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Getting the small details right can make a big differ-
ence in the quality of your woodcarving. Flexcut now 
offers high-performance micro tools including — 
Chisels, Skews, Sweeps, Shallow and Deep U-Gouges, 
45°, 60°, and 90° Parting Tools. All available in profiles 
ranging from 1.5mm to 6 mm.

NEW!

Made in USA

Video
Watch The

on

All prices include VAT and are correct at time of 
publication but may be subject to change without notice

brimarc.com  03332 406967

101578 - £52.96      101579 - £52.96           102097 - £96.96

Also sold individually
1.5mm  Micro Chisel  101526 - £16.96
3mm  Micro Chisel  101527 - £16.96
5mm  Micro Chisel  102028 - £16.96
6mm  Micro Chisel  101529 - £16.96

1.5mm  Micro Skew  101530 - £16.96
3mm  Micro Skew  102031 - £16.96
5mm  Micro Skew  101532 - £16.96
6mm  Micro Skew  102033 - £16.96

Get The 
Small Details 
Right With 
Flexcut 
Micro Tools

Perfect for —
  Carving challenging details such as mouths  

and eyes, or adding texture such as hair, 
fur and feathers

 Miniature and fine detail work
 Cleaning up ridges by gouge cuts
 Cleaning up tight corners
 Accessing tight spaces

Sculpture by Sam Nottleman 
Photograph courtesy of Wild Wings, LLC.
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Woodcarving is an inherently dangerous 
pursuit. Readers should not attempt the 
procedures described herein without 
seeking training and information on the safe 
use of tools and machines, and all readers 
should observe current safety legislation.

 
DIN EN ISO 9001 
DIN EN ISO 1400 One subject being 

discussed a lot 
is that of other 

timbers and materials 
carvers are using in 
their work. The staples 
of oak, lime, walnut, 
jelutong, sweet chestnut 
and butternut and pines 

of various sorts still dominate the most 
commonly used timbers, with fruitwoods, 
holly, maples and similar close-grained 
hardwoods and a few other softwoods
also being mentioned. However, as some 
timbers become harder to obtain or as 
people are experimenting ever more with 
what they do and what they want to create, 
plastics, polymers and more are being 
explored. This raises more questions for 
me. What materials are you using and why? 

I have been experimenting with various 
timbers turning and carving wise and
I am always fascinated to find out what
they can and cannot do and what can
and cannot be done with them. Mind you, 
I have used lots of timber that have not 
done what I need them to do, and also were 
not necessarily pleasant to work with, but 
the journey has been very interesting.

I think that by not exploring new timbers 
and materials we run the risk of not realising 
what is out there, what can be used and 
what that material is good for. Also we miss 
out on the journey of trying new things. 
I know that there is enough of a learning 

Problem finding Woodcarving magazine?
It can be ordered at any newsagent, or call Jonathan Grogan, our Publisher,
on 01273 477374. Alternatively, save up to 30% on the cover price by subscribing. 
Visit www.thegmcgroup.com/publications

Mark Baker
Editor of Woodcarving

curve in mastering how to carve and get 
to where we want get to, but sampling new 
timbers does not take long and I do love 
the surprises, both good and bad.

I know that people – in addition to 
using solid woods of various kinds – are 
using laminated blocks of ply and other 
man-made board, cast resin, alternative 
ivory, horn and tortoiseshell – typically for 
netsuke and small scale carvings. Some 
are using highly compressed resin or 
glue impregnated paper and also cotton 
blocks – each built of many layers of 
material, aerated building blocks, rubber 
and lino sheets for printing, pumpkin skin/
rind and a few more vegetable skins are 
also being used. I know this magazine is 
called Woodcarving magazine and wood 
still remains the dominant aspect as far as 
materials used and featured, but it is fun to 
broaden one’s horizons at times and have 
some play time and see what is available 
and what can be done with it. 

Let me know what you have been 
carving lately and what materials you 
have been using.

Have fun,
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Different woods
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We talk to the BDWCA and take your letters from the forum and 
important dates for your diary to bring you the latest news from
the woodcarving community. If you have something you want your 
fellow carvers to know, send in your news stories, snippets and diary 
dates to Briony Darnley at Woodcarving, 86 High Street, Lewes, 
East Sussex, BN7 1XN or to briony.darnley@thegmcgroup.comRound

About&RounRoun
AA

unn

In April, five members of the BDWCA 
again took the journey across 

the Atlantic Ocean to attend the 
46th Annual World Championship 
Competition and Art Festival in Ocean 
City, Maryland, USA – the pinnacle of 
bird carving competition.

Over 1,300 carvings were entered by 
over 700 carvers of all levels, from Youth 
to World Class, in 39 different divisions 
which included life-size and miniature 
decorative bird carvings, interpretive 
carvings and several categories of 
working decoys.

The show was a tremendous 
experience. Three of us had taken 
birds to enter in the competition and 
we all won awards, a terrific result! 
Congratulations to Pam Wilson, who 
won the Intermediate Interpretive Wood 
Sculpture Division, Richard Rossiter 
who came second in the Game Birds 
category of Advanced Decorative 
Lifesize, and Lennart Petterson who 
gained three ribbons in the Fish 
competition.

Last year Claire Williams, who lives 
in Wales, and Sally Sanford from 
Scotland, won at the competition and 
they were promised their flags would 
be added to the display for this year, 
and they were.

During the course of the three 
day show there were seminars and 
workshops by some of the top bird 
carvers who were happy to share their 
‘tricks of the trade’ with us lesser 
mortals. Everyone was very friendly
and it was great to be able to talk to 
other carvers from the USA, Canada
and other countries including Sweden, 
Russia and Japan.

We are now all totally inspired
by what we saw and learnt at ‘the 
Worlds’, and are now looking forward
to this year’s BDWCA show, which 
will be held, as usual, in Bakewell, 
Derbyshire, on the second weekend of 
September. This year, the show will take 
place on 10–11 September, 2016.

Contact the BDWCA
For further information on the 
BDWCA, as well as membership 
details, visit www.bdwca.org.uk. 
Membership includes three issues of 
our full-colour magazine, Wingspan.
Contact membership secretary:
Mrs Janet Nash, 26 Shendish Edge, 
Hemel Hempstead, Hertfordshire
Tel: 01442 247 610
Alternatively, please email:
pam.wilson@bdwca.org.uk

Diary items
The BDWCA Annual Show and 
Competition, the Festival of Bird 
Art, in Bakewell, Derbyshire on the 
weekend of 10–11 September, 2016. 
Full details on our website – www.
bdwca.org.uk – or email
shows@bdwca.org.uk

BDWCA: 46th Annual World Championship 
Competition and Art Festival
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The Scottish and Welsh flags have been added to the display

Livingstones Turaco by Tom Horn, 
World Champion Decorative Life-size
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BWA: BBC Countryfile Live

Whiddon Woodcarvers

Conversion chart 
2mm (5/64in) 
3mm (1/8in) 
4mm (5/32in) 
6mm (1/4in) 
7mm (9/32in) 
8mm (5/16in) 
9mm (11/32in) 
10mm (3/8in) 
11mm (7/16in) 
12mm (1/2in) 
13mm (1/2in) 
14mm (9/16in) 
15mm (9/16in) 
16mm (5/8in) 
17mm (11/16in) 
18mm (23/32in) 
19mm (3/4in) 
20mm (3/4in) 
21mm (13/16in) 
22mm (7/8in) 
23mm (29/32in) 
24mm (15/16in) 
25mm (1in) 
30mm (11/8in) 
32mm (11/4in) 
35mm (13/8in) 
38mm (11/2in) 
40mm (15/8in) 
45mm (13/4in) 
50mm (2in) 
55mm (21/8-21/4in) 
60mm (23/8in) 
63mm (2½in) 
65mm (25/8in) 
70mm (23/4in) 
75mm (3in) 
80mm (31/8in) 
85mm (31/4in) 
90mm (31/2in) 
93mm (32/3in) 
95mm (33/4in) 
100mm (4in) 
105mm (41/8in) 
110mm (41/4-43/8in) 
115mm (4½in) 
120mm (43/4in) 
125mm (5in) 
130mm (51/8in) 
135mm (51/4in) 
140mm (51/2in) 
145mm (53/4in) 
150mm (6in) 
155mm (61/8in) 
160mm (61/4in) 
165mm (61/2in) 
170mm (63/4in) 
178mm (67/8in) 
180mm (7in) 
185mm (71/4in) 
190mm (7½in) 
195mm (73/4in) 
200mm (8in) 
305mm (12in) 
405mm (16in) 
510mm (20in) 
610mm (24in) 
710mm (28in) 
815mm (32in) 
915mm (36in) 
1015mm (40in) 
1120mm (44in) 
1220mm (48in) 
1320mm (52in) 
1420mm (56in) 
1525mm (60in) 

COMMUNITY
Diary & Letters

BBC Countryfile Live
This year, the BWA will have a 
presence at the BBC Countryfile 
Live show at Blenheim Palace, 
Woodstock, Oxfordshire. 
   This will be for the four days of  
4–7 August, 2016. Although the 
Oxfordshire and Buckinghamshire 
Region will be supplying the 
marquees and putting in a huge 
amount of work on behalf of 
the BWA, this is not primarily a 
regional event. Although other 
regions will be represented, it 
will be by individual members 
who wish to attend and make 
it a jamboree displaying and 
demonstrating the craft of 
woodcarving. 
   This is also building on the back 
of the recent successes of multi-
regional involvement at some of 
the bigger shows. The show is 
the first year of what is hoped 
to become an annual event. 

This first year is expected to see 
80,000 visitors over the four days, 
and between 6–8 million viewers 
who watch Countryfile.

Peter Downham
When serving as a photographer 
at RAF Khormaksar, Aden in 
1959, Peter was offered the 
opportunity to go on detachment 
with 37 Squadron to RAF Masirah, 
an island off the East coast of 
Oman, some 1000 miles away. 
To get there he was to be flown 
up in one of 37 Squadron’s Avro 
Shackleton Mk2 aircraft and, 
while waiting for the aircrew 
to arrive, Peter took a few 
photographs of the ground crew 
standing behind the aircraft. One 
of these was used as the basis for 
his carving, which is in sycamore, 
lightly stained and wax polished. 
Peter won Woodcarver of the 
Year award in 2010.

Cleveland region
Preston Park Museum in Stockton 
is currently exhibiting 20 carvings 
by the Cleveland Carving Club, 
they will have been on display 
for three months leading up 
until 17 June. The carvings 
on display have been produced 
by experienced carvers, and 
those new to the craft. It is 
quite astonishing how much 
has been achieved in the short 
time since the club was formed. 
The carvings have been changed 
at regular intervals because many 
of the novice carvers produce 
carvings worthy  of display to 
a wider audience.

This exhibition follows close 
on the heels of a similar display 
in the library where the feedback 
was very positive. Alongside the 
club carvings is the WW1 display, 
still enjoying lots of attention 
after two years.

Contact the BWA:  Tel: 07749 769 111   Web: www.britishwoodcarversassociation.co.uk
Or write to: The National Secretary, 32 Beaufort Avenue, Kenton, Harrow, Middlesex HA3 8PF

Carving course with Zoe March

Who would think that tucked 
away in a back corner of a 

remote village hall, lives a thriving 
and busy group of amateur 
woodcarvers, all working away 
on their latest projects?

Some months ago, during a 
‘Bridge’ supper, I chatted to a club 
member who told me of one of her 
‘other’ interests. “Woodcarving?!” 
I said, “where can you do that 
around here?” She replied: 
“At Whiddon Down. If you‘re 
interested, come along to our next 
meeting. We’ve got plenty of tools 
and books you can borrow.” 

So, on a windy, wet, winter 
Whiddon Wednesday, I went 
along and was warmly welcomed 
(as my friend had promised) by 
the club Chairman and the other 

‘Wednesday nighters’. Truth to 
tell, I’m now well and truly hooked 
on this, my latest hobby! I say 
‘latest’ because I’m an amateur 
woodturner and this did give me 
a good start on the learning curve 
of how to cut stationary timber 
with an ‘edge’ tool and mallet. 
Even sharpening the tools is a 
craft on its own! 

Introductions over, the tutor 
established that I was almost a 
complete novice and asked me 
what I was thinking of carving first 
of all. “Oh, perhaps a trout or an 
otter,” I said airily! He thought 
about this a while and then said, 
with a twinkle: “Well, should we 
just do a letter ‘B’ for a start!”

And so, after seven months, 
my woodcarving hobby has 

blossomed from a letter ‘B’ to a 
lovely Brook trout that I am well 
on the way to finishing, scales and 
all – at last!

This picture of the group was 
taken during a training course, 
sponsored by the club, with 
Devon carving professional Zoe 
Gertner (third from left). If anyone 
is interested in finding out more 
about woodcarving at Whiddon, 
give me a call on 01647 433 776.

Paul Brodey – Hon Sec. 
Whiddon Woodcarvers

WC_151_4_6_NEWS_&_EVENTS_bdMBJR.indd   5 03/06/2016   10:56
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A woodcarver’s song

A first attempt

In response
to Woodcarving

COMMUNITY
Diary & LettersRound

About&Rounoun
AA

unn

Hello Briony,
Having tried my hand at a stone carving last summer I thought 
I’d like to keep carving, and wood was a more practical option. 
I then discovered your super magazine a few months ago. 
Now I’m addicted! My house is covered in sawdust and wood 
shavings, and this is before I buy any power tools!

I have attached a photo of my first attempt, carved 
from jelutong. Obviously, I have a journey ahead, but I’m 
reasonably happy with it and will be presenting it as a trophy 
for my mother’s memorial race at Thirsk next week. Thank you 
for the valuable information your magazine provides.

Kind regards,
Wendy Gibson-Brown

Hello again Mark,
I enjoyed your piece in the Woodcarving 150 as always. 
I heartily agree with you about that awful word! When I 
was still working, I banned the word ‘problem’ from my 
vocabulary and that of my training staff – there is always a 
positive alternative to it, that sounds more attractive and it’s 
surprising how much fun one can have by doing so! Think of 
‘succulent steak’ instead of ‘dead cow’! Even on your page, 
where you have an inserted box headed ‘Problem finding 
Woodcarving Magazine? – forgive me Mark, but it could have 
been headed “How to get your copy ........” couldn’t it?!

Regards – Paul Brodey via email.

Mr. Baker,
I don’t know which I’m better (worse?) at – poetry or 
carving. But I’d like to share with you my lyrics to a 
song we all seem to sing from time-to-time. I leave it 
to somebody else to supply the tune.

Yours sincerely,
Alec MacLean, California

Grain, the Woodcarver’s Bane

Chorus:
Grain, grain, the woodcarver’s bane
No matter whichever way I carve,

It’s always against the grain.
 

Starting from one end – a piece pops out.
That’s against the grain, no doubt.

So I switch and push from the other side,
And out pops another, big and wide.

 
Chorus

 
It’s smooth as glass, and the figure shows.

And then I see the crack that grows.
It looks like I’ve carved it with a trowel.

I stand at the bench and weep and howl.
 

Chorus
 

I think I’ll learn to carve in stone,
Or soap, or ivory, antler or bone,

Or something to keep from going insane:
Something, Lord, please, without any grain.

 
Chorus

 
But when I’ve finally carved the wood
Twice as deep as I thought I should

To compensate for the damage done,
And the battle with grain is finally won.

I step back from the bench and cock my head
And say what every woodcarver’s said:

“The carving’s lovely, and done by hand,
But it’s really the grain that makes it grand!”

Wendy’s brilliant first attempt at woodcarving

Wendy Gibson-Brown

WC_151_4_6_NEWS_&_EVENTS_bdMBJR.indd   6 25/05/2016   14:55
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www.rockinghorse.co.uk : Tel: 0800 7315418 : Fangfoss, YORK  YO41 5JH 

Plans, books, DVD’s,
timber packs, accessories & fittings.

Carving Courses
Whether you are an experienced carver
or have never carved before, you will
benefit enormously from one of our
courses.

The Rocking Horse Shop
Make a Unique Traditional Rocking Horse, 17 Superb Designs

WOODCARVING & 
GILDING COURSES
 3yr DIPLOMA, 2yr CERTIFICATE and 1 & 2yr POSTGRADUATE OPTIONS

B U R S A R I E S  A N D  S C H O L A R S H I P S  AVA I L A B L E 
Our range of courses is designed to suit students from a wide range of backgrounds, and all can access bursary funding to cover 
varying portions of the fees. The courses are unique in that the teaching of the traditional craft skills of carving and lettercutting are 
complemented by the art skills of observational drawing and modelling. All courses are taught by practicing craftsmen and women 
which ensures that students leave the course well prepared for professional practice. Alumni regularly find work in the heritage sector 
and often set up their own businesses.

