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READ THIS IMPORTANT SAFETY NOTICE To prevent accidents, keep safety in mind while
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shirts with loose sleeves, or jewelry, such as rings, necklaces or bracelets, when working on power equipment,
and tie back long hair to prevent it from getting caught in your equipment. The author and editors who
compiled this book have tried to make the contents as accurate and correct as possible. Plans, illustrations,
photographs and text have been carefully checked. All instructions, plans and projects should be carefully
read, studied and understood before beginning construction. Due to the variability of local conditions,
construction materials, skill levels, etc., neither the author nor Popular Woodworking Books assumes any
responsibility for any accidents, injuries, damages or other losses incurred resulting from the material pre-
sented in this book.
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These registered patent trademarks of
Gustav Stickley’s Craftsman Farms indi-
cate that not only is each piece of furni-
ture an original work, but each piece rep-
resents Stickley’s personal best.




ALS IK KAN

—SLOGAN OF CRAFTSMAN FARMS CRAFTSMEN,
“THE BEST | CAN.”
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Of all the causes supported by the adherents of the Arts and Crafts
movement, none is so much at the center of it all, or through it all,
as the concept of living the good life. Whether through social reform
or through the return to simple pleasures or to simple designs in
furniture and such, the proponents of the movement, in its various
forms, were dedicated to making life more enjoyable.




“THE ROOT OF All REFORM LIES
IN THE INDIVIDUAL AND THAT THE
LIFE OF THE INDIVIDUAL IS SHAPED
MAINLY BY HOME SURROUNDINGS.”

—WILLIAM MORRIS
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A BRIEF HISTORY OF ARTS & CRAFTS STYLE FURNITURE

JOHN RUSKIN AND
WILLIAM MORRIS

The Arts and Crafts movement
prang from a midcentury rejection
ol shoddy manufactured goods in
nineteenth-century England. You
will no doubt recall the Victorian
kitsch and the rococo zeal for cram-
ming every inch of one’s home with
bric-a-brac and ornamentation. Two
[inglish gentlemen, John Ruskin and
William Morris, began a crusade to
rescue the workers from the arid,
semiskilled monotony of the factory
and guide them into an enlightened
return to the craft ideals of medieval
[ingland. They wanted the material
poods of their world to be honest and
direct, and they wanted the crafts-
men who created these goods to be
intimately involved in both the de-
sign and manufacture of them. Many
of the ills of the industrialized world
came, they believed, from this dis-
connection between the appearance
and function of the product. The joy
of the craftsmen they saw reflected
in Gothic architecture and furniture,
in medieval tapestries and in illumi-
nated manuscripts was sadly missing
in the factory-made goods of the
nineteenth century.

[f John Ruskin offered the philo-
sophical base for the Arts and Crafts
movement, William Morris became
its real world champion. During an
incredibly productive life, Morris’s
influence on pottery, textiles, print-
ing, glassblowing, metalwork, archi-

[ecture and furniture was tremen-

sl

(eI BRRE

dous. In 1861 he began a furniture
guild that produced simple, hand-
crafted furniture and gradually es-
tablished guilds in other crafts. In
1888 the Arts and Crafts Exhibition
Society was formed, and shortly
thereafter, the Arts and Crafts style
was associated with handcrafted

goods of all kinds.
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GUSTAV STICKLEY

Eventually Morris’s influence spread
across the ocean. In the 1890s, Gus-
tav Stickley visited several British
Arts and Crafts builders and re-
turned to America imbued with the
Arts and Crafts ideals. In 1899 he be-
gan a company in Syracuse, New

York, producing furniture, metal-
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work, lighting and textiles, eventu-
ally calling the company The Crafts-
man Workshops. He adopted the
motto “Als ik kan,” which means “as
well as I am able,” for his company.
In 1901 he began to publish The
Craftsman, a journal that articu-
lated and spread the ideals of the
Arts and Crafts movement to an ea-
ger American audience.

Stickley soon faced tremendous
success. His mail-order furniture
was gobbled up by eager buyers, and
his ideas compelled other craftsmen
to follow his lead. Unlike his English
colleagues, Stickley did not reject
machinery but felt that machines
could spare the craftsmen from
mindless drudgery and monotony,
freeing them for more pleasure in
the subtler hand skills of the craft
and more consideration of design.

Stickley’s adaptation of Ruskin’s
and Morris’s ideas about honest, di-
rect, straightforward furniture de-
void of ornamentation meant that he
built in quartersawn white oak, one
of the strongest woods, and he used
durable joinery, predominantly the
exposed mortise and tenon joint. He
used frame and panel construction
where critical, although he preferred
the more substantial look of solid
wood construction. As exemplified
by the photograph at the beginning
of the chapter and the photographs
at left and right, this sometimes

made for massive furniture.
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HARVEY ELLIS AND
ELBERT HUBBARD
Others, such as Harvey Ellis, soft-
ened and refined Stickley’s heavy
furniture until the elegance of Stick-
ley’s Craftsman style became estab-
lished, as exemplified by the photo-
graph of the clock on page 18.
Elbert Hubbard followed Stickley
on a similar path to Arts and Crafts
furniture. He visited William Morris
in 1894 and returned to set up a se-
ries of shops devoted to printing and
bookbinding. He named the shops
“Roycroft” after two seventeenth-
century bookbinders. Eventually,
Hubbard began metalworking and
woodworking shops, and, like Stick-
ley, he sold his wares via catalog. His
furniture remained faithful to the
Gothic ideals he heard articulated by
William Morris, but, to my eye at
least, he never attained the graceful
elegance of some of Stickley’s later
work and certainly nothing as suc-
cessful as the Greene brothers’ fur-

niture.

