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INTRODUCTION

Ren flemeng, Yama
Yuri, 2006. Basswood,
scrylics, 36" high x

17" dismeter, Fleming
created the tumed
vase 45 4 vehicke for the
painied llies, which

are lide-sl2e. He says,

"1 had 1o reinvent the
dir-brush process 1o be
able to apply the frisket
on a curved sutlace
There's more than 400
hours in it” For more

of Fleming's work,

00 page 311

Woodturning in
the 21st Century
During the 1960s and "70s, turned wooden
bowls first came to 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 vision started to ignore tradition, and
to make picces that broke many of the
old "rules” of the craft. It was a quier
revolution, but a strangely disconnected one,
because many partcipants had no idea whar
the others were doing, I anmyone read about
woodwrning, it would have been in books
emphasizing the trade values of techniques,
not of mnovative shapes or aesthetics.

In 1976, the Amencan writer Dona
7.. Meilach first documented the work
for what it was—the beginning of a new
art movement, In her book, Crrating Small
Wood Obeits as Functional Sexcdpture, Melach
assembled much previously scattered
history and put it into a larger context. She
was probably the hrst person w desenbe
wirning as “sculprural” and o refer o
rurners as ~arusts,” Metlach also introduced
people who would shape the new freld,
such as Melvin Lindquist, Bob Stocksdale
and Canada’s Stephen Hogbin (page x ).
Meilach’s work alerted many arusts to the
fact that there were others like them, and
also inspired mamny newcomers to join the

movement. Meilach continued publishing

VI ; INTRODANTTION

insightful books on the helds of wood an
and general craft, more than 100 in all, uneil
her death in late 2006,

Duning the 1970s and into the "80s,
the then-new Fire Wondworking magazine
published a sertes of articles that reached
an enormous audience around the world
and changed the future of wrning forever,
The series included stories on turning
delicate bowls of exotic timber by Bob
Stocksdale; heavily spalted wood, previously
unheard of, by Mark Lindquist; green
tirning, a technique pracuiced by turners
for hundreds of vears, by Alan Sury; inlud
wood with hi-tech finishes by Giles Gilson,
and, most significant of all, a 1979 arricle
by David Ellsworth ( page xi) on hollow
wirning, Ellsworth Lid down his challenge
1o the murning world: “Bowl wrning is
one of the oldest cralts. It is also among
the least developed as a contemporary art
form.” Ellsworth was good at explaining
the techmical aspects of his work—Iathe
specthications, speed, tools—bat he also
introduced language and a philosophy that
had never before been heard in relation
1o turning: ~ The concentration involves
all senses equally, and the center of focus
is transferred 1o the tip of the rool” It
was heady stull, just nght for the umes,
and it hit the mark in a culture ready
for rule-breakers.

[n 1980, Dale Nish of Provo, Utah,
published the milestone book Armistic

Marepwnan, 3aUnUeHHbIv
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STEPHEN HOGBIN: BREAKING
OUT OF ROUNDNESS

Stephen Hogbin was born and
educated in England, then
immigrated to Canada in 1968,
to teach design. In 1974, he
astonished the craft world with

an audacious exhibition timed

to concide with a World Craft
Congress meeting being held in
Toronto that year. Hogbin was,

perhaps more than any other

person, responsible for upsetting S e

the tyranny of the circular form ———

that had dominated the turning
Stephen Hogbin's 1974 Toront
world for thousands of years. exhibition astounded woodiumers
and the larger cralt wora alike
As the woodturning writer andg
Hogbin's first book, educator Mark L1"111':]" as said
"Hogbin was 20 years ahead of his
e, and now, 30 ysars later, he 1S

cLill 20 years ahoad of his time”

Woodturning The Purpose of
the Object, was pubhished in the
mid-1970s and shattered many
preconceptions 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 primarnly makes round objects could be
used to produce sculptural pieces that left you wonderning how they
were created” Hogbin showed the way for the many artists who would
later cut, repoin, color, combine materials, and bend the rules. Marnlyn

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

David Ellsworth, right, presents the American Association of Woodturmess

lifetime achievement award to Mark Lindquist, left and Stephen Hogbin

center, at the AAWS JOO/ conferance. Photo by John Kelsey

¢ INTRODLUCTION

ilm;r}'ur.t:u;x Nish showed Iuinu_._'!nl when he
put the word arustic on the cover and he
introduced i1deas that proloundhy intluenced
turners around the world. Nish S K
of paving “mbute 1o natures designs,”
and of making the most ot taulss and
damage in wood, Nish was one of the
first to chronicle the changing ways
wirners were using wood, and their new
approaches 1o displaving 1s beaury.
Nish followed up n 1985 with Master
Woadturrers, i'-.-.m:nng the work of mine
artists who, if t]h"l.' W Mt Jlt'u‘.hh‘.
were transformed mto twrning icons
the Amencans David Ellsworth, Mark
Lindquist, Ed :"51.*-:1[1|H'HE1, Rude Osolnik, Al
Stirt, and Jack Straka, along with England’s
Rav Key and Australia’s Richard Rafian
The inclusion of the latter two was an cark
indication the new held was 1-{;'umr'ng an
international phenomenon. In 1985, The
launton Press published Turming Hoad, the
first of Raffans widely sold senies of how-to
books and videos, which many artists toda
cite as a valuable part ol their education.
Other mrners who were repeatedly
acknowledged as mentors and exemplars
imn I'Hh'nh wWs 1111 lhih ln.hrk lm'!ud-.' |-‘-'.m|.{
Pye, Del Stubbs, Bob Stocksdale, Michael
|losaluk, Al Surt. John Jordan, Jean-Francois
Escoulen, and Mike Scorr, It is impossible to
give credit to all of those who deserve it vet
it 1s worthwhile mentioning the reputations
of some woodmmers have been compounded
by repetiion during the last thirty vears,
while many equally deserving names have
been passed over. Like any field of endeavor,
creative woodturning has a history filled with

anomymous and forgotten contnbutors



A New Collector
The new work auracted a new kind of DAVID ELLSWORTH:

collector, people who not only fell 1n love HOLLOW LIKE AN EGGSHELL

with the lure of wood, but also believed

the leading woodmrners could become the Ellsworth came to broad
new art stars. It was not to be the case. If notice in 1979 when Fine
the new lm'ning heroes lrn:;unr I-.unm:-. 1" WMWhﬂ£m=ﬂﬁﬂE
was not in the broader art held, but among introduced his techniques
the legron of aspinng wirners with lathes in for hellowing wood through
their garages w ho sought to create similar VIRFIOw OpeNFigs o CreaiE
work. The amateur artisans formed a new vessels more like pottery than
any woodwark that had gone Oavid Clisworth, Ovaid Por #1,

market for tools and hardware, and lor a soelted simer maple 6 hoh s

11° diameter. His pieces combine
of the deeply held traditions of the fluid lightness and elegant form

new line of equipment. From sophisticated _ of pottery with the beautiful figure
functionality that had defined R M AT

: _ before. Hs work overturned all
time cach new turning 1dea gfnrmrn{ a

hollowing systems 1o ever-larger lathes, vast
5 =l g turning, Ellsworth himself was

numbers of tools were manufactured and Erofouridly nflusnced by Naciva Arserican botuny and he plancad tha

» . " T am I it . . . X
sold to the burgeoning amatcur market seeds for the explosion of creative woodturning that was to follow. For

As a result, a thin and d:ﬁh.'nh-m-m'..'il.:.nr the first time, woodturners were seeing themselves as artists.

linc dn'r:lﬂpcd hq: tWoen amatcurs ‘n'hu were

able to create technically proficient work, Ellsworth went on to help found the American Association of
largely by imitating or taking classes from 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

their heroes, and those who had a disuncth

original aesthetic vision that propelled the

TR | e and manufactures his own line of tools for hollow turning.

'"n.'*c I‘j. r.u‘l} on. a th” gt'uu p (4] I'

woodirners emerged as the collecuble e Semosteay ) S
- i e e
masters. The group included James 4 —— =
- . e e S eyt
Presuni, Bob Stocksdale, Melvin and SEITSITIIES
Mark Ls ndqmst. Rude Osolnik. and Ed e
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the 1980k and "90s, new arusts entered the
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gallery system, among them such innovators

as Todd Hover, Stoney Lamar, Michacl SSesamiEobT ST TSRt
Peterson, Giles Gilson, John Jordan, Mike T = St or
Scott, and Michelle Holzaptel. The mnfusion S o e e ey

reated challenges for new collectors and
ol ¥ - Dawvid Ellsworth astounded the woodworking workd with his 1979

curators, who had to navigate a scene where magazine account of his hollow-turming techniques, combined with his

_ , : perspective on where his work it in the Larger cralt/art world
accomplished artists exhibited alongside

L‘ﬂ'll‘l'gl‘ﬂl I ii'l"."l-. Thr t‘.‘ll’h' SLICCCSS l'I'I- 1l'lt“
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RICHARD RAFFAN: GOOD
TECHNIQUE AND GOOD DESIGN

Richard Raffan often s acknowledged
for demystifymg the very ancient craft
of turming, showing how almost anyone
could achieve superb results using
simple toals and techniques. A turner
since 1970, Raffan published the first

of his serws of how-to books, Turming

Woad with Richard Raffan (Taunton

Many thousands of Press), in 1985, Since then, he has

woOdturners have learmed :
el traveled tirelessly as a demonstrator
Dasic skills by Imitatng

Richard Raffan, via his mary and teacher. in the process emigrating
VOIS, VIGRUS 310 (VA from England to Eastern Australa. He
15 perhaps the person most responsible
for spreading the idea that anyone can learn to turn wood. Raffan
always has emphasized the need for good line and simplicity of desgn,
and recognizes the generations of British production turners who went
before him. In his own words, "l don't feel the need to be different, but
| would kike to be good." As the German turner Peter Hromek (page 37)
said, "l found a translation of Richard Raffan’s book on woodturning

design and it became my bible”

Richard Rarfan, Bow! (production work). Cak, 16" diamoeter, Raftan's apooal e

in his no-nonsense combination of profestianally efficient techmigues with

an excedont and explainabye, sense of desan Photo courtesy the artist

L1 INTRODUCTION

true innovators suggested onginality was the
key 10 sales, so the new generation began

10 CTCAIC Ve miMe H”H"«-H-'II ﬂ”d |'.."'-.';”'I'|~.'-'I[I'-|'
complex work. At the same ume, some who
had already made their mark by creating
origmnal work seemed condemned to repeat
thetr ideas ing rm.u‘nh, 1) n.m'r.i'_u the desire

of collectors to own a signature piece,

Round No More

Woodwarning 1s unlike other traditional
woodcralts. In carving, furniture making,
and carpentry, one takes pamns to hold the
wood sull so i1t can be worked by moving
11H1|'t. In '-'r'nhh.'!lul:'llll'r:,_L the lathe rotalcs IE'Ir.'
wood itself against a hand-guided 1ool, The
inversion has two valuable consequences:
much turned work can be n'ulnrhhﬂ nght
on the lathe with no additional processing,
and -.uwdt'.:rnlu!: ollers a veny tp.-.i.l;
path from fallen tree to finished object, It
also brings a limitanion formerdy scen as
imnolate: turned work s round

httn‘h ol Ehr “:."u'u.{ AT N !h'.'i lrm‘-k
iverts those trutsms: the fathe 18 merch
the beginning, with additional off-lathe
processing to come. It 1s not at all quick,
and 1t no longer has to be round.

Most of the carly innovators made
their work entirely on the lathe and the
artists in the book generally started owt
domng the same, Most of them spent many
vears mastening the tradivional skills of
turning before leching the need 10 add
other techniques. Many don't use the lathe
nearly as much now, and some \:Hig!:!{ with
whether they are “turners” at all. A picee
ol wood migh: h;w:h! a very bnef time on

the lathe. followed bw months of I‘ruut"l:lﬂ!.:.



"'-U“'IL'“-IT]\_?‘- [CITOn III?_" ] l.-'l-IT}L..'.--\.IIIII:}: JITh
evidence it was iminally wrned. The trend
imn l'l.”'ﬂi'd "n\'\"i'h.! A1 NOw 18 1O Carye, l‘lll’ 1,
l."'-]l"[. T, .H‘Id Ic '.hﬁ'k I.'*IIL'\.‘I.."JI-

Onece woodmurming was valued for how
quickly and inexpensively it could be done,
but now artsts boast ol how many months
they spend reworking a prece after urning
1. However, many sav therr work s sull
“defined by the lathe” and most admit o
a deep-scated love of the very ancient craft
of turning. It s true that even when a piece
has been reworked extensively, its beginnings
as a round and symmetrical shape sull wall
\lhﬁt I}Il't'-llgll—ih I”'-l."‘i are 100 lln‘ﬂ.u*t'f_HI [£h
entirely disguise. The arrses’ loyvalty to the
lathe may scem surprising, however, because
it is the work they do after uming tha
makes their work djﬂtﬂ-:lh' thetr own.

Pt‘lh.li'lh the contradictions ol wurned
wood art are best summanzed by Vaughn
Richmond page 51 when he savs, “Some
of my woodwirning may have an elemen
of sculprure, and some of my sculprures
1A% I":."I"l C 4 l'Il..'lTll'lll '-"'!'T “-Uh"l.h'.!l ”t”:g:.u .'*“:
the same time, mam' wood artsts \.IIHPEF
dehine therr work as turning. Hans Wersstlog
page 63, the only wurner in this book
to have mmpicwd a tradicional turning
apprenticeship, 1s in no doubt about the
mportance of the lathe: 1 believe the lathe
|1nrtidn MOore iwmuiu]llu-a than most people
know. That's what I want to show in m
hf:'ﬂ}]ﬂ*«. A 1 18 MY mOost imporant tool,”

l-hL" l.‘l..'.'l'i..lT."n L*! "In\'L"I_"L{ LS 'H'h.'l[ ALracs mam
artists in the first Erin-. e, and much r.u']l'.
work celebrates i, It 1s about the wood's
.1i1|'~1'.11'.|11-.'r, ."'-I‘Hl.'”. }:T-'ﬁllll. ICXTLTY, -I”‘Li I“Ikﬁ-

with the natural world. In the early davs,

a clever use of wood grain was enough to

claim artsery. Even now, when artists may
obscure the wood n texturing, htrnmg, and
painung, it stll has appeal in 1ts warmth,
heft, and vitality, Chn stophe Nancey (page
103) pucs 11 welk “[ see the wood as my first
ool and my hrst source of inspiration.”

For mamy of the arusts in this book,
their immediate environment s another
important part of who they are and what
they create, and pursuing a sohtary craft
with an uncertaimn income s thetr method

for hn".'l‘.r-LI able 10 live 1n pi;u'ﬁ they love,

Wil
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Exciting New Techniques
For a Iung nme, many who were promoung
'“'H'l"'li gt Ilki."t'.i LO L_i.'-'m[l“'l..' "o k'l'l_..'lmif!' .'lIh!
art glass. They were looking lor a vocabulan
to help build credibility in the top-end
market. In reality, contemporary wood art
uses techniques as exciting as amthing being
done in other fields. Burning the wood
has progressed from rough blowtorching
to refined finishing and patterning, such
as the delicate burnt textures of Graeme
Priddle (page 157 . Textuning has expanded
to include evervthing from the controlled
brutality of Mare Ricourt’s slashed finmishes
pages i and 169) 1o the delicacy of carved
surtaces by Jacques Vesery (page 69 ) or Liam
Flynn (page 1), Where painung and colot
once were treated with suspicion, the playful
use of color 1*Ij.' Michael Hosaluk page 75)
and others now ts much admired. Much
of Ron Flemmgs work depends upon his
skills as an tllustrator ( pages vin and 31,
while Binh Pho's picces (page 163) are more
about color and carving than anvone in the
L'.Il‘]‘. d.nh u'UUM |1.I‘L'L‘ im.t_giurd. Onice 'u'uud
was the sacrosanct material, but now i’s

mmpfcmumn{ bv other matertals, such as

the spun metal of William Moore (page 45).
I anyone doubts murned wood art is now as
much about carving, textuning, and sanding
as 1t 1s about wrning, they only have 1o look
at the astomishing work of Alain Mailland
(page 181 % One dav, wood art wall be
I-:a.'ngnt.rn‘] for the r-.'[,u'rlnih.‘ ol teg |1n|'~|u-c:h
.md Pﬁh‘r\-wh " !’L‘h ﬂ".'-h‘l‘i‘l.‘!

While turned wood art has 1ts roots
in utility, todav’s artists often encounter
a prejudice against function. Galleries,
collectors, and museum curators tend o
lrown upon production work and functional

bowls, suggesting those woodturners




By leatunng the work ol fourteen
Amenicans, two Australians, three
Canadhians, one Inshman, two New
Zealanders, one South Afncan, four
Frenchmen, two Germans, and two Britons,
this book shows the intemational Havor

of the contemporary turning movement.

will not be JL'a.'-.'rh'd as | SCrous artists.

However, many woodmrners continue 1o
produce funcuional mul:lpln as 2 Mmeans
of supporting their familics and because
they simply enjov the work. Louise Hibbert
pages vi and 1435 believes utilitatian work
stell 18 important. "Rr]u.mng forms kurlu
my tuiming skills up to *-]‘-n‘d.“ she savs, “l
love mv living environment to be hilled with
useful things, hand made with care and hlled
with personal ir;nifir.u‘n"r, Its a sad facr that
hand-made Tuncuonal iems, tmbued with
individuality, are seen as less valuable than
sculptural preces.”

From ancient and humble beginnings,
woodturning has been transformed into
an art form lor the twentv-first century. As
both wood and hne crale smanship become
MOTe Precious in 3 machine-made world, the
art not only rerminds us of a simpler past,
but 11 also shows :m!hm}g 15 Ived and old
skills can evolve unexpectedly. The arusts in
l!‘-l"- I.H.H.*k .Il'l'iﬂl‘-'“'lt'dgt‘ ”]L'” P‘IrJn'th-‘I\.
both ancient and more recent. In turn, we
]me the work in these pages will inspire

athers to grow in new directions

= _ rarme Pridddle

[ he turning renassance comnaided with the Anbaas sl Gl

rise of the Internet and niche publications, by charring It Deta
Taii Rug 1Oy

so more mlormaton about new deas and 08 Da0

tn‘fmil]um- p:‘uluirh' has been 1‘11'}L1|1-:1-.‘d
duning the last twenty yvears than in the
Prrﬂntn 2000 Vears, The lwrui.ll Ill:. of
seminars and club demonstranions has
increased exponentally and now some
rurners travel internanonally for much ol
cach vear in the northern and southetn
hemispheres, teaching, demonstrating, and
acting as turning ambassadors

|'he authors are responsible for choosing
the artists represented here, but after that,
we have mied ro ler the arnises speak for
themselves. Tt is thetr world and they
know 1t best, One m"-.i‘l'.'lir:!]_ ASpec of
thetr world has been the willingness of
everyone Lo share their ideas, techniques,
and jov 1n what they do. While there are
dnun{t dl-”l.l'rlh':.h in fnm I,h.ul*h wnri-;
there are no trade secrets. We are fortunate
the woodturners 1 this book have shared
thetr lives so Ireely with us and our sincere

thanks go out 10 them

— Jerry Martin, Brisbane, Australia,
arnd Kevin Wallace, Los ;hw‘.’n, CA.

INTRODLUCTHYYS
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LTIAM FLYNN

Striving to Find the Perfect Line

Woodturning has a venerable history m Ireland, where
the oldest inds of wirned wooden bowls date back
around 2,000 years, For most of that ume, the wares
made on the lathe were tradinonal funcuonal items, such
as bowls and ladles

Liam Flynn s 2 modern Insh murner in every sense,
including his use of tradivional oak for many of his
projects. | 'nlike his |=r:'drfn-.nr~.. l]mngh. Fhvnn ;‘]rur'}:nn
his work not to be used. Once he has ebonized the
hintshed work, 1t has a -.Iu:r}h patinag that evokes ancient
vessels blackened by ther long slumber in the peat bog

of .'II't'IL‘.-.'t!‘lll‘}:h".ll SILES.

Flynn's plans for his life didn’t initially include
becoming a turner, though a future in woodworking

alwavs was hikely, “Myv famil has been imvolved in
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' 1 : shape s more interesting than a stralq m
woodworking for gencrattons. | was working with wood ped rin e Hevesany ight s

as far back as T can remember and I started out making
very basic turniture, he explains,

Flinn hinds 1t hard 1o remember exactly why he
became a turner, " lis kind of ditheulr to hind a

reason=—I|t just happened!” He explains that n 1982,

he l‘lllI'u'h.’lH‘d lohn :'\II.TLE.IH'.'IILI.'.‘\ The Woohwork Book, which
tearured woodmirners Ruchard Rattan | page xii and
Bob Stocksdale. | |fl.|m was very taken v their work,

"It was nw hrest introduction to what was |~w--u;l~|f on the
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lathe, Flynn savs. The book also contained
an essay entitled, “Making Your Work Your
Own,” by furmiture maker James Krenow "He
got me thinking about, as he puts it ”. . .the

fingerprints on the object of the person who

made it. | found [ agreed with his belick
that the process is so important.”

Soon after David Ellsworth astomshed
the turning world with his hollow vessels
page xi ), they became commx ‘"l”[""d‘_
because of imitators. 1 he fashion for surface
decoration arose because vessel makers were
rving to distinguish their work from the
mass of look-alikes. However, a well-formed
!’li"]}"ll‘ Valsd "\h..]i]'!'{‘ Tematns One |.11- I.Ill..' IMOsL
impressive things that can be produced
wholly on the lathe. A few dedicated
professionals have comtinued to devore
themselves to such work, and Flynn is one
ol the best. His use of lem wood, usually
blackened, means his shapes have 10 be
perfect and he succeeds wondertully, Also,
when he decorates the surface of his vessels,
it 15 not for the sake of noveltyv, but to
enhance and emphasize the simple qualitses
of his elegant forms. Flynn is a modern

ImMasicr ol E|lr t‘n:-‘:--.'l.lnh',‘ll wm':-..i..-n \rvu."
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DAK & Aislinct charactor
ABODOYE | | )

[ I-I |I ||J.-" I Il'l_.l ¥ . _.._l. ! !I'.\_:"q' I ..r'.'II W . .I - .,:I'_ 1-.1'.'- ¥ " 'JI' I"+ :'I'I'.Il |
while holly contrasts with the stiongly enclosed fomm of Its panner vess

:" =l ' -""t h'r'll '..I‘ I 1r|"'| rr"" 3 'l-'l'.r r LR PN

PPROSITE TOI

intinied, JO06, Fumed oak; /%" high x 107 diamoter. Fuming with ammaona
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How Flynn Works

[Flynn's work process starts with designing a
plece while 1 1s sull part of the Ing. Fhnn
believes domng so 18 essential if he is to
maintain control over the hinal shape the
vessel wall take, because he works 1in wet,
I.=I1‘--'.I‘H-‘H-.'~.I wood., As a resull, the wood
will shrnink and move after Flynn s fimished,
30 the way he cuts the picce in relation to
the log's grain structure determines the

cventual shape. Flynn savs, * The distornon
that takes place dunng the drving process
15 A nigmﬁr;mt part of mv work.” Fhmn
savs he “tnies to mamtain a balance between
the intluence of the material and my inpur.
| dishke stunnng wood grain 1n the
traditional sense, 1 prefer a plain canvas.”
Flinn has been u\g*l'king A% 2 uImer {nn!:
enough that techmeal rh.x“cn_u_'.c:- arent
problems amy more. Also, he says, “l've
learned my limitations and how to work
within thenw ['ve also learned there 1s

no point in doing something just because
its dithculr.