Applications Now Open admissions@cityandguildsartschool.ac.uk | 020 7091 1683 
www.cityandguildsartschool.ac.uk
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Pierced panel
Johan Roudy explains how to carve a decorative pierced panel in cherry

Tools:
• Scrollsaw
• 12mm ‘V’-tool
• Flat gouge
• No.5, 8mm gouge
• No.5, 16mm gouge
• No.6, 12mm gouge
• No.6, 16mm gouge
• No.6, 25mm gouge
• No.8, 10mm gouge
• No.8, 12mm gouge
• No.8, 25mm gouge
• No.9, 8mm gouge

Wood:
Cherry (Prunus avium)
– 600 x 250 x 22mm 

Things you will need… 

This pierced panel was designed 
for a small organ. The purpose 
was to hide the upper part of the 

pipes. The style of the leaves and the 
type of wood, cherry, were chosen to 
match with the old music stand that 
was going to be used with the organ. 

Used like an appliqué or hung to 
decorate a frame, pierced relief can 
be a very effective ornament. First, 
it offers the opportunity to undercut 
from the back, at the end of the 
carving process, which really makes 
it stands out. Second, the design is 
cut directly on a board, saving the 
time and effort usually spent routing 
and cleaning the background on a 
typical relief carving.

w
o
o
d

ABOUT THE 
AUTHOR
Johan is a French 
carver who started 
woodcarving in 2005 
as a hobby, but 
turned professional 
in 2012. Self-taught, 
Johan is inspired in his work by 
nature and has a great interest 
in ornamental carving. 
Web: 
johan-roudy-woodcarving.blogspot.fr

➥

I used wooden pegs on a clamp 
workbench to secure the carving down. 
Another good option would be to glue 
the cutout on a larger plywood board 
with a sheet of newspaper in between. 
The carving would be carefully removed 
from the board before the undercutting 
stage by sliding a chisel between the 
wood and the board.

Cherry is a nice looking wood, ranging 
from a light blonde to red in its colour.
It is fine grained and can hold details 
well, but can be quite tricky to work 
with. It doesn’t really like to be carved 
against the grain. Even when using a 
deep gouge, you might have to carve 
both sides of the groove in opposite 
directions to get a clean surface.

The triangle is about 600mm wide 
and 350mm high, but a 600 x 250mm, 
18–22mm thick board should be large 
enough to realise the project with very 
little scrap. Draw the general shape on 
the board, the grain running horizontally, 
and the offcut on the bottom left-hand 
corner should be big enough to be
glued and to complete the lower point 
of the triangle on the right side. 

The design is composed of three 
main features: the main or concave 
leaves, the secondary or convex leaves, 
and the fruits or seedpods. Once you 
get these shapes in mind, you should 
be able to complete this project.
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1 Trace the pattern on the wooden 
board using tracing paper or by 
using carbon paper. Then, with a 
scrollsaw, carefully cut the shape 
out from the board. You can 
simplify the leaves’ shapes, but be 
sure to cut close to the line in tight 
areas within the pattern. The red 
circles in the photograph show the 
areas on the carving where I left 
some wood uncut. This is to avoid 
breakage in the most fragile parts 
of the carving

“Be sure to cut close to 
the line in tight areas 
within the pattern”

2 Next, separate the panel’s layers 
by removing some wood where the 
stem is covered by a leaf and either 
side of the ‘tie’. Start carving the 
wood far enough away to let the 
stem come down progressively 
and to avoid any bumpy effect 
on the wood

3 Now let’s shape the main leaves. 
Using the No.8, 25mm gouge, 
carve a groove running along the 
leaf in the pattern. Complete the 
groove on its narrow part with 
the No.8, 10mm gouge

➥
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8 9

10 11

6 7

4 5

4 Next, soften the angle left by 
the groove on the side of the 
leaf with a flat gouge. You can 
even round the outside edge a 
little bit on some of the leaves

5 Use a flat gouge to mark the 
separation with the secondary 
lobe by an angled cut and shape 
the back of the leaf by reducing 
the wood in a steep angle

6 Now, redraw the tip of the 
leaf and set it in with the No.8, 
25mm gouge. Then, using the 
No.5, 16mm gouge, stab the 
small lobe halfway to the main 
leaf and complete the leaf with 
the No.6, 16mm gouge, removing 
the waste along the drawing 
towards the stab cut

7 The secondary leaves – or lobes 
– in the pattern may be turned 
upward or downward. Give an 
angle to the upward leaves with 
the No.6, 25mm gouge

8 Redraw the leaf outline back 
onto the wood, then reshape it 
and carve the back of it with a flat 
gouge towards the main leaf

9 Separate the downward leaves 
from the stem using the ‘V’-tool. 
Cut deeper at the junction with the 
stem using a gouge matching the 
curve, and round the back towards 
the side with a flat gouge

10 Lower the tip of the leaf and 
round it as well, with the No.6, 
16mm or the No.5, 16mm gouge. 
The definitive shape of the leaf will 
be achieved with the undercutting 
of the pattern

11 Some of the secondary leaves 
are divided in two lobes: upward 
and downward. Separate them 
from the stem with the ‘V’-tool 
and shape the upward lobe before 
moving on to the downward 
lobe. The other one is twisting, 
halfway between an upward and 
a downward leaf. Carve it deep 
enough to give the leaves the 
effect of some movement

➥

Handy hint
  When designing or carving 
this type of foliage ornaments, 
I always try to avoid breaking
the curves with an unsightly 
angle. Like the classical acanthus 
design, all leaves within this 
carving should separate from 
the stem with a flowing sweep
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12 13

12 If most leaves have their 
back slightly curved, the last leaf 
on the lower right corner is more 
rounded. Mark the edge of the 
adjacent leaf with the ‘V’-tool, 
and stab the separation between 
the seed pod and the lower leaf 
with a flat gouge

13 Begin to shape the seed pod 
with a flat gouge: round the edges 
and lower the tip. Now, round the 
back of the leaf with the No.6, 
16mm or the No.5, 16mm gouge

14 This last type of twisting 
leaf requires to be lowered quite 
deeply at the tip. Carve the hollow 
first with the No.6, 16mm gouge, 
redraw the circle and then carve 
the back with the No.5, 16mm 
gouge following the line

15 Shape the secondary lobes 
like the previous ones. Carve the 
end of the leaf deeper than the 
main leaves and use the No.9, 
8mm gouge to carve a groove 
below the lobe, melting with 
the side

16 Complete the shape of the 
leaf and the lower lobe, giving it 
a bigger angle

17 Shape the other closed seed 
pod like the first one, rounding 
the edges, but keep more wood 
at the tip to let it show above the 
leaf nearby. Draw the slot that will 
show the seeds

18 Use the No.5, 8mm gouge 
to set in the first seed. Then, use 
the No.9, 8mm gouge to carve a 
hollow from the base of the slot to 
the first seed. Switch back to the 
No.5, 8mm to start to set in the 
next seed and remove the waste 
around and between the seeds

19 Keep on clearing around the 
seeds one after the other, and use 
the same gouge to round them, 
along and across the grain

18 19

14 15

16 17

Handy hints
  You can draw the veins of the 
leaves with a pencil first to find 
the right place for them to sit. 
You don’t need to carve them 
systematically on every leaf 

  Try to place the veins to 
achieve a good balance
in the whole carving 

  They can be carved with
a ‘V’-tool or a small veiner
as well (No.11, 2mm or 3mm)
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26

22

24 25

27

20 Carve a hollow with the No.8, 
12mm gouge at the tip to twist 
it. Clean the slot edges and carve 
a hollow along the slot with the 
No.5, 16mm gouge. Repeat on 
the other pod

21 Move to the open seed pod. 
Separate the seeds area from
the leaves with the V-tool and 
shape the leaves using the No.6, 
25mm gouge. Just like the other 
pods, shape it roughly by rounding
the edges and lowering the tip

22 Progressively set in and clear 
the seeds, starting from the top 
and middle of the grape. Use No.5, 
8mm, No. 6, 12mm and No.8, 
12mm gouges to vary the sizes 
of the seeds

23 Mark the place where the stem 
should meet the tie with the V-tool 
and round its edges using the No.5, 
16mm gouge

24 Use the No.9, 8mm gouge to 
dig the lower part from both sides 
and clean this area by extending 
the stem. The tie should meet the 
sides of the stem a few millimetres 
below the carved grooves on the 
work. Complete the tie by rounding 
the sides with the No.6, 16mm 
gouge, slightly deeper on the top

25 Draw the veins on the main 
and secondary leaves with the 
‘V’-tool. Undercut all around the 
carving at an angle about 20°. 
Choose the appropriate sweep for 
each part – a little flatter on the 
convex parts and a little deeper 
on the concave parts

26 Reverse the carving on a
piece of cloth to avoid damaging 
it and complete the undercutting 
from the underside. Use the ‘V’-tool 
or a small U-shaped gouge to 
remove some wood where two 
leaves meet and remove the waste 
with a flat gouge until you meet
the cuts you made from the top. 
You can clamp lightly on a high 
point to secure the carving

27 The finished panel in place 
on the organ ◗

20 21

23

Handy hints
  Don’t be afraid to remove some 
wood! Keeping the wood at 
22mm thick is quite enough to 
correct any mistake. Too light 
cuts would end up in a flat 
looking carving. Varying depth 
from one point to another can 
bring some life into the design
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We also understand that there are always other bits and gizmos that go to make up the 
woodcarver’s armoury so we keep a good range of essential accessories such as WivaMac and 

Spencer Franklin PowRlock Hydraclamp carving clamps, sharpening equipment, abrasives, 
finishes and a host of other bits in stock too.

Wonder of wonders we even stock timber!  So if you need a piece of lime, sawn to your needs 
(approximately!) then we are ready and waiting to help with that too.

Welcome to Aladdin’s cave!

Henry Taylor and Robert 
Sorby each have generations 

of expertise in the 
manufacture of carving tools

The ToolPost
Unit 7 Hawksworth, Southmead Industrial Park, Didcot, Oxon. OX11 7HR  01235 511101  www.toolpost.co.uk

sharing expertise

We’re sure that Aladdin would agree with us, that 
all carver’s have one thing in common - they’re 

all different! They each has their own needs, 
wants, hopes and ambitions.  That’s what we 
at The ToolPost try to match.  We don’t offer a 
Hobson’s choice of products, we offer a real 

choice. Of course, we only offer trusted, proven 
and reliable brands, from the world’s “top 

drawer”, but where we can offer a choice, we 
do: where we can’t, we simply offer the best.

Equally we appreciate that some carvers 
are whittlers - and some whittlers carve. 
Some like to use bench tools, with fixed 

handles, whilst others like the convenience 
of interchangeable handles. Some use 

power carvers and some wouldn’t 
go anywhere without a knife in their 
pocket. They’re all different, but they 
are all “right” and that’s why we are happy 
to go the extra mile to supply their diverse 

needs and wants.

The 3D carver’s 
caliper from 

Wivamac aids 
precise carving 

replication

Flexcut - the new kids on the block 
with some original ideas

Of course we don’t just supply the 
needs of the traditional carver as we 

appreciate that power carving is, today, 
an important facet of the art. Among 
our range of products for the power 
carver, we are pleased to include the 
superb Saburr carbide rotary burrs, 

manufactured in the USA and which we 
distribute in the UK. This huge range 

has styles to suit most needs and they’re 
economically priced too - and are 

virtually indestructible.
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Oak leaf dragon

➥

Duane Cartwright carves
a mythical oak leaf dragon

The leaf dragon is a mythical 
creature which can be found 
in many art forms. It’s a great 

subject for woodcarving as it can 
be shaped and designed to fit many 
different styles of carving. Dragons 
and foliage in their many forms 
have been popular carving subjects 
throughout history and the two have 
been blended together with varying 
success. This is my interpretation
of a leaf dragon. 

Design
I have used oak leaves and acorns 
in this project, but any leaf shape or 
species could be used. If designing
or altering the provided design it’s 
worth keeping in mind the overall 
shape of the design. I used the ’S’ 
shape for the dragon, but a ‘C’ shape 
can also work very well. 
   Using the pattern provided there are 
a couple of options open to how you 
could carve this design. I have carved it 
as a shallow bas relief, but this design 
could easily be carved as a deep relief, 
or even as a pierced relief by cutting 
the outline and the inner waste areas 
with a bandsaw or jigsaw. 

As a shallow relief, you could also 
print and carve the design in reverse 
and place them in such a way to have 
two leaf dragons facing each other. 
This type of design is perfect for 
placing on a fireplace, cupboard doors 
or something similar.
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ABOUT THE 
AUTHOR
Duane Cartwright 
is a self-taught 
woodcarver based 
in Hartland, North 
Devon. He has been 
carving on and off 
for about 15 years. His interest
in carving began while undertaking
an apprenticeship in antique
furniture restoration. His work
can be found in the UK and
as far away as Australia.
To see more of Duane’s work, visit 
www.duanescarving.blogspot.co.uk
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➥

Tools: 
•  No.3, 20mm
•  No.3, 12mm
•  No.5, 3mm
•  No.7, 20mm
•  No.7, 6mm
•  No.9, 15mm
•  No.9, 5mm
•  No.11, 3mm
•  No.2½  , 8mm fishtail
•  2mm spoon chisel
•  Hooked skew
•  Small carbide burr

Wood: 
Basswood (Tilia americana)
– 280 x 150 x 25mm

Things you will need… 

Once you’ve chosen your 
piece of timber for the 
carving, transfer the design 
onto it by using a 6B carbon 
stick, rubbing it over the 
back of the printed design 
and tracing over it. Or you 
can just glue the printed 
design onto your block of 
wood. With the design in 
place and once you are 
happy with how it looks, 
draw a line around the edge 
of the panel at about 5mm 
from the back. This is a 
guide for the depth of the 
background of your carving.

Transferring the design
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PROJECT
Dragon

➥

1 Use glue and paper to attach 
a scrap piece of wood to the back 
of the panel – using a larger piece 
of wood than the panel will allow 
somewhere to clamp onto with 
quick G clamps or attach to a 
carving vice

2 With the panel secure you 
can now start carving. Use a 
deep gouge to start to remove 
the waste wood around the 
outside edge of the design, 
taking the background down 
to just above the depth line

3 Now, use various deep gouges 
to clear out the inner waste areas 
down to the required depth and 
use a depth gauge or straight 
edge to keep check on the depth 
and do this check regularly

4 With the bulk of the waste 
wood removed, start to cut in to 
the pattern. Use the best fitting 
gouges to the shape being cut. 
When cutting in keep check of the 
grain direction, especially around 
the leaf lobes, etc. Cutting down 
with a twist and slicing cuts will 
help to prevent breakages

5 Now use a shallow gouge to 
level the background. Once the 
bulk of the background is carved 
down and level, mark out where 
all parts of the design over and 
under lap each other

6 Next, use a deep No.11 sweep 
gouge or similar to start sketching 
out and separating the areas that 
overlap each other and around the 
leg, acorns, leaves, etc.

7 Use a medium to deep gouge 
to round over the body, giving it 
its shape. Take down the leaves to 
their required depths

8 Now, using the pattern as a 
guide, redraw the shapes of the 
leaves back in place. Once you 
are happy with how the leaves 
look, use your best fitting gouges 
and cut in the leaves

1 2

3 4

5 6

7 8

Handy hints
 Removing the bulk of the waste 

before cutting in the outline will 
help to prevent breakages 

 Cutting in and then removing 
the waste can put pressure on 
weaker areas, so by removing the 
bulk of the waste first there is less 
pressure on the thinner areas 
you want to keep
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9 To give the leaves movement, 
add folds and bends. Carve down 
the leaves’ centre veins with a 
deep gouge, then from the 
centre vein carve out in between 
the leaves’ lobes. Use a medium 
sweep to blend the folds of the 
leaves together

10 Now cut in around the beak 
where the acorns enter, then 
round over the beak area. Cut in 
the eye and other facial features, 
then continue shaping the acorns 
and stem with a reversed gouge. 
Next, use a chisel and cut in 
where the acorn joins the shell 
creating a stop cut and then round 
over the acorns. Draw a centreline 
on the acorn and shell. Use a deep 
gouge to carve across the end of 
the acorn, creating the nipple and 
with a shallow gouge reversed 
finish rounding the acorns

11 Moving onto the paw/foot cut 
in around the foot and toes, then 
with a shallow gouge reversed 
continue shaping the paw. Use 
a No.7 sweep, 6mm gouge or 
similar and cut in the claws, then 
round them over, keeping aware 
of the grain direction

12 Once the shaping is done, 
start on the detail. There are 
different ways and styles of 
carving scales, so try various 
styles and use different gouges 
on some scrap wood first before 
committing to the carving itself

13 For the leaf veins, start by 
drawing them in place and use a 
veiner or ‘V’-tool to carve them in

14 Add texture to the acorn 
shells using a small carbide burr 
and a rotary grinder to create 
dimples. If you don’t own, or wish 
to use a rotary grinder, a ‘V’-tool 
will create a cross-hatching effect. 
With all detail carved in, undercut 
areas like the leaves’ lobes and the 
acorns’ stem. Use a shallow gouge 
to finish tidying the background 
up to the undercut areas

15 You have the option to sand 
or leave the carving tooled, or 
to add texture and contrast sand 
only some parts. If sanding, start 
with 150 grit or similar and go 
through the grits, brushing down 
before moving onto the next one. 
Then give the whole carving a 
coat of sanding sealer. Once dry, 
cut back with a fine abrasive and, 
if needed, apply another coat 
of sealer, or your chosen finish. 
Attach a picture hook and 
you’re done ◗

➥

9 10

11 12

13

14 15
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The best range of native 
and exotic timbers in Scotland 
Dressed hardwoods, Waney edge boards,

Exotic timbers, Bowl blanks, Turning blanks, 
Pen blanks, Tonewoods Carving blanks,

Woodfinishes, Abrasives, Adhesives
and woodcraft supplies

Open Tue to Sat 10am til 5pm
Sun 10am til 12.30pm

Reid Timber, 11 Forrest Street, Glasgow, G40 2TX
Tel: 07815 735 225    Email: Reidtimber@yahoo.co.uk     http://www.spanglefish.com/Woodcarving-Scotland

www.Kutzall.com

Quality hand-made craftsmanship 
is found in every tool.

