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gouges • Three period-style lovespoons • Carving commemorative panels

CANADA GOOSE

Mike Wood’s guide to 
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Shop our complete line of Rotary Burrs, Shaping Wheels & Hand Rasps

www.kutzall.com

Pure 
RASPture

The ULTIMATE manpowered 
hand-shaping instrument.

• Multi-Directional Cutting

• Fast Material Removal

• Effortless Control

• Extremely Long-Lasting



Merry Christmas

I 
know it's a little early, 
especially with magazine 
schedules being what they 

are, but the festive season 
is soon upon us, so let me 
wish you all the very best for 
Christmas. I always find it 
a strange time of year. The 

holiday period is either a welcome relief and 
a time to unwind, catch up with friends and 
loved ones, a time when it's all too easy to 
overeat, or it is a time of year that people do 
not enjoy and avoid as much as possible. I must 
admit I walk a tightrope between the two. 

I want the hustle and bustle of catching up 
with friends and family on Christmas and Boxing 
days, but then I want it all over so I can do other 
things on the days I take of f over the festive 
period. Going fishing and having workshop time 
spring to mind. I am sure I am not alone in this. 
I also want seasons to be seasons and winter, to 
me, should be cold and if possible snowy and icy 
on some of the days. I hate the wet and windy 
stuf f. I know snow and ice can cause problems; 
the heating bills go up and finding money to 
pay for extras is always tricky, especially with 

the cost of Christmas items already taking a 
big chunk of any money available, but I love 
to see the white stuf f. Maybe this is from my 
childhood. OK, don't snigger here, I know 
it was a while back – but I remember some 
cold winters and snow and one Christmas it 
certainly did snow and it was wonderful.

I was fortunate to be able to visit friends in 
Canada some years back over the Christmas 
break and I loved it. They live on the edge of Banf f 
National Park and the image you see on this page 
was taken on a walk just outside their house. The 
frozen lakes and snow covering made me feel like 
the young child I was way back when. The wonder 
of it was breathtaking – seeing such mountainous 
wonders, lakes completely frozen over, ice fishing 
in -25°C… I loved it all. I also loved getting back to 
a log fire, a warm drink and spending time with 
my wife and friends. I saw lots of caribou; all I was 
missing was Santa. That said, I wouldn't want the 
same all year round. Everything has a season and 
I love the transitions from one season to another. 

I think this is much like my hobbies. I love 
fishing, but would get fed up if I did it every 
day. I think the same about carving and my 
other woodworking. I want variety, I need 

to develop and I also need to have fun. Is 
the fun and expectation magnified by the 
anticipation of undertaking a hobby? When 
we get to carve or do whatever other hobby 
or pursuit we venture to do, does the reality 
of actually doing it match the expectation? I 
think the anticipation and excitement is, in 
the main, fully met when undertaking my 
hobbies. Yes, I can have disappointment, 
but the joy far surpasses the negatives.

 My wife and friends say I am like a kid in 
a candy store. I remember as a child, when 
travelling to a place with family, I was told I 
would frequently ask: ‘Are we there yet?’ I don't 
think I have changed that much really. I am still 
in some ways that small child who loves winter, 
the transition of the seasons, the anticipation of 
holidays, workshop and fishing time and so much 
more. There is a wonder that has never lef t me.

I hope you have a great Christmas and 
will catch up with you all again soon.

Have fun, Mark

To get in touch, please email me: 
markb@thegmcgroup.comP
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CAN’T FIND WHAT YOU’RE LOOKING FOR?
We have access to thousands of tools & 

accessories for every trade and task.

For more details on these magical 

products and fantastic savings, please 

visit realdealsforyou.com to ind your 
nearest Real Deals For You Approved 

Stockist. Visit us today!

MORE THAN 30,000 PRODUCTS FROM OVER 250 LEADING BRANDS

Available until 31st December 2019 

or While Stocks Last

realdealsforyou.com

Faithfull 2Kw Ceramic Fan 

Heater

£29.99 INC VAT

CLC Flexi-Grip Framers 

Gloves & Beanie Hat

£12.99 INC VAT

Dewalt Extreme Safety  

Boots

£39.99ZERO VAT

Roughneck Work Socks 

(Twin Pack)

£5.99 INC VAT

Einhell 1250W Wet ’N’ Dry 

Vacuum

£39.99 INC VAT

Save 
£20

half 
price

Visit www.realdealsforyou.com to ind your nearest stockist

Visit realdealsforyou.com for full details. Terms & conditions apply.

BRITAIN’S 
GREATEST 
ESCAPE

RRP £51.99 RRP £59.99 RRP £11.99 

RRP £19.99 RRP £59.99 

WE’RE GIVING AWAY 
TICKETS TO THE UK’S MOST 
EXHILARATING THEME PARK 
AT ALTON TOWERS RESORT

Save 
£20

Save 
£22

Scan Flexi Safety Glasses 

(Twin Pack)

£6.99 INC VAT

better 
than half 

price

RRP £16.99 



COMMUNITYPROJECTS 
1  From the Editor 

The Editor looks at the festive period

10  News & events 
We bring you the latest news and events 
from the woodcarving community and 
take your letters from the forum

53  Subscription of fer 
Find out about our latest 
subscription of fers

70  From the community 
We take your letters and showcase 
some of your work from the forum

72  Next issue… 
Can't wait to see what's in store 
for the next issue of Woodcarving? 
We reveal a sneak peek at what 
to expect

73  Meet the authors 
Meet this month's writers

78  Advertising index 
Find all of our advertisers’ 
details here

36  Sharpening gouges 
Nic Westermann looks at methods 
of sharpening gouges

51  Variations on a theme 
Dave Western provides three styles 
of lovespoons for comparison

59  Commemorative panels 
Murray Taylor looks at the planning, 
layout and carving of these 
attractive items

TECHNIQUES

FEATURES
40  Dif ferent perspective 

Laura Backeberg talks to woodcut 
printmaker Helen Brown

80  Art of carving 
We focus in on a Tibetan temple, which 
houses the tallest standing Buddha 
carved from a single piece of wood

5  Festive penguin 
Peter Benson shows how to have some 
seasonal fun with his step-by-step 
guide to making a rocking penguin

13  Christmas reindeer 
Terry Nokes demonstrates how to 
carve this decorative festive creature

19  Extend your circle of friends 
Mark Gough carves a LED 
tealight table decoration

25  Norman ‘beakhead’ corbel in oak 
Steve Bisco carves a Norman Romanesque 
corbel with an 11th-century figure

30  Canada goose 
Mike Wood provides a step-by-step guide 
to carving this distinctive large bird

44  Large dinosaur 
Brian Crossman shares his trials and 
tribulations in creating a fun triceratops

65  Suspended vine bowl 
Neil Scobie shows how to make a window 
bowl design derived from nature
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KIT & TOOLS
74  The carver’s toolbag 

Bringing you all the latest tools 
and products to meet your carving 
needs across the Christmas period
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Lathes. Gouges. Carving Chisels. 
Waxes. Polishes. Pen Kits. Books.
Carving Blanks. Drive Centres.  
THE. Bowl Blanks. Work Holding. 
Abrasives. Power Carving. DVDs 
ALADDIN’S.  Measuring and 
Marking. Chucks. Sharpening.  
CAVE. Grinding. Coring Systems. 
Spindle Blanks. CBN Wheels.  
FOR. Exotic Timbers. Bandsaws. 
Wood Threading Kits. Tool Bags. 
WOODCARVING. Framing 
Chisels. Hand Tools. Honing Kits. 
AND WOODTURNING. Tool 
Storage. Hollowing Systems. 
Polishing Systems. Live Centres. 
Extractors and Respirators...

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

sharing expertise

The ToolPost
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Festive penguin
Peter Benson shows how to have some seasonal fun with his step-by-step guide to making a rocking penguin
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t's that time of year again. You can sharpen 
up all your fancy tools and pack them away 
until af ter Christmas, ready to start the 

New Year revived, refreshed and raring to go.
Now is the time for some relaxed and fun 

carving so that you have those little gif ts for 
the children and members of the family. 
There is no pressure and you have only one 
tool to keep sharp. Well, maybe the odd 
small gouge as well, but generally you 
should only need your knife, strop and 
safety glove. 

This year I have moved away a little from 
Santas and associated animals and have 
gone for something from the South Pole as 
opposed to the North. I don't really know 
what on earth penguins have to do with 
Christmas, but I have decided to start a new 
trend. This one has a small spring added 
to the bottom so it will move back and 
forth if disturbed in any way. Here goes.

If you want it to rock you will need a 
small compression spring around 50mm 
long and 7 or 8mm in diameter. If you 

cannot get the exact size it is easy to 
adjust the design to suit what you can get. 
I got 10 springs, 50mm x 7mm, through 
the internet for less than 50p each.

Before you start carving I recommend 
you drill a hole in the base, about  35mm in 
diameter and 25mm in depth. In the bottom 
of this drill another hole to take the end of the 
spring, about 7-8mm deep. This will house 
the spring and ensure that the penguin rocks 
from the middle instead of the bottom, 
when it would almost certainly fall over.
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Things you will need
Tools:
•  Anti stab and slash safety glove 
•  Carving knife
•  Drill
•  Drill bit & Forstner bit
•  Adhesive

Materials:
•  Lime (Tilia spp.) or jelutong (Dyera 

costulata) approximately 100mm long 
and 50mm x 50mm and one piece 50mm 
square and 6mm thick for the feet

•  Paints of your choice. Acrylics work well
•  Brushes
•  Spring 50mm long x 7 or 8mm diameter

1 & 2 If you feel that you need both the 
patterns shown in order to get the right 
shape, draw these on the front and side 
and shape the block to fit. Don't worry 
about drawing any detail at this stage. I 
prefer to use the block diagonally to give 
more wood for the beak, flippers and tail 
– see picture 3. This does mean, however, 
that you can't transfer the patterns to 
the block and you will need to use them 
simply as a guide as you go along. The 
choice is yours and I am sure you will 
easily be able to follow the stages.
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3 & 4 Mark in a rough position for the two 
flippers and the beak and start to shape 
your block. Make sure you leave wood for 
the tail and egg. The aim here is to lose the 
squareness of the original block to make the 
penguin as plump and rounded as possible.

5 I always like to start with the head in 
figures like this so I suggest you mark 
in the rough position of the scarf and 
beak ready to start shaping them.

6 Cut round the top and bottom of the 
scarf, slimming down the head and 
body as you do so. Don't forget to draw 
in the knot and leave wood for shaping 
later. Cut into the side of the beak.

7 & 8 Chamfer down the top of the 
blocks you have lef t for the flippers 
into the bottom of the scarf.

9 You should now have a very plump 
penguin shape ready for slimming down 
and adding the detail. The biggest danger 
with a shape such as this is to make it 
too skinny to start with – you can always 
take of f more wood but can't add it.

10, 11 & 12 Now, starting with the head 
and scarf, start to slim down your shape, 
making sure you keep the rounded shape 
with no flats or squareness. You will need 
to give the beak some shape at this stage. 
Outline the ends and knot of the scarf and 
slim the whole scarf down to sit around 
the neck. If you wish to add the egg, define 
the bottom of the body that surrounds it.

7

109

FESTIVE PENGUIN  PROJECT
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13 Once you are satisfied with the 
head area draw in the two flippers.

14 Reduce the body to get the shape of 
the flippers and then go over the whole 
carving to refine the detail and overall 
shape. If you wish to give the penguin an 
egg, add this now. You don't have to show 
the whole egg, just try to show part of it 
peeping out from the bottom of the body.

15 Check the whole carving and 
refine any of the detail that needs 
attention. Give the whole piece a 
thorough sanding in preparation for 
painting. You can, of course, leave it 
unpainted if you prefer. Any good acrylic 
watercolour paint will be suitable.

16 & 17 Once you have painted the whole 
piece you can leave it without adding the 
feet and spring. If you wish to go ahead 
as shown, draw the pattern of the feet 
on to the thin piece of wood and cut out 
with a coping saw or bandsaw. Drill a 
suitable sized hole to take the spring you 
have – in this case it is 7mm. I suggest 
that you sand and paint the feet at this 
stage as it is dif ficult once assembled.

18 & 19 Place the penguin on the finished 
feet and adjust the length of the spring 
until it sits as you like. Test that it will 
balance and rock before gluing in place. 
You may take a while to get the position 
just right but be patient. The penguin 
should move freely with just a little 
clearance above the feet. If it won't stand 
up straight on the spring you can insert 
a short length of dowel down the inside 
of the spring, which should sort out the 
problem. Finally, once happy, glue the 
spring in place with epoxy or hot-melt 
glue. Give the whole piece a coat of acrylic 
varnish to protect the paintwork.

20 I have used the same principle with 
a rocking Santa – holding a glass of beer 
to add to the ef fect. The scope is endless 
and you will bring a smile to the faces of 
a lot of people, particularly children. w

201918
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Sharpen up your carving with Flexcut

Skew Knife
KN11 

Cutting Knife
KN12 

Detail Knife
KN13 

5/8" (16mm)

1 1/4" (32mm) 

Pelican Knife
KN18 

Right-Handed
Hook Knife
KN26 

Left-Handed
Hook Knife
KNL26  

7/8" (22mm) 

1 5/8" (41mm) 

Roughing Knife
KN14 

1 3/4" (44mm) 

Chip Carving Knife 
KN15 

1" (26mm) 

Upsweep Knife
KN28 

1 1/4" (32mm) 

Flexcut offers the LARGEST selection of fixed carving knives in the world. With comfortable white 
ash ergonomically designed to allow a strong grip for long periods of carving with minimal hand 
fatigue. Blades are made from edge-holding steel and shaped to suit whatever you’re carving.

To ind your nearest Flexcut stockist, 
visit  brimarc.com or call 03332 406967



News & events...
Bringing you the latest news and event details from the woodcarving community

BDWCA NEWS

T
he deadline for copy for this issue 
unfortunately comes just before our 
Annual Show and Competition in 

Bakewell, Derbyshire, so news of that will 
have to wait until next time. However, I can 
tell you that a wide range of birds, including 
the long-tailed tits that are the subject of 
the Regional Group Competition this year, 
are eagerly awaiting the event as I write.

We have just returned from exhibiting at 
the very muddy, but still enjoyable, three-
day British Birdwatching Fair which was 
held, as always, at Rutland Water Nature 
Reserve where we have a large double 
stand, displaying a wide range of members’ 
carvings, in the Art Marquee. One of our 
constitutional aims is to promote the interest 
of the art of bird carving both nationally and 
internationally and the fair, with more than 
20,000 visitors over the three days, provides 
an ideal opportunity to further these aims. 

Our old stand had been proving more and 
more dif ficult to assemble, so this year we 
trialled a new, simpler version, which we were 
glad to find was much easier to assemble and 

break down at the end of the show. Imagine 
our surprise, and pleasure, when on the 
Saturday af ternoon we were presented with 
the award for Best Stand in Arts & Craf ts!

As usual we had a bird to raf fle. This 
year it was a bullfinch, with a small peach 
blossom moth on one of the leaves of 
the habitat, carved by BDWCA chairman 
David Askew, which was very popular. It 
was interesting to see that some people 
spotted the moth before the bird, at which 
point we would say ‘if you win the raf fle 
for the moth the bird comes free’.

Artist Bruce Pearson once again drew the 
winning ticket on the Sunday af ternoon – 
number 415, which we knew by the number 
must have been bought on the Saturday, 
and which had the name ‘Thomas’ and a 
mobile phone number. When phoned a lady 
answered, and said she was Thomas’ mother, 
then immediately asked: ‘Has he won the 
raf fle?’ Excited cheering could be heard in the 
background. Four years ago his mother won 
our raf fle, and they buy tickets every year. This 
year Thomas, who is nine years old, insisted 
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Bullfinch with peach blossom moth David Askew painting his bird on the mural

on buying his own ticket – a very lucky family.
Each year the British Birdwatching 

Fair donates its proceeds to overseas 
conservation projects recommended and 
managed by Bird Life International, which 
this year is in the area of Western Siem 
Pang, Cambodia: a vast area of deciduous 
and semi-evergreen forests through which 
the Sekong River flows, which is home to 
five Critically Endangered species of bird. 

At the Birdwatching Fair a large mural is 
painted by the artists, including our David 
Askew, which usually reflects the project, 
but this year the background and contents  
of the mural were dif ferent. In March this  
year the world famous Fair Isle Bird 
Observatory was sadly destroyed in a 
devastating fire, so this year's mural 
celebrated Fair Isle and its birds, and 
will go on permanent display in the new 
observatory when it is completed.

