 belt sander. Power edge, rtlw_un't :

sharpeners that use wheels mounted verucally are take H'lll.lf.jl'.i to |
maintain it,

nka:-r for gouges and chisels, but it is pretty tl:lugh

1o sharpen a knife or plane blade on a wheel. The
horizontal wheels solve the problem but are very
expensive for the average carver or woodworker.
The belr sander (See Figure 3-17.) should have
the belt running away from the operator, not
toward the operator, for Hﬁﬁ:l}‘ reasons. Many
motors can be rewired to accomplish this reverse

polarity withour much difficulry. The ideal speed

for this tvpe nfﬁl‘l.lrpﬂwr ts around 1300 rpm.
Go much faster than this, and the chance of
burning the wol and therefore losing the
tempet, or hardness, is very real. Leather belts
arc .1[‘5[1 3\'3I|Iﬂ.b!f &]r thESE mﬂchinfs ﬂnd mﬂ.kf

SIrOpPINg 4 breeze.

Figure 3-17. | have never found a better power
sharpener than a simple 1* belt sander that has
been converted, such as this one.

17



You might not think thar how you held your
knife is a hig deal. You would be wmng! A hig
part of the attractveness nFchip can‘ing 1s the

!il'l'.'ldﬂ\'l’.‘i II'.'l.H' AT EI'I.'.].[-I".‘d JHC[ Th{' CDHEIIEIEFIL_}' l'.IF

the ;illg}:.:- of the curs. OFf course, the r.[nign-. or

motifs are very important, but even the greatest of

esigns may turn out less-than-great if carvec
d _ less-than-g f 1
poorly. We can accomplish the consistency of

angles in two ways: 1) by always working in the

same physical position and 2) by holding the

knives in exactly the same manner and position
on each and every project,
Remember, by carving on our lap, or at least

with our arms benrt ar the elbow as described in

Chaprer Two: The Tools (see page 6), we will have

4 consistent }ﬂl_’h-'-‘.ill.'ill FUMIIU" “’l'llt'rt'\'l.‘r We carve.

i

Heolding your chip carving knives properly is essential to creating
attractive finished pieces,

o\ \\\/ \an./

. "-'”‘:-'f.- H‘?"’?r \ :.-‘. f';ﬁ
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THE ANGLE OF THE CUTS

The angle of your cuts will determine the
effecriveness of the shadows and the overall
appearance of your carving. You know by now
that in order to remove a chip of wood, vou must
make at least two cuts. Borh cuts are made ar an
angle, facing each other, to create a V shape.

It is the angle of the V that makes all the
difference in the world. Cuts made at 45 degrees,
the incorrect angle, permirt light o roll into the
chips, whereas cuts made ar 65 degrees, the
correct angle, show a sharp line where the hight
stops and the shadow begins. The naural
tendency is to make the cuts at wo low of an
angle. This tendency is quite understandable
because making a V-shaped cur ar a 45-degree
angle means that you do nor have o go as deep
into the wood belore your cuts will meet at the
[ll:ltl.'ﬂ-m. I{::f'ﬂ“ mﬂk‘ﬂ' t]‘l;l: cuts at a Ei-l:l:‘gr:l:
angle, you will have o go much deeper into the
wood before your cuts will meet (See Figure 4-1
to Figure 4-4.).

HOLDING POSITION FOR THE
LARGE KNIFE: POSITION ONE

Now that vou understand the importance of
making cuts ar a 65-degree angle, how can you
be guaranteed of consistent resulis? The answer's
simple—hold the knife in exactly the same
position all of the time. This is quite easy 1o
accomplish.

Look at the hrge knife in Figure 4-5, and you
will see thar ic has two indents in the handle. On
the top edge of the handle, there is a finger
indent, in which vou place your “Peter Pointer,”
or index finger. Figure 4-6 shows the position
with the finger resting in the finger indent and
on the wood that is being carved. Close to the
h]ﬂd: EI‘I.EI ACTOES Frﬂm !hf Firlgn':r ind:ﬂt ii ti'lf
thumb indent, Figure 4-7 shows the position
with the thumb resting in the thumb indent
and on the wood that is being carved. Go ahead
and try holding the knife this way while looking
at these photographs. This position is known
as p::lsiliim one. Because there are r.m[_v (wao
pnsil‘iﬂns.. you have :lln:ad}r a-::cﬂmpli!hcd S0%

of the technique!

Wood surface

Only this deep
before cuts will meet
at a 45 degree angle

Wood surface

Much deeper before
cuts will meet at a
65 degree angle

Figure 4-1. Notice how much deeper the 65-degree
cuts must be to meet than the 45-degree cuts.

Figure 4-2. Shown here are actual cuts in a
basswood board. The cut on the left was cut at 45
degrees; the cut on the right was cut at 65
degrees. You can see a remarkable difference in
the shadows cast by the two cuts. These are simple
one-chip examples—imagine the effect in a
complete, chip-carved project.

Figure 4-3. Here the knife is being held at 45
degrees—the incorrect position,

Figure 4-4. The knife is held at 65 degrees—the
correct position,

If you happen to
be vertically chal-
lenged (short in
height) and your
feet do not rest
evenly on the

floor as you sit in
a chair, don't
despair. Use a
block of wood, a
telephone directo-
ry, or whatever is
available to rest
your feet on. |
Those carvers | |
with bad hacks \ |
will also. bmeﬁt W\
from siich a foot-
raiser, “

Chip Tip

A big part of the
attractiveness of
chip carving is the
shadows that am
created anﬂ the
:onststunr.f nl&ﬂm |
angles o’f' ﬂla euis,ﬂ

How 10 Holb THE KNIVES n

Chip Tip
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Chip Tip

The angle of your
cuts will deter-
mine the effec-
tiveness of the
shadows and
overall appear-
ance of your
carving. In fact,
the difference in
shadows

between cuts at

a 45-degree

angle and cuts at
a 65-degree |
angle is quite

unhali@uah]_aﬁ_: N j

Now check to see if you are holding the knife
so the blade will cur ar the proper 65-degree
angle. Figure 4-4 shows a front view of the
proper angle. An important note; If, when vou
first check your grip, you discover that you are
not holding the knife ar the proper 65-degree
angle, do not twist vour wrist or hand 1o achieve
the 65-degree angle. Twisting your wrist or hand
“iH Credic an tl:ﬂnal'ul‘;ll P{)Eiriﬂn F{]f }'ﬂu- I-F}'ﬂu
are not holding the knife properly, simply loosen
your grip and wrn the knife within vour hand
untl it rests at the 65-degree angle. Now tighten
your grip.

By always holding the knite in this position,
you will assure vourself of consistent, correct
ﬂ“El‘EE- .H.IH'.I. I'Erl.'ll:'l'ﬂl:ll:r o kﬂtp ];‘::Il.l.'f :Flngt'r ﬂnd
thumb in contact with the wood at all times.

This contact is not only part of the correct

position, but it is also part of the reason thar it is

Figure 4-5. The ergonomic handle provides finger
and thumb indents for proper grip.

Figure 4-6. Notice how the finger also rests on the
wood while you carve,

just about impossible to cur vourself. As vou
make vour curs, your hold will move and,
because your hand is moving with the knife,
safery is auromaric. Should you be tempred o
remove your thumb from the knife handle and
plant it firmly on the wood o use for leverage—
dont. If vour knife slips, you will add color to

your wood: namely, red!

HOLDING POSITION FOR THE
LARGE KNIFE: POSITION TWO

Though you will use position one for 95% of
vour cuts, there is a position two, which will
come in verv handv. Position two involves
holding the knife with the blade facing the
opposite direction that it faces in position one.
That is, the cutring edge faces awav from your
thumb and person, rather than toward your
thumb and person (See Figure 4-8.).

Notice that, in position two, vour thumb is
placed on the back edge of the knife as well as on
thﬂ' hlﬂ:dlf. KEEP :I.F'I}I.Ir ﬁngcﬁ irl. Contacec With tl'l:'E
wood art all times for support and swability.
Figure 4-9 illustrares how your fingers should
rest on the wood.

[t is more difficult to hold the knife at a
65-degree angle consistently using position rwo
because vou do not have the natural jig that came
“’ith hn]ding h‘ﬂth ;’l-"l:l'l.lr ﬁngcr Hnd [l‘luml'l on thf
wood as vou did for position one. With a lictde
practice, you will see thar posinion two really isn't

hard to learn.

Figure 4-7. Position one with the large knife.
Motice that the thumb also rests on the wood.
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Figure 4-10. Notice how the handle flares
out for added grip.

Chip Tip

Left-handed? Not to worry,
simply hold the knife in your left
hand in exactly the same manner,
Remember, the knife blade has
been sharpened on both sides
and works equally well with

Figure 4-8. Position two with the
large knife.

Figure 4-9. Notice how the thumb is
placed on the back edge of the knife and
on the handle. Keep your fingers in
contact with the wood at all times.

Figure 4-11. The handle of the small knife
is long enough to protrude past your grip.

So when will you use this posinon? [ can think
of three occasions when position two is good o
know. First, use position two to prevent splitting,
Sometimes, when you are cutting with the grain
and using position one, the wood may want
split ahead of vour knife, similar o what happens
Whl'.'“ }'DL[ !I_Plit w{]ﬂd E:lr th: ﬁl‘tplal:l:. I.F:"ﬂu f':f]
the wood begin 1o split, srop. Swirch over
position two and cut back into your already-
executed, position-one cut.

Second, use pn-.iirinn rwo to make the second
cut of the triangle chip. You will verv soon begin
making triangle-shaped chips from the instruction
in this book. We will discuss why we use position

two for the second cur when we reach Chaprer

Five: Three Main Shapes of Chip Carving.

Figure 4-12. Hold the small knife at a
£5-degree angle just as you would the
large knife,

either hand.

] —4
|
|I ™ L

Third, use pmiﬁﬂ-n wo in confined areas.
There will be times when you are chip carving
within a confined area, such as on the inside,
along the side, or along the end of a box. Pasition
ewo will be very useful for these situations. You
won't use it a lot, but vou will be glad vou know

the tech niqu:.

HOLDING POSITIONS FOR THE
SMALL KNIFE

Holding the smaller knife isn't any different than
holding the large knife, excepr that there are no
indents to guide you. The small handle does have
a peculiar shape, however, and is designed 1o help
those with large hands as well as those wirh

smaller hands.

21
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Figure 4-13. Holding the stab knife with the blade
in an outward position.

Figure 4-15. A single stab knife impression,

Figure 4-10 illustrates how the center of the
handle flares out in width. You will find thar this
shape has a natural feel in your hand and
provides an ergonomic grip. Figure 4-11 shows
the long handle and how it actually protrudes
from vour grip. The added lengrh is cerrainly
beneficial for those with larger hands who wish

Figure 4-14. Holding the stab knife with the blade
in an inward position.

to use the smaller blade for more intricate cuts.
Figure 4-12 illustrates the proper holding
position and the 63-degree angle, covered
previously in the large knite demonstration.
Position two for the small knife is accomplished
in the same way as it is with the large knife (See

Figure 4-8 and Figure 4-9.).

HOLDING POSITION FOR THE
STAB KNIFE

This knife gets its name lrom the job it does and
from the manner in which it is held. It is such a
simple knife, and it performs such a simple task
that many underestimate its importance, Ler’s
first learn how to hold it. Figure 4-13 shows the
stab knife being held wich the blade in an
outward position. Figure 4-14 shows it being
held with the blade in an inward position. You
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Figure 4-16. The twinkling-star shape.

can hold it either way, depending on the impres-
sion (meaning a score or groove in the wood,
rather than a fecling vou are trving to portray)
vou want 1o create. Actually, vou can hold the
blade in any direction you wish: inward, out-
ward, sideways—irt is really up to you.

Now stab, or plunge, the knife into the wood.
No, do not take aim with the knife in the air and

s 4 : Figure 4-17. Notice how simple impressions
acrually thruse it into the wood (you may miss aifiaribs s Noral destori

and hit your leg). Simply position the point on
the wood and push it in. The width of the blade

of the stab knife and the manner in which it is The thickness of the blade separates the wood
sharpened will cause an impression in the wood fibers far enough so thar they will not fill in
as illustrared in Figure 4-15, completely when you add a finish. However, they

If you are not very impressed with my impres-  will shrink somewhat depending on their size.
sion, you are not alone. Many feel this way. Yer,
as I suggested earlier, do not underestimare its
importance. For example, when you are working
with grids or embellishments, you may want to
add a small design, such as a rwinkling-star shape
(See Figure 4-16.). You can do these designs
quickly and easily with simple impressions.
Imagine the floral design in Figure 4-17 without
the stab marks. See the difference?

Copyrighted matgg-l:\]
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It may seem hard to believe, but chip carving is
made up of only three main shapes. When you
I:-Ir'!i-[ acc A t’hip E:ir‘t'llng. it mﬂ_"l' -.'lp[?('-'.l[ Ci_\m[‘l‘lf:[ -.l."'ll
difficult to carve because of the many shapes and
SI7CS O FCI’.’IirI!i within the overall dr:sign. However, if
you break the design down into individual chips,
you will discover only three main shapes: the two-
sided, or curved, chip; the three-sided, or triangle,

chip; and the straight-line chip.

THE TWO-SIDED,
OR CURVED, CHIP

This chip is the easiest ro carve because it has
only two sides. It also has the greatest number of
vartanions and ﬁh-.tpcﬁ (See Figure 5-1.). To carve
it, simply hold vour cutting knife (either the large
or small knife) in position one and draw it along
onc side of the chip at the 65-degrec angle

learned earlier. Then. remove the knife from rhe

Figure 5-1. This group of tlowers is almost entirely
made up of two-sided chips. The exceptions are
the stab marks and a couple of petals. Can you
find them?



{ THREE MaIN CHIP SHAPES H

wood, turn the board around 180 degrees, and TOP

| Chip Tip
carve the other side of the chip in the same a —

manner {See Figure 5-2 and Figurc 5-3.). Go ' ] { A Remember—we

ahead and try a few of the two-sided chips on [ || carve on our laps,

page 26 (See Figure 5-4.). For the exercises we'll : r-! '. so please use "

be doing, vou'll want to have a practice board. WV \/ safety apron or I.

Ideally, the board should measure " x 47 x 127, similar item for |
So you made your first attempt at chip carving, ;\ Sﬂfﬂtlfliialﬂ_J

and the chip didn't just pop night out, ch? ("ER’ ' -

is the Canadian way of saving "huh.”) Well, don't ‘

be too disappointed; it happens all the ume. The

reason is simply that vou did not cut deep Ig.}

enough for the two 65-degree curts to meer and . TOP

rn‘lcjnw the chip. There could be a number of T Pcs 355 Thans

different causes: curved, or two-sided, remove the knife

chip. To carve it, simply from the wood, turn

* The chip is too large for you. hold the cutting knife the board around 180

* Cross-grained curs are more difficult than curs in position one at a degrees, and carve
made with the grain IE-5-dEl_:|rEE angle. Cut the second side in
: T into the wood along the same manner.
* You didn't use enough strength. one side.

* You just do not have enough strength.

* Your knife isn't sharp enough and hasn’t been Chip Ti p

EI.T-DPFJEWEI Ennugh i

e It's vour first attempr. Cut, don't pry. Resist the temptation to
You will be happy 10 know thar whatever the pry out a stubborn chip for two reasons.
reason, there is a remedy for it First, the chip will break off instead of
Figure 5-5 shows my practice board with two being cut off, and the result will be a
rows of rwo-sided chips. In #2 on the wop row, a messy-looking carving. Second, you may
65-degree angle cur has been made on both sides. damage your knife. Basswood is fairly
First, the cut was made on side A; then the board |l9|'lt in Wii!lht. but don't be fooled into
was turned around 180 {ln:grer:s, and the cut was 1hil'l|lil'l!l itisn't Sﬂ'ﬁﬂ} The knife that
made on side B. The chip is sull there, isntie? In you have taken time to sharpen and Y
#3, the chip was cut again on both sides at what polish comes to a very fine point, d"d N |
was thought to be exactly the same angle. The prying the wood may just leave iﬂu S\
chip did pop our this ime—perhaps “break out” with a broken tip. = ~. -.ﬂ

would be a better description. The actual results

I.i:“.-_lk | ]ﬂ' I.'Ilkc I.']'lf CULs WCIc :r“.ifl.dcl h:h-' | bfﬂ""ﬂ'l—

with a loase wooth. The last example in cthe op The second row shows that a small chip was
row shows the cleanup attempr. The chip was cut  removed from inside the larger design. By making
again at the same angle to remove all signs that it this smaller chip, we have made a void where the
was poorly done in the first place. There were wood can move to when we attempt the second
three attempts o remove this chip, and even then  and final curs. Making the hrst cur was easy

it still doesn't look great. [ have no problem because it is small. Making the second, larger cut
relating that this exercise resembles many of my was also casy because it basically removed the
first attempts at chip carving. The remedy to this  same amount of wood as the first cur did. And,
progression is simple: don't iry 1o remove the note how clean the final resulc is,

chip with only two cuts.

25
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Figure 5-4, Practice Exercise. The patterns shown here offer a good variety without too much of a challenge right away This little

exercise will help you to become familiar with your knife and with how the wood reacts to your cuts, Try some chips with the grain
and some across the grain. Use basswood for best results. Remember, this is just practice.
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If the chip doesn’t
“pop out,” then
you haven't gone
deep enough with
one of your cuts.
If this happens to

you, try the next
pattern of the
same size, but
first remove a
smaller chip with-
in the larger
chip—see the
photo and
instruction at

the left.

You don’t have to
be Superman to
make large chips;
simply start with
smaller chips i
the center
work

Figure 5-5. The top row of the practice board shows an attempt at removing the entire chip at once. The
secand row was done by taking out a smaller chip first. outward.

When viewers first examine a ﬁc:utifu“}r chip- ﬁng:r. (Here [ mean the type of curt that isn'c

carved picce, they often ask how we are able 1o serious and thar certainly does not require
make the cuts on both sides of a chip meet stitcching-up by the docror.) A simple bandage
exactly at the right depth tw enable the chip o will stop the bleeding, and it will heal rather
come out, Oh, if that exactness were really quickly. We all have done this. Look now at

possible! But nobody, absolutely nobody, can do where those cuts were on your finger. They have
that. What we can do is make sure the second cut  completely healed withour any scars or telltale
surpasses the depth of the first cut. Some call this  marks. Should your cut have been serious and
technique an undercur; some call it an over-cur, have required a doctor’s attention and seirching-
It really doesnt make any difference what vou call  up, there would be a scar. An undercut in carving
it, as long as vou make sure the cut is deeper than  works the same way. If it isn't too serious

it has to be. {meaning much deeper than really necessary), the
Okay, I know vour next comment; “Then why  wood fibers will close back up. If they do not

can't | see the undercut in the finished resulc? close by themselves, they will when you apply

The chips look perfect o me.” The answer is vour first coat of finish because the wood will

simple. The cur has closed up after the chip was  soak up the finish, closing the curs nicely.
made. Let me compare it to when you cut your

Copyrighted m ntﬁ;]‘_ll
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THE THREE-SIDED,

OR TRIANGLE, CHIP

Carving this chip is a litde more difficult than
carving the two-sided chip because the triangle
chip has one more side. The most common place
to find three-sided chips is in the borders carved
to frame a project. Certainly, you will find three-
sided chips within rosettes as well as in free-form
morifs, bur generally not in the same abundance
as in borders. We will begin carving borders made
entirely of three-sided chips in Chaprer Six:
Standard-Sized Borders, so let’s take a few min-
utes to learn how w make these chips. The first
set of drawings (See Figure 5-6 1o Figure 5-8.)
llustrates the basic Eﬁl:[ or outline for a t}'pir.‘a]
three-sided chip. These are not to scale. The step-
by-step demonstration (See Figure 5-9 w Figure
5-14.) captures the process for making the cuts,

Figure 5-6. The basic grid is two squares drawn
side by side.

T=

Figure 5-7. Draw a triangle within the two sguares.

-

Figure 5-8. Make the first cut from point A to
point B while holding the knife in position ane.
Make the second cut from point A to point C
while holding the knife in position two. Turn the
board on your lap until you are comfortable. Make
the third cut from point B to point C while holding
the knife in position one. Turn the board again
until you are comfortable.