The materials Fhvnn choosces are
commonly avatlable where he hves. "l like
to work with green oak. [t has evervihing
| want. It may not e the most attractive
wood, but 1its other kr.uh:th make 1t
irresistible for me and | onlv use wood thar
comes from repewable sources, [ iind the
wood o be alive while I'm uwrk:n; i, realk
Ia‘*-pulhh'a'. [t1‘t S0 casyv 1o I'.hllh'-n it ﬁlhu
the shapes | want. Even though | dont
highlight the natural qualities ol the

'I‘I'I:-'II:L'T'I.I;]. "-J'.II.'II as 'Ihl.' AL, [IH' H"I.i[l'Ii-Il

is still central to my work”



}'-]1.11:! chooses oak |-I.“l HIEH'I' (CasOns oo,
"Tc's full of minerals, which make it 1deal
lor Ihrnmlﬂ' and elx *niﬂltl.;. | ebontze by
painting on a solutton of acetic acid and
iron filings, The fuming is even castier—I
5jmp|u !-usp:nd the piece tn an .'J-Il'u;]!‘li

container and n]ip in a small saucer of

industrial-grade ammonia, [t's best to do the

fuming outdoors as the fumes can be a litle
overwhelming, 1 hind one hour’s exposure

to the ammonia fumes gives me the color
-.|h!||1!:~.' I 51‘4.‘[&.1.

Unlike many contemporary turnets,
IFlvnn believes the lathe defines his work.
“All ol my work is shaped on a lathe and
1s dentihable as mmd['.uﬁ'lll‘i!,:. SOmenmes
90 percent of the work Spent on a ;.‘.-in':: (s
wening, The opposite has happened as well,
f!ﬁ}‘fh."l..'llh' amn l]:']l._' II"IT.I:n.'!-'“"I:I'i' t',].r"l.'fl_'! I-UT[TU. l
SCCIN Lo L'.L't‘],"' It'lurllll'.'l'!: LD [!H‘.' 5AITE hhali"‘f!’l.
but they arent the same. The challenge s to
1‘.L‘1'|~ remnterpreting the forms. Sometimes
minuscule adjustments can significantly

aleer a prece. I'm always stiving to find the

pet {ect line”

LNe Wl wOod yieags catily o 3 ShalD goudi
and caxroful hands. creatnna 1 delicale nmsh
Hiynin requei

The Soft Irish Countryside
Flynn lives in Abbeyfeale, a historic market
town in County Limetick in the midwest of
Ireland. I'e deseribes it with great affection:
“The countryside consists of rolling green
hills—soft would be a

good description. The F
great thing about living
i lecland s 1f [ denve a
half hour west of here,
['m O tlh.' coast wh-.'n‘
the landscape 1s veny
different—all big jagged
rocks. Last of here 1t

gets Hatter and large trees
are more common, D'he best thing abour
Abbevicale s the River Feale, which gives

the town its name. The river 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 waist in water, casting thies at 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 fairky i.lr!;r
studio space and a large yard that used o
be a builder’s vard, Fe likes the generous
space: | can stockpile wood when | come
actoss it and it gives me great freedom
when I'm .‘h.ﬁn‘x.m-ln-.h.:."

Fhmn radiates a sense of contentment
with what he does. 1 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. liamfiynn.net
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HAYLEY SMITH

ldeas Evolve and Flow Into the Next Piece

Hayley Smith's expenience as a painter and pantmaker
have led her to ereate works that many the tumed wood
form with CeOMELTc fields of color and delicately carved
surfaces. Smuth's inooducton to woodurning occurred
during her second vear at university in Britain. The

stuclents were t'uiml‘-'d [0 eXPLOTe varous -.1|'~|.'l].‘:llh"-.

5¢) xih' 1}u':]1 tume 1in [ih' CeramId l.-it'i."-” tmani LIII'.'-L'-I:!_;[
pots, then moved into the metal and wood studios
Most students knew what r'?h-_\ wanted o do there but,
having no }'h'l;'tum'. Smith ok the onh cquIpment
not lm.-mf,_r used—the wood lathe.

At the tume, Smith viewed herself as a anm.ﬁ;;'!-

jramnter, Lt in Lrospxect she realizes she :|'.j~-'. ed

creating hno-cuts and wood blocks more than she

enjoved the resulting printed image. I embraced
working three-dimensionally and the subtracuve

Process of woodturning,” Smith savs. “Alter working

A g e aviterh bt thiay 3l beoks with
with cly, which is cold and wet. I enjoved handling her tuming wood on the lat

wood, which 1s 2 warm matertal. Wood brings us _— .

own character to the process, .1+.'c-hnz'duu: Lo 1S spedics. tguare Dance V1, 2003, Mapie: 1% deep x 16%° diameter, “An
[t 1s challenging to work with imitially, and | recognized I 1 1':' e 1II Y EIOG- NS IR | e

the opportunity to bring to 1t elements from mm
: 1
i1.l."+| l"l.]."L'l:i'T'll- ¢ ol painting Hh{ }'”:‘IH'I'I 1K1Y l

immediately used color and surface texture created
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HAYLEY SMITH

both on and off the lathe in conjunction

with the turned form.”

Smith offers additonal reasons as to win
she enjovs working with wood. "1 like the
Lil;l”f“}:f ol Iinding the balance between
s existing character and what [ can add
to it. It s, after all, not a blank carvas. |
spenl several formative vears aving to ﬂghl
the very nature of the matenal, rather than
-.:'w;ldmg to it and u-r.-rkin!‘_ with i)’

For Smith, the lathe defines her work

because 1t is the starung point for cach piece,

It also serves as a discipline to work within,

a1 framework similar 1o working on a camas,

Onee the torm has been created, Smuth turns

to her years of panting and l*rintm.nklng.
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It's Necessary to Make Art
When Senith marned fellow woodturner
Todd FHover, she left her home in Wales o
reside with him in Bisbee, a former miming
town tarned artsts’ colony five miles north
of the Mexican border in Southeastern
Anzona. The couple found a place to buld
their home and studios a mile high in the
Mule Mountains, The mountain ranges rise
dramatically from the desert tloor, resulung
in eco-systems unitke everything around
them. "1 he camvon 1s uu:mm:_;:.” Smuch savs,
"Ancient rock faces are sometimes lit up by
the moon and at others v the sunset. They
can be dusted with snow or running with
waterfalls during the summer rains. Oaks,
juniper, and pinvon pine are mixed with
cactus, and the Canyon 1s rich with wildlife,

some of it not so harmless. The weather
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ean be wild as well, with the temperature
swinging 40 degrees in a day. The quality of
1[1{' Il:&:hl 1% rt'mﬂrkﬂl"I['. t]"l'i' \k‘ “!’ﬂ.lﬂ”\' Jut'e
and the stars at night brilliant, not dimmed
by city light pollution. The views from every
window are mspirmg, Smuth says a love of
the natural beauty of the world requires her
1o make art, "It is a necessary activity for
me. ['ve abways sought out places o work
from in arcas of great natural beauty”

"It 1s unproductive for me to work in my
studio in the mornmg,” Smith savs of her
average dav. “The best working time for me
1s in the alternoon and I'm often mwv most
creative in the evening There is something
wonderful about working while 1t is dark
outside, To focus on my work, | need
an organized space. I find mental clucter

ey duu:l.:ung and 1 am f.ni!j.' distracted

{1 14 AN ideéa. tn Failer
now Lo do it tecnnically. Unce | meet
frnat challen; want to maove o)

L [NE NEXL Idea anda noL? [ 1L €N
il nut Il'“;'! F daag [ f

h praruc.ul necessitices, so | create an
cinvironment conduene to the way | work.
When | enter mv studio, 1t 1s like iwmg

rmclnprd in another world.”

The u'irh'-r.mging artsts who have

inHuenced Smuth mnclude .:ur‘h‘c[.uu.ll ACTISI

ABOVE TOP

Andv Goldswortln, M'ulph_rr Barbara

Square Dance I, 2001 Maple, 2Vi* deep x 17Y° diameter. *Sometimes a nam

Ju il & ¥ ™ i 2 F 2T 9 W as [ i () 4.."-’ t 10 Loyt N 2 L ot . - =
L -5.]. 1.-1 e | ‘“.. L .!llLi AR him ST T =L 1|.I.ria'|L:l-\jl il Ii 4| IT u]i #i ::.II.J-\. L.r _hl i..ll;.iﬂ‘.ljrll-‘iil.r:lm.‘i Jiiiki ]-Iil]rliil t. “II.I‘_."
of the dances | explored, Square Dance led 1o one piece after ancther

Museumn of Arts & Design, New York: gift of Fobyn Horn ]Jainl:a:r Pret Mondnan, and wood arusts
T e Jim Partridge and Mania Van Kesteren. Her
AR v | 0 ) A

& - ] = i & ‘1.- - I i i = - . b - I T
War Donce. 2001. Maple: 1 deep x 9%° dameter. "l had a piece in prograss the work is idea-dniven, and she spends a great

T alh - -\.Jll'" -'..1'1 f 1 L T . ': T Ta Ty o " r Y = 3 A i Ill\..: L 1‘ i ll:':i ¥ I‘. e i :-'-i = . - . A .
week of 9/11 Ith says. It changed and became War Dance.” Mobile Museum deal of time drawing in her sketchbook
Art. Mobiie Alabama. mussum purchase with funds from an anomwmous donor -

and nuking INITICATE NOLES, \’t’nrking with

10 FLAYLEY SMITH



Il,-:t t]-:rh"llmnk n“ln;h l.'lh.: nrpnt’tl.ﬂ'lﬂ". o
develop an idea, or for a new one 1o appear.
“lts important 1o have a notebook, as |
cant retamn all of the ideas 1 have.” she savs.
“Usually when [ am working on a picce,

ideas evolve and How into the next p:a:-:c,"

While some artists work on several pieces

simultaneously, Smith 1~n-r1-r~; to work on one

piece at a time, so as not 1o dilute her focus.
That makes the chotce to pursue a particular
idea tmportant, because 1t 1s where she wall

e ..L--.-ming all of her creative cnergy. “"Onee

| have an 1dea, the duI]rng-: s usualk: how 1o

bring the work to fruwnion techmcally. Onee

I meet that challenge T want 1o move on o
the next 1dea and not repeat the process,
but rather add o it T 1y 1o remain open
and occastona l]} new 1cdeas JTOW out of the
technical aspects of mw work.”

Both Smith and Hover have had 10 take
a break from creaung their work ro build
thetr new home and studios, By the time
ﬁrﬂllll 1s able 1o grl :I"'.'Il.'k [ “Htk. she n'I“

undoubtedl have all of the tdeas she needs.

Smilth expenments
WITN pOwWer-carv ng
techmagues 1or
Creatng texturnes
on a sample board
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]. PAUL FENNELL

Technical and Creative Challenges Are Always Mingled

Nearly all of ). Paul Fennell's work involves hollow
forms. His eatlier work focused on developing classical
forms emphasizing the natural beauty of the matenial
and the lathe was the dominant tool. Currently, Fennell
is “interested in presenting an idea, fecling or emotion
through my work, and how the observer responds 1o the
picce. The pieces tend 1o be much more complicated in
n‘nlh‘:*]ﬂ. I;ﬂ"m :md illl’i:‘h‘r ..{:'.'nr,anuu."

As his tdeas have evolved, Fennell's rehiance on the
lathe also has evolved. ";\hhuugh | use the lathe 1o
create the hollow form, 1t has a lesser role now. The
majority of time Is spent on carving, plercing, textunng,
and the hke. A significant part of the work is the
contemplation, planning, and laying our the design
belore work on the wood starts. The 1dea is to allow the
rhythm of the pattern to express a theme or concept as
it traverses the surface, in a visual and tacule language
evervone can understand,” Fennell explains.

“When I create a piece, there 1s the challenge of the
design—a pattern, for example—Dbeing ransformed
from two dimensions
onto the curved three-
dimensional surface of
a vessel. Ar other imes,
the challenge 1s taking an

.'Il'hll".h"l. t'lfll'll."-','l.'ll'. N itilﬁ'ﬂ qll"ld

INterpreting it i a piece. In
that Way, 1m technical and creatve L‘!Llﬂrngm are :alw.l_'..'h

mingln‘l." Fennell savs.

ATQVE

"I often can acquire large (by desert standards) koqs of
mesqulie, a very stable wood, and one of my favorites

¥ |
to turn, Fennell savs,

DPPOSITE

Yiew feom e Bomboo Gardgan, JOOEG. AlrICan sumac:

11° high x

with window latiice patterns typically found In China

" diameter. Fennell savs, "l am lastinaled

In Yiew from Ihe Bamboo Garden, | employ a specil
pattern—called ice ray or cracked ice—in a theme
focusing on the importance of gardens in everyday | fe,
places for solitary or social contemplation of nature”

LEFT

Fernel’s layout pattern for View from the Bamboo Garden
shows the bamboo motif and ice way lattice pattems

' "-"'i'-fr-‘-"J toaether, Tennell creates his patterns by
scanning images onta vinyl film,

b FAL EENNT LE 8.8
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Inspired by Mountains
and Desert
i‘rnnu” l‘t‘i'ﬁf\'\.‘} hlu." 1% i.i"rt'lﬂ'l:lh' (L8] ll'\'l.‘ .lr'ld

work on two acres 1n the northern reaches

ol the Sonoran desert in Scottsale, Anzona,

“Contrary to a common perception about
deserts, the Sonoran Desert has great
brodversity and the vaned Hora and fauna
are well-adapied 1o the environment,”
Fennell says. ™ The surrounding mountains

sometimes acquire a dusting of snow in

the winter, but at any tume of the vear they

change color duning the day, from mauve
and purple at sunup and sundown, 10 blue-
Fl'i"h' !'-III']'UHI.'“L"ﬁ m ‘I‘lt" n“ih']'\' Ill."]-h \\q'l: b i
full ground-to-ground rambows durning
showers, as well as spectacular sunnises

and sunsets. | he natve vegetanion and
surrounding mountains have been ceniral to
his work during the last decade,

Fennell has long been inspired by the
fine arts. “Several artists have been major
intluences, sometimes in oblique ways.

[ alwavs have been fascinated at how
patterns are generated and pay homage to
M.C. Escher because of his monumental

efforts in this arca. I admire the imrrpl.u

of mathemaucs and art a1t which Escher
excelled, especially his interlocking designs
and distorted landscapes, Flenn Matisse
15 ;l:E:'-U i | f-.nnrlh' of minv, *«.iw.'lﬁf:l”'.' Iltl
how he uses line and color as forms of
expressivencss.” Not surprisingly, Fennell's
work 15 also inﬂ}‘!h‘*d by the cralt world.
“David Pye impressed me with the
Importance ol making things well, His
comments abour the diversiny of d-.'ﬂ!:n
clements and how it intluences the making
and observation of work are 1**-[*1.1'1.1“"1

relevant to me)



View from the Garden,
2006. African sumac,
7%:" high x 61°
diametet, Fennell has
pottrayed a garden
theme using three
elements; the lattice.
a textured wall

De la Mer (Of the Sea),
2007, Alrican sumac,
9" high x 114"
diameter. Carved and
pherced, De la Mer |s
inspired by ocean
waves and reflecied
light patterns on the
ocean bottom, "from
childhood memonies
when | lived on the
East Coast, where the
Atlantic Ocesn was
virtually the front
yard of my home’




How Fennell Works:

Pierced Walls

Of hss introduction to woodturning,
Fennell savs, "Unul the early 1970s, | had
never been near a lathe. My first exposure
was making a table with turned legs in an
adult education workshop around 1971,
Atter completing that project, | saw the
lathe as a wol for more expressive work, but
also a way to create unlitarian pieces ven
quickly compared to the time it took to
make a piece of furniwre”

Fennell enjoved the technical challenges
of reaching himselt to use the lathe. He was
unaware ol the luzrgrunin!: ficld of artstic
woodrurning, but when he hnally saw such
artists as David Ellsworth (page x1), Frank
Sudol, Bob Stockdale, Rude Osolnik, and
I_:L{ h'IL‘UIT]ln_TP cIcalte u'm_‘['k an ti".'ll: 1]1'1!.‘ mn
the 1980k, 1t was a revelation and he knew

woodurning would become an importan

part ol his lite.

l1'| 1 = d T'_
iN a Process Simear 1o &gl carving on a thin-turmea
yLol Fennoll excavales Detween the lealy veliny
and plesces the wood uling & powern-candng tocl
r.\* g % £\ |'|*ur
'."I‘I'T'Ir'lu TR j‘ql ‘I;l._-_'-l !I‘II.'.I._.'|-.| ;:r:, I
1M ) Ir[.|| 'I:‘i"- L '|'|I J _r*l L rl".,' T a4y
wf
Lea! form, 2005, Alrican sumac; 8 high »
B" diameter. "l was fascinated as a youngster to
watch boetios skeetonize Icaves, Kaving ondy the
w i | 'I..J.". f_.Fl i 14 | it +-|.|' 1|.|':IH-JI'|. ..-r }.-I. Tl
e relieved 10 achicve the effect of raiwd leal woeuns,
and 1he piercing mimics the beetles handiwark
|. PauL FENNEL] REDCEMM N agow
Thi L . ; v
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Reverence for Wood
Wood and his reverence for i are lH'lI'M"I‘.'-
i_f"“f".'ﬁ grfﬂli'ﬁl 1]1"*E‘HTI”‘"”. HI wias 4."":}"“1-1._'1*
to wood as catly as | can remember. | recall
plving with scraps of wood as a toddler
i my father’s basement workshop,” he
says. " In junior high school, T enrolled in
the woodshop classes and enjoved them,
I I'{'ITH']“l‘k"[' I.EIL' }"‘IE_'.IMH][ ':"”'lL'H '-"I- I-IL"."I-]'II'u
ot or pi.innf wood 1n aw mni'-\wtjl:m}:
shop, and that may have contributed to the
reverence | have for the matenal”

Finding wood in the desert 15 not
alwavs casv, “Generally, | don't rely on the
commercial market for wood. No matter
where vou live, vou can find many trees
that are cut down and thrown awav. The
desert area does not support a lot of larg,
“'[\._{lﬂfﬂ'-]'llﬁ- LICCS AHL{ [I"!l..'rl_‘ ATC restnictions
i |I'I1.‘ emui "‘1.11 “i. ||':IL”L cCyvell on I"H'-.Ih'

land. However, [ Iive 1 a large urban area

that does SUPPOTT MANY eXOUC SPecics. | by

|'|.|'||1.' I'HL'I'.'" “.’I”l.'\.h.l*l.'l.'n.t l'L‘L.I.'.l'\I.' t'l. our ﬂ'l.i:l.!

climate. 1 am constantly on the lookout for
such trees and have been successtul. It means
recycling a natural resource and remaining
out of the hmp of commercial n'\'p]ﬂlmlmn
and consumption of forest resources. An
added benehr is the trees | get are mostly
CXDLIC Species, gVIng me an opportunity to
work with rare and beautiful woods that are
not !_1"1.'1'].1‘]'.1”1' avatlable,”

Fennell explains why he likes 1o work witl
wood, “The matenial iself 1s €asy 10 use in 3
h.hnw-uhnp CIvtoNMment .'uh’! dn'h.'n ot n'tllul'r
the kind of expensive equipment needed for
1 ceramic or glass studio, With wo e, forms
can be dey cloped, and changed, quuckly.
IJHIIL, lhr ﬁlilhhl'i! Wl "L! l"él.'l. . tll,l'rl'&}{'*- AT
time, developing a mellow, ondized patma
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HARVEY FEIN

Consider Texture, Pacttern, and Inclusions

Hatvev Fen 1s an inventor and artist who s “in love
with the mechanics of things.” A great deal of Fen's
tme ROCS 1Mo dﬂ'clﬂplng machinery to create the works
he envisions.

Evidence of Fein's inventiveness rests with 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
iJ '!“]-l..'l.:"t-.” l'l."ln % h! '\‘r'ﬂrkt'd l‘ﬂl:k'“':ﬂd "] mv I]L'-.'ll:l 1o
I‘igun' out how to make i, then forward as | put It on
paper. I'm in love with the mechanies of thin gs. | need

to know how lhingi work. None ot m childhood toys

staved whole for long and 1t 1s mv great pleasure 1o f1x
all manner of broken machinery.”

'Ullljp ten vears have p.a:«-?-rd since a Irtend gave e

Although he completes the cutting and shaping with 1he work

a wood bowl he had made. “1 had 1o know how he mounted on the lathe, there's always some hand detailing

OO, Cipedia Iy when Imishing. Femn orelen 1o do Thils wotk

had done 1it. The muinute he p[.h:u:d the gouge tn my sutdoos on his dech

hand. 1 knew woodwrning was for me and 1 bought

¥

my first lathe the same dav.” Fetn went into the cellar

Untitied Plarrer, 2006, Jarrah burl meaple burt 1%° deep x

-

18" dameler 1 love the combination of spileals and wild buris’

Fein says."The movement of the spirals and the wikdness of the
' IminuLe e |r| d d LI} YU namynand burl creale a persect l ul for each other. In this case tha Lighiness
i I of the maple burl optically enhances the effect of the spiral”
| A I.., VLA |I'. |I'.J II| I -1l [ i r i II | [ Il i bl r r
my nrsc iacrne L ime dd)

with his new set ol tools and books on turning, but
soon realized a litle personal coaching was in order.
“I spent a weekend with Dawid Ellsworth (page x

and found him a very generous teacher,” he recalls, Bui

it was Canadian woodiurner Leon Lacoursiere who

HARVEY. FF N, ¢ JL)



lntnﬁdrd the innplmtinn lor Feins technical

1 high x 13%" wide .'4p]~ln.h'['1. "He showed me a pIcture of his
i 1 -'-‘-_‘u'; ‘wnen |

opened up this piece lathe, which has a built-in dnll press, cross

of olive, the lingarity »
of the arain. alona leed, and much more,” Fein recalls. " The

with the dark edge idea of using other tools to do part of the

work was revolutionary to me at the ume. |
Juares and tn . - B T
e . found that as I moved away from imitating
| ] I wi
ol the idea L0 the many generous reachers and cninies |
aNa Iregus i 1

had encountered, | saw the machimst |

always have been was now making things
in wood and that, to my grear sausfaction,
the pursuit of form and aesthetic value had
been added o mn I:iﬁu-t:!: fascination with
making things.

[ Discussing his development as an
artist, Femn savs, “When [ started our,
| Spent ' fime perfectung my craft | then
concentrated on lorm. In hendsight, as |
1.!;'1.f?u}ﬂ'.;l MY oW "'.\!"' | sort of gave up
the craft portion of what | was domg to
concentrate on the forms in my head, which

is alwavs bursting wath i1deas. | asked the

wood to do things it sometimes refused to
do and 1 had to beat it into ulmiu-. INow that

ll'ln' L'Il"l.. rIn]‘b:‘d IV Owil .‘II,II'nru,h']‘l. [Il..n.' l'-t'-.'l'l

I iy La L |.!! i 1 ¥ wahx 1% 'r'.-l_l. £ | - 2200 “hour Foints ?‘l‘{ll”l}: l.ﬂ"k o ‘I“'- . :L!II__*FL:t 1>, Il‘tIH"hIFI'
ST [ ¥ 1 1 i i 1 4 | I - | -r
\arec ou - P IRICTIE B g | ' ' I Six L e a5 *n‘-.'w.'” s I:'Ii.'\[h:ll. excellence,
COIM ) point e 28 inchi i1 the center, with the pi 1ated 1o i r
| N and 'ou rmshing i f The ’.Ill"'l | { Lot MOO0g mn 1
clam walnut is petfi ty wted
OPPOSI]
I.II 1 1 ! I‘ JERT 1 i | |' i LAl i i 5| .I I?il"‘ '|,1 |
i'...'\- i § 1I.. iy ,"|Ir1 1 "r.l_\.1 | 1% i rlll' i I 1.'.! I:‘I""' ||| ! _|Il' | B
thickr rd uniformity of the blank was a great foil for the bu






Feans home sits on the

lake shore adjacent

10 a state park. Fesn's
WOTKSNOoP IS IN the iOw
structure to the left of
the main 1- OLSe

- W FTOM
F L CUrrent Stucduo
DIGVIOUSTY e WOIrkeQ
In the basemen
IO0KS Througn U

Lreenad porch onli

=

e waler, keeping

him in fouch with 1h
natural patterns that

I!-IIII.]'H Inl'r' F-I " :'I.- - I-]a-l ..
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Inspired by Natural Patterns
During the week, Fein lives and works in
New York City where his life 1s tull of
actvity. On weekends, he and his wile,
Fiona, are at home on the edge of a state
park 1n northwestern New [ersev. "As |
work at my lathe, I look out of two large
windows ar the light dancing on lake waters
and an occasional parade of nauve swans
tioatng v, Fein savs,

Fein explams why he loves turning:

“I'm a turner because the hrst tume | held

a4 gOUge 1o 'Hr'i"'ll"d, .'.II."i."lI'l 1N VEars wo, ]
- e -

Il:[l il‘]‘i]’l‘ll'hi!—;"fh A% ti ['d COIMe hU"'lL" o
some place I'd never been before, Tt was
one of the most natural, effortless Il‘blll:.:!-
I'd ever done. | have alwavs seen mvsell as
a maker and after vears of working with
my brain and a penail, | fele | was back

on track. Woodturning puts me in touch
with something essential m my nature thar
provides a decp satisfaction in my life.”