Contacts
For further information on the BDWCA, as well 
as membership details, visit www.bdwca.org.uk. 
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If you have something you want your fellow carvers to know, send in your news stories, snippets and diary dates to Mark Baker 
at Woodcarving, 86 High Street, Lewes, East Sussex, BN7 1XN or to markb@thegmcgroup.com

2019 Events
•   North of England Woodworking Show 

When: 15-17 November 2019 
Where: Hall 1, Great Yorkshire Showground, Harrogate, HG2 8NZ 
Web: www.skpromotions.co.uk

2020 events
•   Florida Winter National Wood art Expo & Competition 

When: 10-11 January 2020 
Where: Charlotte Harbor Event and Conference Center, 
75 Taylor Street, Punta Gorda, USA 
Web: https://flwoodartexpo.com

•   The 2020 IWCA Style Decoy Championship  
When: 14-15 March 2020 
Where: Holiday Inn, Strongsville, Ohio, USA 
Web: http://ODCCA.net

•   The Midlands Woodworking Show 
When: 27-28 March 2020  
Where: Newark Showground, Lincoln Rd, Winthorpe, 
Newark, NG24 2NY  
Web: www.nelton.co.uk

•   Carve in 4  
Featuring Harley Refsal, world-class flat plane carver, author, teacher, 
vesterheim gold medalist. 10pm-4pm. Free admission, donations 
accepted. Carve, share, sell, buy and enjoy fellow carvers' discussions 
When: 25 April 2020 
Where: Bekkum Memorial Library  206 N. Main St, Westby, 
Wisconsin, US 
Email: Bekkum@wrlsweb.org

•   International Woodcarving Symposium Brienz  
When: 30 June-4 July 2020 
Where: Verein, KUNA 3855, Brienz, Switzerland 
Web: www.symposium-brienz.ch

•   Carving on the Edge Festival 
When: 8-20 September 2020 
Where: 368 Main St, Tofino, BC VOR 2Z0, Canada 
Web: www.carvingedgefestival.com

•   National Bird Carving Championships: The Festival of Bird Art 
When: 12-13 September 2020 
Where: The Agricultural Business Centre, Bakewell, 
Derbyshire, DE45 1AH 
Contact: www.bdwca.org.uk

The new BDWCA stand

NEWS  COMMUNITY
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Tel ;  01530 516922 Email ; enquiries@johnsontools.co.uk    
www.johnsontools.co.uk    www.charnwood.net

Yandle & Sons Ltd
Martock, Somerset
www.yandles.co.uk
The Wood Shed

Belfast
www.wood-shed.com

West Country Woodworking
St Austell

www.machinery4wood.co.uk
Timberman
Camarthen

www.timberman.co.uk
Biven Machinery

Blackpool
www.bivenmachinerysales.co.uk

Charnwood Machinery Ltd
Leicester

www.charnwood.net
Snainton Woodworking Supplies

Snainton, Nr Scarborough
www.snaintonwoodworking.com

Elmers Hardware
Ipswich

www.elmershardware.co.uk
Toolite

Mitcheldean, Gloucestershire
www.toolite.org.uk

Wigley DIY Ltd
Stourport-on-Severn
www.wigleydiy.co.uk

High Quality 
Carving

Tools from
Austria

Stockists
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T
he reindeer (Rangifer tarandus), also called caribou in North 
America, is native to cold Arctic areas. Tame reindeer that 
people raise in herds are little smaller than the wild ones,  

and I thought they would make a great decorative ornament. 
Note that I say ‘decorative ornament’ rather than ‘toy’. 
They are fragile in parts of this design, and they involve 
pipe cleaners, which have a wire running through them so 
making this project unsuitable for young children.

When researching reindeer for carving it proved quite interesting 
and there is a lot of information to be found online. I also learned 
that both the male and female caribou both grow antlers.

If you enjoy whittling with a knife, perhaps invest in some 
quality palm tools – these will greatly assist in carving awkward 
areas where the knife cannot reach. If you're new to palm tools 
take time to get familiar with safe handling and new carving 
techniques, especially if holding the workpiece at the same 
time. High-level cut and slash-resistant gloves are essential. 
And when carving, always assess every potential cut you need to 
make and think of the ‘what if’ scenario. When satisfied it is OK 
to proceed as safely as possible, make the carving cut. Carve the 
reindeer parts in any order you wish, but if new to carving leave 
fragile areas such as the ears till last – they can easily break.

Christmas reindeer
Terry Nokes shows how to carve this decorative festive creature
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Things you will need
Tools:
•  Personal and respiratory protective equipment (PPE & RPE) 
•  Cut/slash-resistant gloves/thumb guard
•  Disposable nitrile gloves
•  Bandsaw
•  Bench vice
•  Coping saw
•  Carving/whittling knife
•  Pfeil palm gouge No.7/6
•  Pfeil palm V-tool No.12/4
•  Pointed bradawl

Materials:
•  Reindeer 110mm long, 65mm high, 30mm deep
•  Antlers 60mm wide, 50mm high
•  2x 3mm glass eyes (round ball-shaped)
•  Rotary grinder 
•  1.5mm drill bit
•  2.0mm drill bit
•  3mm rotary burr
•  Strong glue
•  Abrasives
•  Boiled linseed oil
•  Paintbrush
•  Acrylic paints: black, white, burnt umber, burnt sienna
•  Satin aerosol spray
•  4/6mm light brown pipe cleaners
•  Hardware for hanging

1 This project was cut from a 
lime board 30mm deep. Size 
the reindeer length to 110mm 
and print of f a paper template. 
Glue template to board and 
cut out carving blank with a 
bandsaw, or by hand with a jig/
coping saw. Note my cutting 
is on the template outline and 
the wood grain runs vertically 
through the legs. Next draw a 
centreline all round the piece.

2 Draw in the back legs and 
tail as shown, followed by the 
front legs. Note the very top 
of the front legs/shoulders 
aren't as wide as the rear.

14    WOODCARVING 171
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3 Carefully remove some of the waste 
between the front and rear legs using 
a coping saw. Ensure the blade is 
oriented to cut on the pull stroke.

4 Although this tutorial is basically a knife 
whittling project, a few palm-sized tools 
can greatly ease certain carving tasks where 
the knife cannot gain access. Here a small 
Pfeil No.7 gouge 6mm wide is cleaning up 
the end grain areas between the legs.

5 Draw the upper leg and shoulder positions 
on both sides, and carve away waste down 
the outside of all legs and then expose the 
reindeer's tail. Round of f the rump area.

6 Make a stop cut on the upper leg outlines 
and round of f the belly on each side to meet 
our drawn centreline. Note the indicated 
facet should look similar on the other side.

7 Next taper down the waste from the front 
shoulders to the neck collar. For this size of 
project it's approximately 7mm deep. Note 
finished cuts in circular picture below

8 Draw the shown two lines under the neck 
centre – this is material for the reindeer's long 
hair. The arrows show the direction to scoop 
away waste material with the small No.7 
gouge. The tool grip is safe and controlled. As 
with all gouges, don't carve excessively deep – 
keep the cutting edge wings visible at all times.

9 Progress so far.

10 Remember, in step 2, the reindeer's 
front shoulders are slightly thinner than 
the rear. Remove this hatched area.

8

10

7

9

DECORATIVE REINDEER  PROJECT
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11 Make a stop cut and expose front shoulders.

12 Draw in the head shape.

13 Carve away the waste below the ear, 
but don't round of f the head yet.

14 Remove waste between the ears and 
slightly scoop the front. Beware – these are 
getting thin and prone to splitting of f along the 
grain. If new to carving, leave ears chunky for 
now or leave till later by skipping to step 16.

15 With a V-tool or knife, cut a central V-shaped 
groove for the inner ear, and sand the exterior.

16 Draw in the split hooves. In anatomy there 
are another two towards the back, but due to 
the project size these have been dismissed. 
Also note template for the front legs – they 
are very slightly staggered. Thin out the front 
of the nearest leg and the back of the far leg.

17 Continue to round of f upper body 
with a knife. Next using the No.7 to 
create on the spine centreline a dip in 
between the front shoulder blades.
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18 Round of f each leg and create on the 
sides a slight bulbous tummy. Tame reindeer 
are normally fatter than the wild ones.

19 Mark the first eye centre with a pointed 
bradawl and replicate this position on the other 
side. Take time on this and ensure accuracy as 
eyes tend to be the focal point on many finished 
carvings. Mark both by eye, or perhaps use of 
compasses may help. Next, with a 1.5mm drill 
bit spinning before wood contact, drill a small 
hole for the glass eye wire. Next slowly create an 
eye socket with a 3mm rotary burr, periodically 
checking its depth by of fering up the glass eye. 
Normally this would be carried out by a cheap 
diamond-coated bit, but on this occasion I used 
a stone, flame-shaped bit, which more or less 
actually burnt out the hole, leaving it blackened 
intentionally for the black glass eye. Please note 
that through my experiences glass eyes bought 
on the wire are either mushroom or ball shaped. 
We need the ball shaped type for this carving. 
Through the eye manufacturing process the sizes 
are not exact, so ensure you select a matching pair.

20 Glue eyes in place when happy, then 
symmetrically carve away material at the 
front of the eyes,  as if the reindeer can look 
straight ahead. Next carve a small groove on the 
forehead between ears with the No.7 gouge.

21 As you carve, keep checking the shape by 
looking square on.

22 With your knife, cut a mouth and nostrils.

23 Finally, check carving all over for any last 
cuts and, if preferred, gently sand too with 
abrasives. Drill two vertical 2mm holes for 
the antlers, approx. 8mm apart, then apply 
two thin coats of linseed oil. This seals the 
open pores of the wood to stop paint bleeding 
along its grain, allowing time for drying. Paint 
with acrylic paint then, while the reindeer are 
suspended with cocktail sticks in antler holes, 
spray on a universal clear matt finish.

24 Final touches are the red ribbon collars and 
antlers. The shown antlers were made in light-
brown 4mm and 6mm chenille pipe cleaners. 
When using pipe cleaners, make sure the ends 
are bent over as they have a thin wire running 
through them that is sharp on exposed ends. w2322

24

DECORATIVE REINDEER  PROJECT

WOODCARVING 171   17



 

Turner’s Tool Box 
DAVID MARTIN 

 

Next day delivery 
service (UK)  

& 
We deliver 
worldwide 

For more information or to place your order visit www.turnerstoolbox.com Order online Open 24hrs 
All at the click of a button and delivered straight to your door: Or place your order over the telephone: 

 
T: 01873 831 589 – M: 07931 405 131 – E: david.martin70@outlook.com 

 

RELEASE THAT HIDDEN CREATIVITY 
YOU ARE ONLY LIMITED BY YOUR OWN IMAGINATION 

WWW.TURNERSTOOLBOX.COM 
   

We are here to help you in your new-found interest in the craft of working with wood and whether you are a beginner or 
those who are already established, our aim is to be able to supply you with High Quality woodturning – woodcarving 
and woodworking tools, machinery and accessories, and at a reasonable price. With most items readily available for next 
day delivery. If there is something you need, and you are unsure and require more information, call or email our office 
and a member of our team will answer your questions or simply give you some friendly advice  
 

 

 
 
 
 
 

 
 
 
 
 

  
 
 
 
 
 

 
 
 
 
 
 
 

 

 

Ambidextrous  
Kevlar Carvers Glove 

Pen Kits 
Tools & Accessories 



→

C
hristmas is a time when family and 
friends get together to eat and drink, 
so here is a nice gif t idea to give or use 

yourself throughout the festivities and beyond. 
There are many examples of friendship circle 
sculptures, some dating back many hundreds 
of years. An internet search shows the origin to 
be Mayan or Indian, but that's not conclusive. 

The project is designed to be a stylised 
carving. You can create these as complex as 
possible, but I wanted to create a stylised 
look and make this for use with a LED 
tealight. LED tealights negate all the risks 
of using a standard naked flame tealight 
and, since there is no heat or fire risk from 
a LED tealight, it gives you far more design 
options than a naked-flame tealight.

For this carving some basic geometry is 
required – nothing dif ficult but accuracy 

Extend your  
circle of friends

Mark Gough carves a LED tealight table decoration
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is the main point. Starting with a perfectly 
round blank will be a bonus. This was 
made from a turning blank which was not 
perfectly round to begin with and was cut 
down on a bandsaw using a simple jig. 

The carving gouges used are listed as  
shallow or deep, and not of any specific  
sweep I have done this to accommodate 
everyone's toolbox. We do not all own a 
comprehensive set of carving tools – this is 
the reserve of the professional woodcarver 
and the wish of many of us. If you do not own 
the tool used in the description, improvise 
with whatever you have and do not let the fact 
stop you from attempting the project. A lot 
of basic woodcarving can be done ef fectively 
with very few tools – a good rasp and carving 
knife are very versatile pieces of equipment. 

I chose pear (Pyrus communis) wood as it is 

fairly easy to carve, holds detail if required  
and has very little discernible grain, which  
gives the shape of the carving more 
prominence and has a lovely red, clay-like 
colour when finished. 

Before you start 
shaping the face 
it may be wise to 
make a sample 
from a piece of 
scrap wood to get 
the shape right. 
The actual detail 
is very simple, in 
keeping with the 
overall design.

SAMPLE HEAD

TABLE DECORATION  PROJECT
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Things you will need
Tools:
•  Personal and respiratory 

protective equipment 
(PPE & RPE)

•  Dust extraction
•  Marking and measuring 

equipment
•  Compass
•  40mm & 30mm Forstner drill bit
•  12mm flat drill bit
•  V-gouge
•  20mm flat chisel
•  6, 16, 12 and 20mm 

shallow gouges
•  12mm spoon bent gouge 

medium sweep
•  13mm swan neck gouge 

medium sweep
•  6mm skew chisel
•  Selection of rotary burrs
•  Rasps and files
•  Rif fler files
•  Palm gouges 
•  Carving knife
•  Bandsaw
•  Drill press
•  Jigsaw or coping saw
•  Rotary Unit and hand piece

Materials:
•  Pear wood (Pyrus communis) 

125 x 75mm round blank
•  Abrasives down to 240 grit
•  Finish of your choice

SAFETY This project is solely 
for use in conjunction with a 
battery-operated, low-energy 
LED tealight. LED tealights 
are approximately 38mm in 
diameter, and most have an 
imitation flicker and are very 
inexpensive to purchase. 
Under no circumstances 
use a real candle flame 
tealight for this project. 

R = 40mm
(15/8in)

R = 15mm
(19/32in)

40mm
(15/8in)

133mm (51/4in)
1/3 OF CIRCUMFERENCE
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Preparation
1 Mark the centre on one face side and 
drill a 40mm hole to receive the insert. 
Drill the hole to a depth of 40mm. This is 
to accept a decorative metal heat shield. 
These are used to hold actual flame 
tealights, but this project is not designed 
for such things and they are not to be 
used. Instead this will act as a decorative 
element to house the LED tealight.

2 Turn the blank over and divide the circle 
into six equal sections by setting a compass 
to the radius measurement and marking 
points of f around the circumference. If 
this done correctly you will end up where 
you started. Connect the opposite points 
with a straight line which should intersect 
at the centre. Draw another circle set to 
a radius of 40mm then select one of the 
six outer points and transfer a line across 
the edge to the opposite face with the 
previously drilled hole. Follow the line 
back to the inner 40mm radius circle and 
select the points that intersect either 
side of this line. Mark these with a cross 
as shown and make another cross on the 
opposite intersecting point on this line. 

3 Using a 30mm Forstner drill bit in a 
drill press, drill holes to a depth of 25mm 
where you have marked the crosses.

4 Using the pattern, trace the outline 
on to the edge of the blank. The first 
figure should be positioned centrally 
over the line marked on the side. Now 
draw a 28mm circle adjacent to each 
figure on the top face. The circles should 
sit a few millimetres in from the edge.

Rough shaping
5 Fix the blank to a baseboard or 
carving vice, screw into the waste areas 
between the heads on the top face. Now 
start by chopping out the waste with a 
straight chisel, stop a few millimetres 
from the lines then use a shallow 
gouge to remove the remainder.

6 Use a V-gouge to cut in round the 
hands then use a 20mm shallow gouge 
to cut out underneath the arms

7 Use the same tool to round over 
the sides of the lower back.

8 When you have finished removing all 
the waste from the underside, go over 
it with 80 grit abrasive then remove 
from the base board, place upright on 
a small piece of scrap wood and draw 
round the base. Now cut the shape out 
of the scrap wood to make a holding jig 
and screw this to the baseboard. The 
carving can be held secure with a clamp.

87
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9 Use a bent gouge to hollow out 
between the heads. A spoon bent 
gouge and a skew chisel are also 
useful for getting into the corners.

10 The back of a No.5, 16mm gouge will 
chop out the outside of the tea light holder 
nicely – it will be refined later so keep 
2-3 mm away from the line. If you do not 
have this size gouge, use a flat chisel and 
pare of f small cuts around the curve.

11 Clamp the piece or, as I did, use a few 
blobs of hot-melt adhesive to secure and 
stabilise the piece on a sacrificial board 
and drill through the waste areas between 
the figures with a suitable flat bit. The 
point of the flat bit will prevent it from 
skidding across the uneven surface. 

12 The hole can be opened out with 
a rotary tool and suitable burr. Dust 
extraction is essential, as is your PPE and 
RPE. Use a suitably sized burr, smaller 
than the hole to prevent snagging, 
and start with a low speed setting.

13 Cut the waste back to the outline 
of the head and down to the top of the 
shoulders with a 20mm shallow gouge.

14 Pare down the top tealight holder to 
match the depth of the insert, around 
15mm. You may need to open it out a 
little to allow for expansion and can 
do this with a small drum sanding 
attachment on a rotary unit. Mark centre 
reference lines on each head to give some 
guidelines for rounding them over.

Refinement
15 Pare down opposite sides of the top 
of the head to a rounded profile then 
do the same on opposite sides. Finally, 
pare of f the remaining corners and file 
smooth with a rasp. You can do the whole 
procedure with a rasp if you prefer, which 
may be easier if the grain is interlocking.

16 To shape the lower half of the head use 
a round file or rasp to cut a groove to the 
back of the neck, then carve out the rest 
with a small, shallow palm gouge or carving 
knife. Finish with a round file or rotary burr.

1413

1615
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17 Use a small, deep gouge or palm gouge 
to hollow out the area between the figures 
and the tealight holder. Smooth down with 
rotary burrs, small files and sandpaper. Be 
very careful with the rotary burrs to avoid 
snagging in tight areas – make sure the 
burr is smaller than the space you use it in.

18 To separate the arms, use a bull-
nose burr to roughly define the shapes, 
then further cut in with a flame burr 
before fine-tuning with small rasps and 
sandpaper to define the basic shape.

