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Welcome

I
n the UK, the clocks have gone forward, the days are longer, the 
bluebells are in bloom, temperatures are rising, and your workshops 
are warmer. All good reasons to celebrate the changing of the 

seasons with some spring carvings such as Dave Western’s Celtic Sun 
and the bucolic river scene on Zoë Gertner’s relief carved bowl.

We talk to Alexander Grabovetskiy about his beautiful work and 
woodcarving school, and the BDWCA looks forward to woodcarving 
events and competitions resuming later in the year. Dennis Zongker 
shows how to create realistic hands as demonstrated in his latest 
stunning sculpture, A Self-Made Man Called Determination, and Steve 
Bisco carves decorative book ends, adorned by oak leaves and acorns.

John Samworth continues his relief carving series with a 
sailing lake scene, Cedric Boyns finishes his hare and tortoise 
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money box and Peter Benson knocks up an easy tabletop carving 
tray. Tatiana Baldini advances your chip carving skills, acquired 
in the last two issues, with an intricate asymmetrical design.  

Nic Westermann continues to tackle tricky sharpening issues 
in his new series, so don’t miss out on this opportunity for him 
to solve the problem tool of a lucky reader in each issue.

Also lucky, we announce the winner of last issue’s leather 
apron from BeaverCraf t Tools, and another prize draw 
opportunity to win one in From the Community.

As always, we love to see what you've been carving, so please 
email photos of your work to WCeditorial@thegmcgroup.com. 

Happy carving.  
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10  Carving realistic hands 
Dennis Zongker carves the hands for his 
sculpture, Determination

27  Relief carving landscapes 
John Samworth continues his series with an 
introduction to scenery

60  Learning from lockdown 
Peter Benson goes back to basics, carving in 
the home

68  Sharpening clinic – U-tool nightmare 
Nic Westermann tackles another of your 
tool sharpening problems

TECHNIQUES

PROJECTS 

4  Solid oak bookends 
Steve Bisco carves these useful additions 
to your shelves, combining gravitas with 
gravity

14  Kingfisher in willow leaves bowl 
Zoë Gertner carves a river scene on a bowl

21  Asymmetry 
Tatiana Baldini of fers a more technical 
design from her chip carving book

31  Celtic sun 
Dave Western carves this uplif ting celestial 
body

36  Hare and tortoise money box 
Continuing with the second part of his series, 
Cedric Boyns makes the hare to join the 
tortoise

46  The druid 
Jean-Jacques Frézouls sculpts a bas-relief 
Druid figure

52  Spoon carving part 1 – cleaving and axing 
out a blank 
Wooden spoon carving expert Lee Stof fer 
shows the first steps in making a cooking 
spoon from a sycamore log

64  Triskele mirror 
Glenda Bennett looks into the creation of a 
spiral hand mirror

72  Black swan walking stick 
Paul Purnell creates that rare and 
unexpected beauty that is the black swan
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A collection of letters and news from the 
woodcarving community

58  News & events 
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59  Next issue 
Can’t wait to see what’s in store for the next 
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peek at what to expect
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his work and his woodcarving school

79  Book reviews  
We review two new additions for your 
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We learn more about a masterpiece of 
Spanish architecture
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Solid oak bookends
Steve Bisco carves these useful additions to your shelves, combining gravitas with gravity

M
any of us love books, and many people have a few special 
ones we would like to display on a cabinet or mantlepiece 
between some fancy bookends that will set them of f. 

Things you have made yourself are always more special than bought 
goods, but there are also other reasons for making your own. Most 
things we buy these days are made of lightweight materials for easy 
handling and transport, and manufacturers seem to have forgotten 
something our Victorian ancestors knew very well – some things work 
better if they are heavy. Bookends are a good example – a bookend 
that weighs less than the books it is holding up will be a bit of a 
pushover. Fortunately, we woodcarvers have a remedy for this – solid 
oak. Our native Quercus robur is not only good looking and good to 
carve, but it is also a heavyweight champion in the gravity department. 

The bookends in this project are carved from two oak blocks 180mm 
long x 140mm high x 110mm deep. They are shaped as classical 
corbels but, as befits an oak carving, the decoration on the top 
and side panels is of oak leaves and acorns. Making the bookends 
combines the traditional skills of the woodworker with the more 
specific skills of the carver. The initial phase involves shaping the 
squared blocks into corbels (or consoles) using saws, chisels and 
moulding planes (see box). The base and the vertical ends must be 
flat and the angles square. Accuracy is important for a neat job. 
The sides are then carved with traditional classical volutes and the 
naturalistic oak leaf and acorn pattern is carved on the top and sides.

They are carved as a matching pair, as is usual with bookends, 
and the sides that face the front are a mirror image of each 
other. When you are carving a matching pair of anything it is 
best to carve them both together. When you shape a feature on 
one piece, repeat the same operation on the other piece before 
moving on. That way it is easier to get them both the same.
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CARVING SOLID OAK

There is one downside to carving solid blocks of oak. It is a hardwood 

and most of the carving must be done with a mallet, so it is important to 

practise a mallet technique that will not cause undue strain to your arm 

and wrist. If you are removing bulk, hold the mallet at the bottom of the 

handle and use the swing to do the work. For detail carving, hold the mallet 

nearer the head and tap the gouge along gently with short strokes.



→

Things you will need
Materials:
•   Oak, 2 pieces @ 180mm long x 

140mm high x 110mm deep
•   Wax polish (Antiquax Original)

Tools:
Gouges:
•   No.3 fishtail - 18mm, 10mm 
•   No.5 - 7mm, 5mm, 13mm curved
•   No.6 - 25mm
•   No.7, 10mm
•   No.8 - 8mm
•   No.9 - 20mm, 3mm 
•   Skewed spoon - 10mm L&R 
•   V-tool - 6mm straight, 

2mm straight
Chisels:
•   Flat - 20mm, 6.5mm, 3mm, 2mm
•   Bent – 10mm, 5mm 
•   Skew chisel - 10mm
Other:
•   Bandsaw or handsaws
•   Moulding planes and 

rebate plane
•   Cabinet scrapers

SOLID OAK BOOKENDS  PROJECT
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MOULDING PLANES
Traditional wooden moulding planes are a useful addition to your toolkit to help you 

tackle borders, frames and linenfold panels. Try to build up a set of a few concave 

and convex profiles. They are a pleasure to use (when sharpened) even though the 

adjustment (tapping the blade with a hammer) can be a bit tricky. You can buy second-

hand ones quite cheaply at antique centres, but you can also get new and old ones online. 
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WORK HOLDING

The best way to secure these pieces for 
carving is with a bench vice. Use packing 
pieces of wood to raise the work to the 
upper part of the vice (see photo 5) and 
protect the edges with plywood or MDF. 
You can easily turn the work around in 
the vice to get the best cutting direction.

PREPARATIONS
1 Get two pieces of oak 180mm long x 
140mm high x 110mm front to back. All the 
surfaces must be planed and all the edges 
straight with 90° angles. Make a full-size 
copy of the drawing to fit the blocks, and 
get some carbon paper for tracing.  

2 Carefully trace on and mark out the 
coves and volutes on the side pattern. 
Mark in red the cutting lines for forming 
the profile. Make sure the vertical and 
horizontal lines are square to the block.

SHAPING THE BLOCKS 
3 Use a bandsaw, or whatever saws you have, 
to remove the surplus ‘wedge’ of wood, and 
then cut in the outline shape of the side profile.

4 The concave coves at the top and end 
of the block have a profile of a quarter of 
a 25mm circle, so use a moulding plane 
that fits to plane them out. Alternatively, a 
circular rasp can help with the shaping and 
a No.9, 20mm gouge will bring the cove to 
a smooth finish. Always work inwards from 
each side so you don’t break out the ends.

5 Work the rest of the profile down to the 
line using a rebate plane, moulding planes, 
and a 20mm flat chisel if necessary. Use a 
shallow concave moulding plane to shape 
the convex scroll at the end. Check that the 
profiles are an exact match on both bookends.

6 Trace the long oak leaf pattern from the 
drawing on to the blocks. The leaf pattern 
is not totally symmetrical, so flip it over on 
opposite blocks to get a mirror image. Cut round 
the edges of the oak leaves and remove the 
surplus wood down to the level of the volute. 
Complete the cylindrical shape of the lower 
volutes when the surplus wood is removed.

7 Measure and draw on the lines for the sides 
of the volutes, 13mm in from the outer edges, 
then cut out the surplus wood to create a 
flat surface on each side of the block down 
to the inner level of the coves. It is important 
that this area is exactly 13mm deep. It is best 
to remove the bulk of the wood by carving 
across the grain with a deep gouge as carving 
along the grain may result in long splinters 
running down into the required surface.

8 Now use a No.9, 20mm gouge to carefully 
create smooth coves along the base and 
vertical end. Be careful not to break out the 
short grain at the top edge, and watch for 
grain direction on the long-grain edge.  
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9 You can use a swan-neck cabinet scraper to 
bring the coves to a smooth, even, and glossy 
finish, and also a flat scraper to remove all 
the tracing lines from the flat surfaces. Drag 
the scraper along towards you in a near-
vertical position to produce fine shavings. 

CARVING THE DECORATION
10 Trace the side patterns for the volute 
and oak leaves on to the sides of the block, 
making sure they line up exactly. Also draw 
a line for the inner edges of the volutes on 
the top face, 13mm in from the edge.

11 Cut out the background of the side panels 
between the volutes and the oak leaves to 
a depth of 5mm. Bent chisels are handy for 
carving a flat background surface in the small 
gaps. Create a sharp, straight edge to the coves.

12 Carve the side oak leaves in low relief. 
One leaf overlaps the other. Carve all the 
leaf lobes with shallow concaves, then 
put in the vein lines with a 2mm V-tool.

13 Also use the 2mm V-tool to carve the 
swirl lines on the sides of the volutes. Take 
care to make the curves smooth and even. 

14 Moving to the top face, carve the front 
of the ‘bobbin’ on the end of the volutes. 
This is quite dif ficult as it consists of a 
double ovolo shape around a ‘reel’, mostly 
carved in end grain. Access along the grain 
is restricted, so most of it has to be carved 
across the grain with sideways slicing cuts 
from a No.3, 18mm fishtail and 10mm L&R 
skewed spoon gouges. Getting a smooth, 
even finish of f the tools in these conditions 
is dif ficult, so you can use abrasives and the 
swan-neck scraper to refine the finish.

15 Now carve out the background between 
the oak leaves and the sides of the volute 
on the top face. This only needs to be to 
a depth of 3mm as the pattern is already 
raised above the surface. Access is not 
always easy and some parts will need 
refining once the leaves have been carved.

16 The oak leaves on the upper face are more 
three-dimensional than the ones on the side, 
so they need roughing out first. There are 
four leaves which overlap from top to bottom 
and from side to side (facing to opposite 
sides on each block). Mark the overlaps with 
a V-tool and then slope the ends of the leaves 
down and outwards so they are nearer to 
the background at their outer edges.

1211

1413

1615

TOP TIP 1

Thick pieces of oak of ten develop splits, or 
shakes, when drying out. You can fill these 
cracks with solid beeswax, which you can 
buy in small blocks. Scrape some beeswax 
of f the block with a knife, press it into 
the crack, then scrape the surface clean. 
Because the wax is the same colour as the 
wood the crack will virtually disappear. 

→

SOLID OAK BOOKENDS  PROJECT
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17 Carve the detail on the individual 
leaves, as on the side leaves, but 
using the greater thickness to create 
more visual depth to the carving.

18 Now carve the two acorns that emerge from 
the leaves on narrow stalks and lay over the 
‘bobbin’. Excavate around and behind them, 
and make their surfaces as round and smooth 
as you can. Create cross-hatching on their cups 
by making diagonal cuts with a 2mm V-tool.

FINISHING 
19 Texture the background around the oak 
leaves on the top and sides by cross-hatching 
with the 2mm V-tool. Make the cuts diagonal 
to the grain direction and try to space them 
evenly. Where a space is too small for the 
V-tool, cut in vertically with the end of a small 
chisel. This will create a contrast between the 
smooth leaves and the textured background.

20 Check the carving over and clean up all 
surfaces to a good tooled finish. Use scrapers 
to smooth the flat surfaces and coves. Polish 
the carving with a good quality wax polish 
(I use Antiquax Original), using a cloth on 
the smooth surfaces and a stif f brush on the 
carved and textured details. Give it at least two 
coats, and let the wax be absorbed into the 
wood before polishing it up to a sof t sheen.

21 Photo 21 shows the finished carvings 
from all angles. Refer to this when carving.

22 Your best books will be supported with 
dignity by the solid oak bookends. w

TOP TIP 2

Cross-hatching – carving a diagonal 
chequered pattern into a background – is 
a good way to make a smooth, low-relief 
feature, such as the oak leaves, stand out 
more from the background around it. The 
shadows created by the hatching lines 
tend to make the background surface 
look darker than the smooth surface of 
the main feature. You can also create 
texture with punch holes made by a nail 
head or punches with special patterns.

DID YOU KNOW?

Books have been around for several 
thousand years, and the reason we know 
so much about the Ancient Romans and 
Greeks is that many of their books still 
survive. We can still read Julius Caesar’s 
own detailed account of his invasion of 
Britain in 55BC from his book De Bello Gallico, 
and it is as fresh now as it was then. It is 
highly unlikely that emails, e-books, and 
other electronic media will be readable 
into the future as digital technology 
changes every few years, so much of the 
history of our times will be lost to future 
civilisations. Also, a Kindle doesn’t look very 
impressive in a pair of carved bookends, 
so cherish and preserve your books. w
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Getting the small details right can make a big difference 
in the quality of your woodcarving. Flexcut now offers 
32 high-performance micro tools including:

• Chisels

• Skews

• Sweeps

• Shallow and Deep U-Gouges

• 45°, 60° and 90° Parting Tools

All available in profiles ranging from 1.5mm to 6mm.

Perfect for :
• Carving challenging details such as mouths and   
  eyes, or adding texture such as hair, fur and feathers

• Miniature and fine detail work
• Cleaning up ridges created by gouge cuts

• Cleaning up tight corners

• Accessing tight spaces

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

Get The 
Small Details 
Right With 

Flexcut 

Micro Tools



Carving realistic hands
Dennis Zongker carves the hands 
for his sculpture, Determination

F
or a long time, I have been wanting 
to design and carve a man carving 
himself out of a tree. I started my 

design by making a full-scale model out 
of oil-based clay. I decided to make the 
statue at half scale of my own body size 
at 38in tall and the bottom tree trunk 
and stone base at 22in square at glue up. 

The concept of a man carving 
himself out of a tree is very interesting 
to me and goes hand in hand with 
woodcarving. I call him A Self-Made 
Man called Determination.

The great thing about designing in 
oil-based clay is that you can’t make a 
mistake because you can always add or 
subtract the clay as needed to get your 
final design.

In this article I will be starting at 
the last steps of the statue with the 
forearms and hands. I cut of f the 
excess wood at the elbow joint. The 
extension blocks of wood will be the 
forearm and hands. The reason I add 
the blocks of wood versus having an 
extra-large glue up for the entire statue 
is that it's much easier to carve the 
hands being able to rotate to carve in 
all the details on the bottom and inside 
details of the hands. I will then add 
them on to the statue with glue 
and screws. 
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1 To begin, I use a pencil to draw the 
angled line from the elbow to the upper 
inside joint of the arm. Then, with a 
handsaw, I cut all the way through to get 
an even, flat joint to where the arm and 
hand can be attached.  

Blocking out
2 With both blocks of wood, I use a 
handsaw to cut the angles needed  
where the arms would be at the  
correct position for a man to be carving 
himself out of a tree. 

Next, I drill holes though the blocks of 
wood into the upper arms. I also drill holes 
for wood plugs to hide the screw heads. 
At this point I screw on the blocks of wood 
to the upper arms, just as a dry fit so I can 
remove as needed. 

3 With a pencil I draw on the forearms 
and hands. I wanted the right hand to be 
holding a mallet and the lef t hand holding 
the chisel. As I am drawing, I use my own 
arms and hands as a model for shape and 
position. Since the statue is at half scale, 
I measure myself then divide it by two. 
This really helps me to draw in the correct 
dimensions. I draw the arms and hands on 
all four sides of the blocks. 

4 To save some time carving I first  
bandsaw of f some excess wood by  
cutting approximately 1/8in away from  
the pencil lines of f both sides on one  
face of the blocks. 