Fein draws his inspiration from the
patterns he hinds all around him. He hnds
great inspiration in the natural world: a thin
coaung of ice on a lake crunched Up NS
a bulkhead, a bloom of forsvthia Howers
in Central Park, the details on a leaf in a
|1l pond, the u'|f.'-:|:.1ﬂ-a tound 1n the bark of
lignum vitae, a ravine carved by streams, and
I"‘.ﬂl'h‘.' IMoss L'.:"r“'“'lng on .'h-]'lplIl', IH ‘hl.' -
made world, Fein draws lmpimnun from
everything, 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, | explore it on paper
belore th.ﬁmg a plece ol wood, | work out
the geometry, and then determine how 1o set
up my Jig to accomplish the design. Because
| rarely make exactly the same picce more
than once, 1t 1s 2 ch:lll-:n.qc [ really enjoy.

If the cuts required by the new design are
hi}:niﬁr.mth' different from those I've done
before, | devise new linkages berween the
spindle and the jig, lor example when I went
from radial to lateral cuts, or more recenth,
when | incorporated hines that move in

relation to a vamishing point.
L

www.harveyfein.net






BUTCH SMUTS

Keeping It Simple Is the Best Investment

For most of his mtrkm?; hite, Burch Smuts was a wildlife
ccologist, later expanding his career into emvironmental
management. He raveled extensively around Southern
Afnca and other parts of the world. Smuts now resides
.Hh[ ‘r‘ii?‘[k"* IH Iht' .‘".hblltll ."\-I_[.H'.l” I.”“Tl:'[f.! 1owmn UF
Nelspruir, a tew hours dnve from Kruger National Park,
His new home and purpose-built studio are amongst
beautiful granite outcrops and indigenous bush on 2
COUNIDyY cstate ten mnuics dﬂ'\'f tﬁ?l‘ﬂ {LOWT.

II}LIHI'IE: h!?‘\- ]ll;.". :""I“Ulﬁn Ill-li!]l.llllt'Ll A !‘l”"&“!: INLETesL 1N
woodwork. “Ive alwavs loved working with wood and
m.l-.i.: most of the hardwood turnmiture in our |mmr.”
he savs. As a boy, he attended the Michaclis School
of Art at Worcester, in South Afnica’s Cape Provinee.
“My teachiers introduced me 1o pamting and
woodcarving and [ hand-carved my first simple bowl

out of wood there n 1962, Smuts cx{.*I.mn, "As a chald,

"' 3 # ¥ 3
3 i i i 1 ¥ i 4 i |I‘I F
o ' I i § i 1
1 i | LK [ i ] 1 i
f
b i i ! | ) . ; I i i i !
I } ] 1
d " Ll LA [ | il i !

| made wooden tovs and | won mv first w odcarving
competition as a young Bov Scout. | now hnd 1t
Jrl'f'n'ult 1O IMEASUIE IIEL'H* '3.'-"'}".. IHHIJL'II:.'{*#. IHII ] 'H-“I
never discount them, as certain memories persist.
{.:t'llqlin]'-'. |||"'+ ]'-"-'Iu.' lll- \*r‘i-hhl“l"k ‘-'IIL!UIL'LL I."-‘f.”.l?’tl..'

forty years later, he retired early 10 make 2 new carcer

Smuts tums a Lombardy poplar burl *YWhen | work on a large

PBIOJeCt | may spoena 4 day or more preparing the wood ol

the lathe Smuts savys “YWhene nalure's acents Ifal s torrmitey

Tungi or the slements—have sculpled a special piece of wood

yeeping things together becomes critical Low bathe speeds,

sharp tools and a steady hand are wi 1

rilodG e 06, Rosin e |" ¥ 10 II:!-I g 2 I."r |‘I. '|_|1|I:I|

a multi-axss tuming, began as a very large burl from an Africar
tree, gathered during Smuts career as a wildiife ecologist. By
IMUET-axis Turning Smuts can holow the Inside of the formes
on the lathe, but then it is hand-carving 1o shape the battom,

fexture the wood, and Nresh It

| POSIT OTTONM
VoGt ':’_"JI'L'.1"-":|.:|II.";_tlr 1 il e |
All shaping of the underside is done by hand

BT SMLU TS



Intending ta hollow

the small vessel in as a wood arust “Apart from lu'mg
the middle ,_,r' the . . ) .
shoto, Smuts bolts t:tmuli.ttmg fh.i]lcngmg. and r-:w.lru:]mg. [
the 230-pound biocCk
of resin tree bu

onto a square piece 11.'4_md{ui'|‘:ir1g prm'{'dcd new and creative
ol 1% -thick medium

1
guess thal I I":.'I.‘i'll‘l'll‘ 4 WoOdLurner l'lt.’l.‘.lll'il'

density fiberboard wavs 1o work with wood.” In addition,

',‘,.H' '] Tl '_\‘| .__r- ';r.:rl_ =5 ) ¥ :
habfrilbndis Smuts has been interested 1n art all of
faceptates {nght) to

counter-balance the hus life, taking the ”i‘l””"”"i” on his
load. He uses a steel - : I 51 1! ‘
frame to retaln the tllllf["l'ldlh'll'l.]l travels to visit gl-i eries

. ,.l.. rl..r.‘l". n
biank on the MDI and museums. Not surprisingly, he says,

Board. A 12" -s1eel
faceplate connects all “Oither influences include the rich arrav of
this apparatus 1o 1hi

bt aind L ethnic designs that have been developed

thrnu}:hnut Afnca)

PN oy T e ..,1,
Dune Landscape Il, 2005, Resin tree burl;GlSH ’jq wide. 1o —H a
form like this, Smuts centers each vessel on the lathe, using the apparatus

shown in the photo above,

A Wonderful Stock of Wood

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

me to collect timber and many large burls,
mainly from dead trees, r]rph,ml d.nu.lgv.
or those cut down during development
I*I'Hj:.’fh. [t [ have a ﬁ}*rff;‘:] iwi“'f of woaod,
then I will attempt to bring out the best in
it. | have always enjoved turning !"E?- bowls,
especially those created using beautiful
hardwoods such as leadwood, tumborn, wild
olive, pink vory, mopane, and resin tree.
Because of the hard and abrasive nature of
manv of these woods, [ have made my own
heavy carbide-tipped tools.” The work s just
as hard as it sounds, “Technical challenges
ﬂ':ll' J 0Ne=man L"II‘I.'I'JT.IHI'I III'II._II.II.._!E L'I'I;ilﬂ'.-;.'i'll.'r'
preparation of blanks weighing more than
200 }”_-,._“-,d,-“ mounting them onto the

lathe, and then the dustv, and sometimes




L‘!th_:i_'l'x_*li.l':h operation ol roughing the

L2 ]

umrl'. LD A Mmoo ]*.’.l.l:l..':.'d S,
It 15 clear Smauts 1s still in love with the
mwrning process. His enormous mult-axis
bowls, for example, are a senious challenge
he has solved with typical ethcrency. " The
wonderful thing about woodwirning and

is techmcal challenges 15 1t can often be

used to -.iq'*.'l'IHp NCW artisti |;l-.'.HII|L'\- I,

lor example, 1|"rp[r—:m~. bowl is designed
well, then the point where the three bowls
INtersect creates an interesting three-faceted
sculptural teature, Also, hand shaping the
un.irhnfr ol cach bowl 1s an OpPortuniy 1o

I‘Lu with a vanety of surface textures,

Nt of Africa, 2004
The Need for Self-Expression African blackwood
. : pink vory, round
Despite his obvious love of turming, hike s b d Stans B of tndi
many other contemporary turners, Smuts PN DO
w ] oe ni g
finds himsell spending less nme on the turnings, Smuts als
: i makes dehcate little
lathe, He explains it well: "We probably all shicas sials as i

started off having the lache dehine almost J}_ i J,:,; I =
evervthing we did. Some well-known artises I |--'x  of *'I --"' otifs
still earn an honest living doing just thar

and | also do it from time to ume. | let

the wood and the lathe do much of th

t.i]i;tn:,:. so | can relax and enjoy *.1.'.1n'|'=|51!1

the colors and shape appear. [ | have an

exceprional piece ol wood, I often will turn

2 simple bow| or platter 1o ;‘]qa.p].mj. these

[eatures—keeping it simple s often the

best investment. However, | have a growing

need to do more work away from the lathe.

[ Tie need for HL’IF‘I'\E‘"T!.‘E"H“]] could be

related partly to a growing repertorre of

skills and 1deas, or 1o the need 10 produce

something new, exciting, personal, and

BLlcH, SMUTA e



NoCTurnal Surmouna,

2004, African blackwood.
LAOO WO e L F
marmm Inkay; 6% high
X 11% ciametor. The
irrl._"r-;-'_'uru:i retsawn
teardrop patterns play
woncerully oft the

circular lathe work

marketable. The natural feelings of sclt-
expression have 1o represent an important
progression in the carcer of any artst.
Sometimes | spend less than 10 percent of
my time doing the tuirning. To me, lathe art
ts less about wrning techniques and more
about discovery and self-expression. Thank
goodness, though, for all of those who have
helped develop new lathes, wools, and work-
holding technology. They have certainly
made life casier for all of us.”

In contrast to lus larger pieces, which he
sells predominantly in South Afnica, Smuts
hﬂ'ﬁ dL"L'Iﬂ[‘I."d an |.ﬂtl:n-|;|1lﬂ“¢11 I'l."l'il..I.L'I“ﬂn
and market for the quality of his delicae
inlay bowls. The bowls are masterpieces of
design and technical control, tiny works
that could not be a greater contrast 1o his
CTHOTTRIOUS rUhUEl PIL"L'I.:!'-. l.hf t'_lt'.'!h]'!-_‘Tli I'H.'
creates for the smaller picces are immensely
varied and his lifelong observations of
design are clearly a great Ih‘II.L “Although
many of the designs I choose are influenced
by nature or specific human interest themes,
others are geometric with the chosen shapes
or designs being adapted 1o fir the avatlable

[m atrca.

The contemporary turned wood
movement has become a truly international
].""hfnl‘m{'“l:'n. JHL{ il ol t‘fhu]l, th\' \‘l'['lfk i
the newly global market often has a sense
of place that never existed during the more
parochial early days. Butch Smuts produces
work that s u-.rntlu-hniriglj. the result of
his African heritage. First, the woods he uses
are not found anywhere else and theyv evoke
strong images of the South African veld.
Secondly, the visual themes of mamv of has
pieces rellect Smut’s life as an ecologist, If
yvou add his amazing skill in creating both
I-“}:'I.'. n]l“.lit i.'lh.'l._t"."l 15 '“"I:“. A5 dL‘II:l:J:f. Hnl-"h
vl .tw:rn!»hgﬂ. vou Il.-‘l'.. 'y tl‘h‘ wn’fk Hf |
unique craftsman,

While Smuts is happy to make both
large and small work for now, it seems he
s preparing for the future. He asks, “ls 1t
true the size ol your work decreases as vour
age increases? Is this a function of shrinking
enthusiasm and physical strengeh? ['ve
decided to prepare for this eventuality, the
pomt in my career when | may look
at a large chunk ol leadwood and rather
than see a huge bowl hidden inside of
it, | will see two or three smaller ones.”
Whichever he decides to make, we can

be sure 1t will be beaunful



HOW SMUTS WORKS: DELICATE INLAYS

lvian Menagerie, 2004, African

blackwood, pink ivory, round-leaved
Kiaat butl inday: 655 high x 1 2% wick
rits inkshes his bowle 10 a hine deares
¥ perlection, usually down o 800-gril
andpaper and 0000 steel wool Then |
pwipe on a few coats of Danish oll before

=

waxing and polishing by har

.".’Irl..|-.-rlj:'tTl:I'l".'llr"‘-. 'I ||:|rl
A Klaatl burl on Ihe Danasaw. Smune

lapes therm onNto a support board n

Do 10 <and [1hem amDot!

With the kiaat burl inlay veneer clamped He cuts the inlay shapes with the
in place on the underside of the bow Lol saw. and then 1its them Into the

rim, Smuts transiers the cutout shapes. plackwood nm






RON FLEMING

More Ideas Than | Can Ever Produce

Ron Flemmg purchased an old incinerator in Tulsa
twenty-five vears ago and converted it into his home
and studio. The updared histonical building 1s on the
edge of town and is surrounded by a creck, woods, and
lower gardens. “T am practically surrounded by a natre

preserye, he savs, “Ir s pmrrf'u] here and | have many

. N 3 | ] ] i
iy s snouian it 100K [in in m alat
il 1 (]
] ||J il il' i r (4 Kl ‘p Il_ J 1) _!
: e cal i3id QUL N [ WUrned o

gardens and sources of inspiration all around me.

It is amazing how I can just step outside and see an
image for a new piece. My nearest neighbor is more
than a block awav, so [ am never bothered by outside
distractions 1o keep me from mv work. | am totally
surtounded by nature, which | believe has been one
of the biggest intluences on me.”

I*]tming'ﬁ hirst career was as 3 professional illustrator
and designer, with agents in New York and San
Francisco making it possible for him 10 remain in
his home state of Oklaboma and work our of his
home studio. “T've been fortunate to live in my
home state,” Fleming savs. "1 could have done
better if | had moved to New York or California,
but | guess | am a smmall town person. | like the
lard-back hifestyle.”

When asking woodturners about others who have

intluenced them, the leading aruises in the field quite

With a large workpiece 4tll mounted on tha lathe, Heming

creates the bold surface 1exture using traditional carving tools

DPPIDISIT

African Fern 8osker. 2004, Redwood, 14" high x 153" diametetr
The wild ferns that grow in the hippo trails of the Okavango

Delta of Western Botswana inspired African fern Basaet

'q*-..?‘ i!—l h'l|||--ll'||||-l '..5'1
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often offer unexpected names, bringing

work ftar from the held of woodwork
into the mix. That is particularly true of
l'|1'n1.|'11.:, due 10 has Previous career in

itlustraton. “One artist 'rurliruhr who

has intluenced my work 1s Aubrey Beardsley.

Hlis method of drawing using nature with
the human ﬁgnn‘ in a styhzed manner

|!...'|.'1 | hih n-.rlk .th'JL t'rwm nlih‘l‘ ACTISLS
and intrigued me.” Old English, Greek
and Roman ST les of carving have also
inthuenced Fleming's unique approach, His
inspiration s the natural world and most

of his ideas come trom secing a PJI'LICHLI['

pl.mt. tree, ird or ammimal that interests him

I e then transforms and stvhizes the Images,

wurl-:l'n!: out the Ja.-l.ignr. in skerchbooks,

From Sketch to Wood
a kn'p a sketchbook or camera hand,
most L’II lht‘ timne +1”L! '“'l” ‘1:1.'"1'[‘.1“1-' d'ﬂ ol
rough sketch to save for later development,”
he says. "l seem 10 have more ideas than
| can ever produce. [f ] am eyer not in
the creative mood, and 1 need 10 produce
work for a show, all | have to do 1s refer
10 mnv sketchbook. When 1 am in the
creative mood, 1 usually ulr’ilgn a whole
series of picces and only produce a tew of
them, My work is very time consuming.
From the llwughl process, to the fimshed
piece, usually takes several weeks or even
months, The ideas come rather quickly,
as do working out the designs and derasls
involved. It is the technical process of
working with wood thar takes up the time.”
1 like to do work that continuallby
u'|1.li|rng-:h me, ['|rn]m-‘; r.xi-rl.n'um “There
15 a certan order | must use to create the
'|.”T+'I-!:f I h.n cin ”'Ill'.l'lj. ]: let"."‘r l“ltl'l- ﬂrt‘ln
and design to really make a piece stand
out. One will nor stand without the other.

Woodwirning is a nawural way for me to

combine my l.'.l].h'tl‘lhlh"- as an arnst and a

e . s § L. i TN [T——— .
FHemng s converted Drick studo Hhas large wincows

that jet in ampie natural light



craftsman, Most of the tume it 1s about how
| can use the lathe 1o establish a blank o
carve on, You always must have a beaunilul
form with which to work. When [ ereate ny
vessels, | Took to the lathe only as a basis
for my carving. 1 prefer my work shouldn’t
look like it came from a lathe or machine
and | spend time figuring out how a design
can be lasd out on the wirned form., | am
always thinking of COMpOsItion and balance
i this process and can spend several months

"

carving or }mimilug a imglc plece.

!4\

\ %01

\

ABOVE

Echinacen, 1992, Dogwood burl and maple; 12%° high x BY)" dasmetet
Fleming was admiring cone fowers growing n his garden when the
xiea for this plece came 1o him

LEFT TOPF & BOTTOM

Fleming keeps a sketchbook and a camera handy so he can recerd ideas
as they develop and save them for later development

o0 (RN FLEMING

!}.l



Childhood in the
Indiana Countryside

Fleming was something of a prodigy in

the arts and as a child. received a great deal
of support and encouragement from his
farmmly and teachers. He began sturdh Ing
illustration and painting at cight vears of
age and completed his first commercial
work at thirteen. "I did get an carly star

in my career. [ alwavs Knew art was what

| wanted do to do with my life, For many
\ears, | warched and I*-.\-hu d my bather and
E:r:u.m{:':.l}:c:‘ work m wood. | have fond
memornies of working i nw grandfather's
nfrvp and he always encouraged my desire
to become an arust and understand creative
and technical processes.”

Tlh' II'LTIIII’HH H!. i]'l:' IL'-IH[’JI \".I'H']t.{ cAame
cathy as well, as | leming was ratsed m the
country and spent a great deal of tme
hiking and camping as a chald.

“1 loved nature and alwavs was imterested
in the many facets of it T was always
observing and learning, thinking, and
M:Lu-.hi:l_-g for a wav to CXPIess the ﬂu!uﬂ‘.h
and fn-]m!:n. | had about nature.”

While Flermuing often works with exonc
timbers, such as iﬂtrL‘ wory, cocobolo, and
Afncan blackwood, he also uses discarded
woods as often as F‘-v."-.ﬂ[‘h. “1here are a lot
ol walnut, pecan, hackberry, sycamore and
oak trees in this arca. When | hear a tree
Mpedics [ like to turm s con g .._Inu.:!. [ty
10 make arrangements (O @el as mu h of
as | can. I'he beaur) and Pur..;nu.;l ol wood
has always 1llll‘i!jl:t d me. It s I'.m'h casth
manipulated and its pattern and grain are
alwavs unique and different,

www. hearthstonestudios.com



|::| I_uu,'[h, 1\'1':1'..!'1., } h‘[‘f'ﬂl]}_‘ LOTIVTNG fltlEIL'
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COMeYS Liwe |~.4*n14 0 he feels for the nature

thiae nspires him: "'Whether 11 be the |-.'|].1TI'I‘:|-_'
!l..'.'i'h'l..'!'l- lu.ltl JUCLLITIN SW Fthnﬁ mio a !'I.'I."f\'ﬂ
form, or a single Hower bud unfolding n
Spring, each prece gIves me an opportunity
10 make a statement about the never-ending
nmtuals of nature’s evolution. Each form in
wood becomes a captured moment of 1ts
own existence and every vessel gives me a
way to express my feclings about the things
| see around me and o share these visions

“E
with others







PETER HROMEK

You Find These Shapes Everywhere in Nature

Amvone who has worked on the lathe will be fascinated
by Peter Hromek's multi-axis pieces, because they seem
to defy logic. You can't see how he could have hollowed
them out, nor what the lathe had o do with 1. Mam
people find Hromek's pieces so startling they can't quite
lu']n‘h‘ Ihu.'\ ale In.‘.ldt‘ ﬂ[. 'm*uh'!.

Arniving at the designs was not an immediate process,
Hromek rtp].‘lith, "At the start [ used 1o make upindlr-
lii‘:l: L‘\_N.ilfﬁ "“hjf]l Wer'e l:“d aon th'l.'.'lr '_'rldl:.. hu‘ lh.fn. I hﬂd
the idea of putting some of the forms together to make
them stand up. | turned three hh.ll"-l“-'u exacth the same,
then frited them together,” Hromek said. "It wasn't so
easy because the walls were only about a quarter-inch
thick and, as everybody knows, wood moves. Thar was
how my first “Tripod’ was created and then it ook me
almost five years to work out how 1o repear i’

Hromck continues, “| wanted to hollow the complete
form and [ realized that would be possible only if

| hollowed nt thmugh narrow rrprn:'ngi in the tips,

The results decenve the viewer because although there
1s a big opening tn the vessel, it 1s not hollowed out
through that opening. It's exciting 1o let the hollowing
of three shapes in one piece of wood penetrate each
ulh-:I‘ ."||'u! l't'!- I].I'I'L”'I. pu\\llilr 1O I_nmgl'nn: 1 Was frmh:n.[

on a lathe, It's wonderful to bring together shapes,

ATCQVE

Hriomek displays the mystifyving interior of a theee lobed vessel
"It's exciting to let the hollowing of thiree shapes in one piece of

woot penetrate ¢ach othes” he s

LDPFPOSITE

verus 81 2006, Box 2300y, partly staingd; 16" higr Thi
mulli-axis lurning, made from one ge place of wood
Vern 21 exempliles Hromek's current work, Deceplively
the three lobes wera ¢ h hollowed out from whatl nas
pecome their bottom ends. The opening at the 1op was

partially formed on the Bthe, and partially carved

YEILR, HROMEL . i



pindie, 2006, Ebonized robinia; 13" long. There is a serenity about S5pinale. It is

simply a conventional vessel cleverly cut to show grain in unexpected ways and

‘l"I'I|_||| A 'j OOW In "_I_'Il_ ]

| W
-I L

. Sugar maple burl; 157 long. Perhaps the simplest of Hromek's

ogic-beaters, it should not be possible to turn a piece like Submarine on the
lathe. To imagine how It was done. it s Nnecessal v 10 se@ It partly as a spingie
Iurming, partiy as a vessel and partlv as a carving

| 351 TE

.-...]f I-,Il'..'_'. _._'-._-:!_|-_ r'.'r,,_';l'l_! o= -_'..I I |.._"| Sa W G | |[:_-‘|'||l'r-- I :'||_'n e | =l _| [ s _|| i|_' Say 1Ty ,'I.._|||-
1S sensual. | like that igea.

P PETER HROMEX

which by themselves are quite ordinary, and
create something completely different and
unusual.” This improbability 1s what makes
Hromek's work unique. He has built on a
sound sense of form and line, which made
his simple hollow forms work so well, and
he has taken it to an entirely ditferent level
I.l'i. SLT|I|1ih1!It'.!!I'uI11. His "n.'l."i."-.t“lh Il‘.'LJk u'i.‘*-nli‘lli'.k
enough, but only by observing just how
difhicult the process is can we appreciate

Hromek's Exp-crtis-f.

