EXPANDING THE BOUNDARIES OF WOOD ART

NEW-MASTERS

WOODTUR




ALAN GIAGNOCAVDO
Fredident

. MCCRARY
Fubitizher

PEG COUCH

Acguisition Editor

JOHN KELSEY

Paul HAMBKE
Fditars

Troy THORNE
Craative (nirpctson

LINDSAY HESS
Design

DEDICATION

This beok s dedicated 10 the memory of Dots 2 Meiladh,
who saw waad arr for what it was before any of us

£ 20008 by Fox Chapel Pablishing Company, Inc.
Niw Masters of Wosdiening s an orsgimal work, first published in 2008
by Fox Chapel Publishing Company. Inc.

ISBN 976-1-56523-375-1 (cloth’; 978-1-56523-334-8 (pbik.)
Publisher’s Caraloging=in-MPublication Dhara
Martn, Terey, 1947-

New masters of waodturning : expanding the baundanes of wood an
/ Terry Marin & Kevia Wallace, — East Perensburg, PA ; Fox Chapel
Publishing, <2003,

porill; em,
ISEN: 978-1-56523-375-1 (cloth) ; 978.1-56523-334-8 (pbk.}

1 Woodworkers-Biograply. 1. Turning.- Technigue.
3 Woodwork. 1. Wallace, Kevin, 11 Title.

TTI01 MAT 2008
684.08/3-dc22 0806

Ta lezkn more shout the other grest books from
Fox (hapel Publishing, o to find 2 renailer near you,
call roll-free 8O0-A57-S112 or visic s at www Fox ChapelPrblishing o,

Note to Auchors; Wi are always looking for salented
authors to wiite new books in our atea of woadworking, design,
and related cratis, Please send 3 brief leter describang your idea to
Peg Couch. Avquisitien Ediror, 1970 Broad Stereer, East Pezersburg, PA 17520,

Printed n China
092876354321

Fecaume workimg with wooud sl sther motenale swhererily mclisken the sk of apy sl damage, this beek canees garantee
pretoemmg the aiates m iles book waale b mervone Forthas e, this ook s ol waithor watrantes or gumesosiof s
kil expressed or wnplied. and the publisher amd thse anbior Soclaim any lubsloy (og sy upase, Reses. or davues caed 0 any
weay Ty the conceen of this busok or the reader’s wse of 1he sl needed w complite the prejects prescared bee The pulishir and dhe
aathron samge ol) masodisdions 1o thorcaghly teeew sk prodoet and to undeestand the wse of ol roals befear beganing any projest-

Marepwnan, 3auMLEHHbIA aBTOPCKYM NPABOM



CONTENTS

[MTEODUCTION LSBT
Liavi FILY SN Striviag fo Find the Perfecr |ine ; ; ] P ; : 3 ¢ : N
LHAYIEY SWITH® [dag Fralpe qgmd Elnw iepn the feyr Ping s I
[. PAUL FEMNELL: fachaical and Creative Challeapes Are Always Mingled . . . . . . . . 13
HARVEY FEIN: Consider Texture, Paitern, and lnclusians 19
BUTCH SMUTA: Keeping Jt Simple Is the Best imvestment. . . . . . . . o . oy oo o o 2O
Biamd FiEMIMNG: More ddegs Thae | Con Ever Produce 31
PETER HROMEK: You Find These Shapes Everywlerg in Nature . . . . . . . . . 37
WILLIAM MOORE: The Conlrasting Relationships of Wood and Metad . . . . . . . .. 45
VAUGHN RICHMOND: Techrmical Challenpes Are the Sast Exciting Sl
ROLLY MUMNRO: The Lathe Creates Armatures for Major Scalptural Work. . . . . . 57
HANS WEISSFLOG: Torally Focussd Wikile Turaing VPR . .
3 [ACQUES VESERY: When ! Getina Groove, Watch Owe. . . - . . .. .. ... ... BY
COVER -
- . MICHAEL HOSALUK:! I'm Mot Afraid to Venture Out of My Camfort Zone . . . . . . . .15
1 Paul Fennedl, De la
Aer (Of the Sea), 2007. MICHAEL MODE: The Intimate interplay of Mdea, Hand, and Eya . . . . . . .. .. .. .81
African sumac, 7 high 3 X ; : :
« 11%" diameter. For DEWEY GARRETT: The Lathe Places g Limit, Yer Offers Endless Possibilires, . . . . . . 59
rmaore of Fennell’s work, BETTY SCARPING: Its Like Discoveniag Hiddea Treasure . . _ . . . . . .. . . . ... 9F
a0 pace 13 Photo : . ;
courlesy the artist, CHRISTOPHE NANCEY: A Symbafic Picture of the Living Process . . . . . . . . . ., 1O3
VIRGIMNIA [DNOTSONMN: Sk daping Leayered Wood Revegls Composifrons af Eatrerai 1O
TITLE PAGE -
RO LAYPORT: Sweface Wark Wil Nor Cover Up Foor Form . . . . . . . ... . ... ll3
AR F||'l:'!.l'r Waigad
005 Walniut ferrous MNEIL HCOBIE: Thinking of Runniag Waler_ _ . . oo oo ooovisicooovino o 21
oilde, F5° % 9 MARK GARDMER: Drawa to the Rhythm of Repeated Carved T R e IE
AT er, FICOUTT §
wiork resernbiss rusted MARILYM CAMPBELL: Pushing the Designs While Keeping Them Smple . ., . . 133
iran, ar ancient pottery, STEVEN KENNARD: Techmique s tmportant, But Secondary to Getting There. ., . . ., 139
Eormaors of Bicourt’s
work see page 169 Loulse HIBRERT: The Lathe Gives My Work Rhythm aed Balgree . ., . . . . . . . . 145
THIERRY MARTENON: its Good to Work with Almost Nothing 151
1 PpPOSITE =
GRAEME PRIDDLE: Pacific fslgnd Culture and the Ocaan’s Beauty . . . . . . . . . . . 137
Liauise= HilaZagrr,
Salt ond Pesngt BANH PHO: Stores: Told with Cofars i oo g e shos ekl e
ALR. ORI oL CD MARC BICOIIRT: The Vesenl Wae Atankind's Firee Tanl 150
Eatan. 2003, Enclish MIKE LEE: Wond s @ Joy To Work or My Werst Nightmare . . .., . 177

SWLA ITHMD, 3I0aZE,

=

= | ¥ HiRD, il il
ceramis machanisrm, Davip SEMGEL: Much Yetto Dowth the lathe . . . 0 . . .. . v v v v v v . B0
This set of salt and
pepper mills b a fing i .
example of production CLLE RS AR o, o e i en = e i e : : iy : B o R s S S 194
RGN T Fof LIST OF ORGANIZATIONS ST e I e e Y S
maore of Hibbert's
work, 66 page 145 FURTHER READING o o : ¥ 5









INTRODUCTION
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ahe lie-slae He says

*1 Bl i et et the
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on a curved suface
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of Flermings work

spe page 11

Woodturning in

the 21st Century

During the 1960s and '70s, turned wooden
bowls first came 1o be considered as objects
of contemplation rather than simply of
function. An art-like market gradually
developed among collectors who considered
such bowls too beautiful to use. Turners

of viston started to ignore tmadition, and

to make picces thar broke mam of the
old "rules” of the crafr. Ir was a quier
vevalution, but a sirangely disconnected one,
because mamy participants had no idea whar
the others were downg, IF amyone read about
woodiurning, it would have been in books
emphasizing the trade values of techniques,
not of innovative shapes or aesthetics.

In 1976, the Amenican writer Dona
7. Meilach first documented the work
for what it was—the beginning of a new
art movement, In her book, Creating Small
Woed Ofects as Fanctional Seuclpturr, Malach
assembled much previoushy scattered
history and put 1t into a larger context. She

as prabably the hrse person w describe
turning as “sculprural” and 1o refer o
turners as -~ arnsts,” Meilach also inrroduced
people whe would shape the new field,
such as Melvin Lindquist, Bob Stocksdale
and Canada’s Stephen Hoghbin {page x}.
Meilach’s work alerted many aruists to the
fact that there were others like them, and
also inspired mamy newcomers to join the

movement. Meilach continued publishing

Il INTRODLUNTTHIN

insighttul books on the helds of wood art
and general craft, more than 100 in all, unul
her death in late 2006,

During the 19705 and into the "80s,
the then-new Fie Hinhuorfemg magazine
published a series of articles that reached
an enormous asdience around the world
and changed the future of turning forever,
The series included stories on wrning
delicate bowls of exotic timber by Bob
Stocksdale; heavily spalted wood, previously
unheand of, v Marck Lindquist; green
turning, a technique practiced by turners
tor hundreds of veats, by Alan Sury; inlad
wood with hu-tech finishes 11.1.' Citles Catlsan,
and, most significant of all, a 1979 article

by David Ellswarth { page xi) on hollow

wirning. Ellsworth laid down his challenge
tor the urning warld: “Bowl nrning is
one of the oldest cralis, [t is also among
the least developed as a contemporary are
torm.” Ellsworth was good at explaining
the techmical Aspects ol his work—Iache
specthicanons, speed, tools—but he also
introduced language and a philosophy that
had never before been heard in relation
ta turning: ~ The concentration involves
all senses equally, and the center of focus
is ransterred to the tp of the teol” It
was heady stuff, just tight for the times,
andd 1t hit the mark in a culture 1':'.1-.|:|.'
for rule-breakers.

[n 1980, Dale Nish of Provo, Utah,

published the milestone book Armissc



STEPHEN HOGBIN: BREAKING
OUT OF ROUNDNESS

Stephien Hoghin was born and
educated in England, then
mmigrated to Canada in 1968,
o teach design. In 1974, he
astonished che craft world with
an audacious exhibition timed
ro coincide with a World Craft
Congress meeting being held in
Toronta that year, Hoghin was,
perhaps more than any other
persan, responsible for upsetting
the tyranny of the circular form
that had dominated the turning

world for thousands of years.

Hoghbin's first book,
Woodturnmg The Purpose of
the Object, was pubhshed in the

mild-1970s and shattered many

Stephean Hoghbin's 19% Toronio
eghibitlon astounded woodiimes
and the larger craft world alike

A the woodiurning writer and

ad ucator Mark Sharl has saad
‘Heghin weas 20 years ahezd of his
T AN N, f:'}}-".i = later b i
crill 20 wears afvead of his time.”

preconcepbions about materials and techniques. As Steven Kennard

{page 139} said, "It really opened a door, as this idea was 50 new to

me——that something which primarily makes round objects could be

wsed to produce sculprural peces char beft you wondering how they

were created.” Hopban showed the way for the many artists who would

kater cut, rejoin, colon combine materials, and bend the rules, Marilyn

Campbell (page 133) saud, simply, "He showed me turning could be art.”

Cavid Bllsworth, right, presents the Amerkcan Assoclation of Woodiurrers
lifetlme achievement award to Mark Lindguist, left. and Stephen Hoghbin

erber, a1 the Aak
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5 2007 conference, Photo by lohin kelsey,

Hoadiurming. Mish showed foresight when he
jrut the word artistic on the cover and he
inttoduced ideas that profeundly intheenced
wrners atound the world. Nish spoke

af paving “mibute to nature’s designs,”

and of making the most of faults and
|.L||r:.|1l1r in wood, Nish was one of the

first to chronicle the changing ways

warners were using wood, and their new
approaches o displaving its beaury.

Mish followed up in 1985 wath Master
Woodtsrreers, feauring the work of nine
artists whao, if they were not already.
were transformed into nrning icons:
the Americans David Ellsworth, Mack
Lindquist, Ed Moulthrop, Rude Osolnik, Al
Surt, and Jack Straka, along with England's
Rav Key and Australia’s Richard Raffan,
The incluston of the batter two was an eathr
indication the new hield was becoming an
international phenomenon. In 1985, The
Taunton Press published Turning Hood, the
first of RafTan's w:i.,h-h- sold series of how-to
looks and videos, which many artises woday

cite as a valuable part of their education.

Onher turners who were repeatedh
acknowledged as mentors and exemplars
in interviews for this book include David

Pye, Diel Stubbs, Bob Stocksdale, Michacl

[-losaluk, Al Surt, John Jordan, Jean-Francois
Escoulen, and Mike Score. e is fm]n‘.n.-.[l-l.u- [
give credit to all of those wha deserve i, ver
it is worthwhile memtioning the reputations
of some woodmrners have been compounded
by repetition during the last thirty vears,
while many equally deserving names have
been passed over. Like amy field of endeavor,
creative woodturning has a history filled with

anomyrnous and i:}rgnnrn conenburors,



A New Collector

The new work atracted a new kind of
collector, people who not onlby fell 1 love
with the lure of wood, but also believed
the leading woodtrners could become the
new art stars, [t was not to be the case, [
the new turning heroes became famous, i
was not in the broader art held, but among
the legion of aspiring wrners with laches in
their garages who sought to create similar
work. The amateur artisans formed a new
market for wols and hardware, and for a
time cach new turming idea generated a
new line of equipment. From sophisticated
hollowing systems 1o ever-larger lathes, vast
numbers of toals were manufactured and
sold 1o the burgeoning amarcur marker.

As a result, a thin and difficult-ro-navigare
line developed between amateurs who were
able 1o create wechnically proficient work,
largely by imitating or taking classes from

their heroes, and those who had a disanctly

original aesthetic vision that propelled the
field forward.

Very carly on, a small group of
woodrners emerged as the collecnble
mastets. The group included fames
Presuni, Bals Stocksdale, Melvin and
Mark Lindquist, Rude Osolnik, and Ed
Moulthrop. As the held expanded during
the 1980 and 90k, new arnists encered the
gallerv system, among them stsch innovarors
as Todd Hoyer, Stoney Lamar, Michael
Peterson, (iles Gilson, John Jordan, Mike
Scott, and Michelle Holzplel. The infusion
created challenges for new collectors and
curators, who had to nanigate a scene where
accomplished artists exhibited alongside

L‘I:'!I]L‘l'g\l']'ll (R I-I._l'?l-, T|1I.' |,"."IT|'!.' SLICCERS 1‘.!1- r|1 4

DAVID ELLSWORTH:
HOLLOW LIKE AN EGGSHELL

Ellsworth came 1o broad
natice in 1979 when Fine
Woodwarking maganne
intreduced his technigues
fior hollowing wood through

NAFFOW OPEnings to create

vessels more like pottery than

any woodwaork that had gone

Dandd Elluwoeth, Ovaid Por #T,
spalted sugar mapie, & high x

11" diameter. His pieces combine
the Auid lightness and elegant form
of pottery with the beautiful hgure
ard texture of wood.

before. His work overturned all
of the deeply held traditions of
funcrionalicy that had defined
turning, Ellsworth himself was
profoundly influenced by Native American pottery, and he planted the
seeds for the explosion of creative woodturning that was to follow, For

the first time, woodturners were seeing themselves as artists,

Ellsworth went on to help found the Amencan Association of

Woodturners, serving several terms as its president. He continues to
produce his astonishing hollow-turned turned vessels at his studio m
Quakertown, Pennsylvania, where he also teaches weekend seminars

and manufactures his own line of tools for hellow turnmg.

S —
[

i

i 1
il
ik 1

|
2

S

TH AT ]

Danad Ellswarih astouncded the woodworking workd with his 1979
magazine account of his hollow-turming technbques. combdned with his
perspectha on whene his weork it In the Brger craft/fart workd
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RICHARD RAFFAN: GOOD
TECHNIQUE AND GOOD DESIGN

Richard Raffan often is acknowledged
for demystifying the very ancient craft
of turning, showang how almost anyane
cortild achieve superb results using
simphe tools and technigues. A turmer
since 1970, Raffan published the firsg

of his serees of how-to books, Turmng
Wood with Richard Raffan { Taunton

Press), in 1985, Since then, he has

Wary thousands of

AWDOO TUNTE S Flve hedrmed
basic kills By Imitating
Rlchand Raflan, via his marmy
books, videos, and DD

traveled tirelessly as a demonstrator
and reacher, in the process emigrating
from England to Eastern Australs. He

is perhaps the person maost responsble
for spreading the idea that anyone can bearn to tum wood, Raffan
always has emphasized the need for good line and simplicicy of desgn,
and recognizes the generations of British production turners who went
Before him. [n his own words, "l don't feel the need to be dilferent, but
I would bke to be good.” As the German turner Peter Hromek (page 37)
said, "1 found a transhation of Richard Raffan’s book on woodturning

design and it became my bible”

Richard Raffan, Sond (prodiction wark). Oal, 16" dianmetes Raffans apoeal lies
in il No-nonsnie Combanatiaon of ||':‘:-'l‘".'.:-:'nrl.:-l!-..'-:""f L fechmgues with
an excefent; and explainabie, 1ore of dl_-u’:r- FHo TS ooy 15 arti

0 INTRODUCTION

true innovators sugpested onginality was the
key 1o sales, so the new genetation began

to cteate ever mote urnsual and techmically
complex work. At the same time, some who
had already made their mark by creating
ongimal work seemed condemned to repeat
their ideas incessam | ] '-.I-Ll-r-rj- the desire

of collectors to own a signature plece,

Round No More

Woodwrmng is unlike other teaditional
woodcralts, In carving, furniture making,
and carpentry, one takes pains to hold the

wood sull so it can be worked by moving

wols, ITn woodmrning, the lathe rotates the
wood itself against a hand-guided tool, The
inversion has two valuable consequences:
much trned work can be complered right
on the lathe with no additional processing,
and woodwurning offers a very quick

ath from fallen tree to fnished object. It
also brings a limication formerly seen as
inviolate; turned work s round

MWiach of the wood art in this book
imverts those truisms: the fathe 13 merely
the 3I|'Fi1||||r1:.__l. with addirional aff-lache
processing to come. [t s not at all quick,
and it no longer has to be round.

Most of the carly innovators muade
their work entirely on the lathe and the
artises in the book g.-m-r.llh' started ol
doing the same. Most of them spent many
vears mastering the wraditional skills of
wirning before feeling the need 1o add
other techniques. Many den't use the lathe
nearly as much now, and some strugple with
whether they are “turners™ ar all A picee

of wood might spend a very briel tme on

the lathe, followed bw monchs of reworking,



sometimes removing or concealing any
evidence it was imitially turned. The mend
in tutned wood att now 15 o carve, burn,
paine, recut, and rework pieces.

Onee woodutming was valued for how
quickly and inexpensively it could be done,
but now artists boast o how many months
they spend reworking a prece after rning
it. However, many say their work is sull
“defined by the Lathe” and most admit 1o
a deep-seated love of the very ancient crakt
of mening. Iuis tue that even when a piece
has been reworked extensively, its beginnings
as a round and symmemical shape sull will
show |1|r|:-|.|g||—i1-i lines are (oo E1n.|'|.'|.'1‘l'f-1l[ Lo
entirely disguise, The aroses’ lovalty o the
lathe may scem surprising, however, because
it is the work they do after turning thar
makes ther work distnctly ther own.

Perhaps the comradictions of wrned
wood art are best summanzed by Vaughn
Richmond (page 517 when he savs, "Some
of my woodurning may have an element

of sculprure, and some of my sculprures

may have an element of woodrning” At
the same time, man wood arists simpl
define ther work as wurning. Hans Weisstlop
[ page 63, the 1~|:]:. wrner in this boak
to have completed a traditional urning
apprenticeship, ts in no doubt abour the
-impnr:,m.? ol the lathe: T believe the Inhe
provides more passibilities than most people
know. Thao's whan I want wo show in my
designs, as it is my most important toal”
The beauty ol wood is what attracts many
artists in the first Erim.'r.', and much -.'.1:']:.
work celebrates 1t It is about the woods

appearance, smell, grain, texere, and links

with the namural world, Tn the early days,

ARBOYE

Michael

LER pAgE

a clever use of wood grain was enough to

claim ar LISERY, Even now, when artists may
obscure the wood by texturing, burming, and
painting, it still has appeal in s warmth,
heft, and 1:i|.1|:'|:.'. ['hriu.:p]].' Hnnrcf.' ;p.:g-.-
103)) purts it well: "I see the wood as my first
ool and my fist seurce of inspiration.”

For many of the artisis in this book,
their immediate covironment s another
important part of who they are and wha
they create, and pursuing a sohtary eraft
with an uncertain income s their mechod

for being able 1o live in pln-:':-a they love,

LN FROIIGTICIN

Hosaluks
colors ahe miuch

adrmired, See page 73

Birmh Phos work is

urbbevahly intricata
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william Moore mates
meetal and wood
Drtad], Equilianium,

Lee page 45

Liamy Fiynr repaats
fine paterns across
subathy Fgured wond
Detadl, Lndirked (2006

SEe 0 T"_l"' .

BELOW RIGHT

aEues Vesery Carves
and painis tiny,
delicate croatures

See page 69,

Exciting New Technigues

For a long time, many who were promoting
wood art liked o compare it to ceramics and
art glass. They were looking for a vocabulan
to help buld credibility in the wop-end
market. In reality, contemporary wood an
uses techniques as exciting as amything being
done in other fields. Burning the wood

has progressed from rough blowtorching

to refined finishing and patterning, such

s the delicate burnt textutes of Graeme
Priddhe page 157, 11‘11U|'E:1g [nas -.'xp.i:nd ed
to inchide evervthing from the controlled
brutality of Marc Ricourt’s slashed finishes
pages i and 1697 o the dr]ir;:’}' of carved
surfaces by Jacques Vesery page 69 or Liam
Flvnn {page 1. Where painting and color
once were weated with suspicion, the playful
use of color by Michael Hosaluk (page 73
and athers now is much admired. Much

of Ron Fleming’s work depends upon his
skills as an tllustrator ( pages wii and 317,
while Binh Pho's picces (page 163) are more
about color and carving than anvone in the
carly davs could have imagined. Onee wood
was the sacrosanct materal, but now it

complemented by other matettals, such as

the spun metal of William Moore (page 45,
I amone doubis twurned wood art is now as
much about carving, texfunng, and s.‘.m‘fin_ﬂ
as it is about wirning, they only have 1o look
at the astomishing work of Alain Mailland
(page 1811 One dav, wood art will be
recognized for the repertoire of techniques
and processes it has fostered.

While werned wood art has 115 roots
in utility, todav’s artists often encounter
a prejudice .lgninu tuncrion. Galleries,
collectors, and museum curators vend o
trown upan production work and funcrional

bowls, suggesung those woodturners




By featuring the wotk of fourteen
Ammernicans, two Australians, thiee
Canadians, one Inshman, two Mew
Zealanders, one South Afncan, four
Frenchmen, two Germans, and two Britons,
this book shows the internacional Havor

of the comemporary wrning movement,

The wrning renaissance coincided with the h_:.,hlllj :,_J ...-I:;-,J
by charring 1. Detall
Tah! fua (One Two)
S0 IMOc |['||-|'|I'|i'|.'ﬁ|.l.|]| .II:".'”\.II. THEWY Idl.'.'lh- .Illd L8 page 137

tise of the Internet and niche publications,

techniques probably has been exchanged

will not be accepred as “senous artists.”

Towwever, many woodimrners continue 1o
produce fienctional muhiplc-; A5 3 means
of supporting their familics and because
they simply enjov the work. Louise Hibbert
(pages vi and 143 ) believes utihitanan work
stell 1w impottant. "R-:'Pr.tlmy farms F‘.urpn
my tutning skills up to speed.” she savs. 1
love my living emvironment to be hlled with
sl 'l””il-";' hand made with care and Alled
with personal -:i:gnir'r.'nnn-. Its a sad fact char
hand-made functional ems, imbued with
individuality, are seen as less valuable than
sculprural preces.”

From ancient and huamble ln'!.__"illnl'n:.__{:-,
woodturning has been transformed into
an are form for the twenty-fist century. As
hath woeod and fine .'r.:.l-zn.:n.mn.hip become
more precious in 3 machine-made world, the

art not only reminds us ol a simpler

P.’IH..
but it also shows nothing is fived and old
skills can evolve unexpectedly. The artists in
this book acknowledge their predecessors,
bath ancrent and more recent. In e, we
hape the work in these pages will inspire

others to grow in new directions

during the last twenty vears than in the
pres jiomes 2 KD }c-.mu.—l_h.- |1L-!1||.1|'|'1:. ol
seminars and club demonsmanions has
incteased exponentially and now some
trners travel internationally for much of
cach vear m the norcthern and southetn
hemispheres, teaching, demoenstrating, and
achng as turnmg 2 mbassadors,

The authors are responsible for choosing

the artsis |'.:pn-hc|:1',n.‘| here, but alter thar,

wee have mied to ler the artises speak fior
themselves. Tt is their world and they

know it best. One inspiring aspect of
their world has been the willingness of
cveryone 1o share their ideas, techniques,
and jorv in what they do. While there are
distinct differences in how people work,
there are no mmade secrets. We are formunate
the woodmirners in this book have shared
their lives so freely with us and our sincere

|.|I.'II'II‘-:5- Fl" 0T T I;III"III'I

— Terry Martin, Brishare, Austmlia,

||!?r|||l Kn'rrl ”:III-IIHl L, ;.I."- .-'!.‘|'i__l\l'|:'||ll."-I f_:.l"!
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LTAM FLYNN

Striving to Find the

Woodturning has a venerable lustory in lecland, where
the oldest finds of wried wooden bowls date back
around 2,000 years. For most of that ame, the wares
made on the [athe were radmonal functonal trems, such
as bowls and ladles.

Liamm Flynn is a modern Irish mwrmer in every sense,
including his use of tradivional oak for many of his
projects. Unlike his predecessors, though, Flynn designs
his work not to be used. Once he has ebontzed the
hinished work, ic has a deep patina that evokes ancient
vessels blackened by their long slumber in the peat bog
of archacological sites.

Flynn's plans for his life didn’t initially include
becoming a ruerner, though a furure in '.-.w.'pr:-.*]'.wrkrn,_':

always was likely. "My family has been involved in

woodworking for gencrations. | was working with wood
as far back 25 T can remember and 1 starred owt 111.:L'|':11_r|
very basic furniture,” he explains.

Flynn finds it hard 1o remember exactly why he
became a mirner, I kind of diffeculr oo fivd a
reason—It just happened!” He explains that in 1982,
he purchased John Makepeace’s The Woodwork Book, which
tearured woodturners Richard Raffan { page xir) and
Bobr Stocksdale. Flynn was very taken by their work.

“It was mw first introduction to what was |~nu£h!=- on the

Perfect Line
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lathe,” Flynn says. The book also comained
an essav entitled, "Making Your Work Your
Own,” by furnitiate maker James Krenow, "He
got me thinking about, as he puts i, ”, . .the

fingerprints on the object of the person whao

made it I bound [ agteed with hus belick
that the process is so important.”

Soon after David Ellsworth astonished
the wrning world with his hollow vessels
(page xi), they became commonplace
because of mitators. The fashion for surface
decoration arose because vessel makers were
wrving to distinguish their work from the
mass of look-alikes. However, a well-formed
simple vase shape remains one of the most
impressive things that can be produced
wholly an the lathe, A few dedicated
professionals have continued to devote
themselves 1o such work, and Flynn is one
of the best. His use of plain wood, usually
blackened, means his shapes have 1o be
perdect and he succeeds wondertully. Also,
whien he decorates the surlace of his vessels,
it is not for the sake of novelty, but to
enhance and emphasize the simple qualivies
of his elegant forms. Flynn is a madern

master of the neo-classical wooden vessel,

ABOVE TOP
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Linmnled, 2006, Furmed oak; 744" high x 10° diameter. Fuming with ammaonia
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flash across the carved flunes
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easaer for him to work the wood the way he
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How Flynn Works
Flynns work process starts with designing a
piece while st 15 sull part of the log. Fynn

l|."..'JI4. g R=] I\.[I'II]'I-|_'| SO0 18 ORS¢ THI.I] II i'lk' 15 L0

maintain contrel over the final shape the
vessel will take, because he worls in wet,
unseasoned wood, As a result, the wood
will shrink and move after Flynn is finished,
so the way he cuts the piece in relation 1o
the Jog's grain structure determines the
eventual shape. Fhmn says, " The distortion
that takes place duning the drving process
15 a significant part of my work.” Fhnn
savs he “tmies to mamuain a balance between
the ntluence of the material and my i||pl.n_
| deshike "stinning wood gram in the
wraditional sense, 1 prefer a plain canvas!”
Flynn has been working as a urmer long
enough that techruical challenges arent

]'l'l.!-I.'[I.'II'I:\ ATE ATICFLE. '.".lf-ul.". |5-L' 5V, .I[I'.'i.'

carned my limitations and how to work
within thent. ['ve also learned there 1=

o |_nri|t[ In L{n[nﬁ x..-m.-th'nl: Juesi because
it's difficulr)”

The materials Fhnn chooses are
commonly available where he Hves, [ like
to work with green vak. [t has evervihing
I want. It may not be the mose atmactive
wood, but its other qualities make it
irresistible for me and [ only use woaod thar
comes from repewable sounces, T find the
wood o be alive while I'm working ir, realk
responsive. [Us so casy to fashion it into
the shapes [ want. Esen thowgh 1 don
highlsght the natural qualities of the
material, such as the grain, the material

15 still ceneral vo my work)”



The Soft Irish Countryside

Flynn fives in Abbeyfeale, a historic market

Flnn chooses oak for other reasons wo.
“Ii’s full of minerals. which make it ideal
lor faming and choniang. | chonize by town in County Limetick in the midwest of
painting on a solution of acetic acid and Ireland. [ e describes it with great affection:
won filings, The fuming is even easier—I “The countryside consists of molling yreen
simply suspend the prece in an aircighe hills—sofr would be a
container and slip in a small saucer of good description. The

indusrrial-prade ammonia. [t% best to do the great thing abour living

[uming outdoors as the fumes can be a linle in Ireland is if I drive a

overwhelming, 1 find one hour's exposure hall” hour west of here,
to the ammomia fumes gives me the color I'm on the coast where
change 1 seck” the landscape 15 very
Unlike many contemporary turncts, differeni—all big jagged

rocks. East of here it

Fhynn believes the lathe defines his work.

“M ol e work is shaped on 2 lathe and peis Hatter and lampe trees

Flymin walks a countny

is idenrifable as woodmming. Sometimes are more coanmen, | he best |['|!'n:,: abor ane in the soft

Irish landscape
M iSO e

90 percent of the work spent on a picee is Abbevieale is the River Feale, which gives

wirning, The opposite has happened as well,
especially on the intensively catved torms. |
seem Lo keep retuming 1o the same shapes,
but they arent the same. The challenge is to

keep reinterpreting the forms, Sometimes

minuscule adjustments can significantly

alcer a plece. I"m alwavs smriving o fimd che

pedect line”

ThE we D swood Yieads casihy o3 SNan gaug
ard caraful hands, creating 1 dellicate hmgh

Flyrin rexjusres

the town its name. The rver flows through
the town and 1s one of the top three salmon
rivers in the country. It's my escape from the
dust of the workshop, I'm there often, up

to my walst in water, casting tlies ar some
uninterested fish. The qualities required for
salmon angling could be a meraphor for
success in any walk ol life—lots of patience,
respect for our environment, diligent
planning and. of course, the ability to handle
disappointment,”

Fhnns home includes a fairly large
studio space and a large yard chat used w
be 2 builder’s vard, Fle likes the LETICTOUS
space: "l can -:.m.'kpﬂ-' wood when | come
across it and it gives me great freedom
when I'm chain-sawing.”

Fhmin tadiates a sense of contentment
with what he does. [ want to continue what
I'm doing and to retain the passion for i
Many of us could learn from Flynn's pride
in his chosen career,
www.liamiiynn.net
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HAYLEY SMITH

Ideas Evolve and Flow Into the

Hayley Smiths experience as a painter and pontmaker
have led her to crcate works that mary the tmed wood
form with geometric fields of color and delicarely carved
surfaces. Smith’s introduction 1o woodnarning eccurned
L‘IIII'I-I!g her second vear at university i Britain. The

stiicdents were |'-:'-.||.I||'|.'I.i [ -.-'-.~|~E|m- various .'Ii-:.'llulin.-t.

sa she spent time in the ceramic department throwing
pots, then moved inte the metal and wood studios
Maost students knew whar they wanted to do there bur,
having no peelerence, Smith wok the only equipment
LRCAR |H'I|1g wsed—the wood lathe,

At the time, Smith viewed herselt as 2 printmaker-
painter, bt in rettospect she realizes she enjoved
creating lino-cuts and wood blocks more than she
enjoved the resulting printed image. “l embraced
n-nrl\:il:_j |111':-:--Jinn-m'il:-n.lIIj. and the subrractive
process of woodrarmng, Simith says.  Afrer working
with clay, which is cold and wet, [ enjoved handling
wood, which is 2 warm material. Wood brings irs
own character to the process, according to its species.
It is challenging to work with initially, and | recognized
the opportumity to brng to it elements from my
past experience of painting and prinumaking. |

immediately used color and surface texture created

Next Piece

o i o

Emith’s completed piaces are painterhy, bt they all bagin with
her tuming wood ontha lathe

HARLEY. SHIETH
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& FIAYLEY SMITH

both on and off the lathe in conjuncrion
with the murned form.”

