Shop

Drawings

or
Craftsman
Furniture

27 STICKLEY DESIGNS
FOR EVERY ROOM IN THE HOME

Measured and drawn by







27 Stickley Designs for Every Room in the Home

Measured and drawn by
ROBERT W, LANG

CAMDIUM PRESS
Bethel




Shop Drai}v'i_hg'éi For Craftsman Furniture .~
a7 Stickley_Désigﬂs ﬁrEfueryRoam in the Home: 7 e

© 2001 by. Robert W. Lang
All rights reserved

No part of this book may be reproduced or transmitted in any form or by any means, electronic or mechanical,
including photocopying, recording, or by any information storage and retrieval system, without written permission

from the publisher, except for the inclusion of brief quotations in reviews.

ISBN 1-892836-12-2

First printing: October 2001
Printed in Canada
Published by

Cambium Press
PO Box 909

57 Stony Hill Road
Bethel, CT 06801

Library of Congress Cataloging-in-Publication Data

Lang, Robert W. 1953-
Shop drawings for Craftsman furniture: 27 Stickley designs for every room in the home
/measured and drawn by Robert W. Lang.
p- em.
ISBN 1-892836-12-2 (sc.)
1. Furniture-—-Drawings. 2. Measured drawings. 3. Arts and crafts movement. L. Title.

TT196.L35 2001
684.1'04--dc21

2001043505

Your safety is your responsibility. Neither the author nor the publisher assume any
responsibility for any injuries suffered or for damages or other losses incurred that may result
from material presented in this publication.




CONTENTS

INTRODUCTION 6 Legs 28
The Story of Craftsman Furniture: 8 Frames & Panels 29
' Backs 30
Interpreting the Drawings 14 Case Joints 31
Guidelines for preparing cut lists 17 Mortise & Tenon 32
Materials and Hardware Curved Parts 34
Solid wood 21 gizzm gg
Veneers & plywood " Finishing 39
Woodvv'rorking techniques 25 }F?ldrfl}:er Reading %ji
Solid Wood 15ps 26 Acknowledgments 144
e
L
FOYER & DEN =M
page 71 EZ
LivING RooMm
page 41
No. 603 Tabouret No. 207 Settle 72
No. 220 Prairie Sofa 44 No. 216 Settle 76
No. 416 Prairie Chair 48 No. 655 Library Table |_|/“’ 79
No. 516 Table with Open Bookcase 51 No. 706 Drop-Front Desk 82
Stickley Plant Stand 54 No. 708 Desk with Two Drawers 88
No. 719 Bookcase 56 Roycroft "Little Journeys" Book Stand 93
No. 700 Bookcase 60
No. 332 Morris chair 63
No. 540 Occasional Table 68

BEDROOM

page 97

Ellis Queen-Size Bed

No. 641 Nightstand 101
No. 112 Wardrobe 104
No. 913 Bureau 110

DINING
Room
page 115

No. 622 Trestle Table

Limbert Octagonal Table

No. 634 Round Extension Table
No. 384 Side Chair

No. 386 Arm Chair

No. 802 Sideboard

No. 815 China Cabinet

No. 814 Sideboard




/ olesame' cbange of

2 a dﬁ%rem‘ set of

graws hzbre vivid and personal with every arti-
cle of furniture that he makes with bis own hand

"t and according to bis own ideas.

Gustav Stickley
Cabinet Work For Home Workers
Craftsman Homes pp.169-170

INTRODUCTION

It has been my good fortune to have spent
nearly all of my adult life earning my living
by working with wood. The idea to produce
this book actually came to me quite some
time ago, but it was always one of those proj-
ects on the “someday” list. Like most wood-
workers, it takes me a while to get around to
the big ones.

My first introduction to Craftsman-style
furniture was in the late 1970s, and my
appreciation and fascination with this style
has only grown over the years. At that time I
was still in the eager apprentice “soak up as
much information as I possibly can” phase of
my career, and some of my favorite sources
were books of drawings of furniture, particu~
larly Ejner Handberg’s books on Shaker fur-
niture and Gustave Ecke’s book on Chinese
furniture. The drawings in those books
taught me as much or more about styles,
design, and techniques than any of the other
sources available to me. I kept expecting that
someday someone would produce a book of
drawings for Craftsman furniture.

Years passed, the book 1 wanted to see never
appeared, and somewhere along the line I
realized that I should go ahead and do it
myself. I began by scaling the illustrations in
reproduction catalogs, then producing work-
ing drawings by hand from that. In the
process I read all that I could find about how
these pieces were constructed, and took
every available opportunity to observe and
study actual pieces.

This is pretty much the process that was
used to produce these drawings, although it
has been greatly simplified thanks to the per-
sonal computer and AutoCAD software. 1

~scan as many photographs and drawings of

original pieces as I can find into AutoCAD,
and adjust their size to full scale. Then it
becomes a matter of making a mechanical
drawing from a perspective image. Details
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are zoomed in and measured, and then com-
pared to known dimensions from pieces 1
have measured, similar pieces, or published
information. Combined with my experience
in the industry, and research on this type of
furniture, a relatively accurate shop drawing
is then produced.

These drawings are very close to the origi-
nals, but they are not perfect—there are
places where 1 have had to make educated
guesses as to the exact size of one part or
another. Usually my guesses are very close,
and many of the pieces in this book that were
originally drawn from photographs were
later measured, confirming the accuracy of
the process. In some ways, I think this lack of
perfection is a good thing.

The intent of this book is to give the average
woodworker or devotee of Craftsman furni-
ture the ability to produce, for his or her own
pleasure, pieces of furniture that represent
the style and spirit of the originals. It is not
intended to be an aid to anyone attempting
to fool the collector’s market by passing off
new work as antiques. If your intent is to
commit such fraud, please look elsewhere for
an accomplice. I urge everyone building fur-
niture from these drawings to sign and date.
your work to avoid future confusion.

The other issue of accuracy comes from the
original pieces themselves, which often vary
significantly from one example to another.
This, 1 think, is understandable, in light of
several factors. First, not everyone measures
furniture in the same way. An antiques deal-
er or catalog copy writer without training in
woodworking may ignore some of “those
funny little marks” between the inches, or
may not hold the tape measure squarely.
Some will consider the height of a dresser to
be to the top surface, while others will meas-
ure to a piece of back trim.

The other reasonable source of variation is
the nature of wood, and of woodworking.
Solid wood expands and contracts as humid-

ity and temperature change. If two identical
pieces of furniture leave the factory, they
likely won't be exactly the same size after a
hundred years, particularly if one has been
taken care of and one has been abused. At a
recent auction I saw three examples of
Roycroft “Little Journeys” stands. The tops
of all three were different dimensions, vary-
ing about half an inch from the smallest to
the largest. All were authentic, yet which one
was the right size? None of them exactly
matched the dimensions published in refer-
ence books and auction catalogs.

Furniture made in factories is generally pro-
duced in “cuttings,” representing the amount
the manufacturer thinks will sell over the
next few months. All of the parts for that
number of pieces will be milled, then stored
to be assembled as the orders come in. It is
common to adjust sizes and make minor
changes from one cutting to another, for rea-
sons of appearance, improving productivity
or yield, or to utilize a new piece of machin-
ery. If someone makes a mistake and pro-
duces a batch of parts that are not quite the
proper size, those parts most likely will not
be thrown out, they will be used. Many of
these pieces were in production for several
years, and during that time quite a few minor
changes were made for many reasons.

The point of all this is that while I have tried
to be true to the originals, the original pieces
themselves don't always match previously
published information about them. The
answer to the question of “how accurate are
these drawings” depends on all of the above
factors. They are accurate enough for today’s
worker to build a very nice, structurally
sound piece of furniture, which will be rec-
ognized as a Craftsman piece. They are true
to the style, and that is not only the best we
can do today, but also the best that Stickley
himself ever did.
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THE STORY OF
CRAFTSMAN FURNITURE

One hundred years ago society as a whole,
and the design community in particular,
stood at a crossroads. The world was rapidly
changing as new technologies were devel-
oped. The notion of what makes a house a
home was questioned then, as it should be
questioned now. The places where we spend
our time and the objects with which we sur-
round ourselves have a significant influence
on our comfort, peace of mind, and well-
being, Craftsman design fills both the need
for usefulness and the desire for beauty. It
does this in a way that expresses the inherent
character of the natural materials, and the
character and values of the designer and
maker. It is a welcome respite from designs
whose purpose is to prove the wealth of the
owner or to present “newness” only for the
sake of following the latest trend.

Good furniture design simply makes sense;
furniture should serve its purpose as well as
possible, be constructed to endure, and use
materials that please the eye and hand. It
should bring a sense of calm and comfort to
its environment, not disturb or detract from
it. Any design reflects the values and person-
ality of the designer, the maker, and the
owner. Craftsman design expresses integrity

" and quality in a quiet, dignified manner. It
- -'d_p‘és’_ not shout, but it cannot be ignored. It
-~ “serves its purpose while providing pleasure to

“the senses. Good design comes, as Gustav
‘Stickley put it, “from the bottom up.” It is

based on solid fundamentals, expressed in a

straightforward manner.

As Stickley put it: “In the beginning there
was no thought of creating a new style, only
a recognition of the fact that we should have
in our homes something better suited to our
needs and more expressive of our character as
a people than imitations of the traditional
styles, and a conviction that the best way to
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get something better was to go directly back
to plain principles of construction and apply
them to the making of simple, strong, com-
fortable furniture that would meet adequate-
ly everything that could be required of it.”
(Craftsman Homes, pp.158-159).

It is this expression of character that sepa-
rates Craftsman furniture from other styles,
and the values attached to that expression are
the foundation of its appeal. This appeal also
comes from the bottom up—it matches a
desire for things that make sense, that pres-
ent themselves in an honest way and use the
beauty of nature without exploitation. Like
the furniture itself, the values and ideals
behind the furniture have a timeless appeal
to the best aspects of human nature.

Though Gustav Stickley is certainly the
main character, the story of American Arts
& Crafts furniture also features Gustav’s four
brothers, particularly his younger brother,
Leopold, who was to become Gustav’s
biggest competitor. The five brothers were
independent and strong-willed men, all suc-
cessful in the furniture business but unsuc-
cessful at working with each other. Their
father abandoned the family when the boys
were quite young; as they came of age, the
three oldest went to work at the chair facto-
ry in Brandt, Pennsylvania, owned by their
uncle, Jacob Schlaeger. In 1884, with the
financial backing of another uncle, Schuyler
Brandt, Gustav, Albert, and Charles formed
the Stickley Brothers Company, in
Binghamton, New York, which sold (and
after 1886, manufactured), furniture.
Leopold and John George joined the grow-
ing company around 1888.

Gustav left the family business later that same
year, starting a similar business named
Stickley & Simonds in partnership with Elgin
A. Simonds. Although this partnership lasted
only a few years, it was revived in Syracuse,
New York, in 1894, and lasted until 1898.
During the years in between, Gustav held
positions with a streetcar company in

Binghamton and later was director of manu-
facturing at the New York State Prison in
Auburn, New York,

Gustav was successful enough to be able to
afford, in the last years of the 19th century,
to tour Europe and England, surveying what
was happening in the Arts & Crafts
Movement. He also devoted a great deal of
time to experimenting with new designs.
Eventually he developed his own style,
which he called “Craftsman Furniture.”

Leopold left the family business about a year
after Gustav and worked for him both at
Stickley & Simonds and at the Craftsman
shops, which Gustav established in 1898. In
1891, Charles and Schuyler Brandt took
control of the operation in Binghamton
{(renamed The Stickley and Brandt Chair
Company), while Albert and John George
took the Stickley Brothers’ name and estab-
lished their own manufacturing business,
called The Stickley Brothers Company, in
Grand Rapids, Michigan.

By 1900, the Stickley brothers were well set-
tled. Gustav was in Syracuse, Albert and John
George were in Grand Rapids, and Charles
was in Binghamton. Their three separate com-
panies became four in 1902 when Leopold
formed the L. & J. G. Stickley Company near
Syracuse, with John George as his partner.

In Syracuse, Gustav worked at developing
his new designs. His furniture was first mar-
keted by the Tobey Company of Chicago, a
distributor of furniture produced by others as
well as a manufacturer. Dissatisfied with this
arrangement, Gustav began marketing his
own work in the early 1900s. As Gustav
introduced his new designs and their style
became popular, his company became suc-
cessful--along with those of his brothers and
numerous other competitors.

Success continued until the First World
War, when popular tastes began to change.
The Craftsman magazine was launched in
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: October 1901 and w1thm a fcw years Gustav

o was, seekmg to expand into architecture and

“home constructlon Furniture remained the

."_-"-':backbonc of the business, but Gustav also

produced linens, rugs, and metalwork,
including lamps, hardware, and accessories.
"This continued expansion was his financial
undomg Tollowing all of his interests, and

o _:'.':".;_'-.-developmg enterprises devoted to each of
1 them, Gustav created an operation that was
* " 'too complex for one person to manage.

Gustav established his corporate headquar-
ters in a large, expensive building in New
York City in 1913. He kept the Craftsman
Farms in New Jersey as his residence and
school. Eventually he was spending much
more than he was taking in and in late 1915,
Gustav filed for bankruptcy. He briefly
worked as a consultant, then joined in an ill-
fated venture with his brothers before retir-
ing in 1918. His final 24 years were spent
living with his daughter and grandchildren.
When Gustav retired, Leopold and John
George continued as the L. 8 J.G. Stickley
Company, which is still in operation
although not owned by the Stickley family.
Albert and Charles continued into the 1920s
with their companies.

Leopold Stickley left hlS brothers company
in 1902 to start his own operation, financed
in part by a loan from Gustav. At first he
made products sold under other names, but
in 1904 Leopold’s own line of furniture was
introduced. Focused solely on one business,
and aided by brother John George, who was
considered to be one of the best furniture
salesmen in the country, Leopold was more
successful financially than Gustav. When
public tastes changed around World War I,
he switched from Arts & Crafts furniture to
reproductions of early American furniture.
Leopold himself ran the company until his
death in 1957.

Gustav Stickley and his brothers literally grew
tp in the furniture business, manufacturing
reproduction and other popular styles of

chairs, as well as marketmg the work of other
manufacturers. By all accounts, each brother
was talented and successful. Howeves, as with
their first attempt at working together, their
business relationships were on-again, off-
again. Their independence and strong wills
helped them to achieve business success, but
apparently prevented them from working
together in groups of more than two.

One of Gustav’s challenges was the vast num-
ber of competitors who freely adopted his
designs, including those companies owned and
operated by his brothers. Similar shop- -marks
and similar names added fuel to the fire.