19 Cut a V-groove in all the areas where the 
arms cross and around the hands – the work 
can be held on its side in a vice to do this. 
File and sand the grooves to smooth them 
into the arms to make them look natural.

The finishing touches
20 Round over the bottom edge 
of the carving with a small rasp to 
obtain a gentle, shallow curve all 
around the bottom of the figures.
 
21 Using a suitable tool such as a flat rif fler 
or small, flat file, round over the edge of 
the tealight holder. This will give it a more 
pleasing shape and has the added bonus 
of hiding any small discrepancies in the 
wall thickness which may have occurred 
when opening out the inside in step 12.

22 Draw a pencil line down the centre 
of the face and file a flat from each side 
towards the line, then smooth over the 
edges all round. If you tilt the top edge of 
the file inwards this will give the impression 
of the figures looking up into the flame of 
the light. Initially these small sculptures 
represented the gathering of friends 
around a fire in some sort of celebration.

23 To complete the carving, cut in some 
eyes in with a small diamond burr. You 
may wish to carve some simple detail 
to the hands too. I opted to cut a small 
V-groove to separate the thumb from the 
hand. I have kept the detail simple, but 
you can add as much detail as you like. The 
whole carving can now be sanded down 
to 180g – this is a bit fiddly around the 
inside of each figure. Small homemade 
sanding sticks and foam contour sanding 
pads cut into strips are useful for this. 

24 Finish with a few coats of the finish of 
your choice. I have used satin polyurethane 
varnish for a sof t sheen. The finished piece. w
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This course is unique in offering:

·  Wide range of grants and financial support

·  Traditional craft skills of carving, letter cutting and design

·  Art skills of drawing and modelling to support carving practice 

·  Tutors all practising carving professionals 

·  Focus on preparation for professional practice

·  Active and supportive alumni and tutor professional network.

We offer the UK’s only BA (Hons) 
& PGDip/MA in Woodcarving & Gilding

Take your woodcarving skills to the next level 

Book a place on an Open Day and visit our studios, meet our tutors and 

students, and learn how you could carve out a career in the heritage sector. 

Visit www.cityandguildsartschool.ac.uk/woodcarving-and-gilding 

to find out more and see a short film about our students’ experiences.

Contact admissions@cityandguildsartschool.ac.uk   020 7091 1683  

Open days now available

For more bench and storage module offers from Sjöbergs  
visit brimarc.com/sjobergs

Save and get a  
FREE Volvo with  
every Sjöbergs  
bench package

*Model replica 65mm long x 23mm wide x 20mm high.

Traditional Swedish quality
Sjöbergs of Sweden have a double Autumn 
offer. As well as extra special prices on all 
their bench packages,  
every buyer will receive  
a classic Volvo 240*.

Like Sjöbergs,  
the Volvo 240 has  
a reputation for  
longevity and great build quality; built in 
Sweden, winning the hearts of a generation.

With savings and benches to suit every 
wallet, this autumn it is a great time to buy a 
workbench. All Sjöbergs benches come with a 
10 year warranty.

Sjöbergs Nordic Plus 1450 
Bench & 0042 Storage Module 

£453.96 Inc.vat   Code 474087

Normally £499.96 – Save £46 

Offer valid until 15th December 2019.
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W
hen William the Conqueror, Duke of 
Normandy, invaded England in 1066 he 
set out to impose his Norman rule by 

building great stone castles and cathedrals that 
would leave the Saxons in no doubt as to who was in 
charge now. The Normans built in the Romanesque 
style, which featured solid, round columns and 
semi-circular arches decorated with chevrons and 
other angular features that were less subtle than the 
more naturalistic Gothic forms of the next century. 

One such building was Lincoln Cathedral, 
consecrated in 1092. Much of it was destroyed by 
an earthquake in 1185 and rebuilt in the Gothic 
style, but the Romanesque west front survived. 
The mouldings around the west doors give us some 
magnificent examples of Norman Romanesque 
stone carving, and it is a creature called a ‘beakhead’ 
from one of these mouldings that gives us the basis 
for this project. Beakheads are devilish creatures 
whose evil-looking heads have projecting beaks, 
claws or tongues, and they inhabit the stonework 
around the doorway to ‘put the fear of God’ into 
the congregation as they enter the church. At a 
time when the peasants could neither read nor 
write, nor understand the spoken Latin mass, 
these images of devils reminded them of the hell 
that awaited them if they led an immoral life.

I have taken one of these Lincoln beakhead 
figures and installed it on to an oak corbel. As the 
stone original is laid across the door mouldings, 
I've reflected this in the carving by including two 
coves and two bowtells in the structure of the 
corbel (see box ‘Corbels, coves and bowtells’). 
I have also given the corbel flat sides, in the 
manner of a stone block that would be carved 
using templates to fit seamlessly into a string 
of blocks to create a continuous moulding.

As usual with ‘ancient’ oak carvings, I've darkened 
the oak by fuming with ammonia. If you don't fancy 
that you can use woodstains, but be aware that the 
stain may be absorbed unevenly by the end grain and 
side grain areas of the carving, whereas fuming gives 
you an even colour all over.

Norman ‘beakhead’ 
corbel in oak

Steve Bisco carves a Norman Romanesque corbel with an 11th-century figure
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A corbel is an architectural feature that projects from 
a wall to support a beam, arch or shelf. In a grand 
building it is usually decorated with carvings.

A cove is a linear moulding that is concave and usually 
has a profile of a quarter of a circle. It is commonly 
found in wood and stonework in all architectural 
styles. It is called a cavetto in the Classical style.

A bowtell is a linear moulding found mainly in 
Gothic work that is basically an extended cylinder 
projecting along the front of the stone or wood.  

CORBELS, COVES AND BOWTELLS 
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Things you will need
Tools:
•  Personal and respiratory protective equipment (PPE & RPE)
•  No.3, 10mm
•  No.3, 10 & 18mm fishtail 
•  No.5, 5, 7mm &13mm curved
•  No.8, 8mm
•  No.9, 3 & 20mm
•  V-tool – 2 & 6mm
•  2, 3, 6.5,10 & 20mm flat chisels
•  5mm bent chisel

•  10mm skew chisel
•  Rebate plane
•  18mm cove moulding plane
•  Various saws

Materials:
•  Oak (Quercus robur) 140 x 125 x 340mm
•  Household ammonia

The Normans famously conquered England in 1066 and brought with them the Romanesque style of architecture from France, building great 
cathedrals with semi-circular ‘Roman’ arches and solid circular columns, decorated with chevrons, dog's-tooth dentils and other angular 
mouldings with straight sharp edges. They also had a style of decorative art most famously represented in the Bayeux Tapestry, featuring 
stylised figures of soldiers, horses and ships that are simply and sharply delineated. The ‘beakhead’ creature in this project reflects these key 
features of the Norman style with its bold stark lines and sharp edges.

NORMAN STYLE
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Preparations
1 Get a piece of oak 140 x 125 x 340mm, and 
make sure the top end is cut flat and square to 
the sides. Make a full-size copy of the drawing 
and trace the front and side patterns on to 
the wood using carbon paper and making 
sure they all line up. Also, trace the front and 
side patterns on to printer transparency film 
to help you redraw the patterns as you carve. 
Make a template of the front head pattern 
by tracing it on to card and cutting it out.

Roughing out
2 Chiselling away large amounts of solid 
oak is hard work, so remove as much of the 
surplus wood as you can with saws, starting 
with the big wedge in front of the beast's 
tongue. I used a circular power saw, but if 
you have a bandsaw with a deep enough 
cut that will make steps 2-4 easier.

3 Set up the job on your bench and fix blocks 
to hold it still while you work. Use a tenon 
saw to cut away other surplus wood below 
the nose and mouth, and around the coves 
at both ends. Be sure not to saw too deep.  

4 Shape the front surface down to just above 
the pattern lines on the side profiles using a 
flat chisel and a rebate plane. Make sure the 
surface is flat and level from side to side. 

87

TOP TIP: Carving solid oak requires a lot of 
mallet work, so to avoid overworking your 
joints and muscles learn to swing the mallet 
with a steady, controlled rhythm. Hold the top 
of the handle for gentle taps, and the lower 
end of the handle for heavier hits, letting the 
momentum of the mallet head inflict the blow 
and take the shock rather than your wrist. Take 
plenty of rest breaks to avoid repetitive strain.

5 Now is a good time to fix your wall 
mountings on the back of the corbel so you 
can hang it up frequently to check how it 
looks at the normal viewing height. I used 
slotted mirror plates rebated into the oak.

6 Redraw the front pattern on the 
convoluted surface using the card template 
and the transparency. Make sure it is 
accurately centred, and look through 
the transparency to draw below it.

7 Cut away the surplus wood at each side of the 
head. On the upper part this is best done with 
the corbel on its side, but the areas beside the 
tongue are best done with it on its back. Make 
sure the sides are square to the front and back 
so the front profile is transferred accurately 
down to the base level and the bowtells.

8 Cut away the part of the mouth inside 
the lips down to the level of the tongue. 
Reduce the level of the two outer strips 
of the tongue and the volutes that 
swirl around at the end of them.

NORMAN CORBEL IN OAK  PROJECT
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9 Now it gets more three-dimensional as 
we rough out around the nose and cheeks 
to shape the mouth. Check against the 
finished photos to gauge the contours.      

10 Roughing out around the eyes and 
forehead is one of the more dif ficult and 
critical parts of the carving.  Eyes have a 
tendency to creep down the face while 
being carved, so keep checking the position 
against the transparency.  Also, make 
sure the eyes are cut in deep enough and 
wrap around to the sides of the head.

TOP TIP: When carving eyes it is very 
important to measure and set them out 
accurately as a matching pair. Take a centreline 
from the nose and make sure the corners 
of the eyes, the pupils, and the highest and 
lowest points on the eyelids and eyebrows are 
the same distance from the centre on each 
side. Also, use the ruler to check that each of 
these features is at the same level on each 
side – you don't want a boss-eyed beakhead. 
Make sure the eyeballs are set back deep 
enough in the head or they will look flat.

11 Complete the roughing out by shaping 
around the ears and hairline. Smooth the 
underside of the top ‘shelf’ of the corbel. 

Detail carving
12 Start on the detail by shaping the 
coves in the top and bottom of the corbel.  
This is best done with a cove moulding 
plane, 13-18mm wide, if you have one, 
but if not you can do it by careful use of 
gouges. Be sure to keep the edges crisp.

13 Undercut inside the mouth a little to 
expose the whole of the tongue and cut a 
deep V in the centre. Use a 2mm V-tool to 
cut narrow V-channels down both sides 
of the tongue to give it definition, and 
undercut the underside of the tongue 
between the mouth and the bowtell.

14 Finish the lower end of the tongue by 
continuing the V-channels and cutting 
the incised ‘diamond’ in the end.  Carve 
the curled volutes on each side, and 
finish by slightly undercutting the tongue 
where it meets the bowtell and the 
background surface of the corbel.

15 Refine the shape of the mouth and carve 
the three moustache-like bands that surround 
it. It is best to use a skew chisel with its angled 
cutting edge to slice along the ridges very 
carefully, as they run across the grain and 
will easily crumble if pushed too hard.  

16 The beakhead's nose is dead flat 
at the front.  It has two pronounced 
curls at the nostril end, and the top end 
merges into the eyes and eyebrows.  

1413
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New oak is pale, but darkens to a deep brown 
af ter centuries of exposure to air. Placing new 
oak in ammonia fumes replicates the ageing 
process at the rate of about a century an hour. 
The ammonia acts on the tannins found in 
the heartwood – but sapwood has no tannins 
and will stay pale, so make sure your oak is 
all heartwood. Use ‘household’ ammonia 
(obtainable from hardware stores) as it is much 
safer than industrial ammonia. Always wear 
personal and respiratory protective equipment 
when handling and working with ammonia.

FUMING OAK

17 Shape the eyes and eyebrows very carefully 
as they are a key feature of the carving. Use 
a No.3, 18mm fishtail gouge to shape the 
dome of each eyeball, sliding it sideways to 
get smooth cuts. Use the skew chisel on the 
eyebrows as the ridges run across the grain. 
Measure very carefully to get the pupils in the 
same place on each eye. 

18 Now finish the detailed features by 
shaping the forehead, then carving the small 
pointy ears and the very spiky hair. Use the 
skew chisel to undercut the ‘shelf’ of the 
corbel where the hair and ears meet it.

19 Refine the shape of the cheeks and 
undercut around the back of the head to make 
it look slightly detached from  the corbel.

20 To finish of f the carving, level of f the 
background surface of the corbel by shaving 
away any surplus wood, then scraping it 
smooth with a flat chisel held in an upright 
position. Check that the bowtell mouldings are 
perfectly cylindrical and follow through in line 
and level from one side of the tongue and head 
to the other. Use slicing cuts from a broad, flat 
chisel to make their surface smooth and round.

21 The three photos show the finished carving 
from the side, front, and at an angle. Use these 
for reference when carving. If you want to leave 
it in its new oak colour just give it a coat of wax 
polish, but if you want to make it look ancient 
don't polish it yet – get ready to start fuming.

Finishing
22 To darken the oak by fuming, get a plastic 
tub and put in about 50-80ml of household 
ammonia in a shallow dish. Follow the 
manufacturer's safety instructions, work in a 
well-ventilated place, wear face, hand/arm and 
breathing protection and  stand back at arm's 
length. Place the carving on wooden supports 
above the dish and seal the tub. Leave it until 
the oak turns a dark brown or the shade of 
brown you require. When you open the tub, 
stand back and let the fumes clear before 
taking the carving out. 

23 Give the carving a coat of a dark wax 
polish, and buf f it up to a sof t sheen. 
The finished carving now looks like a 
900-year-old relic from Norman times. 
Fix it just above eye level to get the best 
view of the grotesque creature. w
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Canada goose
Mike Wood provides a step-by-step guide to carving this distinctive large bird

I 
ntroduced into the UK from North 
America, the Canada goose (Branta 

canadensis) is widespread across the 
country, with some 62,000 breeding pairs 
and around 190,00 UK wintering birds.

With its distinctive black an white head and 
black, brown, cream, grey and  white feather 
colours this large bird is easily identifiable and 
well-known for the V-formation in which flocks 
fly. They are thought to be able to travel more 
than 1000 miles per day during migration, 
usually at an altitude of around 3000 feet.

Because of its ubiquity it is considered a 
nuisance in some areas where it gathers in 
large numbers. It is often seen in parks and 
around lakes and gravel pits all year round. 

The birds mostly eat a diet of aquatic plants, 
plant material, berries, seeds, and worms.

Canada geese – in common with many 
pother bird species – mate for life, beginning 
their search for a partner at the age of two or 
three. When the nesting season arrives they 
see an ideal spot for a nest on slightly elevated 
ground near water from where they can easily 
spot predators. 

The architect of the nest is the female, 
who gathers weeds, moss, grass and sticks 
and lines it with down feathers. The pairs 
produce one brood a year of anything from  
two to eight eggs. The young goslings can 
usually walk, swim, dive and feed after 
around 24 hours, although it takes twoto 

three months for them to learn how to fly.
Like other geese, the Canada variety can 

be an extremely noisy bird, particularly if it 
feels threatened, when it extends its neck 
and honks loudly, possibly throwing in some 
hissing and spitting for good measure. 

In other fun facts, Canada geese generally 
moult once a year, in warmer weather and 
around the time of breeding – which usually 
runs from March until May. Once this is done 
it won’t be able to fly again for another six 
weeks or so.

Canada geese are thought to be caring 
birds, looking after their elderly and sick and 
raising their young communally, with both 
males and females playing their part.P
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Things you will need
Tools:
•  Personal and respiratory protective 

equipment (PPE & PRE)
•  Bandsaw, coping saw or fretsaw
•  Carving knife 
•  Rotary power carving unit
•  Rotary carving discs or hand chisels
•  Coarse taper burr
•  Medium flame or taper burr
•  Bull-nose stone burr

•  Round-nose burr 
•  Fine ruby taper burr
•  Drill and drill bit of for the feet
•  Sanding drum
•  Pyrography unit with scalpel-edge nib

Materials:
•  Lime (Tilia x Europea) or Jelutong (Dyera 

costulata) of a size to suit your project
•  Body: L530 x  W230 x H200mm
•  Neck: H150mm- W80mm 

•  Head: L130mm- W77mm  
•  3mm ply
•  Eyes & feet
•  PVA adhesive
•  Eyes or material for the eyes
•  Plastic Wood
•  Paint brushes/airbrush
•  Abrasives 120 – 240 grit
•  Acrylic colours as per the palette

1 1 - RAW UMBER
2 - BURNT UMBER
3 - BURNT UMBER AND WHITE MIX
4 - BURNT UMBER AND BLACK MIX
5 - BLACK GESSO
6 - WHITE GESSO

2

3 4

5 6

CANADA GOOSE  PROJECT
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Rough-shaping 
the body and head
1 The Canada goose is a 
large bird and you will have 
to decide how big you are 
going to make it. Given that 
the goose can reach 1.5m 
or so in length this can be a 
large project. So, like I did, 
you might consider making 
a scaled-down version 
rather than a full-sized one. 
Photocopy and scale up the 
drawings provided as you 
please. Even at the sizes I 
used, there was still a lot of 
wood required so, to save 
cost and because it was a 
necessity regarding timber sizes available 
commercially, I needed to laminate two pieces 
together for the main body. I cut two sections 
of wood and rough-shaped them on a saw 
to reduce weight, I hollowed out the inside 
using a drill and 25mm drill bit to remove 
some waste and then used a rotary carving 
disc and sander to refine the internal form.

2 Since I laminated the timber I needed 
to glue it together. Whether you're 
working with a solid piece or laminated 
body section, you need to have a rough-
shaped body section ready to move on to 
working on the head and neck section.