Kutzall Hand Rasps are engineered
to be the ultimate MAN-powered, 
hand shaping instrument.
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Rococo
Festoon
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Luke Lightfoot (1722–1789) was one of the 
outstanding carvers of the 18th century, 
and the only reason we don’t hear his name 

more often is that he was a bit of a scoundrel. 
Lightfoot, it seems, was rather ‘light-fingered’ with 
his clients’ money. He was engaged to produce 
carvings at Claydon House in Buckinghamshire by its 
owner Lord Verney, who recognised his outstanding
talent and wanted his extravagant Rococo and 
Chinoiserie works to decorate his new house.
Lord Verney entrusted Lightfoot with large sums
of money to manage the building of the house,
most of which Lightfoot syphoned off to fund his 
London workshop and line his pockets. He was 
found out and to avoid prison, or worse, he had 
to spend the rest of his life trying to pay back the 
money he had embezzled.

His greatest works still survive at Claydon, now 
managed by the National Trust (www.nationaltrust.
org.uk/claydon) and I am grateful to the Trust for 
allowing me to photograph the carvings to create 
this project. Lightfoot’s ‘Chinese Room’ at Claydon 
is one of Britain’s most outstanding examples of the 
Chinoiserie style, while the North Hall, where this 
project comes from, is an elaborate and flamboyant 
Rococo. This swirling Rococo bust with its acanthus 
scrolls and naturalistic floral festoons is derived from 
part of the surround of a large niche carved around 
1768. Lightfoot’s original is carved in pine (Pinus 
sylvestris) – not an easy wood for such intricate 
work – and is painted white. 
   The pine was built up in sections because of its 
depth and complexity, and in my reduced-scale 
version in limewood (Tilia vulgaris) I also have built 
up the wood by lamination. This ambitious project 
has a bit of everything – figure carving, acanthus 
swirls, classical ‘C’ and ‘S’ scrolls, foliage carving 
and a touch of Chinoiserie thrown in. Even if you 
don’t feel ready to tackle it, I would certainly 
recommend a visit to Claydon House to see 
Lightfoot’s stunning carvings for yourself.

Steve Bisco carves a festoon 
in the style of 18th-century 
master carver Luke Lightfoot 

ABOUT THE AUTHOR
Steve Bisco has been carving 
as a hobby for more than 
25 years, specialising in 
decorative carving and period 
styles. He is inspired by a 
love of historic buildings and 
aims to capture the spirit of a 
period in pieces for display in the 
‘home gallery’. 
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Things you will need… 
Tools
•  No.3, 20mm fishtail gouge
•  No.3, 10mm fishtail gouge
•  No.4, 6mm fishtail gouge 
•  No.3, 10mm straight gouge
•  No.8, 8mm straight gouge
•  No.5, 7mm straight gouge
•  No.5, 5mm straight gouge
•  No.9, 3mm straight gouge
•  No.9, 16mm curved gouge 
•  No.5, 13mm curved gouge 
•  10mm spoon-bent gouge 
•  6mm spoon-bent gouge 
•  No.8, 8mm curved gouge 
•  No.3, 5mm bent gouge
•  12mm back-bent gouge 
•  6mm back-bent gouge
•  5mm bent chisel
•  Straight ‘V’-tool
•  Curved ‘V’-tool
•  25mm flat chisel 
•  16mm hooked skew chisel 
•  10mm skew chisel 
•  10mm skewed 

spoon gouge
•  6.5mm flat chisel
•  3mm chisel 
•  2mm chisel 
•  2mm veiner

Material
Lime (tilia vulgaris) –  
block at 550 x 235 x 110mm 
will accommodate the whole 
carving; or build up smaller 
pieces around a core block 
at 550 x 150 x 75mm

Using the pattern
For this project scale up 
or down the drawing to 
suit the size you require, 
or the timber you have.

Preparations
1 Make a full-size copy of the 
drawing and trace the pattern 
onto the wood using carbon paper. 
You could use a single block 
of lime at 550 x 235 x 110mm, 
but I took the cheaper option – 
as Lightfoot did – of laminating 
several smaller pieces together.  
Build up the thickness to 110mm, 
add an ‘extension’ at the side and 
put aside a piece at 165 x 115 x 
65mm for the feathered headdress

2 Here you can see that with all 
the pieces cut out on the bandsaw 
and glued together, it looks less 
of a muddle
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PROJECT
Festoon

43

5 6

➥

Roughing out the shape
3 With a three-dimensional piece, 
visualising and roughing out the 
shape is complex. Look to the 
drawing and finished photos to 
gauge the levels. Reduce the 
level of the small acanthus swirl 
on the right-hand side down to 
about 40mm. Shape the shoulder 
and chest area so it curves down 
towards the lower end of the body 

4 Reduce the levels of the leaves 
on the left side and rough out 
where the flowers will be. Curve 
the body much lower on the left. 
Isolate the area of the chest where 
the low-relief leaves will be

5 Now continue downwards, 
still lowering the level of the 
leaves and blocking out the wood 
for the flowers and acanthus 
swirls. The Chinoiserie section 
at the very bottom stands about 
75mm above the backing board

6 Return to the top and rough 
out the shape of the head, face 
and neck. The tip of the nose 
should end up about 100mm 
above the backing board

Detail carving
7 Continue with the face to 
start the detail carving. Faces 
are challenging as the slightest 
deviation in a feature completely 
changes the appearance, 
especially when the mouth is only 
18mm wide. Use fine sharp tools 
to shape the lips, eyes and nose, 
and try to create the look of a 
Classical goddess. Carve the hair 
into curls and waves, and add hair 
texture with a 2mm veiner

8 Carve the low-relief leaves 
on the chest area and lower the 
background. Refine the volute on 
the shoulder. Carve the edge of 
the volute down to the lower end

9 The string of acanthus swirls 
running down the right-hand side 
is one of the key features. They 
curl up and outwards to the right, 
except at the lower end, where 
they curve to the left. Some of 
them overhang the ‘cliff’ at the 
edge of the chest, but most lay 
wholly on the solid area. Create 
vein lines to accentuate the flow 
of the swirls

10 Carve the acanthus swirls that 
spring out of the side of the body 
volute. The side of the body has 
a long slightly-convex teardrop-
shaped ridge in the middle, 
surrounded by a slightly-concave 
hollow around the outside 9 10

7 8
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11 We now move to the left-hand 
side to work on the flowers and 
foliage. Start by blocking out the 
lower leaves and small flowers, 
then work your way into the big 
rose to separate the petals

12 Carve the rose petals thinly 
and naturalistically. It is best to 
work from the centre outwards 
so the petals have some support 
while you scoop out the inside 
with a spoon-bent gouge

13 With the rose finished, 
undercut all around it. Then finish 
the surrounding flowers and 
foliage and open out the gaps 
between them

14 Continue down the festoon 
and carve the string of leaves 
and the top of the large acanthus 
‘C’ scroll. Use a curved gouge to 
hollow under the acanthus leaves 
and create a smooth concave 
surface running from the ‘reel’ 
feature at the top, down to where 
the next rose will be formed 

15 Now carve the delicate rose 
at the lower end and complete 
the long acanthus ‘C’ scroll down 
to the bottom, where it ends with 
some acanthus curling around 
the final volute

16 It now remains to carve the 
curious ‘Chinoiserie’ feature at the 
bottom. The top sticks out a bit 
like a corbel, with a convoluted 
pierced ‘frieze’ below it. Give
it plenty of veining with a No.9, 
3mm gouge to enhance the 
Chinese look

17 Finally, remove the carving 
from the backing board, turn 
it face down on a soft surface, 
and undercut all the flowers and 
foliage to create very thin edges. 
Also round over the edges of the 
‘body’ section, refine the surface 
and detailing on the sides and 
undercut the Chinoiserie section
at the bottom

Carving the feathered 
headdress
18 Trace the feathered headdress 
pattern – shown in green on the 
drawing – onto a block measuring 
165 x 115 x 65mm. Cut this out on 
the bandsaw and rough out the 
shape of the feathers. Take note 
that the crown block tilts at an 
angle of 20° to the head. Give 
the feathers the amount of twist 
and curl shown in the finished 
photos, then excavate under 
the upper leaves

1211

1413

➥

17 18

15 16
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21

19 20

19 Texture the feathers by 
separating them into segments 
with a ‘V’-tool, add ridges and 
grooves with a small gouge, 
and put tiny grooves in the larger 
grooves with a veiner

20 Cut back by 20mm on the 
underside to the rim of the crown, 
adding the 20° tilt, and hollow 
it to fit the head. Undercut the 
feathers to fine thin edges and 
carve coves and dentils on the rim 
of the crown. Make sure it looks 
right from all angles, then glue 
it in place

Finishing 
21 Lime generally benefits from 
a light sanding with fine abrasives.  
Use the finished photos for 
reference when carving

22 To create a finish similar 
to Lightfoot’s original, give the 
carving two thin coats of white 
chalk paint, then a coat of clear 
furniture wax to create a soft 
sheen, similar to Georgian paint 

23 Finally, the carving is looking 
suitably Lightfoot-like with its 
typical Georgian white finish ◗

22 23
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             D J Evans (Bury) Ltd

D J Evans the home of the Bury St Edmunds Woodturning Club
D J Evans your one stop shop for fixings, fasteners,power tools,

hand tools, building products & much more.

D J Evans the one stop shop for all your
woodturning & woodcarving requirements.

D J Evans holds woodworking events
throughout the year.

Alec Tiranti Ltd

www. tiranti.co.uk

  3 Pipers Court, Berkshire Drive (off Enterprise Way), Thatcham,
  Berkshire, RG19 4ER.  Tel: 0845 123 2100 Email: enquiries@tiranti.co.uk
  27 Warren Street, London W.1. Tel: 0207 380 0808

Carving Tools for the discerning carver

Also
 - Italian Hand Cut Rifflers
 - Arkansas & aloxite sharpening stones and slips
 - Carvers Chops, Leather Strops
 - Mallets, Leather Tool Rolls
 - Loose tools and sets
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Carving
a tortoise

T here is confusion around the world 
over what a tortoise is. In the UK 
we call the land-dwelling shelled 

creature a tortoise, and his sea-dwelling 
cousin a turtle, but in the USA they use 
only the term ‘turtle’. Whatever its name, 
the tortoise comes in nearly 30 varieties 
and is relatively unchanged since its 

appearance more than 150 million years 
ago. They can also live to a great age. I am 
always amazed that tortoises have survived 
for so long as they seem so slow and 
vulnerable, but somehow they survive in 
many environments around the world and 
they vary in size from quite small, to the 
huge Galapagos tortoise. 

   Many years ago my sons were asked by 
our neighbours to look after their tortoise 
while they were away on holiday. Much 
to everyone’s dismay, it disappeared... 
only to reappear two years later! So, my 
first tortoise was carved in honour of this 
incident. The dimensions of my tortoise 
carving are 180 x 90 x 115mm.

Bob Jubb shells out some top tips for 
carving this charming creature
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Carving tips
I have carved quite a few tortoises 
over the years, at natural size and 
also as netsukes and mostly in 
boxwood (Buxus sempervirens), 
but also in lime (Tilia vulgaris). 
   The grain runs along the carving, 
which means the back legs should 
not break off. There is short grain 
across the front legs, so I carved 
them quite thick to minimise the risk 
of fracture. The eyes are inlaid with 
buffalo horn. 
   After carving, I coated the whole 
piece with three applications of 
finishing oil that I allowed to dry and 
then sanded it down with very fine 
abrasive between coats. Afterwards, 
I polished it with a slightly darker 
wax in the form of Liberon Antique 
wax, to highlight the shell and scales 
on the head and legs. ◗

Netsuke tortoise in boxwood
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NEXT ISSUE

Issue 152 SEP/OCT

ON SALE 25 AUG

WILL BARNSLEY
starts a news series called 
Diary of a Student Carver

ANDREW THOMAS
begins a two-part

series on how to
carve a horse’s head

STEVE BISCO
shows how to carve a thistle 

in the Arts & Crafts style

DENNIS ZONGKER
explores carving elliptical 

oak leaves and acorns 
furniture panels

DAVE WESTERN  
takes a look at the carving 
and raising of three totem 

poles – commissioned by the 
Victoria Native Friendship 

Centre – to honour and 
represent the three First 

Nations of Vancouver Island
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www.toolsandtimber.co.uk
you can order online now

G&S SPECIALIST TIMBER
The Alpaca Centre, Snuff Mill Lane, Stainton, Penrith, Cumbria CA11 0ES.
Tel: 01768 891445. Fax: 01768 891443. email: info@toolsandtimber.co.uk

WE ARE EASY TO FIND:
11/2 miles from the M6, J40.
Take the A66 towards Keswick,
turn left at first roundabout,
follow the Brown Signs to
The Alpaca Centre.

Open 8am to 5pm daily.
10am to 5pm Saturday.

Closed Sunday.

* Terms & Conditions apply.

pfeil

Huge stocks of 1st
grade Lime Blanks

Free Lime Blanks
withPfeil and

Flexcut
see New Website for details*

The Ultimate
Hand Carving Tools
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For your passion 
Woodcarving tools 
made in Switzerland
More than 600 high quality products
www.pfeiltools.com
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Woodcarving 
is a truly international title 
that focuses on the art
and techniques of carving 
with fascinating features 
about prized and historic 
examples of the craft.

Woodworking 
Crafts is a magazine 
covering a broad range 
of woodworking crafts 
to inspire, encourage 
and help people become 
better woodworkers.

Furniture & 
Cabinetmaking 
is the UK’s only magazine 
dedicated to the finer 
aspects of contemporary 
and classic furniture with 
an emphasis on quality 
and design.

Woodturning 
is the world’s best-selling 
magazine for woodturners 
read by enthusiasts in over 
60 countries worldwide. 

SUBSCRIBE TO 12 ISSUES
OF ANY OF THESE MAGAZINES
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DON’T MISS OUT ON THIS GREAT OFFER – SUBSCRIBE TODAY!

2 EASY WAYS TO SUBSCRIBE
2 POST  FREEPOST RTHA-TGLU-CTSK, GMC Publications Ltd, 

166 High Street, Lewes, BN7 1XU

1 CALL
01273 488005

Woodcarving (Bi-monthly)   £47.40 

Woodturning (Monthly)   £47.40 

Subscriber details

Address

Title Initial Surname

Postcode

Telephone

Country

Email

Payment methods (please tick and fill in chosen option)

  I enclose a cheque made payable to GMC Publications Ltd, or    Please debit my credit/debit card

Signature

Card No.

Start date Expires Security code

Date

Please quote order code A5056

Valid until 31 August 2016 or while stocks last No Direct Debit Available

UK  
OFFER
ONLY

Woodworking Crafts (Monthly)   £51.00 

Furniture & Cabinetmaking (Monthly)   £51.00

Subscriber
Benefits:
• Free Early Delivery 

• Direct to your door

• Illustrated step-by-step    
 projects and techniques

• Free circular saw worth £38

• Mix of inspiration and instruction

YES! I would like to subscribe for 12 issues to...  