GREENE 8 GREENE

Charles and Henry Greene were
born in Ohio and, in the 1890s,
learned woodworking skills at the
Manual Training School in St. Louis,
Missouri, which was, by that time,
thoroughly caught up in the Arts and
Crafts fervor. Upon graduation from
the Massachusetts Institute of Tech-
nology’s architecture program in
1898, they went west to visit their
parents who had retired to Pasa-

dena, California. Along the way, they
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stopped at the Chicago World’s Fair
where they were first exposed to
Japanese architectural elements. It
was a fortuitous stop for them. Over
the next 30 years, they combined
the ideals of the Arts and Crafts
movement with the Japanese and
Chinese motifs they first saw in Chi-
cago, and perhaps added a flavoring
of the ecclesiastical furniture they
found in the Spanish missions of the
Southwest, to produce a unique take
on the Arts and Crafts style. Initially,
they worked in oak, like Stickley,
and the stepped horizontal line they
had seen in the oriental architecture
in Chicago was prevalent in their
earliest pieces. The pegged through
tenon was predominant also; later,
rounded corners and subtly curved

transitions became their trademark.

FURTHER DEVELOPMENTS
There were, of course, other makers
in the Arts and Crafts style. Frank
Lloyd Wright headed what was
known as the Prairie School of the
style. Charles Rennie Mackintosh
was influential in Scotland and Can-
ada. Stickley and the Greene broth-
ers certainly exemplified the core of
the Mission style in the United
States.

By 1915 Gustav Stickley was
bankrupt and the luster was gone
from the Arts and Crafts movement,
which was to be replaced by Mod-
ernism. Although the Greene broth-
ers continued to build furniture into
the 1930s, architecture was their

main emphasis. Gustav’s brothers
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I'hoto by Alex Vertikoff

[’hoto by Tim Street-Porter

continued manufacturing Stickley’s
designs in upstate New York, but the
woodworking world rather quickly
slipped away from the ideals of Wil-
liam Morris.

Whether because of Stickley’s
early heavy furniture or because of
the Greene brothers’ exposure to
the California missions, somehow
the name “Mission” style became
most prevalent for American Arts
and Crafts furniture. In the end it
doesn’t matter what you call it. What
does matter is that all of these build-
ers remained true to Stickley’s
motto, “Als ik kan.” And for this

book, this is my motto as well.
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«»» CUTTING TARQUGH M@PRTISLS
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To rout through mortises for rails in legs,
make a jig to appropriately locate the
mortise holes and then route the mor-
tises with a plunge router. Since Mission-
style legs are thick, you will probably
have to rout from both sides of the leg
to make it all the way through.

Make sure the fence of the jig rests
against the same face of the leg when
you rout from opposite faces.

To cut the mortises in the feet for the
legs to slide into, make a jig to locate the
mortise holes on the feet and then rout
the mortises with a plunge router with a
template guide mounted on the base-
plate.
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«+ CUTTING SLAT M@ORTISES

You can build a jig that enables you to make a series of 2"-wide
lots that are perfect for routing slat mortises in rails. Make two
parallel saw cuts %" apart on the table saw in a 6"-wide piece

ol medium density fiberboard (MDF'). Then trim that to a 2"-
long slot with a coping saw.

Three completed Y4"-wide slat mortises are simple to cut and
yol can rout a whole bunch of them in half an hour, if you're
50 inclined. I used a %" carbide upcut spiral bit and a 4" O.D.
lemplate guide.
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Attach a fence to the MDF parallel to the slot with drywall
screws. Make sure the slot is centered on the workpiece. Use
a %" outer diameter (0.D.) template guide on the bottom of
your plunge router and a 2" carbide upcut spiral bit to cut the
1o"-wide slots in the slat mortising jig.

In the same fashion, you can make a slat mortise routing jig in
any multiple you need. Just remember, an odd number of slats
is preferable from a design perspective. It’s harder to make an
even number of slats look right.
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«o* MAKING QUADRALINEAR PSTS

The fixture for cutting the miter lock
joint holds one leg piece vertically.

That piece is secured in the fixture with two drywall screws
driven into the end grain of the workpiece at both ends.

22
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1'he other edge of the fixture holds an identical leg piece hori-

zontally.

The fixture holds the workpieces securely while routing a fairly
big bite of wood and keeps your fingers away from the bit. I
used a variable speed router set at the lowest rpm rate, in this
case, 10,000 rpm.

Once all eight edges have been routed, the leg can be slipped together for a perfect Stickley leg with
(uartersawn faces showing on each outer surface.

23
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FINISHING ARTS AND
CRAFTS FURNITURE

You've spent seven weekends build-
ing an extraordinary Arts and Crafts
project, and it looks beautiful sitting
there naked and unfinished. It’s
finely made, its joints are immacu-
lately crafted, its lovely curves and
proportions are perfect. All it needs
is a coat of finish—right? Wrong.
You're only half done, bud.

Any accomplished finisher will
tell you that you need to spend as
much time finishing a project as you
do building it. And, if you can’t do
the time, you’d better prime, be-
cause the only one-coat finish you're
likely to find is latex paint and even
then you have to apply a primer coat.
Wood finishing is the part of the
craft that many woodworkers dread,
and invariably, it’s the most frequent
source of failed woodworking. Why?
Time. It simply takes more time than

most novice and even intermediate

woodworkers can believe.