3 For strength, the head is created from 
two sections of wood. These are shown 
clearly in the picture. Once the wood 
sections are glued together, use power or 
hand carving to roughly shape the relevant 
main shapes. I typically use power-carving 
techniques on my work, which entail a 
combination of rotary burrs and sanding 
bobbins. But of course, you can hand carve 
it too – it just takes a little longer, but you 
don't have to deal appropriately with dust, 
noise and the like from power carving.

4 Here is a view of the head 
and neck from the front.

5 When ready, adjust the body to allow 
you to temporarily fit the head and neck 
to the main body. Adjust as needed 
to get the position you require.

Feathers
6 Draw in all the feather details on 
the back then carve them in place. I 
use a detail burr and a sanding drum/
flap to shape the feathers.

7 Now draw in the side feathers and carve 
those in place. Note also that above the tail 
at the end of the wing feathers there are 
two slots cut into the timber. These are to 
accept the primaries later on. It saves time 
and timber to have these as separate pieces.

Detail
8 Once the feather positions are 
carved fully create the detail using a 
scalpel-edged pyrography nib. 
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109

1211

TOP TIP: The carving, pyrography and 
colouring of the feathers is a necessary 
process for creating realistic birds. Practice 
these techniques on waste timber before 
committing to using them on your final 
bird. None of the processes are tricky, 
it just takes a little time to learn how 
to bring everything together well.

1413

1615

9 Continue this process over the 
whole body, keeping a close eye on the 
positions and detail required. Check 
your reference material closely to 
make sure you are getting it right.

10 Once the body is done, move on to the 
neck and head. Cut two eye socket holes in 
the right positions and then insert either 
bought or made eyes into the socket, 
bedding them into plastic wood. Once 
pressed in place, shape the squeeze out 
then mark the feather positions and use a 
pyrography unit to create the detail. 

11 Here is the neck and head temporarily 
fixed to the body with the pyrography 
detail all in place.

12 It is now necessary to create the 
primaries. Two pieces of wood are required 
for this. Due to these being delicate if 
made from lime or jelutong, I use 3mm ply. 
It is cheap and can be easily shaped and 
detailed. Once finished, fix them in place.

13 Here is the bird ready for colouring.

Colouring
14 Undercoat the bird using black gesso 
and white gesso. 

15 Use a mixture of burnt umber and raw 
umber to create a thin wash. Once done and 
dry, add some white gesso to the mix and 
paint the sides.

16 Now, using an airbrush or paintbrush – I 
am using an airbrush – edge all of the wing 
and side feathers with white. You can now 
see how the look is developing nicely.

CANADA GOOSE  PROJECT
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17 Once done, dry brush the edges of the 
feathers with white.

18 Now, using a mixture of black and burnt 
umber, airbrush the dark markings. This can be 
done with a brush if needed.

19 Coat the body with very thin washes of 
burnt umber.

20 It is now time to paint the head and neck 
with white and black gesso as required.

21 Edge the head and neck  feathers with a 
mixture of light grey.

22 & 23 Here are a few other views of the 
finished bird. w
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Sharpening gouges
Nic Westermann looks at methods of sharpening gouges

P
H

O
T

O
G

R
A

P
H

S
 B

Y
 N

IC
 W

E
S

T
E

R
M

A
N

N

I
n this, the final part of my series on 
sharpening I will be looking at gouges. 
The breadth of this article took me 

outside my comfort zone as the gouges 
I have designed and make are used for a 
narrow application in green woodworking, 
so I have leaned heavily on Peter Benson 
for this article and would like to thank him 
for so readily sharing his knowledge. 

Edge geometry

Plan view of edge
First, continuing with my two-part 
approach to sharpening we need to 
understand how the tool cuts then can 
decide on the optimum edge geometry.

This first and possibly most contentious 
thing to look at is the plan view of edge.

If crisp corners are needed, i.e. for 
lettering, then the edge should be kept 
dead straight. However, a dead-straight 
edge can make more free-form carving 
dif ficult although the sharp corners can 
be extremely useful for detail. If you want 
to slice sideways as you cut forms such as 

fur or hair then a bull nose can be useful.
If you are purely going to hollow and want 

to leave no tool marks at all then slightly 
sof tening the corners can help. Also the 
sides of the gouge should be rounded as 
any crisp edges can mark your work. This 
is more of a green woodworking than 
carving grind – indeed, in many circles 
rounded corners in the plan view are seen 
purely as a result of poor sharpening.

I would advise to go carefully on any 

reshaping – it takes a matter of seconds to 
round of f the corners of a gouge, but if you 
then want to take it back to a straight edge 
there is a lot of steel to remove to achieve this.

Whatever form you decide on grind this 
before setting the bevels. This is known as 
jointing and can be achieved very quickly on 
a bench grinder – the grit used to do this is 
largely irrelevant as the scratch pattern lef t 
will not be part of the edge af ter putting 
on the bevels.

Three plan forms of gouge. L-R  straight, bull nose and 
sof tened corners

Rounded sides of gouge 
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Full convex bevel 
mirroring hollow

CLOSE UP

Convex bevel Short flat bevel

A curved inside bevel produces

gentle changes in tool thickness

→

Bevel forms in profile
As you can see, a gouge will of ten have a 
secondary bevel – this is less of an issue than 
it is with a knife as, although the stability of 
the cut is no longer supported by longer bevel 
contact, this matters little as the length of 
the handle directly behind the edge means 
it is possible to guide the edge wherever you 
want it to go – this is the major dif ference 
between knives and chisels/gouges.

However, if you don't want to cut straight and 
need to make a concave cut then a long bevel 
will definitely work against you – you will have 

the leverage from the handle to overcome it 
but the cut surface will show how unhappy this 
combination is – chatter and bruised wood is 
the only possible outcome in this instance. 

As ever the bevel must mirror the cut, so 
for hollowing, convex bevels are needed. 
In practice, because of the large amount 
of leverage available to guide the cut, it is 
common to find a short, flat secondary bevel 
and a convex primary bevel. This is easier 
to sharpen, as it is simple enough to follow 
a narrow flat bevel but keeping to a fully 

flowing convex is not straightforward.
On a gouge, or tracery chisel, that is going to 

hollow deeply then the curve of the bevel must 
follow on for quite some distance to reduce 
the chances of the tool binding. This can cause 
problems with the inside of the tool. Ideally 
it should follow the outside to maintain a 
congruent thickness to the tool. 

Sharpening a bevel of this type can be 
dif ficult – at Hewn & Hone we have developed 
some wheels that are suited to grinding and 
polishing these forms. 

Using a felt wheel to maintain original grind on inside bevel

Cross section of a double bent gouge, the inside bevel needs to be curved in both planes

A flat inside bevel does not allow 
for smooth transitions

Simple chisel grind and secondary bevel with relief, both flat on inside

Two versions of a convex bevel – full convex and a convex primary bevel 
with a short flat secondary bevel
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Angle of attack, or biting point

AOA

A steep AOA allows for deep forms to be hollowed

Angle of attack
The other issue to be aware of is angle of attack (AOA). This is 
a simple function of the angle of the outer bevel, the angle you 
have to tip a handle up for the edge to engage in the wood. It 
is easy to check on a flat surface. Purely in terms of maximum 
ef ficiency you should be cutting as close to the centre-line of 
the tool handle as you can – then the force from the mallet is 
directed straight into the cut. However, it rarely should be so flat 
that there isn't room to hold the tool handle, but the further you 
deviate the more force you will have to put into the tool to make 
a cut. A compromise must be made and there are many factors 
influencing how you choose the best angle of attack for yourself.

Optimum grinds 
You are a major factor influencing optimum AOA – we all work in 
varying ways at dif ferent height benches. If you have or favour a 
low bench then you will prefer a steeper AOA and vice versa for a 
higher bench. Bear in mind that this is quite subtle, only a matter 
of a few degrees. But if you have a favourite gouge or handful of 
gouges it may well be because their AOA suits you and in that 
case it makes sense to grind all the outer bevels of your gouges 
to this angle. Then every time you pick up a gouge it will bite 
at the same point, making your work more instinctive – there 
will be no adjustment period when you pick up a new tool. 

On the other hand, optimum AOA will depend on the forms you are 
trying to carve – if you want to carve deep hollows then a large AOA is 
needed to give you clearance, this is found on my green woodworking 
gouges – hollowing cups and ladles is their most common use.

However, if you want to cut long, smooth gutters or flutes with a 
gouge like this is will be hard to steer smoothly, despite the leverage 
you have. A much shallower AOA is far superior in this instance. 

Here you can see this taken to the extreme with an in and out 

cannel pair of gouges – notice the dif ferent AOA and how one 
will hollow and one will flute. However, despite them having a 
completely dif ferent bevel form, it should be noted that the angle 
between these two bevels, the included edge angle, is the same. 

Angle of attack for in and out cannel gouges. Note out cannel gouge is so flat that the 
handle will foul the work

The degree to which you can hollow cleanly with in and out cannel gouges is marked

Included angles
We have purposely avoided mentioning the 
included bevel angles in this article for two 
reasons – the optimum angle for a gouge is a 
couple of degrees steeper than the point they 
will fail at. They will cut most ef ficiently at 
this point, but sailing too close to the wind can 
cause unexpected failures if you hit a knot or 
wavy grain, or lend a tool to an inexperienced 
carver. This angle will depend on the steel of 
the gouge and the wood you are carving. But 
the most dif ficult aspect is actually measuring 
these angles, due to the short bevels that can 
of ten be on both sides of the tool. It is far better 
to approach this empirically and pragmatically. 
However I, like many of you, do like to see some 
figures, so here is a list that may be of help.

Bevel angle woods
20-22°  Basswood and lime (Tilia 

spp.), willow (Salix spp.) and 
poplar (Liriodendron spp.)

22-25° Most carving woods

25-28°  Oak (Quercus spp.), yew (Taxus spp.) 
and sof tish, tropical hardwoods)

28- 30°+  Very dense close-grained timber 
like boxwood (Buxus sempervirens) 
and other exotics like rosewoods

Harder wood – opening out 
the mouth of a gouge
Occasionally though you will have a gouge 
that is cutting well and the AOA suits you 
perfectly, then you move on to harder timber, 
the edge starts to fail and you are presented 
with this dilemma: You need to increase the 
included edge angle, this will need more force 
to make a cut through wood that is already 
tougher than usual. However, when you 
make this increase in bevel angle from the 
outside you will also find that you now have 
to hold the gouge at a steeper angle of attack, 
the gouge is now cutting less ef ficiently, so 
your carving will be much more dif ficult. 

In this instance, increasing the bevel 
angle by putting a micro bevel on the inside 

makes a lot of sense – the side the wood sees is 
unaf fected so the AOA will not change. This is 
known as ‘opening the mouth of the gouge’.

Conclusion
You should adjust the outer bevel to get the AOA 
that suits you and the type of carving you want to 
do. Once set this should be largely lef t alone – this 
angle should not be altered during sharpening. At 
this point you should consider the included angle, 
and this can be done empirically, the most obvious 
clue being that if the edge folds it is too shallow.

When making these alterations be aware 
that an edge with a very shallow angle is likely 
to fail and be unusable on all but the sof test 
woods. A more obtuse angle will work on a 
wide range of woods, it will not be ideal for 
sof ter woods that tear more easily, such as 
basswood and lime but they will still cut. 

So make any adjustments to the tool on the 
inside bevel, then you are not af fecting the 
geometry of how the tool cuts, only the force 
needed to make the cut will be af fected. 
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Repeated sharpening from outside only can result in losing the inside bevel 

Maintenance sharpening
If there is no major edge damage and the bevels are short then 
the amount of steel needed to be removed to touch up an edge is 
very small, so stropping or buf fing will work for a while. Eventually 
you will round the edges and need to cut them back to straight, 
but largely I would tend to do this from the outside as it is so much 
easier to do and just strop the burr of f from the inside. This too 
cannot be repeated that many times if you have an inside bevel 
as it will eventually be obliterated. But as ever I advise taking 
the easiest route for as long as possible, sharpening should be a 
quick and easy route to getting back to carving, not a chore! w

Setting the outside bevel
Once you have understood the bevel form that 
you want, you need to cut this accurately.

There are various approaches if sharpening 
by hand. Rocking the gouge side to side 
or moving it in figure of eight, are the 
conventional methods –  the bevel is 
constantly engaged with the stone.

 It works very well but I have found with 
that the scratch pattern is not perpendicular 
to the edge – something I like to achieve. 
However if you are going to strop then this 
scratch pattern will be polished out. Secondly, 
with shorter bevels it can be hard to feel or 
judge if you are honing flat to the bevel. You 
can use marker pen to check where you are, 
but you then have to take the gouge from 
the stone and turn it over, then go back to 
put on the stone, meaning that you may 
create new problems with misaligning. 

If this does turn out to be an issue for 
you, then the method below may work. 

It allows you to see exactly where you are 
hitting with each stroke without having to 
change position – it works pretty well for me 
anyway. For this method the gouge is held 
stationary and upside down, it could even be 
in a vice, and the abrasive is moved over it. 

I would acknowledge though that sharpening 
on a bench grinder is much more common, 
but it has been covered many times before, 
so I won't go into any detail on this.

Setting the inside bevel
Once you have set the outer bevel of your 
gouge, you may, as has been discussed, 
find that the included edge angle is too fine 
for the edge to hold. In this case put a bevel 
on the inside.

This bevel doesn't have to be that long – 
even 1mm will be enough to reinforce the 
edge – it should be flat though as a convex 
here makes it very dif ficult to judge the 
angle. Generally the angles are all going to 
be arrived at empirically. If the edge fails you 
need a steeper angle, if it feels hard work 
even when the edge is freshly sharpened 
then a finer angle may well improve things.

Ideally whatever you choose should be 
the same diameter as your gouge – in 
practice smaller will work with care, 
larger obviously not as it won't fit. 

Refining the scratch pattern
This is the second part of my sharpening 
process, and it has to be said that this is not 
something that is done to the same degree 
as in knife sharpening. It is common to go 
straight from a bench grinder to buf fing 
wheel with no intermediate grits. 

I think improvements can be made to 
the edge by getting to a finer finish before 
polishing the edge, and would advise at 
least one intermediate grit up to 2000, 
or finer if you can, then stropping. 

A buf fing wheel is a very quick way to 
polish an edge but there is a danger of 
rounding the bevels if not done well. Cutting 
a groove in MDF is a great way to make a 
strop perfectly formed to your gouge, and 
will polish for a long time before you even 
need to add a polishing compound. 

To strop the inside there are various 
methods that will work. Personally I never 
use suede on a wooden former as I don't 
like to increase the potential for rounding 
the inside bevel. I have found a polishing 
compound applied directly to a the wooden 
former to work very well. If the gouge 
bends in both directions then a shaped 
felt wheel can be very good. Like sharpening, 
ensuring the strop mirrors the bevel form 
will pay dividends.

Setting the outside bevel, figure of 8 or rocking motion 
(shown) 

Setting the outside bevel, alternate method Various ways to set the inside bevel – slips, abrasive paper 
on dowel, multitool or flexidrive mounted sanding wheel
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Dif ferent perspective
Laura Backeberg talks to woodcut printmaker Helen Brown

there’s that connection there. I find that 
when I look at certain views I’ll think: ‘That 
hill really looks like another hill from a 
certain aspect.’ I live out in Peacehaven 
and from the back of my house, where I 
walk my dog, Mutley, you can see Mount 
Caburn and Itford Hill. I had one summer 
where I kept thinking: ‘Right I’ve drawn 

from there,’ and I’d drive somewhere else 
and draw, but everywhere I drew had 
those hills in, it was as if I was just circling 
around them. So I thought: ‘I have to get 
on them and that way they can’t be in the 
picture.’ But that is something I like, that no 
matter where you go you get these certain 
shapes that link you to where you are. 

I
’ve been a printmaker all my life. I 
always loved art but I like the process 
involved with printmaking, that 

you’re actually making the block, not the 
finished piece of work. You start with this 
sculptural block and plate, and if they 
aren’t right you’re never going to get the 
result you want. There’s always a magic 
that happens when you take a print: ‘Oh 
my god, did I make it, did it work?’

I draw all my work from life. I go out on 
the Downs and work directly from the 
landscape. I think we’re so blessed here 
in Brighton to have this amazing nature 
right on our doorstep. Other parts of 
the country have beautiful landscapes, 
but not all of it’s that accessible. There’s 
not a ‘right to roam’ everywhere and 
sometimes there aren’t footpaths. 

Changes of view
What I like about the Downs is it’s ever-
changing. There’s a soft-rollingness to the 
Downs, the soft, rolling hills, and they 
repeat themselves. I like that repetition, 
and obviously printmaking uses repetition 
as you’re making more than one thing. So 
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University years
I moved to Brighton for university in 1994, 
and came from Cambridge which is as 
f lat as a pancake. So I come from a f lat 
place but have spent my life drawing hills. 
I moved here to do a printmaking degree 
at Brighton University. I just loved having 
that workshop space, there are fantastically 
big workshops there, and they were empty 
as no one else came into university. I was 
in constantly and made such a stupid 
amount of work. When it came to the end 
of my degree they said I could only show 
four pieces, but I had about 3000 pictures… 
That’s where I met Ann D’Arcy Hughes, 
who I work with at bip-Art now. She used 
to teach the Adult Ed. When I finished my 
degree I stayed on and did the Adult Ed 
as I still wanted to use the studio – just 
because I’d finished my degree didn’t mean 
I’d finished making, I wanted to be in that 
space. Later, when Ann decided she wanted 
to set up a studio, I got involved in that. 