Gustav’s catalogs emphasized how his furni-
ture was marked, and he occasionally took the
opportunity to remind the public that “some of
the most persistent of these imitators bear the
same name as myself” (1910 catalog, pg. 8).

Gustav Stickley was among the first to pro-
duce this style of furniture, and one of the
most successful manufacturers of his day.
The sheer number of other companies that
copied his work attest to his design leader-
ship. But Stickley’s impact was much broad-
er than his furniture.

For Gustav Stickley was also a leader of the
Arts & Crafts Movement, seeking to pro-
‘mote a better way of life based on ideals from
the past adapted to a changing society.
While others were trying to sell furniture,
Stickley was looking at the changes that were
making a tremendous impact on the way
people lived and worked. The last 20 years of
the 19th Century saw new ways of manufac-
turing, communicating, and day-to-day liv-
ing. Like the computer in our own time, the
technological revolution at the turn of the
20th Century was lighting homes, powering
factories, and speeding up the pace of every-
thing. The telephone was becoming com-
mon and automobiles were beginning to
replace horses for transportation.

Stickley questioned whether or not people
should use the new technology to do the
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same things fasfer and more cheaply, or
whether new technology should be used to
do things differently, to improve the quality
of life for all. Quality of life was important to
Stickley, and he saw both the home environ-
ment and workplace as ideal places for peo-
ple to establish values of honesty and integri-
ty. He saw cheap, poorly made furniture as a
threat to the values of the American home
and society. He felt that if people would sur-
round themselves with simple, pure, humble,
and honest objects, those qualities would
become an inherent part of their daily lives.
Driven by his ideas more than by a destre for
personal wealth, Stickley couldn't stop with
furniture making. He became a publisher, an
educator, and a designer of homes and virtu-
ally everything that went into them.

Gustav Stickley’s designs, and those created
by Harvey Ellis and produced by Stickley's
factory, are what everyone else at the time
copied and are most of what is being repro-
duced today by the L. & J. G. Stickley
Company and other manufacturers. William
Morris and John Ruskin in England had
sown the seeds for the Arts & Crafts
Movement. Architects in England and
America, notably Charles Rennie
Macintosh, Frank Lloyd Wright, and
Charles and Henry Greene, were working on
similar designs, derived from the same philo-
sophical framework. But it was Gustav
Stickley who popularized the style, reaching
a far greater audience than anyone else.

The basic elements of Stickley’s designs—
simple forms, lack of ornamentation, and
high quality—expressed construction that
had been seen earlier in the work of the
Shakers, the English Arts & Crafts design-
ers, and to some extent the designs of
Charles Eastlake. Stickley’s expression of
these ideals was, however, quite different in
the materials he used, in his structural com-
position, and in the joinery elements he
emphasized. His sense of proportion, and
the way in which he combined simple ele-
ments, was flawless, Gustav Stickley’s

designs simply “look right.” They serve their
purpose superbly and make a positive state-
ment about quality without being showy or
ostentatious. His designs fit the user, the
home, and their purpose, expressing the phi-
losophy behind the designs without making
that philosophy more important than the
specific use of the furniture.

When Gustav Stickley first began his exper-
iments with Arts 8 Crafts furniture, he tried
many variations before settling on the
designs that went into production. These
pieces were not squared-off designs, but fea-
tured curves and decorative carvings based
on plant forms. He soon decided that it was
better to start with a structural idea rather
than with an ornamental one. That philoso-
phy is at the core of Stickley’s designs: an
eloquent expression of a purely functional
item, with the structural elements them-~
selves becoming the ornamentation.

Stickley’s strength as a designer was his sense
of proportion. Simple furniture is not simple
to design, and with decorative elements non-
existent or kept to a minimum, a successful
design must make the most of those ele-
ments that do exist, must show the materials
to their best advantage, and must be bal-
anced. While the scale of many pieces
appears large when viewed in isolation, the
overall scale of the furniture is often on the
small side, which keeps the furniture from
overwhelming its environment.

At first glance, Craftsman furniture is
intriguing because it is so well proportioned
and makes such good use of the material.
But a quick glance is never enough. It invites
a closer look, to examine the exposed joints,
to take a good look at the details. This furni-
ture makes friends with its user. Chairs invite
you to sit and relax, and once seated you dis-
cover interesting details you might not have
noticed before. Bookeases and china cabinets
provide a safe and secure place to keep
things, and by their nature let you know that
what is inside is rather special. Rather than

i

—

Gustav Stickley's
well-proportioned
desighs simply
“look right.”

Chairs invite you
to sit and relax..,
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. being overpowering, this
. furniture invites the viewer

Tables"pfo_vias: a S

eplaceto
welcome place to” -

gatheri. -

to look closer and to use it
for its intended purpose.
Tables provide a welcome
place for family and friends
to gather, and desks give a
S sense of taking care of nec-
essary business without being ostentatious.
All of the elements are quite simple, but the
way they are combined makes all the differ-
ence. The quality of the joinery and finish
must be executed as flawlessly as possible for
these designs to be successful.

After Gustav Stickley, the most
influential designer of the peri-
od was Harvey Ellis, who

Bed by Harvey Ellis

Ne. 700 Bookcase
by Harvey Ellis

L{Lg,// '

worked for Gustav for a brief
period before his untimely
death in 1904. Ellis is usually
described as an itinerant archi-
tect, and his addiction to alco-

hol caused his early death. Ellis -

and Stickley met in the spring of 1903, with
Ellis going to work for Stickley in May or
June of that year. At the beginning of the next
year, Ellis was already dead, but Stickley’s
1904 catalog featured many Ellis designs,
notably inlaid chairs and cabinets that never
went into full production, a bedroom suite

(Nos. 911, 912, 913, 914), the No. 700 series

of bookeases, and china cabinets, servers, and
delicate small drop-front desks. The addition
of arched elements, subtle curves, and purely
decorative elements added a touch of light-
ness and grace to Stickley’s previous work.
These pieces are some of the best propor-
tioned and most elegant furniture ever made.

In addition to these furniture designs, Ellis
also wrote articles, designed houses, and drew
illustrations for The Craftsman magazine. It is
generally reported that Ellis was hired for his
skill and training as an architect. But Ellis’s
talent for furniture design and the number of
pieces that are attributed to him make it hard
to believe that Stickley was interested in his
furniture designs only as an afterthought.

Furniture production was always, the largest
part of Stickley’s business, and faced with the
ever increasing number of companies copying
his work, Stickley needed new, fresh designs
to stay ahead of the competition.

Many of the elements that Harvey Ellis
brought to Stickley appear in pieces that did-
n't come into production until well after his
death. It is likely that Ellis supplied the
themes for these pieces, while Stickley's
draftsmen worked out the details and possi-
bly applied the themes to other pieces.
Harvey Ellis strongly influenced Gustav
Stickley’s furniture, and many of the pieces
that are considered to be the “best” examples
came from him.

Lamont Warner was Gustav Stickley’s head
draftsman and furniture designer from 1900
to 1906. He has been credited with the design
of the No. 634 five-leg cross-stretcher table
(pp. 122-125). The trumpet stretchers on this
table also appear on smaller tables. Again, it is
not possible to say authoritatively whose idea
was whose. My best guess is that much of the
design work was collaborative, with Gustav
supplying creative direction and general ideas
for designs, while Warner, his staff, and pro-
duction people all worked together to gener-
ate the details and final designs.

Leopold Stickley is also credited with all of
the designs that came from his factory, and
even though Leopold didn’t have the
demands on his time that his older brother
did, it seems sensible that the L. & J. G.
Stickley designs were also not the work of
one man alone. According to Leopold’s
widow, he “roughed out” the designs
(Cathers pg. 89) so others could complete
them. Peter Hansen was Leopold’s chief
designer after 1909, but it is unknown who
held the position prior to that date. Since so
much of Leopold’s work derived from
Gustav’s, the question of who designed what
becomes even harder to resolve.

One of the few truly original designs to
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come from L. &;J:G. Stickley is the “Prairie”
Sofa and Chair (Nos. 220 & 416, pgs. 44-
50), which featured elements that were never
included in any of Gustav’s designs. The
wide arms supported by corbels and paneled
sides combine to form furniture pieces
which, by a combination of architectural ele-
ments, become a part of their environment.
Like the best Craftsman designs, these
pieces blur the lines between “house” and
“furniture,” replacing both with “home.”

Charles Limbert, a Michigan manufacturer,
also was willing to experiment and innovate
with designs, although some of his construc-
tion techniques have not passed the test of
time. Limbert’s best designs were well pro-
portioned and included curved work, unex-
pected angles, and the use of empty space in
cutout areas as a significant design element.
Much of Limbert’s work was as derivative as
that of other manufacturers, but his original
designs stand on their own merits.

The work of the Roycroft shop was of excel-
lent quality but was never produced in any
great quantity. Founded by Elbert Hubbard
after his early retirement from a successful
business career, Roycroft’s primary mission
was to revive the art of printing, and
Hubbard's main interest was writing and pub-
lishing. Furniture production was always a
sideline and while Hubbard’s position in the
Arts & Crafts Movement was prominent, his
influence in furniture design was negligible,
Much Royeroft furniture reflects English Arts
& Crafts design rather than American.

The First World War and the beginning of
the Roaring Twenties signaled the end of the
popularity of Craftsman furniture. The
desire for simplicity was replaced by a crav-
ing for glitz and glamour. Reproductions
from earlier times again became popular
with the public, and Art Deco design
became a major influence in art and architec-
ture. With its emphasis on form and materi-
al, Art Deco can be seen as stemming from
the Arts & Crafts Movement. Straight lines

were replaced by curves, and struc-
ture and joinery were no longer
emphasized. Comfort and purpose
took a secondary role to overall
design, and the desire to appeal to
everyone was replaced by the desire
to appeal to the wealthy.

Between the 1930s and the 1960s, America
struggled to find furniture that it was com-
fortable with and could live with for more
than a few years. After the Second World
War many attempts were made to produce
designs based on new materials such as plas-
tics and plywood. With few exceptions, these
new styles appealed only to the manufactur-
ers, who were trying to cut costs to the min-
imum. Older styles were recycled in and out
of fashion.

In the late 1960s people again began to ques-
tion the role of technology in daily life, pos-
ing the same questions Gustav Stickley had
asked many years Before. Shaker furniture
and the work of individual designer/crafts-
men gained in influence and popularity. Like
an old friend, Craftsman furniture was wait-
ing patiently to be noticed again, enduring
because of the way it was made. Its timeless
quality speaks to humanity’s desire for com-
fort and purpose in the home.

During the 1970s and 1980s interest in the
Arts & Crafts Movement blossomed, not
only in woodworking and furniture making
but in glass, ceramics, and other crafts. By
the mid-1980s furniture manufacturers rec-
ognized this revived interest and began
reproducing Craftsman furniture, along with
derivative designs. Collectors of antique fur-
niture began offering higher and higher
prices for original pieces. Today, the
Craftsman style has a perma-
nent place in our design
vocabulary.

Five-leg cross-
stretcher table
attributed to
Lamont Warner.

Raoyeroft ‘Little
Journeys’ book
stand

Frairie armchait,
an original design
from L. & J. G.
Stickley
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INTERPRETING
] = ] THE DRAWINGS

The drawings in this book have been pre-
pared the same way that drawings are pre-
pared in the furniture industry. In the indus-
try, before any wood is cut, the builder will
take the time to thoroughly review the draw-
i ing to be certain that his or her interpreta-
i tion agrees with what is shown, and that
- individual techniques, preferences, and '
methods will produce the piece shown. Then
the maker prepares a list of parts, taking into:
account the available materials, joinery :

rT:i— E’}T —I'* This plén view Ie actually details, and any changes that may be neces

: : a goction through the sary due to these variables.

! ! hightstand just below the

: : plane of the top, which is The cut lists presented in this book are what
: i ] : represen?:ed by the I would use in my workshop. You may wor
: : dashed line. differently from me, so you should check my
L ﬂ'_ e— :i_ "__ _E ’ cut lists with care, or better yet, devise your:

own lists from the information given in th
drawings. If you are not absolutely certain
what size to make a given part, please tak
the time to figure it out before you cut any
wood. Building a nice piece of furniture

plan
I takes some time, and any time spent at the:

beginning of the project to understand wh
is to be built and how it will be built will b
rewarded in the end.

Usually you will see a plan view (straight
down from above), elevations (looking
straight at the piece from the front or side);
sections (looking straight at an imagitiai
slice taken through the piece), and detai
(either three-dimensional views, or close-up
two dimensional views). Technical drawing
L L | gives a highly accurate, although somewhat
unrealistic view of the three—dimensidﬁél
world. Since our eyes are used to looking
three-dimensional objects, a technical dray
ing can be confusing, since it does not éh'QW

front side

perspective. In plans and elevations;.t

point of view is from a true 90-degree angle
to the object and what is seen are the ou
lines of what is closest to the observer.
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Imagine a large pane of glass placed in front
of a piece of furniture, on which the image 1s
somehow projected. Objects that are parallel
to this piece of glass appear in the drawing at
their true length. A line that is perpendicular
to the glass would appear as a single point,
and a line at any other angle, or a curve,
would appear to be shortened or otherwise
distorted. The three-dimensional views in
this book are also prepared as mechanical
representations, with parallel lines remaining
parallel rather than converging as they would
in real life. Because there is no foreshorten-
ing, these sometimes appear to be distorted.

Section views show the details on the inside.
Imagine a hamburger, a stack (from the bot-
tom up) of bottom bun, lettuce, tomato, meat,
cheese, onton, pickle, mustard, catsup, and top
bun. If you look at the sandwich directly from
above, all you will see is the top bun. You know
that it is round, and you can measure its diamn-
eter, but you can't tell how thick it is, or what
is underneath. If you look at it directly from
the front or side, you will sce the edges of the
bun, the meat, and perhaps a little bit of cheese
or lettuce sticking out. You can measure the
height and the width, but you still don’t learn
what is inside and you can't see that the bun is
round—the edges could represent a rectangu-
lar slice of bread rather than a round bun. The
two drawings together give you a good idea of
the shape and size, but you still can't tell what
is inside, Is there a big slice of onton, or is it
chopped in tiny picces? Did they forget the
pickle, or is it above or below the meat? If you
slice the burger and then look at the edge, you
will get a good lock at what is inside. This is
the principle behind a section view, and all of
the views together help you to know how the
hamburger is built. If you are having trouble
visualizing what a piece of furniture is really
like, try looking at afl the views. Something
that doesn’t make sense in one view usually
will be shown clearly in another.