The central problem of wood fin-
ishing is threefold: (1) you want the
wood colored to the right tone or
hue; (2) you want the wood pro-
tected; and (3) you want the wood
to look its most beautiful. Determin-
ing the color of stain is an art form
in which I have no skill. I'm simply
not good with color. I get samples
and show them to my wife, who is
good with color. I am, however, able
to make the right choices technically
about stain. I've used all sorts—oil-
based, water-based, gelled, and alco-
hol-based—and my favorite for oak
has been the oil-based aniline dyes.
I'mless experienced with mahogany,
but I have had good results with oil-
based wood stains on mahogany.

With regard to wood protection,
there are basically two sorts of wood
finish, the penetrating finish and the
surface finish. The penetrating fin-
ishes, such as boiled linseed oil and

Touch the hot iron on the damp cloth to remove dents.
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tung oil, penetrate into the wood and
change catalytically into a protective
surface that resists penetration to
some degree. It is a soft, low-luster
finish, easy to apply and maintain. It
has the advantage of being almost in-
finitely repairable. The surface fin-
ishes are also known as evaporative
finishes, and they build up a hard
coat of plastic film on the wood’s sur-
face, therefore protecting it more
successfully against penetration by
water, dirt and moisture. Surface
finishes are more difficult to repair
and can be produced in everything
from a flat to a high-gloss sheen.

Which is more beautiful is in the
eye of the beholder. I love the look
of a high-luster, black lacquer piano,
and nothing’s more beautiful than a
Nakashima bench with its oiled sur-
face. Simply put, you need to know
what you like in order to make the
choice of what kind of finish you
want.

Generally, the finishing process
includes the following topics: repair,
glue removal, scraping and sanding,
filling, staining, finishing and rub-
bing out. I like to include another
step in the process called planning.
During the planning stage, [ go
through the entire sequence of the
finishing process on scrap wood. |
may be testing several different
stains, fillers, techniques and fin-
ishes at the same time. If you are
only a weekend woodworker, it may
be several weeks before you even
bring a brush near your completed

but unfinished project. In conclu-
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slon, I guess I could say, “Don’t rush

wood finishing.”

Repairing Wood

[.ot's start with repair. Inevitably
during the construction stage of
woodworking, you mar the wood.
You inadvertently drop a chisel on it.
You make mistakes. The wood chips
ull. The more experienced you are,
(1o less this will happen. But the fact
ol the matter is, every project needs
some repair. Two common repairs

nre dents and chips.

STEAMING OUT DENTS

[hents may be filled with wood filler,
but try steaming them out first. On
nolter woods like mahogany, cover
[he dent with a damp cloth and then
press a hot iron onto the cloth. Re-
move the cloth and observe the dent.
I'he crushed wood fibers should
linve swollen somewhat from the
sleam. It may take several touches
ol the hot iron on the damp cloth to
remove the dent, but I'm generally
nble to make the dent disappear with

Lhis trick.

REPAIRING CHIPS

1o the dent’s gone. What to do about
[hat edge where your router blew
ot1l an inch-long splinter of oak? I've
hecome a great proponent of those
instant glues that turners like so
much. Whenever I have a blowout, I
Just collect the wood splinters and
instant-glue them back in place right
nway. By attending to flaws in this

way, right when they occur, I don’t

Repair gouges and wood splinters with instant glue as they occur.

face huge numbers of flaws to repair
at finishing time, and the flaws that

I do find are smaller.

FILLING FLAWS

OK, you've steamed out as many of
the dents as you can, you've glued
your index finger to your thumb and
you're still faced with several flaws
that need repair. Enter wood putty.
There are many different brands of
wood putty. Some are lacquer-
based, some are oil-based, some
harden, some do not. Some are
stainable, some are prestained. Be-
fore you select a wood putty, you
need to answer some questions.

1. What kind of finish do you want
to apply?

2. Are the stain and the finish
compatible with this sort of
putty?

3. When do you want to apply this
putty?
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Given the answers, you should be
able to select a wood putty that will
perform adequately for you. Re-
member, however, that if you choose
one of the prestained, nonhardening
putties, you apply this putty be-
tween coats of plastic finish. If you
apply it to a bare wood finish, this
putty will bleed into the wood sur-
rounding the flaw. This may be no-
ticeable even after you apply a stain
to it.

Some stainable putties accept
stain after they’'ve hardened, but
many require you to mix stain into
them prior to application. If so, mix
stain into putty and apply it with a
putty knife. If you have a large flaw,
like a knot or crack, it may be neces-
sary to apply several coats in order

to build up a solid repair.
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When you've removed the mass of glue, attend to the surface with a cabinet scraper
to remove the residual glue stains.
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My little home-
made chisel plane
makes polyure-
thane glue
squeeze-out easy
to remove. If you
can catch the yel-
low glue at just the
right moment
when it is dried
but not completely
hardened, you can
zip off a string of
squeeze-out eas-
ily.

Removing Glue
Glue “squeeze-out” is one of the
banes of woodworking. I’ve never
mastered the delicate touch of
applying “just enough” glue, and I'm
almost always faced with squeeze-
out. Several tools are invaluable for
dealing with this problem. First, my
little selbstgemacht (homemade)
chisel plane lets me peel off beads of
glue in a relatively carefree manner.
Long chisels also help, and the new
polyurethane glues are much easier
to remove than the old yellow glues.
(On the other hand, if you can catch
the yellow glue at just the right mo-
ment, when it is dried but not com-
pletely hardened, you can zip off a
string of squeeze-out like it’s
cheese.)