AND RECEIVE A
FREE IRWIN 
SAW BLADE
WORTH 
£38!
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Carving knives

What you want to know about…

I n the last issue I dealt with the
most common question that I was 
asked at the European Woodworking 

Show – how to sharpen tools and keep 
them sharp. Allied to this was the 
growing interest in carving with a
knife – what knives to choose and
how to keep them sharp.

Many of those who are of my 
generation can remember a time when 
almost every schoolboy would have 
a knife in his pocket or in a sheath on 
his belt. Sticks were cut into bows, 
arrows, swords and daggers for all our 
games as well as made into aircraft and 
model guns by those with a little more 
imagination. I can’t remember anyone 

ever using a knife in a threatening 
manner and the most dangerous activity  
for which they were used was to throw 
them at any available tree to see if they 
would stick in.

In these days of protecting young 
children from almost anything remotely 
dangerous and the incidence of knife 
crime it is rare for any child to have 
experience with anything sharp, yet 
knife carving is a great activity that can 
be hugely creative and enjoyable with 
very little financial outlay.

In the United States almost every 
town and city will have carving clubs 
with courses offered in knife carving (or 
whittling) and these will meet in senior 

centres, garages or local halls with 
nothing but tables and a coffee pot. 
Not too many years ago it would
have been rare for such a group
to exist in this country, but gradually 
enthusiasts have found that you don’t 
have to invest a large amount of 
well earned cash to be able to start 
woodcarving. This was backed up by 
the numbers of people who asked me 
questions about what sort of knives 
were suitable, where to get these and 
how to get and keep them sharp.

The answer to the first question is 
relatively simple. You can use almost
any kind of craft or pocket knife as long 
as it will cut wood cleanly. I have seen 

Peter Benson looks at selecting the perfect carving knife
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Blades by Nic 
Westermann, using 

home-made handles
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Peter Benson demonstrating how to use a knife
Pocket knives can make 
ideal carving knives

some amazing carvings done with
only a Stanley knife, but I wouldn’t 
recommend it as the most suitable
by any means. What I am saying is
that, if you have a folding or fixed 
blade pocket knife you can start
with that and see how you get on.

I will mention here that there
are now laws about carrying knives
that you need to understand. Any 
folding pocket knife with a blade of
less than 75mm long is legal to carry
in your pocket. Any fixed or locking 
blade knife is not, unless, to quote,
‘you have a very good reason’.

Knife selection
There is a huge selection of different 
knives out there that will all do a very 
good job if kept sharp and which ones 
you choose are a matter of personal 
preference, but I would recommend
the following points to consider:

Comfort
The most important point is that the 
knife should be comfortable in your 
hand with a handle that is not so thin 
that your fingertips are pressed into 
the palm of your hand.

For roughing out you might like
a bigger or heavier blade, whereas
you could do with a narrower pointed 

blade for general use. Each of these 
work better with a shallow or flat bevel 
as this makes its passage through the 
wood much easier. For fine detail work 
you could find that a smaller blade is best 
with a slightly curved bevel acting as a 
kind of depth gauge as it will generally 
be used to cut into the wood rather than 
through it. More about this later.

The reason for the general knife being 
slim is that you need to be able to spin 
the knife in a cut to get a smooth curve. 
Many knives, particularly those with 
interchangeable blades or made from 
thin flexible steel are often not only too 
wide at the tip but can be very difficult to 
sharpen if they get blunt. Choosing a slim 
bladed knife will pay off in the long run.

Many European knives have a very 
long bevel on the blade, often extending 
to the whole width. Avoid these for 
carving in any hard woods as the very 
thin cutting edge can easily degrade 
and break away. Ideally you need a 
blade that has a bevel that extends to 
about half the width of the blade giving 
you more strength. Those with a bevel 
that curves over the whole width of the 
blade work very well as long as the area 
immediately behind the cutting edge 
is flat, but they can be a little more 
difficult to strop effectively. The choice 
is yours. The widest range of suitable 
knives can be found in the United 

States and I recommend that you look 
at adverts in this publication or on the 
internet before buying.

Price
Some knives can be quite expensive
and there is no doubt that, in many 
cases you get what you pay for, but 
there is no guarantee that all knives
will suit you so don’t spend a lot on
your first knife – work with it, play 
around with the design of the handle 
and blade until you come up with 
something that is ideal. Then, either
buy a knife of the pattern you want or 
get a blade and make your own handle.

If you intend splashing out on a good 
knife, I feel that your best route is to buy 
a really good blade and make your own 
handle rather than spending more than 
this on a knife that may not suit. Most of 
the blades available can easily be fitted 
into a drilled piece of suitable wood and 
secured with epoxy glue before shaping 
the handle to fit your hand.

My final comment on this aspect is to 
not base your choice on the availability 
or advertising of knives. The fact that 
you see them readily available doesn’t 
necessarily mean that they are the most 
suitable for you. Try a knife out before 
you part with any money. There will be 
other carvers with knives or you may 
see them at shows. You could even try 
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Contact details:
If you’d like your questions answered
by Peter, send them in to Mark Baker
at markb@thegmcgroup.com. 

shaping an old penknife and see what 
shape of blade suits you, then look for 
something similar. I know that it is a 
waste of time for me to have a knife
with a curved blade as I invariably end 
up cutting myself, so I avoid these. 
Others, however, love them so the 
problem is only mine.

Many of my carvers use a cheap, 
plain knife, available from the USA 
that they modify to suit their individual 
needs. The pictures here show what can 
be done with some of the knives and 
blades from the UK and USA.

Condition
Once you have your knife you should be 
able to get carving as only occasionally 
should you have one that will not cut 
cleanly. The bevel on the blade should 
be flat, at least for a distance from the 
cutting edge. You should only need to 

hone, or strop this regularly to keep 
it in tip top condition.

No knife is any good if it isn’t kept 
sharp and this doesn’t have to be 
difficult. A diamond plate is, in my 
opinion, the best thing for getting 
the bevel flat as you can see the edge 
at all times as no lubricant is needed. 
You need to use this, keeping the bevel 
absolutely flat until there is a small burr 
all the way along the cutting edge. This 
means that you have gone right up to 
the cutting edge but this edge is ragged 
rather than smooth. Repeat for the other 
side of the blade. Then, stropping or 
honing on a leather or webbing strop, 
again keeping the bevel flat, until the 
burr disappears, will turn this ragged 
edge into a smooth, sharp edge that is 
needed to produce a clean cut. All that 
will then be necessary is to strop it after 
around each 20 minutes or so of use. 

Doing this regularly and carefully will 
avoid having to go back to the diamond 
plate for a considerable time as, once 
the edge is smooth, you don’t really 
want to make it ragged again. The more 
you strop it, the better it should be.

Safety
Finally, don’t forget to get yourself
a good safety glove and wear it all
the time you are carving – on the
hand you use to hold the wood. 
Most of my carvers now wear a pair 
of safety gloves as it is easy to cut 
the thumb of the knife hand. ◗

Knife blades from R. Murphy in the US. On left is standard knife 
and the rest are blades modified and/or handled by carvers
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CLASSIC HAND TOOLS
HILL FARM BUSINESS PARK, WITNESHAM, SUFFOLK IP6 9EW

Email: sales@classichandtools.co.uk 
Phone: 01473 784983  Fax: 01473 785724
www.classichandtools.co.uk

Pfeil Carving Tools

Chris Pye Carving Tools
Kirjes Sanding System
Norton Sharpening Stones
Gransfors Bruks Carving Axes
Ron Hock Carving Knives

We hold the largest stock of  Pfeil wood 
carving tools & accessories in the UK. 

Over 2000 tools in stock

Pfeil catalogue on request.

Flexcut
Arbortech

Abranet Sanding
King Arthur’s Tools
Woodcarving Books

Auriou R rs

NOW IN STOCK - SABURR TOOTH CARBIDE BURRS
1/8" & 1/4" shanks - all shapes  2" wheels for Arbortech

4" wheels for Angle Grinders
Free catalogue on request.

037_WCAR_151.indd   37 5/25/16   2:15 PM



Woodcarving Courses
for beginners to advanced - small classes

Day/Weekend courses taught by a 
In a fully equipped South Norfolk Workshop

“Wonderful 2 day course, thoroughly enjoyed it” SB

“Thank you Gerald for a fantastic weekend” JM

For more information phone 01508 532 111

www.adamswoodcarving.co.uk
Examples of students’ work

Gerald Adams est 1986

WOODWORKING SHOW & SALE
FRIDAY 9TH (9AM - 5PM) & SATURDAY 10TH (10AM - 4PM) 

OF SEPTEMBER
NUMEROUS TRADE STANDS WITH MACHINERY 

AND TOOL OFFERS
UNRIVALLED TIMBER SELECTION WITH DISCOUNTS
DEMONSTRATIONS WITH WOODWORKING AND CRAFTS

FREE ENTRY AND PARKING
ALL AT HURST WORKS, MARTOCK, TA12 6JU

01935 822207   YANDLES.CO.UK

Wood Carving School

235 EAST MAIN ST, GLOUCESTER, MA, 01930, USA
Tel: 978-283-0231

Facebook: Calvo Wood Carving School

www.calvostudio.com

CALVO STUDIO
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Gerald 
Adams
in profi le
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As he celebrates his 30th anniversary
as a professional carver, Gerald remains
as passionate as ever about his craft,
but it hasn’t all been plain sailing,
as he tells Catherine Kielthy 

➥

Pirates, Prince Charles, Pret A Manger. What do they
all have in common, apart from the obvious alliteration? 
Gerald Adams. The Norwich-born carver, who set up 

his own business back in 1986, certainly has an intriguing
roll call of commissions, but the demands of working to 
client deadlines year in, year out, have perhaps given him
a slightly different perspective on the craft he so loves. 

“Working always on commission, for the trade, [with
your] work going all round the world means long hours, 
while meeting harsh deadlines is very stressful,” he reveals. 
“And there is also the loneliness of working on your own 
eight hours a day, rarely getting out of the workshop.” 
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At one point, Gerald trained and 
employed three people to help him 
in the workshop, but while this meant 
that a tremendous amount of work was 
produced, it presented him with another 
set of problems to be solved. “I ended 
up spending most of my day dealing 
with clients, chasing up money, or doing 
the designing and quality control. 

“After about 15 years of this [set-up], 
I found I wasn’t enjoying my carving 
any more; it was just a way of turning 
stuff around as quickly and as cost 
effectively as possible. 
   “Then, one of my employees said to 
me one day: ‘I really enjoy working here. 
I come in, work on all these amazing 
things and go home and forget all about 
it.’ I thought if only I could do that! 
So I went back to working on my own, 
became much tougher about which jobs 
I took on, and started enjoying carving 
again.” The switch in direction also gave 
Gerald the time to achieve his ambition 
of setting up some teaching courses to 
pass on his skills (see panel, page 43). 

An example of Gerald’s polished oak panelling 
(right) with details above and above right

Two of Gerald’s sycamore chairs, part of a Lord of the Rings-inspired dining suite commission for 
a client. Inset top: A detail from one of the leg carvings

The Pret A Manger sign was one of two 
carved for the eatery’s branch at the Corn 
Exchange in Oxford. Being a listed building, 
the signs had to be in oak, not plastic
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FEATURE
In profile

Traditional style
His own route into carving was rather 
meandering. His creative side first 
expressed itself at Exeter Art College 
in the early 1970s, with his ambition 
to be a painter. He was also a folk 
musician whose tastes for expensive 
instruments, such as the hurdy-gurdy, 
far outstripped his income. Undeterred, 
he taught himself to make and repair 
musical instruments, even managing 
to scrape a living. When a workshop 
became available in his native Norfolk, 
however, he returned to his roots and 
helped to set up a craft gallery. 
   For a couple of years he also had 
a ‘shop in Norwich and recalls how 
much he enjoyed the fine woodwork, 
especially the carving of heads and 
scrolls. As so often happens, however, 
financial implications loomed large. “And 
impending marriage and children!” he 
adds. The need to have a more reliable 
source of income became imperative, 
so Gerald secured a job at a local firm, 
making high-end reproduction furniture. 
“I started carving components, chair 
legs, backs, etc. and was encouraged 
to go to the London School of Furniture 
to study carving and gilding,” he recalls. 
“I gained a distinction in the final exam.” 
He has gone on to win numerous other 
accolades including awards from the 
Norfolk Furniture Makers Association for 
best craftsmanship, being accepted in 
2002 for membership of the prestigious 
Master Carvers, and has carved 
presentation awards for Prince Charles 
and items for the Queen’s collection.

He is ‘by nature and training a 
traditionalist’. So, while he uses 
mechanical means to save time roughing 
out, he is generally a hand tool carver. 
His influences are varied, though he 
spends much time visiting country 
houses, churches and cathedrals and 

“The stool was fun,” says Gerald. “It was carved in lime and made to look like cloth prior to gilding” 

Gerald’s church screen at St Andrew’s 

reveals his fascination with the history 
and styles of carving from medieval 
misericords to Chippendale furniture. 
“I was very lucky recently to be able to 
go up scaffolding at a nearby church 
[to his home in Long Stratton, south 
Norwich] to see the medieval roof angels 
close up,” he adds, “it was made circa 
1405 and beautifully carved.” It becomes 

obvious, however, that Gerald draws his 
influence from far and wide. “I try to soak 
up everything I can. We travel quite a 
bit, to the Far East and Africa, and I will 
have a go in the local carvers’ workshops. 
I’m always amazed at the quality of work 
produced with limited tools. I could never 
get the hang of working on the floor, 
holding the wood between my feet!”

A detail from the beautiful screen (left) with its playful depictions of nursery rhymes

Claim to fame
Given his 30 years in the business of 
creating stunning pieces of artwork, 
it seems a tad mean to ask Gerald to 
select a favourite item, but he rises 
to the challenge. “The pirate bed was 
a highlight. It was carved from oak 
[Quercus robur] and took about three 
months to complete,” he recalls. “I also 
made the headboard for the lime [Tilia 
vulgaris] bed used in 2012 film Anna 
Karenina. My claim to fame is that for 
about five seconds Keira Knightley was 

in my bed!” The Tolstoy epic isn’t the 
only cultural reference that clients have 
brought to Gerald either. 

 “There was also a dining suite with 
characters from The Lord of the Rings 
on the chair legs and a huge dragon 
table that went with it, with great scaly 
legs, and a single huge eye looking at 
you as you had your dinner!” To our 
great disappointment, Gerald thinks 
he’s lost the photos of that one (we 
so wanted to see that eye), but if any 
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The oak ringing gallery carved for East Raynham church in Norfolk, with a hunting scene frieze along the bottom

Luckily, Gerald didn’t have to walk the plank for his ‘pirate bed’ commission, 
seen here in progress as well as in situ with the finished item taking centre stage

readers have ever seen, or dined, at 
said suite, do share. Another highlight 
was a complete screen for St Andrew’s 
church in Felmingham. “It was painted 
and gilt with water gilding, all the small 
spandrels gleaming like jewels. It was 
to house the Sunday school, so I carved 
nursery rhymes in the spandrels at child 
level, and little mice and snails in the 
tracery, apparently the kids love it.”

Clearly, however, a lot of Gerald’s 
work has been in combination with 
commercial furniture makers and 
architects, which brings its own 
demands and considerations: the items 
have to look good from many different 
aspects; there’s scale and safety; 
whether it will work; if it will look good 
from distance/height; and, crucially, if it 
can be produced on time and in budget. 
The challenge always used to be to get 
the work done to very tight deadlines! 
But I would never give up. There is 
always a way, and that is part of the
fun, the challenge to work something 
out. One of the things I always tell 
people is, if there is a problem, don’t 
get hung up on the problem, look
either side of it, and before you know
it the problem has disappeared. 
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FEATURE
In profile

For more details of Gerald’s carving and chair-making courses, visit www.adamswoodcarving.co.uk or phone 01508 532 111

Practise what you teach
Gerald, who gained a Cert Ed, 
teaching qualification in 1998 and 
has taught at adult education and 
technical college level for many
years, has a never-ending supply
of enthusiasm when it comes to 
passing on his skills. He runs a variety 
of short courses from his workshop, 
some are aimed at beginners while 
others, such as the chair-making 
sessions, require some experience
of cabinetmaking/carving.

“I have about 30 students who 
come in, eight in a class, for weekly 
two-and-a-half-hour sessions, and 
we have a really nice time. We have 
a laugh, lots of tea and biscuits and 
actually get some work done, too! 
I also do weekend carving courses 
and a five-day classic chair-making 
course. We cover the basic techniques 
of tool handling and sharpening, 
which a lot of people struggle with.”

“Most of my weekly students
have come from the [weekend and 
short] courses, and it is great to see 
people want to carry on with a new 
hobby and, in some cases, even
make a new career.

There is something very satisfying 
about seeing someone a few weeks 
after their first course using the 
techniques I have taught them and 
with very sharp tools, too.”