A Multi-Faceted Career
Hromek grew up in the Czech Hrruhh}‘
and qualthed as a preaision mechanic. In
1969, he moved to Germany and studied
technical engineering. During all this time
he savs he had a love of craft work and art.
“T used to make jewelry, just for fun,” he
savs. A creauve spirtt, he also was plaving
bass 1n a bluegrass band and soon started to
m:ll{c E:uil.ar'r;_ ”I I‘L‘:id .'1” L':'!I I]h' books about
stringed instruments | could get. Although
mv guitars were made to a professional
"&I.l['l.lj.{l'l.!. 1L Was II.lt'd Lo M'” lll.il‘tlk lux‘auﬁr
| lacked marketing experience. So [ wrote a
book about 1ﬂ.|i]din}1 guitars, then gave up.
Hromek then worked for six Vears as
a model maker in chemical plants, bu
computers eventually took over the job.
Forced to contemplate another change
in career, he decided to try his hand as a
craftsman again. = |um31]11 a small {.uHr-lfr}ﬂ
lathe and started to turn. I did not know
.lﬂxlhing_ abour 1t and | was Just scraping
evervthing. Again, I went to a library, this
time to read all of the books | could el
about turning. Of course, reading and

turning are two different things,”






emph

¥<.0s Thi

Despite the difbcule beginnings, Hromek

was sure he had found his ],'r!l‘-.r'hw‘-lﬂl'l.
"Right Irom the stare [ was so fascinated by
this kind of work that I couldn’ SLop, [

1 didnt realize how hard 1t would be. 1 used
to cook at nights in a local restaurant and

murn in the davoome. | tound a translation

of Richard Rallans book on woodturning

de SIEN | page xu

and this became nw Bible.
| used to turn many natural-edged bowls,
vases. and so on, which | sull like 1o do.”
Fromek now has the lifestyle e always
wanted. "] reside 1n a small village in the
middle of Germamy with my wile, a dog,
and three cats. My wife 1s also an arnst and
she makes her art out of papet, another
wood rrm‘]uul. We have a hrg g.ardm with
many fruit trees and Howers, and we grow

SOINIC n'grt-llslrn. In German, 'En.-uy]-; call us

land epgs.” We have pood neighbors. One

FIROMED

ol them makes H};m.'nm'-.- works 1n ceramics
JIhi ¢ ONCIYLe, .11‘.\{ ONOC OF TWioE a Vel W
organize exhibinons in our houses and
gardens and invite other artists 1o exhibit with

us. I he visttors come mosth Irom the aities,”

Finding His Own Style

Hromek has gone far bevond his earh
'.milﬂ}'-]f fascination with wood and basic
wrning. ~ Today when | destgn m
sculptured vesscls | don't necessanily care
much about the grain. The wood has
become a carnier of form, although it sull
inHuences the hnmished I-.:.,;.:," e must
have sug n'i‘r.'t!t'ti N surpassing ]‘n‘ni_,r[-."h
eXpectanons, as he “I'I uns:  Ofen at
exhibitions people ask me il my preces

are made of wood. They agk me that even
when they are standing ‘.:_._:h{ in front of the
object. | found it hard 1o understand, but
then | realized they are not able to relate the
forms to wood.

When you are hollowing on more than
one axis, the process rakes careful planning
IHromek savs he carnies ideas lor a new
design around 1n Ins head for days or even
weeks, “When | start a multi-axis object, |
first make a technical drawing at a scale of
I:1. That I'*"[I“ me to define the ah.tpc and
how to chuck the prece, what part | am able
1o wurn, and what [ have 1o mill or carve by
hand.” The process is far from the simple
turning that first atracted Hromek, bu
he believes s sull relanvely simple, as he
upl.uus- “It's like many other woodturners
who are mo INg Away from tut nng Lo
free-forming, but the turning is sull a ven
important part of my work and | dont use

any ‘-|.n1'|,l| tools or t'I‘HlL'kIII}{ methods, All



ol tmy works are hollowed out on the lathe.

but outside there 1s not so much H|1':1|:'.33."
Now he believes he has found his own
stvle in this work. " They look veny Organic
o me, like cells, You hind the shapes

EVEDTWIHINETE 1N NATure-

'.‘1'..'1'-..{'1. ‘."\-..‘1.'1..{ l"\"L.-h.
leaves, Howers, fruit, and parts ol the human
body. When | feel myv work somehow
wuches the viewers, then | think my job is

! i ;‘]wm. ; havi :"lm';tluf i'n'l‘]-‘ 10 TN 'H.L”lL

15 sensual. | bke thar idea

HELTMES bl



HOW HROMEK WORKS: HOLLOW ON THREE AXES

Hromek has prepared the maple blank for a multl-axis tumning. Starting from a cylinder, Hromek has cut a spilgot for the chuck
At this stage, the solid log weighs around 55 pounds, The final tleft) and turned the basic bell shape. Now he opens out whal
vessel| will weigh about 2 pounds will become the lop opening of the vessel

Hromek remounts the blank between centers, on pre Hromek turns the first of three more spigots. Each spigot will
determined diagonal points. He balances It by screwing lead subsequently be mounted in the lathe chuck so an opening
weights onto the wood can be turned

Hromek remounts the blank three times to turn three equally With the blank remounted In the chuck on one of the

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

42 PETER HROMEK



Hromek hollows out the new seCTion with a gouge. You can se nhe artist repeats the pracéss Twice more and the three-lobed

&

in the whirling wood a shadow view of the final shape of thi thape begins to emerge. wWhen all of the Insides have been
part of 1he vessel holiowed, he tums the cutside ol each witt Suppon m Ihe

lathes talistoc) rignge;

Hormek continues to shape the wood using a power carving
ool mounted on the athe's tood post. at right, while he slowly

i = Nl s =

rotates the workpiece by hand. He's left lots of wood opposite

pbes 1or Bter shaping 1o form the kps around the vesse

finlshed opening

With the piece remounted on its central spigot, Hromek turns

the final shape of the base. After refining the detalls by carving
Hriomek sets the plece aside $0 the wood can dry out, after

which he will complete the carving, The walls are about W' thick

e

PETER HROMIK






WILLIAM MOORE

The Contrasting Relationships of Wood and Metal

While the majonity of woodturners are self-taugh,
the art=school educated William Moore is a notable
exception. Today, he divides his time between teaching
art and creating sculprural vessels that combine metal
spinning and woodurning,

Moore lives and works in western Oregon, about 16
miles west of Portland in an arca called Helvetia, Not
exacthy a town, Helveria 1s a wade POt in the road with
| h.lndi-ui LT]" hUu}f& ..'"]\'j 4 Lavern 3111"[’4.}111'1(1-:&" lﬁ' t-ﬂrnlh'
farms. Descendants of the un!:lrul Swiss settlers own
mamy of the farms. Moore and his family reside in whar

was once the community dance hall across the street

from the tavern. Next door to therr home s Moore's
1,400 Square foot :-.hup. filled with eqquipiment and
featuring four lathes, including a Oneway and a Yates
Amenican # 13 patternmaker’s lathe.

The intluence of woodturning came early in William
Moores life, Rather than coming from his father’s garage
workshop, as 1s frequently the case, 1t came from hs
mother, who ;h'a.lnin'n‘] a lathe in the r.'u'i} 1950k, “She
loved Bob Stockdale’s work and | learned to appreciate
s work through her,” savs Moore, “She l.mg_'lu me 1o

- - . Xl
wirn on her 1950s Craftsman lathe.

he works of Moore require meticulous planning

Meaturng arnd ntting

ODPPOSITE

Ny@rness, U0, Ok burl vona~ 107 "-‘;} 10" widex §° -1"*.'1'
“The metal portions are Not deCorative aaaitions, Dut rATNe

adre intlegral 10 1he whole, Moore says. " The HBody is turned oak
burk, Mimicking traditionally styled handles of Kichen cutlery
the wood on either side of the handles bronze spine are of the
Lame pak. All other elements are bronze. To provide contrast
some bronge eements have a brushea hinish, Othes have a

cepeCkied texture with 3 Drown panna,

IR LAAM,. MOOES A6



RIGHT

Euphrates, 1990,
Madrane, copper;

64° high x 17%" wide
x 11%" deep. *l created
Euphrates when | was
interested in ceremony,
ritual, and symbolic
objects,” Moore says.
“The stand, the

vessel, and its stopper
create a totem-like
compaosition,

BELOW

Equiitbrium, 2006. Maple
Burl, copper, bronae;
11%" high x 23%" wide
x 13%" deep. Recently,
Moore has turned
toward exploring
gesture and balance

1o create a sense of
movement. In
Equilibrium, he
combines multiple-axis
hollow forms with
spun metal to create

a sense of equilibrium,
or coming to rest.

The term "_-h.*ulplun:" is often .'tppiicd 1o
works i the field of contemporary rurned
wood art, yet very few artists are actually

tramed sculptm's. Willtam Moore 1s an

Ia..l 3 [ = - 3 r.i_. B . ; - I','1
The _.f-'fflﬂ',:: of melal Lo Wooa can pe

A e B L o e - P S oy Wl T A 0 A
SIOW ana 1apar-imtensive, | Ne jorms

combine well because they were all

credted on tne 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
sculptur-.rl .&ppmachfm as well as the
important design movements of the
late-nineteenth and twentieth centuries,
includi ng Art Nouveau, the Arts &

Cl‘r].rlbi movement, .md lhf Bﬂlll'l.'lll!i.




Discovering the
Lathe’s Potential
Duning his studies 1n art school, Moore
u:.tplurrd a range of matenals and created
m.lllwmrm in rased coppet, plaster, clay,
welded steel, carved stone, cast bronze,
plastic, fiberglass, and wood. While he
found all of the materials interesting, only
wood had properties that sutted him.

“Wood had some resistance, unlike clay,
but could be manipulated morte casily than
steel,” Moore savs. “Stone weghed 2 ton
and was too resistant to change, Wood has
nich vanety of color and texture and 1ts
form can be altered with a variety of 1ols,
most of which | enjov working with.”

In the e 19705, Moore's mother
gave him her lathe. At the time, he was
constructing wood sculpture. Initially, he
did not know how he would use the lathe,

imagining he would just turn gifts for

fnends. He rediscovered the lathe’s }'-mtl‘ltul

as a ool once 1t was in his nhnp and began
ma ki ng forms for the constructed wood

sculptures he was building. Soon he was

exploning forms he could creare betrer with

a lathe than with any other tool in hus shop.

Encountening Steven Hogbins split-turned
objects i Fine Woadworking magazine

(page x) showed him even greater potential
for the lathe, "I was dazzled,” Moore says.
“Thinking of wrnings as objects that
could be altered after they came off the
lathe was a revelanion.” Seeing Lynn Hull's
spun metal works intuenced Moore to
think about combining twrmed wood and
spun metal, Moore came to create strong
relationships between the wood and meal

elements in his work

How Moore Works:

Wood and Metal

William Moore's process o ften ll"!_:lm-
with drawn tdeas he further refines in the
mrning process. Next, he creates wrned
wood elements, followed by developmg
the spun and/or fabricated metal clements
to complement the wood and make the
composition whole. He must complere the
two processes separately and once he has
created the metal elements, the wood may

need to be carved and tweaked 1o achieve

the perfect fit,

0 spin metal Moo

“The hollow wood vessel forms in prosses a flat disk of

’ - Copper or Drass onto
my work are much too fragile to withstand

3 hard mapke form,
the forces of the metal spinning process.”
Moore explains, “Once the wood elements
of a piece are finished, | create a template
of the mirned form and then trn a sohd
duplicate pattern from hard maple, which
is the form onto which [ actually spin
the metal.”
Moore believes the lathe strongly defines

his u'ulpmn--»;. “1 am drawn 1o the character

WL L TAM. MOORE ¢ ds






ﬂf‘ the 5_'|.'HII‘m'll‘if.1| ﬁ.n'l‘ﬂ:} | create on lhl'
lathe,” he says. “They have a crisp, sharp
clanty from any perspective. Most of my
compositions are about the contrasting
n:l.ltiunﬁhipb. of wood and metal. The

forms combine well because they were

all created on the lathe! The lathe 11|tim.1t-:1}'

represents just a quarter to a third of the
time to realize the final pin'f." Moore says.
“The ﬁlling of metal to wood can be

slow and labor-intensive. On some picces,

1 may n'miuirv u‘;lr'*.'illg ro form purlinnﬂ

of the piece.”

[n many of Moore’s peces, the metal
parts are not a single spun form but rather
several made separately and silver-soldered
together, The careful fitting rogether of

parts betore soldering and the ﬁnishing of

all of the soldered scams afterward 1s a

slow and laborious process, Patination
of the metal is the final step before he
assembles the work.

Having solved the aesthetic and technical
aspects, a work holds little interest for
Moore unless it suggests new possibilities,
"1 most f:njn}' L'xph&ring a new idea, and
:‘-nl'l.'iru.&"~ the a.‘umpa‘r.-;ilu‘n‘:.li and technical
problems,” Moore says. “Every step of the
process in creating a pt'n‘r 1S a fihl]n't‘lgf."

Works in progress, sketches of designs,
and tools fill the studio. 1 am not known
for neatness, says Moore, who recalls seeing
i phnm of Alexander Calder in his studio,
where hand tools and matenals covered
every squate inch of space. “It made me
feel at home,” Moore says, 1 clean up
occastonally. After all, vou need ro clear a

surface to 'I.'u'h‘.ll‘i{ on mnwlinwa.

OPPOSITE

[igaed Orb, 2006
Mahogany, ebony
bronze, copper, brass;
|0%" high x 11° wide

x 12" deep. "Several
cut-oft pieces of

spun metal were the
inspiration for Lidded
Crb” Moore says, " These
pieces became the two
halves of the hinged

lid ot a spherical vessel,
All | had to do was

make It all work!

BELOV

bk

Ochoco, 2005. Buckeye
burl, copper; 93" high

X 23 wide x 12" deep.
"My goal In juxtaposing
the two fornms was 1o
lake therm out of the
context of DEING Seen
as vessels and instead
1o have them viewed as
sculptural forms within

a botanical reference”

MIOOrne says







VAUGHN RICHMOND

Technical Challenges Are the Most Exciting

Many contemporary woodturners struggle to deseribe
the relationship between their turning and the
.Idt{itft*nﬂl “‘l.li'l-'. lht‘}' dn on their }‘it‘t‘l‘h. INot so '"u':m-ghn
Richmond, who simply, but elegantly, says: "Some of
my woodwrning may have an clement of sculpture,

and some of myv -::u]pmn--; may have an element of

woodturning.” The statement wonderfully sums up
much of what has happened to woodtuming duning the
last twenty vears,

"My work is divided between what | know | can
do technically and what I would like to be able 10 do.”
Richmond continues. "I regard the rechnical challenges
as the most exciting ones. | enjoy developing the
knowledge and techniques to deal with a new design
idea. The process can be slow. An idea or an influence
planted in the kibrary of the mind may take many
years to develop. The result may be really pleasing,
or hzzle out and be sent back 1o storage for the future,
| rarcly sketch my ideas and am lorwunate I can visualize
J Iiﬁlhlh‘d Pll.'l.‘l.* and the ‘ih‘}‘"ﬁ needed 1o m-‘lkt‘ it.
This also gives me the Hexibihty to change the
m!r:ign while | am mnkin_v.: the piece. (Mten | venture
onto another path as inspiration takes over from
common sense, |he shelves of half-completed

work testifv to this”

ABCOVE

Richmond perches on a huge boulder among the bush he
loves in West Cape Howell National Park, the southernmost

point of Westemn Australia: A kttle piece of my world”

PP E

Fiured Voswe, 2006, Sandalwood, goid leat pearl shetl, acryls
paints: 5%° high % 2%° diametar It requites extreme conteod
1o créate such nne de1al on such a small scae, Richmona
Creatas the fluting on a dedicated system using a swing-ar
mounted router. The unfluted secnion act |1|1,,'|-|:'|'.|I1.-.*1.,'-'1 .

L TIulddd Areas

VALGHN RICMVOND . by
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Arah, ACrl

paints; 4" diameter
x Ve high. As with
mwuch of Richmond
WK, the contrasts
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As 3 I,‘I:"I.Hhi West Australian, Richmond's
work is distinguished by a sirong sense of
[,11.1-:-:. He works exclusively in nmbers that
are unique to his region, including jarrah
and West Australian she-oak, When viewing
his work, the beauttful hand-worked hinishes
offer a strong first impression. Richmond
lon m!.:h p{‘.—IIih:‘ﬁ s pleces to rnﬁ-ctmn.
bringing out the rich wnes of the woods
he uses, Next, it is impossible to ignore the
meticulous craftsmanship. The quakity of
Rtthl'l'ltllhrh wﬂfk 15 5S¢ I.'UH-J 1O ONE .l]'li..{ }‘ll.‘-
superb craftsman exemplifies the importance

of I,l.unﬁtakmﬂ atrenuion to detul.

Many Strong Influences

It is interesting to see how many sirong
inthuences there have been on the Wesi
Australian artust. "Art Nouveau has
impressed me. It seems it was a period of
enthusiasm when craftspeople and arnsts
broke aw an from the mundane. | love its
asymmernical designs and the sensual curves
and lines.” He also credits fellow West

Australian woodworker Greg Collins as

lwu'.LE: a powerful influence. “In the early

19805, | had just started to wirn and |

saw an exhibition of ﬁﬁ'g'w work. | was
Impn."iﬁ-fd I’.""’r' Ihf li]“:ll“\' i"‘ll- hl!'- ii“'[!lhl"‘h Q'EI'IL{
| thought, ‘It this is what needs to be done,
then I'd better get some more practice in.”

Richmond also credits potter Dame Luce

Rie, who was born in 1902 i Vienna, as a
strong inspiration. | am fascinated [r} the
patterning and decoration techniques on
her hnely thrown and well proportioned
bowls.” Woodworker Dand ]'j..: also n.ffrp}_t
attected Richmond. “In the book Davd Pye
Woodturner and Carver, 1 found phrases that
stay with me including “the workmanship
of nisk, ‘small differences in the qushl‘n' of
all things matter, and “peniods of complete
absorprion and commitment.”

Richmond puts those deals into pracuce
and does work in “periods of complete
absorprion and commitment tor up 10
a month at a ume. When he 1s done, he
shuts his workshop for a couple of weeks
and rests. He says 1t 1s the best way for
him to maintain an interest in the work.
Richmond also believes he 1s fortunate to be
able to “take ume oft lny :1‘.1\:3]:!13: around
demonstrating woodturning.”

Young people are rare v able to study
woodturning at school, but Richmond was
fortunate (o experience the cralt ar an early
age. Apart from the fact hus tather was a
Wi "Ll'u-'ll.!'rk lL‘.h'lH‘I !:.*I' 'Ihl-ftfl. -fi'b‘r.’ VCArs, Ih‘
also generously acknowledges the guidance
of his schoolteachers. I turned mv hest

piece of wood at high school as part of a



manal arts subject, along with metalwork
and rechnical drawing, It was a hands-on
expenience and I'm graceful for the patience
of the mstructors who showed me how

to turn a lumpy old bit of wood into a

nice rolling pin” That early experience re-
emerged in the early 1980s when Richmond
started tumning agan in response 1o the

demand for quality eralt work in wood.

The Warmth of the Wood

As with most people, wood itsell s special
to Richmond. "Wood s tactile and warm.
I'm constantly amazed how nature can
produce such endless varieties of color, grain,
and texture. I'm fortunate o reside n an area
that has some of the world's most beautiful
timbers and | have legal access to fallen logs,
Collecting the wood s a special part of my
woodturning. To walk in the forest, admire
the beauty of nature, and know I have the
potential to reveal the hidden beauty inside a
gnarly old log is something special”

There 1s not much pretentiousness about
Richmond's deseription of himsell. “I'm
comfortable with "woodturner, as it 1s mv
chosen craft. | sull hind the lathe a fascinating
mstrument and 1 have no doubst [ sull have
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

ABODVI

Swasthh, 2005

Shooak: 15" diamotos

x 37 high. The dyramic

Swisihh Is typical of

the earlier designs that
estabished Richmond's
reputation as a

superd craftsman

LEFT

Square, JO0G6,

Shegak 6 diameter

x 23" high. Richmond
phays with the idea of
the traditional bowd,
capping the bowl form
with & rased square
pattern thal |s the exact
opposite ol what we
wioulld expect

VAR GHN RICHMOND
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is completed within the limits of the turning
process. | have four lathes and they are set up
to perform slightly different 111rning tasks—
trning, Hutng, hollowing, etc.”

Despite acknowledging the lathe as top-
dog in the workshop, Richmond's work falls
into the familiar modern pattern of on- and
off-lathe time. “Some |‘irft':~i can take several
davs on the lathe, then several weeks on the
bench. I usually have a whole lot of projects
happening at the same time and when [ have

had enough of sanding, | can do some more

turning. Sometimes | may have five pieces
going, all with different design challenges.
Then, there is what I call ‘play time’'—a
Il-w f|.1_1.':i ju:f-I ll'_‘u'l'iig Out new tLl:'ning Of
mechanical processes. It ts a real buzz when
d NMcw IIL'li.'..'I Jf[llw’l”j‘p' “r'ﬂrk‘.‘i."

Richmond is a happy, gregarious
person, much loved by audiences when he
demonstrates. He 1s likely to sav to wisitors,
“Let’s go out in the bush. [ can show you
some teally good trees!” [v s fun to talk 1o
him, because he cnjoys life so much. “And

h-h_i' wouldnt [77 he would add. "1 live in

the beautiful state of Western Australia with

an easy-going lifestyle, fresh amr, glorious

VE
‘l = ‘51 ._1 I- ‘-I. l.-.-d-‘.. ‘l'lj‘. - = = & ™% = = - & = 1T = S—_ = = = "l AL = e -
beaches, nice wine, and access to some of the Fluted Dish, 2006. Jarrah, pewter. acrylic paints, black coral: 54" diameter »
r - -+ 5 - - - .:.". -: g i .'. . ."-\.. -al I..! . :I : A o JI 'E'\- .'} .-. .- ] -. l‘-'..'l '..-'. ::-+ I '.":|..' I'.: 10 |- ..i = "l:ll.' .“:
world'’s most beauttful nmbers. | work in a 1 %€ deep. Fluted platte § ke this are another of Richmonds signature styles,
simple and supremely elegant.
great studio at the rear of my house next to
ABOVE BOTTOM

A p.lrk with tall trees and abundant bird life,
Dark Sun, 2006. Jarrah, pewter, acrylic paints; 13%"° diameter x 13" deep. A hymn
of pralse to the beauty of the wood, Dark Sun highlights its sweep of tones from

the dark and richiy h gured heartwood 1o the lighter, less mottled sapwood.

and I have a great bunch of wum‘hurning

friends.” Who can argue with that?

a1
*

VALGHN IBICHMOND






ROLLY MUNRO

The Lathe Creates Armatures for Major Sculptural Work

Ru”}' Munro s fxlr.mrdin'.lr}‘. Of all of the pcup]c
wm'king in the held of wood art, Munro |.‘hr.'t'h.|].‘l.‘€
deserves the ttle “artist” more than any other. :"'.l[huugh

he uses the lathe -;-:n;wnﬁir-.-lj.-, iis pﬂ.-r.s.n'lah- he also lvrings

.-‘I.".'r.r 'Il.'l:'.' ir 1I Fr I.'.II‘I‘ oF L ';-I.i!.lll. A,
r:.-"l cal A fmMaxKin 4 DI iFi XDF¥ 5
the content witnin a wol

a wider repertoire of skills to his work than other
wood artists. His work begins with meticulously made
drawings and proceeds through a process dehined 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
funﬁidfwc{ I:'ll:'ml:rl[h'; 1."'-11.“1‘:!?(] JT'H:[ f[}m}'\lflﬂfnt;}r}'.

tor rx.unp[c. in PubaPuba Form, he has 1.'.*-.1|'|L‘h*l‘ﬁ.lﬂj.'
l.._[:lml'."infd th[' “n"h”]f ﬁﬂli].'lnll_.]l [,"'n'l'l._'l:ﬁ..";- "l-'-'i{h Suﬂ:h't‘
freatments in a unique combination. Most contemporary
rners “’U‘“ld h.l‘ﬂ'.' l’n.‘::l"l E.III-SHE'I:] “."Elh thl: .'j“[.i:ll:l: texture,
but Munto also has transformed the opening in the top
of the vessel so it goes beyond the 5implc hollow form

and becomes a creanve tour de force.,

Becoming An Artist in New Zealand
Like many other arusts, a family member mitially
influenced Munro, as he explams: "My uncle, John
Munro, was an art teacher and a sculptor. That might

have inHuenced me to study art. In my r.lrl}' d.lj.'ﬁ as a

ABOVE

The dogs frolic with Munre on the beach near thelr home,
Muniro draws imagery from the ever-present sea.