Smith offers additional reasons as w why
she enjovs working with wood, "1 like the
challenge of finding the balance between
its exsting character and what | can add
to 1k, I s, after all, not a blank camvas. |
Spent several formative vears eying to i-lght
the very mature of the matenal, rather than
vielding to it and working wich i’

For Smith, the lathe defines her work
because it is the stuting point for each piece.
[t also serves as a discipline vo work within,
a framework similar to working on a camas,
Onee the form has been created, Smuth turmns

Ler bt years of |1;:|':11|'i1q arsd ;lrfl:lm;:kfnu.

It's Necessary to Make Art
When Soich marned fellow woodmrner
Todd Hover, she keft her home in Wales w
reside with him in Bisbee, a former mining
wown warned artists’ colony five miles north
af the Mexican border in Sourheasiern
Artzona. The couple found a place to build
therr home and studios a mile high in the
Mule Mountams. The mountain FaNges Tise
dramatically from the desert tloor, resulung
in eco-systems undike :‘l.'-_"l'!.'[!'l!iﬂg around
them, “The canvon is stunning,” Smith says.
“Ancient rock [aces are sometimes lit up by
the moon and at others by the sunser. The
can be dusted with snow or running with
wanerfalls dun'n:,__g the summer ains. Oaks,
juniper; and pimon pme are mixed with
cactus, and the canyon is rich wich waldlite,

some of it not so harmless, The weather
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can be wild as well, wath the temperature
swinging 40 degrees in a day. The quality of
the light 15 remarkable, the sky usualby azute
and the stars at night brilliant, not dimmed
by ety light pollution. The views from every
window are inspiring.” Smith says a love of
the natural beauty of the world requires her
o mke arr, "It ds a necess ATy actviey for
me. ['ve alwavs sought our places o work
from in areas of great nawral beauny:”

"It 15 unproductive for me to work in mv
studio in the nu:-rml:__g.r' Smith S4vs of her
average dav. “The best working time for me
is in the afternoon and I'm often nm most
creative in the evening. There is something
wonderful abour working while 10 is dark
outside. To focus on my work, 1 need
an onganized space. 1 find mental clutter

very disttacting and | am casily distracted

Once | have an idea, the challenge is
[ sk ey 1 - o '||||| i | 1 {iri@ | ga s e
ALY LU L L LEL LA W WIFLLE T OFFIEETL
7 A "'\-—ulull""\- e TE T Fa ¥7 07 N
|r'l.|.:.. LI ENEE { Wil Lo move on
fo the next 1dea and not repeat the
- w Rk P A pe o
Uracess, QU raorrer dad 1t

by practical necessities, so | create an
erwironment conducive to the waw | work.
When [ enter mwy studio, it s like being

|:p1r~.-|uiu:d in another world”

The u‘frl.:-r.'qwing artists who have

influenced Smith include conceprual arvise

ABOYE TCP

Square Dance 1, 2003 Maple, 2%° deep ¢ 174" didmeter. "Sometimes a name "'.““"i:'. {'"‘:'Ed:'“.l'.'“l!}" MIU]]"I'UI Barbara

leads 1o & i e, and 4ometimes a piece loads to a name” Smith sy, "Out of all H:':|.'l1-'l'l.'“lil'[h L‘L'r"ITl'Iil." 'II'IEI"GT H1I"I'\ l_ﬁl:.lﬂ-

of the dances | explored, Sguane Dance led (o one piece alter anothee”

Museim of Ars & Design, New York; gift of Rabyn Horn painter Pret Mondian, and wood artists
Jiln P-1|.'1 l-ll';.[ﬂL' .'l.l'ld Mr'll-lil I|II-';:ill R‘l.""'lfl"n'.'“. } 1f|'

ABDVE BOTTOM L

War Dance, 2001 Maple: 1* deep x 9% diameter. 9 had a piece in progress 1he work 15 idea-dniven, and she spends a great

wepk ol 90017 Smith says "1 changed and becarme Wor Dance” Modile Musoum of

. deal of time drawing in her sketchbook
Art, Mo-bile, Alabama, mussum purchase with funds from an anonymoius donor '

and making intricare notes, Working with

1 FLAYLEY S81TH



her sketchbook offers the opporumity w
develop an idea, or for a new one o appear,
“It’'s important 1o have a noteboaok, as |
can't retain all of che ideas T have” she says.
“Usually when | am working on a piece,
tdeas evolve and How into the next piece.”
While some artists work on several pieces
simultaneously, Smith |-11:’r1-|~1 oo work on one
piece at a time, o as not w dilute her focus.,
That makes the choice to pursue 2 particular
idea importane, because 1t 15 whette she wall
be du:vmiug all of her creative energy, "Chnee

[ have an idea, the challenge is usually how to

bring the work 1o fruinon techmicallv. Once

| meet that challenge T want to move on 1o
the next i1dea and not repeat the process,
but rather add o ic. I iy to remain open
and occasionally new ideas grow out of the
technical aspects of mv work.”

Both Smith and | loyer have had 1o ake
a break from crearing their work to build
their new home and studios. By the time
Smith is able 1o get back 1o work, she will

undoubtedhr liave all of the ideas she needs,

LEFT
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]. PAUL FENNELL

Technical and Creative Challenges Are Always Mingled

Neaddy all of ). Paul Fennell's work involves hollow
forms. His earlicr work focused on -_fn:'n.'l:]-.:lpl'ng classical
forms emphasizing the natural beauty of the material
and the lathe was the dominant wol. Currently, Fennell
is “interested in presenting an idea, feeling or emotion
through my work, and how the observer responds to the
piece. The pieces tend 10 be much more complicated in
concepr, torm and surface decoration”

As his ideas have evolved, Fennell's reliance on the
lathe also has evalved. "Although [ use the lathe 1o
create the hollow form, 1t has a lesser role now. The
majonity of time is spent on carving, piercing, texturing,
and the like, A significant part of the work is the
contemplation, planning, and laying out the design
before work on the wood starts, The idea is o allow the
thythm af the pattern to express a theme or concept as
it traverses the surface, in a visual and tacule language
everyone can understand,” Fennell explains.

"When I create a prece, there 1s the challenge of the
design—a pattern, for example—Dbeing mransformed
from two dimensions
onto the curved three-
dimensional surface of
a vessel. Ar other rimes,
the challenyre s king an

.'I.I.'IHI..'-II.'l I."iIII'II.'-L'iH (i 8 ii.!l.‘.'l iI-rH.]

INtEFPreting 1t i a plece. In
that way, my technical and creative challenges are always

mingled” Fenmell savs.

ABOVE

*laften can acqguire large (by desert standards) kogs of
miesgulte a very stable wood, and one of iy favorlies

b tuim,’ Fennell 1o,

OFFOSITE

Wiesy Frowmt the Bamiboo Garden, 2006, Alrican surmac:

117 high & 77 diameqern. Fennsll x.:,}n,." arm Fassinated
wilh window st e patierms ',}'r_t:.fl.' Eaiand In Chifa
Iry Wiew! fram The Bamboo &Gandan, | employ a specilic
pattern—callad ioa ray or cracked ice—in a theme
tocusing on the importance of gardens ineveryday |fe,
places for solitary or secial contemplation of natura”®

LEFT

Famnell's sout raneen fiar Vima from dhe Bamboo Garden
whony the bamboo motif and ioe ey lottice pattems
integrated togethern, Fennell creates his pattems by
Lwanmning images onla viny fiim.
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BELDOW TOPR

“Dhuring the summes
o, them i g

oy |"ll'||'| '.-II!'I:u. S S0
arndd it 15 not uncormiman
o experience fu
qround-to-groumnd
rainboses such as thes”
Fernell says

BELOW BOTTOM

Tt is diffcult not o
ke awed and inspired,
wraking wp in the
marning b glorous
surirlses such as this”

Fernnad says

Inspired by Mountains
and Desert
Fernell believes hie 15 fortunate 1o live and

H-'UI.'LL 011 UWor acTes 1 IZII.-L' [IU]":.I!L'I.‘H ['|.'.'II.'|'I|.':‘-

of the Sonoran desert in Scottsale, Anzona.

“Contrary to a common perception abour
deserts, the Sonoran Desert has great
biodiversity and the vanied Hora and fauna
are well-adapted 1o the environmeny,”
Fennell says. " The surrounding mountains

sometimes acquite a dusting af snow in

|.]I.I.' '|'|-'I.!'I|.!':'I'r |.'ll|:|. aL any |.IIZI'Ll|.' I.J=- |.|!|I.' = Ii['l:'n'

14 [ PaLIL. FENNELD

change color duning the day, from mauve
and purple at sunup and sundown, 1o blue-
gray silhoucttes i the midday heat. We see
[ull ground-to-ground rainbows during
showers, as well as spectacular sunnises

and sunsets.” T he native vegetation and
surrounding mountains have been cenral to
his work during the last decade,

Fennell has long been inspired by the
fine arts. “Several artists have been major
intlucnces, sometimes in oblique ways.
| abways have been fascinated at how
patterns are generated and pay homage to
MWLC. Escher because of his monumeneal

effores in this area. T admire the interplay

aria-DeJLUiifd wo

i nerd .'I.'.-' [ Rl ..'I'-

ol mathematics and art ar which Escher
excelled, especially his r'nn-r[n-rk:'ni] desi_nm
and distoried landscapes, Flenri Matisse
i% also 2 Bavorite of mine, ?-i!'t'-'ﬂ_ll.'ﬂﬂ_'.' in
how he uses line and color as forms of
expressivencss,” Not surprisingly, Fennell's
work is also inspired by the craft world.
“David Pye impressed me with the
imporance ol making lhill_g*i. well, Tis
comments abour the diversity of design
elements and how it intluences the making
and observation of work are especially

relevant to me)”
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ABQVE TOP

In a process simifar to rellef carving on a thin-turmied
wessal Fennoll excavates between the loaly welng

and plerces the wood usirs | & POnsCr-camang el

ALY E B T M

WiAth the careing and plescing cormpietesd, Fenma|

smoathes and rehnes the surfacas ol the wood

RIGH

Leaf Form, 2005, Alrican sumac; 8° high =

B* diameter. *l was fascinated as a Woungsier to
waich beeties skeletonize leaves, leaving on Y e
wering infact, Pennell savs. " The background has ta
ks relioved to achicve the effect of raised leaf wein 5

and 1he piecing mimics the beetles handisonk”
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How Fennell Works:

Pierced Walls

Of his introduction to woodwirming,
Fennell savs, "Until the early 19705, [ had
never been near a lathe, My first exposure
was making a table with turned legs inan
adule education workshop around 1971

After completing that projecr, I saw the

athe as a wol for more expressive work, bu
also a way to create uilitarian pieces ver
quickl compared to the time it took w
make a plece of furmiture”

Fermell enjoved the technical challenges
ol teaching himself 10 use the lathe. He was
unaware of the burgeoning ficld of arvistic
woodurning, but when he fimally saw such
arvises as David Ellsworth (page i), Frank
Sudol, Bob Smockdale, Rude Osolnik, and
Ed Moulthrop ercate work on the lathe in
the 1980x, it was a revelanon and he knew
woodturming would become an important

pare of bis life.




Reverence for Wood
Wood and his reverence for it are perhaps
Fennell's greatest mspiration. "l was exposed
1o wood as eatly as [ can remember. I recall
plaving with scraps of wood as a toddler
in my father's basement workshop,” he
says, I junior 11[1_,]]1 schioal, T enrolled in
the woodshop classes and enjoved chem.
| remember the pleasan smell of freshh
cur or planed wood in a woodworking
shop, and that mav have contributed o the
reverence | have for the material.”

Finding wood in the desert 15 not
always easy, “Generally, | don't rely on the
commercial market for wood. Mo matter
where vou live, vou can find many mees
thar are cut down and thrown awav. The
desert area does not support a lot of large
indigenous trees and there are restrictions
on the removal of them, even on private

land. Hewever, [ Ive in a larpe urban area

'I.I'l.!l l.'I-:II.':'«. .'\.L1]'|.1L!I!'L ANV CNOTIC L}ll'n't.l.':‘i. I.I!IL"|

have been inroduced becanse of our mild
climate, 1 am constanth on the lookour for
such trees and have been successful. It means

recveling a natural vesoumce and Tematning

out of the loop of commercial exploirtation
and consumption of forest resources, An
added benehin is the trees | get are mosth
CXDLIC SPEcies, FIVing me an opporiunity o
work with rare and beautiful woods that are
not generally available,”

Fennell explains why he likes 1o work with
wood, " The material itsell is £asy 10 Lse ina
home-shop environment and does not recquine
the kind of expensive equipment needed for
a ceramic or glass studio. With wood, forms
can be developed, and changed, quickhy.
[_|:~:|_1.. the hnished wood prece t'il.l!lgt':k ovef
time, developing a mellow, condized patma

and gaining in sLAture as it malres,

www jpaulfennell.cam
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HARVEY FEIN

Consider Texture, Pattern, and Inclusions

Hatveyv Fein s an inventor and artist who s "in Jove
with the mechanics of |.]1II'I§.H.-I A preat deal of Fein’s
time goes into developing machinery to creare the works
he envisions.

Evidence of Fein's inventiveness rests wath the four
patents he holds and his design of countless minor
projects and machines for his window shade business.
“The idea for each came 10 me as a fully complered
object,” Fein savs. “1 worked backward in my head to
ﬁgun: out how to make it then forward as | put It on
papet: I'm in love with the mechanics of things. 1 need
1o know how things work. None of my childhood toys
staved whole for long and it is my great pleasure 1o fix
all manner of broken machinery.”

Only ten vears have passed since a Iriend gave Fein
a woosd bow] he had made. T had wo know how he
had done it. The minute he placed the gouge in my
hand. I knew woodturning was for me and 1 bought

my first lathe the same da” Fein went into the cellar

71 - " N . o 4 5 . R— | PR
e minule ne dlaced Lhe .f g I My ndeid
{ KRew Wi ||-\.II.‘.II‘I'I|I."|I! Wl |II' e g ] rl ".l'.lll.lr
my first lathe the same day

with his new set ol tools and books on turning, but
soon realized a linle ]"L'I'Hl.'ll'l.'ll rn.irhl'n__-..: was in order,
“1 spent a weekend with Dawnd Ellsworth (page 1
and found him a very generous teacher.” he recalls, But

it was Canadian woodmrner Leon Lacoursiers who

ABOVE

Althouwgh he completes the cutting and shapirg with the work
mounted an the |athe, thee's always some hand- detaillng

to do, especially when fnishing, Femn prefies to do this work
oubdoois, on his deck,

DPPOSITE

Liniitied Plarner, 2006, Jarsah burl, magle budd; 138" aeep x

18 cilarmse or, ] boae the combination of spleals and wikd Burks”
Feln says. "The masement af the splzals and tha wikdness of the
burf create a perfect ool foreach ather, In this case, the |I_'|'|!|'.|H'\-

of the maple burl optically enhances the efect of the spiral’

HaRvEY, FER
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Linrirkeg, 2007, Oijwe
115" high x 15%" w

i 150" docp "W

operne] up Thes piece
l!Il\..l .-.-,!"-.--'.--..-.::.r.-
|:II'|-'-_|'.:|||..|'-:'r-§:
wilh the
'.L-".'l:"."!-"'."'il SEUaNCS
| hawa done large
sgiuanes and this

WALk Aan Cxenson

dark cdge

of the idea. Gradation
and Imegularioy”

ni, 2006, Clara walnut, 1% high 2 174" wide x 17

startect Gul 4% an exporlrent in vanishing poinis. L

A, O FEUnTE

I'J- ]

.f.;l'm Il-c

Cearniman paint some 28 inchey aff the
bz patiern and four vaniihing peints, The diaganal line of light woed in the

clama walrut is perfecthy sived

OPPOS|TE

Lin Nrkead Palrer, . 24" doop w 19" diameter, "This

W1, Bubdnos, coclabak Biur
plece was draven oul to feature & mound peece ol coolabah barl | had, The

thickress and undtormity of the blank was a great foil for the bl

20 HARVEY FEIN

provided the inspiration for Fein's vechmnical
approach. "He showed me a picture of his
lathe, which has a built-in dnll press, cross
[eed. and much more,” Fein recalls. " The
idea of using other tools to do part of the
work was revelutonany to me at the ome, |
found thar as 1 moved away from imii "”-“":'.
the many generous reachers and crinies |

had encountered, T saw the machinist I

1 - - - - |- - - -
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always have been was now making things
in wood and that, w my grear satis(action,
the pursuit of torm and aestheue value had
been added wo my ||1'L'|t'|*.__!.; fascinatuon with
making things.”

Ihnscussing his development as an
aruist, Fein savs, "When I started ou,
| spent 1w rime perfecting my crafr. | then
concentrated on form. In hindsight, as 1
developed my own stvle, | sore of gave up
the craft portion of what [ was doing to
concentrate on the forms in m head, which
is always bursting with ideas. [ asked the
wood to do things it sometimes refused o
do and 1 had to beat it into shape, Now that
|'u' du"l.r[-."l]\n:‘l Y oW :'!||:11'-I_Tr.'|f'|'|. r'\r I'-l'-.':ﬂ
gewting back 1o the crafi—tha is, technical,

k] '|'|'1'.” il Ii‘l{""w-IL"II. I."-i-'l.'ﬂl.'.'-'ll;'l.'."






BELOW ToOP

Fein's home sits.on the
lake shore adjacent

1o @ state pari, Fein's
workshop is in the low
structune to the left of

ihe main house

BFLOOW BOTTOM

Fedm's current studin
Preioushy e wodked
I The BasormaenT
lacks throudgh the
erraened porch ani
he waler :--\;'-|'.|'| 1
him im fauch with the
natural patterms that
inspire his designs

22 HarvEY FEIN

Inspired by Natural Patterns
Dhiring the week, Pein lives and works in
Mew York City whiete his Life is tull of
activity. On weekends, he and his wile,
Fiona, are at home on the edge of a state
park in northwestern New Jersey. "As |
work at my lathe, 1 look out of two large
windows ar the light dancing on lake waters
and an occasional parade of natve swans
Hl.'l.ilillg 1*_1':' Feim savs,

Femn explains why he loves turming:

II[1I1I d ELECTIET I."LI.'.'I.I.L!-L' ll'll.' “F!‘hl |IEI'II-L' i hw’.‘]d

A potge to wood, about ten vears apo, |

felt immediately as if ['d come home 1o
some place I'd never been before, It was
one of the most natutal, effortless things
I'd ever done. I have always seen mysell as
a maker and after years of working with
my brain and a pencil, [ fele [ was back

an track, 15..’!.'1:-m1|u|'ni||11 puts me in touch
with s.nmc-:h[ng cssential m my pature that
provides a deep sanisfaction in my life.”

Fein draws his inspiration from the
patterns he hinds all around him. He finds
great inspiration in the natural world: a thin
coanng of ice on a lake ervmched up against
a bulkhead, a bloom of forsythia Howers
in Cemral Pack, the deiails on a leal ina
lily pond, the designs found in the bark of
ligram vitac, a ravine carved by streams, and
patchy moss growing on shale, In the man-
made world, Femn draws inspiration from
evervthing, from architecture to patterns
created by items on market shelves,

“My work often starts with an idea ['ve
been tossing around in my head for weeks,”
he explains “Usually, I explore it on paper
before choosing a piece of wood. T work ow
the geomerry, and then determine how 1o set
up my Jig to accomplish the design. Because
I rarely make exactly the same piece more
than once, it is a challenge [ really enjoy:

If the curs required by the new design are
ecig:niﬁr_m:]l.' different from those T've done
before, | devise new linkages berween the
spindle and the jig, [or example when I wem
from radial to lateral cuts, or more recently,
when | incorporated lines that move in

relation te 3 vanizhing point.

www.harveyfein.niet



BELOW TGP

Fain's home sits on the
lake shore adjacent
toa state park. Feins
wiorkshep is in the low
structure o the left of
the rrain house,

BELOW BOTTOM

Feln's current studio
previoushy he worked
ir the baserment—
locks through the
screened parch anto
the water, keeping
Firm in touch with the
natural patterns '||'I-E"-.
inspire his designs,
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HARVEY FEIN

Inspired by Natural Patterns
During the week, Fein lives and works in
MNew York City where his life 1s full of
activity, On weekends, he and his wife,
Fiona, are at home on the edge of a state
park in northwestern New Jersey. "As |
work at my lathe, [ look out of two large
windows at the light dancing on lake waters
and an occasional parade of native swans
toating by,” Fein says.

Fein explains why he loves turning:

“I'm a wurner because the fest ome [ held

a gouge to wood, about ten years ago, |

felt immediately as of Td come home to
some p];u:u: I'd never been before. It was

one of the most natural, effortless lhings

I'd ever done. | have always seen m}'sc]i' a8
a maker and after years of working with
my brain and 2 I:':ul'ﬂL'llL [ felt T was back

on track. Woodturning puts me in touch
with something essential in my nature that
provides a deep satisfaction in my life.”

Fein draws his inspiration from the
patterns he finds all around him, He finds
great inspiration in the natural world: a thin
coating of ice on a lake crunched up against
a bulkhead, a bloom of forsythia Howers
in Central Park, the details onaleaf ina
lily pond, the designs found in the bark of
lignum vitae, a ravine carved by streams, and
patchy moss growing on shale. In the man-
made world, Fein draws inspiration from
everything, from architectuge to patterns
created by items on market shelves.

"My work often scarts with an idea Pve
been tossing around in my head for weeks,”
he explains “Usually, I explore it on paper
before choosing a piece of wood. I work out
the geometry, and then determine how to set
up my jig to accomplish the design. Because
I rarely make exactly the same picce more
than ance, it is a challenge T really enjoy.

If the cuts required by the new design are
significantly different from those T've done
before, [ devise new linkages between the
spind[c and the jig, for rx;umph- when [ went
from radial to lateral cuts, or more recently,
when [ incorporated lines thar move in

Z 303 © bR
L'l:i.!lli'l.'l-ﬁ 1a 0 | ".':'II'l[Sl'I[I'lE pame.

www.harveyfein.net






BUTCH SMUTS

Keeping It Simple Is the Best Investment

For most of his wotking lite, Butch Smuts was a wildlife
ecologist, later expanding his carcer into emdronmental
management. He traveled extensively around Southern
Africa and other parts of the world. Smuts now resides
and works in the South Alvican Lowveld wwn of
h'.,-]ﬂrmi:. a few hours drive from K.mp‘r Manional Park,
His new home and purpose-built studio are amongsy
beauriful granite outcrops and indigenous bush on a
countty estate ten minutes dove from town,

]'J'Lu'mg his life, Smuts mamtamed a strong interest in
woodwotk, “T've always loved working with wood and
made most of the hardwood furniture in our home,”
he says. As a bow, he atended the Michaelis School
of Art at Worcester, in South Africa’s Cape Province.
“My reachers introduced me wo painting and
woodcarving and [ hand-carved my hirst simple bowl

out of wood there in 1962, Smuts explans. "As a child,

al = 5 4

A DEFL [ToR I L T "1‘ drna |I T
F ikl farea i 1T T

4 i [ LF i ¥ Eedd PR s [

i 18 o das patural dexter

dind & modicum of strenein

| made wooden toys and 1 won my fist woodearving
competition as a young Bov Scout. | now hind
difficult 1o measure these carly influences, but 1 will
never discount them, as certain memories persist.”
Certainly, his love of woodwork endured, because

|-I'|I!'['|.' VeEArs |.'II-|"|'r h:' T:'I!I:I!':"L"I -.'.I!I']'.' 1] I!'|'I.'II|C:' A New CATTEr

AHBOWVE

Smiuts tums a Lombardy poplar burl *When | work on a large

PropecT | may P a :J.::, G D e g e wead for

the lathe” Smuts ays, “Whene natues agents—that’s tormites

fungi ar the elermenti—have scul pled a special pisce af wead,
keeping thisgs together becomes critical Low larhe speeds,

sharp tools and & steady hand ame wital

QPPOSITE TOQP

Trilobare, 2006, Resin-tree burl; 107 high x 2% wade, Triliobare
A mudti-axks tumnirg, began & a very lange bur Framy.an Aftican
tree, gathered during Smufs career as a wilcil’e ecologist. By
mudti-axis furning Smuts can holiow the inside of the fomms
on the lathse, but then it is hand-carging 1o shape the botiom,
texture the wood, and Rmish it

QPPOSITE BOTTOM

Trifobare, Detail of canving and recturing on the urdenide,

All shaping of the underside is done by hand

B FH R TS i 8



Intending to hollow
the small vessel in
the middle of the
photo, smuts bolts
the 230-pound block
of resin tree burl

ontd a squarg niece

of 1%"-thick meadium
density fiberboard,
with an array of staal
faceplates (right) to
counter-balance the
load. He uses a steel
frame to retain the
blank on the MO
board, A 12"-steel
faceplate connects all
this apparatus 1o the
lathe spindle

as a wood artist. “Apart from being
stimulating, challenging, and rewarding, [
LL“JLU.'SS [ll‘l.:l'l ] E'".'I.-':"T'll' o 'l-"u"‘l'l'l.jﬁ.:ll.ll]'r'll'r' ]“'L‘:l”h‘-l.'
woodturning provided new and creative
ways 1o work with wood.” In addition,
Smuts has been interested in art all of

has life, |.|F::'ng the OpPOrTUNiY on his
international travels to visit galleries

and museums, Not :am'|.sr|5|ng|'.'. he savs,

*"Oither mmfluences include the rich array of

ethnic dr_\'ugm that have been clu-c[cu}u:u:[

t]imughnul Adrica

Dune Landscape Jl, 2005, Resin tree bur
farm like this, Smuts centers each vessel o
shoaen in the photo above,

A Wonderful Stock of Wood

Smuts says he has built his woodrurning
carcer around his wonderful stock of wood.
"My wanderings as an ecologist allowed

me to collect timber and many large burls,
mainly from dead trees, elephant damage,
or those cut down during development
|.:|'nj-.'fLﬁ_ If T hawe S]J{'C!'::l t:ni-.'f{' of wood,
then I will attempt to bring out the best in
it. I have always enjoved mrning big bowls,
especially those created using beautiful
hardwoaods such as leadwood, tambaori, wild
olive, pink vory, mopane, and resin tree.
Because of the hard and abrasive nature of
many of these woods, [ have made mv own
|'|I.'ﬂ"|':|.' I.‘i'l'l,'l ?l.i.-IL'-||:|3]1l."[i 1'.:!(‘3'?‘-.‘“] F‘H' I"I'l':lTk IE"II J-l.l.‘”.
as hard as it sounds. “Technical challenges
for a one-man opetation include chainsaw
preparation of blanks weighing more than
200 ]munds. mounting them onto the

!'.11.|1L‘. .lnd l]'.lk‘l'.l l|"ll.‘ Cl'l'l.‘it‘.l.'. <l]']-i.'l sometimes




dangerous, opetation of mughing the
work te a more balanced state”

It is clear Smouts is sall in love with the
wrning process. His enormous mulu-axis
bowls, for example, are a serious challenge
he has solved with typical efficiency, “The
wonderful thing abouwt woodiarning and

s |:'I.'|"II'|‘i1'-"|| L‘]I:I[ll.'lfll.:l.""- 15 10 £an l1|-'ll.'r'| ]h"

Viaany L RS Al R h
DY RALr it nrErEr vl F I} ;
it rn } f | 10E F G2kl : i
QeI adabled (0 L L ¥

used to develop new artisuic features, 11,

for example, a miple-axis bowl is designed
well, then the point where the three bowls
intersedt creates an inteiesting three-faceted
sculprural feature, Also, hand shaping the
underside of each bowl is an opportunity 1w

v i - - ar
i'll.'l'.' Wl hawm ety of surtace rextures,

The Need for Self-Expression
Diespite his olvious love of wrmng, like
mamy othet contemporary turners, Smuts
finds himsell spending less time on the
lathe. Fle explains it well: “We probably all
started off having the lache dehne almost
everything we did. Some well-known artists
stifl carn an honest living doing just thar
and [ also do it from ume to ume. [ let

the woed and the lathe do much of the
talking, so I can relax and enjoy watching
the colors and shape appear. If 1 have an
CXCEP T plece of wood, I often will turn
il ﬂl:'n]'-[r Eu‘m‘l ar ]1|.'|rT-.'!' [ ;‘115}1!.1:. T|'||'.\'.|'
features—keeping it simple is often the

best imvestment. However, | have a growing
need to do more work away from the lathe.

[T peed for u-]r-er't'.'-.'h:~|-.111 could b=

related partly to a growing repertoire of
skills and ideas, or 1o the need 10 produce

something new, exciting, personal, and

Churof Arica, S04

African blackwood

penk bvary, round

lemeed kiaat ool ir i'.;._
5% N :_:i- i 10V wiclo
Alongside his targe
turnings, Smuts also
makes delicate little
chjects swch as this
vase with a wide rimn
of thin blackwood and
nlays of African motifs

B LT ST TR 1 &



Mepecrrmal Surroung,
2004, African blackwood,
Lrie oo, pa
marfiee irkay; 6137 high

W 115 clismctor The
interseting fretsawn
teardrop patterns play
womer bully oft the
circular lathe work

marketable. The naweal feelings of scli-
expression have to represent an impaortant
progression in the carcet of amv artist,
Sometimes | spend less than 10 percent of
my time doing the noming. To me, lathe ary
ts less about nurning techniques and more
about discovery and sell~expression. Thank
poodness, |I1ung]‘|, for all of those who have
helped develop new lathes, voals, and work-
holding technology. They have certainly
tnade life casier for all of us”

In contrast to his larger pieces, which he
sells predominantly in South Africa, Suts
has developed an international reputation
and market for the quality of his delicare
inlay bowls, The bowls are masterpieces of
design and technical control, tiny works
that could not be a greater contrast 1o his
enormous robust preces. The designs he
creates [or the smaller pieces are immensely
varted and his lifelong observations of
design are clearly a grear help. “Although
many of the designs T choose are influenced
by nature or specific human interest themes,
others are geometric with the chosen shapes
or designs being adapted 1o fir the available

fm atea.

The contemporary turned wood
moverent ias becomme a truly international
phenomenoen, and as a result, the work on
the newly global market often has a sense
aof place that never existed during the mote

parochial cardy days. Butch Smuts produces

work that is overwhelmingly the result of
his African heritage. First, the woods he uses
are not found anywhere else and they evoke
strong images of the South African veld,
Secondly, the visual themes of many of hs
pleces rellect Smut’s lile as an -.'cu|ug|.ﬁ:. If
vou add his amazing skill in creating both
large, robust preces as well as delicace, finely
cut assemblages, you have the work of a
Lt i.'r'.ﬂ-ﬁlhfl m

While Smuts is happy to make both
large and small work for now, it seems he
15 preparing for the future, He asks, “Is it
true the size of your work decreases as your
age increases: Is this 2 function of shrinking
enthusiasm and physical screngrh? re
decided 1o prepare for this eventuality, the
poinr in my career when | may look
at a large chunk of leadwood and rather
than see a huge bowl hidden inside of
it, I will see two or three smaller ones.”
Whichever he decides o make, we can

be sure it will be beaunful.



HOW SMUTS WORKS: DELICATE INLAYS

Awian Menooernie 2004, African

B a0 |-:-.|_ AR BACr N PO el -
Kldat Durkinday; 635 highoo 124 wide
Lkats linkshes ks bowds 10 a e deares
o perfection, “usually down o 800-gri
sancpaper and OO steel wiool Then |
yaipe on a lew coats of Danish all before
yvraxing and polishing by hand.”

Aftes cutting thin sections of rund- MU ues carbon papes 1o Wace Ising a variable spead soml| 58w Smuts
leawed klaat Burl an e bancsaws Sty CELTE NS onlo e uncdersice ol an Alricarn caws The Inlay coeniregs out af The
lapis Thern Oria & suppart Boand in DR KOO Dol riemy blackwood bowl

arded 1o sand them imoath

Srniats uses a scalpel and kow-viscosity
Cyran .’.-\L-':.|-_' adnesive o gile [ne Shapes
mto the bowl e He runs the glue inta

With thie kiaat burl inlay veneer clamped He cuts the inlay chapes with the
In place on the underside of the bowl scioll sawy and then fits them Inito the

i, Servuts transfors the cutoul shapes. blackwood rfim
the saw kerfs fram both sides,

BATTATH AMLTS 15






RON FLEMING

More Ildeas Than

Ron Fleming purchased an old incinerator in Tulsa
twenty-five vears ago and comverted it into his home
and studio. The updated historical butlding is on the
edge of town and s surrounded by a creck, woods, and
{lower gardens. “T am practically surrounded by 2 nature

preserve, he savs, "o s peaceful here and I have many

My waork sh wWan L itk like it Celrne from ¥ lath

or machine and | spend time fieuring out how 4

i

design can be laid out on the turned form
gardens and sources of inspiranion all around me.

Tt is amazing how T can just step outside and see an
image for a new piece. My nearest neighbor is more
than a block away, so T am never bothered by ourside
distractions to keep me from mv work. [ am totally
surrounded by nature, which 1 believe has been one
ol the Eleil."'g-.':sl. influences on me”

Fleming’s first carcer was as a protessional illustrator
and designer, with agents in New York and San
Francisco m.:!v;in}_; i pm-n'ln[r for him 1o remain in
his hame state of Oklahoma and work ourt af his
home studio, “I've been forunate w live in my
home stare,” Fleming says. "1 could have done
better of 1 had moved to Mew York or Califorma,
but I guess [ am a small town person. | like the
latd-back lifestyle.”