Some conventions and terms will help you
interpret the drawings. Dashed lines usually
represent something that is behind, or hid-

den by, what is in the drawing. If we are
locking at the leg of a dresser where a cross
rail joins it, and we see some dashed lines
going into the leg from the rail, then we
know that part of the rail is tenoned into a
mortise in the leg. If a solid line continues
out the other side of the leg, then we know
that the mortise goes completely through the
leg and what we are seeing is the end of the
tenon on the rail.

In section views our imaginary pane of glass
goes through the middle of the object, “cut-
ting” the parts that it intersects and giving
you a clear view of the parts beyond. In sec-
tion views some areas will be filled in
(hatched). This means that the filled part lies
on the plane of the imaginary glass. In these
drawings arcs or splines (squiggly lines) rep-
resent solid wood, and patterns that are more
regular represent plywood, although it
remains the maker’s option as to what mate-
rial to use. Glass is represented by its own
pattern. In a section view a dashed line rep-
resents something that is in front of the cut-
ting plane. Many of the plan views in this
book are sections, or views with the top

removed, with the outline of the top indicat-
ed by a dashed line.

Dimensions are indicated by extension lines
and dimension lines, both of which are
noticeably thinner than the lines of the actu-
al parts of the furniture. Extension lines
approach, but do not quite touch, the point
on the drawing that the dimensions refer to.
Dimension lines have arrowheads that
either point to the extension line, or in some
cases point directly to an object. Dimension
lines are kept off to the edges of the drawing
so that they don't interfere with the actual
drawing, with extension lines connecting
them to the object. Occasionally there may
be confusion about where an extension line 1s
actually pointing, but if you lay a straight
edge on the extension line you will be able to
see where it leads.

One of the challenges of doing drawings in
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Dimenson lines
and extension
lines. The squiggly
lines on the legs
indicate they are
made of solid
wood.

this format is to provide enough dimensions
to build a piece without covering most of the
page with dimension lines, arrows, and num-
bers. Generally, 2 dimension for a_part is
given in only one view of a drawing, hope-

fully in the view where it makes the most ’

sense. The width and depth of a desktop, for
example, will be located in the plan view, and
the thickness of the top will be in a section
view or an elevation. If it seems that a need-
ed dimension is missing, try looking for the
same object in a different view.

There will be times when it’s necessary to do

a little math. If there are a number of parts
making up an overall dimension and the
overall dimension is given, not all of the
dimensions for the parts will be given. Take,
for example, a plan view of a dresser. There i1s
an overall width of the top, the width from
the outside of one leg to the outside of the
other leg, the width of the legs, and the
widths of all the parts in between. If the
parts arc symmetrical, only one will be
dimensioned. If you know the overall width
of a paneled back, the width of one outer
stile, and the width of the center stile, you
can reasonably assume that both outer stiles
will be the same width, and you can calculate
the width of the panels in between. This is
done both to keep the drawing from becom-

ing cluttered and to ensure that the maker
understands the drawing. It also ensures that
if there is an error in the drawing or dimen-
sions, the maker will be able to catch it and
compensate for it. If the dimensions don’t
seem to add up, study the drawing and care-
fully add and subtract the sizes of the parts.
Check and double check before you go cut-
ting up your material.

The dimensions in the drawings don't neces-
sarily reflect the total sizes of the parts.
Dimensions are shown from finished surface
to finished surface. Where there are open-
ings for doors and drawers, for example, the
dimensions shown are for the size of the
opening. On frame-and-panel parts, the
dimensions shown are for the exposed areas.
The maker needs to decide how deep to
make the grooves for the panels and tongues,
how much of a gap to leave around doors
and drawers, how much to add for tenons.
This depends on many factors: personal
preference, species of wood, time of year, or
type of climate. You may not have access to a
planet, so you decide to use the wood you
have that is 232" thick instead of %4". There
is nothing wrong with that, but if you have
six rails in between seven drawers and each
rail is /32" oversize, you will have to compen-
sate for the extra %" somewhere. You may
not like dealing with 32nds so you decide to
fudge things a little. Again, there is nothing
inherently wrong in doing this, but you need
to take it into account before cutting any-
thing.

The pieces of furniture in this book are very
adaptable, and examples of originals show
variations not only in sizes but also in the
material used for various parts. Some pro-
duction runs were made using solid, v-
grooved and splined, or ship-lapped backs,
while in other years the same pieces were
manufactured with plywood or paneled
backs. Some items were shown in catalogs
with paneled sides, yet the only known
examples have solid or plywood sides. You

may be a purist, and nothing but 2 hand-cut
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dovetailed drawer in solid maple will be
acceptable. Or, you may prefer biscuit-joined
plywood drawers. This book gives you a
place to start, and the information you need
to make your own decisions.

Preparing a cut list, deciding how to join one
piece of wood to another, what order to
assemble, and understanding the conse-
quences of all these decisions are part of learn-
ing how to organize a bunch of pieces of
wood into an attractive piece of furniture.
Understanding and interpreting what is
shown in a drawing, and translating that into
a finished piece of furniture, is a major part of
learning the entire process of building furni-
ture.

The way that you measure, mill stock, and
make joints will all affect the size of the parts
needed to build this furniture. For details
that cannot be seen in the original pieces,
such as mortises that are not exposed or
grooves in panels, I have used my own judg-
ment based on my experience. You might not
agree with my decisions, and for this reason
many of the smallest dimensions in this book
are not given, leaving the reader to decide
whether panels should be set in a %" deep
groove or a /2" deep groove. All of the infor-
mation needed to generate your own cut list
is in the drawing, but each maker must be
responsible for determining the finished size
of all of the parts.

(GUIDELINES FOR PREPARING

Your Own CuTt LisTs

Let’s use the No. 913 bureau on page 110 as
an example of how to prepare a list of parts.

In this book, the following conventions are
used when discussing thickness, width and
length. When referring to pieces of wood,
these terms reflect the direction of the grain,
When referring to the piece of furniture as a
whole, they refer to the piece’s normal orien-

tation in space, and apply no matter what

view of the drawing we are looking at, This
may seem like a minor point, but adopting a
standard and sticking to it avoids much con-
fusion. When looking at the drawings, the
whole piece 1s 50" high, 36" wide, and 20"
deep, the way it appears when looking at the
front elevation. By keeping these terms con-

sistent, regardless of the view, we can gener-

ate 4 more accurate cut list and avoid errors
and parts with the wood grain going in the No. 913 Bureau
wrong direction.

For individual parts, width is always the direc~
tion across the wood grain, and length is always
the direction with the grain. The top of the
dresser is '%16" thick, 20" wide, and 36" long,
even though the width of the dresser is deter-
mined by the length of the top. A drawer open-
ing is 4%3" high by 13%%/5" wide. The drawer
front that goes into the opening is 4%" wide
(minus the desired gap around the opening) by
13%/32" long. This convention, when adhered
to, keeps the grain running the right way for all
parts. In the example above, we know that the
grain on the drawer front runs horizontally. If
the dimension were stated the other way—
13%/52" wide by 43" high—it would indicate
that the grain runs up and down. The depth of
a drawer is the distance from the front to the
back, not from the bottom to the top. The
drawers in this piece of furniture are all the
same depth, but the second drawer up from the
bottom is the tallest one.

I start by making a list of the major compo-
nents, such as the top, the sides, the back, the
front rails, and the drawers, leaving room on
the paper to list the parts that make up these
components. For this dresser, I will have:

One top~—-which may be composed of one or
more pieces of solid wood or plywood. There
is also a backsplash across the back of the

top.

‘Two sides—composed of legs, stiles (frame
parts that go up and down), rails (frame
pieces that go horizontally), and panels.
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No. 913 Bureau, which also appears at larger scale
on pagee 110 to 115
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One back—which may be frame-and-panel
construction as shown, solid-wood planks, or

plywood.
Several front rails and one center stile.
Nine drawers and drawer fronts.

In addition, there are a dozen knobs or
drawer pulls, and some way must be provid-
ed to slide the drawers in and out, either on
purchased hardware or on guides fabricated
from wood.

Looking at the drawing, I know that the fin-
ished top is 16" thick, 20" wide, and 36"
long. T probably don't have a piece of wood
that wide, so the top may comprise two, three,
or even four pieces of wood, and if gluing up
for width, the individual pieces should be a
little wider than necessary to allow for making
the joint. My preference is to start my list with
the largest pieces first, since these will have
the greatest impact on the finished piece of
furniture. That way, when digging through a
stack of lumber, I will be looking for the
widest, most attractive pieces first.

I may decide to use some lumber for the top
that is already planed to %" thick. This deci-
sion won't have a tremendous impact on the
appearance of the finished piece, but 1 must
keep in mind that the /15" I've just eliminat-
ed from the top thickness has to come from
somewhere. I would most likely let the over-
all height be a little shorter, but someone else
might decide to lengthen the legs. If this is
done, again, somewhere in the height, the
dimensions noted in the drawing will
change. Making these decisions now, and
noting where the changes will occur, will
avoid much frustration later on.

Having determined the parts and their sizes
for making the top, I move on to the other
parts that appear in the front elevation. Once
again, the question of thickness arises when
looking at the rails between the drawers.
These are stated to be 16" thick, but T

might reasonably decide to use some %"
thick stock. If I do, then I must recalculate
the layout where these pieces meet the legs,
or I will end up with a 315" discrepancy.

At this point it would be helpful to take a
scrap piece of wood, cut it to the length of
the finished leg, and do a full-size layout.
When changing the thickness of any compo~
nent, it’s safest to work from the middle of
each joint rather than from the spaces
between the parts.

By laying out full size, locating the mid-
points and from them the edges, you will end
up with a full-size layout to help you visual-
ize the relationships, and you will be better
able to plan your work. A calculator that can
add and subtract in fractions is a tremendous
help. I use a “Construction Master,” which
works to 64ths of an inch. Some of the other
brands available will only work to 16ths of an
inch, and this isn't fine enough for quality
work, If you decide to ignore all of these /22"
differences, their feelings will get hurt and
they will all get together and travel to one
point of your project to accurnulate against
you. You won't know which point until you
find yourself trying to put something togeth-
er that just won't fit. It will be off by the sum
of all the little discrepancies that you
ignored. '

The section view gives the width of the rails,
and the plan view gives the distance between
the front legs, which is the length of the rails
less whatever is needed to make the joints
between the rails and the legs. The drawings
show tenons on the rails and mortises in the
legs, but without exact dimensions. The
builder must decide on joint details and must
account for whatever effect that decision will
have on the finished length of the parts.

Now that T have determined the sizes of the
rails between the drawers, I can list the
drawer fronts themselves, with the drawer
boxes appearing as a sublist. Knowing the
sizes of the openings for the drawers, either
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from the drawing or from calculations that
* include any changes, the width and length of
" "the drawer fronts can be determined. The
" desired gap around the drawer front must be
. considered at some point, and will be based
" ‘onthe species and cut of wood used, atmos-
 pheric conditions both in the shop and in the
furniture's future home, and the preferences

of the maker.

Returning to the list of major components,
the pieces for the sides can be determined by
studying the drawing, listing the various
parts, laying out to full size, and deciding on
and noting the joinery details and how these
will affect the overall sizes. The side view of
the dresser tells me that the exposed portion
of the stiles on the side panels is 472" wide;
however, by looking at the section I can see
that the rail fits into a groove cut into the leg,
so it must be made wider to allow for the
tongue. Here is yet another case where the
individual maker must decide how to join
the stile to the leg, and the effect that deci-
sion will have on the overall width of the
stile. This same caveat applies to the sizing of
the rails, and the panels that make up the
sides of the case. The drawings show what
the outcome should look like, but the reader
needs to determine for himself the final sizes
of the component parts.

The back is not shown in elevation any-
where, but the sizes for all of the parts can be
determined from the top section and side
section views. The method of making the
back should be determined, the overall size
established, and then the sizes of the compo-
nent parts figured.

After the list of all the parts is completed and
double-checked with the drawing, then the
process of fabricating parts and building the
furniture can begin. It is beyond the scope of
this book to cover all of the techniques and
options for milling joints and assembling
furniture. If you are new to woodworking,
the Bibliography lists many resources for this

information. If there is a woodworking club

in your area, attend some meetings and get
to know other woodworkers.

Many community colleges and high schools
offer woodworking classes. These can be a
tremendous resource for meeting other
woodworkers, learning from the instructors,
and for access to machinery and tools. The
chapters that follow discuss some of the var-
ious techniques used in the Stickley work-
shops, with tips for cither duplicating these
techniques or using alternative techniques
that were not available in the early 1900s.
The furniture presented in this book is gen-
erally straightforward and stmple. However,
there usually is no place to cover up less than
perfect work. The results you achieve will
depend on your experience and the time and
care you devote to your project. If you don't
feel confident in your abilities or your per-
sonal safety, take some time to develop your
basic skills before attempting a large project.

Building any of the pieces of furniture in this
book can be an opportunity to learn much
about the process of woodworking, as well as
about excellence in design. It is also an
opportunity to learn new things about your-
self and the way you think and work.




MATERIALS &
HARDWARE

SOLID WOOD

The most common wood used in Craftsman
furniture was quartersawn white oak,
although many pieces were also originally
made from mahogany and a few were made
of bird’s eye or curly maple. The current line
of reproductions being manufactured by L.
& J.G. Stickley is also available in cherry, a
wood that works well for this style of furni-
ture. Virtually any fine cabinet wood would
work, as one of the key elements of these
designs is the role that the grain, texture, and
figure of the wood is allowed to play. The
individual’s taste, budget, and sense of histo-
ry will all be involved in the decision of
which species to use and whether or not to
build entirely from solid wood or a combina-
tion of solids and veneers.

I would avoid the softer woods, such as
poplar or pine, which won’t hold up well, and
plain-sawn red oak, which, despite its wide
use, s too coarse and unstable for fine furni-
ture. This furniture deserves not only your
best effort but also the nicest materials that
you can obtain.

Quartersawn white oak is not commonly
available, and it's not inexpensive. This
method of sawing does not give the yield
that comes from plain-sawing and therefore
the price is higher. You may have to do a bit
of digging to find it, depending on where
you live. There are a few sources that ship
nationally, but the cost of shipping will
increase the cost significantly.

If you haven’t worked much with solid wood,
it would be worthwhile to read
Understanding Wood, by R. Bruce Hoadley.
Solid wood differs from many materials, par-
ticularly other materials used for precise
work. One of the biggest challenges in
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woodworking is doing precision work with a

“material that keeps changing in size in
- response to changes in the humidity of its
~environment. This movement can be
- reduced to some extent by the finish applied,

but it cannot be eliminated. Attempts to
jgnore wood movement or to restrain it will
inevitably end in failure. It is a powerful
force of nature and it can be understood and
accommodated, but not stopped.