DPPOSITE

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

74" dlameter. The idea of the piece itself is astonishing
enough, but the detail is even more lascinating. Examining the
beautilully carved legs more carefully, it is clear the birdlike feet
are partly embedded in the ground, possibly an observation by
Munro as his feet scuffed the sand on his daily beach walks,

ROLGY NLUN RO S
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student of hne arts, |

wirs hupely moved

by Jacob Epstein, Henry Moore, Barbara
Hepworth, and many other arusts, although
Moore and | I-cpwa:-rl}: were the ones

who actually used wood.” Munro also

acknowledges the mHuence of indigenous

Oceanic and New Zealand Maort art formes.

"Thev used wood extensively, bus Ihr_;
muxed 1t with other unexpected media and
treatments. T heir work was both unlitanan
and non-utihtanan,” Munro sad.

Another powerful influence on Munros
art is the place in which he resides. His

home and u.nli-:f.hnp are near the ay of

V\}”ing{uu on New Zealand’s North Island,

He 15 near many beaches, has magnificent
views of the mountains, and his home 13
surrounded by lulls covered in nanve trees.
It 1s an cvocative environment and has

distincnve work echoes 1t in every way.

The Lathe as a Sculptural Tool

Munro 1.,{15-.'!1"-'1'1'1_"-.[ the |.11h' a8 a :-.'ntlﬂ.llrlil
tool when he was at art school n.iu::ng&1 the
1970s. He had to make components for a
design project and says he “began secing
lwmxihihlrh for the turned form. Later, when
| was browsing throuph a book, | saw a few
sumples of Bob Stocksdale’s natural-edged
bowls and | thought | mn&:ln be able 1o make
a little money to help me though art school
wooden bowls.” Mumro's love

I turning

of TUIMING ICMAaIns Sirong: ~ SINCe my first
EXPETICTCe On | Lithe at age 19,1 have loved
the pure sensial plf.m:n* of peeling wood.
| am now 52 and sull expenience the same

gl.l1ilix'.|=:-n1lt from the sound. the feel, and

the aromas as the }\r'vlntih iy,
L®






Perhug

ps because he tell into wooduurning

by default, something he has in common
with many other conlemporary tirners,
Munro was not tweht how to wrn wood
or what the vanous tools do. "'l absorbed
IE‘,L 1.":".'1.'1. 5% :.*‘. DSINOSIS, S0 Yol Can 1:I:'L.|f_]LI‘It'

there were many acadents, both good and

-—

bad, Much of mv early turning EuEpIment

was home-built and I'm sull interested in
woling” Creating tools has accounted fon
much of s working tume in recent vears,
as Munro has devels -|'--_4_l his own line ol
hollowing tools, somewhat reducing hus
ULl of wood art,

There 1s no “searching for the prece
within the wood™ for Munro. He alwinvs

i : q -
knows exactly what he is going 1o do belore
he starts curning, as he explamns: “Art forms
are a melding ol tcchn:quc. the phyvsical
¥ L}

act of making a prece, and expressing
the content within a work. My aim 1s to

hL'.ﬂ”l.."shl'1 l'lulld i!lu' i IL'IHL'HL_'- .IIIJ not 1o




Exploring the Wood
Despite hus can ful design process, Munio
can stell enjoy explonng the wood for the
sake of 1L “"Olten a turmer throws a [,-i.'u. ol
wood on the lathe pust to see what's inside
| dont know of muny other matenals where
that is common. [ sull do that. Every wood
has a different character, The weighe, the
color, the smell, the pore structure, the grain
directions, and 11s workalnliny are like the
delectable elements of wine or food. For me
IS AN INeractive nlwrifm'l, | need 1o cut i’
For an artist who uses so many different
techniques, 1t 1s perhaps surpnising to
hear Munro speak of the lathe with so
much passion. It's a carefully reasoned and
compelling point ol view. “A wood lathe
creates a disuncuve three=-dimensional
abject cased away from an engineered form
ir.', :]'n' ;'!].q:,-:. | of .'.i!,' 'H.wu.i spun On L.
Its dithcult to conceal the powerful and
domnant lines ol symmetry in a turned
object, Wood is also notoriously unstable,
given to distortng, cracking, or rotung in the
PrOCess ol comering it from tree to hinished
object, Mimmizing the wall thickness of
an object before drving reduces problems. |
discovered wn—ndu.:rr:in; I$ A e fast wood
removal system allowing o blank canvas ro

e created .p:i:r ~{|t:;_?-;,1_1” For me. the forms

Creale armatures [or I'ILI‘]L'II' "i-."l-lil‘TIIT'HI 'I-'h'l"l'k.

An yn:.ll PICCE TUCRUITTS 3 dav's turnume, but

1wo to three weeks of other processes.

T { Ll TS reed andg sancibl, |
' I i i i 58 " Y I 1
Munro should be better known than he 1s, ¢ QIAMELCE. viun trefching the bot i the turning field whi
nost were still moking salad bowds. Flotsam is 8 typical example of his earl
bt he 18 not an AP esSSIVe HLIT*}*Ith-lrl. /mion. A small tongue and groowv K the two holliowed halves together, The
' , , . asle . b ind- ar £ ey selis ) 1 on the '
His conmmbutions to design in wood an
should be better acknowledeed. Unul then, ABOVE | €3 M
\
1 Ny . g iofow forrm. 1998, Silky oak: 1 1% high x© 17%" diameter One of Munra's simplor
well-informed studemts ol the eraft can ny Gay Ighx | '
ocps Hodllow Form shill shaows his tracdemark carv ng Much of the patterning i
contnue 10 enjoy the well-measured ourpun ndexed and defined on the lathe, then later refined by careful hand canang

I 1
of a IL’I]LJI.'I.‘L_{L;{ Artest.

ROLLY MUuNM kD £h)
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HANS WEISSFLOG

Totally Focused While Turning

When Hans Weasstog's work appeared on the
international '.'.'l.l-udlurning scene in the mr]:. 19905, 1t
was unlike anvthing anyvone else was ereating. Collectors
and artists alike marveled at the intricate design of

his works and the techmical virtwosity involved in

creating them. His small, intncate boxes were linked 1o

A oy { any F (R EN I} 1K IN Ine Dri 1 |

r.r: lr-' +| : 1V | i 2 ‘Il ) 1y _:1:"._..;‘ ]: 7L rk I
| ¥

WO Wk ! il Il 114 et Iy CON e,

trachitions and .1]~pm.1;hc:- that had little 1n common
with the bowls and vessels that dominated the held.
The difference in Weisstlog’s work probably relates to
a background considerably different from that of most
other artists mn the held.

“'uiﬁtbg bcg.m with a three-vear .lppn:nm‘u:ihlp
in mechanical engineering, eventually becoming a
mechanical engineering rechnician. With a growing
interest in design, he then auended Fachhochschule
Hildesheim/Holzminden for more than three yvears.
His professor was both a well-known woodturner and
the person TL'!;}H)IH”*IL* for u'nndlu:'uing .|prrﬂ|li1‘mh|lu
in Germany. “ That made it casy for me to become a
woodturner,” Weissllog says.

Starting with a range of uulitanan obpets, such
as baby raules and children's toys, Weisstlog learned
to design and create larger works, such as lamps and

f.llrlltllln'. l]uﬁrlﬂ 1|I¢Hr Vears, hf dih‘ﬂu'n*tf imn"-!u‘]drd

ABODVE

Using a skew chisel laid flat, Welssflog rounds over the

R WOk,

OPFPOSITE

Rocking Bowl, 1996, COCcobOoK; 5" high x 634 wide x 5° deep
“With Borking Bow!, | wanted 10 dosian a pece with a heawy,
massive part that belongs to the earth and a light, plerced

through part 1o represent heaven, Weissliog says

ANy WENMLOG , 35



___l......_,.
i haalt |l

The muscum gives
medieval character to
the town of Hildesheim

. TP
where Welssllo ;1 VS

."'|‘”-|-.‘| 1r . 1::”'-: {5, ‘I"-

Iattce in a hidded bow

boxes provided him with the greatest design
Opportunities, "With boxes | could create
MOIT I;JI:TTH- ..']I"ll.,! IE Was an arca not as many
people were explonng. | could change the
onentation and use smaller pieces of wood,
'“'hll.‘h IMTLILE ITHOLY '_"iI.H'flfi .H'.Ill.ll"!t" LD I'I'h.'.”

When Weisstlog began his career as a
woodmirner, he intentionally avorded reading
books or magazines so he could discover his
wn -.'l:l.']r- (e 1‘!4}. while s :ﬂlling J IMLSeum,
he encountered mtricate prerced forms
created a century ago by a German wirner
named Saueracre on an ornamental turning
Liche. “The design was dated and the preces
were Hat, bike a disc,” Hans remembers, " Bur
| thought it would be mterestng 1o develop
that kind of work with contemporan
designs in three dimensions and withour
using an ornamental lathe. That's how my
u'ur]#. started.”

Having become known for his smull
boxes, Weisstlog began to explore the
pm:*mi.ﬂ of the bowl, “"Bowl forms
presented a challenge and the opportunuy
to work in ditferent sizes. I wanted 1o
work with native woods such as cherry
th.l! W I.'I:'L'n't -IJL.’I'E-I: L'nUUgh IOWw L]I'k "l'l'L'”. on
a smaller scale. Also, |.|t‘ga'r (orms I\‘nm!_:hl:
more attention to what | was doing, as
smaller picces are often Jost in exhibition
spaces.” He also found it opened up
new markets for his work, because some
L'U”L’h 1O7TS Were nos ||'|lt'r{'!'l|{"l.i iﬂ: I.hl.' '.'hI'.l.'l..i'H-
scale preces, lut rcl.it-:d well to the I.Lr!.:rr
bow] forms that had established the held of

artistic woodmrming

143 Hans WEBAVLOG

A Medieval German Town
"o‘hrrl?-htlt‘l?'_' I Hin‘li‘h .l“h{ H'H:L:h 1} | Iiil‘]t‘dk'llti.
Cermame. 1he u:it:l.'. known for 1ts medieval
L']'l:..ll'.ll.'l.L'f. !ﬁi*ﬂl",_‘i 4 OSE LNee l."r.:]il.'\l..'d 1O h-“'l.'
been planted when the cathedral was first
bule in the minth century, There s also the
historic marketplace, and the Romanesque
St. Michael's Church, Weisstiog has reached
out 1o internatonal art galleries to marker
his work, but collectors often avel 10
Hildesheim to scarch him out, largely due
to the Wiy he has established limsell in the
craft/art market,

As \".'riwﬂug'.u collector base grew in the

United States, he conumeed 10 drl.rlnp the




market for his work in Europe. Exhibiting
at o biannual foir in Frankfure and an
annual exhibiion for craft/futs ar the
Muscum hur Kunst und Gewerbe 1n
I |.|ml'-urg. “}isaﬂng has cultvated
collectors, One German fan has 250 preces,
while another has rcguf.tr subscr pliun.
lm}'i NG a NEW PIece cvery mont h. To kn‘p
ap with the demand, Weisstog's son,
Jakoby, assists in the stadio, allowing
hII11 10 Sonninue n‘!t'\":‘]t‘ll‘rl f‘lg Mew dt"ilgl‘l'i
while producing commissioned works.
Jakob has worked in hus futher's shop
since he was vou ng and lhf}' deaided several
vears ago that he would begin a formal
Apprent irﬁhll’-, After vears of mking classes,
situng tests, and producing preces to prove
his technical expertise, Jakob graduated and

lwg.'m Wi u'klng with Hans every daye

Touching Rings Eowl

More Possibilities in the Lathe

| -.f'f.u I‘lh'l;ir':lr!; r_! \,I-'ll P‘f ,:-t;“\-

x 10" damater “On the

Weisstlog carclully |.1I.m:- and perlectly
proportions every prece. Weisstlog

thinks out in advance the steps needed

to create the lin.ﬂ ulijn‘t. There 15 no
room for error, "1 must be totally focused
while lu:'ning:r '\"Ir::u.ﬁling says. “A great
many of them break in the process. It's

A pity nnlu\d} collects only my broken
picces, as it would result in large and
interesting collections,”

Of his creative process, Weisstlog says,
“All of the -.']I..l]lrngn | face miluence
cach other. Evervthing that happens
around me is of some importance. | just
have to know what 1 can use for my work.
Normally evervthing comes together i
the end. offering something new 1 can

rnr'.llt'nur 10 lif'&l‘ll‘!"'l.“

Hoans WEINSPLOG

outside of the bowd

| cut grooves around
difterent centers,”
Weissflog says. “All the
rings have different

S0, causing the

autsde nnas 1o touch,

bl



Tu-f..‘."f r[ ol |-. e LAY r_._4|'|r'| 1 :-'lur

7 diometer, “Saturm Stor owl 8 the mos

complicateg piece l've ever mage, Weis:

1ays. "You see the star in the ring and 1

pattern in the middle.

tmall Bocking Bowd! 2005, Boxwood, African
t‘.l'.l. 'L WO I| 5 . ) |—_I". w =\ "' iy e W J 'lii |:-:I'|-'1‘-'_
*Small Bocking Bow! has the same propartions

a5 tTh |ar Je Qne and is made from two aifferent

kKinds o1 wood, onening 3 CanTrast in colos

Bal! Box, 1994, Alrican blackweod, boxwood

2" highx 2 :
Y= Fryyd B w P i | I_ ,:l 1 ...I_ .l_'. _..,I__; & 5 P r
DETTS: LGl RTELIS Ty FOUCINME Y OlsS e Y ST

a5 & ¥
recoagnition.”l olten heqgin with a sphere

* dameter. ol Box was one of the

"But this time. rather than adding son
It' Clded 1O ake somethving away

il I.I|I:1I!|| i }l-ldl' 1M Al 1!

IANS WEISAFLOG




The lathe has proved the best way for
Weissllog to express himsell. “1 believe
the lathe provides more possibilities than
most people know. That's what | want
to show in mwv designs as it 1S my most
impnn.ult tool. i:.wr':."lhing else in the slmp.
such as the band saw or grinder, is just to
support that work, | would say | spend 85
percent of the day on the lathe. The rest is
office work and evervihing else ivolved in
the business. Once a piece ts turned, [ don't
do any other work on it in the way some
Artisans carve or paint it

Weisstlog occasionally expeniments
with other matenals such as bone or
exotrc seeds, but wood remanns his ideal
matenial. “Wood is always different,”
he savs, "1 own 465 different kinds of
wood and they all ook, smell, and behave
difterently, just Iike humuans”

WeissHog has continued to redefine
himself, recently exploring the juxtaposttion
of the raw, organic aspects of wood with
the |1ighfj.' controlled, detailed approaches
for which he is best known. “"fusllng
continucs to create high]}' imndmidual works
thut raise the bar h:u.‘hnic.Llh' and ::Ip.md
the potential of woodurning, 1t has long
been his intention 1o show the range and
complexity of work that can be created on
the lathe and he 1s increasingly interested
in showing there are no limitations to the
forms that can be mrned. It It't[Llirt:s careful
EXamination to appreciate his vanations on
previous designs and complex new works.
As he puts it, “I ereate forms on the border

of what st s possible to make,”

Hoandy Wik 13a OG0

ARCOVE

First Drunden Box, 1995
Boxwood, African
blackwood, 34" high x
IV wide x 3V7 deep

"I had the idea for This
at 2 am, and woke

up my wite and tried
10 explan it 10 her,
Weissflog says. " Twenty
minutes later she asked
me 10 be quiet and go
to skeep again. This box
rolls in two directions
like a sphencon’

LEFT

Twin Tower, 2003,
African blackwood,
14* high x 7%" wide x
2%e."The Twin Tower
Shows a seemingly
inde<tructible plece
of wood. created

by sphitting with

an axe, and a very
fragie, tumed part”
Welsstlog says "It is a
compbination of two
T-'.‘.'F.Flll:-.' diffetont kirds
of woodworking.

vy






JACQUES VESERY

When | Get in a Groove, Wartch Out

Inspired by Impressionism and the proportional
T.Itil.h ul' I'i[mn.h‘n'i. I.H r.]uu \'L'm'r:; LICalESs 'L'.HI'LT,H [h.ll
dont tnln.1|h' Appear to be made of wood at all, vet
he finds wood 1deal for hus .wul}rlul.ni celebrations

of the natural world

T L

When Veserv 1s asked about his tastes he savs, “It's
hard for me 10 scparate inbluence, Inspiration, cnvies, and

' tastes. | like so many artsts’ work, Prsarro, Monet,

Seurat, Cezanne. and Parnish come to mind. Fibonaca

Il.l..l.r'_-ll_l W _'|L § 1N NS STUOES AT Ausk LN TNe :'-?I..."I"L" 1 NeTe,

and the importance of form, proportion, scale, balance,
OPPFPOSITE

.lﬂd I_."'L'I“‘SI.‘L’L—IHL' 15 Al 1I"t!-.i[.'*il'.l.|.!ﬂl1.”

-r.]|lu i h‘ i .11'.' ': :r-"'-""' ' .. "::. el ! ll‘._r_l.. A i .l‘ rl. I I J':

“Tve .:[u.'.x}'-s been fascinated with the pnﬂﬁilﬁ!ilhw of x 4* diametes
CUiptural IT 1§ Dasog on 3 CRASIC Ioem, Vedory Lays. "By

L !
wood, even as early as three vears old when | hacked secrionting the fom and creating nedative space. an liusior

i
|i|'|l:r -’.'l,.'*'h_' i :.rl..i[_-|l|"||,"1lh..1'_'l":

a hole in one of my dads prize Japanese maple trees occurs, causing The viewer 1o believe It Is from the sea.
with a toy .m*.ﬂ\‘rwr) savs, | had done some metal

wiening in my father's machine shop and expenienced

'..\1'IL'|\.E|.1|TH|”E_'L Iy a4 52 l.'l”h-:.;r.ltil.' ."’ihi"l" [ !.1-?"-\., ]‘ 'i'l-'ql!'u“'l

until 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 | rebudt, During the winter

nh-“lﬂhw. lht'll‘ Was ol 4 ]kll Hf' 'I.hlI]\' LD l*u' J-‘-'Il:.‘. SO 1

g.ﬂ.l' m<e hime 1o 'I"*L!l'q.-”

FALQOLIES VESERY (44



Loreler’s Realm, 1995,
Curly maple, Macassar
cbony, canarywood;

¥s" high x 7" ciarneter
"In my eatlier work, | let
material and technique
drive what | made”
Vesery says, “Loreler’s
Regdm connects 10
My MONe recent worek,
Lorelel's Realm was one
of a few pieces that
grew fram form versus
material, though
not completely”

Vesery moved 10 Maine in 1990, when

his wife, Minda, started a ﬁmilqurﬂicr
medicine program in Portland. He initially
believed he was going 1o build furniture
part time while he was the stav-at-home
dad 1o their sons, Isaac and Jonah, “1 found
very quickly that I enjoyed the turning
part most and didn't n:.n]l:.' want to busld
furniture, T also found wirning 1o be more
lucrative at local and regional craft shows,
Rarely does a buver walk away with a
bed—but a bow]? Yes.”

Ilis service as a submariner, time spent as
a scrimshander in Hawaii and Cape Cod,
and being a forest ranger all have intluenced
Vesery's work. By the mid-ninetics, he was
creating vessels on the lathe, but focusing
on segmented turning, using grain and
color to enhance the work. "1 was frustrated
because the matenals were driving the
forms. The work | was ereating could
have been anyone's. 1 also felt a need

Lo put an rmph.:iii on the work rather

than the wood.”

(O JACQUES VESERY

Creating New Palettes

with Every Piece

When he stopped looking at wood as the
finished product and started seeing it as

a canvas, his work grew substantially, and
so did his carcer. Now the paunting is the
most exciting aspect of his work. “T get 10
create new palettes with every piece. When
somcone looks at one of my picces, they see
a basic color. What they might not realize
ts there are mamy lavers and at least seven
different colors that shift across the piece”
Carving and pamting the works require an
enormous amount of time. “1 don't keep
track of time and don't price work by time
spent,” he says. When his wife 15 asked
how much time he puts into his work, she
answers, " Countless hours.”

Onver the years, Vesery has rethought the
value of wood as a medium. “If T could
make my work more easily or better omt
ol other matenals | would, because it's not
about the material or method, it's abour the
outcome. That said, I know wood and | can
read it better than other matenials. I also
am intrigned by how other matenals can
complement wood, such as when [ recently
used semi-precious stone as an accent, |
guess the bottom line for me is not the
importance of wood, but its familianiy. Ye,
yvou don't even know it is wood when you
look at most of my work.”

While Veserv views the Lithe as only a
tool, he says, "Quite often it’s the nght
tool for the jolv. | know the lathe plavs
kess important role now, but T'll always have
a passion for tuened forms. | think my
work stll conveys that, even in the more

smlpluml ;irn-s:'



Wintor's First Sister, from
the ‘Fielades Senes,”
2006 Cherry, map o
buwrl, holly, gold leaf,
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5° diameter Winters
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seventh piece of the

Freisces series, nspired
Oy the ConsteBation
A0 Known as the
soven Sisters “The
footless form and
feather lexiure Convey
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unknown space for

me, Vesery says
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Vesery is meticulous in everything he does

including the way he mixes and apphes colors

LEFT

Makang Ka Na Hoky (Gt of the Stars), 2006-07
Cherry, gold leal, scrylic; 5° wide x 2%" Gesp

While in the Navy, Vesery salled oul of Pearl Harbor
i the place, the people and the sea-lfe of the
lshands that inspired this plece Vesery says

- [ e i " i r i ¥ o
My conreClion 10 Hawall s 418 very strongd
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VeSOry Utet 3 woDd Durmos
or shaping and 1ox1Lr ),
not for color. It is the most
[ Corii H'-I-'1'_]' i 'I

ot his work, He colors

the entire surtace with
ndia ink to oven out

the ground colot, befose
apphying as many as
severy layers of acrylic

1opeed by gold keat

nE |_ ||._.'P'

LeY DT O L A2 e
L@ Mt | Th Flowe Of Sky
to Sea) 2007, Chemy,
dyed sihver leal, acrylic,
plue flucrite: 4" diameter
X A ;'i-"t"r_ “The saa
forms | create are near
1S MCAr. Mone fnar
anything eiwa | have
TR, VOSOoTY $ays. | wal
QoI N the waler sign

Aguarnus, my nathve totemn

§ THhe Sa¢a otler, | was on
asubmanne mine N 1'%y
ang | have a'ways ived

near the sca

A Coastal Town in Maine
Vesery and his l:unih reside on the n'dgf
of the small coastal town of Damanscotra,
Maine, with 2,000 p:upll: and a 551151[1-
traffic light mstalled only a few vears ago.
They have three acres of mostly wooded
Iilllul. l‘.lt"kﬂ.{ np 11'_1 tllrt‘l‘ ]II.IHI.']II'L! ACTCS ui'
undeveloped forest, "As the crow fies, there
is a pond a quarter-mile in front and one a
half-mile behind, and the tn.'k} COASE 1S nnl}
a few mules away,” he says. "It’s a great place
to raise kids. Folks ¢all our P].l-:r f._:.m]]'-
Jacques and Minda because of the forts in
the trees, archery range, a small Imll..i with
a waterfall, 2 log bridge over a siream that
leads to hiking trals, and an 18-foot tepee.
The quality of life and the experience
ol nature are important to Vesery's work.

“There was a tume when | l."Ul._‘l'!‘I-I.H_H.'IIlE{!

the idea of the need to be mnspired, o
being in the right place or time to be
creative, he savs, tlu_mghl for so lung
that you simply work when you need 10
work, Now I sec it is truly not the case. |
can go for days not creating a thing. When
it doesn't feel right, the work is forced and
it shows. But, when | get in a groove, warch

out! T have years and vears of good ideas,

so may [ know T will not get 1o them all.