5 Then, using the cut-of f pieces, I tape 
them back into their placement. I then cut 
of f the excess wood on both sides on the 
bandsaw, ensuring accuracy. 

6 Af ter I am done bandsawing of f the 
waste wood, I screw the arms back on to 
the statue to check the proportions and to 
make sure I am ready to start drawing. 

7 Before I start carving, I redraw the hands 
on to both blocks. Both hands will be 
holding a handle for a mallet and chisel.  
Gripping a handle, the thumb will need to 
rest on top of the  index finger. I draw this 
position on all sides, again using my own 
hands as a model. With a No.5/12 carving 
gouge I start by carving where the fingers 
will be lower than the thumb. 

Separating fingers
8 Next, I rotate the arm in my bench  
vice and clamp it tight. Using a No.16/3 
V-tool I carve in the finger widths, then 
shape the fingers and knuckles with 
No.3/10 and No.5/10 gouges. Each finger 
is a dif ferent size from length to width. 
For example, the middle finger is longer 
than the index finger and the pinky is 
the smallest. Your fingers are mostly 
straight then rounder at each joint. It 
is best to establish these landmarks at 
the beginning. The closer you get to the 
finished hand size the more realistic the 
hand should appear. 
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9 I repeat the No.16/3 V-tool and No.3/10 
and No.5/10 gouges and slowly shape 
each finger and knuckle.  Also, with a 
No.3/12 I carve the arch into the top 
of the thumb and undercut the lower 
radius of the thumb. 

10 To get some separation between the 
index finger and thumb I use a No.2/5 
to undercut the underside for a realistic 
placement for gripping a handle. 

11 As I carve the hands, I never 
complete one area to its final details. 
It is best to balance the entire hand by 
carving of f smaller amounts until you 
get the finished size before you start to 
carve in the final details. 

On the back side of the hand, I stab 
cut and carve of f the dif ferent lengths 
of the fingers with a No.3/8 and No.5/8 
gouge down to the centre of the hand. 
Then, with a No.3/12 and No.5/12 gouge 
I carve in the palms of the hand. At this 
time, I also carve the wrist to size, which 
will be thinner than the palm. 

12 On the bottom of the hand, I draw 
in the pinky finger and the tips of the 
remaining fingers, also on the wrist 
where the main bone is located, which 
is an important landmark of the wrist. 
To start carving in the fingers I use a 
No.3/10, No.5/10 and No.5/8 to carve out 
the centre of the hand and fingertips. 
At this point I only carve a few fingers 
deep, allowing for the size of the handle 
diameter. 

13 At this point I keep rotating the arm 
and hand in my bench vice and I slowly 
keep carving the fingers and knuckles 
of the hand using No.3/10, No.5/10, 
No.5/8 and No.2/5 carving gouges. 

Creating fists for the 
chisel and mallet
14 One of the main goals is to carve 
completely though the hand. At first, 
I carve about ¾in into the top of the 
hand using aNo.5/8, 3/8 and No.2/5 
gouges. Then, with a 3/8in diameter 
drill bit, I drill completely though the 
hand. This really helps me carve the 
remaining waste wood around the 
inside of the hand. I leave a grip size 
hole of 5/8in diameter.  

15 I stab cut with No.5/8 and No.5/10 
gouges, with the face side of the gouges 
facing the finger profile, then remove 
the waste wood. Note: It is much easier 
with the drilled hole in the centre.

16 I flip the hand over and clamp it in 
my bench vice to secure it while carving. 
By repeating the same steps as in 15, I 
remove all the waste wood until I get a 
clean diameter hole all the way though 
the hand. 
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17 Af ter I have the whole hand carved 
to its finished size, I draw in the 
fingernails with a pencil. To carve the 
fingernails I use a No.2/5 and No.4/2 
carving gouge and start by lightly 
stab cutting on to the pencil lines then 
removing the fingernail wood with the 
No.2/5 carving gouge upside down. 
Then I relief cut up to the stab cuts at 
the pencil lines. 

18 Af ter I am done with the 
fingernails I move to the thumbnail. 
The thumbnail is slightly larger than 
fingernails, but I still use the same 
carving gouges. 

19 On the front of the thumbnail with 
a No.2/5 gouge I carve the thumb in 
front of the nail lower. Then I carve into 
the fingernail up to the stab cuts with 
a No.2/5 gouge while maintaining the 
radius of the nail. 

20 On the last steps I dry-fit and screw 
the arms together. At this point I carve 
the elbow and muscles to match up to 
the upper section of the arm. To carve 
in the veins on the hands and arms 
I simply copy the veins on my hands 
and draw them in where they will go 
on to the wood. Then, with a No.5/5 
gouge I carve slightly on to both sides 
of the veins by leaving a small hump 
remaining at the pencil lines. To make 
the veins look realistic I use sandpaper 
to blend the high and low areas 
together. 

I make my own mallet and carving 
gouge by turning them on the lathe. I 
then carve out the centre of the gouge. 
Both the mallet and the gouge I cut in 
half then use a two-sided screw to join 
them together. This way I can join them 
together in the hands to where you 
can't remove them unless you unscrew 
the mallet or gouge. 

I detail sand with 150 grit sandpaper 
the hands and arms. I glue and 

screw the arms together 
and plug the screw 

holes, then cut of f 
the remainder of 
the plug and sand 
it smooth. Finally 
I sand the entire 
statue then I apply 
my coats of finish 
and colour. w

2019

The finished piece – Determination 
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Kingfisher in 
willow leaves bowl

Zoë Gertner carves a river scene on a bowl

S
ome time ago I acquired some lovely 
chunky wooden bowls, now somewhat 
distorted in shape by time, which were 

turned some years ago by an old friend who 
worked for the local River Board and who had 
been a keen fisherman and outdoors person. 
Sadly, he has passed away now. Knowing he 
had been familiar with the wildlife both in the 
water and along the riverbanks, I carved this 
bowl that he had turned many years ago in 
his memory for his family. If you look closely 
at the finished bowl you may be able to see 
the date he made it pencilled on the rim.
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Tools used
•  Mallet
•  No.39, 1/4in V-tool
•  No.39, 1/8in V-tool
•  No.5, 1/2in gouge
•  No.3, 1/2in gouge
•   No.3, 3/8 gouge
• No.3,   1/4in gouge
•   No.11, 1/8in gouge
•   1/4in skew (No.2) chisel
•   Curved metal scraper
•   Light hammer and round punch 

Preparation 
The apple wood bowl is approximately 
15in diameter with a 2in rim and is slightly 
distorted in shape due to its age, which  
adds to its interest. The accumulated  
dust and dirt were removed with a sof t  
brush and a damp cloth. Although it 
could have been held securely in my vice, 
to avoid damaging its rim I rested it on 
a non-slip mat and nestled it within four 
sandbags, the advantage being that I could 
turn it quickly and easily when needing 
to change the direction of my cuts. 
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Starting the carving 
1 With the grain lying horizontally, 
I used chalk to draw an approximate 
outline of the bird so that it lies 
partly over the edge of the rim 
and partly within the bowl. 

2 Within this area, remove the edge of 
the rim by cutting towards the centre 
of the bowl with a No.5, 1/2in gouge 
until there is a gentle slope downwards 
with no trace of the original sharp 
rim edge. Then smooth this surface 
using the No. 3, 1/2in gouge ready to 
draw the outline of the kingfisher 
and the willow leaves around him. 

3 Trace or draw the outline and transfer 
the drawing of the bird, leaves and the 
branch on to the smoothed area using 
transfer paper. Place your tracing or 
drawing so that the wing and edge 
of the tail lie vertically in line with 
the highest part of the smoothed 
area, formerly the edge of the rim. 
This will then correspond with the 
highest part of the bird when you are 
carving him and you will be able to 
shape him rounded more easily. 

4 Using a mallet and No.39, 1/4in V 
tool, cut the outline of the bird, the 
overlapping leaves and the branch, 
taking care to cut in the correct 
directions so that there is a clean edge 
along the drawn lines. Along the head 
and beak lying below the edge you 
will need to cut towards the centre 
of the bowl and away from the rim. 

5 Using opposing cuts to relieve them, 
and starting with the leaves that overlie 
the bird, place the cutting edge of the 
No.3, 1/4in gouge against the side of the 
V channels, marking them. Make an 
initial series of cuts downwards and 
around the leaves, making sure you 
angle these cuts away from the leaves 
themselves, at the same time turning 
the gouge so it matches the shape of 
the leaves as you work around them. 

6 The second set of opposing cuts 
is now made towards the initial 
ones you cut previously around the 
leaves. Using the gouge held with its 
bevel underneath its cutting edge to 
obtain clean cuts, carefully remove 
the underlying areas between the 
leaves. Start these cuts near to the 
leaf edge, gradually extending and 
overlapping them to produce a lower 
and shiny surface between the leaves. 

7 Where one leaf overlaps another, 
reduce the adjoining surface of the 
underlying leaf. Similarly, reduce 
the back and tail of the bird so it is 
beneath the leaves around him. 

KINGFISHER IN WILLOW LEAVES BOWL  PROJECT
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Carving the kingfisher 
and branch 
8 The branch, breast, beak and head of 
the kingfisher are relieved next. Where 
these are positioned down from the 
edge the surface of the bowl will be end 
grain and the 'opposing cuts' technique 
cannot be used. Instead, use the No.3 
or 5, 1/4in gouge with its corner tilted 
against the outer side of the V-tooled 
channel and gently scoop the adjacent 
surface of the bowl upwards, cleanly 
removing it, and working with the grain 
to produce shiny tool cuts. If you need 
to deepen the adjacent surfaces of the 
bowl more, re-cut around the bird with 
the 1/8in V-tool by aligning its blade 
alongside the bird. This will deepen 
the channel and you can then re-use 
the No.3 or 5, 1/4in gouge as described 
above. Then using the 1/8in V-tool mark 
the foot resting on the branch and 
remove the adjacent surfaces of the 
branch with the No.3, 1/4in gouge so 
the foot now rests upon the branch. 

9 Using the No.3, 3/8in gouge held 
inverted, cut along both sides of the 
branch and, with a slight twisting 
forward movement of the tool, round 
over the edges of the branch along its 
length. Keeping it rounded, reduce 
the surface adjacent to the bird so that 
the body is above the branch. Then 
reduce the foot so it is below the body. 

10 Round over the head and neck up 
to the edge of the wing, reducing them 
so they are lower than the shoulder. 
Then reduce the back of the bird so it 
is beneath the leaf lying over it, and 
round over the edges of the tail. 

11 Still working towards the centre 
of the bowl, chamfer the beak using 
the No.3, 1/4in gouge. Mark the line 
between upper and lower mandibles 
and the eye with the 1/8in V-tool.  

12 With the No.3, 1/4in or 1/8in gouge 
inverted to match the shape of the 
eye, make outward cuts around it. 
Then remove the adjacent surface 
of the head so that it stands proud. 
If the eye is positioned on end grain, 
tilt the corner of the gouge and 
cut with the grain, carefully paring 
towards the interior of the bowl 
as described before until the eye 
becomes fully rounded, otherwise 
use the 'opposing cuts' method. 
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Finishing the kingfisher 
13 Round over the top of the wing and 
its edge if you have not yet done so,then, 
using the 1/8in V-tool or No.11, 1/8in gouge 
by hand, using a light flicking action 
cut short nicks to show the markings 
around the eye and across to the edge 
of the leaf that is lying over the bird. 

14 In the same way, cut the markings 
around the top of the wing.

Finishing the willow 
leaves and the branch 
15 Draw the main veins on the leaves then, 
using the 1/8in V-tool,cut them so they curve 
gently along the lengths of each leaf. Start 
the cut from the stalk end and gradually 
decrease its depth as you approach the tip 
of the leaf so that the vein tapers and ends 
there. Then using the  No.11, 1/8in gouge, cut 
a series of close curving grooves of dif ferent 
lengths along the branch to show the bark. 

Underwater scene 
16 The kingfisher is watching some fish 
in the water below his perch, one of the 
fish is leaping to catch a mayfly and there 
are stones and weed in the pond. Starting 
with the stones at the bottom of the pond, 
draw and cut around them using the 1/4in 
V-tool, then relieve them using No.3 gouges 
with opposing cuts as described before, 
remembering to work towards the centre of 
the bowl and with the grain. It is helpful to 
draw a chalk centreline at the middle of the 
interior to remind you of the direction the 
grain lies at the sides of the bowl. Periodically 
round over each stone, taking care to cut 
in the correct direction for each, which will 
dif fer according to its placement. Keep 
deepening the triangular spaces between 
them until each stone is fully rounded and 
the original turned surface is removed. You 
may find the point of the 1/4in (No.2) helpful 
to access the angles when deepening the 
triangular spaces between the stones. 

17 When the stones are rounded merge 
the surface adjacent to them into the 
surface of the bowl using a selection of No.3 
gouges, ready to start carving the fish. 

Starting the Fish 
18 Cut round the outlines of the 
fish using the 1/4in V-tool. 

19 Using a selection of widths of No.3 
gouges that correspond with the shape, 
make the initial set of cuts around 
the outline as described before.

20 With the tool bevel down, make a 
second set of cuts towards those initial ones 
around the outline and deepen and widen 
the original V-tooled channel, then remove 
the adjacent background. Depending upon 
the placement of the fish, as described 
previously, you may need to use the corner 
of the gouge to remove the outer edge of 
the V-tooled channel and repeat cutting 
with the V-tool to make them stand proud. 

KINGFISHER IN WILLOW LEAVES BOWL  PROJECT
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21 Round over the edges of the fish and reduce 
the pectoral fins and tail below the body. Reduce 
the mandibles – the lower a little more than the 
upper – cut in the gill, then with the 1/8in V-tool 
mark the eye. Relieve it with opposing cuts using 
the No.3, 1/4in or 1/8in gouge and shape it to a 
convex round with the 1/4in no 3 gouge inverted. 

22 Mark the striations on the fins and tail using 
the 1/8in V-tool. Around the head and tail of the 
uppermost fish I used the No.11, 1/8in gouge and 
cut concentric curves to show it leaping from the 
water.

Fish scales 
23 Over the bodies of the fish draw curving 
guidelines. Starting below the gill, with the No.11, 
1/8in gouge, impress the first row of scales. Repeat 
the process for the second row, this time placing 
the gouge beneath and between the two scales 
above it as you make the impressions. As you 
work along the body towards the tail, gradually 
make the scales smaller – this is done by dropping 
the gouge handle downwards which will reduce 
the width of the curvature of the gouge. 

Waterline 
24 Mark the waterline running across the bowl 
using the No.11, 1/8in gouge, positioning it so the 
leaping fish is partly in the air above it. Make 
the first cut from one side towards the middle 
of the bowl, then repeat from the opposite 
side so they meet each other at the centre. 
Carefully paring with the No.3, 1/4in gouge, 
remove the upper edge of the groove, starting 
your cuts from the middle and working back 
up to the rim each side. Below the waterline, 
use the No.3, 1/2in or 3/8in gouge to remove any 
remaining original turned surface. The tool 
marks from the gouge represent the water. 

Mayf lies 
25 Draw the mayflies above the water and 
incise each using the 1/4in or 1/8in V-tool. 

26 Using the appropriate width No. 3 gouge, 
carefully pare the surface of the bowl from 
above the groove marking the waterline up to 
the rim, again working from each side towards 
the middle of the bowl, and smooth the surface 
above the waterline using the scraper. The 
surface below the waterline should already be 
patterned by the shallow tool marks and now 
contrasts with the smooth surface above it. 
Following the lines of the pattern of the grain 
at the lef t-hand side of the bowl, the clump of 
reeds growing from the stones upwards to above 
the waterline was incised using the 1/4in V-tool. 

Finishing the fish 
27 With a light hammer, a circular punch was 
used within the convex centres of the eyes 
and the point of the No.2 skew chisel used to 
tidy between the scales to complete the fish. 

Finishing the bowl 
Check all meeting edges are cleanly cut and 
remove any deep cuts or digs by careful paring. 
Ensure the tool marks remaining beneath the 
waterline are clean and shiny, and the surface 
of the bowl above the waterline is smooth. A 
light satin cellulose spray was used to finish it. w
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Asymmetry
Tatiana Baldini chip carves 
a more technical design 
from her book

T
his pattern is more complicated 
than the ones in the previous 
issues. In this, it is necessary 

to carve the chips sequentially 
because, for the most part, they 
are connected to each other. 