Copyrig
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LAYOUT AND MEASUREMENTS
FOR THREE-SIDED CHIPS

As mentioned earlier, the ideal size for a practice
board is " x 4" x 12" and, of course, basswood is
the absolute best wood to use. You can draw
these grids directly on the board using a 127
T-square and a 0.5mm mechanical pencil with B
lead. You can also use a border lavout template
as described in Chaprer Two: The Tools. Don't
draw the lines right to the edge of the board
because it is dangerous at this stage to carve

too close to the edge.

I am offering most of the measurements in
metric and suggest that, although it might be a
|:rit EIE:I nuisance fur vou at ﬁrst, it wiﬂ dcﬁnitcly
be 1o your advantage later. Merric is much easier
to use for lavouts because it is based on tenths,
unlike the English or Imperial system which has
no standard increment. Most 12" T-squares are
available wirh borh English or Imperial and
metric measurements (See Figure 516 in the
Chip Tip.) Then why do we call it a 12" T-
square? Because if they were called 30cm
T-squares, most of us would respond with “Huh,
what's tha?” ("Huh" is the American way of
saying “Eh.")

Now that vou are ready, get o it Pracrice and
see whar h:lppcns (Sce Figure 5-15.). One more
mﬂ_ﬂi‘iﬂ“ ﬁﬂ-t: carve :ﬂch tl"i:l:ﬂgie one af a rimf-
Resist the temptation to make all of the first cuts
across the whole row, followed by all of the
second cuts, and then the third cues. This way, if
vou do have some trouble, you will be able 1o see
the problem quickly and remedy it without
repeating the error on cach and every chip. Once
you sce that the chips are popping out nicely, by
all means go for the repeated first, second, and
third cuts. As a matter of fact, vou will find that
vou will become more consistent in your angles
when you begin 1o do repetitive cuts across the

whole row,
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Figure 5-15. For this grid, each square is 4mm x 4mm, First, draw the
horizontal lines while marking the 4mm spaces. Then, using the T-square,
mark the vertical lines. Next, draw the diagonal lines—you can just do these
freehand. You may find it advantageous to shade in the triangles you plan to
chip out, as | have done in the third row.

Chip Tip

A quick metric lesson. Figure 5-16 has been enlarged for easy
viewing. Note the marks at 1, 2, 3, 4, etc. These marks represent
centimeters. Each of the ten small marks between each centimeter
represents a millimeter. There are ten millimeters in each centime-
ter.

Most of the measurements | will offer, especially in laying out
borders, will be in metric. Learning this system now would be a
good idea.
ettt e iy
Engl[lh or Imperial and
metric measurements,

This one has been
enlarged to show detail.

' |
A\
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Chip Tip

Practice this
three-sided trian-
gle cut over and
over and over
again—literally
hundreds of
times. It's the
most difficult cut
to perfect, but
repeating the cut
will give you the
skills necessary to

L A

HAVING PROBLEMS?

Let’s look at some common problems that vou
may find yourself experiencing (See Figure 5-17.).

Run-off

If your last cut, or third cut, continually runs off
the line as you draw your knife across the two
squares, it will probably help if vou hold vour
elbow closer o vour body.

Curled edge

Curled edges are caused by pushing your knife
o deeply into the wood when you first start
vour third cut. It will take a bic of practice to

perfect, but don't dismay. To fix the curled edge,
simply place the blade of your knife back on the
first cut and undo the curl, It may look like you
are going to mim the curled edge, bur you will

find that the curl will acrually ruck back down
and leave a smooth-looking cut.

Beaver tooth

Ah, the old loose-beaver-tooth effect. This effect
occurs especially in the very bottom of the chip.
If you are secing a beaver woth in a cut, you are
not cutting deep enough. Lay yvour knife back
mnto I:acll cur, ““‘H'“E sure it 1s at t]:u: same an‘]c.
and finish the cur w the proper depth. Make sure
the point of vour knife has not become rounded

over from incorrect sharpening,

THE STRAIGHT-LINE CHIP

The straight-line chip is mainly used for borders
or for framing-in your work. [ like to compare a
chip-carved border around your work o a picrure
frame around a paintng or wall hanging, The
purpose of the frame is to keep vour eves within a
confined area so that your eyes are focused on the
work itself and not distracted by the surround-
ings. You would never purchase a painting or
print and hang it without a frame. Nor should
vou leave vour carved design unframed or
without a border.

A

Figure 5-17_ Three common problems that chip
carvers may experience: run-off (top), curled edge
{middle), beaver tooth (bottom),

Look ac Figure 5-18 and Figure 5-19. They
are both the same positive diamond carving,
except that a simple straighe-line chip has been

added o and the gridlines have been erased from
Figure 5-19. Quite a difference. (See Chaprer Six:
Standard-Sized Borders, page 32, for more
information an the positive diamond carving.)

Carving a seraight-line chip is done by helding
the knife in position one and carving ata
65-degree angle along one side of the chip.
Then, wurn your board and carve back along the
other side. To remove the chip, you will have to
make t'lny stop cuts at cach end of the chip. It 1s
a very simple technique, and yert look at the
difference it makes.

W R N N N e ™

Figure 5-18. A positive diamand carving without
straight-line chips.
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Figure 5-19. A positive diamond carving with
straight-line chips.
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You should be able to get a pretty straighe line
with a little practice, especially for lines thar are
onlv three or four inches long. Whar abour
straight lines that are longer than three or four
inches! These lines can present a problem because
vou have to shift vour arm and/or the carving ac
some rime or another 1o reach all the way o the
end. Try this method that seems to work fine for
me (See Figure 5-20.). Use a razor blade (the

type for which vou break off a dull portion 1w

Figure 5-21. A steel ruler and a razor blade for
cutting long straight-line chips.
expose a new edge) and score the wood along the

line very lightly. Just score the surface; do not cut

into the wood very dcrpi}' at all. Use a steel ruler

o guide the razor blade (See Figure 5-21.); then g -
use your chip carving knife and follow the score
l.'.lr thc raror I'.'llﬂ.d:. I!L-L'I':PinE II'IEII.' 55-dr:gn:c Eﬂglﬁq

Remember to score the wood very lightly with the razor hlade—-
do not cut very deep. If you cut too deeply, you will notice a— )

secondary, jagged edge once you remove the chip using the |
proper 65-degree angle. Y

of course. You will be surprised ar how your knife

will follow the score almost perfectly,

Tips for Carving a Straight Line

* Twist your wrist outward so that the blade in your knife is in a
straight line through your knife, your hand, and up to your
elbow. Then, lock your wrist in this position. Holding your knife
this way will help to stop your knife from wandering as you
follow the pre-drawn line.

*» Hold your elbow close to your body, This too will help to keep

cac your knife from wandering. You may have to practice a little

before you get the hang of it.
1: A straight line drawn to a width of 2mm. The
width of your straight lines will vary depending
on the actual size of your project. * Try to keep your eyes focused on the line about half an inch
2: Score one side using a razor blade and a steel ahead of the knife blade. When ﬁiﬁ'g your car, you don’t look
ruler. Then, cut the line, holding your knife in - W ) L
position one, at the hood; rather you look down the road in the direction you
3: Score the second side and cut in the same are w-‘_“‘h same concept works for m!““w lines.
manner after turning the board 180 degrees. Again, you will have to practice a little before you get it m

4: Make the stop cuts at each end, and the long
chip should pop out.
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| talked about the importance of borders in the
previous chaprer, Chapter Five: Three Main
Shapes of Chip Carving, so let's get down 1o
making a few of them. The exercises in this
'L_.ITLIPEEF .'i-I'IﬂLIIl:] hl"." dﬂﬁf (5] h.lﬁ-.‘i“'ﬂl.-ﬁi pr:lct‘il:c
boards 4" wide x 12" long x 47 thick. First, we
will carve some using the three-sided, or tnangle,
chips, which vou should have perfected by now.
Then, we will make some using two-sided, or
curved, chips. The variety of borders is virwally
:’ndlr:'!im ;-lrh:[ I \'\'ﬂllll_.i cn::l:lurﬂg:' }'ﬂll 1] t."'h"t'nl:u.zl“jr
develop some of your own designs.

So what do 1 call a "standard-sized border™ A
standard-sized border would be used to decorate
projects abour the size of an average jewelry box
or smaller. By average, | mean one that might be

found on my wile's dresser, not a prim'-:'.iﬁ"ﬁ.

STANDARD-SIZED BORDERS
USING THREE-SIDED CHIPS

Let's make a border Bcgin with [hc basic grid of

III‘:I.'l'l.-ll._“. Sl:.lu:lrl:'.i.. A5 Shﬂ\'\'n il‘l #l - using Eithfr A
'|'~5qu.1r:r or a border tv:mp]nr: (5ec Figure 6-1.).
Draw these grids across the grain of vour practice
board. #2 shows diagonal lines drawn freehand to
form the three-sided chips. Note the shading of
the chips w be removed. #3 shows a complete
row of three-sided chips. If vour project is a very
small box or plaque, this border just might be
sufficient iself. #4 shows a grid with a double
row of 4mm squares. You can see how conltusing
this might be as you determine what chips you
should remove. Shading will help o eliminate
some of the confusion, ac least uniil vou become
familiar with the patterns. #5 and #6 show two
different chip selections and illustrate how
different the carved border can appear depending

on the chips selecred,
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Perform these three-sided cuts in the sequence
and holding positions offered in Chapter Five:
Three Main Shapes of Chip Carving. Make the
first cut in position one, the second cut in
position two, and the third cut in position one
again. Turn the board when making the different
cuts. The first and second cuts are so short thar
vour hand should not move on the board. Simply
position the knife so the point is in the correct
place (ar the top of the wiangle), and then plunge
it into the wood until the cutting edge of the
blade touches the corner on the bottom line.
When making the third cur, vou will have o
plunge your knife lightly into the wood and then
deeper as you draw the blade across the length of
the triangle.

| suggest vou practice these steps in the order
they are offered; then practice some more, and
then some more.

Figure 6-2 shows our second set of borders. #1
and #2 are more variations using the double-grid
row of 4mm squares.

We refer to #1 as a positive diamond because
the diamond shape remains on the surface of the
board while the background is chipped our,

We refer to #2 as a neganive diamond because
the diamond shape is cut into the wood, and the
background is left on the surface. We could make
a negative diamond with only four cuts, bur it
isn't nearly as ateractive as making it with two
three-sided chips. The two three-sided chips leave
a sharp ridge on the surface and therefore create
another shadow.

The #3 border illustrates an embellishment to
the #1 border. The addition of very small, two-
sided, wedge-shaped cuts to cach side of the
positive diamond is very casy and quite fast, yer
it makes a remarkable difference. Why? It adds
more shadows, and that’s what it is all about. |
like to call these little cuts my “politician cuss.” |
have found that politicians in just abour every
country have the uncanny ability to Hlip-flop on
their campaign promises once elected to office.
To make rhese cuts, yvou first flip your knife
using position one and then flop vour knife over
to position two for the second cut

(See Figure 6-3 and Figure 6-4.). Start each cur
with the cutting edge at the end of the diamond
and finish the cut in the center. Be sure to cur all
the way into the center.

The #4 border shows an embellishment to the
#2 border. Simple, little three-sided chips in
between each negative diamond give the border a
whole new appearance. [ like to call this one
“:Il‘:ldi.HE the coohhs.”

Sometimes it is difficult to know when 1o stop
carving a pattern and call it finished. There
always seems to be another embellishment that
we could use 1o enhance the final appearance. |

generally let the price of a commission decide

when enough is enough. If it is a gift, then |
guess it depends on how much the recipient

means o me,

N o L T N T T S LT LY
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Figure 6-2. Four more border variations.
Be sure to leave a Smm space on each end,

ra—

__,\\

STAHDAIID'SHED Buaulins

6 I

Figure 6-1. Basic border
practice. Each square in
the grids is 4mm in
size. Leave a 5mm
space on each end,
MNotice in the fourth
row that | have shaded
one upside-down and
one right-side-up
triangle. You can
remave either,
depending on the
pattern you want to
create. The pattern in
the sixth row is called

a chervon.

Copyrighted m LTE*TL |
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doesn’t matter if

you flip first or
flop first when
making the small,
two-sided cuts.
Later it will,
because some-
times, if you flip
before you flop,
then the flip that
you are trying to
flop will cause
flop to flip, and |
the whqle:l pping
flip w(!_’p_o_

Here are more borders using the simple, three-
sided chip (See Figure 6-5.). Consider the wop
row of chips for a moment and warch how the
appearance changes when we merely point the
triangles in a downward position as shown in
Figure 6-6.

Just in case you were wondering, the 4mm
measurements being used are not my idea. These
mecasurements have been used for centuries, and |
believe they were developed for rwo reasons: ease
of execution and appearance, Even when we look
at larger borders in the next chapter, vou will see
that we still use the 4mm base.

STANDARD-SIZED BORDERS
USING TWO-SIDED CHIPS

As arrractive as the preceding borders are, they are

not suitable for all projects, Perhaps [ should sav
that there could be more suitable borders,
depending on the project and the recipient.
Because the three-sided chips are geomerric, they
lend chemselves very niccl}' to rosettes and
geometrically shaped centerpicces. For projects
using a free-form morif, vou may want w
consider borders using two-sided, or curved,
chips. For instance, if you are making a keepsake
box for someone who loves horses or dogs, a
border with a rope design would be much more
suitable than a diamond pattern.

To make a rope border, first draw a double row
of 4mm squares (See Figure 6-7.). Second, use a
template to draw the arcs. Notice that the arcs
span two 4mm squares on the top and bottom.
Third, draw the diagonal lines freehand. Norice
how they exactly intersect the corners of the
squares. Figure 6-8 shows a section of a com-
pleted rope pattern thar has been carved in
butternur and stained.

Next, let’s look at making a petal border (See
Figure 6-9.). First, make two dmm-wide
horizontal rows. Second, draw vertical lines
15mm apart. Third, use a template to draw ares,
Notice that the arcs span two vertical lines, and
the borrom arcs creare overlapping lines. To finish
the petal shape, use half of the remplate shown
in Figure 6-10.

Figure 6-3. First flip...

Figure 6-4. Then flop.

R — — D i S #‘ 'l_ ‘

Figure 6-5. Three more borders using
three-sided chips.
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Now that we have our pattern established, we
can start carving. Make the hirst cur, A, while
holding the knife in position one (Sec Figure 6-
11.). Turn the board around 180 degrees and
make the second cut, B, while also holding the
knife in position one.

Norice in Figure 6-12 thar the blade is kacing
away from the first chip removed. The cut began
at A and ended at B. If it had begun at B, the
chance of breaking out the small area of wood
that separates the two curved chips would have
been verv high.

Finish carving each petal across the border. You
will see in Figure 6-13 that [ have added a three-
sided chip in between each of the petals, These
4rc {!rﬂwn E‘ﬂfhand* :l.:l'ld 1 ﬂt::mptcd to ;ﬂllﬂw
the contour of the peral rather than drawing a
simple straight-line triangle. Because these
triangles have curved lines, we will carve them
using position one for all three cuts. Doing so
will present a problem, bur it’s a problem that we
can easily solve,

Figur: (5-13 shows chat when we hold the knife
in position one, the tip of the blade does not
meet the apex of the wiangle as does the cutting
edge further up the blade. Therefore, when the
cutting edge reaches the apex, it is necessary o
stand the knife up by bringing the point up w©
meet the apex as shown in Figure 6-14. Remember
o kcep vour thumb on the board. Do not
remove the knife from the wood; simply stand
the knife up all in the same cutting motion.
Now, remove the knife from the first cut, turn
the board, and make the second cur also using
position one (See Figure 6-15.). You will see that
the tip of the knife should now meet the first cut
vou made (Sce Figure 6-16.). Complete the chip
by wurning the board again and making the chird

cut also using position one,

F = -
- - 1 £ i

Figure 6-6, If you use this border on a project, you
will discover that when the triangles point outward,
the project will appear to be larger than when the
triangles point inward.

Figure 6-7. Creating a rope border. Use a template to draw the arcs in the top
row, Draw the diagonal lines and inside arcs freehand. Shading is optional,
but it's always a good idea to do a few.

Figure 6-8. A section of rope border carved in
butternut and stained.

Templates come in all sorts of shapes and
sizes. This is one that | personally use quite
a bit (See Figure 6-10.). Many people con-
fuse it with a washer, but, of course, it is
not a washer. Washers are purchased for

their inner diameter. Templates, on the
other hand, are purchased for their outer

re 6-10. You'd be
:J?':ﬂseﬂ ?ht the types diameter. You may wrmﬂ' a tﬂmplﬂtﬂ
of things that make
great templates. from the same store that sells washers. In

fact, washers and templates are very close
to the same price, even though templates
are much more valuable. The template
shown has an outside diameter of 1'.4"{( ;' : |
or 35mm, or 3.5cm. It's a good onii \\

e = "-h_-_‘_‘H::'-:__\.H-.'I:
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Figure 6-9. Creating a petal border.
Notice how the arcs span two vertical

lines.

Figure 6-13. The cutting edge has

reached the apex.

the tip reaches the apex.

Figure 6-11. Make the first cut, A, while
holding the knife in position one, Turn
the board 180 degrees and make cut B,
holding the knife in position one. Be
sure to leave a 5Smm space on each end.

Figure 6-14. Stand the knife up so that

Figure 6-12. Notice how the blade is
fitlng away from the first chip removed.
Cutting away from the previously
removed chip will help to prevent
breakout between the chips.

Figure 6-15. Make the second cut.

Figure 6-16. If the knife is stood up

correctly, the cut will lock like the cut
on the left. If the cuts do not meet
correctly, the result will look like the

chip on the right.

Chip Tip

Remember to

make a smaller
chip within the
larger chip if y¢
find it too
to carv
attem

Figure 6-17 shows the complered border.
Notice how the triangular chips are carved in the
corners. You will run into design challenges at
times, and we will cover some solutions in
Chaprer Eleven: Layour and Design.

Though this next set of curved-line borders has
the appearance of lace, the borders are cerrainly
nor fragile whatsoever (See Figure 6-18.). As
such, they lend themselves well to projects that

Figure 6-17. The completed border.

might be handled often, and you can feel
confident that the carving will not be damaged
through normal use.

The first patcern needs no explanation and is
prety straightforward o draw and o carve, |
used the 1% washer/template shown on page 35
to make the arcs. | told you this templare’s

a good one!

Copyrig
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The second pattern requires a little more
thoughr and time to draw. It begins with the
standard rwo 4mm-wide horizontal rows. | have
added mwo addidonal horizontal lines approxi-
mately 1.5mm to 2mm inside the outside lines.

The vertical lines are only lem aparr. Use a
smaller circle template 1o draw the arcs, Refer 10
the photo when you are drawing the pattern, and
vou should not have too much difhiculey in
getting it perfect. This is also a preury hardy
border even though it has a delicate appearance.
It also lends nself well 1o staining—we will talk

abour staining and finishing larer on in the book

in Chapter Fourteen: Finishing,.

Choosing the correct border [or your project is
very important. Just like carving a rope border
for an animal theme, here is an example of how
the first border in this set takes on the appear-
ance of waves when used with a dolphin (See
Figure 6-19.). I think vou will agree that while
the second border rakes a little more time 0
draw, it is well worth the effort. Figure 6-20

shows the finished example. Figure 6-18. A set of

two borders using two-
and three-sided chips.

Figure 6-19. The border
looks like waves when

paired with the
dolphin,

Figure 6-20. Though

this border takes a bit

more time, the finished

product is well worth

the effort,

Copyrighted m a‘_g.;r[‘ll
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Figure 6-21. The drawing and layout of

the Ing motif.

Figure 6-24. Cut shallow un
through the intersection where the lines

Cross.

38

time chip-outs,

til you get

The "“Ing” Motif

The "Ing” morif has been around for centuries
and is commonly found in Gothic ornamenta-
tion. It has a very delicate appearance when
carved and is very suitable for borders on boxes
that feature a rosette as the centerpiece.
across the width of your practice board (See
Figure 6-21.). Then, add vertcal lines 3cm apart.
Just a note: a 4"-wide practice board is 10cm in
metric. Because we will draw three sections of
3em each, we have a drawing toraling 9em wide.
By leaving a 0.5¢m (or 5mm) space at each end,
the pattern will be centered on the board.