When asking woodirners about others who have

infuenced them, the Ec.h:[inﬂ artists in the held L;m'r:-

| Can Ever Produce

AODOVE

With a large work piece 40l raunted on tha lathe, Fleming
cigates the bold surface texnare wsing tracitional candneg toals,

OPPOSITE

Alrican Fern Basker, 2004 Redwood; 147 high x 13° diamete:

The wild ferns that growe in the hippo trails of the Okavango
Delea of Wisterr Botswana inspired Afican Feen Basker.

R HLE KIS 4l
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EoN FLEMING

often offer u|11-~.pr;[4-qf names, bringing
work far from the feld of woodwork
imo the mix. That is particulardy true of
Fleming, due 1o his previous career in

tlustravion. “One arnst in partcular who

i = i
Vienen L am in | k! ¥ F A A
| - |
WY dESET O WROVE SEri el
i

THE D |I {ar 1LHEE @ Jen |I fHen
N ; | -

e LECHMICAD | 'S FWarsi!
Wil wooa Lakes up ene tin

has intuenced my work 12 Aubrey Beardsley.
His method of L!F.iwulg using matute with
the human figure in a stylized manner

has set his work aside from other arcises

and intrigued me "O0d [':r:gh'ih, Cireck

and Rotman styles of carving have also
inthienced Fleming’s unique approach. His
inspiration s the namreal world and mosi

of his ideas come brom seeing a parucular
plant, tree, bird or animal that intereses him.
He then transforms and stylizes the images,

working out the designs in skerchbooks.

From Sketch to Wood

“Theep a skerchbook or canvera hand,
maost of the time and will generally do
rough sketch to save for later development,”
he says. "1 seem to have more ideas than

| can ever produce. [f | am ever not in

the creative mood. and T need 10 produce

work For a show, all T have o do s refer

1w iy sketchbook. When 1 am in the
creative mood, T usually design a whole
series of pieces and onhe produce a tew of
them, My work is very time consuming.
From the thought process, to the fimished

piece, usualby takes several weeks or even

manths, The ideas come rather -Ll||i{1; Y.
as do working our the designs and decails

involved. It is the rechnical process of

warking with wood thar takes up the time
1 like to do work that continualhb
challenges me,” Fleming explains, “There
1% a certain order I must use to create the
image | have in mind. It takes bath form
and design 1o really make a piece stand
our, One will nor srand withour the orher,

Woodwirning is a nawral way for me 10

Ii'|1|'l-1|2‘r'lll:' my I."il-]'l."l] -|[:'E=L'i A% 0 arrise .'-II'II" b

Fleming's canwerted brick stedio has lange windosvs
that ket in amiple natural light,



craftsman. Most of the time it 1s about how
I can use the lathe wo establish a blank 1o
carve on. You always must have a beautiful
form with which 1o work. When [ create my
vessels, | [ook to the lathe only as a basis
tor my carving. 1 prefer my work shouldnt
look like it came from a lathe or machine
and | spend time figuring out how a design
can be laid cut on the nomed form., [ am
alwavs thinking of composition and balance
in this process and can spend several months

CArY ng or i.'l;l.illl.llllﬂ a single i.:iuﬁ:."

ABOWVE

Echinacen, 1992, Dogwood burl and maphs; 124" high x BY" deseneter,
Fleming was admiring cone fawers grossing i his garden when the
ided for this plece came 10 him

LEFT TOPF & BOTTOM

Flewéng keeps a sketchbook and a camera handy so i can record ideas
a% they develop and save them o later development,

laTepw s 1 R RN 1
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Childhood in the

Indiana Countryside

Flerming was something of a prodigy in
the arts and as a child. received a grea deal
of support and encouragement from his
family and teachers, He began studying
illustration and }*.Lfming af L-|':._rl||| vears ol
age and completed his first commercial
work at thirteen. “[ did get an carly stary
in my career. | always knew art was what

[ wanted do to do with oo life. For many
vears, | watched and helped my father and
grandfather work mn wood, I have fond
memorics of working i m grandfather’s
shop and he always encouraged my desire
o Becorme an arost and underscand oeative
and technical processes.”

The influence of the natural warld came
early as well, as Fleming was ratsed i the
country and spent a grear deal of time
hiking and camping as a child,

“1 loved nature and alwayvs was ineresced
in the many facets of it T was .1]'.-\.1:1*-\.
observing and learning, thinking, and
searching for a way to express the thoughs
and feelings 1 had abour narure.”

While Flemung often works with exoue
timbers, such as pink ivory, cocobolo, and
Afrcan bladewood, he also uses discarded
woads as often as possible, “ There are a lot
ol walnur, pecan, hackbermv, SYCAMOTE and
oak trees i this area, When | hear 2 tree
species | like o turn is coming down, [ my
10 make arrangements 1o get as much of it
as | can. The beauty and potential of wood
has ,|!|,.|,,1:,-.. fnn'igt:vd me, J0 s I-.1i1'|_1' casi ]y
manipulated and its pattern and grain are
alwavs unigue and differem,”

www. hearthstonestudios.com



In poetic words, Fleming comvincinghy

I-'l"II'l.I.':. % |..i|:I.' P.“':H‘I'I ]'I c ilf.'t']'\ f:ii'l' |.Ir'll:' nature

that inspares him: "Whether it be the falling
leaves of autumn swicling into a frozen
form, or a single Hower bud unfolding in
spring, each piece pives me an opportunity
1o make a staterment abowt the never-ending
risals of nanires evoluton. Bach form in
wood becomes a caprured moment of its
onn exislence and every vesse] :|_.'!|'r|"1 1Tk i
way to exptess my feclings about the things

[ see around me and o share these visions

with others.”

SI5, T Creale the m

B FLEMING







PETER HROMEK

You Find These Shapes Everywhere in Nature

Amyone who has worked on the lathe will be fasainated
by Peter Hromek's mulu-axis picces, because they seem
to defy logic. You can't sec how he could have hollowed
them out, nor what the lathe had o do with 1. Many
people find Hromek's picces so startling they can't quite
believe they are made of wood.

Arriving at the designs was not an immediare process,
Hromek explains. "At the start T used 1o make spindle-
like bodies which were laid on their side. but then [ had
the idea of putting some ol the forms :l.:gfllwr to imake
them stand up. [ turned three shapes exacthe the same,
then fieted them together,” Hromek said. "lc wasn't so
easy because the walls were anly about a quarter-inch
thick and, as r'.-.-rj.'imd:.' knows, wood moves. | har was
how my first Tripod was created and then it took me
almost five vears to work out how o repear in”

Hromek continues, “1 wanted to hollow the complete
form and 1 realized that would be pm.:iibh' 11r1]_1.' il

[ hollowed it through narrow openings in the aps,

When | feel my work somehow touches the
rewers. e | Hriare my iob ic tarel done
e WErS, L I -.-'..J.d..-. b O e

The results decenve the viewer because although there
15 2 big opening in the vessel, it 15 not hollowed out
through that opening. I6s exciting 1@ let the hollowing
of three shapes in one piece of wood penetrate each
other and it's hardly possible 1o imagine it was created

om a larhe, Ie's wonderful to bring rogether eih_]ru*!«.,

ABOVE

Hromek displays the rystifying interior of a thoee-lobed vessel.
"I11's aCifing (o let the hollowleg of throe 1-h.‘.|.'.x'.'i M o peece af

winit] penetrate eac b othes e s

OPFFOSITE

Werts &1, FODG, Boo alder, parthy stained: 167 higgh This
udti-aets turnlmg, made o omne '.:1'::;\:,' ['u';r-l;ul' [Pt alw
Werisd & F exaemplines Hromask's curment work, Deceplively,
the thres: lohes were @ach hollowed ot from what has
becoeme their bottom ands. The opaning at the 1op was
partially formed on the lathe, and partially carved

FEARR HROMEE
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ABOVE TOP

Spindle, 2006, Ebonized rabinia; 13" long. There is & serenity about Spindle. It is
simply a conventicnal vessel cleverly cut to show grain in unexpected wavs and
then kakd down in repose.

ABOVE BOTTOM

Submaring, 2005, Sugar maple burl; 15" long. Perhaps the simplest of Hromek's
logic-beaters, it should not e possible to turn a piece like Submarine on the
lathe. Te imagine how it was done, it is necessary 1o see it partly as a spindie
turning, parthy as a vessel, and partly as a carving.

OPPOSITE

Paradise, 2007, Maple; 13" high. Says Hromek, "l have heard people say my waork
I5 sensual i like that idea’”

a5 FETER HROMEK

which 1r_l themselves are quite :*erin.|1'_1., and
create sun‘u:l'hs'n-_:} cu.t-mp]nu:ll.' difterent and
unusual” This fm;:ﬂmb.ﬂ.ai[itj.' 15 what makes
Hromek’s work unique. He has built on a
sound sense of form and line, which made

his .~;1'm=1|-.- hollow forms work so well, and

be has taken it to an en rely different level

of m}xl'ds.u'f:ﬂ ion. His vessels look rmnrl:-x
enough, but only by observing just how
difficult the process is can we appreciate

Hromek’s EXpertise,

A Multi-Faceted Career
i' Ir"‘.ll'l'li'k g]"'\'ﬁ' |.||"' |.r| |h" l:.-t'.r’.l.'i‘h R.“-l?llt'l]l.\‘
and qualified as a precision mechanic. In
|L'.-llf\|:':|. |'|L' I'I'I“'I.'I"f{ (%] (..;1"1'|T'|H|'|:|| ;II‘IL’l Hllli1fl't‘i
technical engineering. During all this time
he says he had a love of craft work and art.
T used to make jewelry, just for fun,” he
savs. A creative .\'Pil‘ll, he also was }w];a_a,-mg
bass in a bluegrass band and soon started to
rnake guitars. "1 read all of the books about
stringed instruments | could get. Although
my guitars were made to a professional
standard, it was hard to sell many because
I lacked marketing experience. So [ wrote a
book about building guitars, then gave up”
Hromek then worked for six vears as
a model maker in chemical plants, but
computers eventually took over the job.
Forced to contemplate another change
in career, he decided to try his hand as a

craftsman again. "'l l':-uugh: a simall r.u]‘n]r-mi:

lathe and started to wrn. I did not know
anything zbout it and 1 was just scraping
u:i'u:]'j.'d'n'ng. Again, I went to a ]ib:'nl‘j.'. this
time to tead all of the books [ could get

about turning, Of course, reading and

CUTHINg are two different Ihirlg:i.”






L

[

2, 2004, alder

TS #

6 diameter. Venus &7

mphasises The

nsual curves that

nkeasa thie rmaker

['L-:-J_min.- the diffsculs 1h'£l-l'|:'|i||g:'h, Hromek
was sure he had found his profession.
“Right [rom the stare I was so {ascinated by
this kind of work that T conldn’t stop, b
| didr’t realize how hard 1t would be, 1 used
to cook at nights in a local restaurant and

tirn in the davtime. T found a translation

of Richard Ratlans book on woodurmng
L!rsign page xit and this became v ilble.
I used to turn many natural-edged bowls,
vases, and so on, which 1 sull like o do”
Hromek now has the Iir-r-;:j.'L* e ,1|u_1:1.t
wanted. “1 reside in a small village in the
middle of Germamy with my wile, a dog,
aned thiee cats. My wife is also an arose and
she makes her art out o paper. another
wood product, We have a big garden with
many fruie mrees and Howers, and we grow
some vegetables. In German, people call us

land :--_,_:}_:n;' We have -_.!,:?-mi |1_|-iEE11m1*:a. L

] "ETER HEOMEE

ol them makes figurative works in ceramics
and concrete, and once or twice a year, we
otganize exhibitions in our houses and
gardens and invite other artises 1o exhubat with

us. | III.I VISIOTS COmme 11'!.'.1'-5[|'I.' Irom I11l.' CIEIes,

Finding His Own Style

Hromek has gone far bevond his earhy
simple [ascinaton with wood and basie
Turning. "Tud.‘a} whien 1 'dl.""-li';l'l 11
sculprured vesscls | don't necessanly care
much about the grain. The wood has
become a carrier of form, although it sall
intluences the hnished prece.” He muse
have succeeded in surpassing i:"":"t'h'l"“'
EXpecTations, as he r.'.1-|.1|ns-: “Often ar
exhibitions people ask me il my picces

are made of wood. They ask me that even
when they are standing oight in front of the
object. | found it hard 1o understand, but
then 1 realmed they are not able to relare the
forms o wood.”

When vou are |m1]nwi|1-_.,1 on mare than
one axis, the process takes careful planning,
Hromek savs he carnies ideas for a new
design around in his head for days or even
weeks, “When [ start a multi-axis object, |
st make a technical .]r.m'n::.: at a scale of
I:1. That helps me to define the shape and
how to chuck the piece, what pare | am able

oy turm, and what T have 1o mill or carve by

hand." The process is far from che simple
wirning that fiest avraceed Hromek, bu

he believes i is sull relanvely simple, as he
explains: “It’s like many other woodturners
whe are moving away from wiming o
tree-formung, but the turning is sull a very

important part of my work and | dont use

am -.pvrl'.:.| foals or L'I'll.:ll'l{ll'll.!. methods, All



of tmy works are hollowed our on the lathe,

but outside there is not so much urning”

Mow he belioves he has found his own
style in this work. “"They look very orpanic
to me, like cells, You find the shapes
everywhere in nature—seeds, seed pods,
leawes, Howers, fruii. and [rarts ol the human

"'.1l.']'|r.11 ] :|.r|'| FiTs u-.'l.'l-'. '»:-.'||'||.|.'|'I.|::-I.l.
wouches the viewers, then | think my job is
well done, T have heard people say my work

15 sensual, | hke that ideal”




HOW HROMEK WORKS: HOLLOW ON THREE AXES

an

Hramek has prepared the maple blank for a multl-axis turning. Starting from a cylinder, Hramek has cut a splact for the chuck

At this stage, the zolid log weighs around 55 pounds, The final tleft) and turned the basic bell shape, Mow he opens out what
vessel will weigh about 2 pounds will became the op opaning of the vessel,

Hramek remcounts the blank between centers, on pre- Hromek turns the first of three more splgots. Each spigot will
determined diagonal points. He balances it by screwing lead subsequently be mounted in the lathe chuck so an apening
welghts anto the wood can be turned

Hromek rermounts the blank three times to turn three equally With the blank remounted in the chuck on one of the

spaced splgots. The lead welghts have to be moved each time. new splgots, Hremek bores the deep hole that begins a
new apening. The hole penetrates the center opening he
hollowed at the start,

42 FETER HROMEK



Hramek holkaws out the new section with a gouge. You can see e artisd repeals the process Twice more and the Threes-lobed

In tha whieling wood a shadow viewe ol the fimal shape of this thapa Begins o emerge. When all af the Insides have baen
part af the wesse hialigwied, he tums the cutside of each with suppart from the
lathe's tallstock (right)

Hormek continues to shape the wood 'using a power carving

1ool mounted on the lathe's 1ood post, at right, while he slowely
ritates the workplece by hand, Me's left lots of wood opposie
the lobes for later shaping to form the lips around the vessel's

linlshed opening.

With the piece remounted on its central spigot, Hromeek turns
the fimal shape of the bate After refining the detalis by carving,
Hiamek sets the plece aside 5o the waood can deyaut, after
which heowill complete the camving, The walls are about W° thick

RETER HROMEE -}






WILLIAM MOORE

The Contrasting Relationships of Wood and Metal

While the majonity of woodummers are self-taught,
the art-school educated William Moore is a notable
exception. Today, he divides his ome between teaching
art and creanng sculprural vessels that combine metal
spinning and woodrning

Moore lives and works in western I."!rc!:nn. abour 16
miles west of Portland in an area called Helveda, Mot
exactly a town, Helvetia is a wide spot in the road with
a handful of houses and a tavern surrounded by family
farms. Descendants of the ull'fgil:.‘:l Swiss settlers owi
mam of the farms, Moare and his family reside in what

was ance the community dance hall across che street

| ne Haltow wood vessels are much too fragile ABOVE
F - -~
Fo withstand the forees of the wietal eninnine T
e witnstana tne | f LAE fIeLar Spinning hie waorks of Moote require meticulous planning,
nroce i Eurn i salid '.l.-:II_..'.I e _-'Iu 1t hard rneasuring, ard fittiog
--.-.|.- N S ._ I|I ] 13 |II F- 1 # nafr
mapie, o VWITICKT | QCCW @iy S0 fre meid)

DPPOS|TI

frverness, 2000, Oak burl bronae 107 hiah g 19" wide x 5° .|-:-_';|
- § - i "Thie metal portians are fot decoative sdditions, bul rates
from the tavern. Next door to therr home 15 Moores are inteqral 1o the whale® Moare says. “The body is Turhed oak
" : a el REsrale ki rraditiasalbe cridsd B €| e el EmE E il
|.'H~I] .‘\.-.|1.|.!|1'I.' FI.:I'-'!-I. ﬁl'll-'-'i'\. "I”l-‘d '|.|.'1I.]1- |.'4[L|.l|.~:|l|.rnl .'I.I1-J Brarh, BEmale kl..l_. raditicralhy 4l led hardles al kiehen cullery
the wood on either side of the handles bromm spirse are of the
1|,‘.1:1|r|_ng f:'!ﬂlr IJIEH"‘\:, jfl“'hll-ﬁﬂg a2 Ulneway and a Yates same pak All other elements are bronze To provicie contrast
some bronza elements have a brushed finish, Others have a

, ] H s o 1
American # 13 parternmaker’s lathe. coeied Sertine with  Bown eling”

The intluence of woodturning came early in William
Moore's life. Rather than coming from his father's garage
workshop, as 1s frequently the case, it came from his
mother, wlho ;in]uin.'d 2 lathe it L';|I'|:.' 19506, "She
loved Bob Stockdale’s work and | learned to appreciate
his work through her,” says Moore, “She wught me 1o

meen on her 1950s Crafisman lache”

R A, MO RE A



RIGHT

Lughrates, 1990,
Madrone, copper;

6d* high x 174" wide
* 114" deep, "l created
fupghrates when | was
interested in cerernony,
ritual, and symbalic
ohjects” Moore Lays,
“The stand, the

vassel, and its slopper
cieate a tatem-like
compasition.”

BELOW

Equilibrium, 2006, Maple
burl, copper, branzs;
1134 high x 234" wide
x 13%" deep, Recently,
Moo has turned
toward exploring
gesture and balance

o create 3 sense of
movement. n
Equilibrium, he
combines multiple-axis
hellow farms with
spln metal lo create

a sanse of equilibrium,
or Coming to rest,

The term “sculprure” is ofren applied 1o
works in the field of COntemporary turned
WUUd art, :l.'l.'l' "r'L'l_}' I'—f“" Hrl'[sl'ﬁ AT ﬂcl‘l]-':'l“}'

trained sculptors. William Moore is an

The fitting of metal to wood can be
slow and labar-intensive, The forms
combine well because they were all

created an the lathe.

exception. As a student studying sculpture,
he was initially inspired by Henry Moore
and later by Philip Grausman. He went

on to be influenced by an array of
sculptural approaches, as well as the
important design movements of the
late-nineteenth and twentieth cenruries,
including Art Nouveau, the Ares &

Crafts movernent, and the Bauhaus.




Discovering the
Lathe’s Potential
Lhuting his studies in art school, Moore
explored a range of matenals and created
sculprures in taised copper, plaster, clay,
welded steel, carved stone, cast bronze,
plastic, fiberglass, and wood. While he
tound all of the materials interesting, only
wood had properties that suited him.

"Wood had some resistance, unlike clay,
but could be mampulated mote castly than
steel,” Moore says. “Stone weighed a ton
and was too resistant to change, Wood has
nich variety of color and texvure and 1s
form can be altered with a variety of wols,
maost of which [ enjov working with.”

In the Laee 1970s, Moore's mother
gave him her Lathe. At the time, he was
constructing wood sculpture. Imtialhy, he
did not kiow how be would use the lathe,

imagining he would juse turn gifes for

fniends, He rediscovered the lathe’s porential

as a ool once it was in his shop and began
making forms for the constructed wood
sculprures he was building. Soon he was
exploring forms he could creare better with
a lathe than with amy other tool in his shop.
r'.nrm:m:ri:ng Steven | |u51bi|:'1| ."nJ."[IEl—llII'I]L'ti
objects in Fine Hoohwenting magazine

[ page x) showed him even greater potential
for the lathe, “1 was dazzled,” Moore S3y5.
“Thinking of trnings as objects that
could be altered after they came of [ the
lathe was a revelanion.” Seeing Lynn Hull's
spun metal works inHuenced Moot to
think about combining wimed wood and
spun metal. Moore came to create strong
relationships between the wood and metal

elements in his work

How Moore Works:

Wood and Metal

William Moore's process often begins
with drawn ideas he further refines in the
mrning process. Next, he creates wrned
wood elements, followed by developing
the spun and/or fabricated metal elemems
w complement the wood and make the
composition whole. Fle must complere the
two processes separately and once he has
created the metal elements, the wood may

]'EI.'1.'L‘I Lia I.H.' L'.'-I|"|.I.'I.'! ."I.Ihi l.'l-’c-"l.'.'l]iL'd 4] &-.']II.L".‘I.'

the perfect fi,

“The hollow wood vessel forms m
my work are much too fragile to withstand
the forces of the metal spinning process.”
Moore explains. "Ohnce the wood elements
of a piece are hnished, T ereare a vemplate
of the mrned form and then e a solid
duplicate pattern from hard maple, which
is the form onto which [ aciually spin
the meral”

Moore believes the lathe strongly defines

his sculpiures. “T am drawn 1o the chamacter

1 ‘A'FJ B okt MO RE

T sgaley rsebad, Mosne
peps et a flar dink of
COpper ar brast onto

a hard mapk fom.






of the 5:.-:1mu:rr:'m| torms | create on the
lathe,” he says, "T]'m}' have a crisp, sh;u'p
::L'm't}' from any perspective. Most of my
compositions are about the contrasting
u:Luiunship:i of wood and metal. The
forms combine well because Lhc:..' were

all created on the lathe” The lathe ultimately
tepresents “just a quarter to a third of the
time to realize the fial pi-:a:e." Moore says.
“The fitring of metal to wood can be

slow and labor-intensive, On some pieces,
1 may ;':*-Lluirr -.":1:'1-1'|'|g to form }mrLimm

of the picce”

[n many of Moore’s pieces, the meral
parts are not a single spun form but rather
several made separately and silver-soldered
l'ugl:l:]:lcr. The careful J:Jtling Lugl:t}:-:r of
parts before soldering and the finishing of

d]l 'i.'lf- lEIL‘ SU!C[LTE‘L'[ SCaIms <tj-LCL"|-‘|'.TL'd 15 a

slow and laborious process. Patinarion
af the metal s the final step before he
assembles the work.

Having solved the aesthetic and technical
aspects, a work holds livtle interest for
Moore unless it SUggests new E:ossibili:ivs,
T maost enjay -:xp]orfng a new idea, and
:=.nl1.'ing the a.'nmfmsin'cunni and technical
pmblcmﬁ." Moore says, “Every step of the
process in creating a piece is a J.'h:l]]:'ngr."

Works in progress, sketches of designs,
and tools fll the studia, T am not known
for neatness,” says Moore, who recalls seeing
a l:hnm of Alexander Calder in his studio,
where hand tools and materials covered
every squate inch of space. "It made me
[eel at home,” Moaore says. *1 clean up
occasionally. After all, vou need ro clear a

X ¥ (33
surface to “‘Ul’k 071 SOmetimes,

OPPOSITE

Ligeled Qrb, 2006
wiahogany, ebony,
kronze, copper, brass;
104" high % 117 wide

¥ 127 deep. "Several
cut-off pieces of

spun metal were the
inspiration for Ligdded
Qb Moore says, *These
pieces becamea the two
halves of the hinged

lid of a spherical vessel,
All 1 had to do was
make It all work”

BELO W

Cchocn, 2005, Buckeye
kurl, copper; 84" high
¥ 23" wide ¥ 12" deep.
My goal in juxtaposing
the twe forms was 1o
take therm out of the
context of being seen
as vassels and instaad
1o have them viewed as
sculptural forms within
a botanical reference;
Moone says.







VAUGHN RICHMOND

Technical Challenges Are the Most Exciting

Many contemporary woodturncts struggle to deseribe
i :r-:l.ttium-hii.t between their turning and the
additional work they do on their pieces, Not =0 Vaughn
Richmond, who simply, but elegantly, says: "Some of
my woodwrning may have an clement of sculpiure,

and some of my sculprures may have an element of

Ladsiaxni r T | R s lm d e | R PR e & -
MY Wore 15 divided Delween Wrde | KRow | can df
o " | = k. e P = | PR - .
tEcRicaly and wiat | wollld IiKe 1o be aoie o ac

woodturning” The statement wonderfully sums up
much of what has happened 1o woodmuming duning the
last twenty years.

"My work is divided between what | know [ can
do technically and what T would like to be able 1o do.”
Richmond continues. "I regard the technical challenges
as the most cxeming ones. | enjov developing the
1;11:m]cdgr and I-n'hni-.im':. 1o deal with a new dr.tl'gll
idea. The process can be slow. An idea or an inHuence
planted in the library of the mind may ke mam
vears to develop. The result may be really pleasing,
or tizzle out and be sent back 1o storage for the furure.
I rarely skevch my ideas and am [orwnate T can visualize
a fmished piece and the steps needed o make .
This also gives me the Hextbility to change the
ﬂf.xig:n while [ am m.'lkl'r:g the piece. Often 1 venture
onto anather path as mspiration takes over from
common sense, | he shelves of half-complered

work testifv o this”

AMEOVE

Richmond perches an a huge boulder among the bush ho
loares in West Cape Howeell Mational Park, the southermmaonst
point of Westom Australiac*s ktthe piece of my world?

DPPFOS|TE

fieted Wase, 2006, Sandabwocd, godd leal pearl shedl, acryls
paints; 5% high « 2% digmetss 1 requires extremes ooni!
to cregte such fine detall on such @ small scale, Rchmaond
creates the fluting on a dedicated system using & swing-arm
mountad routers. The unflutesd secton Ao Tually emphaskaes

the flutod sreas

VAL | RIS ONE 1 i ik



Lightring |, 2006,
Jatrah, acrylic

palnts 47 diameter

2 21" high. As witl
much of Richmond s
wirk, he conitrasts
amphatize the iones
of the wood, The

|_|.;-r-| ' '|;.'! o of the
JATTAR WDl O D S0
cbviaug By el hun
cortrasing If with Biag
Black onfances both
ke codar and Fogure

As a proud West Avstralian, Richmond's
work is distinguished by a strong sense of
place. He works exclusively in timbets that
are unique to his region, including jarrah
and West Australian she-oak. When viewing
hus work, the beaurrbul hand-worked hnishes
offer a strong firse Impression Richmond
levingly polishes his pieces to perfection,
bringing owt the rich wnes of the woods
he uses, Neat, it 1s impossible o ignore the
meticulous craftsmanship. The quality of
Rechmond's work 18 second 1o none and his
superb craltsman exemplifies the importance

of pamstaking atrenuon to detal.

Many Strong Influences

It is inveresting to see how many strong
infhuences there have been on cthe Wesr
Australian arvist. “Art Nowveau has
fln}:—tumrd e, [t secims it was a ]u'riud of
enthusiasm when eraftspeople and artises
broke away from the mundane. | love its
asvmmetnical designs and the sensual curves
and lines.” He also credits fellow West

Australian woodworker Greg Colling as

|u'||'|g| a iHr'l.'l-"l.'r'!-Ill influence. "In the endy

19805, | had just started to warn and |

saw an exhibition of Greg's work, T was
impressed by the quality of his finishes and
[ thoughe, It this is what needs 1o be done,
then 1'd better get some more practice in2”

Richmond also credits potter Dame Luce

1 ."-'|I rial Il' 8 “ FULHL .|'I.J,':'I F

LHIS 1 1 :I A |'-;:'

Fuie, who was borm in 1902 in Vienna, as a
strong imi.lir.LLJ'lrr:- "I am fascinated l*:. the
patterning and decoration rechniques on
her finely thrown and well proporuoned
bowls Woodworker David ]’j,r also d:'r]mh
affected Richmond. “In the book Dnsd Pee
Woodturner and Carver, | found phrases that
stay with me including “the workmanship
ol nsk; “small differences in the quahity of
all things matter] and "periods of complete
absorption and commitment.”

Richmond puts those ideals into pracuce
and does work in "periods of complere
absorprion and commitient for L 1o
a month at a tme. When he is done, he
shuts his workshop for a couple of weeks
and rests. e says it 1s the best wav for

himm to magntaan an interest an the work.

Richmond also believes he s Fortunare to be
able to “ake ume oft by ravelling around
demonstrating woodurning”

Young people are ravely able o .‘i.hh‘]:.'
woodurning at school, but Richmond was
forranate o experience the craft ac an early
age. Apart trom the fact his father was a
woodwork teacher for thirty-five vears, he
also generously acknowledges the guidance
af his schoolieachers. “I trned my hirst

plece of wood at high schon] as part of a



manual arts subject, along with metalwork
and technical drawing. Ir was a hands-on
expenience and ['m gravelul for the patience
of the marrucrors who showed me how

to turn a lumpy old bit of wood into a

nice m:||[ng Evirl."Tlu'l |:.'I|!‘|:|' experience re-
emerged tn the early 1980s when Richmond
started murning again in response 1o the

demand for quality craft work in wood.

The Warmth of the Wood

I'!L"i w I'l st E.'H:L"I'lh.| '“'I.'M]d iL‘-l:]r |I?i E]_"L'I.—iﬂ]
tor Fichmend. "Wood s tacuile and warm.
I'm constanthy amagzed how nature can
produce such endless vareties of color, grain,
and texture. I'm forrunate 1o reside tn an area
that has some of the world's most beauriful
timbers and | have legal access to fallen logs,
Collectmy the wood = a si.u'-::'ﬂ patt of my
woodurning To walk in the forest, admire
the beauty of nature, and know I have the
potential o reveal the hidden beauy inside a
gnarly old log is something special”

There is not much pretentiousness about
Richmond’s description of himsell. “T'm
comfortable with 'woodwurner as it is e
chosen crafe. | sull find the lathe a il.u-r.l'mting
instrigment sand T lave no doulst 1 seill Tave
a lot to learn about lathes and the turning
process, The lathe is the most important piece

of equipment in my workshop and my work

Matepnan, VASEEN RIGRESNBE ok |

ABDVE
Swsintih, 2005

TiE
sifify is typrical of
the earlier designs that
ostab¥shed Richmaond's
reputation as a
supert craftsman
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15 mm}:h.-l:r.d within the limits of the turning
process. I have four lathes and they are set up
T4 p-:rfc_wm Hlightl}' different LUrning tasks—
turning, tuting, hollowing, etc.”

Despite .i-:knc_m'kdging the lathe as top-
dog in the workshop, Richmonds work falls
into the familiar modern pattern of on- and
off-lathe time. “Some Pl'm"us can take several
davs on the lathe, then several weeks on the
bench. 1 u:mnl]:.- have a whole lor of pmjn‘rﬁ
happening at the same time and when I have

had enough of sanding, | can do some more

' ] I
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|'_|F_' .:':_‘.'fl"_"uy'! iAol 'J.'II_'!.._I|I'.I {.II{|I:.I "._.'{-Ill" ,_.-,I

turming, Sometimes [ may have five pieces
gm'ng, all with different dcsfgn rh.-:lh:ng-:s.
Then, there 15 what T call I:]:ulﬂjr time'—a
Few -cl:uj.s Just 1|':L'1'ng CLIT New Lu:'rn'ng or
mechanical processes. It is a real buzz when
a new idea actually works”

Richmond is a h.-spp:.‘. gregarious
person, much loved by audiences when he
demonstrates. He is likely ro say to visitors,
"Let's go out in the bush. I can show you
some f‘.:;:l!j,- gm‘u{ trees!” Tris fun o alk o
him, because he Enjovs life se much. "And
u.-h:u wouldnr'e 17" he would add. “T live in
the beautitul state of Western Australia with
an easy-going ]:'I'l-m:.'lr, fresh air, glm'imm
beaches, nice wine, and access to some of the
world’s most beauniful ombers. [ work ina
great studio at the rear of my house next to
el E:li'l'l—k "u"l-'l'l |-| ||'|[| Lrees .:l.“'d gll_:lLl:"dJl]-lr 1}|-1'I:! !'Ij;_"r
and T have a great bunch of woudtumfng

friends.” Who can argue with thar?

ABOVE TOP

e Tate)

Fiuted Dish, 2006, Jarrah, pewtar, acrylic paints, black coral; 5'%" diameter x
15% deep. Fluted platters like this are another of Richmond's signature styles,
simmple and supremely elegant.