Marepuan, 3anuiedHss s TORCEVM NDEBOM







Jcrylic alrorush

madium, 11° high x

" diamoter, It regulres

pirch, acrysc paint
norse and aog nar
r|+ FI.IJ h i I. _'1."-4-"':". i
i long. Hosalul

cnjoys collaborations,
in NS Case with

J OIhor artisis

thc m.ll-:t'ml mh{ process dtru.'mtc. luu nl[h‘l‘h
A ]uni,j nn'-;'nlzg.iltnn ol a theme or a
concept.” Hosaluk probably uses more

dif ferent matenals than amone else in the
held. “Wood is the matenal 1 am most

comfortable with, but there are times when

other matertals work better for design.
Sull, just like there are tumes when the
lathe and the tools rule, wood s important
to me. | have a reverence for it | love the
immﬁil.h‘}' of it, the smell at times, and

I.'H."'IIH. 'E]h' LCXTUre it .III'l'*IIL‘f'.' l"-."}'i!il."iir:‘%- .tl]d 1]’1.”

whu"‘a | can l'm]‘uhn.' on . | .Hm-,!: it 18 |:]-;r
alchenmw. You can take the |~l,nm‘-t wood and
transform 1t into somethmg of great beauty
and value. It can make yvou think in new
directions and it comforts me and grounds
Imnc 'h't'hfn I nuumn ot U[. Uth\:r IL{l‘..l..."-."
[Hlosaluk 1s one of these rare individuals
whose work has been so imitated that many
ol his mnovations are now considered
commonphice, but he 15 tvpacally generous
about that. “As a teacher, 1 aceept the
fact there will be imutators, but | Ih‘.]‘-r.' 1
keads them in new directions. Onee you go
I.‘L"I'.Und IIII.' "'I.ih:f'l.‘llh .Ind 1"1..' !Ir_'_flﬂ Lo L'Ii‘l.'l.'.‘.‘lfi
j.ihmw“_. NO ONE Can COpY VoL, That's where

the fun starts.




MICHAEL HOSALUK

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

It's hard to desenbe Michael Hosaluk, because he 1s so
many things—turner, carver, furniture maker, artist,
teacher, and nspirer of many other artists, He has
created some of the most inovatave and challenging
pieces to be seen in the field of wooduuwming, and he has

I*(’t‘l'l i‘IL"III'I:_.: il fm‘ T V'ears, } IL' l.'l.'l-ll"l"lJII i I'H{'J:.'l" “H]'I

his lite on a simall Larme: “] was born among }wnph‘ who

used their hands M_ﬂ' mother and father .||w.11_-. s amuzed

me that armd the evervday life on the farm they would

ABRD VI

stell find time to make things by hand. My mother made Saihli b aiasa b dine Koa o bl e Ll
crocheting, knitting, and shell art, and my father made e !L THACHIENS CRENDIGVICH OF D) S CO%IaNT pce
- ' on arth for a day’™

ii.\rm:urf_ L Ll_"rL‘d.. ] I'l' J:I.ﬁﬂ HLI:L'!L" .iL‘.‘i'I]'I:E'I.!.C i.ll'.l]i.'f[!l Ilkl."

= L I .il { f
ships and he showed us how to make crossbows that S ’
_ . Sscribble JOO5. Ash acryiic altbeush modium: 15° high x
would knock out the top window of a grain elevator, AV® diamator Hatahak ie & maciar of finkhot 1f vl Iy

IHosaluk has an amazing ability 10 absorh and use all of easy to mistake this for the glazing on a fine caramic p
v but the glimpse of wood in the interior confirms that it is

the intluences that have surrounded him [hrm:ghmtr his turned wood. With typical nonchalance, Hosaluk has scnbbled
!,th. e lists chuldhood events, Ilum]*.'. children, l"ﬁi.'ndb,, circles on the surface, at once both casual and careful

tavel, and architecture as just a few of the l]unga- thiat

have aftected his work. He also .hrl-:nmvicdgcs the “art of

unknown artists from ancient cultures whose work lives

on in museums,” FHosaluk believes the objects “caprure

the essence of making things v hand and soul. The

HLI](:." Us Want 1o I'II.Ikl.‘ !.L"'l' Ilh" |~.'l'+ L ‘-ll- i!. ol I"h'l.'ll II"It' Ih’t'd

of 1. It 1s such a good feeling when this happens.”

SMAOHARD Haoaal Uy 1



Hosaluk Is using the
lathe o wind twinge
onto & wooden frame
Always challenging
pleconcepiion, ne
describes it as my
A0St Turning”

Home on the Canadian Prairie
Home for Michael Hosaluk is just outside
the city of Saskatoon in the Canadian
province of Saskatchewan. Hosaluk
desenibes it simphy, but poetically: “T live

on the praries. It s hike | am surrounded

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

reality sinks 1n when Vou leave the -ilmp

and it 1s still minus-40 degrees outside.

We once had the distinction of being the
coldest place on carth for a dav. Come
spring and summer, there are oceans of
flax that look like water, and the trees
and garden are hlled with birds.”

IHosaluk has been the main force behind
the |rgﬂ1d;1t'}' series of collaborative art-
making summer camps at Emma Lake
in Saskatchewan, and he says all the
partcipan ts there over Ihr vears have
mspired him “to veach higlwr levels in art”
Whenever he talks abour his work, the 1alk
soon comes around 1o his Inends—and he
probably has more than anyone else in the

ficld. T here has been a trl of makers i

IR MICHALEL HOSALLUIK

the ihrnitulw”turlﬁng ficld who continue to
mspire and influence me. Most importantly,
thev share their lives. It 15 a network of

friends | wall cherish for lile and that makes

life itself more enjoyable.”

A Master of Techniques
Since he began woodworking in 1974,
[ Tosaluk has mastered or invented more
Il'fh"lli“l""’i ‘hJ“ Mmost fﬂ'";d ({rt':“ﬁ t'.'lt:
Although he 1s sometimes desenbed as a
turner, like many others in the held woday.
he finds the word limited. " The lathe s
just one of Ly tools and technques | use
1o create my work. Sometimes the work is
about the lathe and sometimes the lathe 1s
just the sculpting ol to get close 1o the
finished shape. Compositions of color,
form, and content are the most chn“rngng
design exercises. I like the interaction of
matenals and trrhmqur. and pua:hmg
technical w i..urdr} to take Iltjl.ﬁc“‘ Lo highcr
levels. I'm not afraid 1o venture out of my
comfort zone and 1ty something completely
new because I believe 1t's our ideas that are
most important, not the matenal. Craft
doesnt un]*_. deal with aesthetes, but also
with our socal and l'n']:‘nlugi.‘.:[ lives,
[Hlosaluk s never limited to established
practice, “T love 1o break rules,” he says,
"Th:' ciTanve Iﬁ‘t‘lﬁ*‘i.-i can I."'I"I"'I-d"i'l' new
techmical challenges. The more vou open
doors 10 new subject matter, materials and
tfl:i'i“lq'll["ﬁ. thf ‘L‘rf.]ll:r VOLID \1]('.]1:“1].]“'
l‘l:t‘utlws .1I'l.l-1 VO arl (SLIC YOI0E Can Ih:'u.'ﬂlm'
stronger. Hosaluk's energy 15 enormous
and he scems 1o jump cffortlessly from one
idea to the next. T work on many projects

al once. Some thmgi are immediate becanse



A Cefodon Sky Dreorn, 2006, Cherry, gold leal, acryl
wide x 2" deen. "An engaging convrgence of
coloz, Texiure and peaportion in any aoject farms
a unique spirlt and soul from birth” Vesery says

'I'..'u"\-rl-.r = +r|_|} iy r|- -:I._ TI.'.”I ‘l._'-: I,T_-Pllp." -";r!'r"‘

vVedsery spends many hours candng, detailing and
painting his creations
‘ a "-I.Il !l.| | i I ] "lll

I.l-'\-lu-"'... I"lt':'l'.'-l‘ E &l 1-"|-!'|1- :uql_"i" 4 ! F. i |-|.1I '1"I._'

organuea stu o He recently made the spale

unalker the better to Nt his diménulive work

That is P"”h because ny tnhni.lmw take
so long, but also becanse the house stulff,
the kids, and the garden casily distract me,
It's all nght there starmg at me, saving ‘come
Walcr me, w rnf me, Nec d more Cn"th‘!l . .I\{lj
some more lilies, Its a g wod thing | don
leve in Hawan anyvmore, Mike Lee and |
never would get any work done, We would
be surfing all the time.”

Despite the temptations to stay outside,
Vescry's uurkap:cc makes it clear he 15 a
serious arust, 1 have a cleaner wy \1*E-:-|mr-
than most kitchens, lots of hght and great
views ol the woods. | .u'llLlH_ﬁ made the

."iF.'hT o tl'll['d ‘.'-T'I'I..'I]El‘f al !';."“’ YEATS .'Ik_."'i"'. [‘[‘fﬂ'l'l':i-t‘

creating small work requires less space. OF
COurse, 1t 1s Hrg.min'-.! like a submarine and
evervthing has u I*I.h‘r, | do referto it as a
space. IUs not quite a studio and not really a
ilmp. It's more of a h.m‘fw,utuﬁm:':*,-|'-t':.'u:n--

of-my-hile/ hangout/imake-swull place”

W b.l’ﬂﬂf.fﬂu’f";]ffiff(‘f




I'.:"_ rel Vi o 2006 .'.'.':-I” .

aCrylicC alrorusn
mecium. 11 . O X

4" diameter. It requires
many lavers of color

10 acnieve a Ci I'1'-F'.|u."ﬁ1-ﬁ

and yet vestiges of the
wood hgure still show
through. Collaboration

WiIth Laura | 1.".-‘|-.L-

Bow! of Strange Frult,

Mapie, 2005, Arbutus,
birch, acrylic paint
horse and dog hair

5 "Ill]h 4" deep »
24" long. Hosaluk
£NJjoys Collaborations,
in this case witl

12 other artists

the material and process dictate, but others
are a long investigation of a theme or a
concept. Hosaluk probably uses more
ditferent materials than anvone else in the
held. "Wood is the material I am most

comfortable with, but there are times when

L‘:t]‘u'r l!l;tlt'l'l.ilh wm'k lwttcl' |1‘.ll‘ d‘.rnigﬂ.
Sull, just like there are times when the
I.”I'IL"' .1]](' II'E'L‘ Eh'l”l."'i. 'I_l]I'L'. I'r'{‘.lli'.l\'l I-'."'i I'ml‘-nrl,l.nl
to me. | have a reverence for it, | love the
immediacy of it, the smell at times, and

both the texture 1t already pOSsesses and that

i r ¥ I ||‘Ir. | : 'l K i ! |
[ , ’ I
| | ) J |r i¢ T |.I
4 I i i F | Il

which | can impose on 1. Lsing 1t 1s like
alchemy. You can take the plainest wood and
transform 1t ito ﬁunwlhing of greal beaury
and value, It can make you think in new
directions and it comforts me and grounds
me when [ run out of other ideas.”
Hosaluk 1s one of these rare individuals
whose work has been so imitated that many
of his innovations are now considered
commonplace, but he is typically generous
about that. “As a weacher, | accept the
fact there will be imitators, but [ hope it
leads them in new directions. Once you go
beyond the materials and begin to express
j.'-.'mr_-'-cli: no ONe can copy vou. That's where

the fun starts.”




HOW HOSALUK WORKS: TURNING A FISH

Next Hosaluk glues on the fins de from rice paper,

nd paints them with a2nviic o y add strenath and

e them transiucenl

%501 Y B fl.‘l"-".l'l i






MICHAEL MODE

The Intimate Interplay of ldea, Hand, and Eye

Michael Mode lived in Kashmur for a vear in the carly
19705 and was influenced |1-_'. the artists and craftsmen
he saw there, The impact of their work remains
unportant: | hey pOssess a strong tradition of art and
craft, much of 1t denved from Persia, and their iulifn!.
meticilous work mnspired me to go much further m
creative endeavors than 1 ever had ar that point.”

Back in the Umited States, Mode's woodworking
carccr lh:gan with si mph: carpentoy, construction “'L'rﬂ:..
and cabinetry. When he assembled a harpsichord ki
m 1975, he expenenced how carcful fitting of parts,

:-lutd}' construction, and hnish could result in a beautiful

uﬁiiﬂ'l. T}‘I,I.'F SA1TK 'I|'I‘.If1 i'l:t' I'n;n.{n‘ oA [;n‘-l-pm'rtt*d I.Hh-.‘

using an old sewing machine treadle and assorted parts,

ABRD VI

I LIHJI” k”*“‘ . hlll}’.lf 4 h‘LII “h“ “I“lfd ““”d' 1“’” I Mode tuimns a |.Ihil.. form made up of laminated blocks of

once observed a man in Morocco using a bow lathe and contrasting woaods,

1 f.mght mv fancy, | read one book and made primive OPPOSITE

i L

Jebva Rising, 2004. Wenge, holly, koa; 5% high x 8%" diametes
N TiThe af The DOw, an expioration of compiexity and

l'-. 1 F d i » || . L] . " % % -
i, LArica ¥vidy VWi " serengipily. relig 1% The Black-ana -while TI.:T ETTIM On 4 Telnra

tools.” Mode was 29-vears-old the first 1ime be tried
turning on his homemade lathe. “Somehow, evervthing
chcked. 1 he part of mv lite | now label ‘creative
explorations’ came to an end, 10 be replaced by ‘creative

r:.pn‘u-u".-ni: sill continuing”

oM IsEL -MODY &)
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Intricate and Colorful
Laminated Vessels

| 51n111gfmut the 1980, Michael Mode

Purpieheart, holly,
wendge, coony, pindk
lvory wood: 11° high
X BY)" diameted’
Lidded vessels were

Ty primary Obxect

created lidded vessels from burls and spalied

r._l_”rl I.l‘l'_' :_.'-"_"'.,J r -'1 T '._|:-

of mv turning focus wood. In the mr[_v 00k, his work rh.mgﬁl

= = i
in 15975 until 1he soring

rur .‘llll.‘ﬁ!.lnli.l"\', ['.!n'ﬂll'.lk: “'1'!”1- fMnLature
I'i-al-:-.-; "‘r.'.. i LH_'l_‘_'_l e . I,

Ir|!|. rr.":la.‘-] I "I = '_'.!_]I_ K “I'h,:i“ "I“*"'I tltl‘mti ‘rll.i]l,j.‘l ]i‘Lil:ti \-'l"‘t"-l"l"i. t”
laminalion process
|" I'l. 'tl'lt "'I'l*lhI]..

MO .‘r-* ALY

architecturally inspired domed and winged
forms reminiscent of the Mughal buildings
he saw in India, The Ishimic INSPITALION led
to a series of Liminated vessels of colodul
and intricate df:.-.ign with wrmin!ﬁ:]}' infinite

vanicties of color and pattern

Mode's contmuing love of wood as a

medium 1s due 1o, as he savs. “the Fact that

Within six months, Mode had n']‘-[m‘fd wood comes from a Iiwng organism and
his foot-powered lathe with & motonzed carries something of that lile within itsell,
one, later replaced Iy a succession of better with all the varregated beauty thar entails,
lathes and cquipment. David Ellsworth T he marvelous workabedhity of “uud. its nch
page x1) provided early inspiration on many history in our lives and culwure, my lifelong
levels. When the two met in 1981, Ellsworth relationship with trees and forests, the sheer
showed Mode the array of burds and exouc :'s-rnﬁuﬂit} of h'nrking with wood and the
‘mmd‘- .n'.ll[.'||1|n'. i'Ir.' .llin -.*tpl;llnrd H':I]H‘.II tani Varueny Hl'h 'h]'ll;'i.'llt";- M.;i[.l.i‘]l" l“ L‘it‘ﬁth‘ I
aspects o domg business i the cralt world, preference for the matenal”
Mast |r.n]h-tt.uuh; Ellsworth pnm'..f that one Apart from the material, Mode also
could make a lmving as a lathe arust. values the level of expertise he has achieved.

.Il: Py ILIF'.‘ |'|I.||If|'|l-‘|l'
'1".1'-1 I'..I 4 s ! D LS

woods; 35" high x

g L ) e
60" wide “The abacus " : '
ictea began as a N - - ingd /\.‘
- B0 NN

a very large wall : _LJ ) "A j ‘!L

mounted aharue .= ! L] ¥ -

mou 1 SCUs fof :_-:_ '- #’ v é'; I' .
; | : .

his living room Mode

request from a good

¢lient who wanted

] = - . - i
Papiaing " 1N peeds g | , l ,
. F i, T - -ﬂ-.-l—-lr-l-*--_*.llll..'.l F_--
' nod out wondoerfully {
and I've had others
CCrmimus ‘-'"-"'I-"'.!
r "'.nl*h-'; in asones of

six abacuses so tar’
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“I vahse the skill levels | have ACquU red
during thirty-one years of turning, mostly
because there 1s now little impediment
between the conception of an object and
the tluent creation of it. I often compare
'-\fh]‘dl“l'“”"l‘ﬂ to p].;} NG 4 Prano: years of
practice are required to play a Beethoven
sonata, but an accomplished plaver can
perform a picce with a blissful case.
Thar saud, my pursuit of the expression
of mspirations sometimes leads to an
unfamiliar technical area requiring new
skills. I relish those challenges as they
increase myv vocabulary. My inspications
and designs do tend to How into the
channels created by the skills | possess,
Rarely do I create something requining me
1o start from scratch with new techmiques,
| began knowing nothing, and was very
tentative and prvate. Today, T have a large
amount of confidence m my work, and the
wonderful fluidity and Huency of technigue
makes the creanve process very sy eet,
Mode still has a strong love of the
lathe tisell. T love the SPONLANCOUS
immediacy of lathe work and the innmate
imcrphr of 1dea, hand and eve, Because
of the closeness with the machine and
its h'u‘lll'li-n]l.lc'i, my work gcn.rm]l}' has a
wirned look. In nw caclier work, T did
ﬂ-.uut*f} eVen flling on the lathe, Mosr of
my current work s laminated to some
extent, even 1o a high dl:"gl'ft', <O | nn’glu
Spf‘nd ImoIrc th.‘ll’l 5{.] P{'rffl"“: Dt‘ Iy e
planning, cutting, machining, and gluing
a piece. Sometimes [ use the lathe only
to perfect the form that was aleeads
shaped in other ways, Most of my pieces

are hinshed on the lathe”

MY ASIAN NOMAD LATHE

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

a photo of a man and his wife from Kyrgyzstan making 2 bowlon a
simple hand powered reciprocating lathe. | hked the possibility of
making one myself, | called Will Wallace/Gusakov, a young friend and
turning enthusiast, and on a moming in May 2005, we put together the
lathe shown in the woods. We made one small bowl in the afterncon.
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 only thing the nomad needed to carry to be capable of

making wooden dishware,

| have always thought that knowing the roots of a craft, of how it

was done in the old days, is important to my understanding and
appreciation of what was done before, in most cases withourt all of the
technology available today.

— Michael Mode

MAICHALL MODE A TE
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ABOVE TOR

Mocie lives near Bristol In Vermont's Lake Champlain Yalisy, with spectacular

views of the Adirondack Mountains

ABOVE BOTTOM

Mode shares a studio buliding with his wife, hber artist Lynn Yarington.

w4 MICHAEL MODE

Views of the Adirondacks
Michael Mode's home and studio are
located mn Vermont’s Lake Champlain valley,
with 5}1:(1.11‘!1'_1:' views of the Adirondack
Mountains to the west and the foothills of
the Green Mountains to the east. The vard
frequently is visited by wildlife, including
deer, wild turkeys, bobeats, coyotes, and
rabbits. “We are comfortabl secluded on
(en acres, nmitly' wooded, with a three-
quarter-mile doveway,” Mode savs. “1 wravel
a lot 10 market my work, and each time
| return home, I realize again the many
blessings of living in this very special place.”
Mode's wife, Lynn Yarnngton, designs and
hand-weaves tabnics, Iuﬁdm'in!: A unique
and beautiful line of women's clothing. The
[WO Maintam separare studios in the same
|.1ulidlng on thar property

Over the vears, Mode has seen tremendous
growth m the ficld of woodturming “To
mye 1t seems hike a4 slow-motion cxphmun
of talent and creativity, with so many artists
domg umque and exciting work, Every time |
attend an exhibition or see 4 book of trning,
i[ I."Iﬂ'“'.‘i mdc .1“'.]7:':' Hl'.' :II'_"illl} h:.l.‘.l ﬁ.‘und I.’h{'
publir s much more [.‘t..‘ffi.-‘l."i\'l' about wood
than they were in the past. While his work
1s fearured in Ir.n.ft'ng !:.n“erifs. the majory
of Mode’s work s sold o individuals who
do not think of themselves as collectors.
IHe hinds many of his customers at art fairs.,
"Sending work o a gallery and receving
a check a few months later can be kind of
lonely, [ really enjov meeting and interacting
with clients, and hearing their reactions,
Olten someone tells me the prece they
bought four years ago sits on their enteyway

table and seeing it each dav makes them leel

good. That makes me fecl good.”



HOW MODE WORKS: BOWLS FROM LAMINATED RINGS

After experimenting with ring-cutting
techniques, Mode became intrigued

by the process. *| had to overcome

my 25-year-old urge to puta id on
whatever | made,” he says. "Then the
bowl making took over my creative
output almost entirely. | like the process
for two major reasons: It's a remarkably
efficient way of using wood, and it

opens up a huge design space different

from anything else |'ve done.”

The artist DEGINS Dy 5¢ lact g stnps
01 wood and making a pieasing

d [Tangement
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DEWEY GARRETT

The Lacthe Places a Limit, Yet Offers Endless Possibilities

Dewey Garrett was born to be a woodworker. His
parents made most of their furniture in a bisement
'm'-ﬂ;s]‘lnp before he was born. His mother Spec alized
N turning |fg5- and other furniture parts, and she also
made Lamps, salad bowls, and a number of wall sconces
uﬂ'ng si\]ﬂ turnm}:ﬂ. a\li:'r rn"rgr, whrn‘ ]lr ﬂmﬁ::d
engineering, Garrvett found himself dreaming about
making things, He would sauisty his desire by going

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

When a new job took Garrett to northern Califorma,
he bought a house with a garage and started l-u}{ng
mnl-a. h‘uulmg 'L'.H'L‘I sales !."r t't'fl"h'l’hltig i‘l:‘ Ih“l*d:‘t{.

“I'm frugal by nature and 1y 1o make wools, or adapt
them to " he savs. “T purchased a lathe with 4

metal frame, cut the frame in halt, then enclosed and
strengthened it with o wood and plywood outer shell.

I fl'lﬂ'l'-lh'l.{ I]h‘ motor to the inside of the ﬁ'.ll‘ﬂt' anc
added a jackshaft to lower the speed ranges, After using
it for a couple of years,

| replaced the motor and
added a controller. When
| encounter a limitation,
| remember that old saw:
1ts a poor workman who
blames his tools,”

Soon after creating
his garage shop, Garren

was making furmire

ARDOVIE

Garrtt trims 4 ock of palm 10 prepare it for turning

The wood is rough an 1 ibrouts—exac Ity Wi hat he wanls

LEF D

Palm trees abound in northermn Calliornla where Garrett lives, 50

he has been discovering ways 10 work with the hbrous wood.,

LDPPrPQASITE

Srones, 2005, Ebonized oak, metal@ed acrylics, patinas;

14%" high x | 3%° diameted, “Stores 8 made of 1umed sogments
Jgod with patinas and situated by levels on a tower, Gatretl

“The levels
ol unknown purpose, started and abandonea”

slores—sugages! an unfirnushed construchion

¥ s gl
T
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ABOVIE

White Ciry, 2006,
Bleached oak; 6° high
x 14° diameter, Garrett
assembled Whate City,
and othess in his City
Series, from many
small turnod, sawn,
and dnlled blocks of
wood, Bleaching the
pak de-emphasizes
the wood hgure.