Seasonal wood movement varies from
species to species, and the selection of species
used in a piece of furniture will affect many
decisions that must be made during the
building process. Woods that are considered
suitable for fine furniture generally are rea-
sonably stable once dried.

The biggest mistakes that I have seen people
make, and which T myself have made, involve
rushing into the building process without
allowing the wood enough time to reach
equilibrium with the temperature and
humidity of the shop. Likewise it is folly to
perform the work in an environment that is
quite different from the environment where
the finished piece will be placed.

Kiln-dried’ wood is often thought to be
insurance against wood movement, but once
the wood comes out of the kiln it will take on
moisture from the atmosphere until it reach-
es equilibrium with its environment. Air-
dried wood and kiln-dried wood stored in
the same conditions will eventually come to
the same moisture content.

A good moisture meter is not cheap, but it
will let you know the state your wood is in
when you receive it, let you know when it has
been conditioned to your shop environment,
and help you spot any “wild” boards that are
either unusually wet or dry. Without a meter
you are left to guesswork, Where I live the
summers are humid and the winters are cold
and dry, so there is quite a swing in relative
humidity as the seasons turn. Your area may
be quite different, but you should be aware of

what is likely to happen and be prepared to
work with the wood, not against it.

When you work with wood that has not been
conditioned to the shop environment, the
newly cut surfaces will have different moisture
contents and are likely to warp or twist as the
wood seeks equilibrium. Even if the wood
does not warp it will change noticeably in size
in a short period of time. Joints cut from
damp wood recently brought into a dry shop
will shrink overnight and not fit the next day.
The opposite effect will occur with dry wood
brought into a damp shop. I have learned to
be patient, to wait a few weeks, and to com-
pare the moisture content of lumber brought
into the shop with similar pieces that have
been there for a while.

The biggest problems with wood movement
will occur in the widest and thickest pieces,
particularly solid-wood tops and case sides,
and wide doors and tall drawer fronts.
Woodworkers over the centuries have
learned how to allow for wood movement
and the original makers of Craftsman furni-
ture mostly followed these techniques.

Here are the main points about working
with solid wood:

—Plan the gaps around doors and drawers
according to the season, your shop environ-
ment, and the environment where the fin-
ished piece will be placed.

—Fasten tabletops or other wide pieces of
solid wood in a way that allows for the
expansion and contraction that will occur.

—TFinish all surfaces the same way, with the
same number of coats of the same finish.

—Don't force the wood into place with
clamps. If you straighten out a crooked piece
of wood by bending, eventually it will
“remember” that it prefers being crooked,
and will someday return to that state, even it
has to crack to do so.
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—Make joints that fit snugly. No glue will suc-
cessfully fill gaps in joints for very long. The
piece may hold together long enough to get it
out of your shop, but eventually it will fail.

. The other important factor in working with
solid wood is to buy it from a reliable suppli-
. er, preferably from stock that has been on

- hand for a while. If your dealer has accepted
a load of wood fresh from the kiln and
< passed it directly along to you without wait-
ing for it to settle down, you could experi-
<“ence problems with wood movement.

If wood bends as you cut it, or splits as you
- “near the end of a rip, it has been “stressed” or
“case hardened” during drying. This means
the surfaces of the lumber were dried too
. quickly, shrinking the cells so much that the
‘moisture on the inside cannot readily escape.
Be especially careful during all cutting oper-
ations in case this happens, and if it does, be
prepared for more problems later on. If your
‘supplier won't replace the wood (go ahead
and ask, but don't hold your breath), cut
parts enough over-size so that you can re-
Cstraighten them if need be, and let them
“adjust to the shop environment for a few
- weeks between rough and finish milling.

| VENEERS & PLYWOOD

‘Veneers and plywoods were used in original
- Craftsman pieces, and there is no reason not
to use them in reproductions. For paneled
- backs, dust panels, drawer bottoms, and the
- side panels of some cases, plywood is clearly
a good choice. It is less susceptible to season-
 al changes than solid wood, it is stable in

thin sheets, and it can be less expensive than
~ solid wood.

Furniture-quality plywood can be difficult to
find, and your local lumberyard or big-box
home center probably won’t have what you
are looking for. Companies that specialize in
supplying woodworking hobbyists charge a
premium for this type of material. The best
source will be a company that supplies pro-

fessional cabinet shops and architectural
millwork companies. They will have access
to a wide variety of cores, thicknesses, and
species, though they may not like to make
small sales to individuals. A local cabinet
shop may be willing to order some for you,
but remember that their time is money, so
don’t waste it, and offer some compensation
for their efforts.

Particleboard and medium density fiber-
board (MDF) are probably the better choice
for veneer core materials than regular ply-

wood, which is known as veneer core in the . -

industry. The quality of particleboard and

_fiberboard cores has improved greatly over - -
the last 20 years, while the quality of veneer -

core material has steadily gone downhill. In
particular it has become thinner than its
nominal size as a way for producers to save
material costs. Don't believe stories about
“metric” sizes— %" plywood barely measures
/16" for the same reasons that 1-pound cof-
fee cans now weigh in at 13 ounces. The
“new convenient size” saves money for the
producer.

The cores are not only thinner, they are not
of the same quality material that formerly
was used. Poplar has taken the place of birch.
Thickness will be inconsistent throughout
the sheet and the coarse grain of the core will
likely telegraph through the veneer during
finishing, creating a rough ‘surface on what
was once a smooth panel. Some plywood is
also laminated before being thoroughly dry,
which makes it likely to warp. Imported
Lauan plywood cores are especially prone to
this kind of stress, and will often bend while
being cut. If you do use vencer core plywood,
be sure to mill any joints in a way that will
ensure 2 consistent thickness in the joint.

Particleboard and MDF have been the sub-
ject of much engineering work and most of
the problems that used to be associated with
these materials are no longer present. MDF
will have a smoother, more consistent surface
than particleboard, but it does tend to split
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when fasteners are used on the edges. These
materials will warp if treated differently on
opposite sides, so if you do your own veneer-
ing be sure to veneer and finish both sides.
Veneering or otherwise sealing any edges
that are exposed to the air is also a good idea
to prevent the panels from warping.

For thin panels, such as 14" thick drawer bot-
toms or back panels, veneer core is probably
the better choice because it is stronger than
particleboard. For drawer bottoms in bed-
room cases, aromatic cedar plywood is a nice
touch, although it can be hard to find. -

HARDWARE
Reproducnons of orlginal hand—hammered

copper. tardware are available, but tend to be
expensive because of the handwork required.

: There are; a lot: of “Mission style” pulls and
: strap hmges on-the market that aren’t as
= costly, but they're also not as nice. An alter-
."_natwe to metal pulls is wooden knobs, either

turned or sawn square with a pyramid shape.
There are a varicty of sources for wood

knobs, or you can make them yourself.

Original pieces were shown in catalogs and
manufactured both ways, probably to offer
an alternative in pricing, because hand-ham-
mered copper hardware was as expensi{rc a
century ago as it is now. Both looks are
authentic, so which to choose is a matter of
your budget and personal taste.

Hinges on the original pieces were consider-
ably heavier than anything available today.
Butt hinges on originals tend to have longer
leaves than today’s hinges, and the barrels are
of a larger diameter. Doors on the originals
generally are still swinging nicely after near-
ly one hundred years, so the choice of hard-
ware should go to the nicest available.

Drawers on original Craftsman pieces were
usually guided by a center-mounted dove-
tail-shaped rail on the bottom of the drawer.
The reproductions currently produced by L.

& J.G. Stickley use both this center guide
and rails in the sides of the drawers. Modern
metal slides can be used, although they will
make the purist cringe. Accuride makes the
most reliable slides; their model #3832 is a
good choice for a full-extension slide. Most
of the European hardware manufacturers,
such as Grass, Mepla, and Blum, offer bot-
tom-mounted ball-bearing glides that are
entirely hidden when the drawer is open,
making these more acceptable (and more
expensive) than the Accuride. Any of these
mechanical slides can be used in the pieces in
this book, just be sure before starting con-
struction that you understand how they
mount and how their use affects the size of
doors and drawer boxes.

Mirrors on bedroom cases swing on a fitting
designed especially for that purpose, and the
hardware used on the original Craftsman
pieces was the same as used on most other
furniture manufactured at the time. These
fittings are available from mail-order suppli-
ers of woodworking materials and reproduc-
tion hardware.




WOODWORKING
TECHNIQUES

This is a book about furniture construction,
not a basic woodworking text, Different
methods will be discussed, in the context of
this style of furniture and in specific pieces,
but the reader without much experience
would benefit greatly from practice in basic
joinery before attempting a major piece of
furniture. There is no substitute for practical
experience. The Bibliography (page 143)
contains a list of books that I have found
helpful over the years. In addition, in many
areas it’s possible to gain experience through
woodworking classes or clubs. Woodworking
is not something to approach lightly, given
the inherent danger of the tools involved.
Therefore, never attempt a technique that
doesn’t feel safe, and practice different tech-
niques on scrap wood before embarking on
the real project. Seek the advice of experi-
enced woodworkers as needed, and if you get
the feeling that something you are about to
do is risky, it probably is. Stop and examine
ways to work safely before proceeding.

A large part of the preparation for building
furniture is consideration of which technique
to use to make each joint, There really isnt a
“right” or “wrong” way, there is simply a vari-
ety of choices based on a maker’s tools, skills,
and experience. There are many different
ways to accomplish any task, and one of the
pleasures of learning to work with wood is
the discovery of the ways that work best in
any given situation.

The simplicity of Craftsman furniture designs
could lead one to believe that it is simple to
make, This simplicity, however, carries with it
a need to truly master basic skills, and to apply
them with care and forethought. There are no
moldings to cover gaps, and with so much
exposed joinery, there is no place to cover up
errors. An exposed, keyed mortise-and-tenon
joint makes a statement about its maker. Like
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a sports team that wins the championship due
to mastery of the basics, a successful piece of
Craftsman furniture will be made by someone
who has the patience to master the fine points
of joinery and the confidence to let it show.

The choices I make about the techniques to
use can vary widely depending on whether
am making furniture to sell, for my own use,
or simply for the experience and the opportu-
nity to learn something new. Sometimes the
choice is to use machinery, and sometimes it is
to do the work by hand. Usually it is some
combination of the two. I am always amused
by those who claim some sort of moral supe-
riority for using a hand technique over a
machine. Each method has advantages and
disadvantages, and cither can be appropriate
in some circumstances and not in others. The
choice of which to use is simply personal pref-
erence based on the job, the tools, and the
available time. Knowledge of several different
methods gives the builder more options.

Sometimes the “right” choice is a hand plane
or scraper, and sometimes it is a plunge
router. It is definitely worthwhile to have the
ability to hand-plane and scrape a solid-
wood top to a flat, level, and smooth surface,
and it is a pleasurable, gratifying experience.
Tt is also a lot of work and it takes time, If
that time is not available, and if my old-time
woodworker ego doesn’t need to be stroked,
T would choose to use a wide-belt thickness-
ing sander. In another situation I might
choose a quiet afternoon, a physical workout,
and a pile of shavings on the floor.

My preferences are simply that, and 1
encourage readers to explore all the available
options and adopt the ones that are most
suitable. There are as many ways to make a

mortise and tenon as there are ways to skin a
cat. The trick is to find a few that you are
comfortable with, that succeed most of the '
time, and that make your woodworking
more enjoyable. We learn and develop our
skills by trying things we havent tried

before; we won't learn anything new and we

won't grow when we decide that there is only
one right way to accomplish any given task.

SOLID-WOOD TOPS

Solid-wood tops are included in nearly every
piece featured in this book, except, of course,
chairs. The original makers were faced with
the same decision that today’s woodworker
must make, namely how to make a wide top
from narrow boards. Except for the work of
L. &J. G. Stickley, which used splines, most
tops were made by simply butt-joining the
pieces. The main advantage of using splines,
or the modern alternative of biscuits, is not a
matter of adding strength, since an edge-
grain to edge-grain glue joint is very strong
to begin with, but a method of keeping the
pieces aligned during glue-up. As long as the
edges are square and smooth, an edge-grain
to edge-grain butt joint is extremely strong
and stable. Battens clamped above and below
the pieces being joined, in addition to the
clamps holding the parts together, will keep
the pieces nice and flat. It is well worth the
extra effort at this point, because removing a - -
Jot of material after glue-up isn't much fun
however you choose to do it.

Much has been written about orienting the
boards to be glued to prevent cupping. One
popular theory is that alternating the planks
so that the bark side is up or down on every
other piece will prevent the top from warp--
ing. The important issues in making a solid-
wood top, however, are appearance and
longevity——you want the top to stay together.
forever. A solid-wood top on a nice piece of
furniture should appear to be a single board,
and if stable, seasoned stock is used, with -
finish applied equally on all surfaces, and'.
care is taken in design and construction, it
doesn’t matter a bit which way the boards
face. T like to start a furniture project by ghu=
ing up the top. I select the wood from the
widest, longest, most attractive boards and
arrange them so that they look as much like '
a single piece of wood as possible. "
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The easiest way’to match parts for a top is by
taking as many parts as possible either from
a single board or from boards that were cut
from the log in sequence. By doing this task
first, all of the available lumber can be exam-
ined and compared. My approach is to go
through the stack of lumber, picking out
likely candidates for the top, and setting
them aside after sketching the rough sizes on
the surface with chalk or a tumber crayon.
Long pieces will be cut to a rough length,
and after all have been milled to a consistent
thickness, the pieces can be arranged in dif-
ferent ways until an acceptable appearance is
found. Once this decision has been made, I
draw a triangle on the surface to maintain
the desired orientation.

I prefer to joint the edges just before glue-
up, and even though I am confident in the
squarenesss of the jointer’s fence and table, I
alternate the face of every other edge against
the fence. This ensures that even if the edges
are slightly out of square, the angles will be
complementary and the resulting joint will
be flat across the faces. It is a lot easier to
make a perfect top from perfect pieces, and
my preference is to have the edges as straight
as possible. Another bit of nonsense passed
off as good practice is to plane a slight bow
in the edges so that they must be forced
together by the clamps. In my experience,
wood placed under stress during glue-up will
eventually “relax” and crack at the joint, If
the stock is at equilibrium with the shop
environment, and it has been milled careful-
ly, the parts used in the top will not need
great pressure to be brought together and
they can be expected to stay together.

I usually glue up a top an inch or so wider
than what I need, and several inches longer.
I alternate clamps above and below the sur-
face so that they are pulling as close to the
center of each board as possible. I check to
make sure that I haven't put any kind of bow
or twist into the top, and I'm also careful
about how much glue I use.