ABOVE BOTTOM

Darg Sur, 2006, Jarrah, pewter, acrylic paints; 13W° diameter x 13" deep. A hvrmn
of praise to the beauty of the wood, Dark Sun highlights 1ts sweep of tones frorm
the dark and rlchly figured heartwood 1o the lighter, less mottled sapwiood.

n
P

VIR [BAG HMOMD






ROLLY MUNRO

The Lathe Creates Armatures for Major Sculptural Work

]{U]h' Munro s uxtnmp:[['nnr}'. OF all of the pcu]:-h:
I.-mrking it the field of wood arr, Munro E:erhnpﬁ
deserves the title “artist” more than any other. Although

he uses the larhe :_'xl:_’l}ﬁi‘-‘:‘]}", it is ]mssiblu le also hrr'ngﬁ

. N e ' P i T
Art forms are a melding af LECHRIGUE, LITE
Gt pm e il O A e R N AR B e R e e 1 3
pryslical Qot af Midaing 4 Prece, afld eXPressing

the conternt within a work,

a wider repertoire of skills to his work than other
wood artists. His work begins with meticulously made
drawings and proceeds through a process defined at all
stages by a complete understanding of what the end
result will be. His wonderfully textured and enhanced
vessels are not only the result of inspired vision, but of
considered elements, balanced and complementary.

For example, in PubaPiba Form, he has wc.nl'n:[uzr'fh]lj.'
combined the whole sculptural process with surface
treatments in a unique combination. Most contemporary
turners would have been satisfied with the surface texture,
bur Munro also has transformed the opening in the top
of the vessel so it goes beyond the simple hollow form

and becomes a creanve tour de force,

Becoming An Artist in New Zealand
Like many other artists, a family member initially
influenced Munro, as he explains: “My uncle, John
Munro, was an art teacher and a sculptor. That might

]'Iil"r'L‘ i['l”l.lt']']k‘l'li.'] me [0 Sll.l-li.'].‘_.-' art. In Iy r“tl:l-. Riél:l'ﬂ A5

ABOWVE

The daas frolic with Munme on the beach near thelr home.
Muno draws imagery from the aver-present sea.

GPPOS|TE

The Crow af g Smail Amphibious Teapot, 2000 Tawa, English
walnut, raspberry jam wood, pink ivory wood; 113" high x

74" diameter. The idea of the piece itself is astanishing
enough, bul the detail is even more fascinating. Examining the
bBeautifully carved legs more carefully, it is clear the birdlike fest
are parthr embedded in the ground, possibly an obsarvation by
Munra as his feet scuffed the sand on his daily beach walks,

B0 Ly T R ek R



ABDVI

AufaPaha Form, 1999,
Ebonized kaur turned
and carved: 7% h QI’

s | 1° diamater The
elequent surface
decoration draws

o traditeanal plact
carving. The intenae
palledng ar bBoth
incmed and picroed
The complox mouth
of the vossel, with its
INIMCATE carving, 15
purz Folly Munno.

P "nr i
IR S PROHTRE 1
Lenser HUTE KoES Diwer
<l F i
e S0y O Wetlingron,

Mew Zealamd

GHT BODT TOM

Munine will spend
WACCKS ON O DIECC D
achiove what he wants.
“It's a slow joumey and
It's difficudt ta justify
e tirme SR Qe
tFan by sawing il fof

he Jew= il 1!

58 ROLLY M1

student of hine arts, 1 was hugely moved

by Jacobs Epstein, Henry Moore, Batrbara
Hepworth, and many ather arusis, although
Moore and Hepworth were the ones

who actually used wood” Munro also
acknowledges the mHuence of indigenous
Oxceanic and New Fealand Maort art forms.
“They used wood extensively, bur they
muxed it with other unexpected media and
treatmeiits. T heir work was both aeilicarian
nnd non-utihearman,” Munmo sand.

Anather P-.wrurf-l.:] intluence en Munm's
art is the place in which he resides. His
home and workshop are near the airy af
Wellington on Mew Zealand’s North Tsland.
He 15 near T beaches, has r11.'.51|1|'1|-.':'|'||
views of the mountains, and his home 13
surrounded by hills covered in native trees,
It ts an evocatwe emvironment and has

distincuve work echoes it in every way,

WD

The Lathe as a Sculptural Tool

Munto discovered the lathe as a seulptural
tool when he was a1 art school dusing the
19705, He had to make components for a

desion project and says he "began secing

possibilities for the trned form. Later, when
1 was brow sing though a book, | saw a few
samples of Bob Stocksdale’s natral-edged
bowls and | ||1.*-ul_g'|11 [ |.-:r:,__r|1| be able 1o mike
a little money to help me though art school
by turming wooden bowls” Muno's love

of EUITING TeMAIns Siong: — SMnce my frrst
expericnice on 4 bithe at age 19, 1 have loved
the pure sensual ]'rI-.".I*il.Il'L" af peeling wood.

I am now 52 and still experience the same
gratification from the sound, the feel, and

the aromas as the pechings fly.”






-Ih.'j'I"J.II.JZ'i |.'|.'.'.II.|."'.I.' he I;.']E iINEo 1.".L"I.Zl-.‘lt'_ll':hl'.!]
by defaulr, something he has in common
with many other contemporary turners,
Munmo was not taught how to turn wood
or what the vanous toals do. "I absorbed
1|'i|.' 1ll'l.'l|.' 35 DWW 0sIMOSIS, 30 VOU Can :|11'L.|._E_|I'I.|.'

'II':I.'|'|" WETE IThANY ady

]l.u‘l. :"'r'1|.:'.-|: -.'|l. 11! |'.||'|1. TLar |‘.-|I1|:E L'.'II.!ITI"IHI.'I'I’.

was home-buile and T'm sull interested
oling” Creating tools has accounred for
much of his working ime m recent w

as Munro has de l.'|'|-.:-| wed his own line of
hallowing tools, somewhat reducing his
UL of wood arr,

There 1 no "1:'.|!||'|'||':I'|ﬂ for the frlece
withan the wood™ for Munro, He a
knows exactly what he is going 1o ¢
he starts cuning, as he explains: "Art forms
arc a melding ot technigue, the physical
act of making a piece, and expressing
the content withmm a work, My aim 15 to

seamlessly blend the elements and not o
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Exploring the Wood
Despite Tis carelul design process, Munro
can still enjov explonng the wood for the
sake of 1L "Olten a turner throws a piece of
wood on the lathe pst to sec what's inside
I dont know of muame other matenals where
that 15 common T sl do thar, Every wood
has a different characrer, The weight, the
color, the smell, the pore sirucware, the grain
directions, and s workalaliny are Iike the
delectable elements of wine or food. For me
L% Gy InercTive L'\'lh'ffl'l!t't'. [ need to cut "
For ar artist who uses so many different
1n']||1iqlur.=.. (1% pet h.h]:-i surp i.=.|'r1!_=- o
hear Munro speak of the lathe with so
much passion. Ir's a carefully reasoned and
compelling point of view. "A wood lathe
creanes a disnncove three<dimensional
abjeet cased away fom an enginecred form

Iy the charscrer of the wood spun on L
Its difficult 1o conceal the }'u.m'rrﬁ:t and

: i ;
dominant lines of svrmmetsy in o wrned
abject. Wood 15 also notoriowusly unstable,
given to distorting, aracking, or rowang in the
process of converting it from e to hnished
object, Minmizing the wall thickness of
an object belore dovimg reduces pl'-.::'.-]n:::-. |
discovered woodwming is a very fast wood

rermoval system .|||-.m-:':1£ a blank comas o

].II: CTGAEC '\-.]l:ll-: s 1||.|I.l.'k|:|.. f'u: IR, ‘|F'|I: ‘-l JERTLS

CrEs e armmaiudtes I::'lr r11;|jn:|' \1.‘1||'|‘\-|1||':|| wiork,

A l:l-'l."il_'.ll. E'IJI{L'L' CUejLilrcs & d.’l'u'lll tlLl’]'I.LI]_L‘. I."LI'L

LR T
W Ly o oweeks of other processes.” e 5L ¥ :
twar tos three weeks of other P ER terrsam, 19900 Kaurl waod, tumsed, carved and sandblasied, 15" wide x
Mumo should be better known than he s, V14" diameter, Munta wa 2 tehing the bour ekl s teld while
ITHOS g still TARif scd B, Flodsam iy g typdcal ox o s e ity
|.ll.:: Ih.' 15 100 a0 .I!.:-:.'!l".'h:lIE'I.L' AL I I'F'I.'l.:'l:'l'.:ll.'l.. i, A small targue snd araove ek the teo hollowed halves teaethern The

; : ) E wardblasted thapss svnke wind- and sea-woouied shells found on the beact
HHis conmmibaions to design in wood ar

551-.|l.:||-.‘l |.u' |.1|'I.1r: .||,']-.'.;|'|-:'|1.'\.-']L'.'];.ln‘|. E_':'ﬂrl 1|'|rr'|. hBOVE BD 28

1 of Munro’s simpher

Ioiow Form aqg -'ull'rl Oak
paeces, Hodlow Formstill shows his trademark carving, Much of the patterning is
LL L L i L 101 & t ALL: alll W - 1 - iy alt - tla Uy LAl I e i ey
ontinue 10 enjoy the well-measured ourpur ndexed and defined on the lathe, then later refined by careful hand carving

i . a U T i £ T P L
well=informed students ol the erafr can v high x17%" diameter, On
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HANS WEISSFLOG

Torally Focused While Turning

When Hans WessHogs work appeared on the
teratiomal '.wmu_ilunu':lg scenie in the |:.|r]:| 1990s, 1t
was unltke anything anvone else was creating, Collectors
and artisis alike marveled at the intricate dcsign of

his works and the technical virmosity involved in

ereating them. His small, intnicate boxes were linked 1o

: D T R e e ) i e T L
Fily Rrobody collecls ariy mYy Braken Pigces, as ik

would result in large and interesting collections

tracitions and approaches that had licde in comman

with the bowls and vessels that dominated che field.

The difference in Weisstog’s work probabhe relates to

ABDWVE

A lhlt'!':.g!l.ll.ll'llj l.".}]'l-.‘.‘-[d:.'!'.ll’[:n IJ!”ER’E“ lrom Illiil ol most Using a show chisel lad fiat, 'n'n'l.'iE‘il.ll_“-g o evaet the

other artists m the field. 2 poe WOk,
WeisstHog began with a three-vear apprenticeship APRACITE
in mechanical engineering, eventually becoming a Bk ing Eowd, 1996, Cocoboka: 5 high x 634 wido « 5 decp
by , : b vith ; “with Boeklng Sowed, | wanted 1o dasigr a piece with 3 hoavy,
Mecnanics ‘“W""“"'"‘F TeCTmIChIT. 1" I A growing IRl ve T Tt ::-:'-l::-r'nJ'. T The garth arsd 2 ligght, ||i=_'-:|;'|l||

interest in design, he then atended Fachhochschule Whricigh part ti repuesent Fiaave, Vs fog s,

Hildesheimy Holzminden for more than three years.
His professor was both a well-known woodumer and
the person responsible for woodtrming apprenticeships
i Lrermany. “That made it casy for me to become a
woodturner,” Weissllog savs.

Starting with a range af unlitanan nlﬁj;ﬁ'rr'-, such
as baby ranles and children’s tovs, Weisstlog learned
to design and create larger works, such as lamps and

furmiure, Duning those vears, he discovered small-hdded

bl | WEIM LG I i



RIGHT TOP

The muscum gives
medieval characior to
the town of Hildesheim

wihiere Welssflog lhies.

=1 '.-||_ [ n 37 1 C .IlII

Woisaloa plesces The
lamrace i a ldded Bax

bowes Fn‘n'jdcd bt wath the greatest drﬁign
opportumties, “With boxes T could create
more forms and it was an arca not as many
people were exploning. [ could change the
orentation and use smaller pieces of wood,
which made more species available to me”

When Weisstlog began his career as a
woodnrner, he intentionally avoided n—;udmg
books or magazines so he could discover his
own style. One day, while visiting a museum,
he encountered mntnicate prerced forms
created a cemury ago b a German wirner
named Saueracre on an ormamental turning
Liche, " The -:!rs.ign wis dared and ihe preces
were fHat, like a disc,” T-ans remembers, “But
| thought it would be mteresting 1w develop
that kind of work with contemporary
designs in three dimensions and without
using an ornamental lathe. Thats how my
work started”

H.n'inl_} becomie known for bis small
boxes, Weisstlog began o explore the
potential of the bowl. "Bowl forms
presetted a challenge and the oppottunity
to work in different stzes. [ wanted 1o
work with natmve woods such as cherry
that weren't dense enough to work well on
a smaller scale. Also, larger forms broughe
more artenuion 1o what | was doing, as
smaller pieces are olten lost in exhibition
spaces.” He also found it opened up
new matkets fer his work, because some
collectors were not mterested i the gmall-
scale pieces, but related well to the larger
o] forms that had established the field of

Artsiic wmn‘lmrning.

[EE] Hams WEISSILOG

A Medieval German Town
Weisstlog resides and works in Hildesheim,
Germamy. The city, known for its medicval
character, sports a rose tree believed to have
been planted when the cathedml was first
bule in the ninth century. There is also the
historic marketplace, and the Romanesque
Sr Mlichaels Chuech, Weissflog has reached
out 10 international are galleries to marker
hes waorlk, bur collecrors often mwavel 1o
Hildesheimn to search him out, largely due
ter the w Ay e has estabdished himsell m the
mrafedart market,

As Weisstlops collector base grew in the

United Srates, he cominued 1o develop the




market for his wark in Eumpc_ Ethiblting
ata bianmual fair in Frankfure and an
annual exhibation for ceaft/Gs ar the
Muscum fur Funst und Gewerbe in
]'l.unluug. “'n'i.bﬁi[l.:@'; Tas culvvated
collectors, One German fan has 250 preces,
while another has a rn:_n__:u!.:r 51.L|.'|5|.'I‘:i|.'|Li.l:|!I1.
buying a new picce every month, To keep
up with the demand, \*.'ris.ﬁl[ng's s0mn,
Jakols, assists in the studio, allowing
him 1o continue developing new designs
while producing commissioned works.
Jakab has worked i has fathers shop
since he was voung and they decided several
vears ago that he would begin a formal
.|!1|u'1,-nl|'ﬁ'-.=.hi|\. Afrer years ol [:lkfng classes,
sitring tests, and producing picees to prove
his technical expertise, Jakol graduated and

began working with Hans every day,

T T . Terieermng fings S,
More Possibilities in the Lathe 1998 Maple; 2%° bigh
x 10" diameter. “On the
outside of the baoned

Weisstlag carclully plans and perfectly
| cut grooves around

WOPOETIONS eVery prece. Weissog
Pro Y1 5 different centers,”

thinks out in advanee the steps needed Weissflog says. “All the
: . rings have diffcrent
to create the final object. There is no sizes, causing the

reom for error, °1 must be torally foaused outside fings o touch,

while lu:'uing," \\rﬂ:issrlng says. "A great
many of them break in the process. It's
a Pit'!.' nnlmd:p collects -.':-|‘||:.' my braken
picees, as it would result in Jarge and
interesting collections,”

OF hus creative process, Weisstlop says,
“All of the challenges 1 face influence
each other. Evervthing that happens
around me is of some importance. | just
have 1o know what 1.can use for my work.,
Mormally everything comes together in
the end. offering something new 1 can

continue 10 develop.”

Il A (WERS R LOGE T i3
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The lathe has pn‘.n'-_'d the best way far
Wheissilog to express himsell, T believe
the lathe provides more possibilities than
maost peaple know. That's what [ want
to show in Ty d{':'il-g.l'li as 1k 15 my st
important tool. E\.'u:r:.ﬂ'ling else in the shop,
such as the band saw or grinder, is just 1o
support that work, [ would say | spend 85
percent of the day on the lathe, The rest is
office work and evervihing else imvolved in
the business. Onee a piece s turned, | don't
do any ather work on it in the way some
artisans carve or paint it

Weisstlog occasionally experiments
with other matenials such as bone or
exotic seeds, but wood remains his ideal
material. “Wood is abways differemt,”
he savs, T own 465 different kinds of
wood and they all book, smell, and behave
differently, pust [ike humans”

WeissHog has continued to redefine
himself, recently exploring the juxtaposition
af the raw, organic aspects of wood with
the highly comtrolled, detatled approaches
for which he is best known. Weisstlog
continues to create highly individual works
that ratse the bar 1:.'n:hm'-r.1||].' and cxpand
the potential of woodmrning, It has long
becn his intention o show the range and
complexity of work that can be created on
the lathe and he is increasingly interesred
in showing there are no limitations to the
forms that can be wirned. Tt requires careful
examirtion to :rl:\[:rn'ri.m: his vanations on
previous designs and complex new works.
As he puts it, “T creare forms on the border

of what it is possible to make,”

BBEOYE

First Drunken gor, 19595
Bomwond, Aftlcan
blackwood, 3W° high x
34 wade x 3V deep

“I had the ides for this
a2 am. and woke

up my wita-and tried
1o explabn i1 10 her!
Wistssflog says "Twenty
minutes later she asked
me to ke quiet and go
1o skeep again. This box
roolls kn tvwe directians
[k @ sphencon”

LEFT

i Toweer, 2003,
Aftican blackwood;
14° high x 715" wide x
284" "The Tierln Tower
shioves d semingly
Imdestructible phece
of wond, creatad

by splitting with

an aie, and a very
fragle timed part
Wetssflog says.Sitis &
codnb naticn of fwi
totally different kinds
of woodworking”

bl sy W6 3 BHEORSE T s i L6
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JACQUES VESERY

When | Get in a Groove, Watch Qurt

Inspired by Impressionism and the propornonal
matios of Fibonace, _|.|n!m'~i 1'I.'|.'.'-|.'r:|' creates works tha
don't imtially appear to be made of wood ar all, ver
he finds wood 1deal for his m'u|!1|u1.|| celelwsnions
of the natural world.

When Veseny is asked about his tastes he savs, “It's
hard for me 1o separate inthuence, inspication, envies, and

my tastes. | like so many artists’ work. Pisarro, Moner,

T I e = =l £ i = ] = e
_.r. FTER L QOESL j&& FIgnL, [RE Wark 15 Jorced
@aRg ([ SA0Ws. OLiC Wrer | -: 2l i a pT &G
i I"
' y ||'._!|" L GG yed! [ & 14 TLetEid
| ! f ] ]
[l I'.!r R Wil FTOl .: L I R

ABDWVI

Scurar, Cezanne, and Parnsh come wo mund. Fibonace Vesery wiorks in hls swudic at dusk in the Malne winter
and the importance of form, proportion, scale, balance,
, _ = OPPOSITI
and perspective is an inspication.
raveling Linder Waranyd Seies, 2005-06 Chermy acrylic; 6 high
Lol = = of W I [ E = e . i
I've always been fascinated with the possibilities of x 4" dlameter, "Although Traveling Limg
seulptural it b based on a classhe foom vieseny says "By

T Weieny Ak appeans

wood, even as earhy as three vears old when | hacked recrienting The form and creating negative space, a0 Hlusian

a hole in one of Iy dad’s }rrl-.r,n: [|I|.1.II:'I'.":-&' II'I.I-E1J=C ITees curs, causing the viewer to believe |t ks from the sea”
with a toy axe,” Vesery says. “[ had done some metal
wirning in my father's machine shop and expenienced
woodmrning i a seventh-grade shop dass, It wasit

unti] vears later, in 19835, that | become truly hooked. |

was working as a forest ranger in northern New Jersey

and had a workshop space on the property. T was given
an old Oliver lathe, which [ eebuilt, During the winter
months, there was not a lor of work wo be done, so it

gave me me 1o ply.”

famgLies NESERY £



tarelers Reabm, |1 995,
Cury maple, Macassar
chary, camarywood,
at" high « 7 diarmictor
"I vy eaelier work, 1 et
rraaferial and I;q_«:_hrliqul_-
v what | rnaca”
Vesery says, “Lomsler’s
Bram COnnects 1o

my Mone recent wadk,
Lareled's Realim wiss and
of a faw pleces that
grew frarm larm verus
material, though

not completaly”

Vesery moved 1o Maine in 1990, when

lis wife, Minda, strred 2 ':‘II‘I’JII!}"E“:'.'ICI'ECI.‘

medicine program in Pordand, He initially
believed he was going to build furniture
part time while he was the staov-at-home
dad 1o their sons, lsaac and Jonal, *1 found
"'I:"l-l!.' I.]'L"Ifk]':i-' th'l.‘t I Eniu:ﬂ:d t]'lf t'l.'ll'n'l-rh-'[_:
part most and didn't really wont 1o build
furniture, T also found wirming 1o be more
lueratmve at local and n:gimu[ eralt shows.
Rarely does o buyer walk away with a
bed—but a bosw]? Yes”

I-lis service as a submariner, time spent as
a scrimshander in Hawaii and Cape Cod,
and bcl'r:g i forest ranger all have intluenced
Vesery's work. By the mid-ninetics, he was
creating vessels on the lathe, but focusing
aomn !E‘Fﬂ'ﬁ.‘nlfd turﬂl‘ng- u!l‘r% gl’dil—l .1|.—.|I:I
color o enbance the work, "1 was frustrated
|."|I:L_-Iu5lf t]'lf miltl:TiJIE wWerne dIﬂ"i:ng Thl'."
forms. The work I was creating could
have been anyones. T also felt a need
to put an emphasis on the work rather

than the wood.”

T IACQUES VESERY

Creating New Palettes

with Every Piece

"I!\'rhfﬂ ]'H'.' EIﬂl‘PL'd Jmklng ak WUT[ Ak ti'ﬂ:‘
finished product and started seeing it as

a canvas, has work grew 5|.il1rst.1n:|'.1||_lr. and
so did his carcer. Now the painting is the
most exciting aspect of his work, “T get 1o
create new palertes with every piece. When
someone looks at one of my picees, they sce
a basic color. Whar they might not realize
s there are marn ].::|.'-:r5 and at least seven
dilferent colors that shalt scross the |:||'r-.‘:_"
Carving and pamnting the works require an
enormons amount of e, “l don't keep
track of time and don't price work by time
spent,” he says. When his wite 15 asked
how much time he puts inwe his work, she
answers, "Countless howrs,”

Owver the vears, Vesery has rethought the
value of wood as a medium. "1 T could
mﬂh m:.." "uml'k. maTs ‘E‘-TSEI}' O I:u:t‘l‘tl' ot
of other matenials | would, becasse s not
abour the material or method, it's abour the
outeome. That said, | know wood and I can
tead it better than other materials. T also
amn intrigned by how other matenals can
ml“P]l:‘]'l!fﬂl “'l:lﬂd, 51.|I.']'| A5 “-'I'!Cﬂ I Iﬂﬂn[]}'
used semi-precious stone as an accent, |
fucss the botrom line Ffor me is noc che
importance of wood, but its Bamiliariw. Yer,
you dont even know it 1s wood when vou
h_'lk. al nost UII ITI} “'Ul'k..“

While Veserv views the lahe as only a
tool, he SAVE, “(unte often it’s the rjgl'lt
tool lor the job. | know the lathe plavs 4
kess important role now;, but Tl always have
a passion for ened forms. | think my
work still convevs that, even in the more

sculprural preces.”

N &
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WSO UEeS A WD DL
for shapineg and TexTe g,
nod wor ':L'-I:lr 1% F5 Cn st
Tirme Corvumring par

ot his work He colors

the entire suerfaco with
Inciia ind 1o even out

thi growrd color, befose
apphyireg s many as
sy Layess af agniic

topped by gofd keal

BELOW

Lrvowiermen? do Ol Wen
L ke [ T Flosy of Sky
to Sea), 2007, Chamy,
dhyad sikheer leal, acndic,
oo fluorite; 4" diameier
® 2 deep, " The sea
forms | creata sre near
Ta TRy MCArE, Mone than
anything ez | have
Tk, Mooy Say s T was
OOEry in th: wealer xi!_'|n
Aguarius, my native toiem
g thie s otiern | swas on
A submatioe i the -‘41-.'_,-
and | have ahways vl
ncar the sca

A Coastal Town in Maine
Wesery and his l'.||11i|} reside on the edge

of the small coastal town of Damanscotta,
Maine, with 2,000 people and a single
traffic light mstalled onlv a few vears ago.
They have three acres of mostly wooded
land, backed up by theee hundred acves of
undeveloped forest, “As the crow Hies, there
s a pond a quarter-mile n front and onc a
half-mile belind, and rhe :1‘l-i'|:::|.' COasT IS n:ﬂ:.
a dew rmules away,” he says. "Its a great place
to rse kids, Folks eall our ]II.-Iﬂ.' {-:.IH'I]'!
Jacques and Minda becavse of the forts n

[l'h' [reds, _Iﬂ'hf.'i,'l.' l'_II'I*_EL'r ' 5.;|'|1.I|I ]H'I-I'I.l.i '.1."fl;|"|

a watertall, a log bridge over & stream that
leads vo hiking wrails, and an 18-foor tepee.
The quality of life and the experience

of nature are important to Vesery's work,

"There was a ume when | |.‘LJI:J]1'E1L1'LI|1.E-I'I

the idea of the need oo be il1.‘.l1:i|"l.'d, o
being in the right place or time 1o be
creative,” he savs. "] thought for so long
that you simply work when you need 10
work, Mow | sec it s 1111[_'.' not the cose. [
can go for days not creating a thing. When
it doesn't feel right, the work is forced and
it shows, Bur, when | get in a groove, warch

out! T have years and vears of good ideas,

s0 mamy | know [ will not get 1o them all,

Marephan, 3auMULEHHER AR TOPCKMM NRABOM






Dird Vaze, 2006. Ash
acrylic alroruch
medieen, 11° high =

4" diamgier. It regulres

rrany Byels Gl Coidr
1o s hieve a comples

irracse such a8 thit,

and yel westages of the

wood fiquee st show
through Callaboration

wiith Lausa Hosaluk,

S0k O S I L
M, J000, Arbalus,
birch, atrylic paint
horse-and dog hair,
6" high x 4" deep x
24" lang. Haosalul
crijoys collaboratians,
Im this case with

127 othor artisis

the matenal and process dictate, but cthers
are a long investigation of a theme or a
concept.” Hosaluk probably uses more
ditferent nuterials than amyane else in the

feld. “Wood is the material T am most

comformable with, bur there are tmes when

L"J[I'!I.'I' !ll.lh'ﬁ.lli “L'!l!]{ |.1|.'[1r.':l t;.'ll' I.']-\.':‘ii-el'l.

Suill. just like there are times when the

lathe and the tools rle, wood s important
o me. | have o reverenee lor i, 1 love the
mmmediaoy of it the smell ar omes, and

both the texture it already possesses and thae

[ PEReve IS our Ideas tnat are
mast impoeriant, nol tne-nialerla
I ||I|- fl L M. i LR

e8I IS [ ) WIEY Lir

; i and idealoe Iy Y

which I can tmpose on it Using it 1s ke
alchemy. You can take the plainest wood and
reanslorm i inco .‘uﬂ-mrﬂ!ing af great beary
ared value, Tt can make you think in new
directions and it comforts me and grounds
me when | run our of other ideas.”
Flosaluk s ome ol these rare individuals
whose work has been so imitated that many
of his immovations are now considered
|'v:‘.|t'||:'|'||\l‘|'||[.u.'|', bt he 15 u'p:.,':n!]) BENETONS
about that. “As a teacher, 1 accept the
fact there will be imitators, but T hope i
keads them in new dircctions. Onee you go
beyond the matenials and begin to express
yourself. no one can copy vou, That's where

] -
the fun scres.




MICHAEL HOSALUK

I'm Not Afraid to Venture OQut of My Comfort Zone

It’s hard to desembe Bdichacl Hosaluk, because he 15 so
many things—turner, carver, furniture maker, artist,
teacher, and mspirer of many other artists, He has
created some of the most innovarive and L']1.||Erm_,1i|1.!1
pieces to be seen in the field of woodmning, and he has

been i‘[l:lrng it for muame vears. He claims i !w:g.tll witl

his life on a small farm: ] was born among people who
used their hands. My mother and father always amazed
me that amid the evervday life on the farm they would
sull find time to make things by hand. My mether made
crocheting, knitting, and shell art, and my father made
furnitere we used. He also made aesthetic objects like
ships and he showed us how to make crossbows that
would knock our the top window of a grain elevaror”
Hosaluk has an amazing ability 1o absorb and use all of
the inthuences that have surrounded him throughour his
lite. He lists childhood events, family, children, friends,
teavel, and arclitecture as just a few of the thngs thae
have affected his work. He also .iv:k_nm'.'lc-dgcsi the "art of
unknown artists from ancient culunes whose work lives
on in museums. [Hosaluk believes the objects “capiure
the essence of making things by hand and soul, They
make us want 1o make for the love of it, or often the need

af it I s such a good feeling when this happens.”

ABDWVI

Hosaluk outslde his homoe in the Saskatchewan winter.
“We once had the distinction of beirg the coldest place

- a
on earth for a iy

QrFPFOSITE

ferfbsake 2005 Ashy acrelic slebresh medlbam: 157 highi x

487 digmseter, Hotahak i3 mantar oF Nnishes 10wl b

aaty to mistake this lor the glazing on a fme canemie pot,

Bl In;'-r_]ll'Tr:':,n o ..'.,-—.-F_u-l n the intericr conbrms that it s
wrned wood, With typical nonchalance, Hosaluk has serbbied
circles om the surface. at onoe both casual and careful

SO AR Gl LK

i



Hepsal uk 15 wying the
|.-]'|'.ue o wine e e
gnto & woaden rame,
Always challenging
I'."l':".L:'llLfL;“:iJ"'IE, ne
describes 1 as iy
laRest Turaing”

Home on the Canadian Prairie
Home for Michael Hosaluk is just ouside
the city of Saskatoon in the Canadian
province of Saskatchewan. Hosaluk
describes it simphy, but pocucally: *1 live

on the prairies. It is like [ am surrounded

by an ocean of dire, In the winter, the snow
banks resemble sand dunes. If vou davdream
a bit you can be reminded of beaches, bue

peahiny sinks 10 when vou leawe the Shnp

and 1t 15 still minus-40 degrees outside.

We ance had the distinetion of Leang the
coldest place on carth for a dav. Come
spring and summer, there are oceans of
Hax that Jook like water, and the trees
and g.nrdu*n are hilled with birds”

Flosaluk has been the main force behind
the legendary semes of collaborative art-
making summer camps at Emma Lake
in Saskatchewan, and he sayvs all the
participants there over the years have
inspired him “to reach higher levels in arc”
Whenever he talks abour his work, the alk
soon comes around 1o his mends—and he
probably has more than anyone else in the

ficld. “There has been a il of makers in

TG MICHAEL FICsALLIK

the I-ur*j':itun:.n'"turnin_g' ficld who continue o
mspire and influence me. Most importancdy,
they share their lives. It s a network of

fricnds T wall cherish for life and that makes

hfe itself more enjos-able,”

A Master of Techniques
Since he hrg:m l.wn'ulwr:-rkinp in 1974,
[Mosaluk has mastered or invented more
It':'hﬂilill-l'?‘- than most could dieam of,
Although he 15 sometimes desenbed as a
turner, like many others in the [ield 1u._f.1_1.',
he finds the word limited, “The lathe 15
Just one of iy tnols and n-dmim;ur.-i I use
1o create my work. Sometimes the work is
about the lathe and somenimes the Liche is
just the sculpting wol o get close 1o the
finished shape. Compositions of color,
form, and content are the most challenging
design exercises. [ like the interaction all
materals and 1c'r|'|nic|11|:. and F{L.lih:'ng
technical wizardrey to tke myselt to higher
levels. I'm not afraid 1o venture out of my
comiort zone and ey something completely
new Decanse T believe s our ideas dhat are
most important, not the matenal. Craft
doesmt un]} deal with aesthetics, but also
with our social and ideological lives”
Hosaluk s never limited o established
practice. "1 love 10 break rules,” he says,
“The creanve process can produce new
technical challenges. The more vou open
doors 1o new subyject matter, materials and
techniques, the greater your vocabulary
becomes and your artistic voice can become
stronger.” Flosaluk's energy is enormous
and he seems to jump cffortlessly from one
idea to the next. “T work on many projects

at once, Some things are immediate becanse



That is |:HII'1i:.' lseanise nm 1:'L'|1|1i|!m'k Like
so long, bur also because the house swuif,
the kads, and the :.nr.:lr:] easily distract me.
It's all right there staring at me, saving 'come
water me, weed me, need more color, add
some mote lilies! It's a good thing I don
leve in Hawaii amymore, Mike Lee and |
never would get ame work done. We would
b :nurﬁng all the tme”

Hrspin: the temptations to stay outsede,
Vesery's warkspace makes it clear he is
serions artist. | have a cleaner workshop
than most kirchens, lows of light and grear
views of the woods. T actually made the
space a third smaller a few years ago, because
creating small work TequITes Jess space. ]
course, it is organized like a submarine and
-.-I.'c:':.'1h1'|1.1_,1 has 1 |.~t.u'r. | da refer to i s a
space. It's not quite a studio and not veally a
shop, It's more of a hardware-store/piciure-

uJ'-mj.'aEiJ-:. 1|.|ngm|l. imake-stull plm:c_"

web.mac.com/jvesery

A Celodom Sky Dreavn, 2006, Cherry, gold beaf, acrylic;
B wide 2 28" SOe, TAN ennaging convergence ol
codar, Teatune and paaparnban iname abject fanms

2 un e s arcd sl fram btk Vesery Says
Platenasl and techriogus then Become melevant”

BELOW TOP

Vasery spends many hours cardng, detailing, and
painting his creations

BELOW BOTTOM

Vessary maintalng an extracedingnly clean and
arganized studio He recently made the space

crmallkar, The batter to N Bis dirmdril v work




Bird Vase, 2006, Ash,
acrylic alrbrush
rmedium, 11" high x

4" diameter, It reguires
many lavers of color

to achieve a complex
imaage such as this,
and yat vestiges of the
wood figure still show
through. Collaboration
with Laura Hosaluk.