A detail from a set of pre-gilded 4.6m lime (Tilia vulgaris) pelmets for a Russian client in London 

Gerald (far right) with a group of students at his carving workshop

Sharing skills
Now largely removed from budgetary 
constraints, his recent work has
become more sculptural, reflecting
a return to his art background with
more individual pieces. In both can
be seen his distinctive approach to 
carving, something he modestly waves 
away. “I don’t know whether my 
approach is distinctive,” he insists.
“But I love the act of carving, 
the swish of a sharp tool through the
wood, the way the light catches the 
edge of a shadow, I suppose that
makes it distinctive.”

It also makes the students who attend 
his short courses very lucky. “Most of my 
time now is spent teaching woodcarving,” 
he explains. “I feel that my work is all 
about sharing the skills I have picked up 
over the past 30 years.” Even his new, 
smaller workshop, into which he was in 
the process of moving when we spoke 
to him in March, has been tailored to 
teaching. And although the move was 
a little stressful and required Gerald to 
offload some of his bigger machines he 
seemed remarkably calm. But then he is a 
far more easygoing man than his younger 
self. “I’m in the lucky position now that I 
can pick and choose which commissions 

to work on,” he says, “I recently finished 
a nice eagle lectern for a church in Essex. 
It took me three months and there was 
quite a bit of research, but no pressure 
or stress. It was quite unlike when I 
was mass-producing chair legs to tight 
deadlines. I’m more relaxed and enjoy the 
balance I have between working on some 

prestigious commissions and my teaching. 
“One day I’d like to write a book 

on some of the things I have learned; 
I just need to find the time!” We suspect 
that he’ll make time and, hopefully, that 
picture of the one-eyed dragon table 
will be unearthed and keep watch over 
the whole proceedings. ◗ 

Gerald welcomes students of all 
ages and keeps an open mind about 
all types of work and new technology, 
although he points out that some jobs 
just cannot be done with laser or CNC 
cutting, however sophisticated the 

machines and software. “Basically, I 
am a traditionalist, so I see my job as 
to teach students the fundamental 
techniques of woodcarving to enable 
them to take the craft in whichever 
direction they like.” 
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THE
SPRAYABLE

HARDWAX-OIL

SPRAY-WAX:  Highest quality sprayable wood protection

Call us
01296 481220

Learn more
osmouk.com

MICROPOROUS  |  NATURAL  |  OIL-WAX BASED  |  DURABLE  |  HIGH COVERAGE

...Powered to Fire Your Imagination...
Razertip®

Razertip Industries Inc.
•PO Box 910, 301- 9th Street North•
•Martensville, SK Canada S0K 2T0•

•Phone 306-931-0889  •Fax 306-242-6119 
•Toll-free order line 1-877-729-3787•

•Email: info@razertip.com•
•More information & free catalogue at www.razertip.com•

Try our unique Feather Former™ Tips & Pens! 
• Imagine burning feathers and barbs in seconds. 

• Texture a bird carving in minutes instead of hours.  
• Create fully formed feathers fast and easy. 

• Burn from 40 lines per inch to 250 lines per inch! 

Pyrographic Tools & 
Portable Dust Collectors

Razaire™ 530 
Dust Collector:

“Forbidden Fruit“
Miniature Carolina Parakeets 

by Cam Merkle
Oil on Holly and Brass

Photo ©2014 Cam Merkle

        Razertip® Pyrographic Tools:
• World’s finest, sharpest, most innovative burners 

• Over 800 different tip profiles available
• 10 Amp output for superb tip heat recovery 

• Regular or heavy-duty pens and cords 
• Fixed-tip or interchangeable-tip pens and tips 

• Adapters and cords available fit most other brands
• Unconditional warranties: 

• 3 year power supply
• 1 year unconditional pen warranty includes tips
• 6 month warranty on re-tips

• World’s only hot-wire burning tool safety certified to: 
• CSA C/US (North America) 
• C-Tick (Australia) 
• CE (Europe)

• Systems starting at $158.95

Pen Re-tipping Service 
6 month unconditional warranty - call us for details.

• Smallest, lightest 
only 11”x11”x6” and under 8lbs. 

• Super portable
takes up less than one sq. foot

• Easy-in, easy-out, easy-clean filters
• Quiet variable-speed 

German-made impeller fan
• Fold-down 8” hood included

• Add extra filter stages, 
a tool hanger, a 4” hose, 

or a lap tray
• Built-in carry handle &        

lamp holder holds a 
standard swing-arm lamp
• Unconditional warranty  

- 5 years on fan 
- 10 years  on cabinet  

& electronics
• Safety certified to  
CSA C/US standards

• $399.00 w/ one 
filter & hood
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Three hares
of Dartmoor
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Woodcarver 
Zoe Gertner 

carves a
trio of hares

Idly gazing across to the big field 
opposite my workshop, I spotted the 
three large brown hares we often see 

romping around, which brought to mind 
a well-known puzzle. How can three 
hares or rabbits, each having two ears, 
chasing each other round in a circle, 
share just three ears between them? 
   The ancient symbol of three hares 
or rabbits running in a circle, joined 
by their ears which form a triangle in 
the centre is an extraordinary design, 
which has been found over the centuries 

from here to China and other far flung 
parts of the world.

Devon, and Dartmoor in particular, 
is richly endowed with this symbol carved 
on wooden roof bosses. The motif occurs 
in one form or another 29 times, in 17 
churches alone – from its association 
with Dartmoor tin mining, the pattern is 
known locally as the ‘Tinner’s Hares’ or 
‘Tinner’s Rabbits’. To this day the ancient 
symbol excites, interests and intrigues, 
and this project shows you how to design 
and carve your own ‘chasing hares’.

ABOUT THE AUTHOR
Zoe Gertner 
specialises in teaching 
woodcarving and 
sculpture, and is a 
fully qualified teacher 
and Adult Education 
tutor who studied 
anatomy and physiology as part of her 
university degree. Zoe is experienced 
in teaching and practising all aspects of 
woodcarving and wood sculpture and 
has been working professionally since 
1980. At her workshop in Devon, she 
gives a variety of woodcarving courses 
and creates unique carvings by order. 
See her website here: 
www.zoegertner.co.uk
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Preparation
For this carving I used a sycamore 
turning blank, at approximately 
200mm in diameter and 20mm 
thick. Most timbers such as beech 
(Fagus sylvatica), light coloured 
oak (Quercus robur) and lime 
(Tilia vulgaris) can be used for a 
project like this. A lighter coloured 
wood will show detail more clearly 
than a darker one. 

Starting the carving
1 First, draw the outline of 
the leaping hare and tape it 
down to a piece of card folded 
in three. Cut around the outline 
with scissors. This should result 
in three identical outlines to 
use as templates

2 Next, mark the centre of 
the disc and arrange the hares 
around it

3 With the ears forming a triangle 
around the centre mark, fasten the 
cutouts in place and draw around 
each of them

4 Extend the length of the ears 
if necessary, to touch the top of 
the following hare’s head and 
draw a border around the edge 
of the timber

1 2

3 4

Tools: 
•  6 or 3mm, 60° ‘V’-tool
• No.3 gouges in a selection 
   of widths,  including 3mm
•  No.5, 10mm gouge
•  No.8 or No.9, 3mm gouge
•  Short piece of small bore copper tube

Wood: 
Sycamore (Acer pseudoplatanus)

Things you will need… 
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PROJECT
Hares
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5 Using a mallet and the 
‘V’-tool, cut around the circular 
border. To avoid splitting the 
wood around the border, align 
your disc with the grain lying 
horizontally and start taking 
your ‘V’ cuts from the middle 
of the border circle at a 3 o’clock 
position. Cut towards the top 
(12 o’clock) and the bottom 
(6 o’clock); then repeat from 
the opposite side at a 9 o’clock 
position, finishing the cuts at 
the top and bottom, 12 and 
6 o’clock positions

6 Now, carefully cut around 
each of the three hare outlines 
with the ‘V’-tool

7 Next, cut downwards 
around the inside of the border 
with a wide No.3 gouge that 
corresponds with its curve. 
Angle the gouge along the 
edge of the ‘V’ channel and 
mark it

8 With a No.3 gouge and holding 
it with its bevel down, cut towards 
the border. This will form a deeper 
and wider ‘V’ channel. Starting 
from the 3 o’clock and 9 o’clock 
positions, work towards the top 
and bottom of the border

9 On reaching the top and 
bottom of the carving, make 
alternate cuts from each side 
to obtain a cleanly cut channel 
the entire way around the border

10 Now cut around each of 
the hares using the No.3 gouges. 
Rest the cutting edge so it is 
angled against the edge inside 
the ‘V’ channel cut before, and cut 
downwards around the outlines. 
Be sure to turn the gouge as 
necessary to match the curves 
outlining the three hares

11 Again, with its bevel down, 
use the No.3 gouge and cut 
towards the outlines. Angle the 
gouge to meet the previous cuts 
made. This will deepen and widen 
the ‘V’ channels around the hares, 
seemingly bringing them forwards 
in the carving

Removing the background
12 Using a No.3 or No.5 gouge, 
start removing the background 
by cutting towards the edge 
of the widened ‘V’ channel and 
work successive, overlapping 
cuts. Do this until you reach the 
middle of the area to be removed. 
Now turn your carving around 
and repeat the process from the 
opposite channel

5 6

7 8

9 10

11 12
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13 Now, carefully remove the 
small peak remaining in the middle 
of the area. Smooth the surface 
between the border and each of 
the hares with the No.3 gouges

Working out the levels
14 The easiest way to work 
out the different levels is to 
denote the background areas 
as ‘No.1’ – these are the deepest 
areas of the carving – which you 
should have removed already. 
The next deepest is then denoted 
as ‘No.2’, i.e. the forelegs and 
the tips of the furthermost 
ears adjoining the head of the 
following hare. ‘No.3’ are 
the tails and the tips of the 
noses, and so on

“Work over the 
whole animal so
that none of the 
original surface 

remains...”

15 Now, with the No.3 gouge,
cut along the edge of the top of 
the head, then with shallow cuts, 
reduce the tips of the adjoining 
ears. Reduce the foreleg and tail 
in the same way

16 Round over the edges of 
the ears and hollow them using 
the No.8 or No.9, 3mm gouge

17 Cutting with the No.3 gouge 
from each side, carefully reduce 
the waist areas to a hollow 
between the haunch and the 
ribcage. Then reduce the neck 
areas below the jawline

18 Round over all edges and 
reduce the No.3 areas, i.e the 
hindleg, tip of the nose, base 
of the nearer ear and the area 
of the ribcage behind the nearer 
foreleg. With the No.3, 3mm 
gouge, reshape the lower edge 
of the tail so it is crimped. Work 
over the whole animal so that 
none of the original surface 
remains, reducing the No.4 
areas at the same time

➥

13 14

15 16

17

18
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The eyes
19 Draw the oval-shaped eyes 
on the head. Its outline can be 
cut either using a 3mm ‘V’-tool, 
or as shown, by means of a home-
made punch. Having cut a short 
piece of microbore copper pipe, 
squeeze it to an oval shape in a 
metalworking vice, then file the 
edge sharp so it will indent the 
wood when tapped with a light 
hammer. Complete the eye by 
lightly tapping a nail punch within 
the ovals to bring them to life

“For finishing, I left 
my hares tooled to 
contrast with the 

smooth background 
of the carving”

The toes
20 For detail on the hares, mark 
a line on each hares’ foot using 
the 3mm ‘V’-tool

Finishing
21 Remove any deep gouge 
cuts in the background surface 
and cut clean all meeting edges. 
The background can be scraped 
using the edge of a surplus No.3 
gouge that has a burr honed along 
its cutting edge. For finishing, 
I left my hares tooled to contrast 
with the smooth background of 
the carving. However you leave 
the hares, apply a coat of wax 
polish, and then buff the carving 
with a lint-free duster

22 Your final carving should look 
something like this ◗

21

22

19 20

Handy hints
  Cereal packet cardboard 
is ideal for making the hare 
template, as the outlines of 
the pattern can be cut out 
easily using scissors
  To make a clean channel 
inside the top and bottom 
of the concave edge of the 
border, use alternate cuts 
from each side of the border 
and finish your cuts at the 
middle of the curve

WC_151_45_49_DARTMOOR_HARES_ZG_bdMBJRZG.indd   49 03/06/2016   11:10



050_WCAR_151.indd   50 6/3/16   12:53 PM



Wood
finishes

W ood finishing is an 
important and extremely 
enjoyable skill to learn 

which, if accomplished correctly, 
greatly enhances and enriches 
the natural beauty of wood 
and consequently the overall 
attraction of the finished form. 
This is, of course, a very personal 
matter for which we all have 
our own individual preferences 
and favourites. 

In this article I will outline and 
demonstrate some of the finishes 
that are available to purchase, 
and evaluate their effectiveness 
for the purpose of application to 
woodcarvings and sculptures.

There are literally dozens of 
prepared wood finishes available 
to purchase that are appropriate 
for woodcarvings and sculptures. 
These basically fall into the 
categories of; oil, wax polish and 
bleach. These can be traditional
or modern formulations, with 
either a hard durable surface,
or a softer less durable one. 
Each of these products creates 
a slightly different variation of 
colour tone and effect on the 
wood grain, which takes practice 
and experience to understand
and predict.

Andrew Thomas looks at using wood finishes
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Health and safety
Each of the individual products used in this article can 
be found on their manufacturer’s website, who supply 
downloadable product data and safety sheets. These 
sheets describe ingredient compositions, handling, storage, 
hazards and safety issues, etc. 
   It is vital the user should be aware of the substance that 
they are handling and take all necessary safety precautions 
to protect their own health and environment! 

 
ABOUT THE AUTHOR
Andrew Thomas has 
been a professional 
sculptor since 
1993 and rapidly 
gained international 
recognition for his 
3D art, which has 
won him numerous 
awards and gold 
medals. His work is held in many 
fine art galleries across the UK and 
in private collections worldwide. 
Andrew delivers weekly woodcarving 
lessons for private students at both 
beginner and intermediate levels. 
Web: www.3dsculptor.com
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Left, top to bottom: English cherry, American black walnut
Centre, top to bottom: Spalted beech, steamed pear, tulipwood
Right, top to bottom: English walnut, English lime

This is the selection of excellent wood finishes that have been chosen 
for this article. They are very effective, give fabulous results and have 
stood the test of time

Boiled linseed oil

Boiled linseed oil

A selection of finishes

Oil finishes

Boiled linseed oil

Most species of wood, whether hard or softwoods, can be carved to a greater or lesser degree, but hardwood 
is generally accepted as the first choice. I have selected some of the more commonly used hardwoods for 
carving, to demonstrate the colour and effects that are achievable with the various wood finishes featured. 
These have been sanded to 400 grit and are their natural colour before any finishes have been applied.

The traditional oiled wood finishes are 
arguably the most effective product for 
enriching the natural beauty of wood 
grain, in particular the darker species,  
such as walnut. It is an absolute joy 
to use and gives immediate results by 
penetrating deeply into the wood grain 
and enhancing the various colour tones.

Application:
Use a clean, small lint-free soft cloth, 
approximately 50 x 50mm, to apply 
the oil, working in the direction of the 
grain. Apply the oil fairly liberally but do 
not let it pool into any corners as it can 
clog the detail (especially boiled linseed 
oil, which will dry to a rubbery residue, 
requiring it to be scraped out). Wipe 
off any surplus oil with a clean dry cloth 
after a few minutes. Awkward areas can 

be reached by using a small brush. 
Please note that oily cloths are prone 

to spontaneous combustion and must 
be disposed of carefully outdoors. 

Please read the warnings on the product 
data sheets or labels, and follow these 
guidelines to the letter each and every 
time you use it!

Interior: One coat  
Exterior: Two to three coats  
Drying time: 16–24 hours

Boiled linseed oil is extremely good value for money and 
offers a most beautifully rich enhancement to the natural 
colour of timber. For lighter species of wood, such as lime, 
it produces a deep golden tone, which is sometimes of value 
for a specific project, but not often appropriate.
   For darker timbers such as walnut, tulipwood, pear and 
cherry, it really adds a superior depth to the natural colour 
tones of the wood which can be exceptionally exquisite on 
highly figured timber. 

Boiled linseed oil is a standalone finish in its own right, 
but dark wax can be used to great effect on top. This should 
initially be applied after two weeks, and then again one 
month later, which produces a wonderful medium to high 
lustre finish, and dramatically enhances the grain and figure.
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Danish oil

Tung oil

Application by clean, soft, lint free cloth

Danish oil

Wax finishes

Tung oil

Interior only: Three coats  
Drying time: Four to six hours

Danish oil is quite different from the 
boiled linseed oil, as it is a blend of 
oils (including tung oil), resins and 
dryers, which produce a harder and 
more durable low lustre satin finish for 
interior wood. It is slightly thinner in its 
viscosity and produces a lighter depth 
of enrichment to the grain colour, but is 
still very attractive. This finish suits the 
spectrum of browns from light to dark, 
and therefore works nicely for all species 
of timber. It is also appropriate for 
carvings that have very delicate, fine and 
fragile detail, as it has the advantage of 
producing a durable long lasting finish 
that only requires re-oiling periodically. 