Draw three arcs as shown in line A, Can vou
guess which (washer) template [ used? Then,
draw three more arcs within the same confines as
shown in B. These arc lines are the ones thar we
will carve. Rather than carving the arc lines as
first drawn, let’s make them a litde wider in the
center but bring them back to a point at cach
end. This inside arc can easily be drawn freechand
and then shaded in if you wish. After carving the

arcs, we will embellish the mouf with small

Figure 6-22_ If you carve this design using
only the 65-degree angle, you will get big-

Figure 6-25. Once you get into the center
area, lower your blade to a 65-degree
angle,

Figure 6-23. 5tart with your knife at
almost 90 degrees to the wood.

Figure 6-26. Raise your knife back to 90
degrees as you approach the next
intersection,

triangular chips as shown in line C, burdo nort
draw them just yet. You will see why in a minute,

[t's time to start breaking rules. 1f you carve
this design using only the 65-degree angle that
has been drilled into you so far, you will have
trouble. Look at the higliﬁght:l:[ areas in
Figure 6-22, and you will see exactly what
will happen—big-time chip-ours.

To hix the problem of chip-outs, start with vour
knife at almost 90 degrees to the wood (See
Figure 6-23.) and cur shallow (the chip is not
very wide here) until you get through the
intersection where the lines cross (See Figure
6-24.). Once you get into the center area, lower
vour blade to a 65-degree angle (See Figure
6-25.), but be prepared to raise vour knife back
to 90 degrees as you approach the next intersec-
tion as shown in Figure 6-26,

To complete the chip, turn the board and make
your second cut in the usual manner—the usual
manner being halding the knife in position one
and at a 65-degree angle,
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Once you have finished carving the three arcs,
it is time to add the hittle three-sided triangle
chips. If you had drawn in the small triangles and
aligned them with the intersection where the arcs

cross, you would now see thar the alignment is

See Figure 6-27.). Figure 6-27. If you had drawn in the small triangles
e L b and aligned them with the intersection where the
arcs cross, the alignment would be off.

FRAMING WITH
STRAIGHT-LINE CHIPS

I spoke of the importance of using a straight-line
chip in the previous chapter and offered some
tips and suggestions for carving it. When you are
carving anv of the standard-sized borders in this

hapter, il find that adding simple straight- ure 6-28. Laying out the Ing motif with a frame
T i at of straight-line :h?ps.

line chips that are about 1.5mm o 2mm wide o
bath sides of the border will make a huge
difference. Just look at the completed Ing motif

barder in Figure 6-29. It would not look nearly

as attractive without the straight-line chips.

Figure 6-29. A completed Ing motif border framed
by straight-line chips.

A few things o remember when framing borders
with straight-line chips:
* The first line should be 2mm away from the
original 4mm-wide rows (See Figure 6-28.).
* Remember the rule learned earlier: When
making the first cut in a new chip, the knife
blade should face away from the previous
chip. This rule is very important when
carving a straight-line border as well. Cur the
first line first because your knife will be
facing away from the border pattern. If you
cut ﬂ'lc m:mnd lin: Flr:lt, l:|1-|: kniﬁ: m‘ll I}:
facing the border patrern, and the possibilicy
of breaking our the wood berween the line
and the border pattern is very real.

Copyrighted ﬂ"saaﬁﬂl
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Below is a summary of the standard-sized border patterns that we discussed in this
chapter. Each of them employs the 4mm grid and the three-sided chip. Use these
shaded patterns to aid you as you are learning to draw your own borders,

er of three-sided chips
Double row of three-sided chips
Y Y Y Y Y Y Y Y Y Y Y Y Y Y Y YYYYYY

AAAAARAAAAAAAAAAAAAAAAA

AL LT EEEEEEEEEREEES

Positive diamond border with wedge cuts

OO ONAANIAI R IR LN IR

Negative diamond border with embellishment

Right-side up staggered three-side chip border

._\l N\ ‘ Ny AN N N N N N N 4N AN “‘ N AN AN .\ N N AN N
Up-side down staggered three-side chip border

HOAOHOAOHOAOR OO

Alternating postive diamond border

IAANNIAANN AN AN AN NN

e O e Ol

Curved and triangle chip border

)
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Lace border

ing motif border

(
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In Chapter Six: Standard-Sized Borders, you will

recall me mentioning (unless of course you didn't
read all of my words of wit and wisdom) that the

standard measurement of 4mm in borders i1s very

e Nt Nt e N D D Dt D
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Figure 7-1. A double row of chevrons
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Figure 7-2. A double row of positive diamonds.

old and time proven. So, what happens when
vour project dwarfs those little 4mm squares? You
may be tempted to increase the triangular chips
to perhaps 6mm or 8mm or even larger. Doing so
could be a mistake. While we will have o look ar
each project on 1ts own, a general rule is that if
vou need a large-width border, yvou should keep
the same 4mm-sized lines but increase the
number ol them. For instance, il'}'m: are carving
the wp of a box and one row of diamonds looks
too small, don't increase their size, simply add
another row,

These hirst five examples illustrate thar, just as
in Chapter Six: Standard-Sized Borders, each
square is only 4mm in size; however, now there
are four horizontal rows instead of two, This
first example is a double row of chevrons (See
Figure 7-1.). It's interesting to note that when

vou carve this parrern, you also creare a row of

41
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7-3, A double row of positive diamonds
with flip-flop cuts on the side of each positive
diamond.

7-5. A double row of negative diamonds
with flip-flop cuts on the side of the center row of

positive diamends and on the half diamonds.

Figure 7-6. A wolf tooth border pattern. Each
section is 6mm in width and 4mm in height. Note
the 1mm space between rows 1 and 2 and
between rows 4 and 5.

7-1. The wolf tooth pattern framed by
straight-line chips.

Figure 7-8. All of the reference lines have been

removed.

42

negative diamonds across the center. Figure 7-2
shows a double row of positive diamonds. Again,
we have automatically created a row of negarive
diamonds along the center. Figure 7-3 is the
same as Figure 7-2, except that it has flip-flop
cuts on the side of each positive diamond. You
should remember these from Chaprer Six;
Standard-Sized Borders, Figure 7-4 is a double
row of negative diamonds. This time, we have
created a row of positive diamonds across the
center—completely unintentional, but auractve.
Figure 7-5 is the same as Figure 7-4 with the
addirtion of flip-flop curts on the side of rthe center
row of positive diamonds and on the half
diamonds. Sometimes it’s hard 10 stop—or know
when to.

The partern in Figure 7-6 is quite an old
pattern called a wolf woth. It is necessary o
make each section 6mm wide, while keeping the
4mm height ro ger this appearance. Figure 7-7
shows the same wolf woth pattern with straight
lines added to frame it. Notice the different
cffects achicved by carving the mrangular chips
pointing inward versus ourward on the ourtside of
the pattern, The carving in Figure 7-8 has had all
of the reference lines removed. Quite a difference,
isn't ir!

Next, we'll look at a popular design thar will
begin to challenge vour skills. This pattern can be
found in examples of Renaissance architecrure. [t
is the unification of St. Andrew’s cross and a
four-sided rosette.

First, let’s draw it (See Figure 7-9.). Begin with
four horizontal rows of 4mm squares. | find it a
benefit to darken the group of four center
squares. For the arcs representing the petals of a
four-sided rosette, use that washer/template you
were introduced to back in Chaprer Six:
Standard-Sized Borders. You will notice that |
have carved one section out already. Sometimes it
can be confusing as to where vou should begin
the cuts, so [ have put in points A, B, C, and D
to help. All of these cuts are made holding the
knife in position one. Begin at point A and draw
vour knife to point B. Then cut B 1o C, then C

Copyrighted material



. : to D, and then from D
Chip Tip ek s A, TV e
I haven't said any- | chip pop right our for

thing about your you? Proceed to the
knife for a while. next chip as shown in

Is it still cutting Figure 7-10 and
cleanly an Figure 7-11.
l)r? We are now ready to

move on to the next

to be st

step. Check our Figure
7-12. Notice that | have added some darker lines
between the petals and have assigned points A, B,
C, and D. Before vou begin the curs, check our
the chip thar I have removed so that you have an
idea of what we are after,

Hold your knife in position one. Actually, [ am
not going to remind you abour position one any
more because vou should be well aware of it by
now. [ will only mention knife position when 1t
is necessary. Begin your cut at point A and cur to
point B. Do vou know why? Remember thar
rule: “The first cut in the new chip should always
be facing away from the previous chip.” What do
vou think the next cut should be? B to C? How
about C o A? Because B to C is a cut across the
grain, | would personally choose C to A first and
then cut from B o C o finally remove the chip
(See Figure 7-13.).

Once those chips are carved, it is time to add
the flip-flops in the center squares (See Figure 7-
14.). Remember when to flip firsc or flop first so
that vou don't break off the points of the squares.
The flip-Hlop cuts should all meet in the center of

the square.

Figure 7-15 to Figure 7-19 show some
different examples of large-width borders.

Before you begin, remember to roll your
knife up into an almost 90-degree angle
to avoid breaking out the ridges betwee
the ridges you are creating. Notice alsc

that | do not cut completely thr
choose to stop before the cut k
too delicate.
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LARGE-WIDTH BORDERS n,_c_:

Figure 7-9. The pattern shown here is a combination of 5t. Andrew's cross and
a four-sided rosette. Use the template to draw in the arcs. Leave 2mm of space
and draw in straight lines 2mm apart. Then darken the center squares.

Figure 7-10. Finish the first set of cuts.

Figure 7-13. | continue making the corner cuts,
Naotice that | stop before the cuts become too
delicate.

Figure 7-14. Here |'ve added in some of the flip-
flop cuts,
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™ Figure 7-15. An example
of a completed
Renaissance border
pattern that has been
lightly stained.

Figure 7-16. This border is close to full size and
resembles a series of half wagon wheels.

Figure 7-17. This pattern would make not only a
great-looking drawerfront, but also a wide border.

Figure 7-18. The pinwheel rosettes on the ends of this pattern are
a challenge to carve. Practice them on a practice board first.

Figure 7-19. Shown here is a classic Renaissance pattern found throughout
period architecture, This pattern was carved on the sides of a box, while the
pattern in Figure 7-15 was used as a border on the top,



VED BORDERS

Up to this poing, our borders have been designed
for square or rectangular projects. While these
shapes are the most common, there will be
L‘lcc.]sinns wh:n you WHI ﬂl'.'l'.'d | I'Jl:'ll'fifl' ﬂ.’ll— d
rﬂuncl aOr l.'."-"-l’ Prﬂil:'{l'. A I:l.EE'L-I'T.]'[i'\-'E ar GOmneerm-
oral i‘l'f p‘[al[[' or F'I'f]]il:i.'l‘ﬁ- al d”ﬂr Pla:lql."f “-'”utd h-l.'_'
examples of projects for which we need 1o
rethink the border layout.

Pictured in Figure 8-1 is a 12" -diameter
bﬁﬁﬁ“'(."."d Fl--ii £ -8 Nﬂtiff []1":' ﬂ'il“(‘Pfd lﬂ.:lg{'. “I'Ill'.h
EIFFEI'E | dﬂ'l:ﬂl'ﬂtll\'[' [l‘l{lfl‘l. ﬂﬂl:l tl'l:: rllTl -.'Il'l:llll'ld I]'If
recessed center. One of the most common
borders for this style of plate is one that incorpo-
rates the scalloped-edge design into the border.
To draw this border on vour practice board, use a
good quality bow compass to draw the two arcs. |
Lliﬁﬁ'.’urﬂgﬁ' T'UU |qu:lrn ubing t]'l{' irll:.tptnﬁh't: [}'FI’.’
lhﬂ[ hﬂ]dﬁ 1 COMmMImon F'I'.'nl:il. Lo drﬂ“’. E.'DL“'

compass should have a mechanical adjustment

for opening and closing. (See Chaprer Two: The

Tools, where | cover the drawing twols.)

Figure 8-1. This 12*-diameter plate with a
scalloped edge is a perfect candidate for a curved
border,
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border,

Figure 8-3. An easy, yet impressive, way to carve
the design.

Figure 8-4. Carving both sides of the design gives a
delicate effect.

L.
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Figure B-5. You can madify the pattern slightly by
adding a second inner arc.

Figure B-6, The pattern from Figure 8-5, carved on
both sides,
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Place your compass point in a random spot, A,
and open it to a radius uf:lppm:imt:]y B.5mm
to draw the outer arc. Now, reduce the radius by
6mm and draw the inner arc, It is important that

these arcs are only 6mm apart. Next, mark off
every 3.5mm around the outside arc as indicared

in Figure 8.2,

The next step is to draw the scalloped line.
Notice that the design has a repeating point-
hump-point-hump pattern. Just in case you
haven't guessed by now, there is a wol you should
already have in vour possession that is perfect for
drawing the points and humps. Yes, the

washer/template! You will have to draw in the
area between the point and hump frechand (See
area B in Figure 8-2.), bue, with the main radius
established, vou should not find that oo difficult.

Figure 8-3 shows one way to carve the design,
It is rather easy, vet impressive, and would show
up nicely if seained. 1 will ralk abour staining later
in Chaprer Fourteen: Finishing,

You could also carve both sides of the line for a
beaurtiful and very delicate effect (Sce Figure 8-4.).
This carving would be excellent for a clear finish,
but would not be suitable for staining.

Here is an alternative way to carve basically the
same pattern. Use the exact same drawing
instructions, except this rime make the inner arc
very faint (Sec Figure 8-5.). Draw a second inner
arc that is 8mm inward from the outer arc. Once
you have drawn the points and humps, just like
in the first drawing, draw a second line 2mm
away from the firse. When you carve this one,
leave the 2mm-wide rib (See Figure 8-6.). This
pattern provides a much less delicate carving that
would be excellent for a clear or stained finish.

A curved border of triangles is another good
border to have in your arsenal {See Figure 8-7.).
Draw it by using your bow compass to draw two
arcs bmm apart (See Figure 8-8.). Now, mark
every 4mm along the inside arc. When you are

making these marks, don’t be concerned that vour
ruler doesn't bend with the arcs. Just make about
four or five of the marks, and then move vour
ruler along and mark another set of four or five,

Copyrighted material



They will not be 100% accurate, but they will
certainly be close enough that the human eye

cannot tell the difference. To mark the paints on
the outer arc, align a 6" ruler with the compass
hole and one of the 4mm marks. Now mark on

the outer point. No need to mark every 4mm,

just every other one,

Also try a curved crescent border (See Figure
8-9 and Figure 8-10.). Use your washer/template
w draw the crescents. These two arcs are only
4mm apart, Take a look at Figure 8-11 1o Figure
8-18 lor more border ideas.

Sometimes it is necessary to anchor the
pattern so that it doesn't appear to be
floating. Look at the horse in Figure 8-18.
Because of his trotting pose, it is necessary
to add the ground. Without the ground, o
anchoring, the horse would appear to t
floating in midair. The rope border tie:
nicely with the theme.

Figure B-12. Borders do not always have to be

geometric in shape. Nor does the same pattern
have to repeat all the way around.

Curvep BORDERS

-
- =

Figure 8-7. Draw the curved triangle border using
a bow compass and a ruler.

Figure 8-8 The finished curved triangle border.
Pretty simple, isn't it? And yet, pretty impressive
when done on a project.

Figure 8-9. Use your washer/template to draw the
crescent border.

Figure B-10. The carved crescent border.

Figure 8-11. A combination of three curved
borders. The center one is called an egg and dart,
which is commonly found in Swiss and other
Western European carvings.

Copyrighted m a‘a‘%rl



Iill

Figure 8-13 and Figure 8-14,
This star pattern by Lora
S. Irish is printed in her
book Chip Carving
Classics One.

Figure I-'.l?. This row of diamonds and the
Santa plate would not have worked well
together because the themes do not tie in.

8-15 and Figure B-16.
While the border does not have
to be geometric nor repeated, | .
it must have the same theme as
the project. The Santa plate
and 'I:I'I-I poinsettia leaves and
berries go well together. In case
you are wondering, that is color
see in the fniia e. It's just

ke me to tempt yau with Figure 8-18. The addition of ground keeps the
staining; | will talk about it horse from floating in midair.
later in the book in Chapter

Fourteen: Finishing.

Copyrighted material



CurveDd BORDERS

These two borders came from

the same basic pattern. The line .
pattern will provide a good :

starting point for your

drawing; the shaded

patterns are to aid

you as you get "

ready to carve.

Copyrighted mat@_{,irl
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Grid motifs present an option for a variety of
projects. First of all, they present an overall
pattern that can solve layout and design problems
for projects with a large area to cover. Serving
travs, door panels, entire box tops, and chests are
examples of large areas where grids could work
nicely. Grids can also be used as a background for
a central theme or monk.

[ believe vou will find thar diamond-shaped or
circular grids are more appealing than square or
rectangular ones. Diamond shapes of 60 degrees
present a great pattern tor your grid, and they are
quite easy to draw.

Begin by drawing a rectangular frame that has
a length approximarely one and a halt rimes as
long as its width, Examples would be 47 x 67 or
6" x 97, which is grear because most boxes or
plaques use the same prnncipal. After drawing the
rectangular frame, divide the widch and the

|t'ngr’rt into the same number of sectuons,

Figure 9-1, Our practice grid, shown here, is 8cm in
width and 12c¢m in length. Both the length and
width have been divided into four sections



Figure 9-2. This grid is a simple straight-line
pattern,

Let’s use Figure 9-1 as our practice grid. First
draw a frame 8cm wide (note cm, not mm, or
approximarely 34") and 12cm long. Divide boch
the length and the width into four sections,
which creates Zem-wide sections across the width
and 3cm sections along the lengeh. Make sure
that you are just marking these sections and not
drawing lines completely across or down the
fr:tm: Vou haw: created. Nﬂw. use a rl.lll:r to dnlw
diagonal lines to divide the sections. I like o use
a 6" ruler for this task.

The first exercise using this grid is a simple
straight-line pattern shown in Figure 9-2. While
this 1s pretty simple, it can be rather impressive
on a Pmil:ct. Simp]irit}r i! I'II'E bﬂﬂut}" ﬂF-l:l'liF
carving, ch!

Hnrtyuﬁqlm Ifyuu had drawn this

pattern on an actual project instead of a

pmlmmﬂ.you should carve the out-
ﬂﬂhim nhlu ﬂam iht lyﬂrﬂig

Phre S :, - road e ﬂlﬂ al

Imind Mrl Imlwput in little
stop cuts at the end of each chip. Choose

| lﬂ‘lﬁ method you like.

Figure 9-3. A stab knife was used to create the
impressions in the centers of the diamonds,

Once you have finished carving all of the
diﬂg{mal lines (and have admired your work), let’s
add a few of those "oochhs.” "Ooohhs” are the
sound vou will hear when people look at vour
work and see that vou have taken an extra minute
or two to dress it up. Use your stab knife o make
impressions in the center of each diamond (See

Figure 9-3.).

Chip Tip

Take a good look at Figure 9-3 again.
Motice that the stab impressions across

the bottom two rows are different than
those in the top two rows. Using ﬂlé{mh\f’

knife with the point outward mak
a different pattern than using it
point inward.

For the nexr exercise, use the same grid layout,
but this time add some crescent shapes to each of
the sections as shown in H!‘I.‘IIE- 9-4. ]ust In case
you have ne idea what 1o use o draw the
crescents, may 1 be so bold as to suggest using
your washer/template.

My suggestion for the order of cuts for
beginners would be to start wich A. Make all four
of the inside cuts on that diamond first; then
make all of the outside cuts to remove the chips.
Move on o B, but make the ourside curs first
this time o follow the rule that for “the first cut
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Chip Tip

Try to carve off
your drawn lines
to save cleanup
time later. To do
so, it might be

Figure 9-4. Use your washerftemplate to add
crescent shapes to the diamonds.

in the new chip, the knife blade should face away
from the previous cut.” After you have complered
C and D, move to the next line and begin E.

If you find that vour chips are coming out cleanly
and without any re-cumting, you may wish to try a
faster approach. Cut all of the "’I " lines across the
row first; then go back and remove the chips.
Choose the next row to your liking, and so on.