SBowl of Strange Fruit.
Maple, 2005, Arbutus,
birch, acrylic paint,
horse and dog hair;
6" high x 4" deep x
24" long. Hosaluk
enjoys collaborations,
Im this case with

12 other artists

the material and process dictate, but others
are a ]ng |m'|::ﬂ':'g;niur: af a theme ora
concept.” Hosaluk probably uses more
different materials than anyone else in the
held. "Wooed is the material I am most

comforble with, but there ave tmes when

other materials work berer for drsign.
Saill, just like there are times when the
lathe and the tools rule, wood s important
to me, | have a reverence for it, [ love the
fmmcdi.wy of it, the smell at times, and

both the texrure it already possesses and that

which | can impose on it. Using it is like
:alc|'||:mj~'_ You can take the plainest wood and
rransform i inea :-mmﬂhing ol greal ln-nur}-
and value, It can make you think in new
directions and it comtorts me and grounds
me when I run out of other ideas.”

Hasaluk 15 one of these rare individuals
whose work has been so imitated that many
of his innovacions are now considered

L'i‘.ll1‘||1‘.|t‘.'n}1].u'L'. but he 1s typically generous

about that. “As a teacher, 1 accept the

fact there will be imitators, but | ]m}u: it
leads them in new directions. Onee you go
L‘-L-].'u.nnd the materials and lwgin to express

T r
‘_n"i.'l'l.'IFSL"H. o ONe £an copy” VoL Tlhil 5 "r'l-’l"ll."l'l.'

the fun stares.”




HOW HOSALUK WORKS: TURNING A FISH

Altar tuening 2 hallow foem, Hesaluk $aws T Inio thiee soc1kans Alter Harterdng the edaes of the oleces an-3 Bl sandat
o e can remove the middie part, thus chandging the gund Hosaluk jains tham together with yellow glee, binding
o 1o sodmethirg with a rarmow spine, To help cantnl the culs Themy with frips of rabber until the glue dries

he has gleed the vessel toa board

Hosaluk sands the edges ol the |oln, then dibs small holes to Hexl Hosaluk gldes on the fins madea from rlce paper,
iecebva the splnes which are made from toothplcks and paints them with acndic gel to add strength and

3 i
T e 'Ilc M [ransloent

Uintitted. 2002, Mapleand Birch, 4° ta 6" high % 2" 1o

Alver car ¢ |- the oty g fith, Hosaluk .;'. =% | 1eath
e made from the ends of toothplcks. The ayes alsn hage 1" widhe 1 57 o 8% long:- A few coats of aceylic paint amd

been drilied the fich are finlshed

MaCHAEL HOpRLUE FiL






MICHAEL MODE

The Intimate Interplay of ldea, Hand, and Eye

Michael Mode lived in Fashmur for a vear in the carly
19705 and was influenced |r:c the artists and craftsmen
he saw there, The impact of their work remains
HMporLmne: "'E'Eu-} posscss a strong reacdition of art and
craft, much of it derived from Persia, and their patient,

meticulous work inspired me 1o go much further

creative endeavors than 1 ever had ar thae poing”

Back in the United Scares, Modes woodworking
carcer began with simple carpentry, construction work,
and cabinetry. When he assembled a harpsichord ki

m 1975, he -.'.'q'mrirn-r-:d how carcful fitting of parts,

sturdy construction, and fnsh could resule in a beauriful

object. Thar same year, he made a foot-powered lathe
using an old sewing machine treadle and asserted parts.
“T didi't know a single soul who wened wood, but
once observed a man in Morocco using a bow lathe and

it caught my Bancy, | read one book and made |.'|L'it11jli\|:

| began Knowing nothing, and was ver)

Far gt 1 ,'I Fiveat .'. .'||'_:.-'_ j ':_I.-.I_ ; Ii'ni.-.
amount of confidence in my work, and the
wanderful fuidicy and fluency of technigu

tools” Mode was 29-vears-old the fiest time he tried
turning on his homemade lathe. “Somehow, L*'.'.'11_.'1|'|i:|1|11
clicked. The part of my life [ now labe] ‘creative
explorations’ came to an end, w be replaced by ‘creative

expressions, sull continuing,

ABDOVI

Moda turrs a large form made up of laminated blocks of
contrasting woods,
OFPOSITE

Jebag Riving, 2004 Wenge, holly, kaa; 5% high = 8% diametor
e tithe of the boswyl, an exploratian of o '4":|:E-:'-=-I!:,- A

'-1"||'|:r!i;'|:r:.'l ralos 1 The Black-and-whiie ||.:I'r'rl'.||'.-_1 arva Jebea

MAECHSEL pMODE il



Imtersechions, 199
Purpleheart, hal by,
wenge, chory, pink
lwory weood; 117 high
i BVt diameted”
Lidldded vessaly wwerne
Ty parirmary obgect
fram the :_:q:_-q_;ir'.'l g
of oy turming focu:

if 1975 until the sgring
1935 when | became
Interested inthe stack
larmination process

of bow| making,”
Mode says

Somemey Modness
Abvacus, 2004, Yarlous
wionds; 35" high x

60" wide. " The abacus
Iteq began as a
reqquest from a good
client whio wanted

a wery large wall-
rounted abacus for
his living room Mode
caplaing “The pieco
Turredd oul woandarfully
arcd | v I".1'! athers
cam |r'.'51-:n.".'|.
resulting in @ series of
six abacuses so far’

&1 MICHAEL

Within six months, Mode had replaced
his foot-powered lahe with & moworized
one, later replaced by a succession of bewrer
lathes and cquipment, David Ellsworth
(page a1 provided early imspiration on mam
levels. When the two met in 1981, Ellkworth
showed Mode the array of burds and exouc
woods available, He also explained importani
aspects of doing business in the eraft world.
Most importamly, Ellsworth proved thar one

could make a lving as a lithe arnst,

VoDt

Intricate and Colorful
Larminated Vessels

Throughout the 1980%, Michael Mode
created lidded vessels from buels and spalied

wood, In the -;*.11'[.1' Ok, his work L'h.lngn'[

substantially, ranging from miniature

chess sers fived within lidded vessels, wo
architecturally |'n-:|~='n-d domed and winged
forms remniscent of the Mughal buildings
Tre saw in India, The Islamice |'|'|~Lpr1'.|lifrl'| led
to a series of liminated vessels of colordul
and intricate 1.:|r:1:ig|1 with n'rn]iug!:.' infinite
varteties of color and pattern.

Mode’s contmuing love of wood as a
mecium is due 1o, as he says, “the Fact tha
wood comes from a Iving organism and
carries something of thau [ife within iself,
with all the waregated beauty thar entails,
The marvelous workabilit: of wood, 1ts nch
history in our lives and culure, my ]ill']un_g_
Tc].11i1:-n5]'|ip with trees and forests, the sheer
sensuality of working with wood and the
vartery of species available all define 1y
pr-.'E'ﬂru'.:-: [or the matermal.”

Apart fiom the matersal, Mode also

salues the level of expernise he has achieved.










“1 walue the skill levels | have :n'L]u:'n-u:I
cluring thirty-one years of turning, mostly
because there is now little impediment
between the conceprion of an object and
the thuent creation of it T often compare
woodturning to playing 4 piano: years of
practice are required (o play a Beethoven
sonata, but an accomplished plaver can
petform a picce with a blissful case.
Thar sud, MY st of rhe EXPIESSION
af mspirations sometimes [cads to an
unfamiliae techmical area PeCUITINg New
skills. I relish those challenges as they
wcrease my \11{;|i:||.||'}. My insprrations
and designs do tend to flow into the
channels ereated by the skills | possess,
Rarely do 1 creare something requiring me
1 start from seratch with new techniques,
I began knowing nothing, and was very
tentative and povate. Today, T have a large
amount of confidence m my work, and the
wonderful Huidity and Huency of technique
makes the creanive process very sweet.”
Mode still has a sirong love of the
lathe itsell. "I love the spontancous
immediacy of lathe work and the innmate
interplay of idea, hand and eve. Because
of the closeness with the machine and
is wrhniqm—s, Py wark g:‘nc:'.-lll:l.' has a
wirned look, In mw eardier work, T did
nearly everyvthing on the fathe, Most of
my current work s laminated to some
extent, even 1o a high degree, so [ might
5}11:11.{' more than 30 percent of my time
planning. cutting, machining, and gluing
a piece. Somerimes [ use the lathe nn|_1'
1o perfect the form dhat was aleeady
shaped in other ways, Most o my pieces

are hinshed on the lathe,”

MY AS51AN NOMAD LATHE

While perusing a book entitled Nomads of Central Asia, | came across

a photo of a man and his wife from Kyrgyzszan making a bowlon a
simple hand powered reciprocating lathe. | iked the possibilicy of
making one mysel, | called Will WallaceCusakow, a young frend and
turning enchusiast; and on a moming in May 2005, we put togecher the
lathe shown in the woods. We made one small bowl in the afternoon.
Most of the parts could be made with an axe out of a log and some
branches. The mounting spindle or mandrel and the turning tools
would be the anly thing the nomad needed to carry to be capable of

making wooden dishware,

| have ahways thaught that knowing the roots of a craft, of haw it

was done in the old days, is imporeant to my underscanding and
appreciation of what was done before, in most cases withour all of the
technology available today.

— Michael Mode

BSLMCEHA EL MODES T O00E S5



Views of the Adirondacks
Michae] Mode’s home and studio are
kocated i Vermont’s Lake Champlain valley,
with spectacular views of the Adirondack
Movntains to the west and the foothills of
the Green Mountains to the east. The vard
frequently is visived by wildlife, induding
deer, wild tarkeys, bobears, coyores, and
rabbits. “We are comfortubl secluded on

ten actes, mostly wooded, with a three-

itk
IIu-,u. ﬂm Fr.
- AL ]-‘ll‘lfl.h Jn

quarter-mile doveway,” Mode savs. 1 travel
o bl ] Il.:ll 1o rll;“‘ii.l.'t []!:.' “l]l"k, ..'||'|:IJ E'.!L'I"l 1|-!'|'H.'
I return home, 1 realize again the many
l:l.,'ﬁ_s.fngﬁ of |i1.im_1 in this very i.!u.'{i.,ll. |1]._||:r._”
Mode’s wife, Lynn Yarrington, designs and
hand-weaves fabries, producing a unique
and beawniful line of women's clothing. The
rwo maintain separate studios in the same
building on thar property

Ove

grmarth i the feld of wn;'-ixiturning. "Ta

ars, Mode has seen remendouns

mie it seemns like 4 slow-motion explosion

of talent and creativity, with so many artists
domg unique and exciting work, Every time |
attend an exhibition or see a book of wening,

it blows me awav,” He also has found the

pub!ir is much more }‘.u:rc-_'ini'a' about wood
y than they were in the past, While his work
ABOVNE TOR B

Mode hves near Biistal In Vedmant's Lake € hamplsn Wal £ WiTh ApeCTacLdar 15 feax I.II'L'-::I n ||:'.]|.‘|:I ng E‘J"e"ﬁ' the MAOTy

WA i Acknetack MIouiTiang of Mode’s work is sold 1o individuals who

ABOVE BOTTOM do not think of themselves as collectors,

Mode shares a studio bullding wath bis wifie, fiber artist Lynn Yarrington. He finds many of his customers at art fairs.
“Sending work to a gallery and recerving
a chedk a few months later can be kind of
lencly. [ really enjoy meeting and interacting
with cienes, and |'|u::u'inEl their reactions,
Oftren someone tells me the piece they
bought four years ago sits on their entryway
talde and seeing it each day makes them feel
good. That makes me feel pood”

A& MICHAEL MODE



HOW MODE WORKS: BOWLS FROM LAMINATED RINGS

After experimenting with nng-cutting
rechnigues, Mode became intrigued

by the process. °| had to avercome

my 25-year-old urge to puca lid on
whatever | made” he says. "Then the
bowl making took over my creative
cutput almost entirely, | like the process
for two mapor reasons! It's a remarkably
efficient way of using wood, and it
opens up a huge design space different

from anyching else 've done”

Mode is poing 1o make a laminated ring-cut bowl like this

Theartist bagins by selecting strips ktode giues the strips togethern with Made machines a kang bevel on the
of wood and making a pleasing exira clamps to keeg them flat plank. and glues on @ wedge of lighi-
arrangement colored wood

Mode goes ta the lathe 1o cut the disk Her stag ks the rings and ghees tham ine Moce maunts The stacked Blank an the
inter a sanes of concentrie ringt with o b l-shaoed Blank with the contos athe and refines the bowl
sloping sides almeady hollowed

MUICHAEL) MODE g






DEWEY GARRETT

The Lacthe Places a Limit, Yet Offers Endless Possibilities

Drewey Garrett was boen to be a woodworker His
parents made most of their furniture in a basement
workshop before he was born, His mother specialized
m turnng |1'!]:'. and other furmimre paris, and she also
made Lamps, salad bowls, and a number of wall sconces
using spht turnings. After college, where he studied
engincering, Garretr found himsell” dreaming abouw
making things, He would sanisfy his desire by going

to the library for books on woodworking and tools,
dreaming of the day he would have a workshop.

When a new job took Garrett to northern California,
he bought & house with a garage and starced buying
tools, scouring vard sales for evervihing he needed.

“I'm frugal by nature and try w0 make twols, or adapt
them o fin,” he Sav's. “T |1u1'n.'|1;1m'd a lathe with a

metal frame, aut the frame in half, then enclosed and
strengthened it with a wood and plywooed outer shell.

T relocated the moter wo the inside of the frame and
added a j-u‘i:slmli o lower the s sed rFanges, Adrer using
i for a l.'ull.prr of Vears,

| replaced che moror and
added a controller. When
| encounter o limiation,

I remember that old saw:
Tr's 4 poor workman who
blames his teols™

soon after creating
his garage shop, Garrent

was making furmiure

ABOWE

Garrett trims a Bock of palm 1o prepare it for turning
The woed is maugh are] librous—exac thy wihat he wanis

LEFT

Palm trees abound innorthem Callfcenla wehere Ganett lives, so
ha has been discovaring ways 10 work with the fibreus waood,

OPFPOSITE

Srpres, 2005, EBonized oak, mefaleed acrylics, patinas;

14%" highox | 3% diamened "Stoees & made of Tuemed segments
.!:_1H1 with paninas and sin ate] oy lowels an a owee* Gamell
RS, “The evele—s1aries -SLIEIEET &N wrfiEishsd consineEln
ol unkrawm purpose, started and abandoned”

DEWEY CHARRETT I s



ABDVE

Wihite Ciry, 2006,
Bleached oak: 6° high
¥ 14° diameser, Garrett
assamibled IWhite City,
and athess in his City
Serkes, fram many
sriall tur nod, sawn,
and drilfed Blecks of
wond, Bleaching the
pak de-emphasizes
thez wiood Hgure,

RIGHT

tmprac i Grid, 2006,
Bleached oak;

114" high ® 1 1% wide
x4 dliameter, "I thess
places, N continued
iy expharaton of
bowd forms embedded
ina Block but ried

16 make & stronger
effect with the larger
block companents,
Garrett says.

i:.'ll' I'L'ij [Cw hl.'.ll'.l'.l.l: .]Ill:l TH!I’.'E!!’.‘CI Lo 11sc a

lathe: 1o make a stool. With some turning
E{Frenlcntl: a% 'II.'UlJtI'I: on hif |:I;|Ii:]1t5‘ Ef.lrs
lathe, e sharpened a set of chisels and

began to wrn, When a load of old walnut
lumber arvived from Missouri, he realized

the beaurilul Hame=hpured crowch wood was

LAl [DEWEY GARKET]

too good for the furnituee he had planned
to make. Instead he wirned a platter and
saw that there was tremendous potential

s tarning objects. He set out looking lor
wisnd, books, and mspiration, and was soon
turning bowls and plitrers in exoric woods
including purpleheart, koa, and zebrawood.
After urning green wood from a neighbor’s
firewood, Garrett was hooked forever by the

thiill of the r::prfirlwr, gning O 10 CTeale 3

A Single operator mistake can rumn
the prece ar crash the machine.
Mental iapses and programming
EFFOrs Can ruin a piece in a fraction

of a second.

range of wrned work, but never completing
the furmiture he had been |:|L:|J1ﬂi:1g to make.
Early on, magazine photos ol bowls and
"“:'HL'IE ]J}' |T|-'J]'|:L' DT['IL'I.' Wﬂﬂdnlmﬂﬂ iniFl:iIfd
Currert, *] believe their work was important
in setring challenging standards for mirned
work, Rolbwn Horrls carly work showed
me how simple wenings could become
expressive and seulptural. 1e all opencd my
eyes Lo Fussib:'[itil:s | had never Inugim:ui"
Garrent resides and works in Livermonre,
Calitornia, in s mlle:.' abotar 40 miles east
of San Francisco. "My town has many
trees common 1o Amernican neighborhoods
.ﬂ.]'l'l:l rh:.'irb}' fﬂi;f}'ﬁ I'.I-'l'l.'L" Ul'd-]...ll'l:lﬁ 'UI.. PEI:.J.II.
walnut and apricor, The climate here
ELIF]JDL'B FJI]TI tees Jnd ]I't'l" |3I'."ET| FDI!'I:IJII..IH:

to get wood from some of them,”



Lamination and Negative Space
Guarrett soon began using Lamination and
negative space to create sculptural vessels. His
previous bowls and platters had showcased
the natural wood, but he found the wood
hgure now disturbed the strength of the
curved lines. After bleaching or chonizing,
the wood geain became less obvious, leading
10 a strenger visual statement, “T had just
a Few }':'.m': EXPenEice arning when these
ideas came to me, Garrett smd, ™[ had a
prcture i my mind of what 1 wanted the
torms to look like and how it would expose
the structure and interplay of space and
material. Livthe did T know what a ditheah
project 1 was starting, It rook numerous
wics and failupes 1o develop the methods of
construction. The failures were specracular
and 5|:.1n*—5|n1]:-|1: and imstantancous
disassemblies.” By the uime Garren had
successfulle created the fisst in the senes, he
had ideas for others. "l wanted 1o explore
different shapes and ratios, T experimented
with the spacing of the material and the
intervening space. These led o pieces with
no rim and only a skeleton Framework.”
Deesign and problem solving are an
important part of the creative process for
Crrrerr. | EE‘\:"ﬂd alorof time m:lkin_ﬂ
drawings in a notebook. T also spend many
evenings wriring software to create patrerns or
improve the opetation of my equipment. I'm
always surpnsed to see the design ke shape
in the shop after trying to visualize it in my
mind and in two-dimensions on paper”
Crarrett finds che lathe 15 a0 much-needed
constraint on design. * The mind can
emvision so much and T cant possibly [ollow

every idea, so the lathe places a limir, yer

soll offers 5£.::311'11E!1.' endless Fu'.n.-iﬁ.il:é]im:s_
[ hawve to deal with the mherent symmenry
and decrde how to incorporate that into the
design. As an engineer, [ learned there are
mamy solutions to most problems,” Although
the kathe is central to Garrert’s work, he
spends a lot of time gluing up segmems,
or milling and assembling gridded frames.,
After wrning the form, he spends more time
parnting, final sanding, and cleaning up.
Guarrett learned to create a number of
patinas 11:.' d]Ft1J_'.'iI1E .|.:r:.']ir paints loaded
with umy metal particles and apploing acids
while wer to create s chiemical reaction.

The process is very rapid and the colors

are locked inro the drving finish. "I ke the

BELOW TOQP

Explorghion, 15602
maple & padauk;

4" highx 14" diametor
Garrott bearned a great
deal making those
fosrns, ard once dorne
e alse disconened
the mecing effocr of
apparent mation, 1o

a maving viever, of
AN Unmcving objece

BELOW BOTTOM

Amahesks #1, 1992, Alder
and padauk; 3% high

% 12" diamster. Gamatt
experimanted with
niumenous alternative
deslgns rmeestigating
the effects of combinig
the apsan formm with
thizin solel counterparts,




Mohanga Ffaem, 1993, English st 4157 VR 1T diameter. S Mumrg, "I

3 1 A
cantinues thes shatlfish theme T raldr

e Ao clutcHireg tertac

while the incised dosicn evakes the cmatune’s camoullsae of light and wate®

i y i 1 5 i
LABOVE BD TN

Parrern 812006 43), 2001, Mew Zealand kaur; tumed, carmved and sandblasted

145" long x 1 7% high x 21%" wide, Marine-impred Paltern #1272 36431
resembles whale vertebrae washed up on the beach, or some cornpdied

mechanical part, such as a propelles

i EOLLY MUNRD

b oves }nm'ru--:l l-f. the Jov of just boring
o a prece of wood. T have a theme before

| start. ['ve worked with manne lorms
almost exclusively, | make skeeclies und hnd
samples, Sometimes patterns help me gel my

ideas and production methods. The work

j f | ]
! i 147 [Ty e waraht
T [}
Wl i FEIEIL [ ) i |
| [ 1 - {51 L [
IS 2ir i i i I il L ¥
T | T R 1 - r
i i £ Lidi =Tl I
e AT Foa i F ot
FAND L (LR N - L 1

may change because of the uncertain nature
of wood or because of artstic oversighr,
Lrar ||'i.|.1,:|||:L my process irens out problems
before work on the wood stars.”

I L1-_1|\;||'|E‘-_ ar 3 l,-in,‘.,- siech as H",i"n' i |rl.:Jllli'.l:.‘.',
the range of techniques and materals
Munro uses 15 amazing. He says, "ln recem
years, I've combaned turning, carving and a
variery of surface treatments. It's an exciting
vonage, W hich I hope arnves at unique
destinauons, While I work, | explore and
often ke time out o make speaalized
toohng. All the while, | try to keep the
orginal concepts in sight. Qccasionally,

I stumble upon unseen ideas, and these
e SOMCTINeS fmimed aately used and
sometimes not, [es a slow journey and

|r'~c n:"‘.'l'l'liﬁl[r (1E] j'.1-\.|:'r':. !h-.' e ~'.'|1—.'1'|r -|:-rh|'r

|.J Ll ].'l'l.' _"-.l:l'i['l_'L‘ Zi‘ll!- lor |.|Ll.' |.I_T'|1' bl ].l.l-

wwrw.rollymunro.co.nz



HOW GARRETT WORKS: TURNING PALM WOOD

In contrase oo his assembled pieces, Carrere's Falm Vessels Series requires an
immediae process. Garreet chainsaws the wood into a block, turns it and then
ser05 0 aside for some months to dey. The palm vessels later require numernous

applcations of bleach, followed by several applications of dye, before they can

be finithed with Danish ail,

free cutteds fell pabm trees, creating Conventional turning converts the palm Gamett bores & center hole, i begin
a trovie of fresh material for Garrett block Info a vessel form tuming the Inside of the palm black and
1 wark with also o gavge its depth

Garrelt works over the palm wood with a stilf wire brush, creating the rough textura Garmait bleachas the bland palm woad,
he prefers and then paints it with intense dyes,
which soak deep indo the norows material.

B4 DEWEY GARRETI



ABDVE TOP

Pirded P owr!, 2 : ol padim 3" high x 13147 di st a Lhowsand pounds
of palrm wood, | began o experiment ¥ 3 i *I likeed thes

ABOVE BOTTOM

Peifery et sal with Sivaeli, 2006, Dyed pal me 137 diametan, One winter when i1 was Too cold o Turn,
Garrelt experirmented with beads to highlight and imtensify the smple carvings in the pakn wood

www.deweypgarreif.com

L2 DEREY GARRETIE TOPCK 25







BETTY SCARPINO

It’s Like Discovering Hidden Treasure

Betty Scarpino’s early bfe didn't really offer any clues
o by she would become an artist 1.l.'n:|1:i||-g_ in woodd.
“Although there were no role models within my
|-.!|I:I1'i|.l. Or 11 my L'.III:I, VEars of life, as [ grew up | had
the freedom o explore. Reading the biographies and
seetng the work of women artsts, such as Georgia
O'Keelle, Louise Nevelson, Beatrice Pourer, and Barbara
Hepworth, helped me understand whar w takes o be
an arust. Because | could identify with them, [ could
envision a career for mysell in the world of arl”

Her mvalvement with art l‘-ch-.:_:m around thirty
vears ago when she took a woodwarking dlass .
1|"||.' ] '|'I.‘iu'|:"-a'||', -l":lj. 1,"u'||~i~i-:||||'|_ f“:hr SAV'S lF'l,aI; Al l|1.:|[
time, she had ne due where it would lead, but,
“Tknew | enjoved making things and when T was
working with my hands [ was happy.” Scarpino ended
up w ith dcgnu in mndusoial arts with a :-pur:.:lh_. i
woodworking, along with a number of inspirational

classes in the art I.'Il."i‘\.lf[l!h‘l‘.lli.

Great Light in Indianapolis

Scarpino’s home is in a quiet neighbochood of
Indianapolis and her studio s a one-car garage that
baasts a skylighe, a large window, and plenty of
insulation. When the weather permits, she can open the
garage door, the back door, and the window. “Ti's like
]l-:"ir]l._'l l.||.||-'.f|.~|.‘:l1:i-. E |l.:lu; I:|I|; .|il|.|.:|'|-.‘|_.||1|:|' |‘:II- ll__L'll'll. | I":il““rl.'l.-l
the walls white and the floor various shades of pink

n a swirl pattern. OF course, most visitors only nonce

i a meeditathve state Scarplno outlines ideas directly onta

the2 wiood, She

sporsd howrs madsing on her desians,
waaatkineg ntuinively,

MO0

Blaached arngd palnbad, STies

Disabaefiont Carrrands, Pl pte, Tu el AN Canaed

eer] fexTursd: 18 dliamelsd

walkul stand is 157 i Cxsobeslen' ¢
Altered Flates Series, She tramsiorms a turned disc into
something very comples, while retaining the simple lines

of the original turning

OQPPOSITLE IMYI

Divabedient Currends, 2007, Reverse sice

BETIESOA RPN

urven s s lom S Chins giek




Scarplno tums a

disk that she will
ouiensively rework, by
carving, sanad . and
painting, into one of
her sculptures,

Dovble Endendre, 2007,
Maple, turned, cut,
carved, 15" dlameier,
3" thick. Doubie
Entendre Is a typical
exampla of Scarplno's
Interacibve sculpiures,
By rearranging the
pieces and ¢ h-‘l:1|_| iy
e dEslance batwean
the, different feelings
of closenass, aloolness,
deperdency, o
Irlependence can

be evaked. Poutle
EAlenare Was sa3wn
from one turned disk

the Fu:li'ﬁ al wood 5.|1.|'..'|'ngs J[Ln:n'ng the
floor” Although much of her work begins
on t]'l{' I..'".hf'. Sf.'l.l-l.":i Ia b]."L'l.‘.lds 0 IFJ‘l. U’— t]mf‘
situng at her workbench in front of the
I.'I.lll'l:' "."u"ind"'“'. “'E]I."l'l:' hl'l'l;" l_.i'.'H."H st lT'— I'I.L"'l'
carving, sanding, textunng, and coloring.
For Scarpino, creating wood art is a
continuing adventure, “1 love the teeling
ol anticipation when T first walk inte my
studio, All o my subjects await me: Laithe,
wood, tools, projects, and ideas. 1 might
LabEWE '!'i.“'ld .II] 1.‘l.||"|' LHE e ].il'lflil.'l"t, (i1 ]
might start something new. For some of
my work, | begin a sculpture with a torned
plate or a dise. My time at the lathe is
munimal and the real involiernent |1:||:1|1rn.'-
when I start 10 carve. The initial cuts are
messy and sometimes [ believe T have ruined
something already lovely. However, T usually
end up with a new. more splendid creaion,
h-l:.'lml'."t}llng ] JITE ml.“.'l'l f]ﬂ‘;l:’l' 1o ti'l.l.'l'l ‘hl.'
onginal twening. Iv's how we live our lives,
altering whar already exists, revealing new

aspects of our complex natures.”

.-'l]ong with Ly wood artists who use the
Lithe, Scarpino has o long hestory as a wirner.
.I-}I'I.'IJI.I__E]'I the 1980k, she pmduced fanectional
itens such as cutung boands, candle holders,
and bowls, Although the work honed her
skills, it was not as satistying as she wanted.
“T don’t want to denigrate production work,

but it is 50 boring sometimes., Still, I'm

! like to discover what lies befon

the surface, within a turned form,

using the techniques [ learned durmg that
time for v one-ofl work now!” During the
19905, when the trend 1o carve work of T the
lathe came into fashion, Scarpino’s carving
backeround came o the fore, "I embrace the
limitations of the Fiche by making mrned
forms and alering them to crcate ECIJJ'PI!.III:.
The Fathe s bound up in adivon and
ti‘fhnir.ll]*l.' structured, round bems are the
usteil outcome. | like o discover what lies
below the surface, within a marned form. In's

hike t[iscm'ﬂ'l':ug hidden treasure.”



tiken o new |1|:ig'|'|.ts., Parr of the EErIgLe
15 1o unravel the steps Scarpino has tken
to transform a basic tumned shape into
something that is at once blindingly sumple
and extremely complex.

As Scarpino -:xphins. a lor of her work
involves exploring limits, which gives us a

small clue o the life experiences that have

lembrace the imitations of the
lathe by making turned forms and

altering them to create sculpture.

shaped her attinndes 1o her arc. She often
talks of “breaking out” or “opening up”
As she siys, “Limits demand a creative
appraach, Flow can I do what I do and
keep it within the boundaries of the theme
or idea? | am eften deadline-onented and

I almast always ship finished sculptures on
tl;lTl.I:_ Dfﬂdlinfi Pm’\-idf structane .]rld 53 dL'I
exhibinons with themes”

Any tool that does the job is acceprable
to Scarpine. 1 use the bandsaw for some
witial, major cuts, and whenever possible
to remove wood, Other tools m my arsenal
nclude g:ind::rs. reciprocating and rotary
carvers, rasps and sanding discs. In other
words, :an:ﬂhing that wll r:luirl-:l!.' remove
wood is [air game. Over the vears, one of
the challenges [ faced was a fear of wying
ncws l]'l.[ng!. M} I‘Uurnf?‘ Liw “"‘Jl:kl:n?‘ OTE A
larger scale and more quickly was 2 long,
!]m‘.’ PI.'DI:I'."EE; M:I.' Wi"i]—lgnfﬂ Lo tl':.' m]DI
also was slow to take hold. I don't regret the
slowness, All the while T was living my life,
figuring out what kind of person [ am and
want to be. That in itsell is a slow process.
These things ke ome”

www.bettyscarpino.com

LEFT

Dintegue of Deain,
2004, Maple, blesch,
milk paint, &' 5" x 10"
% 10, The roughly
scraped groowves in
the turned amas
conirast beautiully
with the silky smooth
carved porticns.

BELOW

Diategue of
L chetail,



taken to new heighes. Part of the intrigue
is to unravel the steps Scarpine has raken
to transform a basic turned shape into
something that is at once blindingly simple
and extremely complex.

As Scarpino Expi;:ins, a lot of her work
imvolves exploring limits, which gives us a

small clue to the life e:-:pm'ienres that have

| embrace the limitations of the
lathe by making turned forms and

altering them to create sculpture.

shaped her artitudes to her art. She often
talks of “breaking out” or “opening up.”
As she says, "Limits demand a creative
approach. How can I do what I do and
keep it within the boundaries of the theme
or idea? I am often deadline-oriented and

I almost always ship finished sculptures on
time. Deadlines provide structure and so do
exhibitions with themes”

Any tool that does the job is acceptable
to Scarpino. “T use the bandsaw for some
initial, major cuts, and whenever Pussiblu:
to remove wood. Other tools in my arsenal
include grinders, reciprocating and rotary
carvers, rasps and sanding discs. In other
words, anything that will quickly remove
wood is fair game. Over the years, one of
the challenges [ faced was a fear of trying
new things. My journey to working on a
larger scale and more quickly was a long,
slow process, My willingness to try color
also was slow to take hold. I don't regrer the
slowness. All the while T was Eving my life,
figuring out what kind of person | am and
want to be. That in itself is a slow process.
These things take tume.”

wiww. bettyscarpino.com

LEFT

Dinlogue of Desire,
2006, Maple, bleach,
milk paint, &' 5" x 10°
x 10° The roug hly
scraped grooves in
the turned areas
contrast beautifully
with the silky smooth
carved portions.

BELDW

Dialogue of
Dresire detall.