This oil is also a standalone finish in
its own right, but can be waxed on top 
for a higher lustre finish. Simply flat 
back the third coat when dry with a very 
high grit cloth (1500–2000) or abrasive 
paper, and then apply the wax polish
for a super medium to high sheen.

Interior: Three coats
Exterior: Three to four coats  
Drying time: Minimum of 24 hours

Tung oil has a much thicker viscosity 
than the other oils and can be used for 
both interior and exterior work, due to 
the special properties that make it highly 
resistant to water, alcohol and food 
stuffs. It is therefore very appropriate 
to use for finishing any projects that 
will come in contact with food, for 
example, carved bowls or cheeseboards. 
The colour that it produces is in between 
the linseed and Danish oil, which lends 
itself more to the darker wood species.

The first two or three coats can be 
diluted with 50% white spirit, which will 
assist the penetration into the timber. 
The final coat can be applied undiluted. 

There is a plethora of wax polishes 
available to purchase and everyone, 
through trial and error, will eventually 
find their personal favourites. These 
waxes can either be purchased coloured 
with a special pigment, which enhances 
the natural colour tones of the timber 
being used, or ‘clear’ for lighter coloured 
timbers, both of which add a degree 
of lustre to the surface of the wood 
and protection against ingraining dust 
and UV rays. These are also available as 
either quick or slow drying formulations. 

Application:
Use a clean, soft lint-free cloth to apply 
a very small amount of wax polish at a 

time, working it deeply in the direction 
of the grain. Keep moving the cloth 
to a fresh clean section each time 
you load it. When the wax has dried 
sufficiently, use a different clean soft 
lint free cloth to buff the surface. 
   Two coats are usually necessary on 
bare wood. Awkward areas of detail 
can be polished with two soft clean 
brushes; one to apply the wax, and the 
other to buff it off.

Quick drying waxes must be 
applied over small areas of between 
100–150mm at a time, and then buffed 
straight off. Slower drying waxes can be 
applied over the complete carving then 
buffed off at leisure.
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Briwax original – walnut pigment

Briwax original – clear

Antiquax original – natural

Liquefy the wax for effective application

Briwax original – walnut pigment

Briwax original – clear

Antiquax original – natural

Drying time: Quick drying
Interior only : Two coats

Briwax original walnut lends itself 
perfectly for use on any of the darker 
species of timber. On application it 
penetrates deeply into the wood, 
beautifully enriching the natural colour 
of the grain and figure, and produces
a wonderful medium to high lustre
finish. The wax is, however, prone to 
water marks which can ‘bloom’ if not 
wiped off quickly. It also dulls slightly 
when handled due to the moisture
from the skin.

Drying time: Quick drying
Interior only: Two coats

Briwax original clear is the same 
formulation as the walnut but without any 
pigment added for colour, and is equally 
effective. It is therefore appropriate for 
lighter coloured species of timber such 
as lime and beech. The tonal variation 
from the natural colour of the timber is 
minimal, and the enhancement of the 
natural rays are deep and beautiful.

Drying time: Slow drying
Interior: Two coats
Exterior: Three coats

Antiquax original is a traditional wax 
polish which can be purchased in either 
a tin or silicone free spray. The polish 
has been specially formulated to resist 
fingerprints, which is definitely of high 
value to the user. The ‘natural’ colour 
of the wax finishes with a deeper tone 
to the Briwax, but less so than the oils, 
which works very well on both ends
of the brown spectrum. It produces
a fabulous finish which really enhances 
the depth of the grain.  

Briwax was also formulated to be 
worked when liquefied, which is a very 
effective way to apply the polish deeply 
into the surface of the wood. During the 
colder months of the year, you can melt 
the wax easily by placing it on either 
a warm radiator or a hot water bottle, 
but do not place it near any naked 
flames as it is highly flammable.
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Renaissance wax

Part A has been applied to the lime wood, which has deepened the tone

Renaissance wax

Drying time: Slow drying
Interior: Two coats
Exterior: Three coats

Renaissance wax polish is marketed as the 
‘perfect polish’, specified by museums, art 
galleries and conservators around the world 
as the finest cleaner/polish wax available, which 
is also reflected in its price. It is quite different to 
the other waxes as the formulation is a chemically 
neutral, semi-synthetic microcrystalline wax, 
entirely free of any damaging acids. This polish 
has a dual purpose of restoring/revitalising, and 
polishing/protecting many different materials 
including wood. For the purpose of wood 
finishing, it’s a very durable wax that strongly 
resists the effects of humidity and moisture,
which is a real plus. The depth of tone that the 
finish produces is very light indeed, almost 
identical to that of the Briwax clear, and therefore 
perfect for the light coloured timbers. The 
Briwax does, however, produce a slightly better 
enhancement of the natural rays.

Wood bleach

There are occasions when the subject 
being carved would greatly benefit from 
being lighter in colour than any natural 
timber’s colour tones could offer, for 
example; a swan, polar bear, or a subject 
that would be enhanced by shadow.   
   Rustin’s wood bleach offers quite a 
good solution to this problem, as the 
lighter tone can be greatly increased, 
but also controlled to some extent by 
the number of applications made to the 
timber. It creates an almost porcelain 
effect which still allows the grain to 
persist through to the surface, which 
can be remarkably effective. 

Application:
One to four coats, depending on 
the brightness of the tone required,
two coats of clear wax on top

The instructions for the handling and 
use of the bleach are both important 
and extensive, so please download 
the excellent data sheets from www.
rustins.co.uk for an in-depth breakdown 
of them. Briefly however, ensure that 
protective gloves are worn and a 
synthetic light coloured brush is used. 
Part A, the alkaline solution, is applied 
to the bare wood first and left for up to 

20 minutes to react, which surprisingly 
deepens the tone of the grain. 

Part B, the Hydrogen Peroxide, 
is then brushed over the surface and 
left for three to four hours. If a lighter 
tone is required, then the process of 
parts A and B can be repeated after 
just two hours. When the wood tone 
has reached the correct level for the 
subject, wash the surface with clean 
water and allow to dry. The surface 
then requires neutralising, which is 
simply a capful of white vinegar diluted 
in a cup of water, applied liberally over 
the surface and left to dry.

Part B has been applied to the lime wood, which has lightened the tone
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WOOD FINISH COLOUR TONE COMPARISONS

Danish oil Linseed oilNatural Briwax original walnut

ENGLISH CHERRY

Danish oil Linseed oilNatural Briwax original walnut

AMERICAN BLACK WALNUT

Danish oil Linseed oilNatural Briwax original walnut

ENGLISH WALNUT

Natural Briwax original
clear

AntiquaxDanish oil Linseed oilRenaissance wax Bleached and 
renaissance wax

ENGLISH LIME

Danish oil

Danish oil

Linseed oil

Linseed oil

Natural

Natural

Natural Danish oil Tung oil Linseed oil Briwax original walnut

Briwax original walnut

Briwax original walnut

SPALTED BEECH

STEAMED PEAR

TULIPWOOD
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Set in stone
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Nazar Dmiuterko tells Catherine Kielthy how a former boss 
steered him towards a creative new path in carving

➥

It’s best known for its recent history 
as host of the London 2012 Olympics, 
but hidden among the glass, steel and 

bling of the regenerated Stratford in 
East London lies an unassuming
red-brick building in which a group
of students are learning a craft that
pre-dates the sporting spectacular by, 
well, just a few centuries – and their 
work would sit happily on the gold 
medal-winning podium. Welcome
to the stonemasonry and carving 
workshop at the Building Crafts College.

We couldn’t resist poking our noses 
into their ‘shop while on a visit to the 
college’s prestigious fine furniture 
course, led by former Bucks University 
tutor Neil Austin, for our sister title 
Woodworking Crafts, issue 15 (on sale 
now). We were so blown away by the 

quality of their work – the office and 
store shop have been carved by BCC 
students down the years – that we
asked to interview one of the current 
batch of carvers. Nigel Gilkison, the 
department’s area manager, pointed
us in the direction of up-and-coming 
talent Nazar Dmiuterko, 23.

Naz, tell us a little about yourself…
I’m from a city called Ternopil in Ukraine. 
It’s in the west of the country and lies on 
the River Seret. I came to London with 
my family when I was seven and have 
lived in East London since then. 

Is there a history of stonemasonry 
in your family? 
No, I’m the first one to take up 
stonemasonry. 

Did you always feel you had
a creative personality?
No, I didn’t. In fact, to be honest,
I thought the opposite – that I didn’t 
have any creativity. However, once 
I’d got into stonemasonry, and the
longer I studied it, the more I felt that 
I could become increasingly creative.

So, does that mean stone 
wasn’t your first passion? 
When I finished secondary school, 
I wasn’t sure what I wanted to do. I went 
to Westminster College and passed a 
BTEC National in IT. However, I didn’t 
want to work in an office and I hated 
the idea of staring at a computer. 
Instead, I started labouring and tried 
different things. It was during this time 
that my boss, a mason, showed me the 
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things that could be done with stone. 
I discovered that he had studied at the 
Building Crafts College at the time when 
it was based at Great Titchfield Street in 
central London. He took me along to see 
the college for myself.

So, that’s why you’re at the BCC…
Yes, but also I learned that the tutors 
were some of the best in England and 
as far as I’m aware the course is the best 
in the country. Also, the work produced 
on the course is amazing. The office 
building in the college has all been built 
and carved by previous and current 
students [see picture top left]. I found 
that really appealing. 

And which course did you choose?
I’m studying for an Advanced City & 
Guilds Diploma in Banker Stonemasonry, 
which I started in September 2014. 
The course is for one year, but I was in 
the college three days a week and doing 

paid work on the other two. I’m now 
doing advanced stonemasonry having 
finished Levels 2 and 3.

Has the course nurtured your 
passion for carving?
I love carving stone and also having the 
ability with my hands to carve something 
beautiful with passion and accuracy. 
Also, I know that what I create out of 
stone will be fixed onto a building and 
survive for centuries. 

How would you describe your 
tutors (bearing in mind they’ll
be marking your work, Naz)?
The tutors are great here. They are very 
supportive, helpful and, most importantly, 
they are very inspirational. We have 
Nancy, who is a great letter carver; Jon, a 
brilliant free carver; and there’s the senior 
tutor of the Stonemasonry department 
Nigel. [We can back Naz up on this, too. 
Our visit to the college saw us introduced 

to a string of inspiring, talented and 
charismatic tutors all keen to pass on 
their knowledge and nurture the talent
of their students.]

What’s had the most impact on 
you so far from the course and
is there anything in particular
that you have learned that’s 
changed your view or style?
In the beginning of the academic year, 
I made a ball finial with some French 
gadroons. The setting out for them 
was complicated, but it was a very 
interesting piece to do. Also, while
I was carving it, it helped me to see
the details and made it easier to see 
other aspects in my earlier works. This
has trained my mason’s eye to see
that even the tiniest points matter.

Are there any particular historical 
influences/artists that you admire? 
The classical architecture is the most 

A shot of the stone office carved by BCC students

A section of Naz’s egg-and-dart work in marble after rinsing
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A project to carve a ball finial with French 
gadroons in limestone helped to develop 
Naz’s attention to the tiniest details
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FEATURE
Student profile

Naz’s latest work 
with inscription
on slate

influential for me, as the ancient
world created architecture from 
elements of the animals, their gods 
and nature itself. Also David, by 
Michelangelo, has inspired me
to work with marble and to be
more confident.

In which areas do you hope
to work after your course? 
I wish to work in heritage and 
commission work, but mostly heritage, 
restoration and conservation. I have 
applied and been accepted for the 
Prince’s Foundation Building Craft 
Apprenticeship scheme. It’s an eight-
month course with a £1000 monthly 
bursary and it will result in a heritage 
NVQ. This will lead me closer to the 
work that I love to do. Also I am very 
interested in doing a course at The 
Society for the Protection of Ancient 
Buildings under the remit of The
William Morris Craft Fellowship. ◗

Carved in stone
Naz’s course is run by the Building Crafts College, an educational charity 
governed and financially supported by the Worshipful Company of Carpenters. 
A multi-craft facility, it offers more than 40 qualifications in a range of subjects 
including bench joinery, heritage crafts, wood machining and construction
site management. There are nine courses in the stonemasonry category.
Entry requirements, age bands and fees vary depending on the course. 

Contact: Building Crafts College, Kennard Road, Stratford, London E15 1AH
Web: www.thebcc.ac.uk 
Email: info@thebcc.ac.uk
Tel: 020 8522 1705
Facebook: The Building Crafts College Stratford

The stonemason’s tools have changed little down the ages

Naz hard at work

Contact Nazar Dmiuterko   Email: nazdmiuterko@gmail.com
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NEW WOODWORKING BOOKS

Quick Find Code: 25948
All New Turning Projects 

£17.99

Quick Find Code: 25390
The Woodburner 

Handbook
£7.99

Quick Find Code: 24279
Woodturning Trickery

£16.99

Quick Find Code: 26229

Countertops
£16.99

Quick Find Code: 25846
Great Big Toy Trucks

£17.99

Quick Find Code: 26228
All New Building Decks

£17.99

Quick Find Code: 25951
The New Small House

£17.99

Quick Find Code: 21569

£25.00

Hundreds of inspiring Woodworking and DIY books available
Visit www.thegmcgroup.com or call 01273 488005
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Making a better lovespoon
Dave Western answers your questions

on making a better lovespoon
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ABOUT THE 
AUTHOR
Dave Western 
is a professional 
lovespoon carver 
and the author of 
two books on the 
subject. He carves to commission 
and also teaches carving classes. 
His books, The Fine Art of 
Carving Lovespoons and History 
of Lovespoons, are both available 
through GMC Publications. You can 
find out more about Dave and his 
woodcarving by visiting his website: 
www.davidwesternlovespoons.com
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A poorly carved bowl makes a lovespoon look unfinished and a bit graceless

This bowl by Laura Jenkins Gorun has beautiful proportions, depth and shape

Laura’s bowl also has a beautifully even edge

Bowls can be asymmetric, but balancedAlways stay aware of the bowl’s thickness

I ’m frequently sent emails or letters 
from fellow carvers detailing their 
experiences carving their first 

lovespoons. For me, it is a great pleasure 
to be allowed to see their work; a 
pleasure made even greater when they 
occasionally ask my advice on how they 
can improve their carvings. Along with 
the ego boost, however, comes a great 
deal of responsibility as I try to deal with 
my responses as carefully and positively 
as possible. When I am asked to tell 
someone what I think of his or her piece 
and to offer suggestions, I often find 
myself not knowing whether the person 
at the other end wants me to offer 
constructive criticism or would simply 
prefer to hear some nice things said about 
their efforts. This can make replying a bit 
of a minefield! To help those who have 
questions about their lovespoons, I hope 
that the following advice will help both 
beginners and those stuck on plateaus 
to improve and progress. 

I have noticed, over my many years, 
that certain issues crop up with some 
frequency and it is my plan to address 
as many as I can in a sequential manner.

The bowl
Inevitably, the bowl is the first thing 
I notice when viewing a lovespoon and I 
tend to be a bit of a broken record when 
it comes to emphasising the importance 
of it being elegant, proportional and 
well-carved. By its nature, lovespoon 
carving is an exuberant endeavour and 
lots of busy action occurs throughout 
most handle areas. With graceful 
simplicity, the bowl acts as a counter-
balance to that chaos, while also offering 
a visual reminder that the object is a 
spoon. Think of it as the anchor of the 
piece, as critical to a successful design 
as the most elaborately carved handle!  

Sadly, it is often treated as something 
of an afterthought, with little attention 
lavished upon it. It doesn’t help that the 
Internet is awash with photos of crudely 
manufactured souvenir spoons which 
are minimally machined to keep costs 
down. Most of these commercial spoons 
feature chunky, graceless bowls more 
suited to quelling football violence than 
to symbolising the elegance of love! 
Things to be aware of when carving 
a bowl are:

•  Proportion: Does the bowl seem the 
right size for the handle? Too small 
and the handle will appear unwieldy; 
too big and the bowl may overpower 
the design.

•  Depth: This is a tricky thing to get just 
right, as a bowl that is too shallow 
may appear underworked, while an 
excessively deep one may become 
slightly inelegant. Generally, depths 
that would be comfortable for an 
eating spoon will look best on a 
lovespoon design.