Tools and materials
•  Basswood board (at least 100-

120mm square and 15mm thick)
•  0.5mm mechanical pencil 

with H or HB lead
•  Ruler
•  Compass
•  Skew knife
•  Sandpaper or leather 

strips for sharpening
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Drawing process
First draw a square with the sides 6cm 
long. Then draw two perpendicular 
lines that intersect at the centre and 
two diagonal lines that connect the 
opposite corners of the square [1].

Next, prepare a circle for the central and 
main pattern. Using a compass, draw a circle 
with a 3cm radius inside the square. Next, 
fill the sections of the circle with patterns. 
First, draw four-sided chips of dif ferent 
thicknesses along the inner perimeter of the 
circle. Mark a dot 2.2cm from the centre [2].
Using a compass, draw the curved lines of this 
radius in every other section, starting with the 
one to the lef t of the vertical perpendicular 
line [3]. In the remaining sections, mark a dot 
2.6cm from the centre of the pattern [4] and 
draw curved lines using a compass [5, 6].

Next, draw the central sharp semi-ovals of 
dif ferent lengths. Mark the first dot for the 
shorter oval 1.6cm from the centre on the 
vertical and horizontal perpendicular lines [7]. 
Put the compass on a dot and draw a curved 
line starting from the centre of the pattern 
(clockwise from where the compass is
placed) to the point where the diagonal line 
of the main pattern goes [8]. Repeat these 
steps on the remaining three dots [9].

Now mark a dot 1.9cm from the 
centre also on the horizontal and 
vertical perpendicular lines [10].
Placing the compass on a dot, draw a curved 
line to the right (anticlockwise from where 
the compass is placed) to the point where the 
diagonal line of the main pattern goes [11].
Now draw lines for line carving that will repeat 
the contour of the wide and the narrow four-
sided chips. Mark a dot 3mm from each side, 
and draw curved lines with a compass [12].

1098
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Where there are wide four-sided 
chips, draw a line a little beyond the 
perpendicular lines [13, 14].
Take a ruler and, on the line that  
goes a bit beyond the perpendicular 
lines, mark a dot 3mm from the 
perpendicular line [15]. Having drawn 
a parallel line, connect the top and 
bottom curved lines together [16, 17].

Start drawing lines inside the chips 
for additional stop cuts. Start with the 
thin four-sided chips: divide them in half 
[18] and draw lines using a compass 
[19]. Repeat these steps inside the wide 
four-sided chips [20]. The central lines 
for additional stop cuts are ready; now 
mark where the deepest spots are
inside the four-sided chips. 

→
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Start again with the thin four-sided chips: mark 
a dot 3mm from the horizontal perpendicular 
and the diagonal lines of the main pattern 
inside each thin chip [21], then connect 
these dots with the bases/short sides [22]. 
Repeat these steps inside the wide four-sided 
chips, but mark dots 4mm from the diagonal 
and perpendicular lines [23, 24, 25].

Draw lines inside the semi-ovals for 
additional stop cuts: divide in half the widest 
place of one of the semi-ovals [26] and 
draw a line by hand that follows the shape 
of the semi-oval’s curved side [27]. Repeat 
these steps on the remaining semi-ovals. 
The pattern is now ready for carving [28].

2423

2625

2827

Weak and strong connections
For the most part, the weak connection in 
the patterns is at the ends of the lines, where 
the chips are connected to each other, while 
edges of the carving are chipped less of ten. It 
does not matter whether they are connected 
to each other by the bases or by the sides. We 
need to make sure that this is no longer a weak 
connection but is transformed into a strong 
connection. In order to do this, you need to 
carve the place where they connect without 
chipping. To do this when undercutting, it is 
necessary to hold the knife at the right angle, for 
it to be sharp and for the wood you are carving 
to have been dried properly. In this pattern, we 
have a slight advantage: the place where the 
thin and wide chips are connected together, 
in a sense, is no longer a weak connection, 
because the ends of the short sides of the 
thin chips do not connect to the ends of the 
short sides of the wide chips (they are not the 
same length); therefore it is possible to avoid 
chipping just with sequential undercutting.
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Carving process
Make stop cuts inside all the chips of the 
pattern. Inside each of the semi-ovals, make 
stop cuts with a slight pressure of the knife 
where the tops of the semi-ovals go; the deepest 
place is the middle of the diagonal/central line of 
the semi-oval [29]. All stop cuts inside these are 
made perpendicular to the surface of the board. 
Start carving the pattern from one of the thin 
four-sided chips; namely, undercutting its short 
sides [30]. Then undercut its long sides [31]. 
All undercuts inside these thin and the other 
wide four-sided chips are made at an angle of 
60-65 degrees, following the grain direction.
When one thin four-sided chip is carved [32], 
carve the remaining thin chips. Notice where 
the short sides of the chips go along the grain: 
first carefully check when the knife goes easily 
through the grain – whether away from you or 
towards you – and only then make an undercut 
[33]. Carve out the remaining thin chips [34].

Next, start carving the wide chips. I lef t 
these to be carved last in this sequence, 
because I follow this principle in my carving 
system: when smaller chips are combined in 
patterns with larger chips, the smaller ones 
are carved first, then the larger ones – there 
is an ef fect in the pattern that the larger
ones cover the small chips. 

To carve the wide chips, start undercutting 
them from the short sides [35]. Carve the 
first chip [36] and then the remaining wide 
ones, following the grain direction [37].

29
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Next carve the two-sided chips; that is, the 
semi-ovals. Start carving them from one of 
the shorter chips, keeping the knife at a 65 
degree angle to the surface of the wood. Start 
from the side where one semi-oval connects 
with the other, longer semi-oval [38], then 
undercut it from the other side [39]. Then turn 
the board to make it comfortable to undercut a 
longer chip. Start carving it from the common 
side [40], then carve its second side [41].

Following the steps for undercutting 
chips of dif ferent sizes, carve out 
the remaining semi-ovals [42].

Now carve the lines that repeat the shape 
of the pattern formed by the thin and wide 
four-sided chips. First, for example, undercut 
the long first line 1mm to the right [43]. 
Then make an undercut on the second short 
line, next to the first one, which overlaps it, 
by slightly grabbing the first line with the 
tip of the knife to avoid chipping [44].

When the undercutting on the right of 
all the lines is complete, rotate the board 
and start undercutting on the lef t to 
completely carve out the lines [45, 46].
The carving is now complete [47]. w

An extract from Chip Carving by Tatiana 
Baldina, GMC Publications, RRP £14.99, 
available online and from all good bookshops
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Relief carving landscapes
John Samworth continues his series with an introduction to scenery

→
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F
ollowing on from my earlier 
article on relief carving, I’m 
going to look at how to carve a 

landscape image. Landscapes have 
been a popular source of inspiration 
to artists for hundreds of years. 
Since the discovery of geometric 
perspective by Leon Alberti, 
landscape pictures have developed 
into an amazing likeness of the vista 
in front of us.
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1 I have drawn a typical landscape 
image to emphasise the topics 
discussed in my earlier article, but 
first we need to consider the various 
elements contained here:
• Central focal point
• Weeping willow tree
• Clouds
• Boat and boat’s shadow
• Jetty
• Water

Start by preparing your piece of wood. 
In this instance we shall be working the 
entire front surface and only need to 
smooth the sides. Sketch or trace the 
plan on to your wood. 

2 Mark the right side as shown. The 
blue line represents from X to Y the 
depth of the water sloping down to the 
horizon then the sky curving up and 
forward. The lef t-hand pencil line is the 
depth of the jetty and the central pencil 
line the depth of the boat. Note also the 
vertical pencil line to fix the position of 
the horizon. We will need to redraw the 
horizon several time and this mark is 
vital to keep the horizon fixed.

3 Using a parting gouge, make stop 
cuts around the objects and mark the 
horizon. Note the grain direction is 
vertical. This will be very useful when 
forming the tree.

4 Using a large No.9 fluter, followed by 
a large flat No.3 or No.4 sweep gouge 
to clean up the work, begin to waste 
away the water level and the sky. Keep 
at least 5mm of spare depth of wood in 
the sky to construct the clouds. 

5 Begin to shape the tree. The point 
closest to the viewer is the section 
just above the trunk. Gently slope the 
surface of the tree away from this point 
towards the background. The trunk is 
slightly lower than the shape of the tree 
immediately above it. Mark the main 
area on to your carving and label them 
1. For the closest section, 2. For the next 
and so on. Use a large No.9. fluter to 
rough out these sections. 

6 By reference to an image of a genuine 
willow tree, it is apparent how the tree 
is constructed of large sections, each 
subdivided into small sections and 
again to smaller section still before the 
individual willow rods droop down to 
the water. 
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the sky. A small section of the sky has been 
taken back to accommodate the tree. In the 
final piece the sky will be behind the tree, 
but for the time being I want to keep plenty 
of wood to form the sky later.

8 Repeat the exercise using smaller and 
smaller fluters to divide up the tree’s 
sections and start to define the individual 
willow rods. 

9 Begin to break up the outline by carving 
small notches from the bottom and where 
the dif ferent sections meet against the 
background.

10 A simple technique for the sky is to 
chip out a line of randomly placed curves. 
Use a mixture of No.5-No.8 gouges of 
dif ferent widths, 5mm-10mm. Two rows 
like the original drawing and you will 
have a very ef fective skyline. I am af ter 
a more dramatic skyline, perhaps evoking 
a storm coming.

11 Using a large No.9 fluter, rough out the 
basic shape of the main cloud sections. Use 
larger sections with more depth at the top 
but much more delicate work towards the 
horizon. We are using five tricks here – the 
sky is curving forward with the top closest 
to the viewer, the top has larger cloud areas 
than at the horizon, the top casts more 
shadow by the extra depth of the carving, 
the sky will run behind the tree, boat and 
distant headland and the jetty will create a 
perspective line to a vanishing point behind 
the boat. Together they will trick the viewer 
into seeing the sky fading away into the 
distance, creating great depth in the carving. 
Check over the rough work, make sure there 
are no flat areas, except perhaps right down 
on the horizon. There are now no straight 
cuts, no parallel cuts and the depths are right. 
Begin to gently open more space between 
the tree and the sky, while keeping the rough 
outline of the clouds consistent. Work over 
the clouds again with a smaller gouge.

12 Reduce the height of the boat and 
begin to add some detail. Hollow the sail 
to appear to be catching the wind. Using a 
fluter, cut close and parallel to the leading 
edge of the sail. Keep a check on your grain 
direction. Carving with the grain will leave 
a clean and sharp edge to the sail. Rotate 
the flute on to its side and gently remove 
the rest of the sail’s hollow back to the 
mast. The mast will be slightly lower than 
the boat’s hull top. Round the hull back to 
the water line. Repeat the hollowing of the 
rear sail. 

13 Tidy the edges, checking that the 
various depths are correct and lower to 
the sky as necessary behind the boat, and 
blend this area into the rest of the sky. The 
mast itself is not carved, rather a fine line 
is carved to cast a shadow suggesting the 
mast. Let one sail be slightly taller than the 
other. Add a very small amount of undercut 
behind the sails.

7 Check over your work. You are looking 
to ensure that the overall appearance 
is natural, there are no patterns to the 
sections, no straight cuts, no parallel cuts, 
no flat areas and that the various sections’ 
heights are gently sloping from the centre 
to the background. I have spotted a flat area 
and a section too high, which I marked with 
an F and an H. These will be adjusted. Even 
out the flat and high areas. Note how the 
tree’s edge is running into the sky. A small 
section of the sky has been taken back to 
accommodate the tree. In the final piece the 
sky will be behind the tree, but for the time 
being I want to keep plenty of wood to form 
the sky later. 

Note how the tree’s edge is running into 
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14 Lower the jetty with a large, flat No.3 or 
No.4 gouge. Slope the top edge away leaving 
the lower edge of the jetty boards as the high 
point. Slope the jetty into the carving such that 
the distant edge is almost level with the water 
background. Use a parting tool to mark out 
where the jetty piles will be. 

15 Lower the background between the piles. 
Use a small fluter and short cuts, working back 
towards the jetty boards. If you try to cut too 
much out with one cut, the wood will split, 
leaving a scar in the background or tearing 
away one of the piles.

16 Where the piles meet the water, they are 
at dif ferent heights, which will look wrong. 
Before tidying the background, invert a flat 
gouge and lower the piles to form a smooth 
line between the water’s surface and the 
jetty boards. By doing this you will make the 
piles stronger to carve and you may safely 
remove the rest of the wood between the piles 
and tidy up this area.

17 Finish the clouds with abrasive paper, 
working through the grits. The clouds are 
the only section to be sanded. Lime has a 
tendency to fluf f when sanded and it is this 
sof t, textured finish with no hard edges I 
am looking for in the clouds. If you catch the 
water’s surface with abrasive, re-cut with a 
flat gouge. Add some texture to the water’s 
surface with successive sized fluters and, using 
the finest veiner in your tool box, cut a few 
lines in front of the boat to cast a reflection 
of the boat on the water.

18 Apply the finish of your choice. Because 
of the heavy shadows within the tree, I chose 
an oil finish, because the oil penetrates deep 
into all the groves and will puddle slightly in 
the deep grooves, accentuating the shadows. 
A little beeswax only on the water will help 
reflect light.

19 Here is an alternative version of the 
sky. It is worth comparing the two. For me, 
both are convincing portrayals of sky, the 
first being moodier as if a storm is brewing 
and the boat must head for a sheltered 
mooring. The second is calmer and more 
picturesque and the boat can boldly head 
forth into open waters. w
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Celtic sun
Dave Western carves this uplifting celestial body

A
f ter a long, grey winter and all the 
stresses of Covid-19, I just can’t stop 
thinking about the sun and how much 

I am looking forward to seeing it again. To 
celebrate (hopefully) its return to our skies, I 
carved this elegant little Celtic-style piece.  

Drawing inspiration from NW Coast First 
Nation-style sun carvings and from Celtic 
ceremonial art, this design is stylishly 
straightforward. The ornamentation consists 

of a simple repeating Celtic knot arranged 
in a circular pattern around a raised and 
domed sun ‘face’. The knotwork can either 
be cut in low relief or can be fretted for a 
bit of extra pizzazz. It’s a design that can 
be carved from a flat timber if you don’t 
feel up to undertaking the domed central 
section, but the piece really does look better 
for the extra work of raising the centre.

I used a small of fcut of lime (basswood/

linden) for this project, but any sof ter 
hardwood such as birch, alder, sycamore 
or jelutong would work equally well. I 
opted for wood with a light colour tone to 
symbolise the brightness of the sun, but if 
you are of stout heart and wrist, cherry or 
yew might give an equally attractive result. 
I think darker woods like walnut might 
be too moon-like and might not allow the 
details of the face to be as clearly visible.

P
H

O
T

O
G

R
A

P
H

S
 B

Y
 D

A
V

E
 W

E
S

T
E

R
N →

WOODCARVING 180   31



Things you will need
Tools:
•  Scrollsaw with fine blade
•  No.1, ½in gouge or regular chisel
•  No.1, 1in gouge or regular chisel
•  ¼in chisel
•  Drill or drill press
•  1in straight knife
•  Fine dovetail saw or Japanese-type saw
•  Flat needle file

21

1 I began this carving by rough cutting a 
circular piece slightly larger than the drawing. 
I used a bandsaw and then af ter copying the 
exterior and interior circle lines to the piece 
using a bit of carbon paper, I committed 
to cutting a nice smooth outer circle with a 
scrollsaw. You could use a jigsaw, jeweller’s saw 
or even an axe and a stout straight knife to cut 
the circle. Just aim for a consistently fair curve 
with no bumps or hollows and try to keep the 
edge as close as possible to 90° to the face.

2 Using a pencil and your finger as a guide, 
scribe a line around the entire outer edge 
of the piece. This line should be somewhere 
around 1/3 the depth of your material’s 
thickness. This line will act as a guide to help 
you as you saw around the disc to begin 
the process of removing the stock that 
will allow the centre circle to be raised.