When you've removed the mass of

glue, attend to the surface with a
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cubinet scraper to remove the resid-
nl glue stains. Use of the cabinet
neraper is an art form. Sharpened
correctly, it is as fine a tool as a sur-
peon’s scalpel; if sharpened incor-
rectly, it’s more like an instrument
ol the Inquisition. Make sure your

neraper’s sharp.

Seraping and Sanding
Heraping and sanding can overlap
nid intermingle with each of the
olher finishing processes, and there
ure also many times when scraping
nnd sanding make sense during the
construction of the project. None-
[heless, some scraping and sanding
st occur after repair and glue re-
imoval and before staining or finish-
11, no matter how thoroughly you
linve sanded prior to these pro-
Cesses.

Scraping and sanding are two dif-
[erent solutions to the same condi-
[lon. Your goal is to present clean,
smooth surfaces to receive the wood
[Inish. They arrive at that condition
[rom somewhat different ap-
proaches—a scraped surface is a
iheared surface; a sanded surface is
un abraded one. This is to say that
[he scraped surface is analogous to
i shaven face; you've sheared off any
nnomalies. With a sanded surface,
you have arrived at a clear, smooth
nurface by rubbing successively finer
und finer abrasives across that sur-
[nce. Consequently, a scraped sur-
[ice is burnished and unscratched,
while a sanded surface is scratched

with really fine scratches. In my ex-

perience, a scraped surface looks
particularly good with a penetrating
oil finish, while a closed-coat plastic
finish looks best over a sanded sur-
face.

In truth, I use both scraping and
sanding in most of my finishing. I use
scraping to remove material quickly
without the danger of gouging or re-
moving too much, but I use a belt
sander where it makes sense, or
where I must remove a lot of ma-
terial fast. I depend on my little or-
bital sander for the great mass of my
sanding efforts. |

Regardless of which weapon I
choose to sand with, I start out with
the highest grade sandpaper I can,
given the condition of the wood.
Even though I buy S3S wood, all of
the wood for my projects is planed
again on my little portable planer
that I take great care to maintain.
Consequently, I don’t have knife or

roller marks to remove. I find I can

begin with 120-grit sandpaper in

most circumstances, and I make 40-
60-grit advancements through 220-
grit sandpaper in order to prepare
for staining and/or filling.

Filling and Staining

Finishing oak is like painting peg-
board—those holes are going to
show no matter how much latex you
brush on. Oak is one of the many
ring-porous woods that woodwork-
ers are faced with finishing. Ring-
porous woods include elm, chestnut,
pecan, hickory and ash. All need fil-
ler if you're going to apply a plastic-
coated finish.

Grain filler compound looks like
couscous or grits or gruel. It’s thick,
soupy stuff that you rub into the sur-
face of the ring-porous woods to
build up an even surface for the plas-
tic film to span. Without filler, an oak
surface with a plastic finish is lump-
ier than a New York street, and those

lumps won’t disappear no matter

how many coats of finish you put on.

Grain filler compounds look like couscous or grits or gruel.
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I always end up staining the oak first,
letting it dry and then adding stain
to the filler, but some have said that
they just stain the filler. In my expe-
rience this never works, but if you
want to try it, do so on your scrap
trial pieces.

Use an old, stiff-bristled brush for
applying the filler. Always have the
paint store shake the can for you, as
it’s extremely difficult to remove
lumps after sitting for a while on the
shelf. Work in small sections at a
time. Spread the filler on in accor-
dance with the instructions on the
can and wait for it to lose its glaze.
To be efficient, just before it’s set to
lose its glaze, apply filler to another
section and begin removing the sec-
tion that’s ready. Use burlap to re-
move the mass of the filler, rubbing
the filler cross-grain into the ex-

posed pores. You want to end up

with filler in the pores, but you don’t
want a layer of filler hardened on top
of the wood’s surface, as it’s like ce-
ment once hardened.

For the oak pieces of furniture in
this book, I used Moser’s aniline dye
(oil soluble) in a medium-fumed oak
color followed by two coats of boiled
linseed oil rubbed in. Moser’s stains
are available from Woodworker’s
Supply. For those of you concerned
with authenticity, read up on color-
ing oak with ammonia fumes in Fine
Woodworking, Issue No. 120. 1
haven’t fumed oak with any of these
projects because the size of the fum-
ing tent needed seemed prohibitive
and I'm leery of the safety and health
concerns about the process. For the
mahogany pieces, I used a red ma-
hogany oil-based stain from Minwax,
followed by a polyurethane varnish,

also from Minwax.

Between coats, sand lightly with the orbital sander or by hand with 220-grit paper,
and remove the inevitable flaws with a razor blade.
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Finishing

The grain is filled, you've stained,
you've sanded. The wood stands be-
fore you perfectly prepared to re-
ceive a coat of finish. Vacuum and
use a tack cloth to remove any debris
from your perfect surface. If you've
filled the pores on oak, now is the
time to apply finish. If you have used
some other wood, you may need a
sealer coat. Buy an appropriate
sealer for your finish, or dilute your
finish with an appropriate solvent if
so recommended on the can. Apply
the finish with a good brush (have a
brush appropriate to the finish that
you use only for that finish). Don’t
use the same brush you use for
painting your house—rather, pay at-
tention to the characteristics of the
finish you're applying, and use an ap-
propriately sized brush with the best
tip shape for the job.