Screenprinting
I first encountered screen printing when 
I was at school. When I was at secondary 
school, just before my GCSEs, we went on a 
school trip to Kip Gresham’s screenprinting 
workshop in Cambridge. I was completely 
in love with it, I thought it was amazing. 
He gave me an old screen and some paper 
and some inks. Now everything’s water-
based but back then it was all oil-based 
so it was severely toxic. At school they 
let me build a screenprinting workshop 
in a cupboard. My dad bought some 
hinge clamps and we hinge-clamped the 
screen on. I had to keep the door closed 
because of the smell so I’d lock myself 
in this cupboard with these really toxic 
chemicals just making these wild prints, 
probably completely high but not realising. 
Through my GCSE and my A Level I did 
screenprinting in there as well, so I pretty 
much stayed in that cupboard for four years. 

I then decided to do an art degree. I 
couldn’t really think of anything else 
I’d do. I went to do an art foundation in 
Cambridge, where they had a fantastic 
printmaking department. I got a job as 
a cleaner at the college so I could have 
keys to the studio there. I then applied to 
Brighton, and as soon as I came to look 
around I knew I wanted to live here. 

From screenprinting to lino print
When I came to Brighton I did do a bit of 
relief printing, but not very much as I just 
got completely involved in etching, which 
uses a metal plate. My work used to be 
very figurative and then it started to move 
more towards imagined worlds, rather 
than landscapes. Then I reached this point 

where I wanted a change, I didn’t want to 
keep drawing from my head. Then it just 
struck me, I spend so much time out on the 
Downs, I want to do a landscape. However, 
I didn’t feel like I wanted to do an etching. 

I took a piece of lino (which is essentially 
the same process as with a piece of wood) 
and got the bus up to Devil’s Dyke. I walked 
and found a view I liked, drew it, then went 
and sat in the pub and carved it. The woman 
in the pub was so happy I was making art 
that she gave me free chips. It made me feel 
like those old-time artists who’d paint and 
get given a cheese sandwich or whatever 
– like Rembrandt’s there, like ‘I’ll have ale 
and a cheese sandwich for that painting’, 
and now it’s worth half a million pounds. 
So I was carving away and felt that the 
whole experience had been just joyful, I’d 
been out there, connecting to the Downs, 
and I’d really enjoyed it. That was probably 
20 years ago and from there I just kept 
going out onto the Downs and drawing. 

Lino to wood
I moved quite quickly from lino to wood. 
It’s not necessarily a heavily grained 
wood, but you do see a grain, and I prefer 
how it cuts – there’s a slight resistance to 
it as you’re carving, and it makes a nice 
sound. It’s f lat as well. I do a technique 
called chine-collé, which is a Japanese 
method of printmaking where you lay 
coloured paper on, and having a block 
which isn’t going to bow is a real bonus. 

I’ve been doing it for so long, I’d say I’ve 
kind of accepted all of the challenges. You 
can’t fight against wood, you have to go 
with it. If you try to resist it, it will win each 
time. When you’re carving, once you’ve 
carved something out you can’t put it back 
in, so there’s a real commitment there. 
I really like that, but some people might 
find that a challenge. On a technical level 
you do sometimes get a block which has 

Helen at bip-Art Printmaking workshop with the 1844 

Colombian press

Birling Gap
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bowed. It’s a natural material so obviously 
ideally it’s completely f lat, but there might 
be a slight dip in it, so more challenges 
will arise when you come to print it. 

By the nature of the way I ink up my 
blocks I avoid most of these pitfalls, 
because I always use a smaller roller to 
get around any ‘dips’, and I also cut some 
of my blocks up like jigsaw puzzles. If 
you work with smaller pieces they won’t 
bow, and you won’t notice any dips. 

Equipment
I use Japanese carving tools from 
intaglioprintmaker.com. I use a Komasuki, 
which is a U-gauge, and a Sankakuto 
V-gouge, in different thicknesses. These 
tools are handmade in Japan, and are 
hand-finished, which means they’re tested 
so they have the right angle and are really 
sharp. The blade also runs down all the 
way through the tool. You can only see 
an inch of it but the blade itself is about 
75 or 100mm long, and as it’s sharpened 
it’s pulled out. I don’t sharpen my own 
tools as my eyesight’s not good enough. 
I get mine sharpened by Lawrence’s Art 
Supplies, [Hove] or I send them off to a guy 
called Chris Dauntt, a Wood Engraving 

specialist. I find that if it’s just me using 
these tools they stay sharp for quite a while 
because the metal is such good quality.

Materials
What I use is a soft, Japanese plywood – 
well, it used to be called that, now it’s called 
soft Asian plywood. The difference between 
the plywood I use and the plywood you’d 
find in a builder’s yard is in the gluing. Each  
layer of the wood I used has glue covering  
it entirely rather than it just being in  
strips or spots, which you can get if you  
buy cheaper plywood from a yard. It’s  
also very soft, and if you have very sharp 
tools you have a lot of control over what 
you’re doing. 

Some artists will use any old bits of wood 
they find. They’d use the top of a table, or 
just about anything, but when you carve 
harder wood you blunt your tools quicker. 
With woodcut, I’m using the grain of the 
wood, cutting either with or against it. 

If you’re doing wood engraving it’s 
the end grain, and you’d use boxwood 
or lemonwood, and they’d be much 
smaller as it’s more expensive. 

You can get many fine lines with wood 
engraving but not as fine a line with woodcut. 

Press
I use an 1844 Columbian Press. It was 
owned by Brighton university, which had 
three Columbian presses but only ever had 
one set up in the print room. The others 
were both in storage, one in its entirety, 
but this one was in pieces. Ann (D’Arcy 
Hughes) bought it from them, and I think 
they thought she’d never get all the bits, but 
she got it all together and had it restored.

Downstairs at the university there 
is a press but it’s like a display piece, 
which I think is terrible. If I was a 
student there I’d be doing guerrilla 
printmaking on it as a protest. 

They’re such amazing machines, and 
they’re still working as well as they 
ever did – they actually print better 
than a lot of modern-day presses. 

There are quirks to this press. Because 
you’re using your body to make the print, 
and our brains are such amazing computers, 
you get to know ‘how does it feel when I 
pull it? To get it to print how I want I have 
to pull it like this’, so you have a muscle 
memory of exactly how you need it to feel. I 
think it’s got a lot of character – it definitely 
has days it prints better than others. Some 
days I’ll come in and it’s like: ‘It’s a good 

Cutting fine detail with a Sankakuto V-gouge Creating texture

The Downs from Mount Caburn

Harrow Hill on South Downs Way
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printing day, print as much as you can.’ 
But other times you come in and it ‘needs 
a bit more effort’. 

When you’re using tools and machinery 
you do form a bond with your tools, they 
end up having their own personalities. 
I was running an evening class once 
and I was saying: ‘Sometimes you have 
to do this, it depends how the press is 
feeling,’ and someone said: ‘Don’t be 
ridiculous, it’s a machine, it’s going to 
either do it or not.’ Then everything he 
put on the press wouldn’t print properly, 
and everyone else’s was printing fine. 

We also have a little Albion, that’s from 
1865 and came originally from Fleet 
Street but, again, through the university. 
Unfortunately – well, not unfortunately 
for us – in the late ’80s/early ’90s when 
digital print started everyone got really 
overexcited. A lot of universities threw away 
all their traditional printing equipment. 
Brighton University didn’t go the whole hog 
by any means but did clear out a quarter of 
the studio and fill it with computers. I think 
what’s happening now with computers is 
that it’s the app doing half the work, rather 
than the person. It went from learning 
how to be a computer designer and now 

there’s this app designer coming in, so 
you’ve got these different layers, but you 
have to be able to still draw. It’s having 
that base of something that’s tangible.

Hopes for the future
I have a long-term project I only started a 
few years ago and that is to make a visual 
book of the South Downs Way. A lot of my 
views are either from the South Downs 
Way, as in I’m actually standing on or 
very close to it, or looking across to where 
the South Downs Way runs. So what I’d 
like to do is make a pocket book, a map 
book, so if you’re walking there you can 
see: ‘There’s that view, there’s that view.’ 

Of course I also want the studio to 
continue, it’s working really well. A lot of 
people come here and it’s very important 
for them. We have people who are in 
recovery from major illnesses, or a major 
life event, or they’ve worked all their lives 
and they’ve always wanted to be an artist 
but they felt they couldn’t. That’s a real joy. 

Development
You’re always learning when you’re 
teaching. Technically I have a set recipe 
for how I make my work, because I like 

how it feels and I like the result. I find that 
when I’m teaching I get to explore all the 
‘crazy’ things that other people suggest. 

At bip-Art, we don’t mind what you want 
to make. We don’t have a house style, 
but we really pride ourselves on teaching 
printmaking as a skill. If you don’t know 
what you’re doing, it won’t work, you won’t 
get the result you’re intending. The result 
you get will often be a surprise anyway, but 
if you have no teaching in ‘how to’ you’re 
completely lost. I’ll show people as many 
different ways as I know, but there are 
always more techniques. There’s a definite 
structure to printmaking but within that 
structure you can really flex the rules, and 
occasionally break them totally. I think if 
you have a constraint in something it can 
weirdly give you more freedom in it. 

For more information on Helen and her 
work visit https://helensprints.co.uk.
Helen set up bip-Art, an open access 
printmaking workshop in Brighton, 
with Ann d’Arcy Hughes and Hebe 
Vernon-Morris in May 2010. Bip-Art 
offers an array of courses in printmaking, 
including soft woodcut, taught by 
professionals. Visit www.bip-art.co.uk. w

Balmer Down Inking up a woodcut block

Chanctonbury Ring
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Large dinosaur
Brian Crossman shares his trials and tribulations in creating a fun triceratops

P
H

O
T

O
G

R
A

P
H

S
 B

Y
 B

R
IA

N
 C

R
O

S
S

M
A

N

→

I 
first started woodcarving classes in 
the early 1990s as part of my interest in 
furniture making and learned the basic 

motifs carving such pieces as a Georgian 
pie crust wine table and hall table with ball 
and claw feet. At that time I saw some of 
my classmates carving rocking horses and 
promised myself to do the same if I ever 
became a grandfather. Over the years this 
morphed into the idea of a rocking dinosaur 
as many youngsters seem to be more 
interested in dinosaurs than horses. I hadn't 
done any serious carving since the mid 1990s, 
apart from shaping some Windsor chair 
seats a couple of years ago, so this project 
was a long overdue return to carving. 

There are plenty of books, articles and 
plans for rocking horses but I conducted 
an internet search for plans for a rocking 
dinosaur. I wanted to make a triceratops and 
the search did not give any worthwhile hits, 
so I was faced with the prospect of starting 
from scratch as to the design, but had plenty 
of reference material to be able to start with 
making the dinosaur. It took a while to make 
sketches and work out the various views 
and such like. This meant resizing these on 
a computer to obtain the outlines that were 
usable without being foreshortened. It was 
not an insurmountable problem but still 
rather time consuming. To help you, I have 
taken photographs of each relevant view so 
you can scan them and enlarge as required. 
You now have the chance to make a small 
dinosaur or, as I did, a large-scale one.

Timber

Good-quality wood for carving is becoming 
expensive in Australia, so the idea was to 
laminate the body from a plywood and 
medium density fibreboard (MDF) – then 
if the project went horribly wrong it would 
not be too expensive to discard. The 
rationale was the plywood would serve 
as a structural core for strength with the 
outer cladding in MDF shaped by chisel.

Rather than relying on power carving as 
the sole method, I wanted to use chisels 
as much as possible.  I had already tried 
gouging a small sample of MDF and found it 
was reasonably easy to carve af ter piercing 
the hard, outer skin. The more complicated 
head would be carved from jelutong (Dyera 
costulata), which does carve nicely.



→→

The dinosaur from various views with helpful dimensions

1

3

2

4

5

1 Front view
Height of RH horn of f ground 715 mm
Height of LH horn of f ground 705mm
Widest distance across frill 380mm
Highest point on frill RHS 880mm
On LHS 860 mm

2 Lef t-hand side view
Tip of tail to tip of main horns 1470mm
Height of tip of tail of f ground 340mm
Height of front horns of f ground 705mm
Height of mid back of f ground 600mm
Height of highest horn on frill 880mm

3 Rear view
No dimensions – just to give a sense of the tail

4 Right-hand side view
Dimensions approximately the 
same as lef t-hand side view

5 Top view
Distance between tips of horns 245mm
Widest point across rear haunches 345mm
Widest point across claws of feet on ground 485mm

DINOSAUR  PROJECT
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Power carving discs Rough assembly

Sections ready for adjustment Assembled for a better understanding of how it fits

Refinement of the body

Initial construction
Using a bandsaw I cut the sheets from 30mm 
plywood and 16mm MDF to laminate the 
body and so had a rough blank body to take 
to woodcarving classes as, from now on, I 
needed the expert eye for shape and form of 
my old teacher Ken Vear, who runs the South 
Australian Woodcarving Academy (SAWA). 
He was the last apprentice to be taken on in 
the carving section of a now-defunct furniture 
manufacturer back in the 1960s before guiding 
many a novice like me over the years at SAWA. 
One of the first things Ken recommended was 
to study the shape of the triceratops carefully 
to have a better idea of it, especially the head. 
This proved wonderful in the long term.

With these preliminary ideas in mind let me 
now describe first the carving of the body then, 
second, carving the head. In reality, both were 
done pretty much concurrently. 

Carving the body
One of the first major issues that arose when 
shaping the body was that gouging a small 
sample of MDF was relatively straightforward 
but carving on a large scale across four or five 

glued MDF laminations required heavy mallet 
pounding, so I decided to change to power 
carving for the rough-shaping process.

I already owned an angle grinder and 
Arbortech Industrial Blade and coarse, medium 
and fine carbide-toothed carving wheels. 

Carving discs are dusty and noisy to say 
the least so, as I did, make sure you wear 
appropriate face, eye and lung and hearing 
protection and work outside so dust can blow 
away from you. 

The other thing to remember is to keep all 
your safety guards in place on the angle grinder. 
Do not think about removing them believing 
you might have better access. I found with the 
manufacturer's guard in place I was able to 
carve much of the contours of the torso, legs 
and tail. For finer sanding and detail where 
bigger discs and sanders could not reach, I used 
a small contour sander and, for finer detail still 
and tight spots, I used a rotary carving unit with 
suitable burrs and hand tools.

Weight issues
The second major issue was the weight, 
as it was a large size suitable for three 
years to adult, and ultimately needed two 
people for a safe lif t. MDF may well be 
medium density when compared to other 
fibreboards but it is still denser than many 
woods and the project was becoming 
heavy to work on and transport to and from 
carving classes. Hence it evolved into four 
parts: upper body; lower body and two 
flanks – one lef t and one right, which were 
positioned together with wooden locating 
dowels and held in place with a strap.

A number of time-consuming problems 
were encountered along the way. 
First, af ter keeping fairly closely to the 
dimensions when scaling up the model, 
the triceratops became quite broad and 
potentially uncomfortable for a child to sit 
astride, so I removed four layers of MDF. 

You can see the front legs are almost 
parallel – I decided to bring one forward 
to give a better sense of movement. These 
two modifications are easy to write in a 
sentence but, in practice, were very time-
consuming and wasteful of material. 

Third, the claws of the feet were quite 

shapely and stuck out, so a sof t material 
such as MDF would be easily broken 
of f in use. To overcome this problem 
the four feet were cut of f and replaced 
by shaped sawn pieces of jelutong, 
which were glued and screwed on. 

One puzzling point was the model had 
four claws on the hind feet but five on the 
front, which seemed a little odd. Whether 
this is accurate or an oversight of the 
model maker I'm not sure, but I decided 
to go with four claws back and front. 

During this stage it was comforting 
to know that a reasonable amount of 
artistic carving licence was possible. 
Nobody has actually seen a 60 million-
plus-year-old triceratops in the flesh, so 
a skinny version with the wrong number 
of toes is likely to go unnoticed by all 
but knowledgeable palaeontologists. 

Af ter this reworking I ended up with the 
four sections, which were finally glued 
and screwed together. From the last few 
photos you can also see how the head 
was evolving at the same time and the 
next section describes the steps taken 
for carving the head, horns and frill.

Carving the head 
The two large horns shaped in pine were 
attached to the head with steel pins for added 
strength. You can also see the frill beginning 
to take shape. As this point I decided to 
cock the head to give more of a sense of 
movement and this proved to be another 
quite time-consuming change. The pictures 
give some idea of the angles planed to give 
the new cocked angle. It also involved adding 
plywood inserts into the neck of the body to 
allow for the removed wood and give a good 
indication of how the head and frill developed. 

Grain direction is also important. As you 
can deduce from the picture the grain was 
running across the frill's outer teeth and 
scales and, since jelutong is relatively sof t 
and liable to chip of f, holes were drilled and 
dowels inserted to provide reinforcement. 
Notice that the head and frill are at a 45° angle, 
which meant gluing end grain to end grain, a 
potential weak spot. Hence the frill and head 
were both glued together with epoxy and 
two hef ty 14-gauge wood screws used for 
added strength. With body and head finished 
they were screwed and glued together.
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Fitting the horns

Bony frill assembly

Sanded and base coat applied Finishing touches

Adjustment and fitting everything together

Refinement of the head

Finishing the project and some concluding ref lections
The triceratops was sanded and given a coat of 
gesso – a mixture of proprietary wood primer/
sealer. I did consider using textured paint to 
simulate a dinosaur's rough skin, however a 
paint specialist advised against it as such a 
textured surface is likely to abrade easily if sat 
upon. He advised acrylic paints be sponged 
on to give a reasonable amount of texture, 
followed by two coats of clear polyurethane 
varnish to both seal the paint and give 
better wear resistance. The final version was 
completed with good-quality glass eyes. 