•  Cloth-backed fine abrasive (150 grit)
•  Assortment of sandpapers 

(150-320 grit)
•  Danish oil and brush
•  Glue stick if applying pattern 

directly to workpiece
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3 If you are confident on the bandsaw and have 
a safe clamping system, you can undertake 
cutting from the outer edge in toward the 
centre circle relatively quickly, but you are likely 
safer cutting several times to a set depth with 
a marked handsaw as I did. Once you’ve cut 
around the entire circle, lay the piece flat on the 
workbench and use a fine handsaw to cut from 
the face down to your interior sawn lines. 

4 You'll have to cut six or eight segments 
to clear the area and get as close to 
the centre circle as possible. If you do 
everything right, you should be rewarded 
with a nicely raised central circle that won't 
require a great deal of cleaning up.

5 At this point, scribe a fresh line around the 
outer edge of the spoon, about 1/8-¼in from the 
saw line. This will give you a line to aim for as 
you clean up the sawn face with a 1in flat chisel 
and carve a slight dome into this area. Because 
there are sections of cross-grain cutting, I 
advise shallow and cautious cutting here. 

6 This side view shows the gentle curve from 
the inner to outer circles. It isn’t necessary 
to get too carried away with curving in this 
section, but having at least a bit definitely 
adds a feeling of ‘movement’ to the rays of 
the sun and to the Celtic knotwork. Having 
the pencil line to work toward will enable 
you to keep the flow consistent and will help 
you avoid cutting in high and low areas.

7 With the outer circle area curved and faired, 
you can begin doming the centre circle. Start 
with a straight knife or flat chisel and carefully 
chamfer the square raised edge. Gradually 
round this area over, being careful not to dig 
the tip into the outer ring. Work carefully here; 
both to avoid damaging the outer ring and 
to ensure that you keep the dome as even all 
round as possible. It’s easy to get carried away 
in one area and cut in a low spot if you don't 
remain vigilant. Turning the piece frequently 
as you cut will help avoid this kind of error.

8 Af ter doming the centre section, glue 
the Celtic knotwork pattern on to the 
outer ring, being careful to align it with the 
face. I generally draw a centreline through 
the entire piece to help me keep track of 
where the face and the knotwork need to 
be placed to keep everything in order. 

9 At this point, you might notice a few rough 
areas that require cleaning up on the centre 
dome. Make use of a flat chisel, files or a 
scraper to ensure this area is really well shaped 
before proceeding to the knotwork area.

10 The knotwork can either be cut in low  
relief or it can be fretted through. For those 
lacking a scrollsaw or a steady hand with a 
jeweller’s saw, the low relief method is probably 
the easiest way to proceed. If you opt to fret 
the pattern, use a very fine- toothed blade and 
cut carefully to achieve as smooth a surface as 
possible. Neat cutting at this stage will save a 
great deal of adjusting and clean-up work at 
later stages. →
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11 Lightly scribe all knotwork intersections with 
a straight knife and shallow cuts. Once you’ve 
ensured all the over and under intersections are 
correct and in order, take out a shallow wedge-
shaped sliver of wood at each intersection. 
Avoid the urge to cut too deeply on the first 
pass, just in case there is an error in the pattern 
and you need to reshape an area. I use a small 
¼in chisel to undertake this clearing work. 

12 Once you are confident that the 
pattern of overs and unders is all correct 
and the knot is taking shape, you may 
proceed to deepen the cuts and make 
the ‘ramp’ cut longer and smoother.

13 This close-up photo shows the knotwork 
at several stages of completion. The section to 
the far lef t of the photo shows the knotwork 
with the initial wedge-shaped cuts, which 
delineate all the over and under intersections. 
The middle section shows deepening of the 
intersection cuts and the ef fect ramping 
back from the intersection has on the look of 
each knot strand. The final section to the far 
right shows the depth cutting and ramping 
largely completed. Now only a bit of shaping 
of the ramps and some gentle easing of the 
edges of each strand remains to be finished.

14 With just a little filing or sanding needed 
to finish the knotwork, you can begin work 
on the sun’s face. Start by scribing a line of 
approximately 1/16in (1.5mm) depth along the 
line that will form the eyebrow and nose. 
You can use a gouge or straight knife tip to 
mark out the eyes and the line where top and 
bottom lips meet. With these all scribed, you 
can begin clearing material away to bring up 
the nose and brows. The photo shows the lef t 
side of the face with basic scribing cuts and 
some light clearing cuts. The right side shows 
the more finished face with all the shaping cuts 
around the eye, mouth and chin completed.

15 I recommend a bent knife or a shallow gouge 
for clearing the areas around the eyes and mouth. 
Be cautious making these cuts as it is easy to push 
too hard and have the knife/gouge cut into the 
nose or brow and take out a chip. The goal is to 
leave the nose and lips as the carving’s high point 
and to work down and away from both.  

16 Although most of the shaping work on the 
face is best undertaken with a bent-bladed tool, 
flat tools like the ¼in chisel of ten come in handy 
for clean up work. In the area where the eye 
socket meets the brow, the use of a chisel will 
enable you to get right into the deepest areas 
cleanly and crisply. The chisel is also very useful 
for rounding over the eyeballs and for smoothing 
the ‘rays’ which radiate around the design.

17 For shaping the cheeks, the section 
beneath the lips and the section between the 
lips and nose, the gouge is the most useful 
tool. Having an array of sweeps on hand will 
let you vary the curves as they move from 
tight and fairly deep to smooth and shallow. 
Keeping the gouges razor sharp will also 
allow you to cut cross grain along the chin 
and in a couple of sections around the eyes.
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18 Finish the eyeballs and the shaping 
of the lips with a sharp, small, straight 
knife. Because the area around the 
eyeball has been shaped, if you lose 
concentration, it is easy to break 
through and take a chip out with 
the tip of the knife. Cut slowly and 
carefully in this area. Aim to shape a 
very sof t convex curve into the lips 
rather than cutting two flat angled 
cuts. The rounding will make them 
appear more realistic and much 
less ‘static’ than flat cuts will.

19 Because of all the curved areas 
around the eyes, cheeks and chin, 
getting a really good, smooth finish 
can become a bit of a challenge. 
While razor-sharp tools will take 
you a great deal of the way toward 
achieving a super-smooth finish, it 
may be necessary to do some filing, 
scraping or abrading. I prefer to use 
cloth-backed abrasive drawn under 
my finger to create a nice, fair finish. 

20 If you lack access to cloth-backed 
material, regular sandpaper can be used 
in the same way, albeit with much less 
pressure placed on it to limit tearing. In 
areas where the paper does not need to 
be pulled under the finger, sanding can 
be performed in the traditional fashion.

21 This picture shows the completed 
carving as viewed from the side profile. 
The dome is clearly visible, as is the 
slight angle of the outer knot ring. Also 
visible is the clean cut at the brow/eye 
intersection and the very slight curving 
of the areas around the eye and below 
the nose. The doming really brings this 
carving to life and is very much worth 
all the extra work that carving it entails.

22 Take plenty of time to ensure that 
all the sanding and filing is completed 
before applying any finishes to the 
piece. Here, the photograph shows 
the face just prior to its last couple of 
sandings. I recommend you sand down 
to at least 320 grit before committing 
to any finish preparations. Note that 
the areas where the knotwork meets 
the rays and the face still require a bit of 
tidying up, as do some of the knotwork 
intersections. Any scratches, bumps 
or rough sections will become very 
noticeable with the application of a 
finish, so time spent cleaning up these 
fiddly sections will be time well spent.

24 Once the carving, filing and sanding 
is completed, an application of Danish 
oil will help to bring up the grain and 
the wood’s colouring. I usually apply 
about three or four coats and finish 
with a final wet sanding using 1000 
grit wet and dry abrasive. Af ter the 
piece has cured for a week or so, I apply 
a beeswax polish and give the piece a 
good buf fing with a cotton cloth. w
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Hare and 
tortoise 
money box
Continuing with the second part of his series, 
Cedric Boyns makes the hare to join the tortoise
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Things you will need
Materials:
•  Wood blocks – lime
•  Tortoise body block, 215mm long x 

100mm wide x 100mm deep
•  Tortoise shell block, 145mm long x 110mm wide x 90mm deep
•  Hare block, 50mm long x 60mm wide x 90mm deep
•  Hare tail block, 80mm long x 30mm x 30mm 

(if turning allow extra length for chucking)
•  Length of 12mm/½in ash dowel (or any wood 

could be used) – at least 110mm long

Tools:
•  Copy of the templates
•  Wood glue and hot-melt glue gun
•  PPE dust mask and suitable dust extraction
•  Bandsaw, fretsaw and handsaw
•  Range of No.3 and No.5 gouges (3-12mm)
•  Range of No.11 gouges (2-10mm)
•  Straight No.1 chisels (1.5, 5 & 10mm)
•  Spokeshave
•  Detail carving knife
•  Rif flers
•  Pillar drill and hand-held drill
•  Pencil and ruler
•  Forstner bits and twist drills
•  Carving chops with cork and leather-lined jaws
•  Rotary tool with 1in sanding pad and sanding cylinder
•  Abrasives, 100 down to 400 grit



→
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Making the hare
1A & 1B Mark out the side profile on the 
block and cut out with the bandsaw. I lef t 
some ‘legs’ to support the block for cutting 
out the front profile. Some of the waste wood 
was stuck back temporarily as before with 
hot-melt glue. The front profile was then 
cut out, and the temporary legs removed.

2 The main features of the hare were 
redrawn on to the sawn block.

3 I cut around the outlines of the main features 
with a 2mm No11 fluter (a V-tool could be used).

4 These cuts were then deepened with 
an appropriate sized and shaped shallow 
gouge around the ears, thighs and front legs 
to mark out the region to be reduced.

5 Check against the template and mark the 
region down the side of the front legs that needs 
to be reduced. Remove the necessary wood 
with a shallow gouge.

6 Further shape the features, marking in 
the area to be removed between front 
legs and back legs on both sides.

7A & 7B Having re-marked the position of 
the chest, drilled out the wood that needs to 
be removed to isolate the front legs with a 
4.5mm drill to a depth about 20mm. Remove 
the region in the front, again with the aid of 
drill holes and two saw cuts to help release 
the wood, until the middle region of the front 
legs is free of the rest of the body. This can 
be completed with a small fluter gouge.

8 Having decided how far back to cut between 
the front and hind legs towards the chest/
belly of the hare, it is now possible to drill a 
12mm/½in vertical hole about 20mm deep 
centrally in the bottom surface. This will take 
the dowel coming up from the bottom of the 
hollowed ‘box’ region of the body of the tortoise.



12

→

9B9A

9A & 9B Once the hole is in position, continue 
to remove waste wood and shape the legs 
and face, removing all the flat surfaces.

10A & 10B Moving on to the ears, flatten 
the outer faces so that they are about 45° 
from the vertical axis of the body. Blend 
them into the face where they meet the 
head. The inner surfaces are now rounded, 
which involves removing the wood from 
between the ears. This can be done by paring 
down the sides of the ears with a No,3, 6mm 
gouge, then removing waste from the area 
between the ears with a small No.11 gouge.

11A & 11B The region in the centre of the 
ear lobes can be marked and removed with 
a suitable deep gouge (No.9 or No.11). The 
hare should now be ready for sanding.

12 Following sanding the facial features can 
be added to the hare using the small fluter 
or parting tool and a 1.5mm flat chisel.

Making the tail
13 The tail block can be turned to a diameter of 
25mm on a lathe. The free end is rounded over 
to produce a flattened half-sphere. Measure 
20mm from the end and then reduce the 
diameter to produce 6mm, 30mm long peg,  as 
shown in the photo.

14 The flat inside face of the sphere will 
need to be shaped to fit the contour of the 
back of the hare as shown in the photo
Note: If you do not have a lathe, 
the tail can be carved.

15 Use the template to mark the 
outline of the tail on the block.

10A 10B

11A 11B

151413
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16 Use the bandsaw to cut out a square peg 
measuring 6mm x 6mm down the centre 
of the block as shown. This can later be 
whittled to a round peg with a carving knife.

17A & 17B The actual tail part is then also 
cut out, rounded down to 25mm diameter 
and shaped on the inner surface to fit 
the contour of the back of the hare.

Fitting the tail and making the 
closing/locking mechanism
18 The length of dowel will need to be glued 
into the hole in the body base and should 
extend above the top of the shell by 20mm. 
The top will need to be sanded so that it passes 
easily through the top of the shell, fits loosely 
in, and reaches the top of the hole in the base of 
the hare when it is sitting on top of the tortoise 
Note: If you have a lathe, a short length of 12mm 
dowel can be turned. If not, dowel made from a 
number of woods can be readily obtained.

19 Mark carefully and drill a 6mm hole in the 
middle of the back of the hare at right angles to 
the 12mm vertical hole already drilled. It should 
be about 12-14mm from the base of the hare.

20A & 20B When the tail is put in place, the 
dowel peg which forms part of it will pass 
through this hole, which needs to be extended 
into, and through, the dowel as a smaller 3.5mm 
hole, which if necessary can continue out the 
other side into the body of the hare (be careful 
not to extend it too far). The end of the tail peg 
will then need to be pared down with a knife 
so it will fit into the smaller hole but not be 
loose. The procedure will need to be done very 
gradually to achieve this.

The idea is that when the tail is fully in place, 
the peg forms a ‘jam joint’ with the hole in the 
dowel and secures the hare to the top of the 
tortoise. The box cannot be opened until the tail 
is removed, allowing the hare and shell to be 
lif ted of f, so revealing the inside of the money 
box. Also, when the tail is fully in place and 
fitting properly, it is not obvious how the box 
can be opened and the money inside accessed.

21A & 21B Once an appropriate finish of 
your choice has been applied – I used a coat of 
sanding sealer followed by two coats of wax 
polish – the completed money box should look 
something like this. w
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Alexander Grabovetskiy 
– Master Carver
We talk to Alexander Grabovetskiy about his carving and his woodcarving school

ONLINE
schoolofwoodcarving.com
www.instagram.com/woodcarvergrabovetskiy
www.facebook.com/woodcarvergrabovetskiy
www.pinterest.com/woodcarvergrabovetskiy/
www.youtube.com/grabovetskiy
grabovetskiy.com
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Tell us about your background and training.

M
y background goes back to my great-great-
grandfather. I have definitely never met him, 
but I had a chance to hear about him from my 

grandmother. When she was a little girl, she spent time in 
his woodworking shop listening him singing while he was 
working on some furniture projects for a royal palace. 

Yes, he was one of a few people who built furniture 
for Russian empire royalty. His profession was ‘red 
wooder’. It was a common name for furniture makers 
who worked with dark woods such as Indian mahogany 
or walnut. He was one of the best and before communists 
took power over the Russian Empire, he travelled the 
world and was well known in woodworking circles. 

I think I’ve inherited his genes. I’ve always loved wood 
– the smell of it, the feel of it, the warmth of it.  

I grew up in a small Russian town and we had 
a central plaza. On that plaza was a gift store. I 
remember everything about it, especially when you 
went inside and turned right there was a section 

with gifts made from wood. Hand carved bears and 
other animals. I looked at these little carvings and 
thought that one day I will be able to carve like that. 

I started to carve at the age of six – or rather 
I thought that way until I met Master Wood 
Carver Vladimir Tokarev at the age of 16.

Somehow, I managed to impress him. Vladimir 
took me under his apprenticeship, teaching me the 
techniques that would help me to create unique, award-
winning, custom wood carving masterpieces.

Life seemed to be heading in the right direction for 
me when I suffered the biggest setback of my life. I was 
arrested by the Soviet government and sent to prison for 
my adherence to faith and refusal to enter the Red Army.

I was released from prison at the age of 21. By that 
time, I had already started a successful architectural 
and ornamental woodcarving business from prison.

In 1996, my wife, 10-month-old son and I immigrated as 
political refugees to the US. The rest, as they say, is history.
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What was the first project you completed?
It is interesting, but my first project was not related 
to wood in all. It was still carving but it was not a 
woodcarving. 

I was six when I got a chisel from my grandfather 
and I did not tell him. 

I found a white brick and carved a human face. 
Well, I thought it was human. 

When my grandfather found out about the missing 
chisel, he expressed himself in a way I did not expect. 
But I was still was happy with the result. 

He said: ‘This chisel is not for bricks or opening paint 
cans; it was designed to work with wood ONLY.’ 

I learned my lesson, and since then never used chisels 
in a wrong way. Well, almost never. I might have opened 
a couple of paint cans. 

So that is a story of my ‘first’ project. That is what 
I remember. 