Take a good look at your grid. Pretty nice
looking, sn't it? You should be proud of it.

Somerimes, | have found thar holding the carving

at arm’s length will make it look beuer, Other
times, a distance of five or six feet between vou
and the carving helps even more. | recall one

Figure 9-5. Flip-flops have been added to every
other row.

student asking me to hold his carving while he
stepped back about ten feet or more. He
exclaimed, "l sure looks good from afar, bur it's
far from looking good!”

Let’s add a couple of “oochhs.” Figure 9-5
shows where | have carved some flip-flops in
every other row. Notice how the cuts meet in the

center. Figure 9-6 shows where | have carved
flip-flops on each diamond or portion thereof.

Figure 9-6. in this grid, | have added flip-flops to
every diamond. | think it's a bit too much carving,

Figure 9-7, Notice how Jim Lindgren, the carver of

this piece, added crescents along the outer edge—

a great way to give a straight edge interest.

Figure 9-8. Sharp ridges within each crescent give
the design a delicate appearance,

Copyrighted maierial
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When you have a
three-sided chip
that is long
enough to be cut
using only posi-
tion one, make
the cut that is
with the grain
Figure 9-11. Removing a three-sided chip from first. if ki
inside the circle. to make the other
two cuts first and
This interlocking circle grid is more challeng- leave the with-
ing to carve, and it really isn't as difficult o draw the-grain cut until
as it first appears (See Figure 9-9.). To draw it on mm will find
vour practice board, begin with nine horizontal ‘that the wood
lines drawn 16mm apart. Then draw six vertical will split along
lines 16mm apart, You may use your bow the grain as soon
compass to draw in the circles if you wish, bur | as you plunge
Figure 9-9. This interlacking circle grid is a little chose to use a plastic circle template (see Figure your knife into it.
more challenging than the diamond grid. 2-12 in Chapter Two: The Tools) and found that If your cut splits
Personally, 1 think it is too much carving. | a 14" -diameter circle works perfectly. rather than being
believe that the amount of wood you leave There are 2 number of ways to carve this cut, it will not
uncarved is as important as the amount you pattern. Figure 9-10 shows the pernals being as clean, nor
carve. Figure 9-7 is the top of a playing card box  carved with a ridge left in the center of each. This it have

carved by Jim Lindgren of Alberta. Notice the

way Jim added the crescents along the outer edge.

[t is a nice way to make a straight edge much
more interesting. Figure 9-8 is vet another way
to carve the same pattern. The sharp ridges
within each crescent give it a delicate appearance.,
[ would choose to leave the center of each
diamond just as it is. Adding any embellishments
might distract from the pattern.

Figure 9-10, Sharp ridges are left in the petals to
give the design a different look.

method is similar to the one shown in Figure 9-8,
except thar the shape of the uncarved center
diamond is different. Figure 9-11 illustrates
another approach. I like this one so much that |
started c:tmng before | realized | should offer a
couple of tps for the order of the cuts,

To remove the three-sided, curved triangle,
begin with the cut going along the grain.
Remember o keep your knife at a 65-degree
angle, except when it's necessary to roll it up o
90 degrees in tight spots. | have indicated such
tight spots with circles.

In Figure 9-12, notice that | come back
diagonally across the grain for the second cut
while making sure that | roll the knife up 10
nearly 90 degrees when starting and linishing,
My third cut is then across the grain and leaves a
sharp ridge across the center.

ang

Copyrighted m ﬂ:i*if |
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Chip Tip

If you find that
the sharp ridges
across the grain
are breaking or
chipping, it could
be for a few rea-
sons: 1) your
knife needs strop-
ping or honing, 2)
the wood is too

dry (See Chapter
One: Choosing the |

Wood.), or “h\‘.l
much pﬁua{\% \
helng@_ﬁﬂ] =\

i

T

Figure 9-12. When you're making the inner cuts, |
recommend that you make a smaller relief chip in  Figure 9-14. Though the section is complete,
the center of each triangle first and then make the  there’s plenty of room for embellishments.

larger chip.

9-13. I've turned the board 180 degrees to
continue making my cuts.

F?uu 9-15, A sharp ridge was added to the center
of each petal for a more delicate look to the
carving in Figure 9-14,

Note that the board is turned 180 degrees in
Figure 9-13, so you are now looking at the same
pattern from the opposite direction. The first cut
for the next chip is, once again, the cut that is
made with the grain.

Figure 9-14 shows a completed carving section.
While it is attractive enough on its own, there is
plenty of room within those large petals to add
embellishments or "ooohhs,” There are a few

Grids can be used as background, too, Check
out this African mask motif with woven grid.

54

choices that you can incorporate, so try a few and
decide which you prefer. Figure 9-15 shows the
petals carved with a sharp ridge down the center.
This treatment is nice but very delicate, so consider
the project and how much handling it will get
before you decide upon the completed design.
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Tradinonal chip carving has 1ts roots firmly

established in ancient svm bols and monfs. H-.m}f
of the patterns can he traced o In}'llli{ Or
religious art forms. Rosettes form a large part of

these motifs.

HOW TO DIVIDE CIRCLES

| am offering instruction on the following pages
as to how you can divide circles into various
numbers of equal parts. This is the groundwork
that vou can use to explore the very satslying
and enjoyable pastime of creating your own
patierns. Do not be wo s.urpri*-:?cl when you
discover that you will be able 0 create dozens of
different designs just by experimenting with vour

ruler. com pass, and Proractor.

One of the grathcarions | get from chip
CATVINg IS an avenuc for creanve cXpression. It's
likely that vou will be very pleased to find a talent
within you that has perhaps gone unnoticed. | get
a kick out of students who proclaim, “I'm not
very artistic” or "I could never draw.” It really is
quite easy to learn, with just a few pointers and
the desire to begin.

You will also discover that the same morif can
be carved in a number of different wavs. As with
the diamond borders, vou can switch between
positive and negative designs thar will change rhe
pattern completely. Some change so dramarically
that 1t s hard to believe t|1v:}' are carved from the

slIrNC PJ[IEI’II .



Dividing a Circle into Three Equal Parts

1. Draw a vertical line.
. Place your compass at point 1 and draw a circle (See Figure 10-1.).
. Place the compass at point 2 and mark points B and C.

e Tk P

. Draw lines from the center pnin: ourward to puinu A, B, and C to
make three equal parts,
3. Draw lines from A to B, B wo C, and C 1o A to make an equilateral

triangle.

Or, using a protractor, mark the circle every 120 degrees.

Dividing a Circle into Four Equal Parts
1. Draw a vertical line,
2. Place your compass at point | and draw a circle (See Figure 10-2.}.
3. To find points A and B, open the compass wider than the original
radius {you do not need to increase it to any particular size, just make
it wider). Place the compass at points 2 and 3 and make small arcs (X)
outside the circle as shown.

4. Draw a line from point A 1o point B 1o form four equal parts.

Or, using @ protractar, mark the circle every Q1) d'egrrf:.

Dividing a Circle into Five Equal Parts

1. Draw a vertical line.

2. Place your compass at point 1 and draw a circle (See Figure 10-3.).

3. To find points A and B, open the compass wider than the original
radius (vou do not need 1o increase it o any particular size, just make
it wider). Place the compass at points 2 and 3 and make small arcs
Dutﬁidf t]'lf Cir‘dc a5 El'lﬂwn.

4, Align your ruler berween points A and B and mark point C.

5. Return the compass to the original radius and place it at poine 2.
Then, mark points D and E.

6. Align vour ruler berween points D and E and mark point F,

7. Reset the compass radius so thar it marches the disrance berween poinc

F and point C. Then, make an arc to form point G.

=| ROSETTES
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Figure 10-1.
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Figure 10-2,

A X

Figure 10-3.
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8. Reset the compass once again to match the distance from poine C 1o
point G. The final radius vou just established will give you hive equal

parts as shown in Figure 10-4.

O, wsing a protractor, mark the circle every 72 degrees.

*-“dF-'—-h-'ﬂ

Figure 10-4,

Dividing a Circle into Six Equal Parts

1. Draw a vertucal line.

2. Place your compass at point 1 and draw a circle (See Figure 10-5.).

T

. Do not change the compass radius; simply place it at point 2 and mark
points 3 and 7, or even draw an arc from 3 1o 7.

4. Place your compass at point 3 and mark poinrt 4, or draw an arc from

4 10 2.

5. Continue placing the compass at each new point you create unuil vou

s "

"y

have cnmpir:r:d the six-pninr roserre.

Or, using a protractor, mark the circle every 60 degrees.

Figure 10-5.
Dividing a Circle into Seven Equal Parts

1. Draw a vertical line,

2. Place your compass at point 1 and draw a circle (See Figure 10-6.).

3. Do not change the compass radius; simply place it ar point 2 and make
small arcs at points A and B.

4. Align vour ruler between points A and B and make a mark at point C.

5. Place your compass atr point C and reset the opening to the distance
between points C and B. This new opening will divide the circle intwo
seven equal parts. We will make a seven-point rosette on the Letter

A 0 Holder on page 90,

Or, using a protractor, mark the circle every 51.5 degrees.

Figure 10-6.
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Dividing a Circle into Eight Equal Parts

.
. Place your compass at point 1 and draw a circle (See Figure 10-7.).

W

6.

Draw a verncal line.

. Establish points A and B by opening the compass wider than the

original radius and placing it at points 2 and 3. Make small arcs (X)

ourside the circle—just like the four-part circle.

. Align your ruler berween A and B and mark points 4 and 5 on the

r:dgc of the circle.

. Establish points C, D, E, and F by reducing the compass opening

arbitrarilv and placing it at points 2, 3, 4, and 5, making small arcs
outside the circle.

Draw lines from C o F, D 10 E, and A to B 1o divide the circle inro
eight parts.

Or, using protractor, mark the circle every 45 d':!mr:r.

Dividing a Circle into 12 Equal Parts

1.

bl

Begin by drawing a six-point circle using a horizontal line from point 2

w point 5 (Sec Figure 10-8.).

. Establish points A and B by opening the compass wider than the

urigi:r'ta] radius. Place the compass at poines 2 and 5 and make small

arcs (X) outside the circle as shown.

. Return your compass to the original radius and begin o draw in the

next six parts, starting at point A,

Or, miug a pratractor, mark the circle every 45 Jfr'grrﬁ.

=| ROSETTES

Ll
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Figure 10-12.

approximately 74",

DRAW A 12-POINT ROSETTE

Now that you have the know-how 1o divide a circle into
various numbers of equal parts, let’s draw an actual 12-point
rosette. | have an urig;'lnn] rosette pictun:-:l in Figure 10-13
above. (At least 1 believe it is an original. Because rosertes have
been around for centuries, it is sometimes impuossible to
determine if a pattern is original or not.) This particular
pattern looks great either stained or left clear. In face, | have
carved it using a "reverse hinishing” style, which is pictured in
Figure 10-14.

Frﬂ.cticﬂ drﬂ.“'ing {]'llls roseiic on Pﬂ.F‘Er bfrﬂm Fﬂu I.'r:l" it an
wood. You will need a good quality 6" bow compass with B
or B2 lead, a circle template with various sizes, and a large
circle template.

As you look at the steps and see all of the colered arrows
and lines, don't get excited. Go through the steps one at a
time—it isn't nearly as difficult as it first appears.

First, establish a cenrer poine by drawing a horizontal line,
and then draw a veruical line ar exactly 90 degrees 1o the
horizontal line using the arc method described in "Dividing a
Circle into Four Equal Parts” (See page 57). | have indicated
these with red lines (See Figure 10-9.).

Figure 10-13. The final illustration. The
full-size diameter of this rosette is

Figure 10-14. Here is the rosette carved on
a surface that had been painted first. We
call this technique "reverse finishing,”

and we'll discuss it in Chapter Fourteen:
Finishing.

Next, place your compass point at the center and draw four
circles using the following approximate measurements: the
first circle has a radius of 7mm; the next, 22mm; the third,
43mm: and the fourth, 80mm.

Divide the outer (fourth) circle into 12 equal parts using the
instructions on page 39. Simply make 12 small arcs as
indicated in blue.

Using vour ruler, align the center point with the 12 ares just
drawn and mark the 12 divisions on both the third and
m-ﬂnd Ei":tfs A5 i.".‘difﬂ[fd b}r '|.Ll'|.ﬂ:I EEE“ dﬂ[tcd Iuinl:i.

Draw in the petals berween the fourth and third circles as
indicated by the yellow arrow (See Figure 10-10.). To draw
these petals, | used a 24" circle template aligned with the 12
arcs created in Figure 10-9,

Draw the perals berween the third and second circles as
indicated l‘b}' the red arrow. To draw these p:tals. [ used a 147
circle remplace.

Your first, or smallese, circle should not have any of the arcs
dividing it into 12 segments just vet. Remember in Figure 10-
9 that we anly established the arcs in the second, third, and

fourth circles. Now, you can determine and draw them in the
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first circle. Notice, however, that they do not line  32mm (giving a

up with the others; instead they are centered in 2mm-wide chip).
berween the other marks. You may either You are almost
determine their location mathematically, as in the  finished. Draw in the
first group, or, like me, vou can take an educated  petals indicated by the
guess where the centers would be. Draw them by red arrows (See Figure

using your trusty washer/template. The light 10-12.). Use a circle
brown dotted line indicates one of those 12 template and choose the
divisions. Continue to draw in all 36 of the petals.  most appropriate size for
Now, establish the center of one peral in the your personal rosetre.
second row by measuring with your ruler (See Finally, draw the

Figure 10-11.). Place vour compass in the center  petals indicated by the
point and draw a very faint circle as indicated by  blue arrows. You should

the blue dotred line. Do the same with the first be able 1o use your

row of petals. washer/template for these.
Draw the diamond s!up:s in the center of cach These last pﬂn's will be

petal. To make sure that they are consistent in slightly smaller than the ones

size, | would measure one and then use the just drawn, indicated by the red

compass to make small arcs (dots, actually) in the  arrows. When vou are finished,

center of each peral. your rosette should look like the
Establish the marks indicated by the green one in Figure 10-13,

circles by aligning vour ruler through the center Now that you have drawn your rosette,

of the innermost petals as indicated by the dotted  remember that interlocking circle rosertes can
red lines. Next, draw the ourter arcs indicared in provide different carving options. Often, they can

vellow by placing the compass point in the center  be easily carved in the positive or the negative
of the green circle. Notice that there are two arcs.  (See Figure 10-15 and Figure 10-16.).
The ones | have drawn have radii of 30mm and

Figure 10-15 and Figure 10-16. A rosette of interlocking circles can be found in art forms and architecture
throughout the world for hundreds of years. It is easy to draw and carve in either the positive or negative
and adapts itself to many projects. For instructions on how to draw and carve this popular rosette, see the
Plant Box project on page 86,
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2mm S

| enjoy layving out my pattern and getting ready
to carve. Many chip carvers do not. | have wo
wonder if their dislike of the rask has o do with

ﬁl:'["-'.“l'lg S5Ome E[HH] iEI.'E.]"."u A5 Lo I'!.I-.'.I“' Lo E{} ﬂbl.'ll]t

it. | here has not been an}'thing on the market, to

my kﬂﬂWifL‘lEﬂ, t}lu.'l.f I"II:.']I‘E tl‘!'ﬂlﬁ-ﬂ' CArvers \‘-‘hﬂ'
could use some guidance with regard to the
layout process. | hope the information in this
chapter can help, but keep in mind thar the
process is rather subjective. | am happy o share
my approach, but you should certainly consider
any il:lf.'ﬂ:ﬁ Thﬂt mﬂ.}' i’hl:' ﬂ\'-.lil-ﬂ.l_]lf. N'ﬂ anec |'1;.I!'i d

monopoly on knowledge.

Distance from outside edge to first border line is Tom.

-

4amm ==

dmm —=

-

2mm
2mm -‘?-

Aemember to allow the same 2mm space before
drawing in any upright columns for the border

Figure 11-1. The placement of horizontal lines for
laying out a border.

11

LAYOUT AND DESIGN

LAYING OUT BORDERS

Let’s first consider how to go about laving out a
border on a square or rectangular project. One
method is to draw the center lines both horizon-
tally and vertically; then, beginning at the center,
drﬂ.w 4“'“'“ squ:lrcs l:lll.m_.]rd until :lurDLI- H:"ﬂ':h th'ﬂ‘:
desired ]cngth. The pmh]cm with this method is
that the borders on the sides mav not be exactly
the same distance from the edge of the project as
the borders across the top and bottom.

| prefer o draw the outside border line all the
way around the project using the same measure-
ment from the edge of the project. In projects that
are abourt the size of a normal jewelry box, | would
suggest a distance of lem from the outside edges.

From this outside border, vou can then draw
Thf rv."m;liniﬂg I"fft'ffﬂl:f.' “Hﬁ Flfll' }'I!IH L:ll'll'l.‘l-fn
border, Remember 10 allow tor the 2mm-wide
!i-lr;l.ight-lint' l.'..'h.lll."'-."'i ?I'l".‘llll.l !r""ll'l' F'-il.l[l;'Tn i“fll.ldl:
this type of chip. Take a look at Figure 11-1 and
Figure 11-2, which illustrare this method.
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Same measurements and distances from the ends.

=

Figure 11-2. The placement of vertical lines for
laying out a border.

Remember to allow the same 2mm space before
drawing in any upright columns for the border.

imuiiin

measure this distance >

T —

64

Figure 11-3. Measuring for pattern placement

Once you have drawn in these lines, you can
then fill in the pattern reference lines. Let’s decide
that we are going to carve the standard-sized
positive diamond border as described in Chaprer
Six: Standard-Sized Borders. This will require

4['“[“ 5{:|'I.|:1r'f:'5 nlﬂniﬂg Ih'l'." l{'ngrh ﬂF thE‘ hﬂ“:lﬂl’.
Each diamond requires four 4mm squares,
thereby making the dimensions 8mm x 8mm.
We want all of the diamonds to be same size, and
we want complete diamonds across the entire
length. We do not want to end up with only a
Pﬂrtiﬂn GFH diamﬂﬂd

The next srep would then be o measure the
distance we have 1o work with (See Figure

11-3.}. It would be so easy if every project that

you did had a measurement rthar was exactly
divisible by eight. We should be so lucky.
However, figuring our the exact measurements we
will use isn’t oo difficult because we will do ie all
in metric. Metric measurements are based on
tenchs, making division and mu]ﬁp]ic.ﬂinn

quite simple.

Let'’s say hypothetically that the measurement
in Figure 11-3 is 202mm (which is the same as
20.2¢m because there are 10mm in each cm).
Our diamond border needs 8mm for each
cump|ﬂc diamond. Divide 202mm b}' Smm, and
we ger 25.25 diamonds, So, if we were ro carve
25 diamonds, each measuring 8mm, we would

need 25 x 8 = 200mm.
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Figure 11-4. The Ing border motif,

Because our measurement was 202mm, and we
need only 200mm, we have 2mm left over. The
easy solution is 1o leave an additional 1mm of
space at each end. Imm is next to nothing and
would not be noticeable whatsoever.

Burt it won't always be thar easy. Whar would
we do if the measurement were not so close?
Suppose it was 206mm. That means we would
have 25 x 8 = 200mm with 6mm left over. While
we could leave an addinonal space of 3mm (6mm
divided in half) at each end, that amount of space
is too much. The original space of 2mm plus
another 3mm equals a Smm space at each end.

If this happened 1o me, [ would add another
diamond for a total of 26 diamonds. Then, |
would need a distance of 26 x 8 = 208mm. There
are three ways we could handle this sicuation:

1. We could decrease the space left at each end
from 2mm to lmm, which would give us
the 208mm needed for 26 full diamonds.

2. We could carve 25 diamonds, each Smm
wide, and one diamond that's 6mm wide. {I
don't care for this solution because the
narrow diamond would stick out too much.)

3. We could carve 24 diamonds, each 8mm
wide (24 x 8 = 192mm), and carve two
diamonds, each 7mm wide (2 x 7 = 14mm),
for a total of 192 + 14 = 206mm.

The third option would be my choice. If you
choose this option, it's a good idea to separate the
two 7mm diamonds by carving a few 8mm
diamonds between them. [ guarantee they will
never be noticed.