Mounting the finished dinosaur is still a work 

in progress. The stand I used is essentially one 
taken from plans for a large rocking horse. 
The problem was that horses have relatively 
long legs compared to a triceratops, so the 
geometry is dif ferent. As you can see in the 
photo the swingers are quite short so it looks 
visually unbalanced. I had originally planned 
to add one or two more side rails to form steps 
down to the floor. However, the dinosaur's 
overall heavy weight means a very high centre 
of gravity and, when rocking with a heavy 
teenager in years to come, could prove to be 
unstable. Maybe in future the two upright posts 

will need to be shortened to bring it lower to the 
ground. Also the walnut stain does not really 
match with the blue so I'm toying with the idea 
of restaining to a black ebonised type of finish. 
As our grandson is not three yet, I'll see how he 
grows into it before deciding which way to go.

Finished result

Overall the end result of this apprentice/
prototype project proved quite pleasing, both 
for me and the end user, even though I must 
have made pretty much every mistake in 
the book. Negative learning – or how not to 
do things – can be very time consuming and 
frustrating, but does reinforce the wisdom of 
keeping to time honoured good practices. Good 
pre-project planning, photographs and models, 
along with keeping to a conventional structure 
of blocks of wood or using an all plywood 
construction would have saved untold curses.  

Possibly the greatest lesson was overcoming 
my distaste of power tools to become a bi – 
appreciating the merits of both hand tools and 
power carving. Admittedly, power tools will 
never match the quiet, soothing pleasure of 
quality hand tools but they do of fer exciting 
possibilities, enabling the carving of dif ficult-
grained hard woods or composites for medium 
and larger projects. Should my wife and I ever 
be blessed with another grandchild, I would 
certainly do things a lot dif ferently. Who 
knows, maybe even a pink dinosaur one day? w
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Variations on a theme
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uring a recent conversation with a fellow carver and 
avid Woodcarving magazine reader, he suggested 
he would love to see an article where three period 

styles of lovespoon were carved side-by-side for design 
and technique comparison. He had read my articles on 
symbolism and thought it would be interesting to see an 
historically accurate design, a post-war ‘traditional’ design 
and one of my more artistic interpretations all on the same 
page. He threw down a further challenge by suggesting that 
I base them all around the same theme to help illustrate the 
variety of ways the same subject matter could be handled.

I've taken the challenge and have chosen the idea 

of a 35th anniversary commemoration to base the designs of 
my three spoons around. I selected this theme solely because 
a friend was having a 35th at the same time I was thinking 
about the spoon challenge and it seemed like a celebration 
that wouldn't have been covered too much before. 

Rather than of fer the typical step-by-step, I am zeroing in on 
points of similarity between the various spoons and, perhaps 
more important, their significant dif ferences, and I want to focus 
on what it is that makes each of the styles identifiable. I have 
carved all the spoons from bigleaf maple (Acer macrophyllum), 
taken from the same board so that the visual properties of the 
wood remain as constant as possible through the three spoons.

Dave Western provides three styles of lovespoons for comparison

→
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Welsh spoon Traditional souvenir-type love spoon Contemporary-style spoon

Broad panel Welsh spoon Traditional souvenir-type spoon Modern-style spoon

Let's take a quick look at some of the design 
dif ferences between the three styles of spoon. 
The first is a broad-panel Welsh spoon typical 
of those carved in the 1700s and 1800s. It uses 
a limited number of symbols and relies on 
repetitive chip carved patterning in its design. 
Although an anniversary spoon would likely 
never have been carved in the old days, I've 
used the comma-shaped ‘soul’ symbol to 
mean three decades and five points on the 
eternal wheel to represent the years. Zigzag 
patterning and a chip carved border envelope 
the circles and the exterior edges of the spoon 
in the labour-intensive manner of traditional 
lovespoon carving. Love hearts and patterns 
of diamonds (prosperity) are accurate to the 
time period, as is a deeply curved stem, which 
connects the handle to a slightly tilted bowl.

This post-war ‘traditional’ spoon is the 
type of design most of ten seen in souvenir 
shops and on online websites of fering 
inexpensive, mass-market lovespoons. 
It is carved from a flat timber with no 
cranking of the stem and features relatively 
easy-to-machine details. It also features 
a number of ‘traditional’ symbols, which 
were not common to antique lovespoons. 
The good-luck horseshoe, wedding bells 
and the twisted stem are all relatively new 
additions to the symbolism catalogue, as is 
the simple and rather obvious fretted date 
marker. The spoon displays a stacked design 
with symbols piled one upon each other 
along the narrow, lengthy handle and the 
bowl is quickly carved, lacking the elegant 
finishing seen on the antique design.

The contemporary artistic version 
steps away from the more obvious 
symbols, using a floral theme of daisies 
to symbolise the three decades and 
blossoms to indicate the five years. 
It looks very dif ferent from the first 
two designs, yet it retains a link with 
tradition in its use of a cascade of love 
hearts and the winding vine (a symbol 
of growth). Although the heart-shaped 
bowl appears occasionally among antique 
examples, it is more commonly seen in 
spoons of a more recent vintage. The 
asymmetric bowl is fairly uncommon in 
the antique and modern souvenir realms.
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Initial shaping of the spoons

Before work begins, it is important to select wood that is thick enough 
to accommodate the type of carving which will be performed on it. 
The antique spoon and the artistic spoon both require a deep curve in 
the stem and, in the case of the modern design, a bit of doming on the 
face plane. The first photo shows the three timbers in a very roughed-
out state. The modern (post-war) spoon blank has been planed to 
½in thickness and is not domed or further shaped in any way. The 
antique blank has been lef t flat planed at a full ¾in thickness and the 
artistic spoon blank has been lef t at ¾in thickness but has had each 
side of the centreline planed down to start creating a domed ef fect.

This picture of the end grain of each blank clearly shows the doming 
of the artistic spoon, the full dimension flatness of the traditional 
spoon and the thinner flatness of the modern spoon. The doming 
was planed and scraped to a smooth finish before the paper pattern 
was glued to the blank.

Cut throughs not shown on diagrams

→
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Here the spoon blanks are shown af ter being cut to the exterior lines 
with a scrollsaw. The scrollsaw allows for super accuracy and a nice  
90° edge when cutting out the exterior shape and the interior  
fretting. If you lack a scrollsaw, these designs can be shaped out by 
hand with axes, saws, a drawknife, files, drills or just with a straight 
knife. It's slower and more dif ficult, but it is the way carvers would 
have had to do it in the olden days.

To make life easier when carving the antique spoon, take the 
opportunity to saw away a substantial chunk of the handle material 
before you progress to drilling and fretting out the interior cut-
outs. It will make cutting out the fretwork decidedly easier than 
by cutting through full ¾in stock. I leave a generous ¼-3⁄8 in 
thickness (depending on the strength of the stock being used) and 
will later dome the back to keep some structural strength while 
creating the illusion of a thin, delicate handle along the edges.

The two photographs above show the cuts necessary to remove 
excess stock from the antique spoon and for the required taper to 
the bowl angles and stem curve on the antique and artistic spoons. 
Being of thinner stock, the bowl of the modern spoon is not tapered 
and there is no curve cut into the stem section of the design.

The bowls

When I make a spoon, I generally hollow out the bowls before I 
begin any carving on the handle. That way, if there is a breakage or 
problem, I haven't invested too much time in the project. Be careful 
not to stress the stem section too much if you are aggressively 
removing stock from the bowl. Work carefully at the bottom of 
the hollow where the grain changes direction and don't chase any 
chip outs. Use scrapers or abrasives to smooth the bowl if you want 
that super-clean look, leave it from the knife if you'd like something 
a bit more rustic. I of ten use the end of a hard tool handle or a 
small block of rounded hardwood to burnish the bowl smooth.

When carving the bowls’ backs, begin by roughly removing excess 
material at the nose of the bowl. This can be done with a saw, axe, 
drawknife or stout straight knife. The object is to start shaping 
the curve from the deepest part of the bowl toward the tip while 
the bowl section is still good and sturdy. With that completed, I like 
to utilise a series of chamfers (shown in the photo marked by various 
coloured lines) to guide the shaping process and to keep the curving 
fair and consistent.
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Detail and refinement

Use a small, very sharp, straight knife to round and clean up the 
shoulders of the bowl where they join the stem. The stem can 
be brought out into the bowl a bit to add structural strength 
or it can be faired away, leaving the bowl to stand proud. Be 
careful not to put too much pressure into the cuts or on to 
the support hand as you can snap the stem quite easily.

With the carving completed on the face plane of the spoons, you 
can shape the backs a bit. On antique spoons, it was very rare to see 
much carving on the back. Of ten there would be a slight doming to 
keep structural support in the mid section, tapering outwards to 
a thin edge. This created the illusion of a delicate, slender handle 
while retaining some strength. More modern spoons are generally 
just flat and unadorned on the back while many artistic spoons 
are fully carved. If you have a good deal of material to remove you 
can use a bandsaw to speed the task. Be very careful doing this as 
it is easy to damage delicate edge pieces. Of ten, the safest bet is to 
slowly and carefully remove stock by hand with gouges and chisels.
However you decide to finish your spoon backs, support the 
spoon well to avoid breakages and keep the carved area well 
protected against scratching, denting and chipping.

These pictures show the bowls carved and sanded to 
220 grit. The final 320 sanding will occur just prior to 
applying the finish so that any dirt or scuf fing can be 
removed. I have lef t all three bowls standing clear of 

the stems for good visual definition and have also lef t 
a small section of stock at the tip of the artistic spoon 

bowl to protect it until the last possible moment.

I like to use the glued-on drawing as a guide for my carving, especially 
on the complicated sections of chip carving where having a guide 
keeps my cutting cleaner and more defined. I leave the paper on 
as long as I can to guide me and to protect the carving against 
bumps and dirt. When the carving is completed and I am ready 
to remove the remaining paper, I find that a small hand scraper is 
the ideal tool for the task. If you don't have one, use a dull chisel 
instead. Avoid the urge to scrape too ferociously though; it's easy 
to take more than just the paper of f if you aren't careful. →

VARIATIONS ON A THEME  TECHNICAL
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There are myriad ways to finish the spoons, from abrasive papers to scrapers, to files, burnishers and even lef t 
straight of f the knife. The choice of techniques is personal but if you opt to venture past an of f-the-knife finish, 
take your time and ensure you've removed all scratches and abrasion marks before you commit to applying 
your finish material. It's much easier to remove problems from raw wood than it is once the wood has been 
treated. I'm a big fan of using needle files to clean up internal cuts and I of ten make use of fine-grit, cloth-backed 
abrasives to fair round surfaces and tricky-to-reach areas.

With all the carving and cleaning up completed comes the exciting moment of finish application. I make my own finish of 1/3 mineral spirits, 1/3 
boiled linseed oil and 1/3 satin spar varnish to give me an excellent Danish oil-type finish. I like to use a brush to apply three or four coats, with 
each coat having a wet sanding with 1000 grit abrasive. Af ter a week or so of curing, I apply a final coat of beeswax polish, which I buf f very gently 
but also very thoroughly. w

This photo shows the cross-
sectional profile of the three 
spoons almost prior to finishing. 
The top two spoons are completed, 
with the modern being flat on 
both planes and the antique 
being domed on its back plane. 
The artistic spoon at the bottom 
has its front face domed but 
the concave doming of the back 
surface has not yet happened.

Just prior to final sanding, I remove 
any small sections of protective 
material that I have lef t on the 
carving. In this case, I am removing the 
small piece of timber I lef t at the tip of 
the artistic spoon's bowl, which helped 
protect it against chipping during the 
carving phase. It's a delicate job which 
I am doing with a scrollsaw in this 
photo but which could just as easily 
be done with judicious hand cutting.
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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 Website for details*

The Ultimate
Hand Carving Tools.
(Full range of Pfeil in Stock).

pfeil

p
fe
i
e
il

F
. 
Z

u
la

u
f 

M
e
s
s
e
rs

c
h

m
ie

d
e
 u

n
d

 W
e
rk

z
e
u

g
fa

b
ri

k
a
ti
o

n
s
 A

G

D
en

nl
iw

eg
 2

9
  C

H
-4

9
0

0
 L

an
ge

nt
ha

l
P

 +
41

 (0
)6

2
 9

2
2

 4
5

 6
5

  E
-M

a
il
 info@

pf
ei

lto
ol

s.
co

m
  w

w
w

.p
fe

ilt
oo

ls
.c

om

For your passion 
Woodcarving tools 
made in Switzerland
More than 600 high quality products
www.pfeiltools.com



Commemorative panels
Murray Taylor looks at the planning, layout and carving of these attractive items
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T
he thinking behind this article was 
triggered by the problems that students 
have when it comes to the design and 

layout of things they want to carve. One 
wanted to carve a commemorative piece 
for a caravan club celebrating 50 years of 
existence, and the other was struggling with 
a piece for his 25th wedding anniversary. 
They had ideas for what they wanted to 
include in the design, but no idea how to 
go about it. Seeing the problems they had 
made me realise that even some talented 
carvers have dif ficulties in this department.

Planning the project
On 16 March 2019 Wales won the Six 
Nations Rugby Tournament to achieve 
the  Grand Slam, as it is known, or Y Gamp 
Lawn in Welsh. I do apologise at this point 
to supporters of the other five teams.

Feeling rather elated having watched the 
match, I decided to make a wall plaque to 
commemorate the victory which would 
at a later stage be auctioned of f at a local 
charity event. As I was setting out the 
design it occurred to me that the planning 
of a project would make a good article.

The carving style
The feathers can be depicted as a simple 
chip carving or in many other decorative 
forms requiring dif ferent skill levels. Line-
drawn carving was traditionally done with a 

V-tool, sometimes referred to as the carver's 
pencil, which brings its own particular 
problems, one of which is the sharpening, 
but I won't go into that here. The other is 
that as you make a curved cut, one edge is 
always fighting the grain, so I use a knife. 
Line carving can be very ef fective, especially 
when finished with a dark liquid wax.

I am going to start by taking one of the 
elements in the design and using it to decide 
upon the style of carving. For this I am 
going to use the Prince of Wales Feathers, 
which is the emblem on the team shirt.

Prince of Wales feathers marked out as a test piece

The feathers as a line carving. This is just a form of chip carving

 The line-carved feathers filled with a dark liquid wax
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The surrounding background has been removed and we are ready to start the modelling The completed semi relief carving

The below-surface carving
This gives a very useful ef fect, especially when you require the surface to 
remain level. It starts with the drawing, which is then set in around the 
outline. The feathers are then modelled up to the setting-in line.

The partial relief carving

Modelling below the surface with a Gonzales hook The completed below-surface or intaglio carvingCarving up to the central raised part of the shaf t 
of the feather using a skew chisel, No.2 in the 
Shef field system or 1S in the continental form

This is a form of relief carving when only a part of the background is removed. 
First, the design is ‘set in’ but, unlike the last example where we now start the 
modelling, a portion of the background surrounding the motif is removed.

Starting to remove part of the surrounding background Getting into a tight corner with a small skew chisel made from an old needle file
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CARVER'S NOTE: The impression of a frame is enhanced by 
carving in lines to represent the mitred corners.

CARVER'S NOTE: The expression ‘shallow’ 
when applied to a gouge means that it has 
a very low-profile curve.

A variation on the semi relief
A double line border is drawn near the outer edge of the board. The 
inner can simply be delineated by chip carving while the other line is 
set in and carved down to produce what looks like a picture frame.

Carving down to the outer line

The semi relief-carved motif with the simulated picture frame border

Small tools made from dental probes. They are lef t, right and 
straight cutters

The motif in low relief
To complete the exercise in low relief the whole 
of the background is removed to a depth of 
3-5mm right up to the frame or outer edge of 
the board. This is done using a No. 3 or other 
shallow gauge and a variety of small tools to 
get into tight corners. I use a collection of tools 
which I have made from dental probes. The 
background can be lef t quite heavily tooled 
or taken down to a smoother finish using a 
shallower gauge, say a continental No.2 or 
an Ashley Isles No.1½ designed by Chris Pye.

The design as a pierced panel
If you are going to make a pierced panel 
it is important to make sure there are 
enough contact points between the motif 
and the frame to ensure the stability 
of the piece as a whole. Although the 
feathers appear not to be overpowered 
by the surroundings, they do in fact make 
contact at seven points with the frame.

Now we have several dif ferent styles of 

carving that we can use in the commemorative 
plaque it is time to consider the overall design. 
The first thing to do is list the things we want 
to show, in this case the feathers, daf fodils, 
dragons and an overall rugby theme. The 
way I go about this is to make simple line-
drawn cut outs of the various elements on 
paper or thin card, then I juggle them around 
until they start to form a pleasing design.

The pierced panel set out showing 
the seven contact points

The panel drilled for piercing with areas 
to be removed shaded in red

COMMEMORATIVE PANELS  TECHNICAL
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Cutting in with a hook knife – it is ideally suited to this task  RIGHT: The pierced panel

From the centreline

As you can see from the picture below everything works from 
the centreline. When I am happy with the design the connecting 
parts are made using the rugby ball-shaped arches.

You may have noticed that a small amount of chip carving and 
lettering has been started before the piercing and you might 
well ask why. It wasn't because I was still in celebratory mood but 
because I had previously marked out and pierced a panel which, 
when I began to carve just started to crumble, so I redrew it on 

another piece of wood and did some test cuts before piercing.
So once again, as with all my articles, I do not of fer this as a 

project but more as a way for you to develop your own ideas, 
although you are quite welcome to use all or part of this design.

I get requests for pieces like this to commemorate 
birthdays, weddings, anniversaries, new arrivals and other 
special occasions. They make very acceptable gif ts, are 
highly personal and become treasured heirlooms. 