What made you decide to set up your own business?
When I immigrated to the US I had to make a 
decision about if I was going to be employed by 
someone or start my own woodworking business. 

To be honest, to find the job was really easy for 
me. I came to the US on Saturday and on Monday I 
nailed my first job. A small framing crew employed 
me. But there was a problem – I did not speak 
English well and the communication problem was 
a big deal for me and for them. More for them than 
me. I lasted two days and found another job. 

I was working hard on my English and, finally, I could 
communicate. About the same time more Russian 
and Ukrainian refugees came to the US. They faced 
the same problem as me. They were very talented and 
professional people but they could not speak English. 

One day, I made a decision to start a woodworking 

firm and employ those woodworkers so they could 
provide for families. That was a turning point.

How did you go about it?
My firm was woodworking but in reality we grew 
much bigger. We did all finish carpentry, built 
kitchen cabinets, custom furniture, high-end 
millwork and even built custom high-end homes. 

My part was to run operations but also 
I was the only one who could do woodcarving. 
While my employees were working on other 
stuff, I was carving for clients. 

Tell us about your carving school?
A few years ago I was in my woodworking shop. I had a 
big shop with all heavy-duty woodworking machines. 
It was very late, I think about 9 or 10pm. I was trying to 
finish another project for a client, not carving, and I was 
very tired. A famous woodworker came into my shop. He 
was a big businessman in the woodworking industry. 
His woodworking shop was over 120000sq ft. He said to 
me: ‘Think about how old are you. I am about 20 years 
older than you and I am in my sixties. You are in your 
forties. I met you when you were in your twenties and I 
was in my forties. Over twenty years passed in the blink 
of an eye. Think about how many more productive years 
you have. Maybe 15 or 20. Why don’t you concentrate 
only on wood carving? On what you do the best.’ 

The same week I sold my heavy machinery and 
rented my big shop to another woodworking firm. 

I made a decision to downsize my operations and 
concentrate on what I love the most – woodcarving. 

One day I got a phone call from a woodworking 
school in Indianapolis. Marc Adams, founder of 
the school, called me and asked me if I was willing 
to teach a woodcarving class in his school. 
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I had not taught before and it took me a couple 
years before I said yes. Please understand, English 
is still not my first language and I thought, how 
in the world will I teach these people? 

But anyway, I agreed to teach. 
My first class was great! People loved it and, most 

important, I loved it. I fell in love with teaching. It was 
the starting point of my woodcarving teaching career. 

My son came to me one day and said: ‘Dad, you are 
carving every day for clients, why don’t you film the 
process and start a school of woodcarving online?’

I agreed and that was the start of my school. 
As of today, I have more than 2500 videos on my 
site and they are based on real projects. 

Tell us about the types of students you train 
and to what ability?
People from all over the world join my school. I 
have some who are very young – nine years old – 
and I have a 99 year old. I have some professional 
carvers and some who have never carved before. 

There is no restriction based on ability or skill level. 
My school is project-based – some projects are 

easy and some are very complicated. Beginners 
carve easy projects and professionals are working 
on very hard projects. Everyone is happy. 

Tell us about how you work – what are your favourite 
tools and why? 
I am a traditional carver and I use traditional  
woodcarving tools. 

I have a small shop in my home. I still work for very 
high-end clients, but now I don’t have any employees, 
only me. I start my day around 5am. I don’t have to, 
but I like it that way. 

Because my shop is in my home it takes me only few 
minutes to go downstairs to it. A cup of coffee and some 
reading takes me about an hour or so and by 6am I am 
already holding my gouge in my hand. I carve all day long 
and film everything I do. While carving I am explaining 
why I am using the tool I am using and what other tools 
could be used. That is my normal day. 

As far as woodcarving tools, I love English-made tools. 
Ashley Iles and Henry Taylor are my go-to tools. I have 
about half a thousand of those tools. A huge quantity.

And why? They are Sheffield steel and have traditional round 
handles. Those tools hold edge the best and my hand does 
not get tired when I am using traditional round handles.

Tell us about your workshop – what is the set-up, how 
long have you been there, and will you be staying?
As I mentioned above, my workshop is in my home now. 
It is a two-part shop. My two-car garage is a machine shop. 
Yes, I still have all the equipment I need for my custom work.

And the second space is on the main f loor of my house. It 
used to be a library room, but I remodelled it and made a 
woodcarving studio/school video studio. 

Two huge windows give me all the natural light I need. 
In this room I have only what I need for woodcarving 
– my woodcarving bench, all of my woodcarving tools, 
sharpening systems and a scrollsaw. 

How does your design process work?
It depends on the project. A lot of the time I am designing 
and developing on the go, right on a piece of timber. 

But, for example, right now I am working on a big project 
for a client and it is a room. An on-the-go approach is not 
going to f ly. I had to create a 3D model on my computer. 

As for software for modeling, I use a multiple. I love 
using Rhino and Blender. Rhino because it is NURBS based 
and Blender because it is Mesh based. NURBS creates the 
smoothest images and Mesh I can manipulate easier.  

Rhino is designed for curves. I know it sounds complicated 
and if you are not planning to design the whole room to 
scale you don’t even have to think about it. Just take a piece 
of paper and pencil. 

Which woods do you most like working with and why?
I love working with limewood.

It is a queen of woods. It carves easily and you can carve 
almost anything from it. It does not have pronounced grain 
and when you carve, you can create any curvature and it 
will not be lost visually. 

My second favourite wood is walnut. I love to carve 
walnut, but the smell gets to you after a while. 

Mahogany also good. As far as oak – I love English 
brown oak. 

Do you work with other materials as well, 
and how do they compare?
I love to work with leather and metal. I am not the biggest 
fan of stone carving. I am able to carve stone, but I don’t 
like stone dust. 

What sort of finishes do you prefer and why?
When I am carving for myself, I don’t use any finish. 
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Nothing – no wax, no lacquer, no paint, just bare wood. 
I like to see the wood itself ageing without any finish. 

But when I am carving for my clients, I am using  
whatever they would ask for. Paint, lacquer, or water- 
based finish or wax. 

But in my opinion, nothing beats the natural look. 

What inspires you and where do you get your  
ideas from?
I have a lot more ideas in my head than time to bring 
them to life. My ideas come to me naturally and not from 
inspirational pictures. Maybe someday I will carve only 
what I imagine. 

But when I am working for a client, I am listening to what 
they want and trying to design accordingly. For me, it is 
also very important to understand the historical context 
of a project I am designing. For example, my current 
project is a Venetian style of woodcarving based on the 
late 15th and early 16th century. Back then common trades 
people did not travel a lot. Most of the time they stayed in 
one town all their lives and polished their knowledge in 
one workshop. Every shop had a master and apprentices. 
Every shop developed a unique approach to certain 
details. And these details are not the same in Venezia 
and Rome. Two different cities feature two different 
details, even on the same so-called acanthus leaf.  

What is your favourite project you have worked on 
and why?
I love carving f lowers. My favourite would 
be a 2015 wall decoration project. 

What is the most challenging project you have 
worked on and why?
The most changing project for me was a grapevine vase 
I carved back in Russia. I had one knife and one No.7, 
19mm gouge when I was working on it. But I did it.

What are you working on now and next?
I am working on a custom commission, an Italian Venetian-
style room (end of the 15th and beginning of the 16th 
century style). Carvings will be on the walls and the ceiling.

As far as next, I have a few people on a waiting list. One 
of the projects will be a carving for a medieval European 
palace. It will probably take me a few years to finish. 

What are your aspirations for the future?
It is a hard question again. For example, an aspiration 
for the future palace will again be of Italian Baroque 
design. I will have to carve what was not carved before. 
Just the style has to be accurate, but I will not do any 
replicas. All will be original.

Have the Covid-19 pandemic and lockdowns affected 
your business? If so, how? Do you think the impact 
will be long term?
Covid did not affected my custom carving or my 
online school of woodcarving. My woodcarving school 
spiked because people were home and they had more 
time to watch. The woodcarving school grew a lot 
during pandemic. I even had to relocate my site to 
a separate server because of traffic on my site. 

As far as woodcarving classes in person, it did affect 
us. We had to cancel classes last year because 
states were closed for business. I was still teaching 
in a couple of schools, but it was not the same as 
before. On the other hand, I had more time to 
concentrate on my custom commission work. 

What do you do when you’re not working?
When I am not carving you can find me walking outside to 
the gym and if I am not there, I am in the sauna or church. w



The druid
Jean-Jacques Frézouls sculpts a bas-relief Druid figure. Translation by Olivier Cauquil

I 
wanted to sculpt a character who appeared 
as close to animal life as possible and so 
the druid naturally came to me (the druid 

is a character that occupies a prominent 
place in Celtic society, close to all forms of 
life and keeper of knowledge and wisdom).

In order to bring my initial idea to life, I 
browsed the internet in search of inspiration, 
and I fell in awe with a drawing by the excellent 
illustrator Guillermo Gonzàlez made for Black 
Crow Miniatures (www.blackcrowminiatures.
com). I asked them for their permission to 
use his drawing as part of my sculpture 
and, exceptionally for Woodcarving. I was 
allowed to use it for a feature in your 
magazine. I would like to take the opportunity 
to thank them for their kindness.

The original design is remarkable, 
but I wanted to bring some personal 
touches to it by adding animals and 
other details close to my heart.

The sculpture will be presented in the form 
of a bas-relief using a chestnut plank that 
I had lying about in my studio. This decent 
piece of wood, however, given as a gif t, has a 
chainsaw cut in it that will need to be sorted 
out during the making of the sculpture.
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Original drawing by Guillermo Gonzàlez
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1 Two copies of the drawing will need to be 
made, the first one kept as a visual reference 
during the entire process. The second, a 
pattern, is cut to be placed on the chestnut 
plank in order to draw the outline of the design.
Armed with the tracing paper, trace 
the various objects (arms, face, scythe, 
moon, owl, etc.) which, once cut, will 
help you keep some visual marks.

2 Using the chainsaw will help you gain 
some considerable time tidying the 
background. A simple line drawn with a 
pencil will create a visual border to not 
go over. Do not hesitate to do multiple 
cuts, this will help you in the long run.
But be careful, only use a chainsaw if you are 
familiar with and confident using this tool.
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Things you will need
Materials:
•  Compass
•  Ruler
•  Tracing paper
•  Misc. pencils
•  Sandpaper, 80, 120, 180 grit etc...
•  Protection (goggles, gloves, mask, etc.)
•  Wax paste
•  Hair dryer

Wood:
•  Chestnut plank, 630 x 330 x 60mm

Tools:
•  Chainsaw
•  V-gouge
•  U-gouge
•  Shallow gouge
• Shallow curbed gouge
•  Flat curved gouge
•  Chisel
•  Carving knives
•  Scalpel
•  Rotary burrs

These suggested woodcarving tools 
are the ones I own as part of my 
vast tool set. They are not specific 
to this project – please use the tools 
you are most comfortable with.

1
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TIP 1

You can also use a router. However, 

aside from the speed you get from 

a chainsaw, removing pieces of 

wood with a gouge will enable 

you to get a first physical contact 

with the wood and understand 

how it is reacting to the tool.

65

87
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3 In order to remove pieces of wood 
between chainsaw strokes, use a large 
gouge, almost flat. Then, when working 
around the character, use a flat chisel and 
work at a right angle towards the bottom.

4 While working around the druid and 
the animals, work your way down and 
flatten the bottom so it is clean. Using a 
flat chisel and a nearly flat gouge seems 
to be the most adequate way to proceed.

5 Now we can start giving shapes to the 
objects. This is an opportunity to remove 
some wood from the face to get rid of 
the ugly scar lef t by the chainsaw stroke.

6 Now you need to visualise the 
dif ferent heights of the various 
building blocks of the characters.
For example, for the owl the moon 
is close to the bottom, then for the 
first wing, the body and the second 
wing, the beak is the highest point. 
It is important to keep in mind these 
various points as contour lines.

7 While keeping the high points 
(the nose of the druid, the top of 
the hands, the beak of the owl, the 
beak of the bird and the nose of the 
squirrel) round of f the objects to give 
the main shapes to the ensemble.

8 At this stage, all the objects are in 
place and the use of a coarse sandpaper 
allows them to be sof tened. It will 
also help you better appreciate the 
general composition of the sculpture.

9 Using sculptor’s knives, work on the 
details. The druid’s gaze will be an 
important element of the sculpture as 
he is the main character of this piece.

TIP 2

Do not focus on a single element of 

the sculpture – switching from one 

to the other allows you to forget 

what you have just done and thus to 

rediscover it when you come back to it.

10 When the objects seem right, 
refine the details. The plumage 
of the bird is made with a small 
V- gouge and rotary burrs.
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11 Taking a step back will allow 
you to see the entire sculpture 
and to check whether there is 
harmony between each element 
before working of f the detailing.

12 The location of the beard will 
allow the placement of details mainly 
traced with a V-gouge and a small 
flat gouge to extract the pieces.

13 A sculptor’s knife and scalpels 
allow you to deepen the details, 
such as leaves, feathers and rope.

14 Regularly take a step back to 
ensure that the general sculpture is 
acceptable before continuing with 
more precision on each element.

15 The background between the 
details such as the feathers and foliage 
are not yet clean, however using a flat 
curved gouge will help remedy this.

16 The details of the owl are made with 
a small V-gouge, sculptor’s scissors of 
dif ferent shapes and small scalpels 
in order to deepen the plumage.

17 In this sculpture, the character’s 
gaze is essential and deserves special 
attention. The use of gouges of 
dif ferent shapes allow you to trace the 
eyes and small tools af firm the look. 
Flawlessly sharp sculptor’s knives and 
small scalpels enable this action.

18 Once sculpted, the texture of 
the handle of the scythe is achieved 
with a round rotating bit that is 
pressed irregularly on the wood.

19 The tail of the mouse is dug 
out with a scalpel so as to give 
more life to this little animal.

13 14

15 16

191817
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20 A rotating burr is used to 
add detail to the bracelet as 
well as to the mouse’s coat.

21 Use a light to look for possible 
errors and to double check your work. 
Light can be an excellent tool to show 
you things you may have missed.

22 The back of the fingers is emptied 
with small, curved gouges and scalpels.

23 Thick wax will not always penetrate 
the depths of the detailed elements. 
Use a hair dryer to help you melt the 
wax so that it goes into every nook 
and cranny. A first layer of wax is 
applied, then a few hours later, the 
second layer to finalise the work.

24 The wax and the light reveal 
the objects and the shadows…

25...for you to better enjoy the 
details of the sculpture.

26 This type of sculpture gives the 
impression of great depth, seeing it 
from the side allows you to understand 
that the sculpture is only 6cm deep.

27 The sculpture is now 
finished and can of fer itself to 
the admiring gazes of all.

2726

TIP 3

The sculptor’s advice: For scalpels, blades of 

dif ferent shapes are available, but be careful 

when changing blades as they tend to break. I 

use a pair of small pliers to change them safely.

CHAINSAW SAFETY

Woodworking tools, and 
particularly chainsaws, 
are inherently dangerous. 
Please make sure you 
comply with all the safety 
regulations mandated in 
your country. Ensure you 
wear all safety equipment, 
including body, eye, nose, 
mouth, face, ear, head, 
feet and hand protection. 
Make sure your tools are 
correctly maintained and 
used in a safe manner 
as recommended by 
their manufacturer. Any 
deviation from these 
recommendations 
mentioned in any article, 
you follow at your own risk. 
We describe these tools 
being used but cannot be 
held responsible for any 
damages, injury or death 
caused by their use..w
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For your passion 
Woodcarving tools 
made in Switzerland
More than 600 high quality products

www.pfeiltools.com

www.toolsandtimber.co.uk
you can order online now

G&S SPECIALIST TIMBER

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

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

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

Closed Sunday.

pfeil

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

Flexcut 5 Piece
Printmaking Set

pfeil

Huge stocks of 1st
grade Lime Blanks

NEW

Top Quality Tools.
Lime and Oak Carving Blanks.

FREE postage for most deliveries in the UK on orders over £45

For all your
Carving

Requirements



Spoon carving
Part 1 – cleaving and axing out a blank

In this first article in an occasional series, wooden 
spoon carving expert Lee Stoffer shows the first steps 
in making a cooking spoon from a sycamore log

T
he idea for this project came from a 
turned, toadstool-shaped money box 
with a ‘secret’ mechanism for closing it.