Solving that problem was reasonably easy, but
what if we had wanted to use the Ing design? To
refresh your memory, | am showing you the Ing
again (See Figure 11-4.). Each individual design
is 8mm high and 3cm long. Therefore, the

measurements (2mm, 2mm, 4mm, 4mm, 2mm,

2mm) we did in the border lavour in Figure 11-1
will work just fine for the height. What about
those two h}'pﬂt]'t:tical ll:ngtll measurcments of
202mm and 206mm?

This problem isn't too difficult with a basic

knowledge of arithmetic. Each individual Ing is

3em, or 30mm, meaning that seven of them

would require 7 x 30 «

210mm. We have only

202mm. Divide 202 by 210, and we find thar
202 represents 96.2%. If we took the standard
30mm required for each Ing and reduced it to
96.2% (30 x 96.2% = 2.89mm), we would need

seven Ing designs measuring 2.89mm to fir in

thar 202mm space nicely.

Now, I don't know how good your eyesight
and hand stcaclinm are, but there's no way I:]lat |

could measure 2.89mm. | can, however, measure

2.9mm. If | made seven Ings at 2.9mm chat

would equal 7 x 2

2.9 = 203mm. All | would have

to do is make a lmm adjustment somewhere

along the row of them or make two adjustments

of 0.5mm each.

As you can sex, it ri:a]l:r 1s not that difficule o
figure our exactly how o fit a border within a
specified space. As long as you keep each segment
of the border close in size and do not make one

segment significantly different, viewers will never

norice the ditference in sizes.

~0pyrighted | e
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Figure 11-5. This Ing border has a positive

diamond in the corner.

Figure 11-8. The lace border simply
continues to the very end, across the
length of the top. The side borders start
and end in a similar manner.

Chip Tip

Don't forget to
carve the back.
Many dressers or
cabinets have
mirrors that will
reflect the back
side. Take the =
extra timefu
complete your '
piece. T —

few bends to make it interesting.

HOw TO HANDLE THE
BORDER CORNERS

There are many different ways to carve the
corners of borders. Take a look at Figure 11-5 to
Figure 11-10 for some L‘IEII’H[I]EE. As you can sec,
there are many alternatives for designing the
corners of your borders. The only thing | would
caution you about is combining too many
borders and/or corners on one project (See
Figure 11-11.).

Another point certainly worth mentioning in
regards 1o border layour and design is the
necessity to run the borders down the back,
front, and sides of your project if those areas are
being carved. Furthermore, all of the borders
should align with each other as illustrated in
Figure 11-12.

In preparing the pattern or design for your

project, you will, of course, have considered the

Figure 11-6. This negative diamond border
has a positive diamond in the corner,

Figure 11-9. This straight-line border has a

Figure 11-7. On this rope border, the rope

just continues on, Note the stab mark for
added interest.

Figure 11-10. This wider-than-average
border that was carved in Chapter Seven:
Large-Width Borders continues right

around the corner.

main theme as one of the first steps. The first
step, thar is, afrer you have gone through the
mitial process below, which [ also discuss in
CI’IEFI’E[’ Fﬂu recen: F‘Iniﬁhi‘nﬁ.

1. You have the actual project and recipient.

2. You know how the project will be finished.

3. Now we can think about and design the

pateern,

Let's assume vou have established the main
theme, deciding upon a rosetee in the center of
thf ijﬁt E“d | hﬂnﬂfr ﬂ.mund thf ﬂutﬁi}df. 1lf"l:‘.'ul'
patrern would look somerhing like Figure 11-13.

So far, so good, burt take a good look and see if
vou agree that something is needed in the four
corners. | am sure vou will agree that mmﬂhing
is needed. Why? To fill in the space? Nope, not
completely, even though the area is begging for
something. The reason is to “please our eyes.” We

have a project with square corners and a border
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Figure 11-11. Too many borders or corners  Figure 11-12. Don’t forget to carve the Figure 11-15. The center ridge is added to
can severely detract from your carving. borders on the back, front, and sides of reduce the size of the main chip as well
This project has a chevron border (outer your project and to make sure that they as create an additional Shﬂﬁiﬂw- The

top), an egg-and-dart border (outer are in the proper alignment. Attention if}arE ridge along the outside makes a
side), a positive diamond border (inner to these details will add polish to your big difference.

side and top), and a negative cross and St finished work.
Andrew's cross (corner). A combination of

any two would have been a better choice,

it's unfartunate because the carving itself

I$ quite good.

Figure 11-16. This design uses the same Figure 11-17. The corner on this box was  Figure 11-1B. This corner pattern is
concept as Figure 11-15, but it has a carved using a foliage design made another variation of the corners in
different configuration. Check out the popular by Wayne Barton. Figure 11-15 and Figure 11-16,

double straight-line border—it's a good
way to reduce the size of the area as well
as frame the worl, ' -

with square Corners, When we add a round y N
rosette to the center, we need some sort of |
transition to “soften the blow” between the round
and square design elements.

The four corners in Figure 11-14 turn the
outside right angles into a cove shape. The

combination of all four coves takes our eves from | y i . S
a square to an ellipse, or oval, 1 the rosette. This ~ Figure 11-13. The layout of / ' N

ol b 1 the main rosette and the z
addition makes the piece much more pleasant o yorder f { |

look at, while filling in those spaces at the same

time. There are several ways that we can design |

and carve these transitional comers. Figure 11-15 ) / i
to Figure 11-18 show just a few examples. | - >

|
Figure 11-14. Transitional coves are added to

soften the difference in shape between the square
border and the round rosette,

pyrighte :E?
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Figure 11-21. To make the chest appear a little less heavy, | added brass feet
in the corners. Raising a large piece, like this one, off of the surface makes it

look lighter and easier to handle.

Figure 11-20. Here is the bottom portion of the front of the silverware chest,
Notice how the many sharp ridges are broken up with ribbing. Ribbing adds
interest and keeps the viewer from going cross-eyed.

|
g |
|
H
L]
o |
]
|

Figure 11-19. The top of a silverware chest carved in basswood with a satin
urethane finish,

. i -\ - Y

CARVING LARGE AREAS

Designing a pattern for a large area can cerminly
be a challenge. The type of wood vou are using
will make a big difference. You may recall that |
talked abourt the virues of basswood and
burternur in Chaprer One: Choosing the Wood.
Basswood, with its nondescript grain, is perfect
for intricate designs and will show your carving
well. Butternut, with its beautiful grain configu-
ration, carves nicely bur needs a pattern thar will
not fight with the grain for attention. Keep it
plain and simple by avoiding sharp ridges.

Figures 11-19, 11-20, and 11-21 show a
silverware chest measuring 144" wide x 22" long
x 74" high. When my wife first saw the chest, she
thought she was getnng a huge jewelry box. Can
vou imagine how much jewelry it would take 1o
fill a box this size, not to mention how much it
would cost?

Geming back 1o the chest—as vou can see, the
top area was so large that [ decided to break it up
into five segments, each within its own frame. |
wanted the challenge of lots of sharp ridges, bur it
had ro have some ribbing, or wider ridges, ro make
i[ Eﬂ.’iifr o ]Uﬂk at; oo, It ﬂ]ﬁﬂ nﬂdl:'l:l b | \“-'lriﬂ'r_'n' DF
shapes as well as sizes. Too many chips of the same
shape and size carved over and over can make you
dizzy while looking at it. At the same time, it is
important to keep a constant theme. To accom-
plish all of these guidelines, 1 have only three
scparate patterns, even though there are five
St'gm:n [%. TI]E WO nut!il:].f EESITI ENts arc pﬂ[‘[iﬂni
ﬂf thl‘: ]:Irgc ceneer P-]"Erﬂ. I[‘!'IL' DAs EEETHI:"“.‘EE o
cither side of the center are also the same.

To frame-in the entire box and bring the
pattern together, | chose a banding often found
in musical instruments. The banding comes in
three-foot strips and is laminated ebonized maple,
tlllip“'ﬂﬂd. ﬂ.“d mHPEE. E'Ilﬂ::lLlﬂ:' Ehiﬁ PiCl:f.' IIE OIne-
of-a-kind, I unfortunately do not have a pactern
for it. However, please feel free to duplicate it or

any part of it that you wish.
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THE PATTERN
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ONTO THE WoobD

DRAWING DIRECTLY ON WOOD

[ highly recommend this method for geometric
patterns. Draw the pattern directly on the wood
with good quality tools including a 0.5mm
mechanical pencil with B lead refills, a 6" bow
compass, a T-square with both metric and
English or Imperial measurements, and a 6" ruler.
You cannot trace geometric shapes or straight
lines with precision, and, because your carving of
rosclics Hnd gﬂu‘nclt‘it !'i]'lill."‘f'ﬁ Ehflull.l ].11: as [."‘W'EI!I‘{
A% Pf].‘isihif1 tﬂ]‘[f }rﬂllf timf £ drﬂ‘l\' [h{' p:lrh:rns
accurartely, Free-form or free-style patrerns are a
difterent martrer. Because there is generally some
leeway with these, tracing the pattern onto yvour

wood Is quitr: ;lccr:pmhla:.

TRACING THE PATTERN

Tracing free-form patterns should be done using

graphite paper and not carbon paper. Carbon

paper is messy and smudges terribly, so avoid it
completely. Graphire paper is available ar all arc
supply stores as well as most craft stores.

| find it 1s a good idea to first trace the pattern
onto parchment paper, also called tracing paper
or ontonskin paper. Having yvour pattern on
transparent tracing paper allows you to view the
exact plaicement on yvour wood and therefore line
up the pattern with the borders and other design
elements, When you have the exact phc-:'mv:n[.
use a few strips of masking tape to hold the
tracing paper in place. Then, insert the graphite
paper berween the tracing paper and the wood
and proceed to trace the pattern. It is also a good
idea 1o check o make sure you have the graphite
paper with the right side up, Trust me on this.

If the wood is dark in color or if you are

transferring the pattern onto a painted surface,

then pcrhnpﬁ Saral 1s a berrer choice than gmphitc
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paper. Saral, which is a brand name, is a transfer
paper often used on fabric. It comes in white,
red, and blue and can be found ar fabric and

sewing centers as well as some craft stores,

HEAT TRANSFER KIT

In the year 2000, an inventor in the U.S.
developed a heat transfer method for transterring
patterns. The method uses a hear transfer ool

similar o a woodburning pen, excepr thar it

has a large circular burning surface, and a
transfer paper that was developed specifically for
this purpose.

The method is simple: print the pattern onto a
sheet of this special transfer paper and use the
heat ool to transfer the pattern onto your wood.
There is some wood preparation necessary first,
burt it isn't rocket science and can be done by
anvone. [he instructions are included with the
transfer kit. While the system is easy to use, it
only makes sense for the carver who will use ir
regularly. If you plan to transfer only a small
number of patterns, it probably makes more
sense to use the tracing method described earlier.
If you have a number of patterns to do, or
absolutely despise the drawing part of the process,
then the system is worth the investment. | use

this system.

For the ideal seup vou should have the
following: a computer; a scanner; basic knowl-
edge of a graphics program, such as Corel Draw
or Photoshop {vou do not have o be a compurer
guru, but you should have basic knowledge); and
a laser printer (ink jet printers will not work).

The first task is to select your partern and scan
it into your computer. Use a graphics program to
enlarge, reduce, stretch, or alter the pattern in
any way you wish. Also use the graphics program
to remove any pattern lines that will not be
carved off. Once the pattern has been transferred
onto your wood, the only way to remove lines
thar are nort carved off is ro sand them off, and
even that method is tough. So, make sure 1o
remove the lines you won't carve and to carve off
the lines in the pawern,

Once you have adjusted the pattern 1o the final
version, print it out on your laser printer using
the special paper thar comes with the kit. Again,
ink jer printers will not work. Then, position the
pattern onto your wood and use the heat wol w
do the transfer. The transfer will be an exact copy
of the pattern, and you will be surprised how
clear and crisp the lines are. You can see this heat
transter system on the Chipping Away website
(See the Sources of Supply section on page 106.).
Figure 12-1 shows how clear the pattern wransfer
will be u:in; the heat transfer lat.

Figure 12-1. Three patterns transferred using the heat transfer kit.

Copyrighted material



OTHER METHODS FOR
TRANSFERRING THE PATTERN

Most chip carvers will tell you thar it often rakes
longer to put the pattern on the wood than it
does to do the carving. There are several methods
for transferring the pattern quicker than tracing
bv hand. Try them yoursell 10 see if you have a

preference, but here is my view on them:

Gluing the Pattern On

Bad idea. This method is fine for scroll saw work,
but it isn't verv good for chip carving, With the
paper glued onto the wood, you cannor see the
grain, nor can you see how precise vour chips are,
I suppose that it may be more acceprable with
fl"ﬁ'ﬂ"‘fﬂrm mﬂti-& t]'l 4 Ec'{:-mctric P‘.:I[tﬂl'ﬂﬁ.. bul: I

personally do nor care for it in either case.,

Ironing the Pattern On
Nort reliable. This procedure requires first
photocopying the pattern, which must be done
on a I':ﬂpll.fr l]iing 4 oner .’l.l'I{] not Eﬂrhﬂn FHI-P'ET
Many fax machines have the ability to make
copies an plain paper and do so using a carbon
paper refill. These photocopies will not work
with an iron. The photocopier must use a
powdered toner, and the copy must be fairly
recent so that the toner will transter to the wood.
A copy that was made some time ago will not
w!ﬂ'fk ‘i.":'r}l’ “'L"]l 14 I]IL

Hear a standard iron 1o the cotton level and,
with the photocopy facedown, iron the paper to
transfer the toner to the wood. Because the heat
is generally uneven over the iron's surface, many
times parts of the pattern will transter while other
Fﬂm WII.H not. Thf"u I|:I:' }'Du ﬂ‘l‘tl:m]::-l: o Eﬂ bﬂ.l._k
over [h: 4aTed [0 COTIrect, thl: toner Ih-l: WS

cransberred lifes off,

Using Lacquer Thinner
Not the greatest. The procedure here is to lay the
photocopied pattern facedown on the wood and

then rub a rag thar has been dampened witch

]Gsnmcs THE PATTERN ONTO WDmm

lacquer thinner over the paper. The lacquer
thinner soaks down through the paper and
I'EIEH.TEE t‘|"|r.' oner onoo th'ﬂ Wﬂﬂ'd.

An alternative is to dampen the wood first, lay
the photocopied pattern facedown, and then rub
the paper with a dry cloth. It must be lacquer
thinner and not mineral SPIFIts, turpentine, or
other such products because lacquer thinner is
thE ﬁn]}r onc th'.]t WErkE.

The main prnhh:ms encountered are 1) too
much lacquer thinner results in the toner literally
melting and bleeding into the wood like paint, 2)
not enough lacquer thinner makes the toner
transter unevenly, 3) it is very messy, 4) it is very
toxic and must be done in a well-venulated area
or outdoors, and 3) it’s extremely difficult to

clean up, even with sanding.

Self-Adhesive Transparencies

This method works well for patrerns thar do not
have a lot of sharp ridges. Your local drafting or
architect supply outlet will have these self-
adhesive ransparencies. They come under brand
names, such as Chartpak and Repro Film. The
transparency is a Mylar blm, similar to those
used for overhead projectors.

Simply make a phowcopy of the pattern you
have chosen onto the blank self-adhesive trans-
Fﬁmﬂ[}r you Pur[hﬂﬁﬂl:]. h‘iﬂ.l‘ﬁﬂ Sunc, DFC-D“EE; thﬂ[
the partern is of the correct size and is copied 1o
the correct side, Peel the backing off the transpar-
ent film and stick the pattern w the wood.
Because it is transparent, you will be able to see
the wood, its grain, and any blemishes you may
have to use caution around. Now you are rrad}' to
carve right through this transparency. A nice side
benefir is that is no cleanup is required after vour
carving is finished—simply peel off the rans-
parency. You may experience some of the adhesive
gumming up vour knife, so be sure to wipe your
blade periodically. Getring adhesive on the blade,

however, is not a serious problem ac all.

Chip Tip

Preparing the
wood properly
before drawing

the pattern on is
very important,
too. Please read
the section on
“Cleaning Up Your
Work" in Chapter
Fourteen:

Finishing for sug- |
gestions about’
lead selection, . ' |
proper mdmg.'

etc. T— =

Chip Tip

Your carving can-
not be better than
your drawing, in
most cases, s0 . -
take the tife to, |
draw accurate. |

L]

‘*
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LETTERING

Carving a name on a project takes it to the next
level. Now Mary or Johnnv or Susan has a prized
possession that he or she will cherish forever.
Whether it 1s a simph: coaster or a t".md::r ifwr.'hj.'
box, its theis—and it says sol

[f vou have begun at the beginning of this
workbook, there isn't too much to tell you about
how to carve lettering. Notice the words “too
much.” There are a couple of things 1 will point
out that mav h-r:lp. For now, let’s talk about
El}nnﬁing IE'II: i:‘ttl:'ring 51’}.‘]:‘ ﬂ]'l.fl Ei.IE. accur;ltl:l}'
spacing the letrers and words, and laying the

NEAIME OT “’{}TLI oul on your PI[IiL‘E. L.

CHOOSING THE STYLE

Choose a style thar hits the pattern you are carving
il “E’H iy '.'I'“;' Ft'l"."lﬂn You arc L':IT'I'IIHE h. [L]r. R'-"mﬂﬂ

|r:|:tc:ring is ancient and was d-:.-iignm:l and used for

formal documents and announcements. T he
original style was made up enrtirely of what we
now call uppercase, or capital, letters. There wasnt
F | ]ﬂ“’fﬂ:ﬂﬂ:. Tﬂfl:l:}'. GF COLLSC,; II'IETE iﬁ # | Iﬂ\\'l:'l'cm
for every font s'r}'h:. Roman Ir:rt:ring is formal in
appearance, and, while it is suitable for many
situations, it does not portray what | would term
a “friendly,” or “warm,” fecling.

For example, if | were carving a company’s name
on a project, Roman lettering would be quite
suitable. [t would also be very appropriate for a
family name on a chest. If, however, I were making
a project tor a small child and carving his or her
first name on it, | would choose a style that's much
less formal. Take a look at Figure 13-1 1o Figure

13-4 for some ex amples of lettering stvles.



PROPER CHOICE OF
UPPER- AND LOWERCASE

The improper use of upper- and lowercase letters
can be disastrous. In Roman style, using all
uppercase is quite suitable, but is absolutely not
suitable with the script in Figure 13-4, Old
English lettering is another example where using
all uppercase 1s not sumable. Both styles are
acrually difficult o read when only uppercase is
used. The general rule is that if both upper- and
lowercase are available in the chosen font, you

should make use of them.

PROPER SPACING
OF THE LETTERS

Proper spacing of letters makes a huge difference.
A few years ago, when | was judging a carving
competition, there was a beautiful jewelry box
entered thar won a third-place ribbon. The
initials in Figure 13-5 were carved across the
front of the box.

After the jm‘lging was over, the carver asked me
to eritique his work and suggest how he could
improve. | pointed out a couple of items and
made a few suggestions, which he was thankful
for. | also complimented him on some areas where

h[’ Li]d 'L'El':'-' "-'-{'H I'I.THJ ﬁl’li'ﬁllt‘d l"'} 541}']:”5 T.hJH

Figure 13-5. Here, "K | M" looks like a set of
initials rather than a name

This spacing is normal.
Ths spacng s oo dose.

This spacing is too far.

Figure 13-6.

LETTERING m

CHIPPING AWAY
(hipping Away

Figure 13-1. | suppose if Chipping Away were the name of a law firm, the top
style (Roman) would be suitable. For a friendly carving retailer, | believe the
second choice would be my favorite.

EMILEE
Emilee

Figure 13.2. For a young girl by the name of Emilee, | would choose the
second style for its feminine look. Yet, if Emilee were older and the project
were to have her last, or family, name carved on it, then the tirst style would
be quite appropriate as well

ZANE

Figure 13.3. For a young boy by the name of Zane, | would choose the second
style. In my eyes, this style is quite boyish, and it isn’t one that | would choose
for young Emilee

Cindy
(/’

Figure 13-4, The first style is fine for a young female, but it is too
feminine for a male,
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Serif

Figure 13-8. The letter F
in Roman lettering.

whoever was going to receive the jewelry box was
very lucky and would cherish it. He said thae it
was for his daughrer “Kim." Whoops! I thoughr it
was for someone with the initials “K. . M."