RIGHT

impact Grid, 2006,
Bleached oak,

114" high x 11%° wide
x4 diameter,"In these
places, Mva continued
my explorabon of
bowd fotms embedded
In a block but wied

10 make a stronger
effect with the larger
block components,”
Garrett says

for his new home and needed to use a

lathe 1o make a stool. With some turning
experience as a youth on his parents’ Sears
lathe, he sharpened a set of chisels and

began to wirn, When a load of old walnut
lumber arrived from Missoun, he realized

the beauriful Hame-figured crowch wood was

a0 DEWEY GARRETT

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

i1 turning objects. Hle set out looking for
wood, books, and inspiration, and was soon
wrning bowls and platters in exotic woods
including purpleheart. koa, and zebrawood.
After turning green wood from a neighbor’s
firewood, Garrett was hooked forever by the

thiall of the experience, QOING 0N 10 Create a

A single operator mistake carn rumn
the prece or crash the macnine
Mental lapses and programming
ETTOrs Can ruin a piece in a fraction

of a second

range of turned work, but never completing
the furniture he had been planning to make.
Eardy on, magazine photos of bowls and
vessels by many other woodirners ispired
Currett, “] believe their work was unportant
in setting challenging standards for tiened
work. Robyn Horns carly work showed
me how simple turnings could become
expressive and seulprural. Ir all opened my
eves to possibilities | had never imagined.”
Garrett resides and works in Livermore,
California, in a valley about 40 miles east
of San Francisco. “My town has many
trees common to Amenican neighborhoods
and nearby vallevs have orchards of pecan,
walnut and apricor. The chimate here
supports palm trees and I've been fortunate

to get wood from some of them.”



Lamination and Negative Space
Garrett soon began using lanunation and
negative space to create sculptural vessels, His
previous bowls and thll-:rs had showcased
the natural wood, but he found the wood
ﬁgun* now disturbed the 5In:ngth of the
curved lines. After bleaching or cbonizing,
the wood grain became less obvious, L-.u‘hng
1o a stronger visual statement. “T had just
a few }mr!f r'.\}'-ﬂirnrr Iurnil'tg when these
ideas came to me,” Garrett sad. "l had a
picture in my mind of what I wanted the
forms to look hike and how it would cXpose
the structure and interplay of space and
matenial. Litde did T know what a difhicuh
project | was starting, It ook numerous
wies and failures 1o develop the methods of
construction. The fatlures were spectacular
and scarv—simple and instantancous
disassemblies” By the time Garrent had
successfully created the first in the senes, he
had ideas for others. "1 wanted to explore
different shapes and ratios, | experimented
with the spacing of the matenal and the
intervening space. These led 1o pieces wath
no rim and only a skeleton framework.”
[}csign and pmlrlcm m]'.'ing are an
important part of the creative process for
Cuarrett. ) !hl.h‘l'ld a lot of time ltl.lklﬂﬂ
drawings in a notebook. T also spend many
ey n‘niﬂgi wnr:’ng software 1o create i\.lﬂl.‘l‘l‘l!i or
improve the operation of my equipment. I'm
.l]w.ij.'ﬁ :-iurpriwd to see the Juign Lake !v-h,ipr
in I]‘": EI'K‘I_" ..I.I:[I.'T tﬂing to \15|IJ1IEII:' it in n‘I:L'
mind and in two-dimensions on paper,”
Garrett finds the lathe s 2 much-needed
constraint on design. “The mind can
envision so much and T can't possibly follow

every tdea, so the lathe I‘E-"ﬂ"-"‘ a lim,

stll offers seemingly endless possibilines.
I have to deal with the mherent symmetn
..'lIld ".{fﬂ{{f ]Hﬂ\' o [nfl}q.ﬂ_‘l—.ltf ‘}u: iI'.I'“.l 1.]1['
design. As an engineer, | learned there ase
many solutions to most problems,” Although
the lathe 1s cental to Garrett'’s work, he
spends a lot of time gluing up segments,
or milling and assembling gridded frames,
After turning the form, he spends more time
pamnnng, final sands ng, and r!-t'.:lﬂll‘rg up.
Garrett learned to ereate a number of
lulinqﬁ l'r!.' .||lP]_-.'ir.|$ aCTY lic luim# loaded
with timv metal particles and applving acids
while wet to create o chemical reaction.

The process 15 ver) l'.irid and the colors

are locked mro the drying finish, "l hike the

BELOW TOP

Expioration, 1992
Maple & padauk;

4° high x 14" diametor
Garrett learned a great
deal making these
forms, and once done
he also discovered
the mcind effect of
apparent moltion, 10
A moving viewer, of
AN uNMOoving 0bject

JFIII"IL'F I‘:.i'.:-:l"-'ﬂ"l

Anciysis #1, 1992, Alder
and padauk: 3%" high

« 1.2° dameter Gamett
expenmentad with
NUMeroUs alternatne
dosigns rvestigating
the effects of combining
Tho opon formt wilh
their soled counterparts




be overpowered by the jov of just boring
nto a prece of wood. | have a theme before

| start. ['ve worked with manne lorms
.LIJ:!I]U_'-i 1‘.".-..Jl.::~i"n.]|.. l II'.‘I.l'\-._' '.".LL.L'EL]:IE"_"M dl]l_{ :illd
simples. Sometimes patterns l‘~.‘[]" me gel mv

ideas and pn'-..'!t.;a:tu'ln methods. 1 he work

L u.'l1.|‘.:§]f l--.'.'.u.:-u. .rl. 1||n' UNCCT LN Nalure
of wood or because of artstic oversight,
buse wsually process 1rons out probiems
before work on the wood stans.”

| uu]:n‘l_ﬂ At a pece such as Rfj‘:.' i fi.'.'r:.‘l:.'.’.
the range of techniques and matenals

L

Munro uses 1s amazing. He says, “In recent
years, I've combined turning, carving and a
vaniety ol surface treauments. It's an l'."'.i.‘-ll.ll}f
vovage, which | iwlu- ATTIVES Al unique
destnations, While 1 work, 1 explore and
often take time out 1o make Spe alzed
tooling. All the while, | v o keep the
onginal concepts m sight. Occasionally,

I stumble upon unseen ideas, and these

are sometimes immeduately used and

sometimes not, [t's a slow yourney and

irs ditheulr to justfy the time spent othet

than by saving it's for the love of i’

Aohay farm .,  wanul 4%° hioh x 1t s A f
COMIm | ! hah 1 i -11.:.-i' 0% by o L3 ¢ | g 1890
yhile the incCi fesic e Thes Crealunes ¢an flage of licht an
¥ 3 ) =% 3 L i l'||'||! Lal | . i 'in 1 5 I”-"l:l'l'll"i
Vi | nn |7 ngn x 1. Manne ir ¥ Hern F ' l
resembles whale vertcbrae washed up on the beach, or some cormoded

WKW, I"L'F-T_.r munro.co.ng



HOW GARRETT WORKS: TURNING PALM WOOD

In contrast to his assembled pieces, Garrett’s Palm Vessels Series requires an
mmediace process. Garrett chainsaws the wood into a block, turns It, and then
sets it aside for some months to dry. The palm vessels later require numerous

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

be fAinshed with Danish ol

iree cuttess fell paim trees creating Lonventional turming converts the paim «Mmett bores a center hoie, o I’.‘~-.'“~'.]:"|

a trove of fresh material for Garrett block into a vesse! form turning the inside of the palm block and
10wtk with G0 1O QaUge 1S depth

Garrett works aver the palm wood with a stilf wire brush, creating the rough texture Garrett bleaches the bland palm woond

he prefers and then paints it with intense dyes,

whech soak deep into the hbrous material

014 DEWEY GARRET]



ABOVE TOP

Pirted Palm Bowl, 2006. Dyed palim; 314" high x 13%° diameter, After turning about a thousand pounds
of palm wood, | began to experiment with simple carvings using a rotary bure” Garrett says. ' liked the
way the sphetical cuts interact with the fibers of the wood'

ABOVE BOTTOM

Palm Yeisel with Seads, 2006, Dyed palmy 137 diameter, One winter when it was too cold to turn,
Garrelt experimented with beads to highlight and imensify the smple carvangs in the palm wood

www.deweygarrett.com

DEWEY GGARRETLY







BETTY SCARPINO

It's Like Discovering Hidden Treasure

Betty Scarpino’s carly life didn't really offer any clues
10 how she would become an artist u.m]-;in!: im wood.
“Although there were no role models within my
farmly or in my carly vears of life, as [ grew up | had
the freedom 1o explore. Reading the biographies and
seeing the work ol women artists, such as Georgra
O'Keelle, Lowise Nevelson, Beatrice Potter, and Barbara
Hepworth, helped me understand whart it takes 1o be
an arust. Because 1 could idcmn"_'; with them, [ could
envision a career for mysell in the world of art”

Her mvolvement wath art began around thirty
vears ago when she took a woodworking class .
the Universuy of Missour., She savs that ar than
ume, she had no clue where it would lead, but,
1 knew | enjoved In.il;mg 1]::'1153-.-. and when 1 was
m'-r‘;-'.mg with my hands | was h::pp':.'." Scarpino ended
up with a dq;:_{n-c in industrial arts wath a hl,h'{:.l].ﬂ imn
un-hh\:'-:f-:{'ub*. ul‘nng with a number of irul*ir;qliml.Jl

classes in the art ..'la-p.;rnm-m,

Great Light in Indianapolis

Scarpino’s home 1s in a quiet neighborhood of
II'ILh.’IH.i]h'rhh and her studio 1s a0 one-car gariage tha
boasts a skylight, a large window, and plenty of
nsulation, When the weather permits, she can open the
garage door, the back door, and the window, “It’s like
being outdoors. | love the abundance of light. | |1.u'|lh'~.f

the walls white and the tloor various shades of |~ink

i A ‘-i‘l-'i‘[TI l‘*.llh"l"ﬂ L COMINSe, mosi visstors UI'II'-' notice

| @ medtatihve stale Scarpino cutlin a4 drer Q

e wood. Sh i S pend howrs muwising on hér gesians

|'i.J'L LS | | '|

IPPOSI]

s Obechen i 107, Mapse, Tumad and Ca !
Hieachad and paintaed. WMipoded. 1exturad: 18" diameter
wairut stand is 15" lonn sobechien! Currents s lrom Scaping

Alrered Flates Series. She trarnsiorms a turned dise inio

something very complex, while retaining the smpie lines

ot the or N iurn i)

Dobechent Curreris, 007, Resverse st
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SCArpPino turms a

disk that the will
oxlensively rew ork by
carving, sandng, and
painting, into one of
her sculptures,

Doutie Entendre, 2007
Maple, turned, cut,
carved, 15° dlameter,
34" thick. Doubie
Entendre is a typical
example of Scarpino's
interactive sculptures,
By rearranging the
pieces and changing
the distance between

them, different feelings

of closeness, aloofress,
dependency, o«
independence can

e avoked. Doutie
Enfendre was sawn
from one turned disk

the hm[,ﬁ ol wood shaw ngs litteny ng the
floor” Although much of her work begins
on the lathe, Scarpino spends a lot of time
sittng at her workbench in front of the
large window, where she does most of her
r.nn'ing, s.mding, textunng, and ..*nlnring.
For Scarpino, creating wood art is a
continuing adventure, “1 love the feeling
ol anticipation when I biest walk into my
studio, All of my subjects await me: lathe,
wood, tools, projects, and tdeas. | might
carve or sand all day on one project, or |
might start somethmg new. For some of
my work, | begin a sculpture with a turned
plate or a disc, My tme at the lathe i
mumimal and the real involverment hnpprm
when [ start 1o carve. The initial cuts are
messy and sometimes [ believe | have rumed
something already lovely. However, 1 usually
end up with a new, more splendid ereation,
something 1 am much closer to than the
onginal tuming. It's how we live our lives,
altering whar already exists, revealing new

;lﬁl.‘!fl.."l!l l..'l'il OUr l...‘UI'I‘II.'l]L'I “J'.“IT!':I

Along with manv wood artists who use the
Lithe, Scarpino has a long history as a wurner.
Through the 1980, she produced functional
items such as cutting boards, candle holders,
and bowls. Although the work honed her
skills, it was not as s;n[isl?.*ing as she wanted.
“T don't want 1o denigrate production work,

bt 11 15 s0 Imn’ng sometumes, Sull, I'm

I - .. = i - [ # I - .-.: 3
[ 1IKE [O QISCLOver 1'1-":1ITI. [1ES DEION

tne surface, within a turned form.

using the techniques | learned during that
time for my onc-off’ work now!” During the
19905, when the wend 10 carve work off the
Lithe came into fashion, Scarpinos carving
background came to the fore. "I embrace the
limitations of the lathe by making rurned
forms and altering them to create sculpture,
The lathe is bound up in tradition and
techmcalle structured, round items are the
usual outcome. | ke to discover what lies
below the surtace, within a arned form. It's

hike discovening hedden treasure”



taken to new heights, Part of the inmigue
is 10 unravel the steps Scarpino has tiken
to transform a basic turned shape into
something that is at once blindingly sumple
and extremely complex.

As ﬂ'arlsinn f:p].:in:i. a lot of her work
involves exploring limits, which gives us a

small clue ro the life experiences thar have

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

4oy Pl m 4 a - 1 ' a a lr‘J- 5
aitering tnem to create scuipture

shaped her artinudes 10 her art. She often
talks of “breaking out™ or “opening up)”
As she sws, “Limits demand a ereative
approach. Hlow can I do what I do and
keep it within the boundanes of the theme
or tdea? | am often deadline-onented and

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

Any tool that does the job is acceprable
to Scarpino. "'l use the bandsaw for some
initial, major cuts, and whenever possible
to remove wood. Other tools in myv arsenal
include grinders, reciprocaung 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 regret the
slowness. All the while I was living my life,
hguring out what kind of person | am and
want to be. That in itself is a slow process.
These things take tme.”

www.bettyscarpino.com

LEFT

Dialogue of Desire,
2006. Maple, bleach,
mitk paint, 6' 5" x 10°
x 10", The roughly
sCraped grooves n
the turned arcas
contrast beautifully
with the silky smooth
carved portions

BELOW

Oralogue of
e detail,







CHRISTOPHE NANCEY

A Symbolic Picture of the Living Process

Chrstophe Nancey beauttfully deseribes where he
resides in the Burgundy region in the middle of France:
“1 live in green countryside with plenty of forests,
fields of wheat, sunllowers, cows, and, of course,
vinevards, The area has a wonderful history with mam

cathedrals, castles, and ancient towns. Many artists

1" 1Y - - lIrlll--|l r:l_l |r1'..| il 'i.ll.l

and craftspeople live here, too. | live and work in &
very small village called Chiteau du Boss, which means
‘wood castle, Around one hundred people live in my
'.i”u!lr- I have jusl started to restore a nineteenth century
stone farmhouse and the workshop 15 1n an old barn
I!‘l.tt U]FL'I'E onto a ].u'l!_‘q: L:-h'h.lrd. ll+:a 4 Very t'IUIL"l ill.h.‘{
.md maost |1.~!|'* the IH'HF'[‘ AlC 'r.ll'nh‘ﬁ. S0 iht' ]‘t‘l‘h-.‘n-.‘r HF
nature -r.tm:'r:,:ff.' attecrs datly Life.”

Nancey's father was a cabinet maker and he
worked with wood from the age of 14, He hrst saw
woodturmng when he was 12, "My mother was an
.!f\litlll[' Lil‘.l!l.’l" .ﬂlt[ '.'tl'lf' &}'IL'H';"['-.I Imc A l“ill_‘ 151 "'i."'l..]t'“ I.‘IL'I'\.,
hollow and curved inside. | asked my father how 1t was
done, but he didnt know, 1 kept the box. Ten vears ler,
| was helping mwv father with some furniture repairs and
there wete some turned parts that needed fixing. | did 2
short course on traditional wirning, and then T realized

I'IH"I-"I' li‘h‘.* I'H"f"t wWas 111-.'4.Il.".”

ABRD VI

MNANCEeY paUses whiie carving in his workshop.

Il|| I :I'.-.,1 1 I-
,l'l-'.l- ¥ I‘Ihl i l:.l" ; i'l.'.-- 1.:“..] . ‘j"hl.l:! j 1 l‘_--q.lrplu'. £ Tl .q‘_.ilF- I,Ib Ir-l
inger the Hgn oF &, 3 MONuMEntat DIECE, 1S 2CTually Mmany

piaces in one: faling teardiop, suspended vessel, and framed

Artwork. Harely 11 a holow wooden vessel used o crealively

CHEIRTOPME NAKCLY I
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inside, carved and

textured; 20%" héql'l
In Hovizon, Nancey
has taken the tutned

farm into the realm

pigments; turned

| have to
a day ¢







Reading the Wood

Despite his wish 1o rise above the limits of
techrique, MNancey Jckm:-wln:dgc-_-. practical
l't]ll&idL’I.llkUllL "T]h’ .'sltull'!:usl L']]-iHL'“gL'

I had in the past was to learn to read the

'I.\a‘.ll.'h.'{., (L) I'I.J-l "r"r'l”. i"l-.li'i'*ﬁ'ﬂ "b"ln'E"IIiIL’ dnlng, "i'r'h.ll
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P & Al
= & | L ! i o |
4
J i i ridd i eV d {
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P r Tl ol d
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I will discover inside, The woods | use are

nt.nnh' rOOs .m-.‘f [tur]-a."uh'*. nllh*rt ] start

'.H-l]] E["L'L'I'I WA hh.[. th"_‘.' 1111,' I,'I.'ll.h_.-_'_l'l ‘.’*h.l[‘k’ YU ‘d d3 I'Il:'u Hl‘il li..‘i"l .ll'ld II'I:L I:.ll".*[ MINICC Ui-

and then hish the work, 1 sometimes mspiration, When i grows, each tree creates
:rlcu_!r}h_}r.ll-: the natural cimnj_-:,-::; i t]‘n: d:l'l‘crcnl; sram .md p.}tl‘.rrnh. Thas LIVCS OVery
shape, but sometimes I remove them, tree and piece of wood different physical
according to the resule | want, [ sec the and aesthetic propertics. When 1t dnes, 1t

moves. cracks and -.']mn-,::n the _~.|1.|5*-r I've
created. Tr s a living matental. | ke 10 S22}

I. 1'-'.1I-L i!tllll 1'1-:."-7\.!." £ oot .Il:lll. Hogthes

root, pewter, plgmeant

.'.'I.l.\.ll[ “‘UHI li'i-l.' I_'l'l. I'ﬁ't‘liﬂt ll'll:ll.'ll.'ﬂt'l_' tl!-

turmed carved and

nature, Nancey also savs he has admired textured: 13" diamoetor
many artists who have nounshed his ideas. H -,l .’I ' lht t_l v
“Apart from the Renaissance, Impressionist, | 'i“} *1' II_"”'_L lound
and Modern masters, the strongest emortion :

I have experienced was [rom the paintings %

of Michael Barcelo, In the wood art field, epsssbrgbars
David Ellsworth | page x1) and Davad Irr .-:.+|- '.'. I.tl. I";' f”'
Nash have been Important, bt also .*\nd_u natural --1.'.:_,--I work
Goldsworthy and many others. | also fecl ol iz

jancey has made

Vers HI'!!Hﬂ]\. .tI'."."LII ':[I]”-il._ .!I'IL{ PI'III'!'II[‘I;'H‘ 1 his own with 1he

DO DOWIOT tNLaYy
art,. Nancy satd, All of these intluences
combine in the work of a gental man. His

':.'I'Illlll.'n‘.’ﬁll.l.'ﬁll'ul NCVET SCEIms 1O wWale .H]Li W Al'c

I“ lil;' I'It‘]ii'l' IL*-r :i!.
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VIRGINIA DOTSON

Shaping Layered Wood Reveals Compositions of Patterns

Rased 1 a famuly of musicians, Vingima Dotson credits

her carly immersion in, and her ongoing enjovment ol,
MUISIC a5 4 Mmajor mbuence in her work. However, it ts

nature that has had the greatest impact. As a child.

she spent <o untless hours uxplurmg the woods ncar
her house, and summer trips to the beaches and
mountans were further opportumties to explore the
natural world. It would ke decades. however, before
she discovered the means of exploring these early
mliuences in woodturning,

“1 didin't ind a direct [th]l 1o woodun uing:' Dotson
says. She started working with furniture, restoning
.:miu.]ucs* and later Ic.lrmng other furmiture tuc]min.}ut:.!i
ncluding bent-lamination and stacked-lamination.
While studving for her bachelor of fine arts degree
at Artzona State University, she was exposed 10
conmternporary furniure and 10 woodmurning, and they
both initally appealed to her.

“Three arusts dn‘n'd_-. indluenced a3 work at the very

beginning,” Dotson recalls, “Wendell Castle’s stack-

Lymmated funcuonal |!-irrr:- translormed the VTV COonept

n!. I;.HIII'HH'-.', W lliIr th f‘;lncku']ialt"ti x'.\'n]tlﬂih‘ t'rw'.w[s

served as -.'x.nmph:a of }wrilu‘: pil-.'h in visual terms, 1he

carly phwood vessels of Rudv Osolnik showed a common

m.l[l*n.'ll l‘iﬂ.t]ll Iﬂfll."l.'l.! [H‘t"ﬂml‘ il I"H'.‘IHIIFIII l‘ll."'jl.'f'f."

ALRDVI

Dotson, shown here under a rock overhang in Carnwon de
Chelly, draws much inspination from the layered landscape of

the Arizona desent

OPrroOsiti

Sunlight Series #2272 2004. Cutly blsch and ebonized walnut,
0" high x /! s dlameler, Dotson says The lavers of wood ec ho
'|111-,r'.-'-'r o loems | have abserved In nature, like the sechimen Lary
rock iangscapes commaon in the Southwestern Unileg States

where | live. Their history is recorged among the layers”

VIRGININ DOsoN o JOE
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LIKe MmOt wood Lurners
Blocks ol wood
partially compieted
projects, and nascent
ideas hll Dotson'’s

lllr..".q_f'i. ',"|."|i__.

Exploring Many Ideas
Woodurning offered Dotson the
opportunity o I:xpiurf ?-IIJL"!-L-L!]':'HILIIIHLL‘
I‘.m'hlmluv:.. while its limuted scale allowed
her to dﬂ'rlnp a concept by n'ur{-;ing
Liui;k]'_. through ideas. *The actvity of
u'nrkin}_‘_' ACTICTAlCS INore ii.‘ll.‘.l"- rﬂl‘ IR
work,” Dotson says of her process, "1 may
do brief sketches of ideas as they occur, or
test new combinations of materials. When
some of them coalesce into a more defimite
form, | start . | like to work i senes of
related pieces to explore a theme more fully:
Sometimes, | revisit an carhier series later

on. At any given time, ] may be working on

pic-.‘r-; from a few dilterent groups, If 1 need

[ "-ﬂ."‘:l-n 1 .;-..'.. i b el |
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to sct one aside before contimung, I can

work on another of the I,ﬂl.‘t'r\:

Virgima Dosons work s VeT) much
tied to the matertal. “1 love the great
varicty ol patterns formed by the growth
rings of wood,” she savs, “Even plain wood
cxluh:ls its lustory 1 an trliﬂtning way
when it is shaped 1o one curve or another,
I'he lavers in the hardwood phrwood 1 use
can mimic the patterns. The features add
M rh‘h:‘lt'nh I"lu[ Sels 'm‘"m{ .IP.II'I Ii‘n‘u‘.n ulh-:"!r
matenials. Sometimes, | find interesung
et ons lil.'l‘.uL‘c'll =II‘|-L' wmn[ li!,:uh: .md
the patterns | have ercated by layverning
dif ferent woods t:.?g-;ti"n:r."

Dotson uses a variety of tools in her
work, but it 13 the lathe that ties & m.'ﬂu'ng
together. “Turning by isell is not uswally
the major time commitment in my work
Depending on the picce, there may be a lot
|~'.|- Ui,"-]-ri Wil 'Hrh'l‘l"]\ !"'I‘t’lhl””&: ||"|"i." l'lL"L'I'LIII“l
and _fhung up blanks. At the other end of
the process, carving out a spiral or other
['hl-”l*l'l'l i‘n"”] &l ”Ir['ll.."d "c-ht‘” maay l.*,l"-”‘..' Likt"'
more time than the wirning. Sculprure
COMPOSIIONS olten FeRure parts that are

made v other means than turnmng.”