I first came across these in Romania, but 
modified the design as I wanted to make 
an almost totally carved version. The main 
inspiration for my design came from the well-
known Aesop’s fable, and two of the fence post 
topper decorations of 
a hare and a tortoise that I have made for my 
garden fence were the trigger for the final 
design.
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a production-based technique shown to me by Martin 
Damen, to make a spoon out of a radially clef t billet from a 
log that would yield a minimum of 16 similar spoons. 

This method, while not the most ef ficient, gives the 
beginner a fighting chance of producing a usable spoon.

The most important tool being used in this section is 
the axe, which needs to be properly honed for carving. 
There are, of course, alternative ways to make a spoon 
utilising seasoned wood, power tools and abrasives, but I 
prefer a more traditional approach.

T
his first project is split into two parts, as there 
are many steps to making even a simple spoon 
design. The first part shows the procedure used 

for preparing all the work – cleaving and axing.
Spoon carving can be a great introduction to working 

with wood. The fresh-cut or fallen timber you need 
is readily available, of ten for free, and only a small 
selection of hand tools is required. I first tried my 
hand at spoon carving more than 10 years ago af ter 
watching Ray Mears make one during a bushcraf t 
expedition. Since then I have probably carved a few 
hundred spoons, developed my skills and become 
fully immersed in the joy of working green wood with 
hand tools, all the while meeting many inspiring and 
friendly characters along the way.

For this project I will show you how to carve a 
simple spoon for use in the kitchen. I will be 
working with a freshly cut section of sycamore 
log. Sycamore is an excellent wood for spoons, but I 
would also recommend birch, willow), alder, hazel, 
hawthorn, beech and most fruit woods. I almost 
always carve my spoons from green wood as it is 
much easier to work with edge tools. I will be using 
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Things you will need
Materials:
•  Sycamore log

Tools:
•  Froe
•  Club
•  Carving axe
•  Chopping block
•  Saw
•  Pencil



→

1

2

3 4
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1 Begin by cleaving the log in equal 
halves through the pith – growth centre. 
Hopefully you’ll be the first person to 
see some nice, clean, straight-grained 
timber to work with. If you don’t have a 
froe, then metal or wooden wedges or a 
suitable axe can be used for this stage.

2 Continue cleaving each new section in half 
radially. I would always recommend using a 
wooden club or mallet to strike metal tools.

3 For this spoon I’ll be using a billet 
representing 0.5mm of the log. You could 
carve or turn a bowl from the remaining half 
of the log and more spoons from the balance.

4 Choose a face to work from and mark 
a line parallel to this – approximately 
25mm away – then square of f the most 
pointed edge close to the growth centre.

5 Axe of f the waste wood and bark. Start axe 
cuts near the chopping block and work halfway 
up the billet, then flip the billet end to end 
and repeat. This technique should keep your 
holding hand a safe distance from the blade 
and prevent the axe binding in the wood.

6 You should end up with a reasonably even 
plank of around 25 × 80 × 280mm. Don’t 
worry too much if your dimensions vary, as 
long as you have at least 20mm thickness.

SPOON CARVING  PROJECT
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1 square = 10mm (1/2 scale)
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7 Next, draw a line across the face side 
about 80mm from the end and down the 
edges about 7mm. From that point you 
will need to extend the lines as shown; 
this will give you the crank profile of 
the spoon. Saw in a stop cut from the 
face side down to your edge marks.

8 Axing with the grain, remove the 
wood down to the line, taking care to 
lever out waste near the stop cut. Avoid 
working too far up the billet; this will 
help you to keep your holding hand safe.

9 Trim of f waste here across the 
grain – of ten referred to as hewing – 
following the stop cut with the toe of 
the axe. You can use the same technique 
to finish of f the previous stage.

10 It is time to remove the waste from 
the back side of the blank – with the 
grain – away from the crank point, 
where the lines change direction.

11 This is how your newly cranked 
billet should look, with parallel faces 
and an even thickness around 15mm.

12 Draw the shape of your spoon on 
the face side, with the crank point 
around two-thirds to three-quarters 
from the front of the bowl, and saw in 
two more stop cuts at the narrowest 
point of the neck. Start to remove waste 
from around the handle working with 
the grain, again stopping just short 
of the stop cut and lever out waste.

13 You can now flip the billet 
over to remove waste from 
the end of the handle, working 
carefully down to the line.

14 Now, work towards the stop cuts 
from the sides of the bowl, taking care 
not to cut into the handle. It helps 
to have a step and/or notch in your 
block to support the blank properly.
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15 Again, from the sides work around 
the front of the bowl. Keep the axe 
falling vertically and tilt the handle 
away from the cut to follow the curve.

16 You can lay the back of the 
bowl on the block and rock the 
blade through the end grain like a 
guillotine; this will allow you to tidy 
up where previous cuts meet.

17 Holding the tip of the bowl, 
start to bevel of f the shoulders 
of the bowl and back of the 
handle, leaving full thickness 
around the neck of the handle.

18 Turn the blank around and follow 
the cut through to the front of the bowl.

19 Repeat on the opposite side of the 
bowl until the rim is about 5mm thick.

20 Your blank should now be looking 
something like this, which, with practice, 
represents around 10 minutes’ work.

21 That said, don’t worry if it 
takes longer. The important thing 
is to enjoy the experience.

22 Here you can see what your blank 
should become using the tools and 
techniques we’ll be looking at next time.

In part two, we will continue refining 
the shape of the spoon and hollow 
the bowl. In the meantime, pop 
your blank in a plastic bag, then into 
the freezer. This will preserve the 
moisture in the wood and prevent 
any mould forming on the surface. w

17 18

19 20

2221
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From the community
A collection of letters and news from the woodcarving community

Announcing the winner of the Beavercraft leather apron 
prize draw in WC179 – Peter Smith from Coatbridge

W
ant another chance to win? 
Email your address to 
WCEditorial@thegmcgroup.com – 

closing date 17th May 2021.
Made from genuine leather with an 

additional surface wax coating for greater 
durability. Reinforced straps with full-metal 
copper hardware. Big kangaroo pocket, 
together with additional chest pocket to give 
plenty of storage. Apron body length 75cm, 
waistband 60cm wide with adjustable neck 
strap and an adjustable waist strap up to 
120cm – great for woodworking. Helps to 
keep you clean and safe in any situation 
within your workshop. RRP £169, available from 
www.beavercraf ttools.co.uk

Also enter on our Instagram page (@ 
beavercraf t_tools). The winner will be 
announced in the next issue.
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You asked what we have been up to during the lockdown? Well, 
before an old friend (Jack Smith) passed away, he gave me a piece 
of lime (24 x 12 x 10in) when lockdown was imposed and, af ter 
falling over it a number of times, I thought I should do something 
with it. Another friend (yes, I did have two) used to carve many 
dif ferent styles of Indian’s heads so that gave me the idea for this 

Native American inf luences

Spoons for all

project. I like to go on Pinterest to look at American Indian heads 
for information – I found a couple that I liked and came up with 
this design. Af ter many hours of work I finished the carving. 
The other carving is my interpretation of a Martin Brothers bird 
based on dif ferent Martin Brothers birds. 

Alex Garfield

FROM THE COMMUNITY  COMMUNITY
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It seems I need inspiration and motivation to get carving these days. 
Without the weekly incentive of the carving club meetings, I was finding 
any excuse not to get back into it. So you can imagine my surprise at 
just what sparked my interest again. It wasn’t my wife, Angela, asking 
where all her wooden spoons went, although that has a bearing on this 
narrative later. In fact, it was the gif t of some chainsawed lime logs I was 
given last year, now dried enough to work with. 

My aim was to just get them into workable squared-of f sizes. I only 
have a small bandsaw (picked up at a car boot sale for 15 quid  a couple 
of years ago) that was not big enough for the size of logs I had. So I 
proceeded to hand saw the logs into rough shapes, getting a fair sweat 
on in the process and giving myself a good workout at the same time.

Then I thought I would try out the collection of wood planes I bought 
of f another woodworker, that Bill, a club member had put me on to last 
year. He really gave Bill and I as fellow carvers some fabulous bargains. 
He let me have the planes for £5 each on average. One in poor condition, 
is currently fetching over £100 on eBay, but I promised him I will cherish 
them and look af ter them. You know how men are with tools.

Anyway, out came the planes, now this is where the magic happened. 
Being a machine tool fitter in a previous life I was well used to working 
with tools, but not so much wood tools. Taking time to get some 
knowledge from YouTube on planing techniques, and learning how to 
sharpen them properly, another hidden dark art, and I set to. Soon I 
was getting the shavings along the whole length of the log, which was 
gradually turning into usable wood as if by magic. Checking with square 
and flat edge I was in a world of my own and the shavings were by now 
over a foot deep. The rhythm and the sheer pleasure of planing that 
wood combined with the workout was the catalyst to get out the chisels. 
This is where Angela and then my grandson come into the story.

Having not seen me for hours she popped into the garage with a cup 
of tea and spied one of her old spoons covered in paint! You can imagine 
words were said and new spoons were mentioned.

Right says I, a spoon but not just any spoon, a spiral tapering spoon at 
that. But just to be dif ficult, not from the wood I had so much enjoyed 
preparing earlier, no I would use some hardwood from the door frames 
we had just had replaced with plastic – sacrilege I know, but I’m getting 
too old to keep up with the painting and Angela wanted the wood not to 
be just sacrificed in the wood burner.

The first spoon took a day, then once the process was mastered, I could 
make one in half a day, even without a spoon knife. Then I thought, let’s 

get my grandson involved if I could. No problem, nine years old and all 
for it, so last Thursday he produced a usable spoon, spokeshave tick, 
saw tick, gouge and mallet tick, you get the picture, I think we may 
have a new recruit. A happy story all around for Rory the grandson, 
happy with his spoon, Angela happy with her spoons, daughter in laws 
with theirs. Angela now says, think of something else to do already. 

Mike Price of Shropshire Woodcarvers



BDWCA NEWS & EVENTS

T
he current plan is still for our annual show and 
competition – the Festival of Bird Art – to be held on 
the weekend of 11 and 12 September 2021 at its normal 

venue, the Agricultural Centre in Bakewell, Derbyshire.
Reminiscing about past years, and the carvings that were entered 

in the competition, we’ve gone back 10 years, to the 2011 show, to 
find some photographs of carvings you may not have seen before. 
Hopefully all these carvers will be entering in this year’s competition!

As I write this, in the third week of February, we have just had the 
news of the proposed roadmap out of the restrictions required to 
fight the coronavirus, so fingers crossed that it will be possible. Failing 
that we will definitely hold another Virtual Competition. We will 
keep updating our Facebook page (www.facebook.com/bdwcapage) 
and our website (www.bdwca.org.uk) with the latest situation.

In the past year shows have been cancelled around the world, 
and at a recent well attended webinar – the Future of Carving 
Competitions – 11 shows from the US, Canada and the UK (yes, 
the BDWCA), spoke about what they had managed to do last year 
and their plans for this year. While shows in the early part of the 
year have already been cancelled, those that are scheduled for 
later in the year are still hopeful they may be able to go ahead.

One new show will go ahead this year, the virtual Wildfowl 
Carving Championships. The results will be in by the 
time you read this so more news in the next issue.

Contacts
For further information on the BDWCA, as well as membership details, 
visit www.bdwca.org.uk. Membership includes three issues of our full-
colour magazine, Wingspan. Or contact the membership secretary: Mrs 
Janet Nash, 26 Shendish Edge, Hemel Hempstead, HP3 9SZ, Tel: 01442 
247610. Alternatively, please email: pam.wilson@bdwca.org.uk.

Diary items – we hope
Friday 20th to Sunday 22nd August 2021
The BDWCA will be demonstrating and exhibiting in 
the Art Marquee at the British Bird Watching Fair – The 
Birdfair – at Egleton Nature Reserve, Rutland Water.

See www.birdfair.org.uk for more details.
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Saturday 11th and Sunday 12th September 2021
The National Bird Carving Championships, The Festival of Bird Art, 
in Bakewell, Derbyshire.

Featuring the BDWCA Annual Competitions for members and 
the British Bird Carving Championship, which is open to all.

A wide variety of bird and wildfowl carvings at youth, 
novice, intermediate and advanced levels.

Demonstrations of wildfowl carving, painting, stick making, 
and decorative techniques will take place during the weekend.

Stockists of carving supplies, books, equipment, 
paints and wood for carving will also be present.

See www.bdwca.org.uk for more details.

Song Thrush and Four Wild Cherries by David Clews, 1st Advanced Songbirds

Heron, one third size, by Ron Dickens, 1st Advanced Sea Birds and Shorebirds

Lapwings at Rest – carved in Douglas Fir – by Christine Rose, 1st Advanced Interpretive Wood 

Sculptures – Painted

Grey Partridge by Terry Getley, 

1st Advanced Game Birds

Woodcock "walking in leaves" by Richard 

Rossiter, Best Intermediate and Best Newcomer
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Next issue 181 on sale 3rd June 2021

Steve Bisco 
wows with 
a Grinling 
Gibbons 
tercentenary 
festoon

Carve Cedric Boyns’s walrus, inspired 

by a visit to Petropavlovsk, Russia

John Samworth 

& Zoë Gertner 

demonstrate their 

relief carvings

Dave Western 

carves a pair of 

combs with a 

Georgian influence
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Learning from lockdown
Peter Benson goes back to basics, carving in the home
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T
he lockdowns have been very dif ficult 
for so many people for all sorts of 
reasons. Family groups, friends and 

loved ones have been separated for long 
periods as well as many single and elderly 
people with no one to speak to or help with the 
shopping etc.

Classes, clubs and social groups have been 
forced to close, removing what little social 
contact many might otherwise receive.

The upside is that many gardens look better 
than they have for years due to the amount 
of attention they have had, with lawns neatly 
and regularly maintained and trees and 
shrubs trimmed to within an inch of their 
lives. All those jobs that have been on the 
back burner since goodness knows when have 
been completed and probably an awful lot of 
daytime television has been watched by folks 
who would be reluctant to admit it.

As woodcarvers we haven’t escaped the 

problem even if we don’t fall into any of the 
aforementioned categories. Even though 
what we do tends to be a little isolationist, 
we can still benefit from input and support 
from others. Unfortunately, there is also a 
downside to this in that we can tend to rely 
too much on our tutors, or more experienced 
carving friends, to help dig us out of the holes 
we get ourselves into rather than attempting 
to do it ourselves.

All of this really boils down to how much 
confidence we have to solve any problems 
we may face ourselves. It doesn’t really have 
very much to do with ability, it is more about 
experience in problem-solving and not 
being afraid of making mistakes. Everyone 
who attempts to be in any way creative and 
innovative will always make mistakes at some 
time, otherwise nothing new will ever be 
achieved and, in woodcarving, the solution to 
every problem you may face is to take of f more 

wood. All you need to do is to identify what 
needs to be removed and from where.

With the lockdowns, unless you intended to 
spend hours on the phone, we have all been 
forced to deal with these problems ourselves. 
My advice is to forget about producing 
masterpieces that take forever to carve and 
think about smaller pieces that can be held 
in your hand and that can be completed in 
a relatively short time. This will mean that if 
mistakes are made you don’t have a huge time 
investment and the fear of ‘messing it up’.

If you feel that you need ideas or guidance, 
you can find a selection of how-to books from 
bookshops, libraries or online that can provide 
a wealth of projects you might like to try. 
The important thing to remember is that no 
instructions can show everything you  
need to know. You still have to do your  
own bits of research if the results are to be 
realistic and satisfactory. 
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Inspiration from nature
If your particular fancy is abstract carving you still need to study the 
work of others to appreciate what shapes work and what don’t, and 
what techniques you need to master. There are shapes and curves that 
are pleasing and those that are not – a look at Fibonacci sequences 

and curves can be fascinating as well as very informative. These give 
an insight into how nature treats curves and shapes, from a curve 
produced by a drop of rain on the end of a blade of grass to the shapes 
of sea and snail shells.

Carving in the home
Since I was a child, most of my carving has been done indoors as, 
like many carvers, I didn’t have a shed or workshop. Obviously, this 
meant that nearly everything was small enough to be held in the hand. 
It wasn’t until many years later that I was able to attempt anything 
larger when I had the space and equipment.

I can already hear the cogs turning in the heads of carvers’ partners 
as they fear that they are hearing me suggest that carvers start carving 
in the living room. I certainly don’t want to antagonise any more people 
than I do already, but I am sure most households have some small 
corner indoors where an enthusiastic carver can work. 