As you can see from the story, spacing is
critical. When we read, we read words, not
letters. In fact, we often recognize and read
phrases rather than the individual words within
the phrases—for example, “for example” and
“marter of fact.” The same conceprt applies to
words. You are reading words right now, not the
]L'I:tcl‘s I:h:ll: m-"l.kc thfm UP Nﬂli-':c 115[‘ hﬂw C]ﬂﬁ:
the letters are in this text. The general rule is thar
letters should be carved as close together as
possible, but be sure w carve comfortably (See
Figure 13-6.}.

PROPER SPACING OF WORDS
Th: El:nl:r'.l] IUI: Eﬂr iPﬂ.‘EiﬂE b:t"ﬁ'l::n “'ﬂrds iﬁ
that the space should be halt the height of the
capital letter. For example, if vou are carving
words or names with capital lecters that are 27 in
heighe, the space berween the two words should
be 1",

If you are carving initials, they are considered
as words. While we are m]king about minals,
remember to carve the period o show that chey
are initials. Chip carvers like periods that are
triangular rather than round, and, while we are
m]king abour thar, chip carvers are also allowed
great design freedom when carving tight, round,
E.:lrl:ul.:lr tl‘li]‘lgs. Fﬂr insl‘.‘-ll'lcr.. }'ﬂu WEI] not sce me
carve a flower with round pr:mls; they will always
be pointed. The same with feathers and eyes.
Chip carvers have been given the right to change
tight, round, circular objects into pointed things.

Lowercase letters often present small, round
challenges. For instance, look at the a, f, and | in
Figure 13-7. Notice that thqr have hictle round
balls on them. You will also find them on other
letters. You have permission to change these
challenges into points—no problem. Dot the

and the j with a triangle, not a circle.

a t j

Figure 13-7.

Just in case vou run into the situation, the
space berween sentences should be the full height
of the capital letter, as should be the distance
berween lines of carved texr.

Your computer is a fantastic source of fons. It
is also an excellent means to enlarge the fone o
the size you want, and it gives vou the spacing
automatically. | would be lost without mine,
Onece you have the font and the size, print it out
on paper. | prefer to put the name or word on
parchment paper, or tracing paper, in the actual
manner that it will be transferred onto my
project. Then, | draw center lines both horizon-
tally and vertcally on both the text and the
project. Line up the reference lines with each
other, use masking tape to hold the tracing paper
on the project, and use graphire paper to make
the transfer. See Chapter Twelve: Getting the

Pal:l:cm onto TI'IE thd FEI'I' mone il."l["ﬂl'mﬂl'iﬂﬂ.

CARVING THE LETTERS

By now you should have a pretty good under-
standing of how to approach the actual carving.
All of it is done while holding your knife in
PDSiri.ﬂ“ anece, LI:I'I]E.ES. D:F COLUTSRE, it EE Eﬂn?ﬂnif“t o
use position two duc o grain consideration. |
would suggest thar you look ar each chip to be
removed and break it down to its simplest form.,
Let's work through the carving of a letter.

This letrer F (Sec Figure 13-8.) is in a Roman-
style font. (I have included the layour for the
entire :llph:ll}ct in this sqr]:.' within this c]up ter,
sce pages 76 o 77). If vou do not have a
computer, you may trace the letters on parch-
ment paper, and then transfer them 1o vour
project. Or, if you wish, you can use a graph-style
lavour and draw them direcdy. Remember, your
carving will generally reflect vour drawing, so
tﬂ.k: thf Eil‘l‘l: o dl._aw }'[:Iu:l' I:I.‘I:trs I]L':lt]}". Dm“'iﬂg
each and every serif 1s up to you, but it s
probably a good idea while vou are sull learning,

MNortice that | have not drawn the serifs {(See
Figure 13-9.). Again, it’s up to you whether or
not o draw in the serifs, bur it is a good idea 1o
draw them when you are first learning to carve
this style. You will soon see, however, that we
ignore the serifs unl the encire letrer is carved

(See Figure 13-10 o Figure 13-19.),



g

LEITEHIHIIE - | .. .

Figure 13-9, Carve the stop cuts on the Figure 13-10. Ending at the extreme end  Figure 13-11. The next step is to cut the
largest chips first. On the F, that would whzra the letter will end. Notice that the  stop cut across the bottom of the £

be across the top first. Begin cutting knife blade is cutting at the standard Begin at the extreme end where the serif
at the extreme end where the serif 65-degree angle we discussed earlier. will begin. End at the extreme end

will begin, where the letter will end.

Figure 13-12. Carve out the column, Figure 13-13. End at the bottom stop cut.  Figure 13-14. Turn the board and cut out
beginning at the top stop cut. the other side.

Figure 13-15. The chip will come out. Figure 13-16. Do the same for the Figure 13-17. Always do the stop cut first.
remaining chips. First make the stop cuts,
and then the chip.

Figure 13-18. Now that the letter is
carved, it's time to go back and chip out Figure 13-19. And the final
the serifs. Use both position ane and result—not too shabby!
position two, just like the flip-flops.
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FINISHING

CLEANING UP YOUR WORK

Before you even think abour applving a finish,
F(]ll must ”rﬁl 'L'I:T.'n.'l“ UP :i-"l.:l'llr '“u'(.'ll._k -:LI'H.I PTEPJW
I.'I'lﬂ' \‘CGDd SUTE'IL_E. {._-]nf DF l.’h{' hl:'."i[ J.ild.s in
cleaning up is to have the project properly
prepared before you begin your carving, and, in
fact, even before you do the drawing.

| remember that back when | was first learning
the are of chip carving, | had a dickens of a time
even erasing the pencil lines that had not been
Eﬂ.n':‘d ':.-JI::F [Ft}lf ﬁurFﬂCf ﬂ"f your “'{H]fl hﬂ".i ]:ll:r.'l'l
sanded with anything less than 220-grit sandpa-
per, you will find that vour pencil lines are
actually drawn within the scratches left by the
sandpaper. The result is that, when using an
eraser, you're reallv not even reaching the lines.
Y‘“l Wi]l I'”l"i'f | Silﬂiiﬂ.r E‘:‘:F‘frifﬂi'f “l }‘["al s
anything harder than HB lead in your pencil,

and HB 1sn't the greatest,

For those who may not be familiar with pencil
lead, HB is the most common lead found in
standard pencils. Draltsmen use harder leads o
get finer lines that do not wear as rapidly. H 1s
rthe first level harder than the standard HB. Afrer
H comes H2 and H4, indicating harder and sull
harder levels. On the other end of the spectrum,
B is the next softest lead in the range from the
HB standard. Following B is B2 and B4, indicar-
ing even softer levels.

| recommend a 0.5mm lead mechanical pencil
because it will give you thin lines with B-level
lead. B2 is even better than B, but it breaks wo
easily for me. For my compass, | use a B2 lead
because the lead is much thicker than pencil lead.
When sharpening your compass lead, don't bring
It 1o a puint like a pt'nr.;il !p'h;lrpc:m'r, Sh;irp-:n it to
an angle, with the highest point being the closest

ro the compass poinr (See Figure 14-1.). You will



Figure 14-1. Natice that the lead in a compass is
sharpened to one side.

get more consistently accurate lines with chis
method, Also notice the small collar on the
compass point. This collar will help prevent the
point from penetrating too far into the wood.

To prepare your wood, first of all, sand the
wood surface using ct.mﬁi.ﬁt'ntl}' finer grin until
vou reach a minimum of 320, Then, draw your
pattern on the wood, When you are carving, ir is
great if vou can cut the pencil lines off as you
follow the pattern. You will have fewer lines to
erase if you carve most of them off. There will, of
course, be some reference lines that do nor ger
carved off, and they can be removed with a white
F'ﬂ'l}'ﬂlcr Craser iF}'T]I] Pfﬂl:‘-ﬂrﬁ"d rhf “’ﬂ'ﬂ'd 51l I_E]C'E'
properly and drew light lines. Heavy lines and
those lines drawn with too much force will
present more of a challenge. Stubborn lines from
graphite paper marks may come off easier with an
ink eraser. | often use a cotton swab moistened
with isopropyl alcohol to reach into tight and
hﬁ rd‘tn‘gﬂ't F‘Iﬂ:L_'E"E.

It is best 1o avoid sanding your inished carving
if it has sharp ridges in its pattern. Sharp ridges
can quickly become flar ridges and lose their
effect if they're sanded. Once you have your piece
cleaned, use a soft brush or a tack rag w remove

an}’ EJﬂdinE II]LLE[ O dil.'t.

CLEAR FINISH OR STAIN?

This question should have been decided upon
lnng ago. Ac mally, vour choice of finish should
be one of the first questions you ask yoursell
when c:hm.:-sing the patiern. Let me :::l.plain.
Prior to 1990, you would have been hard-

pressed 1o find many chip-carved pieces that were

stained. It didnt matter if the project was a
decorative or a functional piece; it was given a
clear finish. It didn't even martrer whether the
piece originated in Eastern Europe, Scandinavia,
the UK, or North Amernica; odds were that the
piece was unstained. There were rwo main
reasons that pieces were kept clear: the chip
carving patterns of the time and the staining

characreristics of basswood.

Chip Carving Patterns in Use
TI'IC' [:Ic'rl:cpl:iﬂn l'.'lf- thﬂ' d..]}" Wik Ihﬂ[ Chlp Cﬂl’l’ing
patterns with sharp ridges, and plenty of them,
demonstrated the skill level of the carver. The more
sharp ridges there were in the pattern, the better.

Once carved, a partern with a multitude of
sharp ridges had to have a clear finish for the
piece to be appreciated. Staining such a carving
would .:H.'H.I.]"‘_'Ir' hide all of the individual shadows
created by these sharp ridges. Let me explain
further. We have all applied stin t a board, and,
when doing so, we have a fair amount of control
over how much stain we allow o be absorbed
into the surface of the wood. We could allow the
stain to soak in for a few minutes and then wipe
ﬂ'ﬂ" T!'IE CXCCES st:lil‘t: Oor Wc Enl:lld Ehmm T WIFHL'
the stain off almost immediately, thereby
applving a very light coar. When we applied stain
to the end grain of the board, however, that was a
different storv. The stain would soak in quickly,
rcﬁuiling i-ﬂ tlit’ l'.'rld!i '{Jf ll'lt'." hﬂ:l.[d !}E'i“g ITIU'I'.'I'I
dﬂl’kﬂ'r ‘[]13" thr: 51 rfac:.

When we chip carve, we arc creating end gmin

in every chip. Hence, when stain is applied, it

soaks in with very littde control from ws. | did not

FiMisHING

seems to get
dirty during the
carving process.
Perhaps the con-
stant handling of
the project is the
cause or perhaps
the lead
smudges. If you
encounter this
problem, it may
help if you use a
mixture of 50%
urethane and
50% mineral
spirits to seal the
surface after you
sand, but before
you draw. You
may need another
light, final sanding
following the
application, but
this little trick
will help in the

cleanup process.

=

Chip Tip
| often hear from
chip carvers that

their wood

culprit that was causing his problem!

Cleaning up your work also means going back
over any chips that may not have come out

. cleanly. This may prove overwhelming at times,
and it's actually best to clean up any cut that
needs it as you are carving. | recall one student
who was having a particularly tough time get-
ting his cuts perfected. He had the "loose-toothed beaver” dilem-
ma | spoke of in Chapter Five: Three Main Shapes of Chip Carving. |
This student returned a few days later and told me he found the
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Remember that
large cardboard
box | suggested
you use when
increasing the
moisture content
of wood back in
Chapter One:
Choosing the
Wood? The same
box makes an
excellent dust-
proof spray paint
booth. Simply
place your piece
inside the box,
using the same
suspending sup-
port you made,
and, after you \ T

have sprm
close thfhnf \!

flaps. xjy

Ch Ip Ti . say “without control” because we can alter this

characteristic. | will explain how in the next
section. Given these characreristics, vou can
imagine that most of the shadows on a carving
with sharp ridges would appear more like ink
blots than individual highlights when viewed
from a distance. A pinwheel, or swirl, pattern
would be a good example of a pattern with many
sharp ridges (See Figure 14-2 ).

Figu:m 14-2. It is easy to see how this pattem
would become lost if it were stained rather than
left clear.

Staining Problems

Another reason for the absence of staied
picces is the staining problems associated with
basswood. Basswood is also found throughout
t!'.lf UK ﬂ.nd Eumpf undﬂr dimmﬂt Namcs
(limewood, linden, lindenholz, to name a few),
and the staining problem is not particular to
North America. When basswood is stained, it
presents a blotch, or blotches, each about the
size of a silver dollar, in a spot, or spots, that
cannot be determined by the carver until the
blotches actually appear.

Blotches, obviously, are unartractive, The only
thing we can be reasonably sure of with these
blotches that inevitably appear is that they will
appear on the top and near the center of vour
project. This blotching is, no doubs, one of the
reasons that basswood lost 1ts value in the
wgnclmrking inclnstr}; In the 19205 and 1930s,
it was standard to use basswood in North
America for trim in homes, window and door

casings, cupboards, and even pieces of furniture,
such as dining room sers. Who wouldn't racher
use basswood with irs nice, righr, clear grain, irs
basically knot-free appearance, and its abun-
dance? When basswood is given a shellac or a
paint finish, there are no problems, but when it is
stained—rthe results are werrible. Once stains were
developed using a petroleum base and became
very popular, basswood was given the old heave-
ho in the woodworking field. However, basswood

cannot be opped for carving, so we adjust.

So Why Stain Basswood?

You may have already decided by now that there
really isn't a problem and that yvou will simply
give your projects a clear finish. Thars whac [
thought, wo. Then, back in the earlv '90s, when
| was in the process of accepting a well-paying
commission for a jewelry box, the topic of the
finish arose. The ladv asked me whar tvpe of
finish [ would suggest and, upon hearing my
clear hinish suggestion, quickly objected. “My
bedroom suite is in walnur; [ don't wane a jewelry
box that looks like pine.” Even when I explained
that basswood 1s difficult to stain and thac
staining would hide some of the carving features,
she was not o be swaved. "Perhaps I should find
someone else that could make it,” she quipped.
Hmmm...she must have forgotten just how
famous | was! Because the commission was a
good one, | didn’t want to lose it and asked

E:I‘[ I:iml: o come I.IF With a miutiﬂ'ﬂ. Thf hd]f
I}E'l:ﬂ.mﬂ thﬂ' Pmud Wner I:IF one nfm}'
creations thar was designed and stained with

a walnut finish especially for her. And | got

the large commission.

Staining can be beautiful. The darker color on
the inside of the chips, or the end grain, can
really make your work stand out. Simply avoid
too many sharp ridges. Refer back to Chaprer
Eight: Curved Borders 1o see examples of
variations of the scalloped border (See Figures
8-3, 8-4, and 8-6), The scallop with the sharp
ridge would be excellent for a clear finish, but
would end up getting lost if stained. The scallop
with the wide ridge, however, would be very

suitable for staining.



DECIDE ON THE FINISH
AT THE BEGINNING

[ mentioned earlier that the finish should be
decided upon early in the planning stage. My
pl:mning process would go something like this:

1) Either | am asked to carve or wish to carve
something for a particular person or | come
into possession of something and immedi-
ately think of someone that could make use
of it

2) 1 ask m}'sclﬂ “Where is this piccr.' going to
be placed or used by the recipient?” The
answer to this question will generally dictare
the finish. For example, the lady with the
walnut jewelry box dictated a walnur finish;
a decorative plate to be hung on a wall
would need a finish to contrast with or
ITI;EItCl‘I; t]'l.:l-t \'ﬂ’ﬂ."; ﬁﬂmtt]ling I.Iﬁfd i:l'l thc
kitchen would need a finish to keep it clean-
looking, Whar if a painted surface would be
the choice? In fact, how about painting the
piece first and then carving i “Reverse
finishing™ is what I call this type of finish.
will give examples in a minute.

3) Now | can think abourt the pattern. For
example, a stained finish means keeping
sharp ridges 0 a minimum; a clear finish
means go ahead and use the sharp ridges if it
means that the piece wont be oo delicate
tor the use it will receive; and a painred
finish means it will be a little more difficult
I Carve, .:II!'H:I t}lf Ehi.l]ﬁ IMLIST h{' ﬂ:’l:ll.tﬂ'l:l.

perfectly because mistakes will stand out.

Clear Finish

Use an aerosol spray can to apply the clear finish.
Do not use a brush. 1 realize that aerosol cans are
morec fIFE“Ei‘I'E d]ﬂn using d bru&-h; hﬂ'ﬂ':\rfrq
brush applications leave little puddles of finish in
the botrom of the chips, resulting in a less-than-
perfect appearance. When applving the spray, use
“light coats.” | define a light coat as “when you
don’t think you have applied enough.” Sure
enough, if vou give it another spray, vou will end
up with a drip, and the time it takes o correct is

just not worth the risk.

Urethane is my choice for a clear finish—
petroleum-based and not warer-based. | prefer
the petroleum-based spray because it has an
immediate yellowing effect on the basswood. |
Iik{' thl:.' }'fllﬂ“’. ﬂIdET, snﬁr:r. warmer —'JPPI:.'E'I rance.
Warer-based urethane spray does not give me this
vellowing but instead leaves the wood in its
natural color.

The number of coars you apply will depend on
the piece, its usage, and even where you live. Is it
a decorative wall hanging that will not be
handled often, or is it a jewelry box thar will be
opened several times a week? Is it a kitchen
project that will be used with food, or isita
mailbox that will be hung ocutdoors? Do you live
on the coast in a humid atmosphere or in the
plains where humidity s very low? All of these
I:-ﬂ.[t-ﬂ'rﬁ must bf Cﬂ“!idffﬂ"d i" dctrrmining [hl:'

number of coats that would be appropriate.

Stained Finish

Before you begin ro stain, it is very impormant
seal the wood, especially basswood. There are
m:In}F diﬂ"':'r:nt hmndﬁ J“d l."_l."FI:‘.E ﬂfﬁﬂ'ﬂlﬂﬁ cn thﬂ
market, and your choice will dr:pr:nd on the stain
you will be using. | prefer gel stains made by
either Bartley (available in the U.S. only) or
Minwax (available across North America).

Borh of these srains have a urethane base, and

| therefore use a couple light coats of urethane

clear finish as the sealer, followed b}r a lighl: 5.1m:!ing.

Ciel stains are not meant to be stirred or
shaken, and therefore you cannot mix rwo
different colors together without losing the
benefit of the gel. Whart you can do, however, is
start with a coat of one color and then add a coar
of the second. By experimenting on scrap pieces,
:_I-"DI.I w:II]]. hf ﬂblﬂ' o Eﬂ't EIH.EI]F tl'lf Flnij}l }'m.l
want. It's a good idea to write down the derails
on how you arrived ar that finish for future
reference because, sure as God made little green

apples, vou will forget.

FIMISHING

Chip Tip

The finish can
make a world of
difference. A per-
fectly carved
piece can appear
much less perfect
if poorly finished.
A mediocre
carved piece,
however, can
appear first-rate if
it has a perfect
finish. Take the
time to finish your

piece properly.

Do not use a clear
finish that is high
gloss—ever.
Glossy finishes

are distracting.
You will find that
viewers are more
attracted by the
shine than by your
carving. Glossy
finishes also mag-
nify errors or
blemishes. Use a
satin, or matte,
finish because it
will still give you |
a nice luster with-|

out the glare: .
M
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14-3. Here 15 an
example of color being
added using oil-based
pencil crayons. Keep
the colors light pastel
shades. Dark colors or
actual paint can look
tacky.

a2

Adding Color to Your
Carved Project

Adding color can be very attractive if used
appropriately. One method that | use to add
color is pencil cravons. These instruments are not
the type used hj.' schoolchildren, however. There
are brands of pencil cravons that are oil-based
and therefore can be worked to give a nice, even
coloring. First, finish your carving with a clear
urethane as previously described; then add a
touch of color to the chosen areas. | prefer 1o use
the pencil cravon as 1s and color the wood. Then,
I use a cotton swab dipped in turpentine o
smudge the color into a nice, even finish, You
may also dip the pencil cravon into turpentine
first and then color the area. The hues vou
choose should be pastel shades, not dark ones
(See Figure 14-3.). Give it a try; | think vou will
like the results.