•  Edges: The thinner, fairer and more 

even you can keep the lip of the bowl, 
the more balanced and elegant the 
bowl becomes. Keeping a thick edge 
is a good idea for absolute beginners 
as it keeps material ‘on hand’ for 
repairs and adjustments, but I think 
the ultimate goal is to work the lip to 
a very fine edge.

•  Shape: The shape of your bowl is 
often dictated by the design of the 
handle. The bowl needn’t always 
be symmetrical to be effective. 
Asymmetric bowls can lend design flair 
or a touch of tension to a design.

•  Finish: I’m a firm believer in really 
finishing a bowl. I like the curves to 

be as fair and even as possible, both 
along the lip and in toward the centre 
of the bowl. This is the area that will be 
felt first and longest when the spoon is 
handled, so a pleasing, uniform finish 
is a must! If the bowl is finished ‘from 
the knife’, make every effort to ensure 
the cuts are precise and clean!

•  Be careful to keep track of where you 
are when shaping a bowl. It is easy 
to forget yourself and cut away too 
much material. Constantly hand check 
thicknesses with your fingers and even 
by holding the spoon up to bright 
light, where thin spots will appear 
lighter in tone than thicker areas.
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Although unadorned, the bowl can be a powerful presence in the spoon’s design

Wood grain and figure lend dramatic effect to the bowl Light visible through your bowl indicates the wood is getting too thin

Even with a thin board, it is often possible to put a bit of bend into the neck

Thicker material is more difficult to work, but the neck can become very dramatic

Note the difference the stem makes in the dynamics of these three spoons

The stem
Another area of lovespoon design that
is often not given the attention it 
deserves is the area between the 
bowl and the handle. Most frequently, 
beginners will carve their first lovespoon 
from a thin board and will carry the
bowl straight to the handle with an 
un-curved stem. With so much else
to be thinking about, it is the simplest 
and most straightforward way to 
deal with the transition. As soon as is 
possible though, carvers should look 
to put a bit of curve into their stems, 
creating a so-called ‘swan-neck’ effect.  

Without a doubt, it is more difficult 
and time-consuming to create a swan-
neck stem, but adding one will elevate 
the finished lovespoon considerably. 
Requiring a thicker timber, a swan-neck 
stem also affords the opportunity to 
angle the spoon bowl and to shape the 
handle. The swan-neck stem is found 
on virtually all antique spoons where it 
would have been a mark of the carver’s 
tenacity, skill and passion. The straight 
stem is quite static, but as the swan-neck 
curve becomes more pronounced, the 
design begins to appear more energetic.

The front face of the swan neck can be 
finished in a multitude of ways, from fairly 
plain to heavily ornamented, from narrow 
to wide, square to rounded. Try to ensure 

it complements the overall design and 
rises as elegantly as possible from the 
bowl. A heavy, square stem can look a bit 

overwhelming attached to a delicate bowl, 
just as a thin, tapered stem can appear 
too weak to support a larger bowl.
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The handle
It is on the handle that the exciting work 
generally occurs, so this is usually the 
area most carvers tend to expend all 
their energy. If you’ve carved a good 
quality bowl and stem, you should be set 
up nicely for the ensuing handle work. 
If you haven’t, you may find that a poor 
quality bowl completely undermines the 
hard work you put into your handle.

For the handle to really work, two 
things must be carried out with care 
and thought; the design has to function 
and the craftsmanship has to be the 
best you can manage. I’ve covered the 
design aspect in depth in my article, 
‘Lovespoon by Design’ in Woodcarving, 
issue 122, but for those contemplating 
creating their own designs, I will quickly 
touch on some of the major issues.
•  Balance: Does the ‘flow’ of the design 

feel comfortable from bowl to crown 
and from side to side?

•  Weight: Does the spoon have sections 
that feel too heavy or too light, both 
physically and visually?

•  Content: Does the spoon send a 
relevant message that makes sense 
to the recipient?

•  Composition: Do the elements of the 
design work together harmoniously?

•  Symmetry: Is the design symmetrical 
or asymmetrical, do both sides balance 
against each other?

•  Proportion, size and line: Are the 
various elements of the design 
believable for size and is the overall 
size of the spoon comfortable?
If you are carving patterns designed 

by others, design is likely less of an 
issue and you are probably more 
interested in improving the technical 
aspects of your craftsmanship instead. 
Overwhelmingly, the major problem with 
lovespoons carved by beginners and by 
some intermediate carvers is a lack of 
finish. By this, I refer to an impatience to 
‘complete’ the carving, which leads to 
substandard workmanship, rather than 
to the type of oil or varnish applied to 
the concluded work. Many times, carvers 
will proudly tell me how they completed 

Be conscious of the point where the stem actually joins the bowl and try to make the flow as seamless as possible

their lovespoon ‘in just a couple of 
hours’ and I will have to bite my tongue 
not to reply: “Yes, and it looks it!”  

If I could condense everything I have 
ever said or written about lovespoon 
carving into one sentence, this would 
be it, ‘Lovespoon carving is not a race’. 
No one sees how fast you can tear 
through the job, but everyone notices 
the mistakes, the unfinished bits and 
the clumsy workmanship of hurry.

Take, for example, the following 
photos. In the first (see above), I have 
made a fairly complicated knot and 
have taken care to smooth the front 
face of each strand. However, I have 
left the edges ‘off the saw’ and this 
gives the knot a ragged and unfinished 
appearance. Contrast those knots 
with the second photo in which I have 
spent time gently easing the edges and 
smoothing the faces of each strand. 
With just that little bit of extra work, the 
knots are both visually and physically 

improved. The second set become more 
touchable and are easier on the eye.

By shaping the front face of the 
lovespoon, significant changes to its 
appearance can be easily achieved. 
Compare this very simple lovespoon 
design to see how gently curving the 
front face from side to side (and stem to 
crown if you are a bit more ambitious) 
makes the spoon more visually dynamic 
and appealing.   

To further improve your work, 
consider carving both sides of the piece. 
Although some designs are fine to be 
left unfinished on the back face, many 
are greatly improved by having both 
sides equally worked. It is a LOT of extra 
work and it may not seem worth the 
effort if the spoon is going to hang on a 
wall, but whenever the spoon is handled, 
that extra craftsmanship is immediately 
noticeable! With some designs (such 
as Celtic knotwork) carving the back 
can increase the play of light and 

Unfinished edges give an otherwise nice knot a slightly unfinished look
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shadow which occurs when the spoon 
is on the wall, giving your lovespoon 
greater visual appeal. It also gives you 
the opportunity to sneak in a surprise 
for the recipient or if you wish to work 
something extra into the design.

Another problem I often encounter 
with beginner (and many not-so-
beginners) is a keenness to get the 
sandpaper out too soon. Often it is
used as a crutch to clean up shoddy 
knife work or because of a lack of 
confidence with the edge tools. I try
to minimise the amount of sanding
I do on a piece for several reasons.
The first is it scratches rather than 
cuts. This leaves even the most keenly 
finished surface abraded rather than
cut and light reflection is never as
good from an abraded surface.
Second, there can be a tendency
to over-round the work, leaving it
a bit dull and listless. Lastly, the grit
that gets into the wood from the paper 

can dull my blades should I decide
to re-carve an area.

Instead of abrasives, consider using 
small files and scrapers. Both of these 
types of tools leave your wood surfaces 
clean and cut rather than sheared. They 
are easier to control and don’t leave grit 
in their wake.  

Don’t be afraid to put a good deal of 
effort into the surface finishing of your 
lovespoon, even though it is tedious 
work. I know from experience that it 
can be very hard to stay on task when 
the excitement of applying some oil and 
seeing the job completed is so close 
at hand. Avoid the urge to consider 
the task complete before it truly is.  
Although it is difficult to be really self-
critical, going over every surface with an 
eagle eye to hunt out all the scratches, 
bumps and dips pays big dividends 
when you actually do put the oil to 
the wood. Finishes are merciless, so 
it is good to remember that anything 

you leave unattended will be cruelly 
magnified for all to see!

Finally, I recommend avoiding glossy 
surface finishes such as lacquers 
and polyurethanes. Opt instead for 
penetrating oils or satin type finishes 
like beeswax polish. Too often the glossy 
finishes merely clog up the fine details 
of the carving and leave a shiny, syrupy 
mess behind. For lovespoons, a couple 
of coats of a Danish Oil type finish 
followed by a light coat applied with 
super fine (1000 grit) wet and dry type 
abrasive gives a silky smooth, arresting 
finish to your spoon. Cap it off with a 
coat or two of well-buffed beeswax for 
the perfect look and feel.

I’ve saved the most important bit of 
advice until last. Take your time with 
your lovespoon carving, enjoy the 
process (even the hair-pullingly bad 
stuff) and always keep in your mind that 
you are creating an object of beauty that 
will bring great pleasure to someone! ◗

Easing the edges refines the look

When possible, consider carving both sides for maximum visual effect

When working a 
variety of surfaces, 
small scrapers and 
needle files will 
keep the details 
crisp and will help 
avoid excessive 
rounding-over

While the design is attractive, the flat face of this lovespoon gives it a bit of a static feeling

Notice how just a small bit of curving on the spoon’s face increases 
the dynamics and makes it feel more vibrant

Even when viewed face-on the presence of the curve makes itself felt. 
The spoon picks up light from more directions, which enhances its 
‘body’ and makes the spoon feel more ‘touchable’ and soft

This picture of a spoon in progress clearly illustrates how the curving 
creates a much more dynamic feel than that of a straight flat handle
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TECHNICAL
Lovespoons
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Saw blades

Router bits 
& sets

Tools with bore
& knives

Sabre saw blades

Jig saw bladesHole saws

THE WIDEST TOOLING RANGE

For more information and to find your nearest stockist
please visit www.tomaco.co.uk
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Offset seed pod
Neil Scobie takes inspiration from nature
and turns and carves an offset seed pod

This is another of my projects 
inspired by nature, very loosely 
based on the seed pod of a 

blackbean (Castanospermum australe) 
tree. Most timbers would be suitable 
for the project, though I would choose 
a species that is reasonably dense 
but good to carve. 

For the seeds, a contrasting 

coloured wood looks best. I have 
chosen Tasmanian myrtle (Nothofagus 
cunninghamii) for the pod and black 
palm (Borassus flabellifer) for the seeds. 
Myrtle is very dense and close-grained 
but works well with hand- and power-
carving tools. Black palm, which grows 
in north Queensland, Australia, is very 
dense and takes a fine polish. The 

contrast between both of these timbers 
suited my tastes. 
   I have also made some of these pods 
using silver ash (Flindersia schottiana) 
for the pods and darker gidgee (Acacia 
cambagei) or black palm for the seeds. 
However, if you don’t have access to 
these timbers then don’t worry – just use 
whichever timbers you have available.

Things you will need… 

• Spindle roughing gouge
• 10 or 12mm spindle gouge
• Small spindle gouge
• Parting tool
•  Mini Arbortech or Proxxon 

long-neck angle grinder
• Ball-shaped burr
• Die grinder or rotary tool
• Rotary cutting disc
• Dentist-type ball burr
• Electric drill
• Bradpoint drill
• Sanding pads
• 15mm round burr
• ‘V’-tool
• Shallow curve gouge
• Soft drum sander
• Centre punch or awl
• A range of abrasives
• 0000 steel wool
• Home-made soft sander
• Five-minute epoxy glue
• Oil finish – or any oil sealer
•  PPE: facemask, respirator/

dust mask and extractionPH
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➥

1

3 

2

1 Take a piece of timber measuring 
75 x 75 x 220mm. Mark out the 
three centres as shown on the 
drawing – 12mm offset is enough to 
give you the offset stems on each 
end. Use a centre punch or awl point 
tool to punch in the centres so they 
are easily distinguished. Mark these 
as ‘1, 2 and 3’ on each end, making 
sure they are horizontally opposed 
on each end. Place the blank 
between centres with a spur drive or 
steb centre in the headstock and a 
revolving cup on the tailstock end. 
Rough the blank down to a cylinder, 
then the drawn shape, using a 
spindle roughing gouge

2 Turn the shallow sections down to 
the given size, which is about 25mm. 
You may prefer to use a smaller 
spindle gouge on the tailstock end 
when reducing the bottom of the 
hollow. There is no need to sand the 
surface as most of it will be shaped 
with the offsetting and carving

3 Place the blank on centre 2 on 
both ends ready for re-shaping. 
Double check it will not hit the 
toolrest when rotating by hand. You 
can still keep the speed up on the 
lathe because you have offset the 
same diagonally on both ends. The 
blank will be horizontally opposed 
on each end, making it balanced

Carved opening

First Turning on centres number one.
Centres are about 120mm (43/4in) apart. Narrow areas about 25mm (1in) diameter

Second turning on centres number 2

1

2

2

2

2

1

1

1

3

3

3

3

Carve away
Cross hatched area is turned away

Carve away
Third offset on centres number 3 This view is looking from the top

Seed

Carved area

Cross section 
full size

6mm (1/4in) Ø
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PROJECT
Seed pod

9

4 Turn away about half of the 
shadow line, which you will see 
while the piece is spinning. Use a 
12 or 15mm spindle gouge as you 
can cut down into the shallow 
sections. Only turn the outside 1⁄3 
on each end, just touching the 
middle part to blend the curve to 
the offset. Turn some of the ends 
away, but check you have not 
turned too close to centre 3

5 Now place the centres on 
number 3 at both ends of the pod. 
Centre 3 is sideways from centre 2. 
This step is just to turn the end 
sections offset so they are 
sideways to the last offset

6 Now, turn away about half the 
shadow line, checking you don’t 
get the end stems less than 12mm. 
Blend the curve of the centre 
section into your new offset shape

7 Here you can see the shape 
after the offset turning is finished. 
The stems on each end of the pod 
will be reduced in the carving 
process, which is coming up

8 Draw on the part that you want 
to cut out for the hollow section in 
a curved shape rather than just a 
straight ‘V’ shape. Start by drawing 
a curved centreline followed by the 
outside open section, shown in 
blue marker pen. Now draw on 
the folded sections, shown in red 
marker pen. The red-marked 
section will look like the seed pod 
has dried and opened

9 Leave the turned piece between 
centres and engage the spindle 
lock on the lathe. I started the 
hollowing out with an Arbortech 
mini carver. However, any of the 
Arbortech cutters would be 
suitable to use in this process. 
You will find that the mini carver 
will not let you cut in as deep as 
you want. Just rip out the bulk 
waste with the stronger carver

10 Using a long-neck angle 
grinder with medium rotary rasp 
attached allows you to cut in the 
hole with more control. You could 
use this machine to do the whole 
process if you prefer. Roll the 
cutting disc in from both sides 
to remove most of the waste

11 Here you can see the hollowed 
out section. If you are a person 
who likes to use hand-carving 
gouges, this hollowing process 
can all be achieved with gouges 
– it may just take a bit longer. 
It depends what tools you have 
available to you

4 5

76

8

➥10 11
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12 13

1514

16

17

12 To cut in deeper and smooth 
out the inner hole, use a ball-
shaped burr in a die grinder or 
rotary tool. This ball was about 
15mm diameter. Use a smaller 
diameter burr near the ends

13 Use a rotary cutting disc to 
make the grooves under the folded 
out sections; this allows for easy 
waste removal. The disc I have used 
is a flatter curve with a rounded 
outer edge. Cut in as close to the 
line as you can and blend the shape 
to the outer diameter of the pod, 
as in drawing 2

14 Use a smaller burr with
a rounded end to shape under
the folds. This burr was about
6mm in diameter

15 You can now use the same 
tool with a less aggressive burr to 
complete the other side of the pod

16 Use a smaller sanding disc to 
clean up the area under the fold. 
This tool is a small-angle handpiece 
that fits onto a rotary tool and is 
ideal because of its lightness and 
option to slow down the speed so 
that the abrasive does not burn 
easily. Start with 120 and work up 
to 400 grit. Sand what you can of 
the opening with the small sander

17 Using a ‘V’ gouge, cut the 
lead-in parts to the opening with
a ‘V’ shape. Now hand sand the 
fold-outs and the ‘V’ shapes by 
folding abrasive around an old 
credit card. You only need to sand 
to 120 grit if you intend to stipple 
the inside opening 

Handy hints
1.  Make sure you choose 

contrasting timber for the 
pod and seeds 

2.  If you use a softer timber, 
make the stems a little thicker; 
this will avoid breaking them

3.  Practise the stippling on a 
wasteblock of the same timber 
before attacking your pod, 
just to see if you are happy 
with the look

4.  Take your time: step back 
and look at your design while 
turning the offset ends

5.  Be careful not to get oil in the 
stem holes. To stop this from 
happening, roll up some rag 
and use this to seal off the 
holes before oiling. This will 
ensure that the glue will stick

6.  Try displaying the seed pod 
on an ‘O’ ring measuring 
25mm diameter; this will 
prevent it from rolling
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PROJECT
Seed pod

18 19

20

21 22

23

18 For the seeds I place short 
pieces of the black palm between 
centres and turn them to about 17 
or 18mm diameter. Hold these 
pieces in a scroll chuck with small 
jaws so you turn one seed then part 
it off and then turn another one 
from the same piece. Use a small 
spindle gouge to turn the ball 
shape, working downhill from the 
top of the sphere, then turn a stem 
with a parting tool about 12mm 
long and 6mm in diameter. Fully 
sand each ball before parting off. 
Sand up to 600 grit, followed by 
‘0000’ steel wool. The diameters of 
my seeds were 15mm in the centre, 
then 12mm on each side and 10mm 
on each end. You can make these 
to suit your hollowed-out section

19 Here you can see the seeds 
placed in a waste block of timber 
for the oiling process. Give each 
seed three coats of oil

20 Now drill the holes for the 
seeds with the same diameter drill 
that you used for the seed stems. 
It is best to use a bradpoint drill 
here. Start in the middle and work 
towards each end so that the seeds 
just touch. Bandsaw off the marked 
out waste sections on the stems 
and shape them on a disc sander

21 Sand the smaller diameter 
parts of the pod and the stems. 
I made these drum sanders out of a 
piece of 20mm plastic pipe covered 
with soft rubber sleeve that is 
usually used to protect hot water 
pipes. When you wrap abrasive 
around the rubber and tape in 
place at each end you have made 
yourself a cheap, light and very 
effective drum sander for jobs like 
this. Using a slightly larger sanding 
disc with a soft interface pad 
between the disc and the abrasive, 
sand as much of the pod as you 
can, right up to 600 grit, with the 
soft pad powered by a variable-
speed angle drill

22 To stipple the inside use a 
dentist-type ball burr held in a 
rotary tool, running at high speed. 
Once all stippling is complete, rub 
the stippled surface with a scouring 
pad to remove any torn grain

23 Hand sand the surface 
to 600 grit then apply four 
coats of oil to keep the 
surface looking bright. 

After the finish is dry, glue 
the seed stems into the holes with 
some five-minute epoxy glue, 
taking care not to spill any out onto 
the stippled area. The offset pod is 
now complete ◗
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YOU CAN STILL OBTAIN BACK 
ISSUES DIRECTLY FROM US!