CHRISTOPHE NANCEY

A Symbolic Picture of the Living Process

Chnstophe Nancey beauttfully describes where he
mesides i the I’ml'gundj.' Fegion 1mn the middle of Franee:
“1 live in green countryside with plenty of forests,
fields af whear, sunllowers, cows, and, of course,
vinevards, The area has a wonderful history with many

cathedrals, castles, and ancient rowns. Many artises

i I Very au r r:'III' ARG FOs B, = I’: [kl
dre jarmers, so the presenca of Rature strong'y
II ELCL 10 |'| ."|_

and craftspeople live here, too. 1 live and work in a

very small village called Chéteau du Bois, which means

‘wood castle) Around one hundred people live in my

ABDWVI

L . o : Ry o = : :
¥ ||L|_!_\.T.'. ] E'I.:I\L !I.IH slarte l.] L0y Wslore 3 minele fl'|||'| Ceniu '. Mancesy pauses wihilbe car :'|"=4 in his vwarkshon.
stone farmhouse and the workshop is in an old barn
: : OPFPOSITE

'lI!I.ll. '.'.IPI.'I'IE AT 4 ]-II'EL" t!fl.'l'.l..ll.'i.{. Jt 54 Very L]'.JH.‘I ]."E.ll.-l.'

i A Linagr e Bgn or By, 1997, Adh burl, pewier, sieel; 82 high
e The figa af B, a monurmental pece, 1§ sctually many
piacet In o [aking ardiop suspenided voooel and framiod

and most of the people are Barmers, so the presence of

nature scrongly atfects daly life.” artwork. Barely |5 3 hoBow woaden vedsal used 5o croathely
Mancey's father was a cabinet maker and he

worked with wood from the age of 14, He hrst saw

woodirning when he was 12, "My mother was an

antiqque dealer and she showed me a linde wooden box,

hollow and curved inside. 1 asked my father how it was

dane, but he dido't know, T kept the box. Ten vears lier,

1 was hr[pin-g ny futher with some furniture rEpaITs and

thete wete some tuened parts that needed fixing. | did

short cowse on traditional wirning, and then T realized

how the box was made,”

A HESRTOPHEE MM Y s



Horizon, 2007,

Elrm burl, pewter,
plgments; turned

inside, carved and

textured: 2955
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Reading the Wood

Despite his wish o rise above the limits of
techmique, Nancey acknowledges practical
considerations. “The strongest challenge

| had in the past was o learn to read the

wood, what will happen while drving, what

e [0 Creqdie o FTRTES5I0H
Haw W 7} = 1 i T 30 g
MEY ¥ i i [, TEV A
7 ¥ - '} i |
1 P58 [Hay Were refti'y
.
i
A e O LFTEFR WSIRE FIOE
=

I} 1 = Py - 1
WY WOOd, Ul ewdlher Irtiay:
KLUTE, dna UEMEHLE

[ will discover inside, The woods T use are
mainly roots and burls. Very often | start
with green wood, div the rough shape
and then finish the work. 1 sometimes
mecorporate the natural changes in the

shape, but sometimes | remove them,

according to the resule [ want. [ see the

wood as my fiest ool and my fiest source of

nspiration, When it grows, each e creares

different gramn and patterns. This gives every

tree and piece of wood different physical
and acsthetic propertics. When 1t does, 11
moves, cracks and changes the shape I've
created, Tt is a living matenial. T like to s
I work with wood,”

.-'"LPJII. from the pn.lwrllllll influence of
nature, Nancey also savs he has admired
Ay artists who luve nounshed his ideas,
“Apart from the Renaissance. Impressionist,
and Modern masters, the SITONZEST EINOIION
[ have experienced was [rom the paimings
of Michael Barcelo, In the wood art field,
David Ellsworth { page x1) and David
Mash have been important, but also Andy
Goldsworthy and many others. [ alsa fecl
very stronghy about ethnic and primitive
art,)” H::—nr}' satcl. All of these influences
combine in the work of a genial man. His
l'lil:llll'hl-dbll:l NEver SCelTis 10 Wane -||Il1 W AN

all the micher for .

ABOVE

Seed, 2006, Heather
roof, pewter, plgment
twmed, carved and
toxtured; 13" dlamictor
Plancoy sirives o
|:~:‘"’.:|.'||||'- chreaees i
e ulpiures wee foeund

just at They e

EFT

Holiow form, 2001,
Mardanlta, pawter

@ bagh, Haollow fomm
I& rerniniscent of the
riatural-edged work
poptar im e 196
bt Mancey has made
It bels ooeen Stk the

suhthe powter inlay

CHER TOTHE MANCEY L5



VIRGINIA DOTSON

Shaping Layered Wood Reveals Compositions of Patterns

Rarsed i a family of musicians, Virgima Dotson credits
her eardy tmumersion m, and her u:m'_ning CE et ol
music as a major mffuence in her work. However, ik ts

natare that has had the greatest |'n1].=_u'|. As a chald,

she spent countless hours exploring the woods near
her house, and summer tips w the beaches and
mountains were further opportumities to explore the
natural world, It would wike decades. however, before
she discovered the means of exploring these early
mnluences in woodturmng,

"I didn't find a direct path 1o woodwrning,” Dotson
says. She started working with furniture, restonng
antigues, and later |<:.|:':|1:|1§ ather furmiture :1.';|1n|'L]u-_-5
including bent-lamination and stacked-lamination.
While ﬁm-:lrin_g for her bachelor of hne ars :Irgn—c
at Arizona State University, she was exposed 1o
conternparary furniare and 1o woodmening, and they
both inually appealed to her

“Three arusts directly influenced mv work at the very
h-:gmnln.g." Diotson recalls, "Wendell Castle's srack-
Lsminated functional pieces transformed the very concept
of furnimure, while Bob Stocksdales exqUIsiEe vessels
served as examples of perfect pitch in visual terms, The
eatly phwood vessels of Rudy Osolnik showed a commen

matenal could indeed become a beaunilul objeer.”

ABDWVE

Dotson, shown here under a reck overhang in Carpon de
Chelly, draws much inspiration from the layered landscape of
thwe Arizona dasert.

QrFPFOSITE

Sarghr Rarieg £22, 2004, Curly Birckh arad abonized walnut,
0" I|=-:_'|". w1 dlamaten, Datson wes The lavers of woard echo
“layesed loems |have abeerved In nature, like The sedirmentary
Pl --:-'lﬂi:-:.lr‘l'."ﬁ comman in the Southwestern Liniled S4ates
wihere | live. Their history is recorded amaong the layers”
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LIGHT

Thee stark Arizona
landscane appears
layerad in 1he distance
Iry Ehis wiew Trom
Megollon Rim neg
Larsons current

harme in Aflrons

LExws TP

Dotson worked

for three decaces
alongside the
descrt garden at her
Scottsdale, Arizona
heme, absorbing
tha Imsages of the
dry:land plants

BELOW BOTTOM

LK il wissad [urmers,

Blacks of wiod
partlally completed
prajects, and nascan)
ideas fll Dotson's

wiorkshop

Exploring Many |deas
Woodwrning offered Dotson the
oppoertunity to explore stack=lammating
techniques, while its limited scale allowed
her 1o develop a concept by working
quickly through ideas, " The actvity of
working generates more ideas for new
work, [Dotson says ol her process, 1 roy
do brief skerches of ideas as they ocour, or
test mew combinations of materials, When
some of them coalesce into 2 more defimite
form, T start . 1 like o work in semes of
related pieces to explore a theme more fully,
Somenimes, | vevisit an carlier series later

on. Atany given time, | may be working on

pieces from a few different groups, IF 1 need

tor set one aside before conommuaime, [ can

work on another of the ],1ira.'|_-.-\.fI

Virginia Dorsons work is very much
tied to the material. “1 love the grear
varicty ol paterns formed by the growsh
rings of wood,” she savs. “Even plaimn wood
exhibits its lustory in an intercsting way
when it is shaped 1o one curve or another.
The Ja:.'r:n' in the hardwood p|_1.'1'i'u-u-:| 1 use
can mimic the patterns. The features add
a richness that sers wood apart from other
matettals, Sometimes, | find Interesing
interactions between the wood figure and
the patterns 1 have created by lyvering
different woods 1!.35‘.1_‘-\_'1.!“.'1'.”

Dotson uses a varicty of tools in her
work, bur i is the lathe thar tes r'l.'rn'rhr'n_g
together. "Turning by itself is not usually
the mujor time commitment in my work.
Depending on the piece, there may be a lot
of up-front work prepanng the matenals
and gluing up blanks. At the other end of
the process, carving out a spiral or other
pattern from a turned shell may easily take
more time than the wening, Sculprure
compaositions often require parts thar are

made b ather means than turming.”



Inspired by Layers

The natral Lavering of wood grain and
her imitation of it with lammated phwood
mspire Dotson. The Livers also remind
her of the sedimentary rock laindscapes

in deserrs, and the connection continues
10 iNSpire her, TFor My Vears, she resided
it the low desert on the edge of Phoemx,
Artzona, an environment that greatly
infuenced her work. Her Liminated vessels
translate the southwestern landscape, the
Lwvers of rock, light, and shadow, and the
lines that run through it all, Recently, she
maoved to g |1ig!1|} clevared lorested |1-,_,1_i-.:|t
near 3 small commumity. T am now closer

1o some of the namiral environments thar

have inspired much of wy work” she savs.

“I've welcomed the peacefulness of my
new surronndings and the opportunity

tor set up a new, elhcient work area in an

airy, light-Alled space’”
Datson continues to be fascinated with

the PL*.-n-:1|i.|| of laminated vessels and she
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has s ii']“"“l pecent vessels down 1o their

basic structure, Dotsons environment

conuinues to nspire her. “1 am mmgued
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plywood, graphite
o' h _'|'r' ¥ 10" wide
x 15%:" desp, Just as
a calligraghec brush
stroke can confaln
an entie concept
through gesiune,
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Baltic birch phrasood;

8" high x 10%" wide

b the fearunes of the Landscape and whar chanpe over time as wind and

they reveal about the past: traces of the sca water shape the surfaces. My laminated

that ance covered the Land, chronalogical wood vessels are an expression ol the
Croseaings. 100 =
enge, ma .|-?, AITATECMmEents |'|‘|- Tl"-.'li I.:".'x""l'!- In maniv -.'-'IEI!'IT“-Z. I.1I'|-.‘|‘-i--'.1 M0, ] HELII.‘I-." IZI'l-.‘ I.'I'-'-.“.'l."-;‘l ".'l.'-'l-'l-.'l

ge, map _ | g

614" high x 1 : % light and shad ¢ it : |
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Museum of Art by ancient winds. The lavered patterns the observers perspective.




HOW DOTSON WORKS: LAMINATION FOR LINE AND FORM

Doteon prepaies a tuming blank by glulng favers of plyweod AlTer roug g aut the tonm an the band $aw, Daisan s
iogather. She vizualizes how the fuming |s to look when done eadly fa maount the weoad an the [athe

and Inderts wedge-shapad byars accodingly

The weaik 1akes shape on the latha femoved lam the athe Dalson saws i the wark, ther

d o . 'K
efines the adges

1 P . v,

Dotson applles taps to mask areas she does nat want 1o Sunlight Sevies #22, 3004, Curly birch and ebanized

e, Thaen the brushes on the concentrated amline calars iU, e |";_||'| x e diametern Dotson says the Lpars
of wood echa the :--'_'-:‘Iir".r_"l-‘.:-l_'_.' sk landscapes of the
Southweestern United States.
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RON LAYPORT

Surface Work Will Not Cover Up Poor Form

Ron Lavport interprets the natural world in the language
employed by ancient cultures, but seen through the lens
of contemporary art and design, Using amimal efhgies
combined with vessel forms, he clarifies the connection
berween contemporary wood art and approaches

employed by humankind for centumes. “I've always been

} I.r.:' T icn it rl 1 1) ] C ol ueh
{ Koy whiitat | ar fotine to dehieve | Lry
| 3 f [or] 4 f [ e <
L f | JADOEL LR 1A R
W AIFECEIONR 35 LI ___-|I i [ FHER .I
P Mtinues to evolve like a painting

mterested 1 work of the unknown arust,” Linport

ABDWVI

- MET. , i - ;
says, Woark made 2 thousand Vears ago, that h|.u.|k:- ol Rasiding in Pittsburgh and working in a basemant studio

P{‘nun.il ﬁ-t'l'l-l‘_',L‘:J'-". E|.1i|1' ]‘ﬁ. mster .'Ll'll:‘l L'{'T{'n'EL"m'.” LAY 0T after trawel to experience vast natural spaces.
When J..I:I.'}'ll.'ll'l'. dcslgnc-.:[ and buile furniture owo APRACITE
decades apo, he worked like the tinerate builders of the ncamanian of the Saimon king, 2006, Sycamaone, ebany, brass
LA

|'-C-|"'|'| T W, NI il

r ) { - 1AW Raghox 11 widlo w 7 doen
[0 whose drmgns. were dictored v oircumstance, ¥

1 Mirad I Eare BT I — e o4

rararnchian of thé Laimo i

L) = i o 1 framy a Distan! Dance—explonng the turped vesse] [orm as a
Il."l-'llf". .|||.|.I Il I.I[!'i. ] II..' Il-"||1|'l.i E L[‘L'L'l"l.'l.' al 1:.'5'."'.'-i.| .I.l.l'llll L3 I F g ’
¥ . ceremonial or Ble mask, Layport uses wood and space to create

i that, and i remains rrue of the work he creates today, 3 segmented effect. Stylized ebony fins support the object and
it : : : : i create a sense of moticn and mysteny

The transitton from creating onc-ot-a-kind turniture :
to turned vessels began when Layvport wanted 1o
learn to make round legs and feet. He was unaware of
artistic woodmrning. As a birthday present, his wile
and children signed him up for a weckend workshop
'w:llh al !:'rm'li'.'l'..n'li;t '|.'|.|.‘:I|.'||:‘|_L1I|'|'|-:'1' Wk |'n1‘1 ‘iu.ﬂl |t:|E1].~|_'1‘.ﬂ'~;,‘]
1o be the pioneering arust, David Ellsworth {page xi ).

he expenence was a serendipiious introduction to the
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The weood spirs ke an
I||rr!.'||'r nrcoetler a5
Laypart leans into his
furning taol

JELDW RIGHT

The turned ylab of
wood |5 1he blank Mo
carving. Lenrporl savs
“Thie turmed foir

st b walid before)
procesd with stulpting.
Surface work will nol
o up poar form’”

I.|1|'.||.' .lfld ﬁn.'rl.ll‘.l'.‘.IL‘L‘I lI!L‘ I.'I'I-d -.'E-I. |._.|_'. Eu‘.ll'l'ﬁ.
furniture career, He spent the weekend
learming to wrn a bowl and a hollow form,
and never quite got to the wble leg. He was
r'rnmrrh'.nc]:.' inken with the pﬂkﬁil\l[i:fo.ﬂ of a
mewly discovered et form,

Layport has been inspired by honesty
o mererial and process. As the ||:|.tinu'T:.
of his pieces address the nawral world, it
i5 TR0 surprising he is drven |1:.' n‘n]L"E_'-l'n.‘.ﬂ
constderations to '|."I.'1:|;.‘I’ domestic
woods that ane Tound ||.|-.'.|]|fl_ “With few
exceptions, | work with common hardwoods
destned for fuel or landhll)” Lavport savs,

T prefer local maple, cherry and, most of

all, sycamore, I 1 hear chainsaws, meaning
tree crews are working in the area, I gexin
the truck and go find them. Ideally: T prefer

wurring freshly cut green materal, but more

often have ta get vo it within the vear’”

Lathe Keeps Him Grounded
It is olwious Lavport commits a great deal
of ume to his carang, vet he considers
turning 1o be the basis of all of his work,
"'l'h-.‘.-ugh much of my work 15 ']1-.11:-
trned, the merned form must be valid
before T proceed with sculpring, Surlace
work will not cover up poor form. Those
turned vessels and bowls mav sit around
for months beforne Ilu.*:.' are Turther LI:'hignﬁ‘l
and worked, so ther huve to be pleasmg as
turned objects. [ would have lost both focus
and meerest long ago, had it not been for
the idea of wao 1:1'|1g with the mrned Form.
The lathe keeps me grounded, and brings
seructue and L‘Iis-cr|1|im- o my work,”
When he is turning wood, Layport may
work for a week or ten days ar a time, For
vessels he uses the full diameter of a log,

turning mee end-pran, whenss [or bowls he




s direct |:L from the _-:i:|il Jr.-g, unrrimened.
“They are lethal—hke propellers—because
I am often turning as much as sixtv percent
air” Throughout the process, he remains
apen to I.:11]‘].EI1I'I{'-L‘| “romiributions” from
the wood selfl Far instance, laws in the
wood often become negative space in the
final design—marerial to be cur away.

Onee Lavport knows what he wams o
do with a piece, the sculpring and refining
may take as many as bve or six wecks at the
Lenich, E1|'i||1.1n'|}' LUsINg rotary toals, Yet, e
doesnt depend upon moedern technology o
]mnidr for all of his needs, ] wuse Ty L|li|15:
that addresses the problem at hand: broken

saw blades warh tape handles, bits macde

My work is about leaving part of
myself with the piece, it happens
Scmewhere between the head, the
hands and the heart.

af old safety pins, a multitude of sanding

devices, and plenty of glue for stabilization,”
Once he has carved the piece, Lavport

spends what he calls "an mordinate peniod

of ome™ iinf:.hing. Lnlike some artists,

he does not have one set way of finishing

'II‘.II.' work .II‘.II.i TCETLns ﬂ-l."n."lf'l o H-'I'I..I.[ 'II‘.II.'

individual piece requires. "T approach it like
a canvas. Even though 1 know what [ am
]'I';J'Flin:g" | 4% ..'I\.'!“IC".'L'. ] tl."l.' &) IJ\: I "l:I:]JtiTI.'.' 1
apportunities and changes of direction as

'll.'!ll'!,' 'IJI'L"EI’.‘ nt ll.'!ll‘l'.l'lSl’.‘ I'c-'f'_'i-. Il'll'.‘ I.'III{'-CIZ' n?l'.'ll'LIIJI MILEES

1o evolve like a painting.”

ABOWVE TOP

LEypori uses d C ombination of Eonver 100l and hand 100s D Care and refins
the scudprure. He says, | use anything that addresses the problem at hand
baoken saw Blades with tape handles, bits made of old safety plns, @ msltitude
of sanding devices, and nlonoy of ryiusa [ar stabilization”

ABDVE BOTTOM

Layvpoet spends what he calls "an incidinate perlod of time” finlshing.
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5l Aorning, 2005,
Mapde, turned,
sculpted, bleached,
pigrmented; 143" high
x5V diameten
wanted to achieve
fluid motion and &
sense of depth within
the parameter s of the
vessel farm, | souaht
rhvilfum and oneness, a
contiraum of elemants,
each Mowing to the

fext, The '||:|<.|‘|-r:,l

and wonder ol an
BCo-system, perfected in

e o ng whiteness”

Wood is the Constant

Layport resides in Pinsburgh and works in
a basement studio. "1 long ago gave up the
notion ol having just the right setting
be creative, Romantic notions of a glass-
walled workspace perched along the rim
of the Grear Lakes or the San Juan range
have given way to a tealization that s quire
liberating. I am portable. T can wavel to

E‘L"""-‘ et encich me and in.ﬂ]:-iru e o

make things. My work space 1s for workmg.”

Hes L"cpn_r['-:n-.'-_':i Conmme o ir:h]rl'n'. “To
come upon a wall of petrogh-phs in a
pempoie carvon is o sense the mmelessness

of the human condition and the continuum

of are :1|.|]e:ing_ My work acknow |1-d!1._-5
' place in that continuum, rather than
focusing on only the workspace, or the
Lithe, or the woad”

The creation of |..L:.'p-.1r:'ﬁ works of art
is his means of connecting his past with
his present, a means of finding his place
m the namal wordd by 1T|_|I=;|ng samething
of value using his hands. “Working with
wood takes me back o my childhood in
m dad’s workshop. Even today, when |
SI'.I]‘ for ane of Tus tools, 1 feel connected
to the hand of my father, What he could
do with i hand pline wis nothing short
of mesmenizing. T left my 40-year business
career when computers |!L'g.1:'| o eliminare
the hands-on aspeat of my work, "Hands
on’ has become a rare privilege these days, 1
find that as ['ve become a better warner, | use
fewer and fewer wools and am more at one
with my work. My work s about ir.u'['n-l_:
part of mysell with the piece. [t happens
somewhere between the head, the hands
and the heart”

Looking back ar the initial weekend
spent turming wood with David Ellsworth,
]..I.:.']]u-l:’i retlects that "a sl'ngh.- exposure Lo
the possibilitics of mwrned wood objects
rh.mg_r:l the direction of my life, Wood s
the constant that links one end of my life

with the other”









NEIL SCOBIE

Thinking of Running Warer

Netl Scobie resides on the central cast coast of Australia
in a place called Bucca Creek, next 1o a state forest

and close to prstine coastline famons for its beauttful
beaches. In his adeal enviconment, Scobie buile his own
hame using old bridge imbers 1o create soaring spaces
filled with Light from 20-foor hugh gliss walls. Not far
st _:‘-'.' fast in th .l'qe:','l'f 'I|':|I:I\\'.|||'_:.: inta the bush

- ; ’ :
feven jorgar wihy I Wertl oul [Fere, ILS 50 guiet,

from the house 15 Scobic’s enormous workshop with
2400 square feer of space hlled with every imaginable
woodworking machine. The forest crowds right up

to the workshop door and Scobie loves the peaceful

.I“‘.I!I.H'-F'II'H.']T:‘. Ill i"l'l.l'lg!-. "';._“.lt'l'l I'" 'H'.I]k lFLL‘."\-IdI:" L] gl:.'l

something and 1 just get lost in thought lookmg imto the

bush, I even forger why | went cut there, its so L'|'L|.i|.‘:[.”

ARDWYELE

Scobie was influenced from a young e 1"'}' his Scabie wirns a rectanguiar slab of wood inte @ symmetrical

gr;mdf-.ulwr. whom he desortbes as “a gnn-cl AFTLTELT blank with smoothly cuning faces.

woodworker, He used 1o make boats and furniwre, OPPOSITE

and even gunsrocks, [ sull use his carving roals, which Erosion Forms, 2007, Australian blackwood: 7% 6% and 5 high
Grouping three forms together means they play off each other,

¥ T -
I3 INpor Lamt Lo me. t‘H_'UI'_II: U‘J.'l_LLIILl":I- |.I.'-.'LIJ'!IIZ"-|:| d% 0 EI'II"'E!'IC:F-I; the sance of capt ured enengy.

teacher of woodwordk, metalwork and indusinal

drawing. While he was a teacher, he developed his

skills as a wener and, by the early "90s, it was an

Imporant sideline, I'le sold his work o a number

of galleries and developed 4 pational reputation as

a quality turner. Evenually in 1990, after 20 vears

af teaching, he decided 1o concentrate on Ins own

123
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ABOVE LEFT

‘Wild kangaroos graze
on the coast near
Lcabhe's home,

ABDVE RIGHT

Soobies wiarkshop
15 1 the right of
b [ngressive
hame ha butle,

BELOW

Seobbe's wiorkshop

i5 large with high
celireys, Stodae racks
cantain a lameo supply
af p Rk LY :nq_'u:| =l s}
over as the Eorest
crowds right up

fo the doos.

122 NEIL SCOBIE

woodwork, “I've never looked badk,” he
E“'l.'l";lh.il_'.' L'I.ii]l]!i_

Scobie and his wite, Liz, now worls from
|."|l'|11IL', A PCITRLE k.l!.l]l." !hlf[]]l‘!ﬁ]lip '|I'|4I[ !'i.E".Il'I.'i-
a range of activities. Liz teaches textiles and
procuces her own line of texnle arr, Neil
produces custom-made [ueniture and has
recently been given a commission for the
restdence of the Australian Prime Minister.

He alse runs Tus own school and weaches

wm:dmn‘ing. furniture making, and turning.

"[ think it is very imporune to hand on the

ske

Is,” he sivs.

The Evolution of Carved Bowls
Huihi:'n!] O Years ol Lrnimg expenence,
Seobie also has created o line of work
callected :'nu-:'n.uinn.u”_l.'_ Ilis carved bowls
evolved from simpler functional vessels.

At the start, he began the carving with a
chain saw and then finished with ceaditional

e | ey e JA o e A
|I'I..||:-|'|.' SOFFerimas ran O 22 [00d

they were turned, as it fogks unlikaly.

carving wols. Now, he uses 4 number of
different rools, including die grinders, power
carving disks, texible shaf wools, and many
others. "T'll use whatever ool does the job
most quickhy,” he says, "as long as it's safe.”
His workshop is a weasure wrove of shop-
miade jigs and gadgets o make the work
sim]}lrr and ensier.

Scobic’s best known picces are his Erosion
bowls, They are inspared by the parerns he
sees apound him in nature, “They remind
me of the eroded gullies [ sow when [ was a
bov on the farm. Also, | do a lot of white-
walier canaeing and 1 see patteris ““'i"ll-"!! in
the warer, When [ make an Erosion plece,
I'm thinking of running water and how it
will wear a path through the earth.” Scobie

expanded the ideas from these bowls o



miake Eroston mireors and then abour seven
vears ago he began making wall sculpiures,
the largest up ta five feet long, Now he also
praduces Erosion Forms i sets of theee. In
common with a lot of contemporary lathe
work, it is not immediately obvious the
pieces were wrned, beconse the subsequent
carving removes much of the evidence thar
they were ever on the lithe. Scobic explains:

1II:"l.'l.?'i'll'!:' '-l.'ll'l'll‘r'iTI'Il'!i i'lil'l.':" LIN ].'II.' [l.'"lll.i lI'II:".' wete

turnied, as it looks unlikely.”

The Line of Least Resistance

It is significant that Scabie refers to the wan
watcr cuts through the landscape as it follows
the line of least resistance. Scobie’s work has
that quality, When he teaches, Scobie always

stresses the importance of working with the

grain. This is, after all, following the line of

least resistance, [t gives his pieces a nataral
feel. They ane not arbitrary shapes imposed
an the wood. Like mamy well-known wood
artists, Scobie 15 much imitated, but the
COpyists racely achieve the same natueal
quality because they have not worked with BELOW

Ahallis Bowd 2006
Huon pine; 3 x 387
Sepbiles Madsibas
bcvwls are Inspined by

the swirlinsg shapes of
maut ks shells

the gram in the same fhud Wi

It is this sense of rightness that
disunguishes Scobie’s work from preces
that ry 1o impose clever shapes on wood
regardless of its nature, Wood has distiner LEFT

qualitics that make working with the grain Nautiis Bow!, detail



ﬂi. [w] Pl'l:l;"lg AR O l'.‘]ﬁ.ll.‘, 20 I'.F!ll."t"l'l.' i1y OWil
mLerpretiton of the general adea. [ saw the
S'I-'I-'I!-b LLECTIET t‘-"llgl. ..I'\J'I-L":!.‘I'I.T l'l.ll.'l'lll'.lg ITL'L'II.lI‘

axis, or mside-out hsh, and 1 kved thar, so

T, E
- fl-r’:;-'?{f{fm';p Y L P

i M 1 extended hies In‘E:ni-:]ur tior make v |1nr|.~'h"

Many of Scobic's pieces are painted by Liz,
who has been enhancing his picces for neardy
twenty years, Her patterns also retlect whan
she sees in naware and their collaboradons
ate among the most collecrible pieces i the

wood art feld.

AROWVE

Merderliy Borl, 20065
Collsboration with Liz
Loobie Australian red
ceviar, eeiune pashe,
acrylic painl; 6% x 2 W5
L1z Scobie bas partly
covered 1he wood with
a finish reminkscent of
mather-of-paar,

- 1
Bl

After wirning the

faces, Scobie removes
thes chivcking spigot
frarm the centas and
reunds over the eenteal
portion o biend n
wilth the body curves.

FAR RIGHT

Soobie skotohes the
shapo to b canvod
onts the completed

L Ak He il marsanae
1 Lop portion, -L:|.'.,-'ir:q__'|
o imoression the both casier and '.'imr_ﬂ].r maore .npp.:.lllng. His Scobie 15 an cnrr!:r:i-r man who never
picce ahvays was
asymmetrical. He'll do
maost of the carving
with poeeered tools
althowegh detalls may learnt lhmugh hundreds of vears ol toal n.:|.n:rlu1'1'1: of craft and arr and his endlessh
b cut with traditional |

Erosion series is not only a metaphor for seems to tire of life. His woodworking

marure, but g clear starement the old skills, actvities span almost the complere

SRS B and error, sull have a place in the creative positive outlook is enviable: T love the
world of wood art vanety of things we do here and 1 never get
Scobie also produces a series he calls bored. 1 probabdy work 1o hard, but for me
Pods. Scobie likes o Jfkmntk.:lgc the it’s nor work, [ love it, I'm 54 now, bor [ snll
infleence of other teners and he explains play velleyball, I go mountain-bike riding
the idea came from Mike Lees pods and T surf regularh” Who wouldn't enjoy
(page 1771 "1d hate to ever be accused sirch a lifef

www.netlandlizscobie.com
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FPods, 2007, Rosowood;
largest B
Thie pods have been
careed after turning,
and then parthy

1.I'p:|||:ll Ery BaLarninig

x 3 x 1K

Lebrncd caryed St S, 2006, Callbosatson with L2 SCobie, Australian red cedar,
acrylic paint 9% x 1% Land ondg Seq Serles s a fine example of the collaborative
wiark betvwsaen hishand and wilae, The bnd and seascapas ol Australia inspire tha
patterns Liz paints

M ELL; PMEDBIE I 125



RIGHT

Gardner sthapes a bog
with his chammsaw
wiearkl iy with the
graim, o create a langer
plece than a terney
gt roermaly cul
frarm & log of this slae,
A e Ol woork, is
sl7er arud Pt
may suggest a
particular approach
tome; he says,

BELOW

Gardrer tusns a big
piee ol wood on

his Enarrmous Qe
lathe ariginally

4 pattermmakess
maching, Such a hegwy

lathe is & seal advantace

wihien making lasge
sculptural pleces

i PIECE DOCLTS afeer the turning. | will 5}1-.-11!
a few days or a week wrning forms, then
spend months altering, shaping, carving, and
painting them. I work from skerclies as well
s drﬁigning riin'r:i].' on the lathe, The Latter
is much more immediate and satishving, but |

fnd drawing 1o be a uselul way of recording

ideas when m unable to be in the studio”

128 MARE GARDNER

A Garage Shop in the
Appalachian Forest

Mark Gardner resades i the .r"n.pp.||.'u:]1.i.1|1
mountams of western MNorth Caroling, m

a town of 650 residents called Saluda, Trows
an inspiring place for a woodworker 1o live
becawse it is surrounded by trees, many of
them quite old and large, Gardner's house
nestles in a hollow bevween two hills and

it has quire a lush feeling to i, so much so
that in the autumn, when the leaves fall,
Cardner looks forward 1o the broad sky of
the winter landscape. He works in his garage
where he has alsour 300 SqJLLATe fiect Im.:l:rd
with woodwaorking equipment, wood, and
preces i progress. In warm weather, he likes
to open the garage door and work beneath
the Japanese maples and cherry rees.

When Gardner started turning, he used
green wood Decause 1t was easih svanlable.
"merimlh_.' !ipmkinl_;" he says, *[ likee that
it is 50 easy to come by where | live.” As his
work has become more sculprural, he has
used more seasoned wood, which brings s
own problems. * Dy, stable material is had
to come by in lange dimensions. | think thes
intluences the work, as not every prece [ want
to make could come out of any random

}:E{‘m of wood. So, 10 a iRy, wm{-:m!: with

the wood the way T do, is a bit like using
found abjeces i sculprure. 1 like thar che
material differs from specics Lo species, and
tree to tree, which presents new challenges
and Opportunites. | may have an idea for

a picce and have wo let it siv in a skeech
book until the :riHh1 prece of wiod appears.
In onher cases, a piece of wood, its size

and proportions, may suggest a particular

approach to me and send me off i a whaole



RIGHT

Gardner shapes a log
with his chainsaw,
working with tha
qrain, to create a larger
plece thama turner
might normally cut
fram a log of this size.
“A& plece of wood, ks
size and proportions,
may sugoest a
particular approach
to me,” he says.