Painting the wood first and then chip carving
it has a dramatic effect (See Figure 14-4 1o
Figure 14-6.). Use a flat, water-based, acrvlic
paint with no gloss in a color thar marches the
decor of the room where it will displaved. Use a
white pl:m:ii to draw the pattern or, ir}'uu are
tracing the pattern, usc Saral instead of gmphitc
paper. Saral is a transfer paper thatr comes in
white, blue, red, and other colors, You can find
it at craft stores and in
most fabric and

Sewing centers,

Figure 14-6. Perhaps
“reverse fimishing” isn't
the right warding.
Maybe “finish at the
start” or “begin at the
end” would be better.
One thing is for sure—
you can get some pretty
dramatic results when
using reverse finishing.

Figure 14-4, Here is an example of reverse
finishing, that is, painting the wood first and then
chip carving.

Figure 14-5. Other tools come in handy for chip
carving. Because these small crescent shapes were
difficult to chip carve neatly, | used a carving
gouge, with a #7 sweep to get the curve | wanted.
Then, | cut the bottom edge with my cutting knife.




THE PROJECTSl

PROJECT 1: NAPKIN HOLDER

Here is a super project that you will use often
and perhaps even wonder how vou got along
without it. As you can see from the photo, this is
not a complicated project to make, and, while

I ]l.ﬂrl' n;hnwn I‘l-'ll'l’[L'I'Hllt. Vou can u'rminlf.'
substitute basswood, pine, aspen, poplar, or

C¥CII M ]'i OFaAny.
[a i

MATERIALS

Wood: Butternue

Base: 8" x 8" x 4"

Top: 34" x B" x &7

Two Posts: <" dowels, 44" long

DESIGN INSPIRATION

Most, if not all, carvers enjoy the out-of-doors. After all, isn’t that
where the trees grow that produce such wonderful carving wood as
basswood and butternut? As lovers of the outdoors, we are often
campers or, at the very least, picnickers. One of life's little chal-
lenges for us outdoor types is finding a way to keep the napkins
from blowing away as we prepare to enjoy a meal in the wild, or
perhaps just in the city park. Fret no more, oh ye woodcarvers, as
our napkin holder will not only keep those serviettes in place, but
also show off your chip carving skills while doing so. The indoor
types among us will find this useful project to be a focal point
during meals being enjoyed without mosquito repellent.
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The dowels should fit snugly in the base.

>
The layout for the top.

The layout for the base is complete. Drill haoles for
the X" dowels, leaving 8mm from the outside of
the posts to the edge of the base. '™

Step 1: Cur our the base and 1op 1o the dimensions shown in the
Materials List.

Step 2: Drill the 4" holes in the base for the posts. It is a good idea o
check the fit of the dowels vou are going to use by drilling a hole in a
piece of scrap wood first. Commercial dowels do not always march the
diameter stated,

Step 3: Notch the top to fir around the posts. Use a drill bit ro starc the

notch, and then use a scroll saw or bandsaw to cur the hole. Each norch

should be %" wide and 4" long,.

Step 4: Sand the base and top with 120-grit, then 220-grit, and
then 320-grit sandpaper 1o prepare the surface for your
pattern. Remember to sand the edges as well as both the wop and

bottom.

Step 5: Draw the border around the perimeter of the base with a
pencil and a ruler, You will note thac I have drawn the border 8mm in
from the edge of the base, which will line up my patrern with che
outside of the posts. [ have also drawn in the border along the sides of

the top. Once again, | used the 8mm dimension for uniforminy.

Step 6: Draw or trace the pattern onto the base, See Chaprer Twelve:
Gerting the Pattern onto the Wood for helpful suggestions. Note: You
will notice that | have drawn some of the wider

areas to be carved. Because this pattern is free-form style, it

is not necessary o draw every line. Free-form permits your

own interpretation of the pattern to some extent and does

not nfﬂi o bt as Prﬂ‘:ilﬂ a5 EEﬂmttf.ic mﬂtiri. ﬂh}':. MY d'.l.lt wrivf

finished the pattern, lec’s get chipping away!

Finishing up: When the carving is completed, remove any pencil marks
thar have not been carved off. This should be quite easy because of the
sanding preparation vou did before drawing the pattern. One nice thing
about this pattern is the lack of sharp ridges, meaning that vou can
perform a light sanding after carving withour fear of causing damage.

Apply the finish of your choice. I have chosen Varathane’s Professional
Clear Finish (aerosol can) in Satin. | applied three light coars, then did a
very light sanding with 320-grit followed by another three light coats of
finish, Avoid glossy finishes on carved projecrs as discussed in Chaprer
Fourteen: Finishing.
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Chip Tip

Here are some things to keep in mind

while creating this project:

* Hold your knife in position one for the
entire project.

* Start with the largest chips along the
outside edge. Make smaller chips within
the larger areas, if necessary, to keep
your final cuts clean.

« Remember to carve at an angle of 65
degrees, except when carving in tight
areas where rolling your knife up to 90
degrees will prevent breakouts,

* When you are making the first cutina
new chip, your knife blade should face |

i

away from the previous cuts.
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PROJECT 2: PLANT BOX

This project is a very simple one (made from
DESIGH INS PIRATION standard practice boards) that Brvan Hagan, one
Every once in a while, one of our of our students, has offered to share with us. |
students at Chipping Away is just a have taken the liberty of making minor size and
natural. They pick up the knife and design changes. This litde plant box will look
start making cuts that took me months great in any home or make a wonderful gift.
to learn. Actually my son, Todd, who
helped build our business, is one such

natural, Getting back to the story, a Bryan Hagan's Planter
MATERIALS

young fellow by the name of Bryan _
Hagan took a chip carving class back in ‘'Y Wood: Basswood and Burtternut

the spring of 2003 and, within a very l - | / Front and Back: 1 Basswood Practice
short period of time, was doing absolutely ,l \ Board: 4" x 12" < %"
beautiful work. Bryan comes to visitus |

: X 1 Sides: 1 Burternut Pracrice Board:
and to pick up supplies on a reqular .' ] 6" x 12" x %"

basis, and he often brings in his latest
creation, On his last trip, he brought in

the small plant box shown here., A closeup of Bryan's
rosette, which he created in

a CAD computer program,

Bottom: Basswood Practice Board or
any scrap wood




Step 1: Curt our your plant box using the full-size patterns and
dimensions shown here. Glue and clamp the picces together with
the butternut sides on the outside of the front and back panels as
shown on the pattern. For the botrom, trace the planter outline
and cur; don't worry abour the bevels. Glue the bottom on the
inside of the planter. The planter is used to held potted plants or
artificial plants, not earth and live plants, which is why neither
the type of woad nor the bottom being a perfect fir martters.

Step 2: Choose yvour pattern. | am showing vou two different

patterns that you may choose from, or vou may wish to use both

patterns because they complement each other nicely. The plant EhE: r?‘:ﬂ:;“u:!;: lﬂf:t?n?n:i:?a??:: in :h:npl;imfehinl?a;tﬁ
_ 2 : : n finis ith ur . The on e rig

box that I carved has the interlocking rosette pattern on the front been carved in the negative and has not had a finish applied.

and the floral parterns on the back and sides. You could do the

same, or you could carve the rosette on the front and back and
the flowers on the sides,

Step 3: Draw the straight-line border along all sides, following
the actual shape of the pancls. | have drawn a 2mm-wide border,
starting 8mm in from the outside edge. Note: | have chosen to
draw and carve the flower patterns going right through the
border. Simply stop the border ar a safe distance from both sides
of the flower. It isn't absolutely necessary that you do the same,
but I believe it adds a little interest and has a nice effect.

Step 4: Transfer the pattern onto the wood. Notice in the pattern
that [ do not bother including the veins or folds because their

placement is arbitrary, which allows you personal choice. Also n
notice the addition of stab impressions, which are created by
using the stab knife. You can choose to carve the This free-form floral pattern
flowers through the border. works well on the front, the
: - / Faadt Doing so adds interest and back, or the sides. I've added
If this floral pattern is the pattern you have chosen and you have i L Rita aeet sy isdiod storer ddinbensiios

all drawn out, then less get chipping away! If you have decided 1o

carve the rosette pattern, lets move on to the drwing.

Finishing up: When the carving is done, you are ready to add a
finish. First, remove any pencil marks with an eraser or a light
sanding. As with the Napkin Holder project, 1 have chosen a
clear finish of polyurethane, This finish lets the natural beauey of
the butternut come through and offers excellent protection.
Three light coats from an acrosol spray can followed by a light
sanding and then two or three more light coats will do the trick.
Satin or martte are my preferred types of polyurethane. If vour
planter will be in a window, use a brand thar specilies protection
from ultravioler light.

When deciding whether to carve a pattern in either the
positive or the negative, it is often a good idea to carve
examples of both on a scrap piece first. The final 1
appearance can be dramatically different, as the j\t&p& |
photos show. B SN \
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How 10 DRAW AN INTERLOCKING CIRCLE ROSETTE

Step 1: Draw a horizontal line. Set your compass at
a 4" radius and draw three circles as shown. All
circles should be touching each other. To accomplish
this p!m:emenr. Set VOur compass puint at points

1, 2, and 3.

Step 2: Draw four more complete circles by placing
your compass point at points 4, 5, 6, and 7. Make
sure that vou do not move the compass radius
setting or your rosette will get our of alignment.

Step 3: You will have noticed thar, in the last step,
you created petals within the center circle. The next
step is 1o create petals within all of the circles, To do
this, keep the same exact compass radius and place
the compass point where indicated by the red dots.
Continue o walk your compass around the roserre
and complete all of the petals as shown. Notice thar

I have not drawn any lines outside of the circle area,

Step 4: Once yvour rasette resembles the one shown
in the previous step, it is time w add the petals
around the outer circumference. | have placed red
dots in a few of these so thar you will know exactly
which ones I am referring to. While it is possible o
use your compass to draw these ourside perals, |
prefer to use that magic template | keep referring to.
Isn't it amazing how often that livde washer/template
comes in handy!

Step 5t The final step in drawing the rosette is to
draw in the outer circle. Place your compass back in
center of the rosette and open it so that the circle
will touch the outer edges of all of the circles. I have
labeled this circle A in the illustration.

The next step is to draw the border. Keeping your
compass in the center of the rosctte, draw a circle

Smm outside the rosette, and then draw another
circle Smm outside thar circle. | have indicated these
two circles as B and C.

Use a 6" ruler to draw in the points where the petals
will meet along the outer border circle. Notice that |
have drawn a red dotrted line to indicate how to line
up the reference points. Any idea what to use 1w

draw in the border petals?

88 Copyrighted material
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PROJECT 3: LETTER HOLDER

DESIGN INSPIRATION

My work desk is always cluttered. My wife's writing
desk at home is always cluttered. My daughter's desk at
the bank where she works is always cluttered.
Apparently, my entire family lives in clutter. While | am
not convinced that this little project will rid us of the
problem, it sure will help to keep a few things in order,
The shape of this project will start to challenge your
design skills. Use the pattern | offer or challenge
yourself to create your own. Whichever you choose,
your project may help to unciutter your life and let you
live happily ever after.

Use this leteer holder on your desk in the office or at home.
If you are making it for a gift, trv including a small sign that
reads: “Letters and Cards in Frong, Bills ar the Back.”

The base of this halder has been slotted to hold the front
and back panels. You might consider having the front and
back [‘-r.irn:}:-. attached to the outside of the base if You arc
making your own and have limired woodworking weols. If
vou make a slotted holder, dry-fit the picces o ensure a good
fit, and then carve them before you do the final assembly. |
suggest this because the little overhang at the bottom
presents a bit ol a carving challenge and the panels do not
have any Support at the op, which could cause you trouble

when vou're carving.

MATERIALS

Wood: Basswood

Base: 4" x 6" x X" (il gluing panels without hang-over
then make the base only 34" wide)

Front and Back Panels: 3" x 6" x " (if gluing panels
without hang-over, make the panels a little wider)




Step 1: First establish and draw the centerlines for both
vertical and horizontal dimensions. Then, divide the owo
vertical sections into two sections as shown.

Step 2: Begin drawing the roscttes using your compass. This
rosette divides the circle into seven equal parts, Directions for
dividing a circle into seven equal parts are in Chaprer Ten:
Rosettes. Use a radius of 1" for the ininal circle so that you
will have enough space to draw the border later.

Set your compass at a 1" radius and place the compass point
at the red dor 1o draw the ourside circle,

These next steps are to establish the correct setting for our
compass. If you simply kept the same compass radius and
started to make full arcs within the circle, vou would end up
with a six-point rosette, The seven-point rosette leaves an
uncarved center area and creartes seven bell-shaped designs.

Step 3t Draw a 2" circle by placing the compass point ac the
established centerline. Without changing the compass setting,
place the point at the intersection of the centerline and the
circle just drawn as indicated by the red dor. With the
compass point at the red dot, make small arcs on the circle
perimeter as indicated by the red arrows.

Use a ruler and align the intersections where the two arcs meet
the circle perimerer as indicared by the red dotred line. Do
not draw the line; simply align the arcs with your ruler. Make
a small mark where the ruler crosses the center horizontal line
as indicated by the blue arrow.

Now, put vour compass point at the intersection indicated by
the blue arrow and adjust the compass radius o the distance
between that blue arrow intersection and either of the red
ATTOW Inlersections.

With the radius you have just established on your compass,
you are now ready o divide the circle into seven equal parcs.
Regardless of how caretul you were in execuning the proceed-
INg steps, it is very lilcr:ly that your new radius will not be
exact. If this happens, don't fret; there is a way o make up for
any misalignments.

Step 4: Place the point of the compass ar the intersection of
the horizontal line and the circle perimeter as indicated by the
red dot. Draw the red arc. Move your compass point clock-
wise to where the arc you just drew meets the circle perimerer
as indicated by the blue arrow. Draw the orange arc. Move
your compass point to where the arc vou just drew meets the
circle perimerer as indicated by the green arrow. Draw the
next two arcs in the clockwise direction so thar vou end up
with four arcs as pictured.

Step 5: To draw the remaining three arcs, we are going to go
back to the first arc we drew. This rime we'll work in a
counterclockwise direction.

Place your compass poine at the intersection indicared by the
red dot and draw the red arc. Move your compass point to
where the arc vou just drew meets the circle perimeter as
indicared by the blue arrow.
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Before you draw the blue arc, see if it will meet exactly with the other two arcs drawn
previously, If they do not meet exactly, don’t draw the blue arc yet—read the instruc-
tions in Step 6 first.

If they do meet exactly, draw the blue arc, Move vour compass point to the intersection
indicated by the green arrow and draw the orange arc 1o complete the pattern. Your
circle is now divided into seven equal parts and should look like the rosette pictured here.

Step 6: | mentioned in Step 5 that before you draw the blue arc, you should see if it
will meet exactly with the other two ares, If you had acwally drawn the arc, it might
look something like the blue one here. Notice how the blue arc meers the red arc, bur it
does not meet the green arc. If this is similar to the problem you have, move on to Step
7 for a possible solution.,

Step 72 Place your compass at the intersection indicated by the red dot. [f the compass
meets the intersection indicated by the red arrow perfectly, then draw only half of the
arc. You will notice that the arc shown only goes to the center of the circle.

Move your compass point to an arca close to the blue dor. Establish the exact locarion
of this blue dot by moving the compass point along the perimeter until the arc will
perfectly meet the green arc. Now draw that half of the arc. You will find that the two
half arcs meet almost perfecty in the center. Use this same technique to draw the final arc.

Step 8: Draw the bortom of the bells and clappers. To do this, first mark the lengrh of
the I:E:lpp:rs. Use vour compass to draw small arcs appmtimalcl}r Smm inside the
perimeter, shown in red.

Step 9: Mark the center of cach bell bottom with a small pencil mark. To find the
center, either use a ruler and align it with the petal on the opposite side and the center
of the roserte as indicated with the red dorred lines or measure berween the two pemals.

Step 10: Draw the small blue arcs 1o form the bortom edges of the bells. Norice thar
they are arcs and not just straight lines. Draw two arcs per bell from the outside to the
mark made in Step 9.

Step 11: At chis poing, you can either start carving or draw your border. If you were
able to draw the seven-point rosette, I have no doubr that you can figure out how o
draw the border all by vourself. If you have used all of the measurements given for this
project, vou will find that a border 4mm wide fits nicelv. The little triangular chips in
the border complement the wiangular chips separating the tops of the bells and rie the
entire pattern together.

Finishing up: [ have chosen a clear spray finish of polyurethane. If you know where

The top photo is what your letter holder will be doing its job, you might consider staining it to maech the
your letter holder will area, This pattern would also lend itself w reverse finishing.
look like without a

border. Now, look at
the bottom photo—see
the difference a border
makes. Notice that |
have also added
another bell in the
center. This center bell
was simply copied with
tracing paper from a
rosette bell. a

Photocopy ar 1 10%
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PROJECT 4: TRINKET Box

The rinker box is a |'rrr-.;.~.h-a.r:ml'1h:d and

ety ol Nt T Bk i DESIGN INSPIRATION

clasp that will not interfere with the carving. An When | was first introduced to Peg Couch, the mother of the recipi-
important feature is thar the box has been glued ent, she told me that she likes patterns with a foliage theme. Peg is a
together rather than nailed together, so there is young woman with two children to look after—one is a husband and
no danger of damage to my knife blade while the other is a toddler by the name of 5am. Knowing these things, |
['m carving. Get the box ready by thoroughly had lots of information for a project: the theme (foliage), the wood
sanding it with 120-grit, then 220-grit, and (butternut, because it displays free-style motifs well), the recipient
finally 320-grit sandpaper. (Sam, because | love children), and the item (a trinket box because all

boys and girls need a place to keep their treasures).
MATERIALS

Wood: Butternut

Preassembled trinket box: 59" wide x

11" long x a little more than 3" in height
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Having the leaves flow into the lid is not
difficult to do and offers a nice touch.

Step 1: My first rask was 1o derermine the font stvle for the name “Sam”
and where to locate it. Gerting opinions from others 1s a good idea. When |
asked Cindy, our general manager at Chipping Away, for her opinion, she
suggested using the ritle "Sam’s Things.”

Printing our the words in the actual size helps in making the fonr seyle
decision, and [ usually select two or three fonts from my computer to
choose from. Sam is a toddler, so | chose a very relaxed, carefree style and

decided thar one-inch-high lettering across the wp would look just abour right.

Draw the trinker box wop on paper; then draw both the vertical and
horizontal center reference lines. Print our the wording and position it on
the paper using the reference lines to make sure the size is suitable.

Step 2: Draw a line lcm in from the edges to represent the outside frame
on the top of the box.

Step 3: With the frame established and the two center lines drawn, we have
created four equal sections. Let’s draw a foliage, or leaf, pattern in just one
section and then Hip it over both horizonally and vertically o fill in the
other sections. Remember, all of these steps so far are only on paper and not
on the acal project. Here is a leal pawern drawn 1o hall scale chac will hir
one section of the top. Draw this on tracing paper, and then flip it over 1o
make all four sections as shown.

Another reason for drawing the pattern to fit in one-quarter sections is that
we can use it on the front, back, and sides of the box as well.

Step 4: This pattern does not require a straight-line chip to frame it because
we will create them automarically when we carve the ourside portion of the
leaves. | indicated the carved-our areas along the ourside edges so thar you
know what | am referring to. All of the red areas will be carved out.

"ﬂ’h:n W Carve II'IE ltﬂ‘b’ﬂ."r-. we \"i'iu -'IJ.E{J' ﬂl:ll‘i SOME velns or Fﬂldi! i:Il ﬂ-‘]ﬂl‘h It

really is not necessary to draw the veins because their placement is arbitrary
and Hexible,

Step 5: We are ready to transfer the pattern onto the box now. First, draw
all of the outside frames lem in from the outside edges on the top, the
front, the back, and both sides. When drawing the patterns on the front, the
back, and both sides, you will find thar the wps of some of the leaves will be
on the lid portion where the box opens. This positioning is fine because we
will carve the pattern righ‘l th ruugh and onto the lid. Don't be alraid to alter
the drawing to fir the acrual box you are working on. You can make slight
changes to the size of the leaves withour changing the overall appearance.