As a young apprentice being instructed in
gluing, I jumped into the conversation about
thirty seconds too soon and said, “the glue
should squeeze out so I know I've used
enough, right?” The journeyman instructing
me looked me right in the eye and replied,
“The glue should almost squeeze out so you
don’t make a mess you'll have to clean up
later on.” At the time I thought he was nuts
and way too picky, but I have over the years
become just as nuts and just as picky. I don't
like to waste glue any more than I like to
waste any other material, and cleaning up a
lot of glue squeeze-out is not only messy, it
can get glue in places you don’t want it and
won't be able to see until it ruins your first
attempt at putting on a finish. Judging the
amount of glue to use isn't that difficult, just
one more skill that will come from practice.

If I do have any squeeze-out, I make sure to
remove it before the glue dries hard. I use an
old scraper or the back of a wide chisel to get
it off, not a wet rag, which often just thins
the glue out and spreads it all around.
Leaving beads of glue on the surface will
slow down the drying process, and weaken
the joint at that point. The other big prob-
lem with leaving squeeze-out on the surface
is that you eventually must remove it. A
thoroughly dry bead of glue is incredibly
hard. Trying to take it off with a hand plane
is hard on the edge, trying to sand it off is
hard on whatever type of sander is used, and
it is easy to tip a belt sander balanced on a
bead of glue and gouge the wood.

Once the glue has dried, it’s time to smooth
the wood and cut it to finished size. With
the top the right size, the glue joints will
need to be evened up and the entire top will
need to be made smooth enough for finish-
ing. I think that finding a wide belt sander
large enough to send the completed top
through is the best alternative. Many shops
will let you use theirs for a reasonable price.
A decent hand plane in capable hands is
probably the next most efficient alternative.
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Table iron

Table buttons

Taper jig
consists of a
plywood sled with
screwed-down
blocks to hold
the workpiece in
place.

Once again, the belt
sander is an alternative,
but I don't think it offers
any advantage either in
efficiency or quality over
the plane and scraper. It
takes about as much skill
to guide a belt sander to
good results as it does to
guide a plane, and the
chances of doing some
damage with the belt
sander are higher. Factor
in the noise and dust of
the belt sander versus the
good workout from the
plane and scraper, and
make your choice.

With the top complete
except for the final finish
sanding or scraping, how
is it held down to the rest
of the furniture piece?
Most of the original
examples featured in this
book were attached with
“table irons.” These are figure-eight-shaped
pieces of metal that are screwed down to a
rail on one end and up to the top on the
other. They are available from mail-order
and internet woodworking hardware suppliL
ers. These allow for the top to be pulled
down flush, and also will shift as the wood in
the top expands and contracts. The side that
attaches to the rail needs to go in a counter-
bored hole that partially intersects the inner
edge of the rail. The best way to make this
counterbore is
with a Forstner
bit, because it
a flat
bottom  and
also will cut
neatly through
the edge of the
rail. Avoid the
temptation to

be cheap by

leaves

using a spade bit. The cut through the edge
of the rail will be ragged, but more impor-
tantly, the pilot will leave a hole too large for
the screw to grab. After making the counter-
bore with the Forstner bit, drill a separate
pilot hole for the screw into the rail. Be
extremely careful when drilling the pilot hole
that goes up into the top. If the top is around
34" thick, there will not be many threads in
that screw that will be able to grab. Use a
tapered bit and be careful to match the depth
of the hole to the length of the screw.

The common alternative to table irons are
shop-made table “buttons.” These small
blocks of wood have a rabbet on one end that
slips into a groove on the inside of the rail.
They work well, but require more effort to
make. The most important thing to remem-
ber when attaching the top is that it will
expand and contract, and this movement
cannot be restrained or prevented. If you
screw it down, be sure that there is a way for
the screws to move along with the wood.

LEGS

Many of the legs in Craftsman furniture are
too thick to be made from a single piece of
wood. The original makers had various ways
of dealing with the situation. The problem is
not only one of stability of construction, but
also of appearance, particularly when work-
ing with quartersawn oak. Oak cut in this
way is absolutely beautiful on the face, but
can be scruffy on the edges. Gustav Stickley
laminated legs, gluing two or more pieces
together to achieve the desired thickness.
The solid faces were oriented to the front of

the piece of furniture, and the sides of the

legs were often veneered. Nearly all of the
original pieces that I have seen have exhibit-
ed some form of cracking along the lines of
the laminations, usually near the floor. Since
quartersawn wood moves more in thickness
than width, this cracking is not unexpected.

In other woods, such as mahogany or bird’s
eye maple, the difference in appearance
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between the face and edge grain is not as
great and laminated legs could look good
without veneering. Leopold Stickley made
legs from four pieces of wood joined at each
corner with a mitered rabbet. This allows
thinner stock, and provides face grain on all
four sides. These joints could be simply
mitered, but the rabbets keeps the miters
from sliding during gluing. A similar joint
can be made with a lock miter shaper cutter
or router bit. Mitered joints with biscuits are
another alternative, and if solid stock is avail-
able, the only reason not to use a solid piece,
provided that the wood is thoroughly dry
and at equilibrium with its environment,
would be the difference in appearance
between the quartersawn face and the edges.

Craftsman-style legs often are tapered on
one or more edges. The most reltable way I
have found to taper legs is to cut them
slightly oversize, either on the bandsaw or
with a jig on the table saw, then remove the
saw marks with the jointer or a hand plane.
For cutting on the table saw, I use a sled of
plywood a few inches wider and longer than
the leg as the base for a jig. One edge of this
is run through the blade, and the fence is
kept in the position used for this cut. The
cuts are laid out directly on the leg, and these
marks are then placed on the freshly cut
edge. Blocks of scrap are then screwed down
to the plywoed sled to hold the leg from
behind and on the side that is not being cut.
With the saw blade raised to cut the full
thickness of the leg, the jig is pulled back
behind the blade, the leg placed upon it, held
down with a toggle clamp if necessary, and
the sled is pushed through the blade with the
other edge pushed against the fence as in a
normal rip cut. This jig can be put together
quickly, and works better than the adjustable
tapering jigs that are available commercially.

FRAMES & PANELS

Much of the furniture in this book features
frame-and-panel construction for doors, case
sides, or as an alternative to a plank-con-
structed back. These are straightforward
tongue-and-groove constructions, without
any decorative molding. There are some vari-
ations: In some pieces the legs take the place
of the stiles, and in others, the stiles have a
tongue on the outer edges that fits into a
stopped groove in the leg. At the corners, a
long tenon (sometimes reinforced with a
dowel), fits into a mortise deeper than the
groove provided for the panel. Many of the
original panels were veneered, which was
probably a better choice than using solid
wood for these relatively thin, wide panels.
Most of the drawings show 2" thick ply-
wood with a tongue worked around the
edges for the panels. These could casily be
replaced with a piece of 2" plywood, the way
paneled backs are shown in the drawings.

The thinner plywood will have a greater ten-
dency to warp, and the quality and thickness
of the core can cause problems in appearance
and require a slightly different technique for
making the grooves. Most dado setups can-
not mill a groove narrower than 4" wide,
and nominal “4" thick plywoed is undersized
enough so that there will be a visible gap
between the frame components and the
panel itself. The easiest solution is to use a
stackable slot-cutting setup in a router table
to mill the grooves, instead of a dado head
setup on the table saw. These cutters are
available in increments of 32" so a good fit
can usually be achieved.

Glass doors and case sides are joined in a
similar fashion to panels; however, instead of
grooves, the back sides of the frame mem-
bers have a rabbet for the glass with remov-
able stops behind the glass. Generally, the
corners of the stops are mitered, and the
stops are held in place with small brads, This
is a reasonable alternative for panels as well.
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Making good panels is mainly a matter of
starting with good parts and working pre-
cisely. All surfaces should be square, true, and
of a consistent size. Saw marks from ripping
the stock for stiles and rails should be
removed before assembly. If these pieces are
ripped slightly oversize, they can be sent
through the thickness planer up on edge, in
groups of several pieces. Ganging the pieces
in this way helps keep them from tipping on
their way through the planer, and will ensure
that the size is consistent.

The joints can be cut in a number of ways,
the important point being that the parts are
held tightly against the fence and the table
surface during cutting. Featherboards and
other hold-downs not only increase safety,
they increase accuracy by keeping the stock
where it should be for cutting. Care taken at
this stage will be appreciated at the next
stage, when the joints must be
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cleaned up. It’s a good idea to
make practice joints on scrap
wood and to save parts from a
successful joint as an aid in sct-
ting up the next time.

In gluing up frames and panels,
many workers make the stiles
and rails slightly oversize so they
can trim the entire panel to size
after assembly. In my opinion
this practice complicates the
process and encourages sloppy
work. For the panel to look right
in the end, the joints need to be
assembled tight and square, and
any trimming should leave parts
that are parallel to each other at
the same exact width. If I am
capable of working that precise-
ly, then I don't need to leave
extra to be trimmed for the sake
of trimming. The exception is
paneled doors, which I make to
the size of the opening, and then
trim to achieve the desired gap
around the edges.

Some pieces have a single flat panel for the
side, instead of a framed panel. A number of
pieces were shown both ways in catalogs, and
this is always an option whenever a frame-
and-panel side is shown. While these panels
can be made from solid wood, it would be
prudent to use a veneered panel instead,
made either from a sheet of hardwood ply-
wood, or vencered by the maker. Both
sides—back and front—of the panel should
be vencered to equalize the movement of
moisture through the panel, and it should be
finished on both sides as well.

Dust panels were occasionally used in some
of the originals, but not in others. To avoid
complicating the drawings in this book, they
have not been included in any of the pieces.
If these panels are desired, it is a simple mat-
ter to construct a four-sided frame with the
front rail as shown in the drawings, and a
picce of 4" thick plywood trapped in a
groove in all four pieces.

BACKS

The earlier pieces of Craftsman furniture
usually had backs made up of individual
planks, chamfered on the long edges and
joined together with splines at each joint. As
time went on, these were replaced in the
manufacturing process with either frame-
and-panel backs with thin veneer panels, or
with thicker plywood backs as a single
unframed panel. The drawings show differ-
ent styles in different pieces, but these
should not be taken as hard and fast rules.
The maker will need to decide which style
and method should be used.

The advantages of a single-piece %" or 2"
thick plywood back are simplicity of con-
struction and overall stability. There is only
one piece to be cut to size, and seasonal
wood movement won't be a factor. If the
back is exposed, as in the case of an open or.
glass-door bookcase or china cabinet, the

appeararnce won't be quite as nice as a framed

panel or plank back.
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Solid-wood backs require a bit of planning
regarding seasonal wood movement, and a
few steps in construction to accommodate
this movement. An alternative to the splined
back is the ship-lapped back. In either case,
some space should be allowed for the wood
to either expand or contract, depending on
the season of construction. This will vary
with the wood species, and R. Bruce
Hoadley’s Understanding Wood provides
some methods for calculating this movement
in various species. If using the splined back,
the splines themselves should be of the same
species as the wood of the planks, as there
will be times when they will be exposed to
view, however slightly. If the v-groove
appearance of the splined back is preferred,
the edges of the shiplapped pieces can just as
easily be chamfered. The advantage of the
shiplap is there are fewer pieces to make and
fit. The disadvantage is that if any of the
individual planks start to bow, they will not
be held in place by the adjacent plank. The
back pieces should not be glued to each
other, nor to the case itself, except along the
long edges at the cabinet sides. Each individ-
ual plank should be fastened top and bottom
with one fastener in the center of the plank.
This fastener can be either a nail, which will
bend slightly as the wood moves, or a screw
in an oversized hole. This keeps each plank
in its relative position, but leaves it free to
expand and contract in width. If the back
were glued together to form one piece, as in
a solid top, the total movement could force
the case sides apart. Keeping the planks sep-
arate will show slight gaps between them
during the driest season. These gaps will
then expose either the splines or the shiplap
on the neighboring piece.

MISCELLANEQUS CASE JOINTS

In several pieces the legs form a part of the
frame-and-panel structure either by replac-
ing the stiles, or by having the stiles joined to
the legs. The joints for these are shown clear-
ly in the drawings, but the reader should be
aware that grooves in the legs for this pur-

pose will have a definite stopping point near
the end of the panel toward the bottom of
the piece. | prefer to make these stopped
grooves with a spiral cutting bit in the router
table rather than with a dado head in the
table saw. Either method makes an accept-
able groove, but the dado head will leave a
substantial ramp where the groove stops, and
it will either have to be cleaned out by hand
or dealt with in some other manner. It would
also be wise not to carry the groove com-
pletely to the intersection of the rail, but to
stop it 4" to ¥2" further up, and take a slight
notch out of the corresponding rail. This will
ensure that none of the groove is exposed
after assembly.

In pieces where there is a single wide piece of
wood between the legs, the reader is again
advised to give careful consideration to using
a veneered panel product rather than solid
wood. Most original pieces of this form were
actually veneered, and the ones that used
solid wood can often be identified by the
cracks that have formed over time. Solid
wood can successfully be used, but the car-
case must be constructed so that the move-
ment of the solid side pieces is not restrained
by another component.

Rails between doors and drawers are shown
to be joined by mortise and tenon to either a
vertical stile or, more often, to the front leg
of the case. This is authentic construction,
but the sizes shown in the drawings reflect
my own preferences. An alternative to mor-
tises and tenons, and probably a superior
method to the original construction, is to put
a dovetail on the ends of the rails. The dove-
tail will fit a corresponding socket either
routed or chiseled from the back side of the
leg or stile. This is the method used by the
current L. & ].G. Stickley Company for their
reproductions of Craftsman furniture. Once
set up, milling these joints is a little faster
than making the mortises and tenons and
offers a mechanical advantage should any
parts shrink over time.

3
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Hollow-chisel mortiser makes square
corners, ideal for Crafteman furmiturs.

Mortising. Router bit with guide
collar foliows cutout in piywood
template clamped to workpiece.

ear up rounded corners with rasp.

MORTISE & TENON

One of the hallmarks of Craftsman
furniture is the through-mortise-
with-exposed-tenon joint. Often the
tenon extends far enough to allow
the cutting of a second mortise;
inserting a wedge-shaped key locks
the joint. Through mortises really
aren't any more difficult to make
than hidden mortise-and-tenon
joints—the difference is similar to
singing in the shower and singing
before an audience. Any mortise-
and-tenon joint must be precisely
made if it is to serve its function over
time, but when the joint is exposed,
extra care needs to be taken, since the
appearance of the joint is so impor-
tant to the appearance of the entire
piece. Parts that are usually hidden
from view become finished surfaces,
and there is a significant difference
between a mortise and tenon that is
ready to be glued together and one
that has an acceptable finished sur-
face.