Between coats, lightly sand with
the orbital sander or by hand with
220 paper, and remove the inevita-
ble flaws with a razor blade. Sand
back to a perfect surface, but not
through the coat you've just applied.
[ use mineral spirits as a lubricant in
the 300- and 400-grit range of sand-
paper. After three coats of finish, I
begin using fine steel wool, again lu-
bricated with mineral spirits. If the
finish is thick enough, I will use steel
wool lubricated with beeswax to rub
out the finish to the desired gloss.
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«+ CHARACTERISTIC DETAILS @F ARTS AND CRAFTS FURNITURE

Nowadays, you can spot Arts and
(rafts furniture just about any-
where. It shows up in television
uhows, commercials and movies.
Many magazines beyond woodwork-
Iy magazines show Mission-style or
(‘raltsman-style furniture in their ar-
[lcles and advertisements. And you
can usually expect to see something
ol The Antiques Roadshow on PBS.
It how does on'e recognize Arts
nnd Crafts furniture without some-
one telling them what it is?

There are a number of different
slructural and aesthetic details that
are commonly tied to Arts and Crafts
[urniture or its subgroups (Mission,
Craftsman, Prairie, Greene & Greene,
vle.). The following characteristic
letails, while not necessarily exclu-
ulve to Arts and Crafts furniture, are
penerally attributed to such and can
vusily guide the novice in finding the
pleces they seek or help them con-
slruct pieces as an homage to the

slyle or one of its proponents.

Simple Lines

I'he Arts and Crafts movement of
[ingland is generally considered to
liave been started by William Morris
and John Ruskin as a reaction
ngainst the seemingly uninspired
and mechanically created furniture
ol the Industrial Revolution. It was
also a reaction against garish Victo-
rian designs and frills. In general, for
both the English and American Arts
and Crafts movement, the styles, de-

signs and construction of furniture
harkened back to days when crafts-
men built furniture with great skill
and care and when designs were dic-
tated more by pragmatism and
craftsmanship than pure aesthetics.
Beauty was seen as an extension of
practical design and sturdy crafts-
manship.

So, in reaction to frilly ornamenta-
tion of Victorian furniture and to its
mechanized—and often shoddy—
construction, Arts and Crafts furni-
ture manifested itself in simple lines
and simple joinery. While an honest-
to-goodness William Morris Morris
chair looks different from a Stickley
Morris chair, they both feature sim-

ple, straight lines with little, if any,
ornamentation.

Perhaps the greatest expression
of simple lines is found in Frank
Lloyd Wright’s Prairie-style furni-
ture, similar to the “‘cube” chair
shown in the photograph below.
Wright's designs employed simple
geometric figures and sweeping hor-
izontal lines to attract the eye with-
out “cluttering” the image. Simple
geometry and natural motifs are
common throughout much of what
is considered Arts and Crafts style,
and modern builders can success-
fully employ them in re-creations
and original pieces inspired by the

movement.

This Wright-inspired chair demonstrates the simplicity of design found in simple geo-
metric forms: the straight lines of the spindles and the square, flat back and arms.
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CORBELS

A corbel is one of the few embellish-
ments found in Arts and Crafts furni-
ture. While it is used in some appli-
cations as a structural element to
support some joints and members, it
is most often simply decorative. Mis-
sion and Craftsman furniture (if you
can or must make a distinction) em-
ploy corbels in a wide variety of ap-
plications—on chairs, settles, lamps,

tables, stands and much more. De-

scribed simply, a corbel is a kind of

bracket or support, much like a but-
tress of a building, which connects a
horizontal member to a vertical
member with along, gentle curve (as
shown in the photograph below and
drawing at right.) Despite its primar-
ily aesthetic role, it complements the
design with its simple curve, often
tying into pieces that have an occa-
sional curve in their component
parts, such as an apron in a chair or
table.

Even the makers of this Arts and Crafts knockoff rocker were careful
to duplicate corbels below the arms of the chair.

f

A corbel can vary in length, width and
direction (many lamps and other stands
use it coming from the base and along
the uprights).
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SIMPLE JOINERY This Arts-and-

: . ; Crafts-inspired
While many pieces of furniture are st P
vilued for intricate joinery, such as simple half-lap
tlovetail or pin and crescent joints, and *tusked” or

: : pinned through
Arts and Crafts furniture, being a re- e e

nponse to busy design and compli- tenon joints.
vinled construction, is valued for its
siimple joinery. The vast majority of
nll Arts and Crafts furniture is con-
slructed using simple mortise and
lenon joints or some variation on
them. Considering that a lot of Stick-
loy's furniture was so massive and
fectilinear, it makes sense that he
wotlld employ such a strong and sim-
ple joint such as a mortise and tenon.

Through tenons held in place
with “tusks” or pins made assembly
und disassembly easy and became
characteristic of many Craftsman
und Mission-style furniture pieces.
[11 fact, many through tenons, partic-
ilarly in stile-and-rail case pieces,

hecame more aesthetic in purpose

rather than pragmatic. Take, for ex-
umple, the through tenon in the arm
0l the chair pictured on this page.
While it wasn’t absolutely necessary
[0 make it a through tenon, it was
probably easier to do so, and it pro-
vides an interesting visual, as well as
[actile, detail.

[Jsing simple joinery is also a bo-
nus to the modern craftsman,
whether skilled or inexperienced. It
Is simple to learn and quick to em-

ploy with either powered or unpow-

ered tools. The through tenon of the leg through the arm of this rocker makes a nice tactile

detail.
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CLOUD LIFT

The cloud lift is not widespread
among a lot of different Arts and
Crafts styles; it is usually restricted
to Greene & Greene style furniture.
In their travels, the Greene Brothers
came into contact with Japanese
style furniture and design and be-
came enamored with it. While still of
the same “simple design and con-
struction” mindset of the Arts and
Crafts movement of their day, they
added some of the design elements
and construction practices they
found in various forms of oriental

furniture. The cloud lift is one of

those elements.