The design is marked out on a piece of lime ready for piercing The second stage in the modelling

The completed piece finished in sof t wax and mounted on a sapele backgroundThe third stage in the modelling

The panel pierced and the levels carved down
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You can develop the concept of the panel in various ways, one such 
being to include a photograph. This can be quite easily achieved 
by opening an aperture and cutting a rebate on the back. 

The first stage is to mark out the aperture and pierce 
it out in the normal way. The more dif ficult stage is on 
the reverse side when we come to cut the rebate. Yes, we 
could do it with a router, but we don't all have one, so the 
photographs show you how they can be done by hand.

     You can get an idea of the ef fect of adding a photograph 
from the picture of an incomplete wedding plaque project dated 
June 2010. This may seem a little strange, but you will see that 
the wedding was to take place in Thailand and unfortunately it 
had to be postponed due to civil unrest at the time. The wedding 
did take place later that year and I had to carve a replacement 
plaque. Lesson – don't carve the date until the last minute.

You can use a piece of glass or you might find it easier to use a 
piece of clear Perspex sheet, which is easily cut with scissors. It really 
does personalise the piece and makes it a treasured keepsake.

Additional ideas for inclusion 
in a commemorative piece
Some years ago, I was commissioned to make a lovespoon for a 25th 
anniversary and the customer asked if I could include a piece of silver 
to represent the silver wedding anniversary. As a working jeweller 
and silversmith, I made a small silver box with an amethyst top which 
was embedded into the spoon. I have made many such pieces since, 
using silver boxes or polished agate slices to decorate the carving.

I realise you are unlikely to use silver objects but there are many 
other small items that could be used. I once set a spoon with a silver 
pocket watch that had belonged to the customer's grandfather.

I hope this article has given you some ideas for creating a 
commemorative plaque. You can use any style of carving and 
include all sorts of objects into your carving. Think outside the box – 
your only limitation is your imagination. 

Remember, don't carve when you are tired, always work in good 
light, strop regularly and practise, practise, practise. w

 Developing the idea of a commemorative panel

The pierced aperture with the rebate marked on the reverse 
side. Setting in with a knife

Marking the depth line with a marking gauge Carving down the rebate using a dog-leg chisel

The unfinished wedding plaque

Spoon made for HM the Queen's 
Diamond Jubilee, set with a silver crown

Tree of Life spoon set with a silver 
heart box (the spoon is unfinished)

COMMEMORATIVE PANELS  TECHNICAL
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T
his project is one that has been inspired by nature, as most of 
my pieces are. On our eight-acre property in northern NSW, 
Australia, we have predominately trees and some rainforest 

areas with large strangler fig trees. The strangler fig will attach 
itself to a host tree, then start wrapping multiple vines around 
the host, eventually killing it of f. In the process of the host dying, 
little windows are formed that let natural light shine through.

I have used this inspiration to make oval and leaf-shaped mirrors for 
a number of years, with the windows formed by carving suspended 
vines on the top and bottom sections. These vines can either sit on the 
mirror or be suspended above the mirror glass. With this bowl, my 
thoughts were that I could use the suspended vine idea on a hollow 
form, with a single vine running around the inner rim supported by 
smaller carved support branches. I have previously made two other 
window hollow forms that have both been sold to collectors in the US.

Most timbers would be suitable for this project, but denser, stronger 
species will enable you to carve the vines and supports much finer. 
I have chosen to use jarrah (Eucalyptus marginata), which is a rich red 
colour and very strong in small sections.  

Window on the world – 
suspended vine bowl

Neil Scobie shows us how to make a window bowl design derived from nature
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The size of the pieces is not really important. If you are like me, 
the size will be determined by the size of the timber blank you have.

A complete loop formed in a suspended lawyer vine, forming an inspirational 
shape. Note the way two vines have twisted themselves around each other →
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Things you will need
Turning tools:
•  12mm bowl gouge
•  Round skew chisel
•  Trimming tool 
•  Hollowing tools

Carving tools:
•  Jigsaw
•  Rotary tool
•  Burrs
•  Sof t sanding discs
•  V-tool for hand carving

Materials:
•  Jarrah (Eucalyptus marginata)

High
Points

Window
Window

Turned Hole
70mm Diam.

Dia. 210mm
(8¾in)

Cut away
area

WindowsWindow

Window

Carved
Vine

Lower
Level Outer Turned

Diameter

Carved Line

Temporary Spigot

Carved Line
Turned Line

20mm
(3/4in)

Wall Thickness
6mm (1/4in)

50mm (2in)

20mm (3/4in)

A leaf mirror 
with suspended 
vines was used 
as a prototype  
for this project.  
Both top and bottom 
vines are suspended 
up above the glass

1 Fix your blank to a screw chuck. Alternatively,   
the easiest way of holding a bowl blank is 
to drill a hole to suit your chuck jaws.

2 Using a bowl gouge, shape the outside of 
the bowl by cutting from the base towards 
the rim. Use the bottom half of the gouge 
with the flute also pointing towards the 
outside. The intersection between the 
top and bottom sections should be about 
three-quarters up from the base.

3 Use a round skew or parting tool to 
shape the spigot to suit the scroll chuck 
you will be using. Think about the shape 
of the bottom of the bowl once the spigot 
has been turned away, as it will become 
a round or rocking base. Make the spigot 
too short and the curve of the rocking base 
could be lost. Now indent the centre of the 
spigot so you can locate a revolving centre 
into it later when turning of f the spigot.

4 Use a trimming gouge to take a final shear 
cut, removing any torn grain that may have 
appeared during the shaping process. Sand the 
outer surface to about 180 grit at this stage.
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5 Start turning the rim of the bowl to  
match the drawing. The process is the same 
as you used for turning the bottom section. 
The middle hole should be less than one-
third of the outer rim – refer to the drawing 
for proportions. As this surface will all be 
carved, there is no need for any sanding.

6 Use the bowl gouge to hollow out most  
of the centre section, pointing the flute 
towards the middle and cutting with the 
bottom edge of the gouge. You should be 
able to cut out about 80% of the centre 
with this gouge. To cut under the rim, 
place the toolrest into the opening so 
you have better support for the gouge. 
You should still try to cut with the point 
and bottom edge of the gouge and avoid 
catching under the rim by holding the 
flute too upright. Cut in as deep as you 
can before swapping to a dif ferent tool.

7 There are many dif ferent hollowing tools 
with various types of cutting tip that you 
could use for this process. I chose a tool 
with a cup-type cutter presented at a shear-
cut angle to cut away the waste and refine 
the surface. The wall thickness should 
be around 5-6mm on the bottom section 
and about 7mm on the top under the rim. 
The thickness on the corner between the 
top and bottom sections should be about 
20mm to allow for shaping the outer rim.

8 To sand the inside, use a sof t sanding 
arbor on an electric drill, working 
through the grits up to 400. It is best to 
fully sand the inside at this stage as it is 
not easy af ter the carving is complete. 
Slow the speed of the lathe so you do 
not get any heat cracks forming.

9 Use a sof t lead pencil to sketch on the 
shape for carving, using an eraser to 
remove unwanted lines, and redraw until 
you are happy with the shape. Make sure 
you check the shape from all angles to 
make sure it looks in proportion before 
making any cuts. I have used a white 
crayon pencil so the lines photograph 
better. For carving, you will need to keep 
the chuck fastened on the lathe or, if you 
have one, use a dedicated carving jig.

10 Start the shaping by removing the 
section shown on right-hand side of the 
drawing. You can use any suitable power 
carving or hand carving tools. My tool 
of choice for fast waste removal is a mini 
carver. It is safe to use as long as the bowl 
is securely held in the chuck. 

TOP TIPS: 

1 Design – draw it, look at it and change  
if necessary. Maybe even look at it over 
a few days before you start carving. 
 
2 Keep the carved lines flowing in 
gentle curves. Do not be afraid to 
add your own shapes to the design.

109
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1413

1615

1817

11 To smooth out the bumps lef t by 
the mini carver, an angle grinder with a 
36-grit disc does a good job. It sounds 
really aggressive but, because of the high 
speed, it removes the high spots quickly. 
Smoother sanding can be carried out 
with a sof t sander as shown in step 8.

12  Another method of sanding the 
underside is to use a sof t sanding pad 
held securely in the chuck on the lathe. If 
you have a sof t interface pad between the 
sanding pad and the abrasive disc, it will 
hug the curves of the bowl much better.

13 To cut the inner shape out, a small 
keyhole saw will do the job okay but it 
is a little slow. You will need to watch 
that you do not hit the inside bottom of 
the bowl with the point of the saw.

14 Alternatively, you can use a jigsaw with 
a short blade. I actually cut the end of a 
blade just to make sure it would not hit 
the bottom on the down stroke. A narrow 
6mm blade will get around the curves 
much easier than a standard blade.

15 To clean up the sawn inner surface, use 
a small sanding disc on a rotary tool. At 
this stage all you need is a smooth curve 
all the way around the inner surface. 
Hand sanding with 120 grit on a curved 
sanding block will also work well.

16 To cut out the windows, drill holes in 
the corners of each window so you can get 
the jigsaw blade in place and cut between 
the holes. Where the windows are narrow, 
just drill a series of smaller holes and use 
a rotary tool to meet up the drill holes. 
It is really important not to over-cut the 
corners with the jigsaw – better to pull 
up a bit short than to have a cut that is 
too wide in the corners. When using the 
jigsaw, make sure you hold it at a slight 
angle pointing towards the centre.

17  To trim the jigsaw cuts, use a 
series of burrs held in a rotary tool. I 
find a flame-shaped burr really good 
for this process. Use small diameter 
burrs in the smaller windows.

18  For shaping the outside of where the 
windows meet the rim, a 50mm-diameter 
rotary disc is a good choice for shaping. I like 
to have the supports meeting the rim, a bit 
like a buttress root on a tree. The buttress 
section carries out to the outer side of the 
rim, so you will need to reduce the height of 
the rim between each buttress. The shapes 
of the buttress can be curved towards the 
outside, or even split in two if you like. Just 
remember, curved, flowing lines will match 
the design better than straight lines.
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19 Where the supports meet the centre 
vine, the intersection shape should also 
be a bit like where a branch meets the 
trunk of a tree, in a curved, hollow join. 
The flame-shaped burr is also great 
for this job. We are almost ready to 
start rounding the vine and supports 
so they look more like those in nature. 
You can use the burr on the underside 
of the vine as well as the top sections.

20 Where the vine is smallest meeting 
the rim, use a V hand carving tool to 
carve a V-shaped channel, wider next 
to the last window and getting smaller 
towards the narrowest part of the rim.

21 For sanding, there are many gadgets 
that you can use. I find a small, round 
sanding disc about 20mm in diameter 
powered by a small angle hand piece 
is best. Rather than use hook and loop 
material on small diameter discs I use 
thick, double-sided tape as it holds on 
much better. I would start with 120 grit 
abrasive and progress up to 400 grit. You 
can get into many of the corners with this 
sander, but not the smaller sections or on 
the underside of the supports and vine.

22 For those areas that the round sander 
cannot reach, use thin strips of cloth-backed 
abrasive. Start with 120 grit and work your 
way up. When you are happy with your 
shaping and sanding, use 600 grit or 0000 
steel wool for a final sand with the grain.

23 To set up for turning of f the chuck 
spigot, place a mandrel in the chuck and 
turn it to fit inside the centre section of the 
bowl. Turn a curved shape similar to the 
inside of the bowl and place a protective 
layer between the bowl and mandrel. 
Non-slip place mats are good for this job. 
Place the tailstock centre in the  V in the 
middle of the spigot that you turned at 
the start and tighten the tailstock so that 
the bowl is tightly held. Turn of f most of 
the spigot with either a spindle or small 
bowl gouge. Sand this area to blend in 
with the curve of the bowl bottom.

24 Use a small pull saw to remove the 
small spigot lef t behind. Undo the pressure 
on the tailstock spindle so that the saw 
will not jamb. A sof t sanding pad with 
fine abrasive can now be used to blend 
in the round bottom of the bowl. Hand 
sand with 600 grit to prepare the grain 
for oiling. Before applying a finish, take 
the piece out into the sunlight to check 
that you have got rid of all the scratches. 

25 Your finished bowl might look 
something like this. You can use artistic 
licence and change any of the shown shapes 
and sizes, remembering that in nature 
not all trees and shapes are the same. w
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From the community
Here is a personal selection of websites and letters that caught the Editor’s attention this month

I'm a newcomer to woodcarving and have 
achieved limited proficiency through a 
combination of YouTube videos, instinct and 
luck. However, although vastly impressed 
by the creations of master carvers, I have no 
ambition to achieve such skill even if I could.

Instead I've adopted a philosophy 
of SWARM, which stands for Stylistic, 
Whimsical, Abstract, Rustic and Minimalist. 

With this philosophy I never need to 
achieve detail or accuracy. I can skip the 
feathers on an owl or the scales on a snake. 
I also try to avoid symmetry because I've 
no wish to do the same thing twice.

I imagine a lot of would-be carvers are 
deterred from starting when they see a 
carving masterpiece and think: ‘I could 
never do that.’ Sight of some fun and simply 
whittling creations might alternatively 
tempt them to take the plunge. Basic 
DIY tools are all they would need. 

I've included some photos of some of 
my work. The Norse figure started as 
one end of a small beech rolling pin and 
the two spoons and bird started as equal 
slices of a retired beech breadboard. I 
have carved with basswood and similar, 
but hardwood is a bigger challenge with 

New to carving
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a more pleasing finish and I'm never in any 
hurry to finish a piece, although I do like the 
newly-found ef fectiveness of a coarse rasp.  

Regards, Peter Lambert
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If you have something you want your fellow carvers to know, send in your letters and stories to Mark Baker 
at Woodcarving, 86 High Street, Lewes, East Sussex, BN7 1XN or email markb@thegmcgroup.com

Turning & carving
Dear Mark,
I found your editorial in the July/August edition of Woodcarving magazine 
interesting, as I always enjoy combining turning and carving. Most of the 
carving I have seen seems to be in some sort of relief or piercing on the 
turned surface, so I thought you might find one of my projects entertaining 
as it involves carving in the round, and I think it is quite unusual.

It is inspired by a ‘magic jug’ which potters make in Peru, but I figured 
out how to make something along similar lines in wood as basically a turned item 
(in two parts). I carved the handle in the form of a sea lion instead of the more 
simple handle on the Peruvian version. It did need some careful thought and 
planning, and I appreciate that I have not managed to perfect the sea lion in 
terms of shape and proportion.

Basically this vessel fills from the bottom, retaining the liquid in the 
jug when it is turned the right way up. It is then emptied by pouring 
out of the spout (which is carved separately and glued on).

This makes quite a nice party piece and was admired by both my 
carving club (Cornwall Woodcarvers) and my woodturning club (Cornwall 
Association of Woodturners). I have made a few of them in dif ferent woods, 
one of which was just turned with no carving of the handle in situ.

Regards, Cedric Boyns

Amid much interesting discussion of there being 
too few clubs, I believe that there is a deeper 
problem connected to this, which is that there 
are fewer people willing and able to carry out 
the important functions in the running of clubs.

Even in situations where membership 
numbers are adequate, in any particular club 
there are fewer and fewer people available to 
do the organising and running, which involves 
so many vital tasks such as administration, 
finance and publicity, to name but a few. If 

Carving clubs
the club also wishes to exhibit carvings at 
shows, there are of ten few people willing to 
help with transport, storage and erection 
of display equipment as well as carvings.

The balance between numbers of 
members who attend clubs solely to carve 
or substantially for the social benefit on one 
side, and those who are necessary to actively 
participate more widely on the other side, has 
to be addressed. The decline in the number of 
‘active’ participants in club running is due to 

death, age, infirmity and no doubt other totally 
understandable factors, such as work and 
family commitments etc. The ‘baby boomers’ 
will be sorely missed when they are all gone.

We must find ways of engaging more, and 
of ten younger, members in the important 
tasks of accepting responsibility for the 
survival of clubs before it is too late.

The photograph (above lef t) is of 
my version of a tomb decoration.

Tony Wilson

Celtic jewel
I was prompted to send in the photo of 
my wooden jewellery carving af ter Dave 
Western's excellent article  Celtic jewel (WC170) 
where he comments that he's seen lots of 
knotwork jewellery but rarely seen any carved 
from wood. This has been a hobby of mine 
for many years and, now that I am retired, I 
can devote a bit more time to it. The subjects 
are many and varied, of ten suggested by the 
jewellery version but always modified to suit 
my own ideas and needs. This is purely a hobby 
pursuit and is most enjoyable and rewarding.

Eddie Arthur

FROM THE COMMUNITY  COMMUNITY
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Create a steam-bent 
carved floral display 
with Steve Bisco

Dave Western 
demonstrates how  
to carve a Celtic-style  
frog mask

Peter Benson shows 
how a study stick can 
help improve your 
carving techniques

Easy guide to carving 
a coat of arms, by 
Murray Taylor

Next issue...
On sale 26 December
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Mark Gough’s step-by-step guide 
to carving a pirate door knocker
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Our contributors

Murray Taylor was a 
jeweller and silversmith 
before retiring 15 years 
ago and devoting time to 
woodcarving. Murray has 
made three DVDs related to 
woodcarving, one of which 
is on chip carving, and he 
is involved in teaching and 
promoting chip carving. 
murraytaylor@hotmail.
co.uk

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.
davidwesternlovespoons.
com

Brian Crossman has been 
a keen woodworker and 
carver for the past 30 
years. In his transition to 
retirement, he hopes to 
hone his sculpting skills with 
power tools to explore the 
possibilities of carving red 
gum and dif ficult-to-carve 
Australian hardwoods. 
bmhcrossman@gmail.com.