CALL OUR SALES TEAM ON 
+44 (0) 1273 488 005 OR

VISIT OUR WEBSITE: 
WWW.THEGMCGROUP.COM

A back issue of Woodcarving magazine 
costs £4.95 in the UK and £5.45 overseas. 

To check availability and to order:

???Missed
an issue
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The carver’s toolbag
Bringing you all the latest tools, machinery and products to meet your carving needs
All prices are correct at the time of going to press. Photographs courtesy of the manufacturers/retailers, unless otherwise stated

APF10 Evolution 
Powered Respirator

Artist’s
pyrography machine

Six piece mixed profile 
micro tool set

This positive pressure powered respirator 
eliminates the drawbacks encountered 

with standard negative pressure face masks, 
as Axminster claim. The motor unit blows filtered 
air down over the face at a rate of 160L/min. 
   The air exiting around the sides and bottom 
of the mask is at a slightly higher pressure than 
that outside, thereby forming a most effective seal. 
The respirator is supplied with an 8-hour battery, 
plus charger, two filters, a flow-rate meter and 
complete instructions within a strong storage box. 

Pyrography is an increasingly popular 
hobby with woodworkers and

crafters. Using simple and easy-to-learn 
techniques pyrographers can create 
beautifully textured patterns and pictures 
burnt into wood and other materials.
The machine’s reliability and ease of
use make it a favourite among craft 
hobbyists and pyrography professionals.

The set comprises six 1.5mm mixed profile micro tools, 
including MT11 chisel, MT15 skew, MT19 sweep, MT27 deep 

U, MT31 45° vee and MT39 90° vee. These tools are exceptionally 
useful for cleaning up ridges created by gouge cuts or cleaning 
up tight corners. They are particularly good for carving fine 
details such as mouths and eyes or adding texture such as hair, 
fur and feathers. They are fitted with comfortable ash handles 
and each has an overall length of 142mm.

Contact: Axminster Tools & Machinery
Tel: 0800 371 822
Web: www.axminster.co.uk

Contact: Robert Sorby
Tel: 01142 250 700
Web: www.robert-sorby.co.uk

Contact: BriMarc   Tel: 03332 406 967  Web: www.brimarc.com

£199.94

£109.75 £106.46
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Contact: BriMarc   Tel: 03332 406 967  Web: www.brimarc.com

You may not have considered the ancient 
art of stone carving to be something that 

can be practised as a hobby but assume it is 
the territory of stone masons and sculptors 
undertaking intricate work on a grand scale. 
This inspiring book introduces the medium 
of stone to the hobby carver as an accessible 
and rewarding pastime without having to 
undertake a stone mason’s apprenticeship 
or tackle heavy and unwieldy materials and 
equipment. Based mainly on the period 
styles of carving found in historic buildings 
and ancient ruins, the projects are a mix 
of decorative and sculptural objects on a 
practical and manageable scale that can 
be easily displayed in the home or garden. 
Each project is presented in a clear step-
by-step format and includes some historical 
context for the style of the piece along with 
a handy pattern to trace and scale to size. An 
introductory section includes comprehensive 
information on stone-carving tools, different 
types of stone, how to handle stone, the 
basics of stone carving and information on 
periods and styles of carving.

DETAILS: 
ISBN: 9781861088444
RRP £16.99, offer price £11.89 plus p&p
To order please call 01273 488005
or go to www.thegmcgroup.com
and quote code: R5061
Closing date: 22 September, 2016

Please note: p&p is £2.95 for the first
item and £1.95 for each additional item

BOOK REVIEW
& OFFER

Stone Carving
for the Home
& Garden 

Auriou Small Rotary Rasp

Woodland 
Crafts Froe

Flexcut printmaking set

Available from Classic Hand Tools, Auriou’s small 
rotary rasp has a diameter of 50mm and is designed 

to cut (not burn) your wood precisely. Designed to fit 
the Arbortech and Proxxon long angled grinder, as well 
as the Foredom angle grinder attachment.

This froe was made with younger 
users in mind and has a narrower 

blade than many others. This creates 
less strain on the wrist and Woodland 
Crafts claims it is ideal for wood up 
to 125mm wide. With more and more 
people teaching woodland skills to 
young people it is useful to have 
quality equipment designed with 
them in mind.

This Flexcut five piece printmaking set contains an ABS SK100 handle 
along with four carving blades, an 11-pocket chisel roll and a Flexcut 

Slip Strop with a bar of honing compound. This is just about everything 
you need to begin producing your own print blocks in wood or lino. 
   The skill is in using these tools to remove the areas you don’t want 
to print. The four blades are SK306 No.6, 8mm, SK309 No.11, 3.2mm, 
SK803 45° x 1mm, SK307 70° x 6.3mm.  

Contact: Classic Hand Tools
Tel: 01473 784 983
Web: www.classichandtools.com

Contact: Woodlands Survival Crafts
Tel: 01530 411 861
Web: www.woodlandsurvivalcrafts.com

£69.12

£48

£43.96
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Sanding Sealers

Oils

Lacquers

Polishes

Waxes

Polish Enhancers

Wood Treatments

Polishing Brushes

Abrasives

Stains

Thinners

Applicators

Superglues

Buffing Systems

Acrylic Blanks

...and much more
01473 206 522

  US Stockist 

 Enquiries Welcome. 

Tel/Fax 888-631-8311

PO Box 260, Stowmarket, 
IP14 9BX

890 118 

Advertisers Index
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MICHAEL PAINTER - MASTER CARVER
over 35 years experience

WOODCARVING CLASSES/COURSES

WOODCARVING TUITION IN DEVON

SPECIALIST TUITION IN ALL ASPECTS OF CARVING BY 
EXPERIENCED QUALIFIED TEACHER. WELL EQUIPPED STUDIO. 

MAXIMUM 5 STUDENTS, WITH BEGINNERS/RETIRED STUDENTS 
ESPECIALLY WELCOME. 

COMFORTABLE ACCOMMODATION NEARBY.

SAE: Zoë Gertner,
Puddleduck Farm, South Wonford, Thornbury, 

Nr Holsworthy, Devon EX22 7DR
Tel: 01409-261648

www.zoegertner.co.uk

Hand forged wood carving tools
Toolmaking Courses / tuition available

t: 01650 511715  
e: info@nicwestermann.co.uk

“For the serious knife carver these are a must “  
Peter Benson

www.nicwestermann.co.uk   

Hexhamshire Hardwoods
Hexhamshire Hardwoods

For Your Woodcarving Supplies

Stockists of  tools from Ashley Isles, 
Robert Sorby, Flexcut, Microplane, 

Dura-Grit, Ligmun Vitae Mallets

Prepared Blanks in Lime, Oak, 
Walnut, Cherry etc.

Large Timber Sculpture Pieces

Abrasives, Polishing and Stains
 

Hagwood, Whitley Chapel, Nr Hexham, 
Northumberland NE47 0HB

01434 673528

JOIN US ON
FACEBOOK
Like our page 
for regular 
updates!

WoodworkersInstitute

WCAR_151.indd   77 6/3/16   2:11 PM



CARVINGw
o
o
d

No 15178

TO
 A

DV
ER

TIS
E P

LE
AS

E C
AL

L R
US

SE
LL

: 0
12

73
 4

02
84

1
A

D
V

ER
TI

S
IN

G
 ●

 C
L

A
S

S
IF

IE
D

www.woodworkersinstitute.comCLASSIFIED

Suppliers of quality blanks,
spindles and boards in 
native hardwoods and 

exotics. Also abrasives and 
finishes. We will cut to 

customers requirements.
Visits to clubs welcome.

Mail order available.

Tredegar House
Newport NP10 8TW
Tel: 01633 810148

Mob: 07854 349045
www.iscawoodcrafts.co.uk

iscawoodcrafts@yahoo.co.uk

Off A272 Midhurst to Petworth road opp The Halfway Bridge Inn  

 Hardwoods  

 Wood finishes 

 Australian Burrs  

 Exotic Timbers
 

 Woodturning Blanks
 

 Woodturning Courses (see website for dates)
 

 
 Woodworking Tools 
 Fencing, Gate & Decking Products 
 Bespoke Garden Furniture 
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Advertising in 
the UK’s only 
woodcarving 
magazine 
can ensure your 
message reaches your 
specifi c target audience 
throughout the year.

Contact Russell on 

01273 402841 or 

russelh@thegmcgroup.com
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John Davis
WOODTURNING CENTRE
The Old Stables
Chilbolton Down Farm
Stockbridge, Hampshire SO20 6BU

Tel: 01264 811070
www.johndaviswoodturning.co.uk
Open: Wed - Sat 10.00am - 5.00pm
           Sun - 10:00am - 2:00pm

•Australian Timbers and Burrs
•British and Exotic Timbers
•Crown Turning Tools
•Craft Supplies
•Chestnut Products
•Robert Sorby
•Record Power
  A, B, CV, D, F, M, S, T, W

Jelutong & Lime Etc Supplied: Mail Order Available
Richard Potter Ltd, Millstone Lane, 

Nantwich, Cheshire CW5 5PN
Tel: 01270 625791       Fax: 01270 610483
richardpotter@fortimber.demon.co.uk     

www.fortimber.demon.co.uk

Walking the talk.

The largest selection of Ashley Iles tools in North America
718.499.5877 32 33rd St., 5th Fl., Brooklyn, NY 11232 www.toolsforworkingwood.com

ALL OLD WOODCARVING 
TOOLS WANTED

Also wanted -  all woodworking 
hand tools and anvils.

Very best prices paid for Norris planes.

Please contact Tony Murland
Telephone: 01394 421323

   Email: tony@antiquetools.co.uk   

The only place to list members of The Guild of Master Craftsmen exclusively

When you need a reliable tradesman, go to findacraftsman.com. 
For a tradesman you can trust – and a job done well. 

Card 

Type

UK £ Europe £ Rest of World £

Binder (each) £8.99 £8.99 £7.49 (excl. VAT)

P&P for first binder £2.95 £3.95 £4.95

P&P for any additional binders £1.95 £1.95 £4.95

I enclose a cheque (made payable to GMC Publications Ltd.)

Please debit my credit/debit card (please indicate)

SEND FORM TO: FREEPOST RTHA -TGLU -CTSK, 

GMC Publications Ltd, 166 High Street, Lewes, BN7 1XU 

(Please affix a stamp if posting from overseas)  Please allow 28 days for delivery

CALL: +44 (0) 1273 488005 
ORDER ONLINE: www.thegmcgroup.com

I would like to order  ....................binder(s) for Woodcarving

Card

Number

Expiry 

Date

Security 

Code

The last 3 or 4 digits 

on the signature strip

TO THE VALUE OF  £

Signature
Date

Guild of Master Craftsman Publications Ltd. will ensure that you are kept up to date on other products which will be of interest to you. 

If you would prefer not to be informed of future offers, please tick this box  Offer ends 30/09/2016    

Mr/Mrs/Miss/Other ..............................................................................Name  ....................................................................................................

Surname ..............................................................................................................................................................................................................................................

Address.................................................................................................................................................................................................................................................

.......................................................................................................................................Postcode .....................................................................................................

Country ..................................................................................................................................Tel .....................................................................................................

Email ..........................................................................................................................................................................................................................................................

BINDERS
Now you can keep your magazines in order and 
build up a complete practical reference library.

These stylish and durable binders each 

hold up to 12 issues and are an ideal way 

to protect your magazine collection.

WCAR_151.indd   79 6/3/16   2:11 PM



CARVINGw
o
o
d

No 151 www.woodworkersinstitute.com80

FEATURE
Art of Carving

T he loss of a landmark ship almost 
inevitably results with myriad 
treasures being forever claimed by 

the sea. Such seemed to be the fate of 
the 17th-century Swedish vessel Vasa, 
which capsized and sank in Stockholm 
in 1628. In Vasa’s case, the world 
also appeared to have been denied a 
priceless collection of wooden carvings, 
at least until she was finally raised from 
the seabed on 24 April, 1961.

The story begins in 1625 when King 
Gustav II Adolf signed a contract with 
shipwright Henrik Hybertsson and his 
business partner, Arendt de Groote, 
to build four new vessels, with one of 
them, Vasa, designed to be a formidable 
warship. The king’s aim was to establish 
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Vasa
When Sweden’s 17th-century warship sank and capsized in 1628, 
she took a treasure trove of wooden sculptures with her

Sweden as a power to be feared, instead 
he left it open to ridicule on all sides.

Vasa measured 69m long and 50m 
tall and weighed more than 1200 
tonnes when kitted out with 10 sails, 
64 cannons and 120 tonnes of ballast. 
She was decorated with 700 sculptures. 
The meaning and symbolism of the latter 
are examined at the Vasa Museet in 
Stockholm where the refurbished ship is 
now on permanent display. The sculptures 
include a roaring lion, which was the first 
sculpture to be retrieved from the Vasa 
during salvaging. He sits atop the vessel 
together with 500 other lions, emperors 
and gods, mermaids and heroes, angels 
and devils. The king’s intention was that 
the sculptures would send out an image 

to the world of Sweden as a strong, 
powerful nation. To achieve this, the 
sculptors drew on classical mythology 
and history, the Bible and a fantasised 
Swedish antiquity. They had the full 
repertoire of the Renaissance symbolism 
at their disposal. They painted their 
work in bright colours and positioned 
them fore and aft. Vasa became a 
colossal work of art representing, as the 
museum states, a big-budget advertising 
campaign from 17th-century Sweden. 
She was not just a warship; she was also 
a grand display window for Sweden and 
the king’s ambitions of empire.  

Tragically, however, the ship capsized 
on her maiden voyage. Barely 1300m 
out to sea and within sight of the port 
where she was built, Vasa sank in view 
of thousands of Stockholm’s inhabitants 
and several foreign ambassadors. Blame 
for the disaster soon fell on the design by 
shipwright Hybertsson, who, conveniently 
for everyone else involved, had died 
less than a year after the project was 
commissioned. Whatever the cause, many 
lives and sculptures now lay 32m below 
on the seabed.

Today, many of those sculptures, like 
Vasa’s hull, remain a stained dark brown 
colour from their 333 years at the bottom 
of the sea. But the museum has restored 
some 50 key pieces to show how they 
were originally painted and has also 
placed them within their historical context 
from the Bronze Age onwards. 

The carvings remain a stunning reminder 
of the talent of their sculptors and, 
perhaps, send out a powerful warning 
message to those seeking power and glory.
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