The problem is that there is a built-
in limit as to how far one can go in
making these surfaces smooth
before the fit of the joint becomes
too loose. How much to take off to
make the joint smooth depends on

how the joint is cut in the first place,
and there are numerous options.

Many of the keyed tenons are too

long to be cut with a tenoning jig on

a table saw. These cuts may be made

with a well-tuned band saw, and the
option of cutting them by hand with
either a tenon saw, or a Japanese saw
should be considered. In any case,

the quality of the work at this point
takes precedence over speed, and it
would be worthwhile to make a few
practice joints to find a technique
that works for you. My preference is
to cut the tenon a little oversize, and

trim to fit with a shoulder plane fol-
lowed by a cabinet scraper. I check
the thickness and width with a dial
caliper rather than trying to force the
joint.

There are also numerous methods
for cutting the mortises, and again,
exposed joints will require a great
deal of care. Whatever method is
used for the actual cutting, cut in
from the finished side as well as the
hidden side to avoid tearing out the
grain. Scoring around the layout
lines with a sharp knife will help to
ensure clean edges on the exposed
side of the joint.

My first choice for mortising is a
hollow chise] mortiser. Low-priced
hollow chisel mortisers have become
available in the last few years, and are
a welcome addition to a shop making
this sort of furniture. Dedicated
mortisers will perform better than
drill-press attachments, but the
smaller versions are underpowered
and must be used at a pace that does-
n't force the work. The more expen-
sive models not only offer more
power, but also a cross-slide table,
which securely holds the work and
moves it back and forth in a straight
line. While this machine will greatly
speed the work, the quality of the
cuts made are dependent on the
quality of the chisels and bits used
and the way they are sharpened and
maintained. Even when optimally
tuned, hollow chisel mortisers tend
to be a little uneven, showing marks
at each place the chisel is plunged in.
Exposed mortises will probably need
a little bit of handwork with either a
chisel or a file to get nice crisp edges.
I find that a plastic laminate file
works well.

When using a hollow chisel mortiser,




e

Woodworking Techniques 33

it is important to stagger the cuts so
that the bit and chisel are either
completely embedded in the wood or
are taking a cut with two sides in the
wood. Trying to continue a cut with
three sides in the wood will cause the
bit to lean in the direction of least
resistance, and will damage the bit
and chisel.

A plunge router equipped with a
fence or some other sort of guide is a
good alternative for making mortises
and useful for other tasks as well. For
mortising, a 3HP model is preferable
to a 1/2HP model. The collet should
be long enough to hold the bit
securely. A spiral cut bit will give the
best results.

If routing the mortise, I prefer to
remove most of the waste by drilling,
as this reduces the stress, strain, and
noise produced by this operation.
The router will leave rounded cor-
ners, which will have to be cleaned
up by hand with a chisel. A chisel
with a good flat back is essential. By
starting the cut with the chisel
angled and resting on the flat part of
the mortise cut by the router, the
working end can be swung into the
corner and then brought straight by
tilting the handle end toward the
vertical, and then working down. Of
course, the mortises can be made
entirely by hand, drilling out most of
the waste with a slightly smaller bit
in the drill press.

The angled mortises that receive
keys will need some handwork to
angle the side that matches the
wedge. Generally these wedge-
shaped keys are cut at an angle of
between 5 and 10 degrees, but the
exact angle is not as important as
getting a good match between the
mortise and the wedge. It is easier to

lay this out if the top of the mortise
is made 16" to 8" larger than the
bottorn, depending on the thickness.
Or the layout can be made on the
wedge itself, making the top perhaps
2" larger than the bottom, and then
simply transferring the angle from
the wedge to the edge of the tenon
that is to recetve the angled mortise.

While this joint appears sturdy, the
weak point s at the end of the tenon
that has the angled mortise cut into
it. It is quite possible to split the
wood at this point by using too
much force to drive the wedge
home. Make sure the pieces are well
matched, and listen as the wedge
gets tight. It will make a different
sound when it seats. Clamp the
pieces together before tapping the
wedge home—use it to hold the
joint tight, not to pull the joint
together.

On the originals, all the edges of
both the exposed tenon and the
wedge are either rounded or cham-
fered, these cuts tapering down to
the corner where the tenon comes
through the side of the case. Often
the wedge will have a slight notch
cut about 1" down from the top to
provide a surface for knocking it out
of its seat.

Pegged mortises are common, and
the biggest problem may be finding a

With the shoulders sawn, remove the
cheek waste on the bandsaw.

Chisel an angled face on the
mortise for the wedge.

Tapping home the locking wedge.
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Bending thin
laminates around
a form.

dowel of the right size and species. A few

woodworking suppliers carry them, or if a
lathe is available they can be turned in the
shop. Sorby makes a sizing tool that works
well for this purpose because it can be set to
size directly on the bit to be used for drilling
the peg hole. Dowels can also be made by
driving an octagonal blank through a succes-
ston of oversized holes drilled in a piece of
Y4" thick steel, ending up with a hole the
desired size. Four or five holes drilled in 32"
increments works: The edges of the steel will
shave the wood to the proper size.

T have seen it advised to drill the hole in the
tenon slightly off center from the hole in the
mortise, in order to use the dowel to force
the joint together. This is not a good prac-
tice, because it will either crush the wood at
the edge of the hole in the tenon or make the
dowel so difficult to drive that it may split.
Drill the hole through the mortise first,
clamp the joint tightly together, and then
drill through the tenon and tap in the dowel.

Dowel construction might seem to be an
alternative to mortise-and-tenon joints, but I
would not recommend it. Dowels never
expand and contract at the same pace as the
surrounding wood, and eventually either the

dowel or the hole becomes cut-of-round.

When this happens, the surface area of the
two parts of the joint is reduced to nearly
nothing, and the joint will come apart.
Nearly every antique that I have seen with
failing joints has been of dowel construction,
and nearly every mortise-and-tenon joint [
have seen has remained secure.

CURVED PARTS

Curved aprons, case sides, and corbels can be
laid out from the drawings. Usually on long
arcs, such as front aprons, the arc starts about
Ly" from where the end meets the leg; after
cutting the curve the intersection between
this small flat and the start of the curve is
rounded slightly. It is usually easier to cut
tenons or other joints before cutting the
curve. Dimensions for the radius are usually
given, but it is not always convenient to draw
the arc with a trammel or beam compass. If
you lay out parallel lines on a piece of tracing
paper (V4" apart if the scale is 12" = 1'), and
comparable lines 1" apart on your workpicce,
you can plot out the points of the curve.
Bending a thin strip of scrap across these
points (this may take three hands), will allow
you to draw the curve, which can be cut with
a band saw or jig saw.

Parts that are curved in plan, such as table
aprons, were often cut from solid stock, one
of the few arcas where the original makers
used a technique that won't hold up over
time. This leaves weak “short grain” near the
ends, which is likely to break. These parts are
better made by lamination, either from solid
stock, 5 or 6 pieces 4" to 16" in thickness,
or from plywood. Nominal /" thick “bend-
ing ply” or “wacky wood” is available from
some sources. It is made from lauan or
Philippine mahogany and is of inconsistent
thickness, with a fairly rough surface that
will need some filling and sanding before
veneering. Birch plywood door skin at g
thick is a better choice, but involves more
work, since there will be more pieces. Make
a form from particleboard in the correct
radius—subtract the thickness from the out-
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side radius given in the drawing, and contin-
ue in a straight line for a few inches beyond
the end of the arc. Cut the plys about %"
wider and longer than necessary. Apply glue
evenly to each ply and clamp to the form. I
prefer to use reactive polyurethane glue for
this work rather than yellow glue, because it
won't introduce moisture into the middle of
these parts, and it dries more rigidly, reduc-~
ing the tendency of the curved part to spring
back toward its original straight form.

After the glue is thoroughly dry, one edge
can be run over the jointer, and the curved
piece can be ripped to final width. Be
extremely careful when doing this. Keep the
face tight to the jointer fence, and watch
where your fingers are. When ripping, keep
the face down on the saw table at the front
edge of the blade, and again be aware of
where your fingers are.

Curved rails on the backs of chairs were usual-
ly steam-bent on originals. This is a rather
involved process, and most contemporary
workers favor laminating these types of parts.

No matter how the curve is formed, the
joints (usually tenons) will need to be
worked after the curve is formed. This repre-
sents a slight challenge, but not an insur-
mountable one. A jig of some sort must be
devised to safely carry the curved piece past
the cutter used to form the tenon. Scrap ply-
wood or particleboard cut to the shape of the
outside radius can be attached to a sled that
tides either on the surface of the machine
table or vertically along an extended fence.
The important thing is to be sure that the
work is held securely, and there is no danger
of it shifting while being cut.

A good alternative to a traditional tenon at
this joint would be a pair of biscuits or some
other form of loose tenon. The big advantage
is that the part will need to be presented to
the cutter only once, to form the slot, as
opposed to four times if you are cutting a tra-
ditional tenon. Of course, if configuring and

building the jig for cutting takes longer than it
would take to cut the joint by hand, there is
no advantage to making this joint by machine.

DOORS

Doors are mainly frame-and-panel construc-
tion, quite similar to the panel construction
discussed earlier. On some pieces the doors
are solid slabs. With a solid door, more con-
sideration must be given to wood movement,
as solid wood will gain and lose some width
over the seasons. This would be another
place where a veneered panel might be better
than a solid-wood slab. If made from solid
wood, the wood must be well seasoned and
stable, and a decision must be made regard-
ing the size of the gaps around the perimeter
of the door. My preference is for gaps that
are as small as possible. I make a reasonable
guess as to how far the wood might expand
and contract, and add the total amount of
the gaps to the widest width.

In either case it is important that the door be
flat, the corners square, and the edges paral-
lel both to each other and to the opening.
Techniques for construction and trimming
to final size have been covered previously
under the topics of frames and panels and
solid-wood tops.

The act of hanging doors is intimidating to
many, but it is mainly a matter of working
precisely and carefully on a small scale. In
most of the original pieces the doors are
hung on good-quality butt or strap hinges
that are longer and heavier than those com-
monly used today. In these pieces, the doors
still swing smoothly after 100 years of use.
Don’t expect good results from sloppy hard-
ware, and give yourself plenty of time to get
it right the first time.

Most of the doors on the pieces in this book
are sct slightly behind the edges of their
openings. These details are noted in the
drawings, but could be easily overlooked.
Sometimes a thin strip of wood is added to

356




the inside of the leg or stile to carry the
hinge. This piece lies in the same plane
as the door, and provides some space
for the hinge barrel on the outside of
the door. It may be necessary to cut a
small recess for the hinge batrel on the
leg or stile if this piece is not present.

~ Once the locations for the hinges have
“been détermined, careful layout is crit-
Cicals T mark the lines with a sharp
kﬁifé-,'"an_dthgn- use a laminate trimmer
“or the smallest router available to waste
out ‘most of the, hinge mortise. The
 sialler router is casy to balance and
control on the edge of the door, and if
it is difficult to keep the base of the
router flat, a piece of ‘extra stock can be
clamped flush with the edge to give the
router a wider bearing surface. Guides
and stops can be set to limit the router
cuts to the exact size of the mortise,
but my preference is to rout freehand,
stopping the cuts about 78" from the
layout lines. I set the depth of the cut-
ter directly from the leaf of the hinge
by inverting the router, with the power
cord unplugged.

The knife marks from the layout pro-
vide a place for the edge of the chisel to
rest, and I use the widest chisel possible
to minimize the number of cuts that
must be made. If the mortise does not
go entirely through the edge of the stile,
the cuts on the long, narrow edge that is
left must be delicately made, for it is
remarkably casy to split this piece off
the stile, and remarkably difficult to
glue it back exactly where it belongs.
The condition of the back of the chisel
is as important as the condition of the
edge. If the chisel back is nice and flat,
it will be guided by the flat surface left
by the router, pushed gently in toward
the relief cuts previously made down
from the layout lines.

If the mortise is carefully made, the

hinge should sit in it firmly, and the
locations for the screw holes can be
marked and drilled with the hinge in
place. If these holes are not drilled
dead center in the hole on the hinges,
there will be problems. Self-centering
bits (Vix bits) work well, provided that
the drill is held firmly in the counter-
sink and at a 90-degree angle to the
hinge. The only drawback to the Vix
bit is that it doesn’t drill a tapered hole.
A self-centering punch is also avail-
able, which will mark the location for
the hole for drilling with a tapered bit
of the appropriate size.

Setting the hinges is the time to find
the screwdriver that you haven’t used
since you got your battery-powered
drill. Finesse rather than force is essen-
tial, for the screws must be seated care-
fully if they are not to be damaged or
stripped in their holes. If brass screws
are provided with the hinges, they
should not be used the first time the
hinge is set because the soft brass is easy
to damage. Instead, use a steel screw of
the exact same size to cut the threads for
the brass screw. A bit of beeswax, not
soap, can be used to lubricate the screw,
making it casier to turn. Soap will
attract moisture from the surrounding
wood to the screw location. Beeswax
can be obtained from any hardware
store in the form of a toilet bowl ring at
a small fraction of the cost of beeswax
sold specifically for lubricating screws.
One toilet ring can supply your needs
for life. T keep a glob from the ring in an
empty 35mm film canister.

On the edge of the door opposite the
hinges some means must be provided

to keep the door from swinging in too
far. Generally this is done by ecither
gluing a thin strip of wood the proper
distance behind the door at the top or
bottom or on the long edge, or by cut-
ting a rabbet into the edge of the stile.
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Gluing in the extra strip is preferred, because
it can be put off until near the end of the
project and thus can be located exactly based
on the actual size of the hung door. While
the rabbeted stop looks a little nicer, its loca-
tion must be determined at an early stage of
construction, whereupon any necessary
adjustments become difficult to make.

Any hardware used to keep the door closed or
locked should be as carefully located and set as
the hinges. If the door does not swing proper-
ly or does not look right in its opening it is
possible to make some adjustments, but these
are time-consuming and the results are not
always successful. A veneer or paper shim can
be placed behind a hinge to move it into the
opening, but if much movement is required, it
will show on the stile side of the hinge. Screw
holes can be relocated, but the old holes must
be filled as completely as possible with slivers
of wood and glue. Allow the glue to dry com-
pletely or else the screw in the new hole will
drift into the old hole.

DRAWERS
One hundred years from now, when your

great-grandchildren are admiring the furni-
ture you made, they should be as impressed

+ with how nice the drawers are as your spouse

will be today. Because of the many possible
methods of building and hanging drawers,
the details in the individual drawings have
been left vague, usually indicating only the
overall size of the finished drawer. In the
original pieces drawers were mainly joined
with half-blind dovetails at the front. The
backs were dovetailed or dadoed into the
sides and the bottoms were set into grooves
in the sides. This is standard, quality con-
struction and is highly recommended.