Juse abour all of the carving is done holding the knife in position one. There
may be a few times, especially with butternut, when the wood wants to split
with the grain and ahead of the knife. If vou suspect or even witness this
splitting, switch 1o position two and carve in the opposite direcrion.

The leaves will be more artracrive if you vary the widrh of the chips as vou
carve. See how | have made cach outline start with a sharp point that widens
as 1t flows along the edge and then goes back to a sharp point. Notice that
the veins carved into the center of each leaf curve in the same direcrion as
the leaf appears to curve. This same concept of varyving the width is carried
over in the lettering and results in the entire pattern coming together nicely.

Finishing up: This butternut box with a foliage design lends itsell nicely to
a light stain. March your stain o the box’s display shelf. Golden Oak, Pecan,
and Mahogany stains will also look attracrive.
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Chip Tip

Carve the back of your project. You never
know when it might be placed ona |
dresser or a cabinet with a mirror that | |

reflects the back of thebox..

¥ i

Chip Tip

How is your knife performing? Is it cut-
ting cleanly and without unnecessary
effort? Are the sides of the chips clean
and smooth? If you are experiencing any
difficulty, it could mean your knife needs
to be stropped.

If your knife is fine and you are still
having trouble with clean cuts, check the
wood itself—has it become too dry?
Remember that a moisture content of
10% is ideal and makes carving much |
easier. See Chapter One: Choosing the

Wood for more information..
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PROJECT 5: TiSSUE BOX

DESIGN INSPIRATION

This project will get used often whether in the home or office. This
particular box is for the publisher of this book, Fox Chapel
Publishing, in Pennsylvania. For this project, | plan to use a
geometric border and basswood.

So far | have chosen the project (the tissue box), the border
(geometric), and the wood (basswood). Now | need a specific
geometric border and center design. | can picture the tissue box in
the Fox Chapel reception area, the boardroom, Alan Giagnocavo's
office (Alan is the boss), or being passed around to whomever seems
to be suffering the most from a head cold or allergies.

With this information, | have decided upon a negative diamond
pattern because it is attractive and because the sharp center ridges
in the diamonds demonstrate carving skill, You can find this pattern
in Chapter Six: Standard-Sized Borders, including how to draw it
(See page 33). My center design will simply be the lettering "Fox
Chapel™ in a Roman font. This lettering will do nicely for the front
and back. The top will not provide enough room to carve without
looking cluttered. On the ends, a variation of the negative dia-
monds would tie everything in nicely.

HOLDER

Our ussue box holder is an extremely popular
item for chip carving, [f you wish to make the
box vourself, | have offered the measurements in
the Materials List as well as the pattern for the
slot, You can also purchase the box in kit form
and glue it rogether yourself. Eicher way, |
suggest doing the complete assembly and sanding
tiest, then doing the chip carving. The wood you
choose will depend on your pattern. Because |
will use a geomerric design for this project, | have

L hl.'t o | ].'ldﬁ'ii‘i"-":.!".fld .

MATERIALS

Wood: Basswood

Top: 54 x 11 " x ¥

Sides: 34" x 11" x ¥

Ends: 3% x 54" x "

All of these dimensions are finished dimensions,
Take into consideration that | am using a ki,
The kit, rather than using butr joints, has
blind rabbert joints to secure the sides and
ends. | have shown a closeup of the joint here.
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Step 1: Once the tissue box is assembled and

sanded, I can begin the layout of the border. 1 am

going o use a standard 4mm square border with
a 2mm straight-line chip on both sides to frame
it. Again, this pattern and layout is explained in
Chaprer Six: Standard-Sized Borders.

Measure in lem from all of the edges and, using
a good ruler or T-square, establish the first line,
indicated by the red arrow.

Step 2: Measure and draw in the other reference
lines. The two outside lines are 2mm apart, then
there is a 2mm space, then two rows 4mm aparr,
then another 2mm space, then two inside lines
2mm apart. Draw this layout on the top, sides,
and ends. Do not draw the 4mm verrical lines,
which will make the center squares, just yet.

Step 3: Now | have two figure our how much
room to leave between the innermost lavout line
and where the 4mm squares will begin. | have
indicated thar space with a blue arrow. The ideal
space would be 2mm because it would keep the
same lavout format, but it may have 1w be
adjusted depending on the measurement berween

the two ends.

Measure the distance between these two inner
lines. My box measured 227mm. Because [ am
using the standard 4mm squares and each
diamond will be two squares (2 x 4mm = 8mm),
I will divide the 227mm by Bmm and arrive at
28.375mm. Therefore, | can make 28 diamonds
and end up with (28 x 8mm = 224mm) Imm
left over. Remember, [ want to leave a space,
indicated by the blue arrow a little earlier, This is
almost wo good to be true. | will leave a space of

2mm at each end and then draw the 28 diamonds,

making one of the diamonds only 7mm wide
instead of 8mm wide. If you think this narrow
diamond will make much of a difference, |

challenge you to find it in the finished carved row.

4

Chip Tip

When laying out a
border pattern,
some carvers pre-
fer to start with a
center line and
draw the 4mm or
8mm squares out-
ward. This method
gives you exact
squares, but you
will end up with a
border that is not
exactly the same
distance from the
outer edge of the
project on all
sides, The method
described here
will give exact
outer edge
measurem
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Chip Tip

When | carve this
project, | will hold
the box between
my knees and
therefore carve
the top first and
the front and
back next, saving
the ends for last.
Using this
sequence will help
to prevent the
sharp ridges in
the center of the
negative dia-
monds from
breaking out
unnecessarily.

A really good tip:
If | have a project
with a particularly
delicate carved
area, | will protect
that area by cov-
ering it with a
stiff piece of card-
board (a cereal
box side or the
back of a writing
pad) and taping
the cardboard in
place with mask- \

® - |
ing tape M\ \ |
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Step 4: Draw the squares on the ends of the top by performing the same measuring methods and
calculations. They work out prerty well.

You can sec in the photo, which has the top border drawn our, thar there is very little room for
additional patterns or carving without the top appearing cluttered.

Step 5: Now it's time to draw the borders on the front and back. Since the length is the same as the
top, use the same measurements for the top and bottom border as you used on the top of the box.
Then, draw the side borders. Again yvou will find thar the measurements won't give vou much of a
challenge. | am not sure how we gort so lucky on this projecr; it isn't always this close.

Step 6: It is now time to add the lettering. | highly recommend that you read Chapter Thirteen:
Lettering before you carve, or even draw, out your lettering, | have chosen a Roman font, as men-
tioned earlier, and have decided that 17-high letters are just abour perfect. To make sure | ger the
lettering absolutely centered, | draw the letters on tracing paper and not on the box. Draw the name
exactly as you want it to appear on the box, including the correct spacing between the letters and the
correct spacing berween the words, or inidals, if that’s the case, Make sure you have a bottom line so
everything is exactly even. Draw a line dividing the length and width in half to use as a reference for
positioning. Now draw a center line for both length and width on the box itself that you can use as a
reference, Then, trace the pattern onto the box using graphite paper (See Chaprer Twelve: Getting the
Pattern onto the Wood tor how to transter patterns.).

Step 7: The next step is to draw our the ends of the tissue box. Draw the borders first if vou haven't
already. Making the overall pattern uniform and ded-in is much more pleasing than just throwing
something in to fill space. | avoid mixing geometric shapes with free-form motifs in most cases. If
your project is completely free-form, keep the same pattern theme throughout. Let's draw some
diamond-shaped patterns on the ends to keep the same theme and present an artractive-looking rissue

box that Alan will be happy to display.

Finishing up: | used Varathane Professional Urethane in Satin, applied by an aerosol can, to finish the
box. See Chapter Fourteen: Finishing for more deils.

Here is the finished top. The ends also came out well.

Photocopy at 100%




PROJECT 6: MAILBOX

The design 1 have chosen for the mailbox itself is acrually quite similar o
the one now hanging near our front door. This one i1s made of basswood,
but butternutr would also be very atractive and practical. If yvou are a
woodworker, or know ane, you should be able ro make the mailbox withour
much difficulty. The measurements are oflered in the Matenals List. [f vou
are not a woodworker and do not have one for a friend, pick up a mailbox
in a style to your liking from a source of vour choice. | think you will like

the pattern 1 have come up with and will hind it easily adaptable o just

about any d::ugn and size of matlbox vou choose,

MATERIALS

Wood: / -thick Basswood

Back: 10" high x 14" wide
Front: 54" high x 14" wide

Ends: 6" high ar the back and rapered to 51" high ar the front

x 5" wide

Top: 54" wide x 144" long, which is then curt into two pieces to allow
for a piano hinge. Top should overhang front and ends 4",

Bottom: scrap piece cur to fir within

PROJECT b

DESIGN INSPIRATION

Last year, my wife brought home a yellow
pine mailbox that she had purchased at the
local farmer’'s market. For some reason, she
thought our rusted, 20-year-old, brass-plated
box needed to be replaced. When | was carv-
ing the new one, | thought that when |
wrote another book, it would make a good
project. Here we are!

We will not need a mailbox for another 20
years, however, Right now, | have a good
idea for a project, but | need a recipient. In
fact, | need to know who will be getting this
mailbox before | can even think of a pattern
or theme for the carving. Ah ha! | remem-
bered a little note at the end of an e-mail
that | recently received from Shannon, telling
me she was in the process of building a new
home. Shannon is married, has two sons,
four dogs, three cats, two fish, and probably
a couple of birds as well. She needs a new
home, and every new home should have a
new mailbox. Problem solved. As a matter of
fact, deciding that Shannon should get the
box also provided the concept for the
pattern. How so0? Shannon's last name is
"Flowers.” How easy is that!
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As with previous
patterns, it really isn't
necessary to draw in

each and every detail like
veins, stab knife
impressions, etc,
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Step 1: The firse thing we must decide is
what text, if any, we want and, if we do
want text, whar size and stvle of lerrering
we will need. For a mailbox, whar could be
more appropriate than the family name of
the people living there? Because “Flowers”
15 the name, we will make “flowers™ our
design theme. The lettering style should
therefore be flowing, warm, and friendly. |
have included the word “Welcome” in this
same style as another option. Also, it
should not be oo formal, we bold, or wo
delicate. My choice, once again found in
my computer, was printccl IN Vartous sizcs
until | found the appropriate one,

Draw the horizontal and vertcal centerlines
on both the mailbox and the working
paper to ensure perfect positioning.
Transter the lettering using graphite paper.
The capiral Fis 14" high, the /is 147 high,
and the heighes of the remaining letters
were determined by my computer.

Step 2: Now decide how far in from the
edges of the box you want your straight-
line chip frame 10 be. | chose 10 come in
lem; the frame itself will be 2mm in
width, Once you've decided, draw it on the
box wherever you will be carving, which |
suggest will be pretty much the entire
surface, except for the back that has the
scalloped edge.

Step 3: Trace the flowers, burterflies, and
scroll | offer or trace your own parterns
onto the wood. | do not draw perfect free-
form patterns because [ believe that I can
carve better than | can draw and therefore
can correct any imperfections as [ carve out
the partern, If vou are uncomfortable wich
imperfect free-form parterns, go ahead and
usc any templates, French curves, and
drawing tools that you feel are necessary.

Step 4: Notice, on the back panel, that [
have Hipped the branches and the flowers
so that they face each other. The scroll on
the back has the illusion of being smaller
than the one on the front, burt they are
both the same size.

Finishing up: The finish on this project is
an exterior-quality finish made by

Varathane called Diamond Wood Finish
and is a Semi-Gloss Luster. It offers good
UV protection.
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PROJECT 7: CHEESE AND CRACKER TRAY

DESIGN INSPIRATION

Because this project will be used to serve food when the recipient is
entertaining guests, the finish must be nontoxic but provide suffi-
cient protection for the wood. | chose a clear finish rather than a
stain because a clear finish has the appearance of being bright,
shiny, and clean.

We have the project and the finish; now we must decide who the

recipient is and what type of motif and border would be appropriate.

This one is for Gina Bepko, a woman whom |'ve had the pleasure to
work with,

Now for the pattern. Because the tray will be "handled,” we do
not want anything too delicate or fragile. Because the actual area to
be carved is fairly small (approximaely 64" x 7%4"), the motif cannot
be too bold. It would be nice to identify it as being for Gina, but
there isn't room to carve a complete name. Why not carve a B for
Bepko? A rosette could be carved in the center with a matching
border that could also be used on the sides and handles. The B can
go in each of the four corners between the rosette and the borders,
Cool!
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This project requires good woodworking skills to build,
or you can purchase one in kit form that’s ready o
assemble. If yvou choose to build it yourself, or to have a
woodwarker friend have a go at it, then use the
dimensions and tps on page 103,

1'he nature ol this project is such that | recommend
carving it belore assembly. You should dry-ht the pieces
o make sure everything will go together nicely and
with very little final sanding necessary to have the joints
meet perfectly. When doing the dry-hit, you should also
have the ceramic tile and the wooden insert in place so
that vou can mark exactly where vour border ﬁd;r\ will

be located. Mark the side and end t.--_igt'.-. at the same time.

MATERIALS

Wood: Basswood
Bottom: 8" x 13" x 4
Sides: K" x 134" x 4"
Ends: 1" x 94" x "

Insert: 4" x 8" x &"

Ceramic Tiles 54" x 74
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Basswood bowl, carving by Wayne Boniface
of Kitchener, Ontario

The bowl has a fitted lid that is 9" across
and is 44" tall.
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Horse Lover's Box, pattern and carving
by Dennis Moor

This is a butternut jewelry box available from Chipping
Away in kit form. The rope border and horse pattern are
continued on the front and back of the box, There is room
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S fz. /. Ukrainian Cross

8 AN Y This unique piece was made in

%) §J’ "5 the Ukraine and measures 11°
; F,

A

. L. x54". Woodcarving is an
Q

. folk art—highly developed

Wil ys important and highly

P - : \Ur""' S
B A B hecause it has been refined
2

. developed branch of Ukrainian

. F*-E'} ’ ; . for generations and important
: % 1} | because it brings artistic
s I ornamentation beyond ritual
h S - and luxury items and moves it
into everyday life. Household
. articles, farm implements,
. transportation vehicles, as
- well as religious architecture
- were made out of wood, and
mast of these items were
A3y, embellished with
SN, woodcarved designs, The
= W ornamentation was applied
W) 1 to functional and decorative
" wooden items and consisted of
o mostly geometric motifs,

between the two horse heads on the front panel to allow
for a name to be carved.

Vintage box

This 4* x 6" vintage box is of
unknown origin, but notice the angle
of the cuts. Two cuts are at 90 degrees
with the third, and relief, cut at 45
degrees. This technique is often used
by Eastern European chip carvers.
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Butternut rose bowl,
pattern and carving by
Dennis Maor

The bowl is 6" across
and 4" tall.

Welcome plaque in butternut, pattern by
Lora S. Irish from Chip Carving Classics
Two and carving by Dennis Moor

The plaque is just waiting to
have a name or names carved
across the bottom and

be hung on the door. it is
9" x 12" with a plain edge,

Small basswood gift box,
pattern and carving by
Tedd Moor

This box only measures
3" x 5" and is great for
presenting small gifts of
jewelry and such. The
flower motif on the sides
it merely mirror-imaged
on the top. Easy and
impressive,

Emilee's Hope Chest,
carving by Dennis Moor

This basswood chest measures 24" x 16° x 16°
and has two lift-out trays divided into several
sections. The pattern has butterflies on the front
and back, hummingbirds on the two sides, and a
combination of both on the top, Flowers and
foliage are on all sides,

While | was doing some of the carving as part
of a demonstration, a lady inquired what | would
ask for something like that, | replied *a kiss and a
hug,” seeing as it was for my granddaughter. She
offered payment on the spot!

'I'ﬂ!il



SOURCES OF SUPPLY

The I':::-“ﬂwing retatlers have a selection nFchip carving tools

d['IL; b;l'ﬂ'ﬂ-‘-‘ {_‘lFJ{J. Fll'{_‘rll LCLss

Llhipping Away, Inc.
1-888-682-9801 or 1-519-743-9008
www.chippingaway.com

Woodcratt Shup
1-800-397-2278

WWWJ'I'I I'."Wl'lﬂld[ I'EFI.'EI'I i I] <O I

Highland Hardware
1-800-241-6748 or 1-404-872-44606
m.highlandhardww.cum

""-"fr"mﬂi;r;hi‘t Suppl}' at 1|‘Jr:ir numerous |nl.'.1tiu ns
www.woodcralt.com

The following retailers have a selection of
h.u-awmld |.'-'I'LK]T.II.'|.& hut il L‘M"I-'illg lr.lula:

Walnur Hollow Farm, lnc.
| -800-950-5101
www.walnuthollow.com

Michaels Cralt Stores at numerous locatons

www.michaels.com

Hofcralt
1-800-828-0359 or 1-616-847-8822
www.hofcraft.com

The tollowing retailers have a selection of
h-'l W ﬂ'l.-lti il ﬂd hLI fternuc:

Chipping Away, Inc. (only practice boards for

mail order; rough stock for in-store shopping only)
|-BEB-682-9801 or 1-319-743-9008
www.chippingaway.com

Advantage Trim & Lumber Co.
1-877-232-3915 or 1-716-827-3915

WWW.aA dvnntugclum ber.com

More Great Project Books from Fox Chapel Publishing

Landscapes in Relief
Carving Techniques and
Patterns

By Lora S. Irish

$1995

Soft Cover
1-56523-127-9

Pages 108

s x L

Lettercarving

in Wood

A Practical Course
By Chris Pye

$19.95

Soft Cover
1.56523-210.0
Pages 240

85" x 11"

Wildlife Carving FRE,

in Relief Relief Carving
Carving Techniques and
Patterns

By Lora §. Irish

$19.95

soft Cover
1-56523-136-8

Pages 120

85" x Il”

Wood Spirits

and Green Men

A Design Sourcebook
for Woodcarvers and
Other Artists

By Lora S. Irish, Chris
Pye, Shawn Cipa
$19.95

Soft Cover
1-56523-261-5

Pages 104

e b

Step-by-Step
Relief Carving

A Manual for Artists
and Woodcarvers
By David Bennett, Roger
Schroeder

$17.95

Soft Cover
1-56523-101-5
Pages BO

35" x 1"

Gunstock Carving
A Step-by-Step Guide
to Engraving Rifles &
Shotguns

By Bill janney

$19.95

Soft Cover
|-56523-166-X

Pages 96

85" x HI®

LOOK FOR THESE BOOKS AT YOUR LOoCAL BOOK STORE
OR WOODWORKING RETAILER
Or call 800-457-9112 «Visit www.FoxChapelPublishing.com



Woodworking/Woodcarving $14.95 US

Carving Beautiful Designs in Wood
AFHEALELRCURLILLE

Chip carving—a simple method of woodcarving in which knives
are used to remove selected “chips” of wood in a single
piece—has a long and respected history as a decorative
art form. In Chip Carver’s Workbook, noted chip carver
and instructor Dennis Moor will introduce you to this
timeless craft that is easy to learn and produces beautiful,
ornate results. In his engaging and accessible teaching
style, Dennis Moor outlines the basics of wood selection,
tools and sharpening, layout, lettering, and finishing while
instructing you on the techniques that will have you
decorating household items and creating artistic pieces in
a variety of designs.

Seven enjoyable and useful projects are perfect for practicing
your techniques as you master this classic art form:

#» Napkin Holder &~ Tissue Box Holder
# Plant Box 7~ Mailbox
# Letter Holder 7= Cheese and Cracker Tray

“A great how-to carving book. This book .
combines Dennis' humor and obvious love @~ Trinket Box
for teaching with the best-drawn patterns
and practical, good-looking projects to get
you carving and keep you carving.”

Chip Carver’s Workbook also contains an inspiring photo
gallery of finished pieces plus a comprehensive listing of

Wood Carving lNiu ted M
S SR S B supply sources.

T -

Chapel Publishing

190 Broad Stecet # East Petensturg, I'A 17520
www FosChapellPubliching com

ISBN 1-56523-257-7

_|" I_rl I._

: -
J |
2570

-