A sheet on the floor can protect the carpet from the chips but, 

even without one, a few minutes with a stif f brush will soon 
re-establish the status quo. We have the cleanest carpet in the 
neighbourhood as it gets brushed regularly to remove wood chips 
that are not dirty anyway. 

With a simple lap or tabletop carving board you can successfully 
carve almost any simple piece safely with no mess. Using a few 
simple safety rules, you won’t even run the risk of cutting yourself.

With this type of carving, you will only need a few small gouges 
and a knife, a leather strop to hone the knife and a small piece of 
MDF (medium density fibre board from the DIY store), suitably 
shaped to hone your gouges.

LEARNING FROM LOCKDOWN  TECHNICAL
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Option 1 – a quick carving table
1 Here are the components needed to make the first of 
two options of carving board that you might like to consider. 
This one is for use on a tabletop with protection in the form 
of foam strips or leather to prevent damage. 

The parts can be made cheaply out of any of fcuts and the 
bracket shapes from thick plywood or MDF. Make the gap 
between the top and bottom of each bracket wide enough 
to slide on to the table you wish to carve on but not take 
gouges out of, remembering to allow for the thickness, 
top and bottom, of the foam or leather.

2 Screw or glue the brackets on to the underside of the board 
you are using for your table.

3 Glue the protective foam rubber or leather strips on to the 
inner surface of the curved bracket. 

4 Glue or screw the edges of your tray in a frame to your board 
and your angled block of fcut in the middle of the side away 
from you. You can add a leather patch to the top of the block.

Option 2 – a lap board
The other options is for use on your lap should you wish 
to carve sitting in your armchair. If you intend to carve with 
the board in your lap you would be wise to have a leather 
apron, or something similar, underneath to protect your 
legs or nether regions. 

You can make the carving table without the underside 
brackets and table protection, or with brackets wide enough 
to fit the outside of your lap.

In use
Obviously, there are many variations you can use but these are 
the ones I have found successful over the years. The post in the 
middle, with a leather patch on the top, gives you something 
to rest your carving against as you put pressure on the gouge. 
This is a safer way of cutting than towards the piece held in 
the hand. I have found this particularly useful when carving 
netsuke. As you use these you will find that you want to vary 
the design to suit your needs. The board can be larger or 
smaller, the width and thickness of the under brackets will  
need to suit the individual table or to fit the outside of your  
lap if you wish to keep them in place in addition to a cushion. 
You might even choose to add a couple of arm or wrist rests  
on the top for comfort. As there is little or no expense involved 
you can quickly and cheaply arrive at something that is ideal  
for you.

You may or may not decide that this way of carving suits you, 
but I can assure you that carving small can be very rewarding 
and can extend where and when you can follow your hobby. 
You can produce simple pieces with little time commitment, 
or enter the world of netsuke where extremely intricate pieces 
can be carved in a variety of materials. For those of you with 
partners, the main requirement is understanding and tolerance 
of the chips on the floor issue. Persuasion, bribery, the odd gif t 
or of fers to decorate the living room may be routes open to 
you, but I am afraid I cannot help you with that.

3

4
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Inspiration to begin netsuke
Here are some carving ideas that may help you to start with, but I 
stress that you don’t have to be too ambitious for a carving to have 
value. Simple shapes well carved can be very attractive and popular. 

While these carvings may not win any medals at shows or exhibitions, 
they will give you an opportunity to practise all your skills and keep 
you carving as an alternative to watching, or maybe while watching, 
daytime TV, if that is your thing. I have included a selection of ideas 

For those of you who know nothing about netsuke, have a look on the 
internet at some of the designs that have been produced. 

They are very small, incredibly intricate and detailed, and can drive you 

mad, but can be extremely satisfying when completed successfully.
In the next issue of Woodcarving, I’ll be looking at the history of netsuke 

and carving a netsuke dove. w

that you may like to try or develop. Some are very basic, and others 
are quite complicated.

I’ve carved simple houses from scrap wood, painted or  
lef t plain – design entirely up to you – simple animals or birds  
needing knowledge of shape and movement and a few netsuke  
that will challenge most carvers. The largest of those shown is  
the rabbit at 50mm long.

LEARNING FROM LOCKDOWN  TECHNICAL
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Triskele mirror
Glenda Bennett looks into the 
creation of a spiral hand mirror

Spirals appear in pictorial form in 
The Book of Kells, where the Celtic 
artist took the simple spiral and 
introduced fantastic variations by 
adding animal and bird features.

The mirror featured in this project 
follows the tradition of the enamelled 
and engraved bronze mirrors produced 
by craf tsmen of the pre-Roman 
Celtic period of British culture.

The Celts were particularly conscious of 
their appearance, especially their clothes 
and hair, so mirrors and combs were very 
important objects. Many Pictish stone 
carvings bear a mirror and comb motif. 
In the drawing (above) of another of the 
Aberlemno stones, the mirror and comb 
can be seen in the lower right-hand corner.

The actual design on the back of the 
mirror has been adapted from the central 
motif on the eighth-century High Cross 
of Aberlemno, Scotland, shown below.

Two legs from the lower spirals break 
away to create the knotwork on the 
handle, forming an eternal knot. 

For this project, I used European oak 
for strength, as the handle has to 
be strong enough to support the 
weight of the mirror. Oak is not the 
easiest of woods to carve, as the 
grain is quite coarse, but the finished 
result makes it worth the ef fort.
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T
his hand mirror introduces a new 
element of Celtic art, that of the spiral. 
The spiral, or triskele, is made up of 

three legs or curves that radiate from a 
common centre, and is thought to represent 
the sun and the movement of heavenly 
bodies. Others interpret the three coils as 
representing the three elements of heaven, 
earth and water, and a safeguard against evil.  

The spiral motif appears in very early pagan 
Celtic art; one of the oldest examples is on 
the entrance stone at Newgrange in County 
Meath, Ireland, which dates back to 3000BC. 
Newgrange – a passage-tomb and the alleged 
burial place of the ancient Kings of Tara – is one 
of the most famous prehistoric monuments.

Spirals with two coils appear on early 
Celtic jewellery, such as bronze-age 
metal cloak fasteners and third-century 
Irish horse ornaments. These motifs are 
also found on stone crosses carved by 
stonemasons working in the sixth century.



→21

1 Either trace the design for the back  
of the mirror frame (above) through 
carbon paper on to the timber, and cut 
around the outside of it, or stick the 
template on to the timber for cutting 
out using spray adhesive, as shown 
here. I prefer the latter method, as 
I find it easier to follow a black line 
on white background, but it means 
that the design must then be traced 
on to the timber af ter cutting out. 

2 Turn the mirror frame over and 
position the mirror centrally on the large 
circle, holding it firmly in place with one 
hand. Draw round the mirror to mark 
where the rebate needs to be cut.   

TRISKELE MIRROR  PROJECT
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Things you will need
Materials:
•  Photocopy of template, enlarged by 125%
•  Carbon paper 
•  Repositionable spray adhesive
•  Timber, at least 160 x 260 x 12mm 

(61⁄4 x 101⁄4 x 1⁄2in) (European oak)
•  Round mirror, 125mm (5in) in diameter
•  Glue suitable for sticking glass to timber.

Tools:
•  Scrollsaw or hand fretsaw
•  Router with straight cutter 

(optional) and non-slip mat
•  Dremel with cutter bit No.9936 (optional)
•  Carving chisels and gouges
•  Chip carving knife (optional)
•  Clear wax polish, or finish of your choice
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3 The rebate is cut to the depth of the mirror, 
plus an extra millimetre to allow for gluing 
and final sanding. A router is the obvious 
choice for this operation, but if you do not 
have access to a router or a Dremel with 
routing facility, the rebate can be made 
using chisels and gouges, making sure that 
the base of the rebate is smooth and even.

Most standard routers will have to be used 
freehand to cut the circle, as the diameter is too 
small to be cut using the central pivot method. 
This is not a problem if both hands are used to 
guide the base of the router instead of using the 
handles. As with any routing operation, ensure 
that the base is kept level at all times, so that the 
cutting bit cuts at an even depth throughout. 
Use a non-slip router mat under the work to 
hold it in place during the routing operation.

Round of f the outside edges, also using 
the router fitted with a round-over bit. 
Again, if no router is available, you can use 
a gouge, chisel, or a rotary carving tool.

4 Working still on the mirror side, shape the 
handle by rounding it and slimming down the 
‘waist’ where it meets the larger circle. This 
can be quickly achieved using a structured 
tooth tungsten carbide bit in a rotary tool, but 
only if you are well practised in its use, and 
are sure of your ability to control the cutter. 
Otherwise, use a gouge or chip carving knife. 

5 Next begin the carving on the reverse. Before 
starting to carve the spirals, the central line 
must be scored. There are several ways of doing 
this – the choice is yours: you can cut the shape 
using a gouge of the same sweep of curve, held 
at right angles; mark the line with a V-tool, 
or score it with a chip knife or craf t knife.

6 Deepen a V-shaped groove between the 
coils by removing material evenly on either 
side of the scored line and curve over the top of 
each coil as it is formed. Work at right angles 
to the central line, unless using a V-tool. 

7 When all the spirals are complete,  
remove the areas between them (shown 
shaded on the template) to an even depth. 
Try to make this depth the same as the depth 
between the coils of the spirals. 

8 Reduce the outer ring to the same 
depth and round over the large coil 
that is lef t enclosing the spirals.

Work the knotwork design on the  
handle by scoring the lines then 
reducing the background.

9 Using a fine 5mm (3⁄16in) straight chisel, 
reduce the raised bands on either side of 
each crossing point to give the ef fect of 
them weaving under and over each other.

When all the carving is complete, sand 
as appropriate and apply the finish of your 
choice. I used a clear wax polish, as the colour 
and grain of the wood needed no further 
enhancement. Do not apply any finish to 
the area where the mirror is to be glued, 
however, as it may prevent a good bond. 

Glue the mirror firmly in place 
on the reverse side. w
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effortless

shaping
with kutzall tools

incredibly smooth control  | superior material removal 
stays sharp longer | hassle-free maintenance

Shop our complete line of Rotary Burrs, 
Shaping Wheels, & Hand Rasps at Kutzall.com.
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Sharpening clinic – 
U-tool nightmare

Nic Westermann tackles another of 
your tool sharpening problems

F
or this article I have a pair of gouges 
– a No.7 and a No.11. John, who 
provided these, had not been able 

to sharpen them satisfactorily and then 
sent them of f to be done professionally. 
Unfortunately, they were still not right so 
finally they turned up at my workshop.  

Starting point 
1 At first glance they looked good – the 
grinds were even, if a little coarse, but this 
initial grind had been smoothed out at 
the edge, which is really all that matters. 
However, when I tried to take some test 
cuts, it was obvious all was not well. 

Initial ‘cuts’ 
2 Looking straight on at the edge it 
was apparent what the problem was. 
It looked like the gouges had been 
jointed, something I approve of as it 
allows good control over the shape of 
the cutting edge. But in this case the 
grinds had not progressed far enough 
back to produce a new edge. I have in the 
past done this inadvertently, so I’m not 
going to condemn too harshly – but as 
both gouges sharpened by this company 
showed this error it suggests they were 
not checked before being sent out. 
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Obviously all is not 
well – no edges!
3 The grind on the No.7 gouge looks good, 
on the No.11 I wasn’t certain originally as the 
bevel tapering to the top of the wings looked 
odd. However, a quick check with callipers 
suggested that the wings thinned towards 
the top of the U, so simple geometry means 
the bevels should be shortening as they rise.   

  

3

5

Dial a friend 
I should say that at this point that the 
night before I had a long and interesting 
conversation with Peter Benson about the 
finer points of sharpening and maintaining 
gouges. I was aware of a few dif ferent 
ways to produce a sharp edge, but I wanted 
to produce one that was appropriate 
for the use the gouge would see. 

In many ways these were similar to last 
month’s V-tool – the No.11 basically being 
a U-tool, and the No.7 gouge simpler 
still. So, if you have something a bit 
more challenging, please get in touch. 

First, I polished up the inside faces, 
making up some simple formers and 
using self-adhesive sandpaper to ensure 
an accurate finish. This can take quite 
a time, but it is not something 
you will have to repeat very of ten, 
and I it’s think worth doing, as the 
scratches from grinding inside of 
the gouge can be quite deep. 

 
Smoothing the inside 
with wet and dry paper 
4 I then very lightly jointed the edges to 
make sure I had them true and square. 
Next, I ground the bevels to 25° on the 
ProEdge, right to the edge this time. 

I had considered doing these on 
a wheel and sharpening across the 
hollow – this would make touching 
up easier – however, af ter discussing 
this with Peter I felt that this would 
produce a bevel that was too flat and 
would not come out of a cut easily. 

I worked down to a belt of 
approximately 1,000 grit on the No.11 so 
I could jump straight to polishing on a 
wheel. On the No.7 I stopped at 400 grit 
and finished of f the bevel by hand, just 
to show a couple of dif ferent methods. 

 
No.11 gouge straight 
off the ProEdge 
5 The PE will produce a very flat bevel, 
and final hand sharpening will, despite 
my best ef forts to keep everything 
flat, put in a tiny amount of convex to 
the bevel form. This is what is needed, 
however, the amount of convex needed 
is very subtle, so unless you have 
exceptional control of your freehand 
sharpening, trying to keep everything 
flat is enough. If you consciously aim to 
convex you will likely put too much on. 

I also had a very interesting 
conversation with Peter about stropping. 
He is convinced that stropping is enough 
to maintain an edge on a gouge almost 
indefinitely, whereas in the green 
woodworking circles I frequent, excessive 
stropping and the resultant micro 
bevels are seen as a major drawback. I 
believe both points of view to be correct. 
For knives, a micro bevel will give a 
significant loss of control as there is very 
little leverage to control the cut, your 
hand is very close to the edge in terms 
of the radius it will rotate around, so the 
bevel provides this support or guidance. 
For a gouge with a long handle the 
direction of the cut can be controlled 
easily without bevel support, so stropping 
is not going to have the same drawbacks. 
To put it another way, if you are trying 
to open a stubborn paint lid with a 
screwdriver you will use the leverage 
available to you rather than try to twist 
the lid of f by rotating the screwdriver. 

SHARPENING CLINIC  TECHNICAL
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A

B

The extra control a gouge gives means that bevel support is not as important as in a knife

8

The diagram shows the dif ference 
in leverage between a Gouge A and a 
Knife B, drawn end on.  

At this point I finished the No.7 by 
hand and the No.11 under power, using 
a flat buf fing wheel to polish up the 
outside bevel and a V-shaped wheel to 
remove the burr from the inside. This 
had already been cleaned up accurately 
beforehand, so little was needed here. 

 
6 Polishing the outside bevel.
7 Polishing the inside on a V felt.
8 Both insides finished.

  
The No.7 I finished on progressively 

finer papers. I had spoken to Peter 
about the merits of dif ferent 
sharpening actions – some people 
recommend side to side, working 
along the edge, some backwards and 
forwards into and away from the 
edge and some in a figure of eight. 
This was felt to make for the most 
even wear patterns in sof ter stones. 
I tried this with PSA sandpaper, but 
my control wasn’t good enough and 
I kept cutting the paper on the push 
stroke of the eight, so settled on a side 
to side action, drawing progressively 
towards me to evenly use the paper. 

 
A side to side motion 
worked best on sandpaper 
9 I then stropped the outside bevel by 
hand in the same manner, and finally 
stropped the inside with a wooden rod 
loaded with polishing compound. 
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I am really excited to be doing this new series. As 
the name suggests, I will be helping carvers with 
sharpening problems – this will allow me to focus my 
articles on tools that are relevant to you, the readers.

I am looking for readers to send a brief email 
with a description of the tool, the sharpening 
equipment they are using and the problems they 
are having. Please do not send images at this stage 
as it clogs up my email system far too quickly.

I will try to answer all emails, but will only be selecting 
one tool per article. You would then send the tool to me 

at your expense, I will sharpen it and make it the subject 
of the article and send it back to you at my expense. 
Turnaround will be up to a month as I will need to get the 
tool well before the deadline to be certain I can fulfil my 
obligation to WC of turning in a quality article each issue.