Strictly an embellishment, the
cloud lift serves as a visual relief,
breaking up and softening horizontal
lines. It is used many times in rails
and stretchers, as in the back rail of
the garden bench pictured here at
bottom right. It is also used in
shorter applications, such as in the
feet of the Greene & Greene inspired

cradle at bottom left. Basically, the
element comes from oriental designs
and is reminiscent of layers of clouds
or rolling hills, again tying into the
simple lines, geometric figures and
natural motifs found in many Arts
and Crafts pieces.

The basic cloud lift design.

e feet of this Greene & Greene

inspired cradle would have been entirely
too bulky if left square, but the cloud lift
allows for more mass in the feet without
appearing clunky.

Even though this garden bench seems to
be long and flowing, the cloud lift details
in the back rail make the design more
organic and pleasing to the eye.
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KNOCKDOWN JOINERY
As Gustav Stickley expanded his
Craftsman efforts, one of his endeav-
urs was The Craftsman magazine.
I The Craftsman, Stickley champi-
oned the home craftsman and simple
living, both of which fit very well
with his Craftsman line of furniture,
which is simple in design and of
knockdown construction, so that it
cin be assembled by the buyer.
Many furniture companies of the
lime took advantage of knockdown

construction. Consider reading a

piece of furniture has the potential
for being built in such a way that it
can be taken apart quickly and eas-
ily. The bed-frame hardware used on
the setfle in chapter two is an exam-
ple of modern innovation meeting

historic application.

titalog or perhaps an advertisement These through tenons with mortises for

pins allow the taboret (above) to be
quickly and easily taken apart and recon-
structed.

in a magazine in search of a nice

Mission-style settle for the living

foom. Sure, the cost of the piece it-
nell might be right, but if it has to be
nhipped across the country by train,
[he shipping charges may be prohib-
Itive. Since many manufacturers
jeeded to reach a market wider than
[heir immediate geographical loca-
[lon, it made sense to try to reduce
shipping costs. Freight cars are only
4o big, and a fully constructed,
trated settle will take up a lot more
upace than a settle that is broken
town into component parts that can
vusily be reconstructed by the con-
pumer.

Now, while most people don’t
purchase a lot of furniture through
mail-order catalogs these days, our
nociety keeps many of us repeatedly
moving from house to house; so
linockdown furniture still has its bo-
nises. With the innovations of hard-
wiure manufacturers and furniture

builders, even the most complicated

33

Bed-rail fasteners allow
the settle to be knock-
down in construcion
without losing the
smooth lines of the
design.



Stickley’s statement, taken from a hammered copper fireplace hood
at his Craftsman Farm, expresses one of his personal goals in seeking
the “good life,” that of fine craftsmanship and skilled work. This
phrase, reminiscent of days gone by, seems as if it were taken from
some medieval text on woodworking,




“THE LYF SO SHORT, THE CRART
SO LONG TO [LERNE.

—SLOGAN FROM CRAFTSMAN FARMS,
GUSTAV STICKLEY

Ll i '



Those of you who've read The Hobbit will no doubt remember the
first paragraph that describes the homes the hobbits lived in:

“In a hole in the ground there lived a hobbit. Not
a nasty, dirty, wet hole, filled with the ends of
worms and an 0oy smell, nor yet a dry, bare,
sandy hole with nothing i it to sit down on or to

eat: it was a hobbit-hole, and that means comfort.”
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In this brief description, J.R.R.

T'olkien pretty much describes an

Arts-and-Crafts-style living room,
005 just look at that Morris chair and
oltoman, and tell me you don’t want
[0 plunk down in it, put your feet up
nnd dream of adventures.

Now this particular variant of the
penus is the West Coast version; I've
huilt the six pieces of furniture with
i Lireene & Greene flavor. You'll note
['ve used mahogany and that the legs
carry a slight oriental flavor. Further,
the ramrod-straight, no-nonsense
lines shown in Stickley’s pieces have
heen softened with gentle curves and
rounded, rather than beveled, edges.
‘I'he vertical line defined by the use of
nlats is still prevalent, and the honest,
chunky heaviness—characteristic of
the style—still dominates; but the
(ircene & Greene pieces, as a rule,
seem lighter and more graceful.

Because of these differences, I've
ncluded a sidebar to help you deal
with shaping the legs. For the finish,
| used Minwax’s Red Mahogany stain
with a polyurethane semigloss

[inish.
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THE MORRIS CAAIR

f one piece of furniture defines

the Arts and Crafts style, it is

the Morris chair. Named for
William Morris, it’s had more lives
than Morris the Cat. I've seen more
varied renditions of the Morris chair
coast to coast and north to south
than just about any other
piece of furniture. I've seen it
rustic, refined and even as a
rocker, but here I've tried to
build it in congruence with the
West Coast ideals of the Arts
and Crafts style.

This particular chair was in-
spired by a chair I saw in the
book In the Arts and Crafts
Style and was originally built
by the Berkeley Mill and Furni-
ture Company. I modified the chair
significantly, however. First, and
probably most important, I used
bed-rail fastener hardware to fasten
the front and rear rails to the side leg
assemblies. Another difference was
using a metal rod as a pivot mecha-
nism on which the seat back rotates.
There are other subtler differences
you'll probably note when you study
the drawing, but like most Morris
chairs, it’s a good sitting chair if you

can keep the cat out of it.

BUILDING THE MORRIS
CHAIR

Step 1. Select wood and match
grain patterns. Mill wood flat, square

and to size.