Usually the drawers on the original pieces
slide on a wooden guide rail running from
the front rail to the back of the case, with a
matching guide block on the bottom of the
drawer, In other pieces, the drawers slide
directly on the bottom edges of the drawer

sides, guided by blocks added to the case at
the sides to prevent side-to-side movement.
I prefer to hang drawers from their sides, on
wood rails that ride in a shallow groove
ploughed in the drawer side. The center
guide method works well, but its attachment
to the front rail tends to work loose over
time, and it must be carefully squared front
to back. Rails attached to the sides of the
case should end up square to the front if the
case was properly assembled, and they can be
shimmed from behind if needed. Letting the
bottoms of the drawer sides serve as runners
will wear the parts of the case that they run
on, eventually forming groves in the front
rail and causing the drawer front to jam.

Maple is a good choice for drawer stock,
although it is a lot more expensive than it
used to be. I will often use cherry, walnut, or
quartersawn oak that contains sapwood or is
otherwise not attractive enough to use as a
primary wood. Poplar is often used, but it is
rather soft and won’t wear well. It also moves
more than the harder woods, as does plain~
sawn oak. Bottoms are commonly made
from 4" thick plywood—birch or maple will
match the drawer sides, and aromatic cedar
plywood, although hard to find, will add a

nice touch to bedroom furniture.

It is important to take great care in the con-
struction of the drawers as well as in their
openings. The front must be securely
attached to the sides and some form of dove-
tail joint is preferred, because it provides a
mechanical connection as well as a glue joint.
This joint bears the weight of the drawer, its
contents, and whatever resistance there is to
movement every time it is opened or closed.
It makes no difference whether you cut the
drawer dovetails by hand or with a router jig,
[like the Leigh jig because it allows for vari-
able spacing of the tails and pins, making for
attractive joints that can be produced rela-
tively quickly.

Backs of drawers don't have as much force
constantly applied to them, so a dado into

E
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a

Hardwood runner attached to frame, centered on opening.
Routed groove centered on drawer side.
Drawer stops when end of groove meets runner,

=

(

‘. R
Fillet block glued to bottom

and side of drawer * ... .

Trial-fit drawer Tight and
square at lower left. Gaps
at top and right should be

twice desired size.

O

O

This gives an even
gap all around

Drawer details,

For drawers to slide in and out effort-
lessly, they and their openings must
be square and parallel. Even with
commercial slides, this is the most
important factor in how well the
drawer works. There are ways to
fudge and adjust after the fact, but it
is much easier to fit a square drawer
into a parallel opening than it is to
correct the problem later on.

] like to have the drawers slide on
wooden runners mounted on the
inside of the case and riding in a
groove in the drawer sides. These
grooves need to stop behind the front
edge of the drawer side so they won't
show on the finished front nor inter-
fere with the front joints, While these
grooves can be made on the table saw,
routing the groove keeps the bottom
flat and consistent. It's simplest to
leave the groove in the drawer sides
rounded from the router and then
round the ends of the runners to
match. Centering the groove vertical-
ly on the drawer side makes the set-
up easy. On a typical ¥2" thick draw-
er side, I make the groove 8" to ¥16"
thick, and 12" to */&" wide. '

_ the drawer sides works well, although many

people prefer a dovetail at the back also.
Bottoms need to be set in grooves with small
wooden fillets or a bead of hot glue to rein-
force this joint. This reinforcement not only
will keep the bottom secure, it also helps to
hold the drawer box itself square. If the bot-
tom of the drawer back ends at the top of the
groove for the drawer bottom, then the bot-
tom can be slid into place after the drawer is
assembied. This makes finishing the drawer
box much easier, After the box is assembled
and finished T put corner clamps on the front
two corners to keep it square, slide the bot-
tom in place, and glue in the fillets. The back
of the bottom is then cither screwed or sta-
pled to the bottom of the drawer back.

The runners themselves need to be

made from a durable, stable wood.
Quartersawn walnut and cherry are ideal. If
cut from thick stocl, they should be given
some time to reach equilibrium with the
shop atmosphere before final milling.

"To mount the runners vertically, I set them
centered in the drawer opening and set the
distance from the front with an adjustable
square. Then I use the square to locate the
front edge of the runner on the inside of the
case. When the drawer is slid in to its open-
ing, the end of the runner stops the drawer
just inside the opening. Two or three coun-
tersunk screws attach the runner to the side \
of the case. This makes it easy to remove and

adjust the runners.
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Sizing the runners can be tricky—if they are
too big the drawer will stick, but if they are
too small the drawer will be sloppy. T find
that making the runner Y3" narrower than
the width of the groove is about right, and
that the distance between the two runners
should be between /3" and 16" more than
the distance between the bottoms of the
grooves in the drawer sides. If the drawer
sticks or binds, rub colored chalk or crayon
onto the runners, and slide the drawer into
place. Remove the drawer and the chalk
marks will show where it rubs. The high
spots can then be planed or sanded down.
Paraffin, paste wax, or Teflon-based spray
lubricants (like Top Coat) will keep the
drawer sliding smoothly.

FINISHING

Oak Craftsman furniture with its original fin-
ish is either a light or dark color, the light
being close to the natural color of the wood
mellowed with age. Medium Walnut Watco
Oil or American Walnut Minwax stain come
close to the darker color. If you are trying to
closely match the original colors, a color pho-
tograph from a book or magazine will help,

A satin sheen is appropriate, whether it is
achieved with oil and wax, lacquer,
polyurethane, or other varnish. The finish
should not be allowed to build up too thick
on the oak, so that it leaves a somewhat tex-
tured, but not filled, finish.

Fuming is a good technique for coloring
quartersawn white oak, but it must be
remembered that ammonia can be toxic.
Household ammonia is too weak to be effec-
tive but 26% ammonia can be obtained from
companies that make blueprints, and while
you are there please note the blurry
demeanor of the employees who breathe
ammonia fumes all day. When working with
ammonia wear a proper respirator, not a dust
mask, don't use metal containers, and never
mix it with any other chemicals.

Fuming will be most successful if all the
wood in the piece comes from the same log,
as it is a chemical reaction between the
ammonia and the tannic acid in the wood
that causes the color change. The tannic
content varies from tree to tree. An airtight
tent 1s quick to put together from plastic
sheeting and scrap lumber. Place the tent
over the completed piece with a bowl of
ammonia inside, and leave it for 12 to 48
hours. A test on some scrap from the project
will show you how long it takes to achieve
the desired color. Unevenness of color can be
touched up with alcohol-based or oil-based
aniline dyes. Water-based dyes can raise the
grain, which would then require some sand-
ing that might go through the color.

Mahogany pieces were not colored heavily,
Just a bit of brown to come very close to “tra-
ditional” mahogany finishes. Some that were
finished quite dark now appear nearly black.
The maple pieces are not common, and the
only example I have seen was in curly maple
with a dark brown, rather muddy looking
color . The old catalogs list a “silver gray” fin-
ish on maple, which Stickley describes as
being achieved by brushing on a solution of
vinegar that has had rusty iron soaking in it
for a few days. I haven't seen an original
example of this, and I have never tried this
treatment on maple, but I have successfully
ebonized walnut with this same solution.

Use white vinegar and any rusty scrap metal
or steel wool, which will degrade quickly in
the solution. As the metal soaks it releases
iron oxide into the solution, which will react
with chemicals in the wood in different ways
in different species. Do not let the rusty
metal soak in a sealed container, because gas
forms during the process and can build up to
an explosion.

39







r

|

| A=

No. 332 Morris Chair
page 63

u

No. 700 Bookcase
page 60

No. 516 Table with Open Bookcase
page 51

No. 220 Prairie Sofa
page 44

-

.-—____—__——_

|

- No. 416 Prairie Chair
page 48
[\ —

| |
No. 540 L —
Ovccasional Table S

ey

1 page 68 % ..
g ~ S~

No. 603 Tabouret L
page 42 Plant Stand No. 719 Bookcase

page 54 page 56

—




42 Livine ROOM

Gustav Stickley

18" dia. x 20" high

NoO. 603 TABOURET

inches

L
° [, Because of its construction, the tabouret is a very sturdy little piece, suitable
- |
N for use as an end table, TV table, or plant stand. You could also press it into
} . service as a place to park your lap-top computer, though you might want to
- ) increase the height by a few inches.
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Livine Room

L. &]. G. Stickley

NoO. 220 PRAIRIE SOFA
29" high x 84 1/2" wide x 36 3/4" deep

The Prairie settle or sofa and chair (page 48) represent a
truly distinct design from Leopold Stickley. Unlike any-
thing ever created in Gustav's workshops, this suite is a
classic example of excellent Arts & Crafts design.
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Livine Room
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L. &]. G. Stickley

NO. 416 PRAIRIE CHAIR

The Prairie chair was designed to accompany the No.
220 Prairie sofa (page 44). These pieces owe as much
to the designs of Frank Lloyd Wright as to the rest of
the Stickley output.
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No. 416 Prairiz Cuair
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No. 516 TasLe wite Oren Bookcase

L. &]. G. Stickley

No. 516 TABLE wiTH OPEN BOOKCASE
27" x 27" x 29" high

Also known as an encyclopedia table, this is a great place to store a
collection of fine books, and a wonderful opportunity for purchas-
ing a hollow-chisel mortiser. When laying out the slats, work from
the center out to the ends, and be precise. There are enough slats
and spaces for tiny errors to accumulate.
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54 Livine Room

—= 15/ =

(GUSTAV STICKLEY PLANT STAND
26" high x 14" square

The original has a Greuby tile top. If you use tile, finish the
stand before setting the tile.

This plan allows for a 8" thick tile. If you use a different
thickness, adjust the height of the cleats and plywood
accordingly (the top of the tile should be 5" below the
adjacent wood).

1 couldn't find this plant stand in any of the old catalogs, but
at auctions it had a genuine Gustav Stickley tag. L. & J.G.
Stickley made a very similar stand, without the arches on the
stretchers and without the keyed tenons.
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56 Living Room

T Gustav Stickley

a o

NO. 719 BOOKCASE

X

S

Glass doors are a dust~proof luxury
rarely seen on a bookcase today. \
Though designed as a floor-standing

piece, you could mount the case to the =5 Q\

wall, and you could use it for curios or

hi dily as for book: ?
china as readily as for books.
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 Gustav Stickley No. 719 Bookcase
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Gustav Stickley

NO. 700 BOOKCASE
58" high x 36" wide x 14" deep

One of Harvey Ellis' finest designs. Tt has a command-
ing presence even though it is actually rather small.

The original has four panes of leaded glass in each of the
top lights. There also was no knob or handle on the orig-
inal, only a small escutcheon for a key a little more than
half-way up the left-hand door stile.
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Gustav Stickley

No. 332 MORRIS CHAIR

A favorite among collectors, this chair is a challenging
project. It is also a rewarding project, because once you
are finished, you will have the perfect chair to relax in.

é3




24

"true" plan of back

R56

26
Sia
325/

Living Room

T; ’«11/2

R
12

plan




No. 332 Morrrs CHalr
0 3 c 9 12
LLL.LLLLLL@LLLMJALM
inches
’_—m_| [
22V o | N @
; . 55/

o R v
R 12546
§ a Afa
.

27
o, front

e
leg detail
n |

Ya
3 1'/e
1/-4-—9 pes—
G2/
corbel
- 0 % & detail
27/;5 plf,.’....m‘m !
—= & <
inches —=tle
29/s




Livine Room

side

side section

—{ g 1

{51
v — —_
.
! 40
1 i ;
22'e - 21%he
% 3s
]
? | N6
[ +] __@— T
Bla o | . R J A
) I

24

the pegs shown in detail on page 67
go in these holes-one aflows the
back to pivot, and the other

adjusts the angle

5e

12%%he

bdadubadullobullodod]

inches™

/s

side




No. 332 Morris CHAIR 67
27 ke1'/2 |
] ] 1%/
B4
2
3
|
|
3 ‘
& .\.;fl All of the terons on the legs and slats |
7 are at a slight angle. Lay out the side |
/ assemblies of the chair at full slze |
. %l before cutting anything. |
- 1a
t
true elevation of back |
o 3 6 9 12
pdoddbillolduludolof
inches
!
N
22
I |
peq detail
-
true plan of arm
45 T
R r——- y ©%
Zp  (mnnm L img 1tz
° 11 I‘I ] Ly ) \L

35




68 Livine Room

AN

L. & J.G. Stickley

INO. 540 OCCASIONAL TABLE
24" dia. x 30" high

Most of the original versions of this type of table had the curved aprons cut from
solid stock, leaving very weak short grain where the aprons join the legs. In most
of the examples I have seen this joint has failed, with the wood at the end of the
apron actually falling apart. A better approach would be to make the aprons from
curved plywood, or to laminate them from several thin, solid-wood strips.
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No. 706 Drop-Front Desk
page 82

No. 216 Settle
page 76

WL
No. 655 Library Table
page 79
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No. 207 Settle
page 72

L

J' No. 708 Desk with Two Drawers
page 88

Roycroft "Little Journeys"
Book Stand  page 93
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L. & ]. G. Stickley

NoO. 207 SETTLE

32" high x 42" wide x 18" deep

Note that the tenons on the rails are offset. This allows
them to be long enough to accept a peg through the
joint. The seat is hinged at the back to allow access to
the storage space beneath.
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L. & J. G. Stickley

NO. 216 SETTLE

72" wide x 26" deep x 36" high

The original had a spring support for the
cushion. The modern, easy way out is to have a
futon mattress made to the appropriate size,
and support it with wooden slats running from
front to back.
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No. 216 SETTLE
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No. 655 Lisrary TABLE 79 J

1/

Gustav Stickley

NO. 655 LIBRARY TABLE
29" high x 48" wide x 30" deep

The 655 library table would be an elegant addition to your
library, if you had one, and if you added a keyboard tray, an
excellent computer desk in the Arts & Crafts style.

assembly
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Gustav Stickley

No. 706

DRroP-FRONT DESK
44" high x 30" wide x 11" deep

This is truly an elegant little desk, and
a challenge to build.

Make the pigeonholes as a separate
section, and secure that with screws to
the sides of the cabinet. The writing
surface can be hinged with pivot
hinges. Locate them so that when
opened, this surface stops against the
bottom of the pigeonhole insert.
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Gustav Stickley

\ NoO. 708 DESK

WITH TwO DRAWERS
@ ] @ ' 36" high x 40" wide x 22" deep

:j"l:_’_l l\ People don't write letters with pen and paper any

more, probably because they don't have a terrific desk
\ like this one. It would also make a good home for a
N laptop computer—good design is timeless.