B ELOW

Gardner tums a big
piece ol wood on

his enormious Oliver
lathe, originally

a patternmaker's
machine. Such a heavy
lathe s & real advantage
when making large
sculptural pieces

a piece occurs after the wrning. I will spend
a few days or a week turning forms, then
spend months altering, shaping, carving, and
painting them. [ work from sketches as well
as designing directly on the lathe. The latter
is much more immediate and sut[sfﬁ.'l'l'lg, b |

ﬁl’ld dl.'étﬁ'l-l'lg o IJL‘ d lISL‘Il—'I.Jl Way UF- leU]'E[iﬂg

ideas when T'm unable to be in the studie”

12& MARE GARDMER

A Garage Shop in the
Appalachian Forest
Mark Gardner resides in the Appalachian
mountains of western North Carolina, in
a town of 630 residents called Saluda. Tr s
an inspiring place tor a woodworker to live
because it is surrounded by trees, many of
them quite old and large. Gardner's house
nestles in a hollow between two hills and
it has quite a lush feeling to it, so much so
that in the autumn, when the leaves fall,
Gardner looks forward to the broad sky of
the winter landscape. He works in his garage
where he has abour 300 square feer packed
with woodworking equipment, wood, and
picces in progress. In warm weather, he likes
to open the garage door and work beneath
the Japanese maples and cherey wrees.
When Gardner started mrning, he used
green wood because it was easily available,
"Pracucally speaking,” he says, "I like that
it is 50 easy to come by where 1 live.” As his
work has become more sculprural, he has
used more seasoned wood, which brings its
own |.smblr:ms. "Dr}'. stable matertal 15 hard
to come by in large dimensions. 1 think this
intuences the work, as not every piece [ want
to make could come out of any random
piece of wood. So, in a way, working with
the wood the way [ do, 15 a bit like using
found objects in sculpture. I like that che
material differs from species to species, and
tree o tree, which presents new .:h;;]l:-.ng-:s
and opportunities. [ may have an idea for
a piece and have o let it siv in a skerch
book until the 1'i_g|11' plece of wood appears.
In other cases, a piece of wood, its size
and proportions, may suggest a particular

approach to me and send me off in a whole
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MARILYN CAMPBELL

Pushing the Designs While Keeping Them Simple

Marilyn Campbell didn't set out to be a woodwrner, "1
graduared from university with a degree in anthropology
and expected just to get a job somewhere,” Camplbell
says. " Bur, afrer graduation, my future husband and I
decided we were going to build a boat and live a life of

adventure ﬁet”iﬂg around the world, Turns our, [ was

v _' 1 '} . e B " 'I A YA
WiHern | Wanled (0 dohigve

i | X 1 AC ] P e Tl
1 DEEHIL LAY |_'.|l.2-,'( y

B

Aol A aftarte Rigk At Finaias Batas EeooAda iF
CEFLElln gjje LS BUE didnt Khow now to do it
)N 5o T [ (b et et e L | Rt R S S ot Lo (ot

A NELe Ngliid wood solved the DYraoiems,

P I _I I ' [l g .r

1 11 ]
(o 4 Y L

more interested in the building than the sailing.” Boat

I.“Ii]t{illg ].I'Ill."l.'ll'.{LlL'L"l'.‘! qul‘l‘]].'!'l."l.."" Lo I.‘-'Ulh '-'r'l.‘-'Ud <II]1.{ Cpoxy

ABOWE

and by the time their 36-foot sailboat was launched, camiballisie sl bt mnt el

she knew she wanted to continue working in wood. It
, DPPFOSITE
was no small decision, because she was well aware thar . _
Full Regalia, 2008, holly, epaxy, cherry, purpleheart, paint;

she knew very little abour \mudmrkfng methods. She 93 high x 9% long x 37 wide. Campbell says, “Full Regalia,
belng very formal and somewhat awstere, echoes the pemp

taught herself to wien from a book and found working and pageantry of a royal parade”

on the lathe offered numerous creative puss[hi][lt}:s.
within the linuts |'mi14.‘.lsrn:.‘| lh:.' the machine. 1 lh‘g.ln
using epoxy when | wanted to achieve certain effects but
didn’t know how o do it the proper way, A lirele ]:'glui.:l
wood solved the problems I was having,” she recalls, "1
just ]{t:EJI On using i

f_::-:mpbc]l's highl}' Ul‘iginn] combination of wood and
epoxy, both as a binding agent and a sculprural medium,
allows her to create Lm[qur vessels that a:[u:f-j.' the limits of

the teaditional wooden form, She so xlrli-uuf'.' combines

YLERILNS | EnMERELL [



Persuasion, 20045,

hally, eposy, charry,
purpleheart, eposay,

fiberglass, paint;
732 high x 8" long
x 21" wide.

her materials chae iv s not alw:l}'s casy to
tell what is wood and what is plastic, nor
1S 1t casy to detect the lathes circular
argument in the final form. T see the
vessels as representing those grand social
evenes ser back inan ers when r]t'g:mﬁ'.
and 51}'|e were the cultural ideal, T want
the viewer to think of fine dinner partics,

ouxes and tails, top hats and formal OWns,

124 MARILYN CAMFPBELL

Came Here Qften?
2007, holly, epoxy,
paint, curly maple,
purpleheart, dye;

9" highx 73" long

¥ " wide, Camnphbaeall
sas, "Came Here Offen?
brings tomind a
slighthy inebriated gent
in formal attire trying
that age-oid line”

and T have chosen titles o retlect these
scemarios, Campbell says.

The first person to have a significant
influence on Campbells work was Stephen
Hogbin (page x, who she first met more
than two decades ago. She only had been
turning wood for a few years and was
making small functional works for craft

fairs. "1 didn't I'E'.'I]l.‘lk' know what [ was dning.”




Campbell recalls. "He showed me turning
could be art, It completely turned my head
around and changed my view of what [ was
m;ukr'ng_ and wh].'.” M.m:.' years later, Binh
Pho (page 163 also influenced her work.

“1 admire certain ¢1L|:1I:'r1'v.5 in his work and |

Wood has a warm personalit A lcic -':-."'.F-:f

the wood. | can manipul

in a way | find very satisfying

wanted those same Lllm][r[c_l; for my own,” she
says, noting Pho’s creations have a "eultured
look, delicacy and elegance.”

Campbell's works are both Fr‘.ugi]u: and
complex. While she works, she is always
aware that "at any stage | can, by some
small, careless move, erase hours of work
already invested in the piece. Because I'm
a low-tech person, I have so far solved all
the challenges with simple solutions and
just plain mindful care. Not that that’s
any guarantee.” And, like many of today’s
leading artists, for Campbell the lathe is
merely the starting place. She does much,
and often most, of the work after the piece
comes off the lathe. She says, “Because
there are so many small steps in the making
of one piece and each piece takes weeks
o {'n-rnplntr, I am :1[1»:1}-‘:; Lryving to 1'm|:mw:
my methods to make the process faster
and more efficient”

Because of the materials she works
with, the technical challenges Campbell
faces are not the usual ones with which

other woodwirners deal. "My problems

are [hings such as wnrkl'ng our the best
way to get cling Wrap to lay into convex

i (= )
contours for mu[d[ng purposes, or lm['ldl':ng
enough strength into some of the resin
-:ompun':mﬁ." she said. Even so, her real
creative -."h;:llttrlges are centered on dc—sign:
“1 am LIVINg to FI-LLS-['i the dfsfgn:i Loy

finer levels while sull L&:L:ping them

aried and sim]:rln:."

While Campbell plans on experimenting
with other materials, thus far wood remains
central to her work. "Although I can
appreciate other mediums for their own
unique qualities, | find wood has a warm
personality lacking in other materials,”
she said. "It's so versatile—ithe variery
seems endless and its character can change
de-}n:nfling o the wood, as well as on
what treatments and enhancements 1 use,

I can manipulate wood in a way [ find very
5;1:i5ﬁ'ing_ [ have to say a i:nig part of its
appeal has to do with irs reputation in my
mind as a serious medium and the exclusive

tealm of master cealtsmen whose skill

Celebrarian, 2006,
holly, eposy, cherry,
purpleheart, paint
gla" high x &la”
long x 23" wide."In
keeping with my

therme of high-society
decadence, | wanted

o give this plece a
mood of music and

maotion,” Camphball says.,
& celelration of life’s

good times.”

MR ILEN |G aEBELL



ABOVE

Campbells homatown
of Kincardine, Ontario,
Is shaped by Lake
Hurar, wisible in the
distance as an aarly
winter storm rolls in
across Harbour Beach,

RIGHT

Qerlonking the
harbor, the Kincardine
lighthizusa and
rmuseum is the focal
point of the town's
marine heritage.

had been hard won after years of intense
apprenticeship, That's certainly no group of
which T ever could be a p.}rt.” Although she
does much of the work off the lathe, the
turning process remains essential. “Tt defines

what | can and connot make, and givr:s me

limits so [ don't feel lost in too much choice.

But, however essennal, it 1s sull onlv one

step of many used in v:umle:tfng a ;:uiu:n:c.”

A Great Lakes Farm Town
Campbell lives and works in Kincardine,

a small, ﬁ'icndl:r town on the fdgﬁ of
Lake Huron in southwestern Ontario,
Canada, The Scottish origins of the town
are still celebrated, with a pipe band
parade every Saturday night in the summer
months, with a good portion of the town
marching along behind, and good-natured
“fines” handed out to people caught not
wearing their plaid on Fridays. It is a rural
community, rooted in farming, vet today
the nuclear power plant north of rown

is the largest single cmpiu}'er. Lake I'uron
gives Kincardine a picturesque beach and

['LE'II‘.'IJ'DI.' E]'].'lt l'l'.l.'ll'.'.L‘ it a FIEIPE.I].:!L' SUImMImer

[ 365 MARILYN CAMPBELL

arcraction. While the harbor was ance

used for commercial shipping on the

Great Lakes, now it is mainly used for
ﬁshing and recreational boating, Campbell's
husband, Jim, has been the lighthouse
keeper there for 25 vears.

The couple have kept the boat they built
together there since its launching in 1976
and thev spend several weeks cach summer
sailing around northern Lake Huron and
Georgian Bay. Winters in Kincardine are
long and the lake-cffect snow is heavy,
making winter travel treacherous. For
Campbell, however, the season is a major
attraction because she enjoys all of the
cross-country skiing the area has to offer.

The nataral world has been a constant

inspiration for Campbell, but she has
become increasingly interested in strong
design principles and the exploration of
tlowing lines, contrast, and geometric
elements. Her combinations of wide-
t'.-inging infHuences, which include the art
deco stylings of vintage handbags, have

resuleed m bo]d]}' m'igin;]l scu]ptul:!l works

that txpand the ].‘lnguagc of the medium.

www.marilyncampbell.ca



HOW CAMPBELL WORKS

Campbell's work requires careful planning and each piece must be designed
on paper firsc. She starcs with a blank of holly, a hard wood that is almost
pure white. She first transfers the drawing onto the wood, then saws and
discards the volumes that will be replaced with black epoxy. Then she

arranges the remaining holly pieces to fic the paper design, and fills in the

spaces with a thickened mixture of epoxy. When the epoxy has set, she ean To make the overlay, Campbell uses the tuming itself
as a mold, spreading on an epoxy mixture, which,
turn the outside of the blank. At this point the piece looks like a round cake when cured, she will turn down to a thin skin.

pan with one flat side.

While the piece is still mounted on the lathe faceplate, Campbell cakes ic off
the lathe and covers it tightly in plastic wrap. She mixes up more thickened
epoxy and spreads it over the plastic wrap, using the turning asa mold,
Once the epoxy has set, the assemblage goes back on the lathe so she can
turn the epoxy down to a thin shell, to form the overlay. Mow she can pop
the epoxy skin off the wood, and cut it to shape according to her design.
Then she paints it black, and lays it over the holly so the white wood shows

through the pierced openings.

After turning, Campbell remaves the thin skin from
the mold and cuts, shapes, textures and pierces it

After making the skin, Campbell turns the inside of the vessel, saws it in half, s S

and joins the two parts along their rim to form the sides of the vessel. She
makes a woaden spine to join the vessel halves together, usually painting

it black to match the epoxy. Only after the two halves have been texoured,
pierced, and painted, and the overlay has been shaped, textured, pierced,
and painted, and the spine has been turned and painted, is she at last ready

to assemble the finished vessel. She carefull}r glues it all mgecher_

After painting the overlay, Campbell very carafully
glues it to one face of the vessal,

MARILY N CAMPEEL 17






STEVEN KENNARD

Technique |Is Important,

Steven Kennard is inspired by textures he sees in the
natural world and his surface texturing rechniques
have developed from a need to create visual and ractile
illusions, An important influence on his forms and

textures are the years he spent creating illusions for

| ami a great believer n feeling my way
through the things | make, not measuring,
or at least Keeping measurements to a bare
minimurm. If it feels good and pleases my eye,

then it 1s successful for me.

s

theatrical per‘fbrnmncurs. Du.rin_g that tme he learned

to create and/or accentuate impressions of size and

SI'I.'I].‘It‘.. “The ExPr:riem:t still serves me in the way | carve

and texture my pieces,” Kennard says. “1 constantly
experiment and try out ideas before incorporating them
into the finished pieces.”

Kennard's small sculptural boxes combine
mudmrning. carving, and the creation of vamous
surface textures. Kennards interest in lidded forms lies
in the mystery of a closed container. "Perhaps it's a
progression from the infinite number of containers that
surround our lives, Our homes and much of what they
hold are, in one way or another, containers. We even
make our departure in one!”

The wood he uses also inspires Kennard. "1 love
the sensuality of wood—to the touch and to the eve.

It's such a warm material with a natieal ].N:ell.u].' and

But Secondary to Getting There

ABDWE

Fennard band saws the blank fora ldded box front a richly
figuriad black of burl wood.

COPPOS|TE

Lost Crchard, 2007, African blackwood, cocobole, thuya, MOy
29" high x 34" diameter. Lost Crchard was inspired by the old
apple archards in the Arnapaolis Valley, Mova Scatia, where the

arlist lives: "Their stark appearance against the winter landscape
weill be sadly mourned as these are being decimated argund us”

STEME N KEMMME N A TORC KI3E



Eermnard resides in
the Annanolls Yadley
of Nova Scolla.

different inherent qualivies in each of the

species, ghving me a huge choiee for different
applications and decorative effects”
kennard’s carcet as a woodturner began
when he made custom furniture and
restoted antiques in Suffolk, England, in
the 1970s, “The wrning started off as
components for furniture—mostly spindle
work—such as legs for rables and chairs,” he
vecalls. "My fiest deviations were my early
bowls and boxes. They had a very iradinional
look to them, taking clements from the
furniture with which 1 had been \nn'kl'ng."
Soon after immersing himself in the
craft, Kennard saw the potential for seli-
expression and began developing his
distincrive style of work. "There have
Lcen very few direct infhuences on my
work, When | statred turning, there were
few artists working with a lathe and the
work being done was not documented as

it 15 now, says Kennard, who worked in

isolation for vears. Evenually, he sueambled

across Stephen Hogbins book Woadneming,

145 STEVEN KENNAED

The Purpose of the Oljeet, "It really opened
a door, as the idea was so new to me—the
idea something that primarily wims round
alyects could be used as a starting point

1 'I.!H!ll'j'l.ll.'l:.' n‘uli}l.ur:l] |.'|II'.'I..'I.'.‘i |[1.'I1. ]{'l-l VR

! find listening to music Inspires
meand aids my concentration
| have an eclectic taste in musi
and it can set a mood for the

whole work experience.

’

wondering how they were created. Hoglins
works (page x) were worlds away from the
things generally produced on a lache ar thar
time. Sceing the lathe as just a part of the
process was a revelanion 1o me.”

Kennard also credits David 've’s
approach o his craft as an influence, "1
trequently compare {what David Pye called)
the ‘workmanship of certainty’ 10 the
‘workmanship of risk. The latter s the way
we must follow it we are ever 1o develop as

creators of beantiful uinjcﬂﬁ."






LOUISE HIBBERT

The Lathe Gives My Work Rhythm and Balance

Lowse Hibbert was born and rassed near Southampton
on the south coast of England. She completed an ari
degree in 1994 and duning the next few years developed

vanous production lines of pens and kitchenware. After

maning to Nort 1 Wales in 1996, she became friends
with Haylev Seth, page 7, w hao umpressed Hibberr
with her “approach 1o her work, her integrivy, and
meticulous antention 1o derail” Hibbert's own style

developed quite quickh. "My mspiration evolved from

my fascmation with the natural world, |L.1r|:'-.'|.1|.1:|'|:..
marine life, microscopic areatures, plants, and fossils
that together offer a fanuastic repertoire of imagery,’ she
saps. “Through exploration, T discovered the work of
the nincreenth cenmury bio logist and illusrrarer Ernsy
Haeckel, whose sumpuuous illusieations are constanty

£l ]ll‘l'd s Wl ||'lil.II I |ilﬂu‘|'t Wik u{ril'-ﬁ'r'l '|"'ii| lil.'“]fl‘l]'l.

to Hacckels studies of radiolarians. The single-celled

I'I'IiL'I".H"['L'_.’IIII.‘ﬂ!'I:‘- II.]'L'L' A I!'I-.‘:'|I'IIL'FI..-"|.IIS .'IIII.] I.'Ii.'lil.'.ll.i.' I.ll.' ALLEY

that mspired Haeckel and enniched the Art Nouvean

ABOWE

movement. After visiting the United Scates i 2001, Hibbert develops a design in her studio
Hibberr married Amenican ]'.h:-uE Finkel, a fellow wood

artist, and in 2004, they moved o Virginia,

Louise Hibkert, her hwsband, Doug Finkel and thelr dog, Bella
reside inan Alrstream trailler on thek Eroperty [ mral Virginla

witklle butding their howse and workshops

DPPOSITE

Rechiodariom Vestel VY, J0D4, English yeamode, ey

Eewture pasto. acrvlie inks: 6" wide, *Sacdiclanan Vetsa' v
evolved from an electron microscope image ol ar adilarian
a2 type of zooplankton found throughout the oceans,
Hicbert says “Through the series they started to take

on some orab- ke characteristics”

Ll ESE H IRBER T i



Collaboration with a Jeweler a great [riend” Recemtly, the two worked

In 2001, Louise Hibbert began together on Genus Australis, a collaborative
collabotating with jeweler, Sarah Parket- project mspired by the Western Australian
furnex, coliab ’ Al Eaton. She believes the experience has J.nh{:u.'.ai-c. tollowing a month’s residenc

WAl Saran Farkes
Eatan, 2004, English pushed her work to new levels, greatly in Perth, Australia, in 2003, 1t was
sycamoe, sibver, . . .
Al e expanded its possibilities, and led to new created as part of a larger mission to draw
IPRE S WIdE. rau ol and exciting expericnies, | feel Banasncalh attention to the value of Western Ausiralia’s
the Genus Australis B 2

werlos, this dar lacky to have found and collaborated wich unique natral resources and the eritical

Te e ct BFulil Ca Pl

e a maker whose work [ admire and whose importance ol conscrvation and ecologeal
opens Lo reveal a -.t-.]-c;_1||-\.P|'1','|||:-.|||, and 1.1.|_||'k|||:.|_l||_\t'||.,'|,-3~; ake sustainabalioy. 1 wanred o retlect the
wibraritly colored :

treasure within sa close to my own. She also has become distinctive beauty of Western Australias

indigenous Hora, | wanted o capiure the
forms, patterns, textures, and colors honed
to perfection through mullions of vears of
evolution. The pleces are made o be |1if|~;rd
up, explored, and enjoyed.”

“Each day 1s differem,” Hibbert offers
when asked abour her creative process. "I
| am working on a project with Sarah, we
will stare by spending a week or so wogecher

talking, looking at books and objects,

possibly poing on held mips, drawing, and

Carymbng W wwlth Sazah Pateer-Eaton, 2004, Mapse, ¢ wer, gold, soryd

ks 57 &

-ananed woody pods af the Corymibis Neifolia, or rad
Aoevering qum, Inspled Corymibda,” Hibbert sanss, “Far mie,s the magnificent gum

frees are an won of the Australian landscaps”

s Ey g
exture paste, acrylic Inks; 64

g

i behind this bow, 58 welmid-—part of

= G ¥ Wit T h - . - .
ierorvee corferrd, thie ma 1

gl ol exguisite marine ani " Hibbert explaims, " The silver spines an 15
cdges represent the cifia that peopel it through the sea’ The smal scale of 1he

piece encourages handing and the spines reguirs
e righL Thes ma s halding the box tooether give Dicaryne

b same careful harding as

the smiall creat

Box a Eitle exiea fie when 1he box snaps Closed

141 CHLESE - HIBRBERT




drinking lots of tea. It is the par of my
work [ enjon most and when [ feel most
creative. Anything can happen.” The carctul
planning ol each picce on paper is vital.
“The dr:mir:gx I create for CVCTY plece are bo
scale, often with a side and top view. Samh’s
dra I.J.-ing_w. will be covered in noves about

the metal |~.1r:f-r-—]u|'|51| hs of posts needed,
oxtdizatton—while mine have derails alsour
the wood !~|'~t‘|.'il'-'~. colors, textures, and
dimensions. Our collaboratve approach
ensures two distinct materials merge into
ome Huid form,”

'he two then work separately. “If
Sarah siaris a ]|11-.'L 1 1s ;|'|.1..1_1--.. a ||1ri||i11g
mament 1o open the parcel and see w hat
she has made. Often it surpasses what [ am
expecting and inspires me o greater heighis,
I wall work on a ptece continuoushy untl
it is done, gencrally starting at my Wadkin
Bursgreen BZL lathe, an old frend [ broughe
with me from the United Kingdom.”

The Genus Australis ]mnj._-rl offered a
number of ivigorating challenges involving
new, diffictslt forms and the need for a
very different look to the woods surface
*Previous surfaces I'd ereated had been

reflective and glowing, |n:-|~|'rui L wivid,

sleck manne creatures, evolved to glide
through their oceanic environment, The new
pieces had 1o reflect the .-.|r|i1:. weathered
seecpods, roughened by the harsh Auscralian
climate. T moved away from the smooth
polvester resin and used a granular rexture
paste. | also started scorching and seratchung
the woods surface. Some of the wrning and
carving pushed me to my limits, but when

[ fele a piece was successful, Id feel a grear

sense ol achievement.

An Expansive Use of Materials

_ . Safah Patkec-Eaton
Although Hibbert is known for her use of

2004, Enealisky

p.1|'|:| and ]m[l.u_-\.lrr resien, her collaborations sycamore, sifver, gold

texture paste acryhic
with Parker-Eacon have allowed for 2 more nks; & high, The ovary
of Thomeasia foffasa

expansive use of marenials. However, wood i th an outer suriace

I cioerad wath short
rermains her medium of choice and the Tache CRETEL
denge, star-like halrs
1% still the best means of creatng her forms. renired Thomadia
) The Thameria follosa
“When [ began 1o work in wood, it was nort woodiand shrub grows

A Western Ausiralia

because | was atracted to strarght lines and
joinery. | chose woad because | can shape it
inter forms with H-:-‘-'-fllg Tines ar cnsp details
Having been alive, wood has a warmih that
pesonates with my designs. [u is important
1o me that people are able to sense this
quakity when they interact with my preces.
:"ﬂ.m:.' af my d-.':ulgm evorlve from "‘h"l“'“‘ with
organic symmetty and the techmique allows
me to create these forms quickly. 1 find thac
LS the lathe gres my work riwthm and
balance, almosr like a strecrural backbone
within cach piece. As human beings, we are
drawn to patrerns and svmmernical forms. In
nature. recognition means survival, symmetry
cqquates 10 health and beauny”

When Fhibberr mamed fellow
woodwarker Doug Finkel and moved w0

the United Staves, the two set our to find 2

LA ESE HARBER T 4
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Hewcherg Box, 2007
English sycamy
l'.:'l I" --'l'fl |:|'.

EAsEe, acngic Ines;

i kong. Meucherd Boa

Incorporaies tha ange
of technigues Hifsbhert
e kn her wiark
inchuding carving,
airbrushing. resin
Spanes, pyrograpimy
medalwok and

hidden magnets

Peniud Box, 2007, Englad sycamons, sihser, acrylhs

inks; 37 lang, "1 love e unduhatmg suslace of the
Ergiish euphorbis seed that inspired Pepius Bos)
Hibboere says "Ins seae alkonss 10 we It snughy in your
hand when clotess”

143 Lovse HIRBERT

home in Gloucester, Virginia. “We looked a
a number of properties, but found nothing
that came close to mecting our needs,
aesthetically or in practical verms, so we lelt
building a home was the only way we would
get the character and integnity we wanted,”
[lilbeert SAVS. The two fele llzl'l:_l.' o fine a
beauriful, undulating seven-acre parch of
deciduous woodland and began building

an .'I'||"|":'EE:I-L']||.I|| f'..ipr Cod log house, ]

1 Wl & L el ATl FHe forey
i
rr ALTETF S, DEXILFE LI YOy ROMEL
|
') FFreciin CITTOLET FFTHOA 21 Vel
i Wl e ni L dre made Lo
|
[ Bick -l ¥ FATER A =P, i Ef Vil

think this s a beautiful American sivle” she
savs. "~ Iraditonal, but sophisticated and
enduring, It has been wonderful moving 1o
the land and enjoving the birds, wildlife, and
woodland that slopes gently away from the
house toward the streams,” Flibbert often
spends an afternoon walking their dog, Loki,
around the Beaverdam Reservoir, which
boasts snapping wartles, osprevs, herons,

and even the occastonal bald eagle. The
EXPeriences are ImporLant tor Hhibbert, "l s
not pust the beauty of its surface that attracts
me to nature, it 1s the harmonious order of
15 parts, the science, the way it continuosly
finds sohstions o problems. It is both awe-
inspiring and [ascinating. Through my work,
I hope to bring this wonder and appreciation

of natute to a wider audience!”



HOW HIBBERT WORKS: EMULATING NATURAL BEAUTY

~ AT

¥

A pyrography machine allows Hibbert o bum smali details

nio the wood

WILh Texiure paske anc 4 sresdy hand, Hibbeer manes & raisad Hibbert Speays color Onio B w Wk Uslncg & Tiry airbeush

pattemn of dotson the wood: a process she calls "blobbing” wilkh 3ol painls and conceniiyied dyes

Lo 15E-H IRAERT 17



ITHIERRY MARTENON

It's Good to Work with Almost Nothing

In a freld where innovation s highly valued, Thierry
Martenon is perhaps the most innovative of all. He
has a genius for producing the unexpected and 1n a

rermarkably shore vume, he has escablished homself as one

of the most collecnible arvisis in the field. Martenon

.-:-.'|1].1.1t11 how he caome to be a wood artise 1 reside in the

I'¥E IF & 5P Friy VIENE T ! 4V RFILA
everybogy It is a long way to the modern life jn
Fy e ey [ (4 P ey Y - %
4] CY drd we W LU ENE G YEArSs A
| need that to create my pieces. | nead to be quiet

mountains where the only aw matenials are wood and
stone. Evenvthing is made of wond—houses, tools, moofs,
evervthing, I vou are not a farmer, vou are a carpenter,
a cabinermaker, a logger, or a sawver. My grandfather
was a sawyer and mv other grandfather carted wood
with horses. In my village, there was an old woodirner,
and when I was young, | was fascnated by him, He was
like 2 magician. Later, | saw the work of Jean-Francois
Escoulen on show and he was the second |1ug~ifi;11 in my
life. I had no choice, | wanted 1o become a magician.”
Martenon s an unpretentious man who is visibly
embarrassed, and pleased, when his work is praised. His
humility probably has much to do with where he was
born and still resides. 1 live i the somh-east of France
in the Alps where the countryside is beautiful. In the
mountains, we have long winters, which are good for

working. T was born here and 1 love 1o live here, T live

ABOVE

Martenan burmns his slgnatune Inta the wood with a ﬁly'l;d_':l..'nl.'.h.

DPPODSITE

Urnried 8 14022004, 2004, Walnut, el venesr lane

25 high x 67 dlarmeies PALCERES Of verssy Qi 4 (e kabee

retured effect ta the surface of 1his urned foom
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Martenon has built
his waorkshop into
a restored barm in
his horne village of

Le Deertin the
French Alps,

in a small village where everybody knows
evervbody and the young people help the
oldest. It is a long way to the modern life in
the city and we live as people did 60 vears
ago. | need that o create my pieces. [ need

o be :1uie|." It certainly 1s that, Behind his

When | get a good idea, | run to the

stock of wood ana It stares. {5 fike

vl '_-.:_.- ; A aEl e o~ ara S
Wild darce aid WRLH L is covtipiele, i

my brain can think about is that idea.

home, sheep graze in the fields that sweep up

to the ]nnm[ng esCarpment of the foresred

plateau that dominates the landscape. In a
hectic world where many of us dream of such
prace, he is a lucky man to be so comfortable
in his identity and sense of place,

In his peaceful environment, Martenon
can work without interruption, surging into
activity when an idea strikes. "First of all,

[ take my skerch book and, sitting in my
comfortable old chair, T draw. It could take
days and days. When I get a good idea, I run
to the stock of wood and it starts. It's like
wild dance and unul it 1s complete, all my
brain can think abour is that idea”

Martenon's approach is an amazing change
for someone who had a readitional French
training as a cabinetmaker, After secondary
school, Martenon atcended the Greta Téte
d'Or mstitute in Lyon and graduated in
1990, as a cabinermaker, He waorked at
that until 1998, when he decided to devate
himself to wrning, During this time, he
also was fascinated with gl}lph[c arts and
continued to learn all he could. It was not
long before he left behind waditenal trning

and allowed his artistic instincts 1o take over,

|52 THIEREY MARTEMON

Serenity in Simple Forms

Martenon uses simp]-: forms, aiming for

a drg!'t‘f of serenity, Martenon's surface
treatiments give his pieces such -:x:mordinnr;‘
LlLL::iu'n'-:s.Th.: Creatments seem :u'mE:]r. bt
they are the result of meticulous work. Even
sl:c'ming]}' brutal rools like the chainsaw,
acid, ar a blowtorch are wielded with great
carc. Martenon l:xp]ain::«;. *T like o create

a contrast berween |igh: and shadow. The
notches i the wood create the downstrokes
and Ll}:m‘mkrn that |.ﬂ::jl.' with ]ight. P-::Eishing

creates effects of darkness and lighl‘ A%

well. The wood also adds its own qualiries,
I mamly use local woods such as walnut,
maple, and ash. By combining ditferent
materials, such as copper, stone, linen, tin,
or resin with the wood, 1 can giw each
piece its own character.” The treatments are
completely unlike the work of anvbody else
in the field. The strips of veneer look like

metal hammered onto the surface of the



wood. Thin sections of slare laid edge-on
to fill the tops of vessels create o 5|:;|;'L]|'ng

COntrast ﬂFlC] lhl: Eil.-'l.ll.' hJEi- d |'I¢I1'E]'1 1411:1i|.C

quality that contrasts deeply with the feel

of woed. The sculprural picces have clearly
been influenced l‘n_jl' Martenons interest in
graphic art and they often look like sketches
solidified, drawn concepts brought to three-
dimensicnal fruition.

Working from a restored barn in his
village, Martenon is determined to keep
his processes simple and he is not obsessed
with equipment. “It’s good to work with
almost nothing, I tinker and mvent. ['ve
made textures simply by rubbing a handful
of gravel on the wood. You can waste a lot
of time frecing yoursell from technique. To
be honest, for me the lathe is just a tool like
any other tool. But, it has given me the taste
af simple shapes, pure design. It has been an
important part of my artistc hfe”

[n 2004, Martenon stopped naming his
pieces. Now he gives them a simple number
for identification. Possibly Martenon
believed the search for original names was
distracting from the simplicity of his forms.

[he response 'l.-'p'l:'!lLI[d be in keeping with the
5
=

e caning




Uintitled £27022004,

2004 Walnut, veneer,
slate; 16° long =
6" wide x 9" hig

nrinea #:
a horned vassal
embodies all tha
elements of Martenon's
work—an unexpectad
shape, Juxtaposed
materials, and superb
SUr |-|'1".'|.‘." Ireatimant

ABDVE INSET

Lintitled 827022004,
Detall. Cutting slate
with this degree of
precision takes a
lot of skifl

old dictum he follows—Iess s more, It also
challenges viewers 1o interpret his work as
they will.

During recent years, French wood artists
have L-xpl-:m-d texture and surface treatment
perhaps more than any other artists in

the field, and Martenan has done it more

than any of t

hern—uwith ol mastery.
Martenen's work -.'|¢'.'th1].'.-5 50 mpid]}.' i 1%
dithiculr ro follow his progress. While he
moves on the rest of us can only watch,

admire, and dream of kn-[:inq up.

Uintitled #217122007, 2001, Maple and white acrylic;
16" high = 8%" diameter. Untitled #2101 122007 is an
aexample of Martenon's earlier vessels. Waonderfully
propartioned and simply decorated,

the form s perfect.

www.thierrymartenon.com

1544 THIERRY MARTEMON



GRAEME PRIDDLE

Pacific Island Culture and the Ocean’s Beauty

In 1989, MNew Zealander Gracme Priddle toak \Uiuntar_l.'

retirement from work as o radio technician with the

intention of starting a new lifestyle. In the early "90s, he
bought a 100-acre property covered in nanive forest and
with an abundance of deadfall logs from earlier logging
operations. With a seemingly endless supply of wood,

Prddle mtended o make free-form furniture. As he

| I'iimrsk & - § =/ S S L 2 ==

IC 15 50 @ cRallenge to o« CHSISCERLTY COME
=

Hp With ..' Yesr - 1deds, 501 !I.;‘:.II'I L 2volve

an lded nto a series of work,

cxp]nins. he never intended to be a wood turner. “A local

furniture maker who was sllilgg]frlg to make a ||'i'|'ng

ABOWE

in New Zealand’s imited market introduced me to the riddle sits in a recycled and modified welght-triaining chai

Whangarei Studio Woodturners Guild. T attended one while he carves and textures his work,

of their meetings, saw their work, and then watched a OPPOSITE

video of David Ellsworth in action. 1 was hooked.” Tef Rua (One Twie), 2007 Matal, acrylic palnt; 15" high. Priddle
developed the series, which suggests Polynesian canoes,
whern he was abroad on a residency and was suffering from
homesickness, | wanted 1o go home, but | didn't want to

kept dreaming about sailing a hoat home!

For many turners around the world, Priddle’s lifestyle
would be a dream. Priddle resides in his quiet valley
i Hikueangt sith his

: - LEFT
‘r\"[!—k‘ :lnd thl'l.'t" fl'l[[i?ll'l:n.
[he view through the end of Tatd fua is astonishing bacause it
so accurately reflects the end-on view through the diminishing
compartments of a boat, even thouegh it was all formed on the
atha, Priddle spent years racing centerhoard yachts

Priddle’s workshop is
surrounded by native
forest and berween trips
abroad, he keeps in
contact with the broader

‘-'l"L'IDL'I art community

through the Internet.

L EAENME BREBOLE 15E




Priddle fives
conveniently close
1o Mgahau Beach.