MATERIALS LIST

NAME

Leg

Upper Side Rail
Lower Side Rail
Front Rail

Rear Rail

Side Slat

Back Stile

Back Rail

Back Slat

Arm

Arm Rail

38

NO. REQ'D

= DN RO

= DDLCo DN DD

THICKNESS
34

12

1"

WIDTH
g

o

.

.
24
oW
3"

"
5

194"

LENGTH
20"
28!
28!
231"
23%"
7
24"
22"
18"
33"
287"
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Arm Assembly

< B4 3/4"
« 412" | [ 412" > 41720 >
A
35"
»j 2 s (’
, S N S
— z |« 27 14" » 7 e

Laminated Arm
Blank
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«* DRAWING A CURVL

Step 2. Laminate 8/4 pieces for leg
hlanks and arms. Mill leg blanks
suare and to size.

Step 3. Determine which faces of
the leg blanks should face out; mark
mortise positions. Rout the 2"
[hrough mortises using the jig shown
on page 20. Chop the mortises
s(uare with a mortising chisel.

Step 4. Trace the pattern’s shape
onto two adjacent faces; check that
mortises are in the right place. (See
[he sidebar “Shaping the Legs” on
page 42.) Saw the pattern you drew
o1 two surfaces of the leg blank.

Step 5. Clamp the pattern in
place. Rout the shape onto the
rough-sawn faces of the leg.

Step 6. Sand the shape smooth
with a bearing-guided drum sander

mounted in the drill press. Finish
sanding with a pneumatic sanding
drum or by hand.

Step 7. Rout the edges round with
a Y4"-radius roundover bit along all
straight edges. Round the curved
edges to match the %" -radius cut by
using a router with a cabinetmaker’s
rasp and hand sanding.

Step 8. Cut side-rail tenons to size
by best available means—I used a
tenoning jig on the table saw. Fit
tenons to mortises. Bevel tenon ends
with the router, cut rail curve on
band saw, and sand the curved
edges with drum sander.

Step 9. Cut slat mortises using the
jig and technique shown on page 21.

Step 10. Assemble legs and rails
without glue.
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In order to get the 1%4"-deep curve on
the front and back seat rails, you will
need a “"-thick fiberboard batten about
1" wide and at least 26” long. Tack a fin-
ishing nail near the bottom edge of both
ends of the rail about 11%4" from the cen-
ter of the rail. Tack another finishing nail
into the center of the rail about 14" from
the bottom edge. Bend the batten to
form a curve, using the nails to hold it in
place. Draw the curve along the batten.

Step 11. Use the leg/rail assembly
to determine final slat length. Trim
slats to final size and cut stub tenons
on slat ends. Bevel slat edges and
round over the curved rail edges
with the router using the %4"-radius
roundover bit.

Step 12. Stain and apply one coat
of finish to the slats and the edges of
the rails to which the mortises have
been cut.

Step 13. Insert the slats into the
rails dry, then slide the rail tenons
into the leg mortises with an appro-
priate adhesive; [ used Titebond
polyurethane glue. Clamp overnight.

Step 14. Using the method de-
scribed in the sidebar “Drawing a
Curve,” draw the radius arc on the

front and rear rails. Cut the long arcs
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«» SHAPING THEL LEGS

After cutting the through mortises in
both sides of the squared leg blank, use
the MDEF patterns to lay out the leg’s
shape.

=

=

Band saw the leg’s rough shape. Make
sure the saw-kerf is sawn slightly on the
outside of the pencil line.

=

—
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Clamp the pattern on the leg so that the fence is against a Sand the rough-sawn face smooth with a bearing-guided drum
ulraight face of the leg and the curved portion of the patternis  sander mounted in a drill press. The bearing rides along the
nlmost aligned with the sawn face. Copy the pattern’s exact smooth surface you established with your pattern bit in the
shape onto the rough-sawn face of the leg with a pattern bit previous step.

chucked in your router.

[lse an inflatable drum sander to smooth the leg to final shape.

This process allows even old gaffers like me to turn out multi-
ples of this shapely little leg.
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on the band saw or with a saber saw.
Sand the arcs and round over the
edges with the router using the %4"-
radius roundover bit.

Step 15. Rout the recess for the
bed-rail fasteners (The Woodwork-
ers’ Store, part No. 28589) in the
legs and rails. Screw the bed-rail fas-
teners in place and assemble the
rails and sides.

Step 16. Locate the axle holes on
the rear legs, disassemble and bore
the %" holes for the seat back axle
(34"-dia. steel rod).

Step 17. Lay out the angled cut at
the top of the side assemblies. Cut
the top angle on each of the side as-
semblies on the band saw.

Step 18. Mill the laminated ma-
terial for the arms square. Use the
cutoff portion of the side as a pattern
to establish the angle to be cut on
the laminated arm blank. Band saw
two arms from the laminated blank.
Plane and sand the arms to size and
shape. Draw arm shape from the pat-
tern on page 40. Band saw, plane,
and sand arm to shape.

Step 19. Rout Y4" mortises, 1” deep
on inside edge of each arm. Chop
mortises square with chisel. Cut ten-
ons on rear arm rail with tenoning jig
on the table saw. Fit tenon to mor-
tise. Glue tenons and assemble arm
assembly. (I used Titebond polyure-
thane glue.) Clamp overnight.

Step 20. Round over the upper
arm assembly edges.

Step 21. Reassemble the rails and
sides and then position the arm as-
sembly in place.

Step 22. Bore four %" holes half-
way through the arm assembly on
center with the legs. Bore %" holes
on center with the %" holes all the
way through the arm assembly.