No. 708 Desk wrte Two Drawers

S S 4 - 1134 2% ——=
B 11\‘__ . = 1 f
5
w ) ¢F
s
22
p!an
40
154 o 3 6 9 12
12 [L 2 e E elabulio Lbibalulial o,
K ncnes _L
y | 7 EEER
)

P Tt TP MR N R




Foyer & DEN

front

Ey
3

ofe 2%
Pt

front section

| [/ZI

40
37
i
( ; T1
30
33 2 == 1%
J{ 5]
2k
= 1 1\
Ya—
161/

33z

E2




No, 708 DEsk wiTH Two DrawERs

R4
&
{
1, él L 2 Ya
9 3/s
27
29
ol D e
1412
_J side
A
45/g
¥
1412
235
side section




92

No. 708 Desk with Two DrawERSs
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RovcrorT “LiTrLE JournEYs” Book STanD 93

ROYCROFT “LITTLE JOURNEYS”

BOOK STAND
26" high x 26" wide x 14" deep

Produced after Elbert Hubbard's death to hold the complete set of his
"Little Journeys" books, this piece was shipped knocked down from
the Aurora, N.Y,, giftshop. Four screws through table irons attach the
top. Existing antiques are often a little wobbly, probably due to having
been assembled by the customer. A *4" x *4" cleat along the inside of
the legs at the top would be a structural improvement.
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Queen-Size Bed No. 641 Nightstand
page 98 page 101

J No. 913 Bureau

\\ No. 112 Wardrobe page 110

page 104




Gustav Stickley

’RW | QUEEN-SIZE BED

Designed by Harvey Ellis

The original of this bed had inlays in
the slats on the head and foot boards,

L and apparently never went into pro-

o slightly to accommodate a modern
- = queen-size mattress and box spring.

ﬁ\\i - — B = duction. The size has been modified
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Gustav Stickley

INO. 641 NIGHTSTAND
29" high x 20" wide x 18" deep

This simple little stand will work very well with the Ellis
bed and No. 913 bureau (page 110). The nightstand

could also be used as an end-table, with or without its

backsplash.
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L. & J. G. Stickley

NoO. 112 WARDROBE
60" high x 50" wide x 224" deep

The hanger slide-out on the right side could be replaced with a
rod going from side to side, although there is barely enough room
to do so. Because of the width of this cabinet, and the weight of
all the drawers, it wouldn't be 2 bad idea to put in a support in
the middle of the bottom, running to the floor. Also note that the
door overlays the front of the case and is notched into the sides.
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Gustav Stickley

No. 913 BUREAU
50" high x 36" wide x 20" deep

Designed by Harvey Ellis, this bureau and several related
pieces are among the best-proportioned furniture ever
manufactured. Small in stature, its dignified appearance
and simple elegance make it seem much larger when
viewed in isolation. This piece appeared in the old catalogs
in several variations—different types of hardware, and with
or without the paneled sides.

The legs have often been described as "bowed," but they
are actually tapered toward the top as well as the bottom.
In the front elevation there is a dimension indicating
where the two lines meet.
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No. 386 Arm Chair
page 129
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No. 814 Sideboard
page 140

No. 622 Trestle Table
page 116

No. 815 China Cabinet
page 136

Limbert Octagonal Table
page 119

No. 384 Side Chair
page 126

No. 802 Sideboard
page 132
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Gustav Stickley

NO. 622 TRESTLE TABLE
42" x 84" x 30"

A very substantial table, yet much lighter in
appearance than the L. & J.G. Stickley No. 599
table. Fasten the top with large screws in elongated
holes through the top stretcher. This table can be
made to knock down for moving if you don’t glue
the joints at the keyed tenons.
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Charles Limbert

%
OCTAGONAL TABLE

48" x 48" x 292" high

The corbels below the top are fake-screwed into the
uprights. Make the upright pieces by ripping the stock,
cutting out the openings, and gluing the pieces back
together. Use dowels to keep everything aligned during
the glue-up.
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Gustav Stickley

No. 634 ROUND EXTENSION TABLE
54" x 29" high
This design has been attributed to LaMont Warner, Stickley's

chief draftsman from 1900-1906. 1t is designed to extend, but
can be made as a fixed table.

If made as an extension table, a wooden extension mechanism is
bolted to a plate fixed to the tops of the two halves of the
pedestal. Two dowels align the pedestal as it comes together.
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Gustav Stickley

NO. 384 SiDE CHAIR

"The seat cushions rest on a canvas or leather sling attached to the
front and back rails with a narrow wooden cleat. Not much wood,
but lots of mortises. Make full-size templates of the legs to be sure
of the locations of the rails and stretchers.
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Gustav Stickley

NO. 386 ArRM CHAIR
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Dinine Room
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Gustav Stickley

front

NO. 802 SIDEBOARD
36" high x 42" wide x 18" deep

42

This is one of the few pieces that has a rail above the
drawers. The back rail under the top has no arch.
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Dinineg Room

Gustav Stickley

NO. 815 CHINA CABINET
42" wide x 15" deep x 66" high

The catalog describes this china cabinet as having "fixed shelves along the
lines of the mullions.” Don't attach the shelves until finishing is complete and
the glass is in place. The shelves can be permanently attached by screwing
through cleats recessed below, or by pegs in holes drilled in the stiles.
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Dinine Room

Gustav Stickley

NoO. 814 SIDEBOARD
45" high x 60" long x 22" deep

A modestly sized sideboard with room for storing table
linens, silverware, or anything else that doesn't need to
be on display. An investment in reproduction hardware
would be well worth it, although this piece is also quite
attractive with regular hinges and pulls.

See the chapter on construction options for alternate
ways to make the legs.
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INDEX

Aprons, curved, 34
Arts & Crafts Movement, 9, 10
AutoCAD software, 6

Backs, construction of, 30-31
Bed, Ellis Queen Size, 98
Book stand
Royeroft Little Journeys, 7, 13,93
Bookcase
No. 700, 60
No. 719, 56
Brandt, Schuyler, 9
Bureau, No, 913, 17-18, 110
Buttons, for table tops, 28

Carcase, joints for, 29, 31
Cedar, for drawers, 37
Chair
Arm, No. 386, 129
Morris, No. 332, 63
Prairie-style, 48
Side, No. 384, 126
Cherry, 21, 37
China cabinet, No. 815, 136
Clamps
for drawers, 38
uses of, 27
Coloring wood, technique of, 39
Corbels, fayout of, 34
Craftsman style:
design of, 25
elements of, 6,7,8,9,11,13
waning of, 13
Curved parts, making, 34, 35,
Cut lists
importance of, 14
preparation of, 17, 19

Desk
No. 706 drop-front, 82
No. 708 with two drawers, 88
Dimension lines, 15
Dimensions, caleulation of, 16
Doors
construction of, 35
kanging of, 35
stops for, 36-37
hardware for, 35, 37
Dovetails, cutting of, 37
Dowels, making, 34
Drawers
backs for, 37-38
bottoms of, 24, 37
construction of, 37
finishing of, 38
fronts of, 20
guides for, 24
hanging of, 37-38
hardware for, 38
joints for, 37
Drawings
aceuracy of, 7, 16, 17
conventions in, 15, 17
full-size, 19
preparation of, 14
views in, 14, 15
Dust panels, use of, 30
Dyes, for colering wood, 39

Eastlake, Charles, 11
Ellis Queen-Size Bed, 98
Eliis, Harvey, designs of, 11, 12

Extension lines, 15
Featherboards, for safety, 30
Finishing

and glue residue, 27

of drawers, 38

technique of, 39
Frame-and-pane}

construction of, 30

for doors, 35

joints for, 29

uses of, 29.
Fuming, for coloring oak, 39

Furniture, production of, 7, 12, 16 .

Glass doors, joints for, 29 . - -

Glue -
squeeze-out of, 27
techniques for, 19

Grooves, for joints, 29

Hansen, Peter, 12
Hardware
choice of, 24
European, 24
for doors, 24
for drawers, 38
for table tops, 28
Hinges
choice of, 24
location of, 36
mortise for, 36
setting of, 36
Hubbard, Elbert, 13

Irons, for table tops, 28

Joints
and curved parts, 35
and wood dryness, 22-23
biscuit, 35
details of, 20
exposed, 11, 31
failed dowel, 34
for case sides, 29
for drawers, 37-38
for frame-and-panel, 29
for glass doors, 29
for tops, 26
grooves in, 29
half-blind dovetail, 37
keyed mortise-and-tenon, 25,
32,33
lock miter, 29
mitered rabbet, 29
mortise-znd-tenon, 31, 32, 33-34
rail dovetail, 31
for cases, 31

L&].G. Stickley Co.
drawer guides of, 24
founding of, 9, 10
joints used by, 26, 31
woods used by, 21
Lamination, 34-35
Layout, triangle mark in, 27
Legs
and frame-and-panel, 31
joint for, 29
taper jig for, 28, 29
wood for, 28
Limbert, Charles, 13
Limbert Octagonal Table, 119

Mackintosh, Charles Rennie, 11
Mahogany, 21, 29, 39
Maple, 21, 29, 37
Mirrors, fittings for, 24
Morris, William, 11
Mortise, angled for key, 33
Mortise-and-tenon
making, 31-32
pegged, 33-34

Nightstand, No. 641, 14, 101
No. 112 Wardrobe, 104
No. 207 Settle, 72

- No. 216 Seitle, 76
.} No. 220 Prairie Sofa, 13, 44
" No. 332 Motris chair, 63

" No. 384 Side Chait; 126 -

No. 386 Armi Chair, 129
No: 416 Prairie Chair, 13,487+ -

No. 516 Tablé with Bookease; 51 - -
- Tops

No. 540 Occasional Table, 68 -
No. 603 Tabouret; 42 00
No. 622 Trestle Table, 116 -

No. 634 Round Ext. Table, 122

No. 641 Nightstand, 101

No. 655 Library Table, 79

No. 700 Bookcease, 60

No, 706 Drop-Front Desk, 82
No. 708 Desk w. Two Drawers, 88
No. 719 Bookcase, 56

No. 802 Sideboard, 132

No. 814 Sideboard, 140

Ne. 815 China Cabioet, 136

No. 913 Bureau, 110

Oalk, white
finishing of, 39
for drawers, 37
guartersawn, 28
uses of, 21,29

Pegs, for mortise-and-tenon, 34
Plant stand, Stickley style, 54
Plywaad

for backs, 30

for drawer bottoms, 37

for panels, 29

uses of, 23
Proportion, in design, 11, 12

Rails, joints for, 31

Router, for making jeints, 31-32
Royeroft Little Journeys Stand, 93
Roycroft workshops, 13

Runners, for drawers, 38-39

Ruskin, John, 11

Safety

in finishing, 39

in workshop, 23, 25, 30, 35
Settle, No. 207, 72
Settle, No. 216, 76
Sideboard, No. 802, 132
Sideboard, No. 814, 140
Simonds, Elgin A, 9
Sofa, Prairie-style, 13, 44
Steam-bending, of curved parts, 35
Stickley & Brandt Chair Co., 9
Stickley & Simonds, ¢
Stickley Brothers Co., 9
Stickley Plant Stand, 54
Stickley, Albert, 9

Stickley, Charles, 9
Stickley, Gustay

career of, 10

on design, 8, 11
Stickley, Jobn George, 9, 10
Stickley, Leopold:

career of, 9, 10

designs of, 12
Stops, for doors, 36-37

‘Table
Limbert octagonal, 119
No. 516 with open bockcase, 51
No. 540 occasional, 68
No, 622 trestle, 116
No. 634 round extension, 122
No, 653 library, 79
Tabouret, No. 603, 42
The Craftsman magazine, 9, 12
Toels, hand or power, 26

- attichment of, 28
gluing up, 26-27
of solid wood, 26
smoothing of, 27-28

Veneers
core for, 23
for panels, 29
for wide aprons, 31
suitability of, 23

‘Walnut, 37
Wardrobe, No. 112, 104
Warner, Lamont
career of, 12
table by, 13
Wood:
choice of, 19, 21, 26-27
drying of, 22
for hacks, 31
for drawer runners, 38
for drawers,
movement of, 7, 20, 22, 28, 31,
34, 35
orientation of grain, 26
plainsawn, 21
quartersawn, 21
see alvo individual species
Woodworking 25, 26
Wright, Frank Lloyd, 11
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FURTHER READING

Gustav Stickley
Making Authentic Craftsman Furniture, 1986,
Dover Publications

Craftsman Homes, 1979, Dover Publications

David M. Cathers
Furniture of the American Arts And Crafts
Movement, 1996, Turn of the Century
Editions

Mary Ann Smith
Gustav Stickley, the Craftsman, 1983, Dover
Publications

Bruce Johnson
The Official Identification and Price Guide to
Arts and Crafts, 1988, The House of
Collectibles ‘

R. Bruce Hoadley
Understanding Wood, 1982, revised 2001, The

Taunton Press

Reproductions of Original Furniture
Manufacturer's Catalogs
Stickley Craftsman Furniture Catalogs, 1979,
Dover Publications {Catalog of Craftsman
Furniture made by Gustav Stickley at the
Craftsman Workshops, Eastwood N.Y. 1910}

The Work of L. & J.G. Stickley, Fayetteville,
N.Y. ca.1914

Collected Works of Gustav Stickley, edited by
Stephen Gray and Robert Edwards, 1981,
Turn of the Century Editions {catalog 1904,
retail plates 1907, articles and illustrations
from “The Craftsman” various dates, 1901-
1914)

Early L. & J.G. Stickiey Furniture, edited by
Donald Davidoff and Robert L. Zarrow, 1992,
Dover Publications (1906-1909 Catalog, retail
plates ca. 1909)

Limbert Arts And Crafts Furniture, The

Complete 1903 Catalog, 1992 Dover
Publications

Royeroft Furniture Catalog, 1906, 1994,
Dover Publications

The 1912 And 1915 Gustav Stickley
Craftsman Furniture Catalogs, 1991, Dover
Publications
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LARGE-FORMAT PRINTS

Large-format prints of the project plans in this book are also available. These prints are
plotted directly from AutoCAD, with color enhancements. Each set of prints includes
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Craftsman, Arts & Crafts, Mission
—here are 27 examples of the sturdy,

straightforward, and immensely popular
oak furniture designed by Gustav

Stickley and his associates early in the
20th Century. These new drawings have
been carefully checked against original
Stickley catalogs and antiques. Each

project includes a perspective view along

with elevations, sections, details,

complete measurements, and a cutting
list. This book gives today's
woodworkers the heart of the Craftsman
aesthetic along with all the information

| needed for success in the workshop.

Robert W. Lang is a cabinetmatker and drafisman
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