If not selected, please do not send me your tools. I don't 
have time to sharpen them in my day-to-day business, 
and I don't have the budget to return them to you if you 
do. Also, due to the timescales involved with overseas 
post currently, this is only open to carvers in the UK. 

If you are interested, and I hope you are, then please 
email me at nic.westermann@btconnect.com

THE SHARPENING CLINIC IS OPEN

Stropping the 
inside by hand  
10 I then tried some test cuts. I was 
hoping that my carefully hand honed 
edges on the No.7 would be better 
than the machine-produced No.11. 
But it wasn’t to be. Both cut much 
better, but the slightly spalted end-
grain birch is incredibly unforgiving 
– any discrepancy of the edge shows 
up in the wood much magnified.    

The No.11 cut well and only showed 
minor tear-out on deep cuts, which was 
to be expected. The No.7 was leaving 
track marks – white parallel lines in 
the cut corresponding to blunt areas 
along the edge. I obviously hadn’t 
taken the original grind marks out 
with my diligent hand sharpening. 
Maybe my ef fort to keep everything 
flat meant I had consciously stayed 
too far away from the edge? Did I 
start over with the coarsest grit and 
work down methodically to 10000 
grit? No, I hit both sides on the 
buf fer, taking less than a minute, 
and the edge then cut cleanly. Hand 
sharpening can be a dreamy, Zen-
like meditation, but at 10.30 on a 
Friday night power tools are king. 

 
11 The improvement in 
the cuts is plain to see 

 
The outside of the 
finished gouges 
12 I then made some cuts in a more 
forgiving piece of alder and produced 
some gorgeous shavings, which you 
can see at the start of the article. So, 
what did I learn? First, that a deep 
gouge such as a No.11 is very similar but 
easier to sharpen than a V-tool; that, 
although you can accomplish a lot by 
hand, sharpening with power is much 
easier; and although it is possible to 
overdo it and round a bevel, gouges 
are much less sensitive to this, and I 
can see now why buf fing is so popular 
with gouge and chisel carvers. w

1211
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Black swan walking stick
Paul Purnell creates that rare and unexpected beauty that is the black swan…



1

→32

1 Use the drawings to make the  
three templates. Bandsaw the blank using 
the side-view template. You will need the 
other two templates for reference later.

2 Measure the diameter of the shank you 
intend to use and add 2mm. Find the centre 
point on the bottom face of the neck of the 
head. Draw a square around this centre 
point using this measurement. My stick 
was 26mm and the square drawn is 28mm. 
Adjust your measurements accordingly. 
The extra 2mm is to give some leeway for 
error. Drill a hole 45mm deep with a 13mm 
Forstner or wood drill at the centre point. 

3 The handle width needs reducing from 
40-30mm. Draw reference lines 5mm in 
from each side on the top face of the handle 
as guidance. Use a safe-end coarse burr to 
remove the wood down to this line and up 
to the position of the head. Draw on the 
side view of the head. The finished head is 
approximately 33mm wide, but keep it at 
40mm for the time being. Remove the wood 
below the bottom edge of the head to blend 
in with the handle as shown in the photo.

Black swans (Cygnus atratus) range freely in 
the estuaries and waterways of Western and 
Eastern Australia and Tasmania. In 1973, Western 
Australia of ficially proclaimed the black swan 
as its emblem and it appears on the state flag.

Black swans

BLACK SWAN WALKING STICK  PROJECT
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Things you will need
Materials:
•  Epoxy glue
•  Epoxy putty
•  Brass collar
•  Brass ferrule
•  Hazel shank
•  Assorted sandpaper: 

120 to 400 grit
•  Wood: Lime 140 x 100 

x 40mm
•  Eyes: 6mm red
•  Acrylic paints

Tools:
•  Bandsaw
•  Rotary carving tool
•  Coarse and medium burrs
•  Diamond burrs
•  Flamed ruby burr
•  Forstner bit or wood 

drill: 13mm
•  Carving knife

SMALL SQUARE = 2mm 

LARGE SQUARE = 10mm 

FRONT TOP
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4 Give the handle a rough sand to 
check symmetry and progress.

5 Draw the shape of the head from the 
top view using the template. Using the 
safe-end coarse burr, carve this shape. 

6 Using a coarse bull-nosed burr, 
start to round over the swan’s head.

7 Prepare the shank to receive the 
head by carving a 45mm dowel. (See 
Woodworking Craf ts issue 21 for the 
full process.) This stick will have a 
brass collar fitted so the two surfaces 
will abut one another. However, if 
you intend to use a spacer instead, 
the dowel will need to be longer to 
accommodate the extra length.

8 Use a carving knife to refine 
the swan’s head to the finished 
dimensions. You could continue with 
power for this step if you prefer.

9 Place the brass collar centrally over 
the hole in the bottom of the neck. Draw 
the inner diameter of the collar on to the 
head. Draw a line around the neck of the 
head 5mm from the bottom. Use a knife 
to place a stop cut around this line. Pare 
away wood down to the inner diameter 
until you achieve a tight fit of the collar. 

10 Pencil sighting lines 10mm either side 
of the centreline on the handle. With a 
bull-nosed burr round over the handle.

11 Shape the tip of the handle with 
the coarse burr. Start the reduction 
at 30mm from the tip. Take each side 
down to meet the tip at 5mm from 
the centreline. Give the entire piece a 
general sand with a cushioned-drum 
sander fitted with 120 grit paper.

1110
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13

1514

12 The collar I have used is 25mm in 
length. In step 9, it was fitted 5mm from 
the bottom of the head. Therefore, it 
will cover 20mm of the shank. Mark 
this measurement on the shank. Secure 
an edge of magazine paper around 
this point. Use a carving knife to place 
a stop cut around the shank. Carefully 
cut a groove at this point, working 
from the top side. Now systematically 
remove wood from around the shank 
until the collar fits snugly. Test fit the 
collar with the head and shank joined.

13 Use pins to locate the position of 
the eyes. Drill a hole approximately 
10mm deep using a 3mm drill bit. With 
120 grit paper on the split-mandrel 
sander, shape the eye depression.

14 With a carving knife, start defining 
the bill. In this project only the upper 
mandible is visible. Reduce it to its 
final width and slope. Then add the 
shield-shaped nail at the tip. Drawing 
sighting lines 5mm apart on the head 
will help you to achieve symmetry.

15 Use a diamond bud-shaped burr 
to define the cheeks. Round over and 
blend into the head with the split-
mandrel sander and 120 grit paper.

16 Enlarge the eye socket to 
accommodate a 6mm red eye using a 
bullet or flamed burr. Then use a 3mm 
ball to enlarge the back of the socket 
to allow sufficient epoxy putty to fix 
the eyes. Lightly round over the edge of 
the socket with the mandrel sander.

17 Use a carving knife to separate the 
beak from the forehead. Use a stop 
cut, then remove a sliver of wood.

1716 →

BLACK SWAN WALKING STICK  PROJECT
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18 Do the same as above to define the 
bottom edge of the upper mandible as 
shown. Round over the hard edges with 
240 grit on the split-mandrel sander.

19 Use a small gouge to add a little 
depression behind where the upper and 
lower bill meet to create the ‘smile’. 

20 With a cushioned-drum sander, 
flatten the area of the beak where 
the nostrils are located, then use 
a 2mm diamond ball to define the 
nostrils. Add a lip to the nostril with 
a flamed ruby burr and then sand.

21 The head and beak details are now 
finished. Give everything a final sand by 
hand with 240, 320 and 400 grits before 
texturing. Draw on the feather flow.

22 The cheek areas and the crown 
of the head are rows of tiny feathers. 
Outline these using a flamed ruby. 
Use the mandrel sander and 240 
grit paper to sof ten the edges 
and remove all burr marks.

23 The small feathers outlined above 
blend into rows of V-shaped clumps of 
feathers. The crown merges with the 
occiput and nape and the cheeks merge 
with the sides of the neck. To carve 
these feathers use a combination of the 
flamed ruby and a bull-nosed ceramic 
stone. Sand with the mandrel sander. 

24 Before texturing ensure you have 
removed all burr marks. Start texturing 
the feathers from the bottom of the 
nape and work upwards. Use a 2mm, 
blue ceramic cylinder to texture the 
feathers. Ensure that your strokes 
have a degree of randomness and are 
neither straight nor regimented.

25 Use the same blue cylinder to texture 
the remaining small feathers of the 
cheeks, crown and forehead. Use a pad 
in the rotary tool to remove any fuzzy 
areas lef t by the texturing. This image 
shows the texturing completed.

76   WOODCARVING 180



26 Apply three coats of finishing oil 
and allow to dry for seven days. 

27 Fix the eyes with epoxy putty 
and make the eye rings.

28 Af ter seven days, you can start 
to paint. Start with the beak using a 
mixture of cadmium red (medium) 
and a hint of golden ochre. Add 
white for a pink and blend to the tip. 
Add a touch of this pink below the 
upper bill. Use white for the stripe 
across the beak and the nail.

29 Paint the rest of the head with a 
mixture of ultramarine blue and burnt 
sienna to create a rich grey-black. With 
the addition of black and then white, 
create darker and lighter values with 
which to add some random highlights. 
Paint inside the nostrils with the darker 
value. Paint the front half of the eye 
ring with white. Use a weak wash of 
the dark colour to go over the bill and 
eye ring to tone down the colour.

30 Af ter seven days, apply another two 
coats of finishing oil to the head. Apply 
three coats of oil to the shank. Fix the 
ferrule with epoxy glue. Glue the head 
and collar to the shank with epoxy glue.

31 The finished stick should 
look something like this. w

2726

2928

3130
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WOODCARVING TUITION IN DEVON
SPECIALIST TUITION IN ALL ASPECTS OF CARVING BY
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MAXIMUM 5 STUDENTS, WITH BEGINNERS/RETIRED STUDENTS
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COMFORTABLE ACCOMMODATION NEARBY.
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PuddleduckFarm, South Wonford, Thornbury,

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

to advertise in 

the definitive 

guide to 

Woodcarving?

Call now on 

01273 402855

Or email

gmcadvertising@thegmcgroup.com

p
fe
ilFor your passion

Woodcarving tools
made in Switzerland

More than 600 high quality products

www.pfeiltools.com

www.findacraftsman.com 
GO
TO

For skill, integrity and expertise...

Recognising craftsmanship in a modern world

...choose a member of 

The Guild of Master Craftsmen



Book reviews
We review two new additions for your workshop library

Buchanan-Smith’s 
Axe Handbook
Peter Buchanan-Smith

Peter Buchanan-Smith, founder of the 
Best Made Company, describes this as a 
personal ‘love letter’ to his favourite tool, 
the humble axe. The book begins with a 
fascinating history of the axe, from the 
earliest stone tools made by early humans, 
through the Vikings’ double-bit broad 
axe and the iron and steel versions of the 
18th and 19th centuries, right up to the 
present-day revival in traditional craf ts and 
tools and the emergence of new forges. 
Interesting historical snippets are also 
spread throughout the book, including 
‘the President’s Axe’ owned by Theodore 
Roosevelt, ‘the Poet’s Axe’ of Robert Frost, 
and a tribute to the Women’s Timber Corps.

There is also plenty of practical information, 
including a detailed ‘anatomy of an axe’; 
illustrated guides to the dif ferent styles, 
head and helve patterns; general care, 
safety and sharpening tips; and a detailed 
guide to buying and restoring new and 
vintage tools. The making process is also 
covered in detail, with photographs taken 
at a modern forge. There’s information 
about using an axe, too, covering chopping 
firewood, felling trees and preparing timber. 

If you’re interested in using an axe in 
your woodcarving, this lavishly illustrated, 
comprehensive guide is the book for you.

Published by Abrams Image, £17.99

Wild Days: Outdoor Play for Young Adventurers
Richard Irvine

Wild Days is packed with ideas for 
families to get outside, have fun 
and be creative. There are over 50 
activities, all designed to get children 
away from their screens and out into 
nature, wherever they live. For young 
carvers, there are plenty of whittling 
and carving projects to enjoy, 
including making a walking stick, a 
magic wand, a woodblock stamp and 
a hedgehog-shaped pencil holder. 
Their creativity will be inspired as they 
make their own paints and inks, learn 
to tell stories and make up poems. 

Other activities are designed to 
expand children’s knowledge of 

the natural world, teaching them 
to identify plants and wildlife, tell 
a tree’s age by its rings, map the 
stars and listen to birdsong. 

While the emphasis is on fun, 
there is also plenty of essential 
safety advice and valuable tips 
on how to behave responsibly 
and respectfully outdoors.

Hopefully this book can help 
you create some magical family 
memories and inspire children with 
a lifelong love of nature and craf t.

Published by GMC 
Publications, £16.99

NEWS  COMMUNITY
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Astorga Cathedral
We learn more about a masterpiece of Spanish architecture

A
storga Cathedral, the Catedral de Santa Maria de Astorga, 
combines elements of Romanesque, Gothic, Neo-Classical, 
Baroque and Renaissance architecture. This ‘crossroads 

of styles’ is fitting in this part of northen Spain, which has been 
a cultural melting pot for centuries. The construction began in 
1471 in the German Gothic style but incorporating the walls of an 
earlier Romanesque cathedral. Building continued until the 18th 
century, adding the Neo-Classical cloister; the Baroque towers, 
capitals and façade; and the Renaissance-style portico. The 
striking entrance is richly decorated with relief carvings depicting 

five evangelical scenes, as well as plants and cherubs. One of the 
main features of the interior is the High Altar, which was created 
by the Spanish sculptor Gaspar Becerra in 1558. Considered 
a masterpiece of Spanish Renaissance art, the altarpiece is 
arranged in three layers, with the central section depicting the 
assumption. The carvings were made in polychrome walnut wood. 

Today, the Cathedral complex includes a Diocesan 
Museum and the Neo-Medieval Episcopal Palace, which 
was designed by Antoni Gaudí in the late 19th century. The 
Cathedral was declared a national monument in 1931.
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GUARANTEE

 120W WHETSTONE 

SHARPENER 

TWS S10

Fitted with a pre-dressed, high-
grade 220 grit grindstone and 

leather honing wheel, the Triton 
Whetstone Sharpener produces a 

polished, razor-sharp edge on 
cutting and shaping tools.

Support Arm Extension

Provides simultaneous 
tool support above the 

grindstone & honing 
wheels.

Carving Tool Jig

Clamps narrow & butt 
chisels firmly. Internal ‘V’ 

shape automatically 
centres the tool.

Profiled Leather  
Honing Wheel

Hones & polishes the 
inside of V-parting tools  
& turning woodcarving 

gouges.

Turning Gouge Jig

For controlled,  
accurate sharpening of 

woodturning tools.

Diamond Truing Tool

Quick restoration of the 
grinding surface. The 

back bar controls rate of 
material removal.

Keeping your edge

Optional Accessories
Triton offers a range of sharpening jigs and accessories for a variety 
of woodworking blades including chisels, gouges and carving tools. 

For full accessory range visit tritontools.com

TWS SAE TWS CTJ TWS LHW TWS DTTTWS TGJ

What’s in the box

1 x TWSS10 120W Whetstone Sharpener

1 x 220 Grit Grindstone

1 x Water Trough Attachment

1 x Leather Honing Wheel

1 x Honing Metal Polish

1 x Grinding Angle Set-Up Jig (TWSGAJ)

1 x Support Arm

1 x Stone Grader (TWSSG)

1 x Straight Edge Jig (TWSSEJ)

1 x Spanner

1 x Instruction Manual



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

 info@razertip.com

razertip.com  

Follow us

Eskimo Curlew

by Cam Merkle

Oil on Tupelo and Brass

razertip.com/P80.htm

THE RESULT OF OVER 30 YEARS OF EXPERIENCE 

AND LISTENING TO CUSTOMER FEEDBACK

- 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

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.

- Preferred by some of the world’s best pyrographers 

- World’s finest, sharpest, most innovative burners

- Exceptional temperature control for delicate detail 

- 10 Amp output for superb tip heat recovery

- Over 800 different tip profiles available

- Fixed-tip or interchangeable-tip pens and tips

- All Razertip® burners are safety certified 

- Choose from regular or heavy-duty pens and cords 

Razertip® Pyrographic Tools:
- Adapters and cords available to fit most other brands

- Unconditional warranties: 

    • 3 year power supply

    • 1 year pen warranty includes fixed tips 

    • 6 month warranty on re-tips

- Systems starting at $158.95 USD

- Dealers world-wide