Step 23. Bore %" holes through
the bottom edge of the back stiles.
Cut Y4"-wide mortises, 1” deep in po-
sition at the top and bottom of the
stiles. Chop these mortises square
with a chisel. Cut tenons to fit the
Y4"-wide mortises on the table saw
with a tenoning jig on the rail
members.

Step 24. Lay out and cut the
curved shape of the top rail on the
band saw. Sand the band-sawn
edges smooth and bevel with a bev-
eling bit in a router.

Step 25. Cut the tenons on the
upper stile members using a tenon-
ing jig on the table saw.

Step 26. Rout the slat mortises in
the upper and lower back rails using
the jig and technique shown in chap-
ter one.

Step 27. As earlier with the side
slats, assemble the back, determine
proper slat length and cut the stub
tenons. Glue the tenons in the lower

rails, slide them into their respective
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mortises and then position the nine
slats in place. Glue the stile tenons
and slide the upper rail in place, fit-
ting the upper slat tenons into their
mortises. Dry and clamp the back as-
sembly; leave overnight.

Step 28. Sand each assembly
through 180-grit sandpaper and fin-
ish with three coats of polyurethane.
Reassemble the rails to the sides.

Step 29. Rip enough 1 X1 scrap
hardwood to fit around the inside
perimeter of the rails. Drill 4" holes
every 10" in these pieces of scrap,
and countersink each hole. Trim the
scrap to fit around the inside perim-
eter of the rail, 2" down from the top
rail edges.

Step 30. Cut a piece of %" ply-
wood to fit between the rails and
sides, notching out the corners to
allow for the leg.

Step 31. Paint the steel rod a
complementary color, then assem-
ble the completed Morris chair.
Screw 1Y4" long drywall screws
through the %" holes in the arms and
into the legs.

Step 32. Use %" mahogany but-
tons to plug the holes. Trim, sand
and finish these buttons so that they
are invisible (see sidebar “Gluing in
Buttons” on page 53).

Step 33. Have upholstery done.
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THC @TTOMAN

[ you're going to build the Mor-
ris chair and/or the settle, I'd
recommend you begin here
with the ottoman, because it’s a sim-
pler project, and you will soon learn
[he techniques for making the
uhaped foot, which is central to mak-
Ing any of the other projects in this
thapter. The building goes pretty
[nst, too, so it’s the kind of project
(hal you can do in a weekend.
I essence, the shaping of the foot
In an exercise in pattern routing with
nome judicious power sanding
[hrown in for good measure, and be-
cinse you've cut the mortises prior
[0 the shaping, you can be confident
[hat the project will be square and
[rue once assembled. It’s a good feel-

Ing and a great little project.

MATERIALS LIST

The Ottoman

NAME ~ NO.REQD
Leg -4 -
Side Rail .

Front and Back Rail 2
(Gusset - 4

WIDTH

45

LENGTH
, 11"
=
=
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BUILDING THE OTTOMAN

Step 1. Select wood and match
grain patterns. Mill wood flat, square
and to size.

Step 2. Laminate 8/4 pieces for leg
blanks. Mill leg blanks square and to
size.

Step 3. Determine which faces of
the leg blanks should face out; mark
mortise positions. Rout the 2"
through mortises using the jig shown
in the process on page 20. Chop the
mortises square with a mortising
chisel.

Step 4. Trace the pattern’s shape
onto two adjacent faces; check that
mortises are in the right place. (See
“Shaping the Legs” sidebar on page

42.) Saw the pattern you drew on

two surfaces of the leg blank.

Step 5. Clamp the pattern in
place. Rout the shape onto the
rough-sawn faces of the leg. Sand
the shape smooth with a bearing-
guided drum sander mounted in the
drill press.

Step 6. Finish sanding with a
pneumatic sanding drum or by hand.

Step 7. Rout the edges round with
a Y"-radius roundover bit along all
straight edges. Round the curved
edges to match the Y4"-radius cut by
using a router with a cabinetmaker’s
rasp and hand sanding.

Step 8. Cut side-rail tenons to size
by best available means; I used a ten-
oning jig on the table saw. Fit tenons

to mortises.

212"

16" 31/2"
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Step 9. Lay out curves on rails.
Cut curves on band saw. Sand curves
with drum sander.

Step 10. Round over rail edges
with a 4" roundover bit mounted in
a router.

Step 11. Glue tenons with poly-
urethane glue; assemble ottoman.

Step 12. Cut gussets, glue and in-
stall with drywall screws. Sand, stain
and finish. Cut a rectangular piece of
plywood to fit over the gussets and
serve as a base for the cushion and
upholstery. After the cushion has
been finished, screw drywall screws
through the gussets and into the ply-
wood base for a secure and good-

looking ottoman.

Top View
312"

16“

212!
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THE SETTLE

've never seen this settle any-

where else, but it seems a logi-

cal progression from the Morris
chair I built. Like the Morris chair,
I've used bed-rail fasteners to make
the settle secure enough for even
well-fed and full-sized Victorian gen-
tlemen to sit. Also, like the Morris
chair, the back of this settle pivots
on a 66"-long, %" metal rod, and it
rests against the rear arm rail, which
is mortised and tenoned into the two

arms.

BUILDING THE SETTLE

Step 1. Select wood and match
grain patterns. Mill wood flat, square
and to size.

Step 2. Laminate 8/4 pieces for leg

MATERIALS LIST

The Settle

NAME

Leg

Upper Side Rail
Lower Side Rail
Front Rail

Rear Rail

Side Slat

Back Stile

Back Rail

Back Slat

Arm

Arm Rail

HARDWARE

Bed-Rail Fastener

Center Rail Rastener<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>