Mike Wood has been carving 
all his life and professionally 
since 1986. Carving mostly 
birds, he is self taught and 
takes great inspiration from 
the American bird carvers. 
www.mikewoodbird.co.uk
mikewoodbird@
btinternet.com
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Nic Westermann is a 
blacksmith and specialises 
in tool-making. He is 
highly regarded in the 
green woodworking and 
carving communities. He 
researches, designs and 
manufactures jigs and other 
kit to help make sharpening 
things easier.
nic.westermann@
btconnect.com

Terry Nokes has been 
woodcarving for more 
than 20 years and is a past 
member of the Rocking Horse 
Guild. In 2013 he launched 
the Bedfordshire region of 
the British Woodcarvers 
Association. He currently 
manages woodcarving clubs 
and classes and demonstrates 
locally at shows.
nokes_terry@hotmail.com

Steve Bisco has been carving 
for 30 years, specialising in 
decorative carving in period 
styles, first in wood and 
recently in stone. His book, 
Stone Carving for the Home 
& Garden, is available from 
GMC Publications. 
steve@thebiscos.com

Peter Benson has travelled 
the world teaching and 
judging woodcarving at 
all standards for the past 
20 years. He has written 
two books on the subject.
bencarve@btinternet.com

Mark Gough is a self-taught 
woodworker, woodcarver 
and stickmaker who 
runs a small business 
making commissioned 
sticks and other design 
projects. Previous jobs 
include timber building, 
construction and signwriting 
& narrowboat art.
www.stickcraf t.info
mark@stickcraf t.info
Facebook woodstickcraf t

MEET THE AUTHORS  COMMUNITY

WOODCARVING 171   73



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 but are subject to change without notice. Photographs courtesy of the manufacturers/retailers, unless otherwise stated

Tormek diamond wheels & multi base
Mark Baker puts a couple of products from Tormek to the test

The diamond wheels are metal, 250mm in 
diameter and 50mm wide with diamond 
coating all around the periphery l and on the 
outside flat side of the wheel, giving you two 
surfaces to cut. The diamond wheels come 
in three grit grades: coarse grade which is 
equivalent to about 360 grit; fine grade, 
which is equivalent to about 600 grit; and 
extra-fine, which equates to about 1200 grit. 

Tormek comments that the wheels 
sharpen steel, ceramic and tungsten 
carbide. They never require dressing 
and retain their original diameter. 

MB-100 multi base

M
any of you will be familiar with 
Tormek's wet stone sharpening 
machines and the range of 

products it of fers to cater for the numerous 
needs of woodworkers. About a year 
back, Tormek launched the range of three 
diamond stones and a MB-100 multi 
base. I must admit I was intrigued.  

The Tormek wet sharpening system is 
well established in the woodworking field 
and of fers a huge range of jigs and helpful 
gadgets to enable woodworkers to pick and 
mix items to suit their sharpening needs. 
It has an array of stones to suit dif ferent 
needs too, so the addition of a diamond 
coated wheel piqued my interest further. 

Tormek diamond wheels

The MB-100 multi base is designed specifically 
for use with the diamond wheels. It mounts 

vertically or horizontally to allow you to 
sharpen, with the relevant tool-holding jigs 
on the periphery or side of the wheel. You can 
see in the main picture the jig being used to 
support a chisel – sharpening a carving chisel.

In use 
I had the extra-fine wheel, the 1200 grit 
one, for test and fitted it to the Tormek T8. 
Having read all the instructions, I noted 
Tormek comments that the wheels can be 
used wet or dry, but it says a finer grind 
is achieved when wet sharpening. 

During the test I sharpened hand chisels, 
plane blades, knives and carving chisels 
on the wheel as well as an assortment 
of turning tools. I thought that would be 
a good representation of what people 
would likely use such a wheel for.

I used various tools and sharpened on the 
periphery to create a hollow grind and used 
the multi base unit to sharpen on the side 
of the wheel when I required a flat bevel. 
Every time, the process for sharpening 
on the side or periphery was simple and 
produced an excellent result. Tormek is 
right in that a better grind/edge is produced 

when the wheel is used wet. The multi-base 
is easy to use and really does allow you to 
get the most out of the diamond wheel.

I must say that having the wheel maintain 
a constant diameter means setting up jigs 
is simple and there is no pfaf fing about 
with dressing the wheel etc. I know this is a 
boon if you like the traditional stones, but 
the diamond wheel to my mind is just so 
easy to use, but it does come at a cost. 

If you use the Tormek system a lot in your 
workshop, then I think the cost is insignificant 
when compared to the benefits of the 
diamond wheels. I would highly recommend 
you try them if you have the chance, and 
see for yourself what they can do. I do not 
think you will be disappointed. I loved using 
them. As for the multi base, if you buy the 
diamond wheel and want the full benefit then 
it is a must-have and will serve you well.

I think both items are great 
additions to the Tormek range.

Multi base £58.96
Diamond wheels from £206.50
Contact: Brimarc Tools & Machinery
Web: www.brimarc.com
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Arbortech power carving unit

BOOK OFFERS

This new Abortech power carving unit is a package of products 
designed to make power carving and shaping wood easier. The 
package comprises a variable-speed motor angle-grinder unit, 
a sanding pad, chip catcher, levelling guide, fan and chip tube.

Sanding pad: Designed for initial sanding stages, this high-
performance, slightly flexible sanding pad is capable of 
moulding to slight contours due to the flexible lip. Use 
the sanding pad in combination with the chip catcher 
and attach to a vacuum to control wood dust. 
Levelling guide: When used with the Turbo plane (not included), 
this attachment allows for an extremely flat-levelled surface. Use 
with the sanding pad (included) to achieve a very even, smooth finish. 
Chip catcher: Designed to collect dust and chips during free-form 
carving and sanding stages. 
Chip tube: Without a vacuum, the chip tube is an easy option 
to funnel wood chips into a bucket to reduce mess. 
Fan: Use the fan in conjunction with the chip tube and the 
Turbo plane (not included) to get rid of most of the wood 
chips and dust without a vacuum.

Price: £267.95 
Contact: BriMarc Tools & Machinery
Web: www.brimarc.com

Red Scorpion 
pyrography unit
The electronics in the Red Scorpion feature many levels of protection 
to provide consistent heat output throughout its full range, improving 
reliability even under heavy loading. The heat range of the unit allows 
the user to set a light heat setting for delicate, artistic work, increasing 
through to pyro-engraving and up to high heat output for branding 
and heavy-duty texturing. 

The Red Scorpion is supplied with a heavy-duty flexible cable, at the 
end of which is fitted a heavy-duty, fully-vented pen to prevent heat 
build-up and help it run cool even when used for prolonged periods.

Price: £230
Contact: John Woods
Web: www.woodart-products.co.uk

To order please call 01273 488005 and quote code the relevant order code.
 
UK p&p is £2.95 for the first item and £1.95 for each additional item. The closing date for this of fer is 24 January 2020.
UK only. Overseas customers please contact GMC Publications direct for postage details.

Woodland Whittling
RRP £9.99, but is available to readers for 
the special price of £6.99 plus p&p.
Quote code R5480.

Solid-Point Pyrography
RRP £9.99, but is available to readers for 
the special price of £6.99 plus p&p.
Quote code R5481.

Chip Carving
RRP £22.99, but is available to readers for 
the special price of £16.10 plus p&p.
Quote code R5482.

THE CARVER’S TOOLBAG  KIT & TOOLS
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 · · · PROJECTS · · · TECHNIQUES · · · INSPIRATION · · ·

QUICK FIND CODE: 29765

THE CRAFT OF VENEERING
Craig Thibodeau

ISBN: 9781631869006 
Taunton • Paperback • £25.99

AVAILABLE NOW

QUICK FIND CODE: 28403

WOODWORKING BASICS
Alan Goodsell & Randall Maxey

ISBN: 9781784944087 
GMC • Paperback with flaps • £14.99

AVAILABLE NOW

QUICK FIND CODE: 30192

CHIP CARVING
Tatiana Baldina

ISBN: 9781784945466 
GMC • Paperback • £14.99
AVAILABLE NOVEMBER 2019

QUICK FIND CODE: 29830

SOLID-POINT PYROGRAPHY
Lisa Shackleton

ISBN: 9781784945206 
GMC • Paperback • £9.99

AVAILABLE OCTOBER 2019

QUICK FIND CODE: 28811

ROUTING
Stuart Lawson

ISBN: 9781784944421 
GMC • Paperback • £16.99

AVAILABLE NOW

QUICK FIND CODE: 29764

THE WHY & HOW OF WOODWORKING
Michael Pekovich

ISBN: 9781631869273 
Taunton • Hardback • £24.99

AVAILABLE NOW

QUICK FIND CODE: 30320

POPULAR MECHANICS: 
THE ULTIMATE TOOL BOOK

The Editors of Popular Mechanics

ISBN: 9781618372925 
Hearst • Hardback • £16.99

AVAILABLE NOW

QUICK FIND CODE: 30268

WOODWORKING WITH POWER TOOLS
Editors of Fine Woodworking

ISBN: 9781641550109 
Taunton • Paperback • £22.99

AVAILABLE NOW

QUICK FIND CODE: 30318

WORKSHOPS
Editors of Fine Woodworking

ISBN: 9781641550635 
Taunton • Paperback • £22.99

AVAILABLE NOW

QUICK FIND CODE: 30319

FRAME CARPENTRY
Editors of Fine Homebuilding

ISBN: 9781641550611 
Taunton • Paperback • £22.99

AVAILABLE NOW

QUICK FIND CODE: 30753

THE LATHE BOOK (3 RD EDITION)
Ernie Conover

ISBN: 9781641550116 
Taunton • Paperback • £30.00

AVAILABLE JANUARY 2020

QUICK FIND CODE: 29825

BIRD HOUSE MAKE AND MAKEOVER
Alan Goodsell

ISBN: 9781784945190 
GMC • Paperback • £14.99

AVAILABLE NOW



TO ORDER, PLEASE CALL GMC PUBLICATIONS ON 01273 488005

QUICK FIND CODE: 25478

WHITTLING HANDBOOK
Peter Benson

ISBN: 9781784940751 
GMC • Paperback • £7.99

BESTSELLER

QUICK FIND CODE: 27111

WOODLAND WORKSHOP
Ben Law

ISBN: 9781784943431 
GMC • Hardback with jacket • £25.00

AVAILABLE NOW

QUICK FIND CODE: 28073

WOODLAND CRAFT
Ben Law, foreword by Hugh Fearnley-Whittingstall

ISBN: 9781784943967 
GMC • Paperback with flaps • £16.99

AVAILABLE NOW

QUICK FIND CODE: 29300

FOREST CRAFT
Richard Irvine

ISBN: 9781784945008 
GMC • Paperback with flaps • £16.99

AVAILABLE NOW

QUICK FIND CODE: 29442

WOODLAND WHITTLING
Peter Benson

ISBN: 9781784945091 
GMC • Hardback • £9.99
AVAILABLE SEPTEMBER 2019
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MICHAEL PAINTER - MASTER CARVER
over 35 years experience

WOODCARVING CLASSES/COURSES

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
Mob: 07854 349045

www.iscawoodcrafts.co.uk
iscawoodcrafts@yahoo.co.uk

Annual 2019 • ISSUE NO. 49 - £3.45 p&P Free

324 pages

Our range
includes Airfix, a

full range of
Crafts, Mould
Making and

Casting, a huge
range of Tools,
Boats and Ship
models, Hobby
books, Glues,
Building Plans
and a massive
range of Model

making supplies.

Hobby’s Knights Hill Square. London SE27 0HH.

Tel: 020 8761 4244 mail@hobby.uk.com

Visit: www.hobby.uk.com

THE MODELMAKER’S YEARBOOK

Alec Tiranti  64

Brimarc - Axminster  24

City & Guilds of London Art School  24

Classic Hand Tools  IBC

Craft Courses  18

CreativeWelshWoodturning              18 

DockYard Tools                           35

Flexcut Tool Company  9

G & S Specialist Timber  58

Henry Taylor Tools  35

John C. Campbell Folk School              64  

Advertisers Index

Kutzall  IFC
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Pfeil  58

Razertip Industries  OBC

Real Deals For You  2

Saburrtooth  64

Shesto  49

Stubai  12

The Stone Yard  79

The Toolpost  4

Wivamac  50

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

p
fe
ilFor your passion

Woodcarving tools
made in Switzerland
More than 600 high quality products
www.pfeiltools.com



TheStoneYard.co.uk is your premier 
source for stone working tools, as 
well as landscaping and building 
granite. All our tools are craftsman 
manufactured in Sweden to industrial 
standards to provide many years 
of use. Our nationwide UK delivery 
service means wherever you are 
we are able to provide you with first 
class service and great products. Our 
percussion wood chisels come from 
the legendary Italian manufacturer 
Renzo Milani.

The Woodpecker
The Woodpecker is the new mechanical hammer 

designed to meet the needs and requests of 
users and professionals alike. 

The Woodpecker is the ideal tool for the amateur 
sculptors and a reliable tool in the hands of 

professionals.

Woodpecker helps you to work and process  
marble, stone and wood for artworks of small  

and average dimensions.

The Woodpecker mechanical hammer features:
• minimum electric consumption,  

• minimum noise 
• minimum vibrations

Connection shank for tools from 7.5 mm.
Available with banking stand and support.

www.thestoneyard.co.uk

Long Barn, Sidbrook Orchards, Taunton TA2 8NH
Email: info@thestoneyard.co.uk
Web: www.thestoneyard.co.uk
Tel: 01823 476369

£774.90 

inc vat



The Lama Temple, Beijing
We focus in on a Tibetan temple, which houses the tallest standing Buddha carved from a single piece of wood

L
eaving the bustling Beijing 
Dongcheng district behind, a sense 
of calm comes over you on entering 

the temple. Regardless of any beliefs you 
may or may not have, there is something 
special here. The temple – which goes 
by many names, including the Yonghe 
Temple, Yonghegong (Palace of Eternal 
Harmony), also known as the Yonghe 
Lamasery, or popularly as the Lama 
Temple – is a temple and monastery of 
the Gelug school of Tibetan Buddhism. 

The many buildings feature 
carvings and artworks in both Han 
Chinese and Tibetan styles.

Covering an area of 66,000sq m (16.3 
square miles), the temple has a total of 
1,000 rooms, featuring five large halls 
and five courtyards with beautifully 
decorative archways, unturned eaves 
and carved details. It houses a treasury 
of Buddhist art, including sculptured 
images of gods, demons and Buddhas, 
as well as Tibetan-style murals.

The Pavilion of Ten Thousand Happinesses 
is the largest pavilion in the temple. In 
the centre is a huge standing statue of 
Maitreya, Buddha of the Future, carved 
out of a single trunk of white sandalwood 
tree. It is 26m (85ft) high, 18m (59ft) 
above the ground and 8m (26ft) under 
the ground, and 8m (26ft) in diameter. 

According to the Guinness Book of World 
Records the Maitreya is the tallest and 
biggest in the world today. Behind the Great 
Buddha there are 10000 small Buddhist 
statues on three storeys, hence the name 
Ten Thousand Happiness Pavilion. 

Presented by the seventh Dalai Lama to 
the Qianlong Emperor, it is recorded that 
the total time taken to transport this statue 
from Tibet to Beijing was three years.

If you are ever in Beijing, don’t miss 
this often overlooked attraction.
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The finest tools for your finest woodwork

Order online at www.classichandtools.com or visit us Mon-Fri 10am-4pm

Hill Farm Business Park, Witnesham, Suffolk, IP6 9EW  Tel 01473 784983

Approved stockists for:

·  Pfeil  ·  Auriou   ·  Gransfors Bruk  ·  Burnmaster

·  Mora Knives  ·  Saburr Tooth  ·  Mastercarver

·  Arbortech  ·  Flexcut  ·  King Arthur’s Tools



THE RESULT OF OVER 30 YEARS OF 
EXPERIENCE AND LISTENING TO 
CUSTOMER FEEDBACK

NOW AVAILABLE!

razertip.com/P80.htm

- UNIVERSAL POWER SUPPLY WORKS 
WORLDWIDE AND IS COMPLETELY 
UNAFFECTED BY VOLTAGE FLUCTUATIONS.

- BETTER-THAN-EVER TIP HEAT RECOVERY

- COMPATIBLE WITH EXISTING RAZERTIP® PENS 
AND ACCESSORIES

- CAN BE EASILY CONVERTED TO DOUBLE OR 
TRIPLE UNIT WITH AVAILABLE EXPANSION 
MODULES

PPowered to Fire Your Imagination

Fine Pyrographic Tools & Other Cool Stuff

We’ve always re-tipped Razertip® pens. 
We can also re-tip any other brand of hot-wire pen from 

$8.00 postpaid (within North America). 
Re-tips carry our  exclusive 6 month unconditional warranty 

- that’s better than most new pen warranties!
Call or email us for details.

Tips used with the BPH Pen! 
Check out our tip sets available that make the 

BPH Pen the most versatile pen you own! 

“Wood Duck Decoy“ 
by Cam Merkle
Oil on Tupelo

Photo ©2016 Cam Merkle

Our BPH vented pen
Our most versatile pen available!

Every Pyrographer should have one!

Our standard vented pen is the most 
comfortable, coolest pen ever made.

Razertip Industries Inc.
• PO Box 910, 301- 9th Street North, Martensville, SK Canada S0K 2T0
• Phone 306-931-0889  • Toll-free (Canada/U.S.A.) 1-877-729-3787
• Email: info@razertip.com    
• More information & free catalogue at razertip.com

(Shown actual size)

(Shown actual size)