Uneil he could support lis JEirni]}' from
his turning, he milled deadfall dmber on

1 of the bills

his property. Now, he pays a
L]'Jruugh itl]ing his art work. It should be
ideal, bur there are unanticipated problems,
as Priddle cxp]m'n:«c: "['Juring a wurking d.r}'.
the main obstacles o gerting in serious _-ilm}:
EIme Are krcpfng up with the constantly
L'imng['ng needs of a I-;Lmﬂjl.' with three young
adults and a gr.-mcls.nn. ll.'.n-;'.ukt'ng after the
property and house, and more and more
e-mail. Also, the remoteness of our property
means a trip W wown for an}'l'hing 15 a
h:|if'-d.-1:v affair, All of these rh[ngs rr:'[:u'rl]}'
infuence cach other and wmrking from
home means [ am .'I.Iu-'.'i:l.'.‘i on call, | started
woodturning so I could spend more time

at home with my young 1';|m1']_ﬁ.-, Lictle did |
know a quiet life at home making wooden

bowls would make me such o busy man”

155 GRAEME PRIDDLE

An Energetic Working Style
Priddle has mastered most of the techniques
he needs, although he thinks it is important
to keep up with creative and technological
developments. He admits his working style
is energetic. " The way | work tends to have
(A 5p|:|:c|:;—i]4n out and 5Lu].1-!” NU‘W:ICLI_’L':\
he has found crearive challenges are what
keep him sharp. "It took many vears of
frustration producing bowls before | started
to find my own voice. It is still a challenge to
consistently come up with fresh ideas, so |
tend to evalve an idea into a series of work.”
Priddle has developed a signature style
that has taken his pieces to collections
around the world. When you look ar
Priddle piece, there is no mistaking who the
artist is. Part carved vessel, part patterned
burning, part Maon, part environmental
statement: the result is work that has a sense
of place and pride that is unmatched.
Although he is mainly 51:|I1[.1L1g11:, along
the way he has been inspired by many
people, both within and cutside the ficld
he now has such a strong presence in.
“Apart from my parents, who instilled in
The way | work has two speeds

1 i
| oo i AA cEAh
fGL OWL and .;f-.-;.-

.

me the beliel T can do anything, my earliest
infuences were the Maori carvers whose
work | saw in museums and wharenw
{meeting houses ). I am still strongly
mfluenced by traditional carving and
contemporary Maori art, as it is LL:-:uai]]jl.'
influenced by the environment, people and
beliefs, which are the main things from

which | diaw 'il'lﬁ}‘l-l'-:ll'if?']'l.”



Priddle resides what he calls a “spitting
distance from the coast” and thar is also
a major source of inspiration for him.
It is not hard to see these infuences in
his work, The E‘-indings on hiz Starfish
Vessels are reminiscent of the ]nﬁhfngs
the [‘n]:. nestans used to build canaes thar
bl'u.:-ughi the Maori |:u:n|1[-: to MNew Zealand.
The 51r1r'|'1'||'11g patterns carved into the wood
and the |nf-;:ur|‘u.".nt';nim‘1 of seashell into his
waork are Turther reHlections of the marine
inHuence. The Maaor vxl-:nsi'l.'ul:v use shell
it their own work and the patterns Priddle
burns into his pieces suggest rraditional
Maor work. The most distnctive pleces
Priddle makes are his canoe-like forms. The
compellingly evocative pieces are remarkable
contriburions to the 1ur'n1'ng wotld, while
their decoration is as clear a statement
of cultural esteem as can be found in any
turned work anvwhere.

Priddle has u-njn‘-.u.-d the influence of
ather Mew Zealand wrners. "During my

'-'i'ITl}' l‘_u'i.‘-ll'ﬂ FLE 'r'-'l-'ﬂ'-?'ll turiier [ was -.'||'.'iwr1

to the work of Rolly Munro (page 577,

Alby Hall, and John Ecuyer, as they were
all using turned forms as a starting point
for sculptural objects and they also drew on
our Sourh Pacihc environment and culture
as sources of inspiration,” he said. "I have
{l]"u"l".l:p'?;. |::l|.'|."|-| l‘[[':'l\'l.'lﬁ (4] [I]l." T il.‘Ll.]l.:l'l'l]r'.:ll
and slt}:'}'-lclling aspects of turning, and
.|I'|I.'1'I.' AT '|'|].:|'|‘|:|.'| ]']l.:i]?l:q' (]1I]L'[' Turners “'l'!lil.ﬁl'
wark has excited or inspired me for many

'L'] il :l ST TeAsons,

Priddle marks a series
of diminishing circles
along a block of wood
he plans to saw into

a shape like a.canoe
prow, for the series of
pleces he calls "waka!
Each circle will become
a4 1urm ['Il:_| center.

ABODNYE RIGHT

Priddle turns a srnaller
waka off-center on

his enormaous lathe,

He has already
hollowed the piece

on three centers and
here cuts the fourth
center, Once he has
completed the turning,
the piece will be ready
fer extansive carving.

EFT

Pridale has developed
a technigue of tightly
spaced branding using
a coiled 1ip an a wood
Burming tool, 1t burns
and textures at the
same time, He brushes
the azh from the
surface so he can see
what |5 happening.

GRAEMESFRIBINE 3%






The Special Magic of Wood
Like mamy athers, wood holds a special

magne for Priddle. "The thing | like most
about wood is it is a warim matenial to work
with and it is not manufactured, so cvery
piece is like a recorded slice of history,
Also, the fact T have an endless supply on
my property is a bonus, but [ do purchase
some timber for projects for which T don't
have suitable wood.”

In what has almost become a standard
dcw!npmrrlr. for woodwurners, Priddle
started out emphasizing the nataral
beaury of umber. Now, although the
lathe suill defines the initial form, design
is the dominant factor. After rurning, he
extensively carves most of his picces. Priddle
explains, “The lathe is definitely my most
umportant tool, but these days probably
about ten percent ol the time on a piece is
lathe work and the rest is carving, texturing
and sanding with hand and power wools,”

One of Poddle’s mose significant
achievernents has been rhe establishment
of a chantable trust to promote and
onganize collaborarive art and eraft events
in New Zealand. Inspired by the Emma
Lake events in Saskarchewan, Canada,
which he attended in 1996, CollaboranaNZ
was held in Whangarei for the first time
in 1998 and has been held every two years
since then, with Priddle as the driving force
behind the event. He alse has been given the
unique distinction of having one of
his picces featured on a New Zealand
culture and the world of wood art are
much richer for his presence.

wwiw.graemepriddie.co.nz

AHBOVE

Point Bregk, 2006 Montensy oy press, mulgs, copper, metallic thread,

%" high x 6" wide x 3%° deep. Priddle first became known Internationally
for thew carved vessels, wihich he says are inspired by bis Interest inthe
Pacilic emdronment and people.

OrFPOSITE

Starfish Vessel 2006, Baur, mulga, paua shell, copper; 234" high x 515" wide
¥ 5%° deep, Priddle explains the series; "The carved and textural elements
represent waves that wash the shore rock textures, lichens, water patterns
and the starfich, driftwood. and multitudes of shells left behind by receding
tides. The apparent fragility of the wossels #l5o conueys my concorn our
iragike rarine enwvionmenis arg undoer constant thiear

MaTtepnan, 2 SRERMERBaTopCK I npasom






BINH PHO

Stories

Binh Pho tells stomies with bis worle and he = one of

the few woodiurners today who focuses Largely on
autobiographical themes. The journey from his childhood
in Viemam o life as 2 woodwrner in the Unived Stanes

is one of SErug ;_1_||- and perseverance, vet e views it as a

philosophical acceprance of destiny through the lens of

the happiness and success he found in the United States.
In Pho's work, the difheulties he has faced in life are
wansformed through a unique aesthetic language. Fe
sees hiow each of his l"ﬁ}'ll'lil':lli 5 is connedcted, with the
maost difheult doors opening 1o future blessings. His
work is his means of sharing this. A love of color,

Eastern imagery and modern are are olwious in his

pieces, While Asian iconography often appears,

Told with Color

o i o

Pho handhcids the plece while he creates its myriad tiny detalls

The sun 213 oved Pha's back porch railing in the midst of the

Merthers i WA nker

fickshow Fark, 2007, Box elder, aordec pamt, cye, cpabd loal

vstories ol b

begh x 8° diameter, Phos father told bir ehildhood

whan the rick a pudier woudd take hirm 1o the mark and then

visit with the other pullers, with thair fckshas ined up

o =
Rinif-FHO

-]
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traditional Asian approaches 1o painting or
N working with wood are rare because Pho's
work grew latgely from the international field
ol artistic woodturning.
An early breakthrough in Pho's work was

meeting the Canadian woodwrner, Frank

Sudol, ar the Armowmont School of A
and Crafis, Sudol’s piercing and airbrushing
technigues opened a new world ol seli-
expression for Pho. He combined the
techmques with lessons learned from other
woodturners: the use of colar as emploved
by Giles Gikon and Michael Hosaluk (page
73, asense of conunuiny learned from
Michael Mode page 81, and the use of
metal leaf in the work of furnimure maker
Diavid Marks. Fe’s also influenced by the
vwentieth century Surrealist painters and
sculptors, notably Salvador Dali and Mihail
Chemiakin, [ .'.u'ug the new apptoa ches, and

drawing upon his thoughts, memortes and

mwths, Pho discovered his artistic potenual.

Oiream of Fire, 2007
Bow elder, acrylic paint
gald leat; 5" high x
25" diarneter. Though
Dream of Fire & smmak|
Py Do Sy i el
Rard, RIsn imanes

covest i o el icles

LAregmer, 2007
Bradioed paar, acryl
patnt, ool leaf
%" high z 3" diarmeter
Pl aften creates
small-scalke '.'.II\.IEI"'\._

ol [he challanges

Imvelved, "Even In the

" ! i 1
imall scale of work, all

1w ChiTasls oflF nieedd Te

b there™ e eephaing

e Wiyt O, 2007, Cikrs

dve: 67 high ® 31%° diamersr. N Way Oul depicts a

vind acrylic paint and

11 15 e £ hallenging

o seale down Thes bBumerfly trapped Ina dense bamboo forest near 3

detail, working with a stream, hased on the s1ony o
s

magnifying glass LOSMIMILENISES M VIS TN m Auring an escape altempl

lag? capiuge bt

li5-4 RiNe FRO



How Pho Works: Start

with a Turned Form

While Pho is known as a woodiutner, he
views turning as simpl a means of creating
forms to express three-dimensional imagery.

Ol 10 percent of "ho's tme s spent

working on the lathe, with the other 90
percent taken up by patnting, plercing, and
gilding the work, Turning the forms 1w a

wall thickness of %" 1o 52" emables hitn 1o

prcrce the design casily latet: To gauge the wall

r &l ol LT P i A LK L
ana t Lrjace, il WHer
¥ i q T - 17

f ¥  FELdS L I P T AL E

r - | - - | - -

i L FRGArry Lt CELCA Ly bl S
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g bne design, pul io s chlglignging

M |

' i ¢ T T i il | {

thickness when he is wming, he shines a light
om the tar side of the transhicent bowl bady,
When the light is uniform, so is the thickness.
Because the walls are so thin, the murnings dr}'
quickly—rtwa ro four weeks—depending on
the humidicy level, Onice a bowl is drv, Pho
can hand-sand it and move on to painting and
detathing i hes unique style.

For surface design, Binh Pho uses three
main techniques: airbrushing, prercing/
texturing, and gilding. Each technique
produces a part icular effect, and when
he uses them in combination, the resulrs
can be stunningly beautiful, After he has
wirned the piece, Pho works directly on the
surface with a pencil, marking out the areas
he wishes 1o pami. Aler -.'nm;lh'ling_ e
sketch, he applies masking to cover some
sections of the vessel while he lavs down

color or dye using 2 wuiﬂ]iu[[rnn-d airbrush

ARBOYE

A ackent woaodiurner
Pha typical by reduces
the walls of his forms
to %" of thinner,

bt he says turming

5 only 10 pescent.of

the work in a plece

EET TOPR
Pho uses tha lathe
A% af Armatune [
hotd thi work swhile

b carefulbe saws The

Fho uses a tiny

alrbrush to apply
colod onio the wood

that gives him contrel over line widih, color

intensity and pradation in a single stroke.
He works mainly with acevlics, which are
versatile, teliable, drv |]LJ|'-.'F¢.]I.'. and can b

v thinned. The

transparent when proper
ransparent color allows the grain of the

wood 1o show through, a desicable effect

BT 1635



ABOVE

Phe uses light to gauge
the wall thickness of
his turned vessels.
Whien the transmitted
light is the sarme all
T, [Ne wWooo i":. Ih-.'—_'
same thickness all over

RIGHT

Phio uses a tiny
powered carving
burr to delicately
pierce a wooden
dragonfly wing.

[543 BINH PHO

sInce t]'lf L'l'li'lf:t':l';?l' of ll'I-E' W'(.'IUCI remains an

IMpOrtant aspect af Pho's work, Once all of

the artwork has been colored, Pho removes
the masking and begins to pierce the walls.
Oceasionally he gilds the surface with metal
leat in combination with E:i-.-:'{'ing, [0 CEeabe
a wondertully rich effect.

From his first r,vcp]m'nrjnnﬁ in wood, Pha
was driven |_n a |.1|'|l'ln;:|s<:u[.3]1|"::;! bent and
by his desire to share his deep respect for
nature, Fle selected wood as his prinrip.t]

mechum becaise e believes it mirrors

human life. “As a tree grows, the challenges
it faces become part of its character,” he
savs. T usually use plain woods because |
p;u:'m: and }ﬁicj'rq: the surface, bur when |1 get
a piece of wood with a lot of character I try
to marry the natural Eigur-: and the design,
but it is challenging. Wood is the wee's
history. When the whole tree dies, the form
it made in life endures for a while, then
decays, goes back to soil, and is forgorren.
As an artist, my mission is to reveal the
hr;mL:;- and, in some way, exale the life record
of a once-living organic thing... to allow it
Ly ]El'l' ;lg-:l‘in l” A new 'r"u"a'i:!.'.”

Pho's friendship with his fellow artists
and the respeer they have for his work
often leads wo collaborations. Sometimes
the collaborations involve a process of
planning, while at other times an artist will
entrust him with a piece, counting on his
unique vision and process to make it into
something special.

Pho grew up in Saigon during the
YWietnam War, His childhood memories
are for the most part pleasant, though he
remembers the horrors of the Tet Offensive
and other fearful moments, Dur‘l'ng his
college vears, he witnessed the fall of
Saigon, and then spent a year in a prison
camp. Today, he is living his version of
the American dream, enjoying a home and
studio in the llinois countryside with his
wife and children. The long voyage thae
brought him to this place continues to be
reHecred in his works. He has earned a

reputation as a guud friend and talented

artist among collectors, ga ]:-.r].- awners, and
his peers. Those who have come to know his
ﬁ|m|'|"r consider him a fortunate man as well,

www.wondersofwood.net



DECODING TEARS OF THE PHOENIX

Occasionally, Pho uses his talencs to ell
the experiences of others, A wonderful
example is Tears of the Phoerix, which
he began two years ago. He bumped
his ool againsg the rim of the vessel as
the lathe was winding down. The result
was devastating—the vessel broke in
two, He set it ande for two years, until
a studio visitor asked if he ever broke
any pieces. “Yes, of course,” Fho replied.
"But narmally | cut themn up and da
something with them—except this one”
The visitor asked him to complete the
prece, but Pho explained the repaired
piece would not be good enough. The
man persisted, and old Binh a story:

The man’s daugheer, Kari, had been in a
tertible accident and had spent a long
time in a coma. It seermned there was no
hope for her recovery bur she eventually
did wake up and recovered. Pho was

. 3 -
o e e )

Tears of the Proenix, 2006, Box elder

burl, acndic pamt and dye;: 14° high x 7
diameter. The image of the hare appears
in the airbrushed color on the right front
of the vaze form

being asked to create a piece from his
broken vessel to celebrate her new life,

"Inazead of joining the pieces tagether
where it was broken, | shifted the bottom
90 degrees o show the defective parc

on the front as the main feature” Pho
says. ™| used thres main braces o join
the broken vessel at the bottom to the
perfect top”

The number three represents healing

as well as heawven, earth, and man,
Because Kan was born in the year of the
Wood Hare, Pho airbrushed the blurred
shadow of the hare by the defective
part of the vessel, On the back, he
placed a negative image of the Phoenix,
representing rebirth. The year of the
accident and Karis rebirth was the year
of the Water Rooster, 50 the image on
top of the vessel is a water rooster rased

Jn e back of the plece, Pho has
plerced the image of the phoenix fisng
froamy the flames

above everything else, He alsoadded
teardrop imagery to the three braces,
as the parent had written a book about
the experience titled Laughing Through
tie Tagrs,

For the lid, Pho carved a piece of wood
in the shape of a healing rock thac

fits i the palm, using Kari's favorite
eolors. Her narme was etched in the
top and base of the piece, along with
the Chinese character for ‘tear. He also
expanded the vessel opening a little
more, shaped it like an eye. and added
one more teardrop chere, After much
consideration, the title came o hime
Tears of the Phoonix.

Pho uses & powered Caning ool 1o pheie
the walls of Tears of the Phoerx

Ter crate & lid. Pho carved and pakntad
4 healing rack that fits Into the palm of
tha harnd

Bastl PO & 1654,



MARC RICOURT

The Vessel Was Mankind's First Tool

Like marm: other contemporary turncers, the carcer path
of the French arust Mare Ricourt was indirect. Flis
interest in wood began when he decided he waneed to
be a cabinet maker, but once he achieved that goal his
Creative urge led him 10 the Beaux-Aris school in Dhjon

to learn to deaw, Bicourt Spent much of his ome there

developing new techniques, such as applving plaster
1 canvas 1o achieve 2 textured effect. Whar he did not
realize was the search for three-dimensional effecrs
would lead to woodiurning,

II'|-.-‘.|'I'I-I' I.!."If.. I SR 1I‘~I'-i{ ]-'l'll'll-' 1T & STOTe -'II'H.i 11'I':'|'IIE_.I'I|

it might be a way to combine working in wood with
my Jove of texture,” he savs. "With a linle help from a

friend and some books [ started to play with i | was

Rlcourt deeply Carves & pece with & die grrdss wile i i 1l

o fEse Lk

happy 1 had tound a way 1o work in three dimensions,
but T didn't know what it would kead o) OPPOSITE
- - . ¥ P4 o 2 w | - 3 el -
A kind of hariom, -i‘|-'1.r1u|~rd berween Hicourrs vessel, 2007 Bleached ash; 17%* high x 10" diameter. The fins an
the deeply carved plece approach trancfucence at the edgoes,

shading the lkght and safiening the whole impaession

lifestyle and his new-found passion for wirning. e
]lmlj_,:hl a :Lﬂ-}:'.li-uh[ stane house which suired his
needs pertectly, as he desenbes: "My house 15 ina linle
1.i|[;|g-u with 1'|r1|:. ﬁrl'1_1 inhabytanis. Do is inihe ]:!II.I.!I'!._L'.IIH!::
region near [ijon where the landscape is beauniful and
there are lots of forests, In fact, 95 percent of my wood

comes from the area, My house used 1o belong a clog

| AT RICDETRT RS
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e 20-year-old clog
maker's house wherne
hie resides

e interior of Ricourt's

hame reflects his ko
of dmple matedals and

A fuiel lireshyle

W BDT (N

Ciner of HicourTs

|'|':' = :.'.I'|' o
prog
Bozomibes lathe

5 on his heawy

7o Maro Ric

LIRT

maker, so it is nice that it is being used for
woodwork ;ilLl.'ltl'I."

Ricourt contimued to develop his ideas
in isolation, although he was influenced by
others’ work. "The English tarner Mike
=catt was the hrst, then David Ellsworth
[page x ). | also like the 11'|||p'.un- af David

Mash and Constannn Brancust, Bvenmaally,

J r i
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he found the wider world of wrning. In
2000, he avtended the World Turming
Conference in Puy-St-Martin in the south
of France and mer many established turners,
some of whom suggested he should
his luck in the United States, so m 2001,
he wraveled there, "1 visited manmy magor
collectors and saw hundreds of pieces

af weod art. In France. a woodmirmer 1s
considered an arvsan, bur over there a
woadrirmer i3 an artst [T was just whar |

needed 1o change my life”




Exploring the Vessel

In recent years, Ricourt has concentrated
o fx}'u[m‘ing the vessel, “1 think the vessel
was the first tool creared and used by
mankind. I find it a2 wonderful concept—
useful, vet tllj.'&[-.'t't'L}LlH. I tey to find h:n'tmt-n:.-
between the wood, the shape, texture, and
color, In my mind, there is a 5 mbolic
IL‘L-Em:.; to the work.” His }u'm'rs aften give
the impression of remote cultures or lost
civilizations and he admits to a fascination
with many traditional art forms, from
{:‘I'l't'.lt'l-ilil ] .'"II.E.:I'II.-TI, ..li‘.I'CI Ei'rml [|'|L' H]'l.'?“'zi'
Age to the present.

Just watching Ricourt work is exhausting,
Like many other creative turners today,
TUFNINgG ACCOUNTS fon nn!_r a part of the
wark. After hollowing and shaping the
outside of a vessel on the lache, he then
energetically attacks it with a vartety of
power carving rools. “T use the lathe for
all my piu:ﬂ:.l:.” he says, but the 5]1.L].ﬂ'11g
||Eﬁ|'.i |-||?]E'i'|1"l'|-'|‘|g l?'ll!llj' ACCOUNI IE” ;I]'"i]'l]l.
thirty per cent. Seventy percent of

||'I|.' ‘r'I.'ﬂI'I-l i.‘\ L'i'll"n.'l.l'lg ||'|I‘ IZ:I'|:I|:\'.H.L[I.'..“

RIGHT
1o create a paired sculpture,

b ELO Ve TOP

Vessel, 2006, Ash; 18" high » 7% diameter, In his endless explaration of the
texturad surface, Ricourt contrasts regularity with roughnass, sharpness

and softness. His pieces trap the light. creating intriguing shadows.




Ricourt enhances bis work with such

rualwast Lexturing that 1t 15 sometimes hard 1o
scognize 1L was ever turned or even that it
is wood. Mamy woodmerners hold the vessel

1|'-.,-§. have turmed in such reverence that
'I|'||':.' only tentatively rework ir, unwilling ro

destroy the purity of line or the beauriful

worod 1'-IE'.IIi'I'. Mot Ricourn, He l:ll.'l'E"'.' Carves,

sometimes incising grooves so far that

they break through the walls of the vessel,
allowing peep-views of the mterior. In other
warks, he carves spimling grooves thar swird
around the vessel, lift g and eneTgizing

the im'-.':' I |r :|1'.:'.L;-.": (4% .'|rlr:11|'-[ 4] .I'|||.‘[|' the
ool marks, but the rouglness belies the
contmol required 1o make such consisten
cuts. When the carving 1s done, he bleaches,
sandblasts, dves, stains, sands, and further
roughens the work unnl the oniginal vessel
is barely recognizable. Often his picces look

wholly organic, with a softness to the finish

06, Scorched efmyg 1687 high x 12" diameter. it s hard to escape the
is conoded cast lion. The surpse comes when you pich

it

Vesse 2005, Bleackad ash; 167 high x 5% " duameters Inshde the deeply carved

e " '
anged, Ehe weood grain CHEATES | X IUNC Wk

Al ana

Veseer, 2005, Walnut, ferrous oxide; 197 high x 7° diameter. Resemibling nusted
ron rore than wood, this mechanically st

b ks impossiole ta reslst the temptation o pecr though The CHREMINGS

iFed wase s highdy mystenous

'J-rr
| [fhh_-___




vessel, 2007, Bleached ash; 257 long x 107«

Ricourt's upakght vasas, this eclining pleca resembles the carmpace of a

brached sea creature
ABDVE BOTTOM

vesiel 2006, Poar; 9° high x 117 diametor

COFPOYS|TE

Vel 2006, Walnet &rgd ferrous oxlde: 18" hiah < 67 digmetes Ve rew
LAV -dvedy process wheiely RiCour i« Juces e dismetes ol e Turre] flecs

wilh desp textuing. The cascading grocwes Cr

174 Marc RICOURT
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thar makes them appear o be the work of
nature, Whatever 15 in his mind, Ricoure
does not name his pieces, leaving viewers
free to create there own fantastic stories.
Ricour gives the IMpression he has
unlimited 1deas to ranslate nto solid

works. Certanly he puts in a lot of ume
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to realize these ideas, up to ten hours per
day in the well-equipped workshop. His
enormous lathe enables him o wrn large,
thick-walled pieces. He can then rotate the
work while it 1s sull on the lathe, carving
his rrademark deep textures, Afterwards he
rehines the carving on his work bench beside
a high window which floods the work with
natural hghe. Fhis hifestvle in his beautiful
hame retlect his passion for art, wood, and
mraditional values,

Www.marcricaurt.errance.net









MIKE LEE

Wood Is a Joy To Work or My Worst Nightmare

The works of Michael Lee harmonize form, gestuty,
and texture with abstract forms ilupilrd ]."}' his
experience of nature, He begins working on a new
piece with a sense of the shape, but relies largely upon
intition as the work develops. The sculptural forms
that resule from the process make it clear how much his
natural environment alleces his worke

Lee was born and raised on the Hawaiian island of
Oahu. “It’s a great place to live and ratse a famiby” he
says. "For an arust, it oflers a laid-back [il:.':nlj.'lr, as well
as a very stimulating place to work, with beautiful green
mountams and the warm blue waters of the Pacific
Owean. My favorite surl spot is just ten minutes away so
it's easy for me ro grab a quick session, as well as gather
inlormation for nw next piece.”

While surfing as o means of doing research for his
work m:ght seem A stretch, the mtuence of the sea and
the coast is olviows in Lee’s wark, IT his pleces seem
surrcal or haunting, there 15 a reason for that as well.

Lee is perhaps the only woodwrning artist who points

to the wiiter Stephen King as an intluence. "His books

ABOVE

Lee s on the Hawalban sland of Cak, vhere be surls daily
4 prepaatan for i weark in wood, He enjoys ‘S.F‘(;'IHJ g e i
the aoaan with bis chilldren, Kassidy and Kalana

LEFT
Koolna lagoon 15 the beach where [ often spend time with

oy farndly, swimmiéng, diving or Just hanging out to watch the
e " Lo LAy,

DPPOSITE

b T OF Do Affarfros, 3006 Gabon ebamy, ine st

1" high x 57 weidhe x 117 dhaap. "Our som Turned 13 1261 year

and a5 | reflected on this milestone, | had a desire 10 capture
thes moment he was barn Lee Ay “Cmert OF Qur Al Hion
represants a famaly portrait of oy wife and |, as starfish vessels,
cradling our first-borny

=T SUKE LIE op v Iydy
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Cur Howse, 2005
Kamanl, kingwood,

it e eart, pac

Gabon ebary, lignam
6% lang x 11°
wide x 10% ceop

e Houde s a family

portrait in which ous
ohang s nesthed in
thesir humble abede!
Lee says “Our ouse
tlwiays has been a
place af refums snd
comioet o me and

ey Famnily”

W

el -I | I.I"I..l-'.' .; y I (" :|.|
Koa, gaban ebony
PR, YR ER AT,
| IR wilae
l_'.-:'-l-'j |leat, dVe” -".:|:|I' W
10" widex 11" deep
I wanted o convey
the changing of the
seasons by using the
different calors of
wood far the pods

ol MHOLER

s of the bowl laced
wilh the sapsood
clowds epresent
mather carth cradling

hier cedestial seasons”
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mannet,” Lee explains. Lee's unique aesthene

also is due to the carly impact of jade and
wory carvings his mother broughe with her
trom China, "These picces were my firse
imroduction o the wordd of cany ini;_“

Lee origimally became imvolved with
woodarning because he was dissavished
with his career in the computer field. “To
prevent myselt {rom bemg bored silly, 1
decided to buy a lathe, a book, and a set of

turmng tools. [ proceeded to teach myself
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the fine art of bludgeoning wood.” With
time, Lee became “addicted to wurning” and
was skilled "'““"'11-!1 o sell his work part-
e ar local crafr faies, Working as a studio
assistant at Arrowmont School of Arws and
Crafts gave him a close look ar many well-
known woodturners, making it clear to bim

|.|E.I[ LIII.' L'I.'.!ai-[ I'I.'Il.i t'l-\.Hl.'t'Il'i.'Il s an arl |-l."ill'|'l-

[n contrast with the formal education at
Arrowmont and immersion in woodiwrning,
which was exciting, Lee was increasingly
unhappy with his dav job. He decided
1o attemypt m,ﬁaillg aliv i:ng as a full-time
woadrurmer and found a wav to make it
work, balancing the ereation of Hawaiian
calabash bowls and small vessels for the
tourist market with one-of-a<kind sculptural
works exbulyred Iy ]1'.1di|1g E].I]I-\.']'I-:'.'.-. T lowe
being mv own boss and making things with
mw hands. When | was in the computer
[teld, T was mst 3 hiele cog in a wheel. As 2
woadrurmer, | can go inco mw stadio; marn
something, and have that tangible object 1o
admire and hold in v hands ar the end of
the dav. Thete 15 a teal sense of sausfacton

.*I'I-u{ contentment Lo II'-:"i['I\: | Hl.'ll.lxrﬂl.r TRCT.




Start the Day Surfing

Lee employs the lathe early in the process

of creatng has sculptural pieces but thete 15
often little evidence of woodurning in the
fnal product. "For straight production bowls
and vessels, pretty much all of the work

is defined h_l. the lathe, with the CXCCP 1001

of some ]|g|1| texturing, The carved paeces
require much more extensive work ofl the
lathe, alihough the portion done by the lathe
15 crucial to the overall effect of the fimshed
piece. | design my carved pieces around

the fact they will be rumed in some way or
another frst, and the arning remains an
important aspect and serves as the focal poim
for the rest of the piece,”

Lee fully embraces the quality of life for
which Hawaii is known. He believes going
surhmg in the mormng ts the best way to start
his working day and listening to music is
important to the carving process. “1'11 put my
headphones on with some good music and
just start carving,’ he savs. "Afier that, a lot
of it is intuinve. Often a couple of hours will
v by and I'll look down at the piece and not
event know how 1 gor there. 1 usually doni
have a right or wrong answer to the direction
ol a plece I'm uul'klugnu. |']'L||'i|:§ the
course of a dav, [ wall have several different
design detours tpging at me. Sometimes,
the decisions are direct |j.' related o the
limiranons of my ok, so a curve or imee
may take a different wrn than firse imended.”

While working on a piece, Lee usually
cradles it his hands, tuening it over and
EXAMINING 1t as it evilves, Lee tends o
work on a scale conducive to the process,
which provides a sense of intimacy and
resulis in racnle and 1£1||.*:|I§.' sedLctye

www.leewoadart. com

r u ¥ i Ohana, 2304, Lignum
works., “1 always have enjoved the warmith 2004. Ligm
witde o, Gaban
chony, kod, yellowheart
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"The dilfetent smells, densities and colors
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n Hawaian, Lee says.
“The plece is a family
partralt representing me
rrry wele, Debbke, son,
Zachary, amd daughters,
Katwdy 2ndd Baiana.

Wood can be either a jov to work or my
worst mghtmare, but in the end 1t the
1||:pr.:|.i|'..'u!-i||'ll.' that makes it such an

exciting marerial with which ro work”

v, Gabon sy,

e 5 deen, Says Les

focsiad, 2003, Co
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Woodworking/Art $29.95 US

NEW-MASTER
WOODTUR

MEET THIRTY-ONE CONTEMPORARY ARTISTS
PUSHING THE BOUNDARIES OF A CLASSIC CRAFT

S

They are from different parts of the world, but share a common passion: turning
wood into sculprural forms of self-exptession. In this groundbreaking book,
thirty-one innovative artists—the New Masters of Woodtuming—share their amazing
turning techniques and the inspiration that fuels their distinctrve designs.

You'll see each artist at work—in their studios, homes, and at the lathe —and
discover why their stunning work is considered to be preeminent in the respective
ficlds of woodturning and modern art. A gallery of beautiful photographs displaying
breath-taking vessels, bowls, platters, and more —many of which have never been
published —accompanies each profile,

New Masters of Woodiuming looks beyond the surface of the wood and into the vision
and mind of the artist, providing insights that offer a capivating and important
pesspective of turn-of-the-century art and aaft.

FEATURING A GLOBAL ROSTER:

AUSTRALIA Vaughn Richmond - Nel Scobie CANADA Michael Hosaluk
Stephen Kennard *+ Manlyn Campbell ENGLAND Louise Hibbert * Hayley Smith
FRANCE Alain Mailland * Theirry Martenon * Christophe Nancey * Mare Ricourt
GERMANY  Peter Hromek * Hans Weissflog [RELAND  Liam  Flynn
NEW ZEALAND Rolly Munro * Graeme Priddle SOUTH AFRICA Burch Smuts
UNITED STATES Virginia Dotson - Harvey Fein - |. Paul Fennell - Ron Fleming
Mark Gardner * Dewey Garrett * Ron Layport * Michael Lee * Michael Mode
William Moore - Binh Pho - Betty Scarpino - David Sengel - Jacques Vesery

ISBN §7B-1-56523-334-8
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Chapel Publishing
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