Inspired by Layers

The nawural Livering of wood gram and

her imutation of 1t with lammated |*l'~'“-.~ud

nspire Dotson. The Livers also remind
her of the sedimentany rock | mda.'.nlﬁn

in deserts, and the connection conunues
1o inhpin- her. For m Y Vears, she resided
i the low desert on the edge of Phoemy,
Artzona, an environment that greath
ntuenced her work. Her Liminated vessels
wanslate the southwestern landscape, the
Lavers of rock, light, and shadow, and the
lines that mun Ehnmz,:h it all, Recently, she
1'.!I1.“h.|.'u'] 1 B IIIL}:h]"n I.'Il."l..l‘h't'l |-|.!:'-.'hlu'l..| teghon
“1 am now closer

Ncar a 1.”].!” COITUTILMIN

O some Ol le n IEurJ' CIMITONIMenis 1|1.1':

Have 1|1:~|~i:1.j much of mv work” she savs.
“T've welcomed the li:m':.'!lti:h'ﬂ ol
new surroundings and the opporturity

LO Set up a new, elhicient work area i an

airy, light-hlled space.
Dotson continues to be fascinated wath

the lrwsrnli.d of laminated vessels and she

fl.n ﬁll',-j-nf fcCcnt n--.-,+.-|-, t‘jt*\\'ll 1O t]h':t
basic structure, Dotson's environment

“1 am :||lr1_1,_'l.1~.-u‘{

contintes to imnspire her
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arrangements of rock lavers in many colors

Ll'..“]'-_t||:|.|:: 1 .):IJ'Il'L-HH s Of |_'|1 ; ILI h]:-t.,ix W,

and the cross-bedding lines left in sandstone

bw: ancrent winds, The lavered patterns
|

change over nime as wind and
walcr 3[1.};; the surfaces. My lamuinated
‘.1.-*-:1..:[ L %] ['1. A0 A0 4 \.}*T: LS TRTI N | [ i
Lindscape images. | shape the lavered wood
to reveal compositions ol patterns that

L] [ ] ] -
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the obseryver's perspective %




HOW DOTSON WORKS: LAMINATION FOR LINE AND FORM

Dotson prepares a luming blank by glulng layvers of Dlywooc ATTer 1iOUNING Ut the Torm on e Band saw. Laison 1s
iooether, She visualizes how the tuming Is to ook when done ieacly 1o maunt the wood on the lathk

and Inserts wedge-shaped layers accordingly

\

qy

The work 1akes thape on the lathe Removed from the lathe, Dolson saws into the work, ther

efines the edges

y

Dotson applies tape 1o mask arcas she does not want 1o welight Serses #22, 2004, Curly birch and ebanized

dye, then she brushes on the concentrated aniline colors walnut, 9% high x 714" diameter, Dotson says the Layers
of wood echo thy 'r'-'i-r'w'"-}rj.' 'oCK landscapes of the

Southwestern United States

N IRGINIA L DOIYON 1N



RON LAYPORT

Surface Work Will Not Cover Up Poor Form

Ron Lavport interprets the natural world i the language
-;nlpluj.u] by ancremt cultures, but seen l|1r|1ug_h the lens
af contemporary art and dﬁ:gﬁ. | Iil'l‘l!,: antmal rl_ﬁg:ﬁ
combined with vessel forms, he clarihes the connection
between contemporary wood art and approaches

l.'I'Ili‘*lH‘.'l_'i.{ l""-. l!l!n‘l.lﬂktlh{ [Or Centunes. “l"'l.'l.‘ .1-11'b‘.l". 5 l"'l't'l'l

| =1 | ' '

el 'l 141 I.l gt _I, ! I I'ry

interested in work of the unknown arust,” Layport

ARD VI
LN LN ‘t.‘m:k HLuL- A I.Ehrux.llhi VTS .!En. that ﬁ}\u.ikf- ol lesiding in Pittsburgh and working in a basement studio
Pi‘ﬁt‘ﬂ.ll !i[ﬂ'lﬁﬂ]l.‘, d_“ h. I”}._ mystery, .‘l.I."II.L{ l_i"l"n."l"l."li.'ln'll,'_" MDOIT oflen trawveis o expeneénce vast natural 1paces
"a’ﬂth’" 1....I'L ["U!_I dL"i‘ilh__"ﬂL'd .I.“d I."H'JI][ I.LII'HIILH'E WO O m ' SITH
l‘lt'f.h!t“- A0, i'lt" “'l.'lTkl‘l.'I Il-kl' l!‘u" Iinerate lfliﬂt'll‘l‘m H|- Iht‘ incamanion of the Sgimon King, 2006 Sycamore, ebony. Drass
: . copper wire, plgment, dye; 14%" high x 11" wide x 7" doep

lﬁll]ﬁ L |'I|Hu: -.fﬁ-t;:!‘lt Wiy dh‘l‘lh'd l."u CICUIMSLANCeS, iexcamation of the Salmon King Is oart of a series—Yessels
‘l'll.‘ll'h‘, 1”“] IIL{[{I-LI[?‘. I I‘: I.'l “”I"ﬁ{ 1 \f{ﬂll‘.-': ‘.I. lr:"l."!.-i\.‘l-ll?'ill.!.it- ITOms a2 [ ARl AP & -"li'-l L 1'-||.'|; he lurnerd veacse| |.-|.!... 1% a

ol ceremonial or ke mask, Layport uses wood and space to create
iy that, and it rensuns mrue of the work he ereares roday., a segmented effect Stylized ebony fins support the object and

creéate a sense OF Motion angd mystiery

The transition from ereating one-of-a-kind furniture
{8 ltulln_l vessels ]‘1'E.i!l when l"'”"‘"l wanted 1o
]L‘.'I.I'TI o ]T'I...'lkf lTHIﬂd It‘l::‘! ,lﬂd j';.‘l:'l'. [ ]E‘ WS UTLIWaILC L'I't-
arustic woodwurning. As a birthday present, his wile
.md -.'hl]-.']rﬂn wlgllt‘d hlln 11|~r 111r M | u'rrkrmi “'.1:‘kxhulx
with a [’r:l:hxh.lﬂ!.l Hmu!lul‘ltrl who jiiﬁl |‘i.‘l[1}‘ﬂh'i‘]
to be the pioneering arust, David Ellsworth (page xi ).

[ I'Tl.' 1‘1""‘!."]'[1111.'1.' Wis a ‘Li'rl‘lhi.!l.]"'ﬂ'h"'l:"n 'H'ITI"UI.'!I.M.'III'!II [ [ih'
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lathe and sounded the end of Layport's Lathe Keeps Him Grounded

furniture career. He spent the weckend It 1s obwious Layport commits a great deal
In:.armng to turn a bowl and a hollow form, of time to his carving, vet he considers
.]]ld never +luitc ‘:-_:-L?'l to the Lch 111:' ] [L' Wis I.l._ll'llillg 1o be 11!1‘ Lasis ol n” of ]II:1 \\-.ll]L
immediately taken with the pﬂwilﬂlhm‘ﬁ of a "‘I'i'mu._,:h much of my work 1S ‘post-
newly discovered art form. turned, the turned form must be valid
Layvport has been inspired by honesty before [ |,1hh‘r-.*d with sculpting. Sui face
to matenial and process. As the majonn work will not cover up poor form. Those
ol his picces address the natural world, it turned vessels and bowls mav sit around
is not surprising be s doven by ecological for months before they are further designed
£ considerations to prclfr domestic and worked, so they have to be pleasmg as
'he wood spins like ar woods that are found [“"""F." “With few turned objects. | would have lost both focus

airplane propeier as
l.u:!_r =S5t |r",'~. mie iRt |'i':_ ft“l‘l‘:il-"‘ni, [ \'l.,\‘ln[";i: ‘“"”h cCommon I"I.'Ln'{“'l'lu"u:!i; 'lnd interest ]iﬁnﬂ iu:':-"r hph._{ it 10 t"l‘f” fl'lr

TuErneng tooil

destined for fuel or landhil,” Lavport says, the idea of working with the turned form.
W RIGH] il [»‘“1-“ local '“-*}‘lt‘- cherry and, most of The lathe krrph me grnumfrd. and 1*{'1:1-_.,_:'-'.
Th 1""" : ‘i"ll" :'_’!-1, all, sycamore, If | hear chamsaws, meaning structure and -.|1~:..:||~|!1'nr o mv work,
WOOOd 1S 1he DWars [0t : .
carving. Layport says tree crews are working in the arca, I getin When he is turning wood, Layport may
,,'i: rtm_:,l_.l !,rHI the truck and go find them. Ideally, | prefer work for a week or ten davs ar a time, Fos
_L':;'I' ed 1 Tb _':L'Il“ ll‘l'.'_""" turning !Lra:a-hh' cul green matcrial, but more vesscls l!c uscs Lhe ﬁ:ﬂ drtim-:lcr ol a ]u_p._‘:.

cover up poor form” often have to et 1o st withm the vear” turning into end-grain, whereas lor bowls he




wens directly from the splic log, untrimmed.
"Thev are lethal—like *-n'r}w”rn—[rra.'u.uw
| am often turning as much as sexty percent
air.” Throughout the process, he remains
apen to unp].mnrd “contributions” from
the wood wtself. For instance, Haws in the
'.hlnd uilh‘t‘.l become I‘It'g,ltiu‘ space Ty the
final dess gN—rtmnat erial to be cur away,

Once Lavport knows what he wants o
do with a piece, the sculptmg and refining
may take as many as five or six weeks at the
bench, Illim.u‘iljr u_'-.iué: roLary tools, Yet, he
doesn't depend upon modern technology to
l,ﬂu\i..iu: I;H’ |” ul- hl*- I‘.h.'u.'dﬁ. “i LA 4|l}1hil'|g
that addresses the problem at hand: broken

saw blades wath Lape handles, bits made
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Jr 1D LAFitd Lrig JiCLd

of old safety pins, a mulutude of sanding
devices, and plenty ol glue for stabilization.”
Once he has carved the prece, L.i} port
5pa:r.-.:l'_-i what he calls "an mordinate pen od
of tme” iinlﬁhmg. Lnlike some artists,
he does not have one set way of ﬁninhing
the work and remains open to what the
individual piece requires. "T approach it like
a canvass, Even though T know what T am
hoping to achieve, | try to be receptive to
uinl'-nnuniti;'a and 4.|l..mgf~. ol direction as
they present themselves, The plece continues

113 ;‘nll'lt'l.‘ Hkl' . I.‘l.'II.!Ill:ilH;::l|I

LS
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LAvDOrT 4524 2 combination of power tools
the sculpture. He says, 'l use anything that addressses the problem at hand

15 Macde of S salety pins & mullituco

and hand 1ools to carve and refing

DICKkDN saw Diados wilth tapd handies, bi

0 Ard plenty of giue for stabllization’

LANDING G TS

ABOVIE

Layport spends what he calls "an inordinate period of time” finkshing.

RON LAY KT by



ik Morning, 2005
Mape, turned,
".Lll-l:'li_ bleached
pigmented; 14%° high
x B2 diameter”
wanted to achieve
fluid motion and a
wnse of depth within
the parameters of the
vessel form. | souahil
rhwthim and oneness, a
continuum ol elements
each Nowing 1o the
next ”l-—-'n-.,»h—l.':,,-

and wonder of an

&0 '-'}':‘\-.r'rTll i gt Fara™ Tpma I i

1N MO NG Winiléness.

Wood is the Constant

Layport resides in Pilhlm:‘gh and works in
a basement studio, “l |nr}g o gave up the
notion of having just the right setting to
be creative, Romantic notions of a E!I.hﬁ-
walled workspace perched along the nim
of the Great Lakes or the San Juan range
have given way to a realizanion that s quire
liberating. I am portable. I can travel to
places that entich me and inspire me to
make things. My work space 1s for working.”
His experiences continue to inspire, “To
come upon a wall of petroghphs in a
remote camvon is to sense the tmelessness

ol the human condition and the conunuum

of art making. My work acknowledges
my place in that continuum, rather than
focusing on only the workspace, or the
Lithe, or the wood.”

The creation of L.ij.'pnrt'n works of art
1s his means of connecting his past with
his present, a means of finding his place
m the natural wordd by making something
of value using his hands. “Working with
wood takes me back o mw childhood in
mv dad's workshop. Even today, when |
5”’1' for one of his tools, | feel connected
to the hand of my father. What he could
do with a hand pline was nothing short
of mesmenzing. | left mw +0-year business
carcer when computers began 1o climinare
the hands-on aspect of my work. "Hands
on has become a rare privilege these days, |
iind that as ['ve become a better tICncr, | use
fewer and fewer 100ls and am more at one
with my work. My work 1s about leaving
part of mysell with the piece. [t happens
somewhere between the head, the hands
and the heart,”

Looking back at the mitial weekend
spent turmng wood with David Ellsworth,
Lavport retlects that “a single exposure 10
the }unuihihlir-. of turned wood objects
rh.n'b!:rd the direction of mw life, Wood s
the constant that links one end of mwv life

with the other”









NEIL SCOBIE

Thinking of Running Water

Netl Scobie resides on the central cast coast of Australia
n 2 Ii].n‘r: called Bucca Creek, next 10 a state forest

and close to prstine coastline famous for s beautiful
beaches. In his ideal environment, Scobie banle his own
home using old bridge umbers 10 create soaring spaces

filled with light from 20-foor high gliss walls. Not far

from the house 1s Scobic’s enormous workshop with
2400 square feet of space hlled with every imaginable
woodworking machine. The forest crowds right up
to the workshop door and Scobie loves the peaceful
atmosphere it bangs. “"Often I'll walk outside to ger
something and 1 just get lost in thought looking into the
bush. | even i;}l'gﬂ '.1.-|"r_l.' | went out there, it's so quict_"
Scobie was influcnced from a young age by his
grandfather, whom he describes as “a good amarteur
woodworker, e used 1o make boats and furniture,
and even gunstocks. | sull use his carving rools, which
18 important to me.” Scobie onginally trained as a
teacher of woodwork, metalwork and indusinal
dr.:wmg. While he was a teacher, he dn'rlnp-:d hus
skills as i tumer and, by the early "90s, it was an
important sideline, He sold his work to a number
ufq gtll]rrif!- .md t!rwluprd | lLﬂiuH;l[ I’l"i'lul.'l'lt.i.'lﬂ S
a quality turner. Eventually in 1990, after 20 years

of teaching, he decided 1o concentrate on his own

ABDVL

Scobee tums a rectangular slab of wood into 8 symmetrical
blank with smoothly curnving faces,

OPPOSITE

Erosion Forms, 2007, Australian blackwood; 7°, 6, and 5" high
Grouping three forms together means they play off each other,
enhancing the sense of captured energy.

NEILSEOBIES [ ek 12)
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woodwork. “I've never looked back,” he
|rmud'l_!.' claims,

Scobic and his wife, Liz, now work from
home, a remarkable partnership that spans
A Tange of acuivities. Liz reaches textiles and
prochuces her own hine of textile art, Neil
produces custom-made furniture and has
recently been given a commission for the
restdence of the Australian Pnme Minuster.
He also runs his own school and teaches
woodcarving, furniture making, and rning,
“[ think it is very important to hand on the

skills,” he savs.

The Evolution of Carved Bowls
ﬂuihling O years ol ulrninl: nlwrirlu‘t:.
Scobie also has ereated a line of work
collected internationally. His carved bowls
evolved from simpler funcrional vessels.

At the start, he began the carving with a

chain saw and then fimshed with tradinonal

carving tools. Now, he uses a4 number of
ditferent rools, including die grinders, power
carving disks, Hexible shaft tools, and many
others. “T'll use whatever tool does the job
most quickhy” he says, "as long as i's safe.”
His workshop 1s a treasure trove o 3 shop-
made jigs and gadgets 1o make the work
i.”"l"ll."f Jn-d CHASICT.

Scobie’s best known picces are his Erosion
bowls, They are inspired by the patterns he
sces around him i nature, " They remund
Ime l.'ll- 1||.l:" E'Ti"dfluj g“l[“-"" I AW '“'I'lf" I Wis a
b[“ﬁ' on [!]i: i:irm .‘\.Iﬁ}. [ dl__‘ N | lﬂt i.'.'fi‘ '“r'hl.tf"
water canoeing and | see patterns swirling in
the water, When | make an Erosion piece,
I'm thinking of runming water and how 1t
will wear a [.'l;ll]'l [I'ln!-ttgh 1|H‘ carth.” Scobie

r!;p.-mdnl the ideas from these bowls to



make Erosion mirrors and then about seven
vears ago he began making wall sculptuges,
thl‘ !.]l‘gf&-l IIP‘ to ﬁ\'l: I:l"l.'."t Il"‘“l:; Nl_ﬂ\' hl.'." .IISU
ptudurc:. Eroston Forms i sets of three. In
common with a lot of contemporary lathe
“l;'.l'rk, It |I'5 not i”"‘“l."h.‘!l.ltl.'l'll. i.-.li?"-. 1ORLLS '|hl."'
picces were turned, because the subsequent
carving removes much of the evidence thar
they were ever on the lathe. Scobie explains:

"Pu:nph' sometimes have 1o be told they were

wirned, as it looks unlikeh:”

The Line of Least Resistance
Itis higllll'ia‘,ltll that Scobie refers to the wany,
waler Culs [Ilﬂﬁlgh lhf I..i"ll.'ll\f.l}'l{' A5 il t.l_!I[L"f'“'i
the line of Jeast resistance. Scobie’s work s
that qua |1'Ijr. When he teaches, Scobie always
stresses the Hnimrmnrr of unrk:ng with the
grain. This is, after all, following the line of
least resistance, [r gives his preces a natural
feel. They are not arbitrary shapes imposed
on the wood. Like mamny well-known wood
artists, Scobie 15 much imatated, but the
rnp}‘i-.l_ﬂ r.ir:l}' achieve the same natural
quality because they have not worked wath
the grain in the same tad wan.

It is this sense of nightness tha
distinguishes Scobie's work from preces
that try to impose clever shapes on wood
regardless of its nature, Wood has distinct

q-.uliucs that make wurkmg with the grain

NaUulivs Bow? Joo

Huon pine: 9" x 3%

Yohiles BRIyt kis

bovivls are Iinsoired by
the swirling shapes of

naut us thells

LEF

Nautiius Bowl, detall



Nau iy Bowl 2000
Colaboration with Liz
Scoble. Australan red
cegdar, texture paste,
STyl paint, 6° x .

Liz Scable has partly
coverad the wood with
a finsh reminscent of
I"I""-:'-.']"Il"*F on Pedrn

After turning the

faces, Scobie removes
e chucking spigot
from the center and
rounds over the central
partion o blend In

with the body curves

FAR RICHT

Scobie sketches the
shape to be carnved
onto the complicted
wening. He will remonve
thoe LoD porlion, ging
the impression the
picce always was
asymmetrical He'll do
most of the carving
with powered tools
although details may
be cut with traditional

Carving QoOuoe:

124 MNEIL SCOBE

both caster and viswall more inw,lllng. His

Erosion series is not only a metaphor for
nature, bur a clear statement the old skills,
learnt through hundreds of vears of tnal
and error, sull have a place in the creative
world of wood art.

Scobie also produces a senies he calls
Pods. Scobie likes to acknow lfdgf the
influence of other turners and he explains
lhl.‘ inlt’d AN [Hllll hill\l [.l‘l.'."-'- l*ud*-

e 177 "1d hate 1o ever be accused

of copving anvone else, so thev're my own
nterpretation of the general idea. I saw the
Swiss turner Sigt Angerer turning multi-
axts, or instde-out hsh, and | loved thae, so

1 extended his techmque to make myv pods.”
h‘l.tl'l'lf of Scobie’s preces are p.u'nh.'d v Liz,
who has been enhancing his picces for neardy
twenty years, Her patterns also retlect what
she sces in nature and therr collaborations
are among the most collectible pieces in the

wood art held.

Scobie 15 an energenic man who never
scems 1o tire of life. Tlis woodworking
ACTIVITIES Span almost the ru'nnph'tr
repertoire of eraft and art and his endlessh
positive outlook 15 enviable: “1 love the
vancty of lhin!:s we do here and | never get
bored. | probably work 100 hard, but for me
its not work, [ love it, I'm 54 now, but | snll
play vollevball, I go mountain-bike riding
and T surf” regularhy” Who wouldn't enjoy
hlh‘h Jd ilﬂ'?

www.nellandlizscobie.com



Pods, 2007, Rosewood
largest 8% x 3" x 144
The pods have beon
carved after turning
and then partly

stippled by Luening

i

{ o and Sea Seres, 2006, Colbaration with LIz Scobie, Australian 1ed cedar,

L

arylic paint; 9% x 1%° Land and Sea Sedes |s a fine example of the collaborative
work between hushand and wile, The Land and seascapes of Austraila inspire the

patierns LI Damnts

hl“- - E [ (s
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Gardner shapes a g
with his chaimsaw

with the
gran. o creslea 4 Dt
pele than & e ne
might normaly cul
from a 109 of this si2e,
A plece of wood, its
sile andd proportons,

working

may suggest a
particular approach
1o me, he a3

Gardmner tuens a big
pirce of wood an

his enormous Olivet
lathe originally

4 patlemmaner s
machine, Such a heawy
lathe |s a real sdvaniag
when making lasge
SCLEPIUND DeCes

A paece occurs after the turning. | will E}K‘Dd
a few days or a week turng forms, then
spend months altening, shaping, carving, and
parnung them. | work from sketches as well
as designing directh: on the lathe. The latter
l.ﬁ ﬂ'll.l.l:h INofc “""‘L"L‘Il.ltt' .Ill.'! 5.]115"-'--”1:!:‘ Illt I
find drawing 1o be a useful way of recording

tdeas when 'm unable to be in the studio.”

f#.r *'Iﬂ v "‘. r
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A Garage Shop in the
Appalachian Forest
Mark Gardner resides in the Appalachian
mountains of western North Caroling, in
a town of 650 residents called Saluda. Te s
an mspirlng E'IIJ-CE for a woodworker to live
because it is surrounded by trees, many of
them ql.nlh‘ ﬁ]d .Iﬂd I'II'E_"'I- Crar L'II'IL'T“i hnu:-h'
nestles in a hollow between two hills and
it has quite a Jush feeling to i, so much so
that in the autumn, when the leaves fall,
Gardner looks forward 1o the broad !-Iu of
the winter landscape. He works 1n his garage
where he has about 300 SAjuare feet p.n.:kt‘d
with woodworking equipment, wood, and
preces i progress. In warm weather, he hkes
to open the garage door and work bencath
the Japanese maples and cherry trees,
When Gardner started turning, he used
green wood because it was easibe avarlable.
"Pracuically speaking,” he savs, "I like that
it is 50 easy to come by where | live” As his
work has become more sculprureal, he has
used more scasoned wood, which brings s
W11 pnﬂl*[cmm “Drv, stable material is hard
to come by in large dimensions. | think thus
intluences the work, as not every prece [ want
to make could come out of any random
prece of wood. So, in a waiy, H'mklng with
the wood the way [ do, is a bit like using
found abjects in sculprure. T like thar the
matenial differs from species to species, and
tree 1o tree, which presents new challenges
.]“d. Dp]_"hnmlnltll..‘i I My h-.]:‘i'l: 11 ldl::l f{."l'
4 ltfrﬂ' .md h,n'l: o ]l:l It SIE 1 a skrh"}l
book unul the right piece of wood appears,
In other cases, a piece of wood, 11s size
and proportions, may suggest a particular

.'1|*11n1.1:h to me and send me ofl 1n a2 whole



Gardner shapes a log
with his chainsaw,
working with the
grain, to create a larger
plece than a turner
might normally cut
frorn a log of this size,
"A plece of wood, Its
siZze and proportions
may suggest a
particular approach
10 me, he says.

BELOW

Gardner tums a big
piece of wood on

his enormous Oliver
lathe, originally

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

A prece occurs after the turning. | will :ar.u-nd
a few days or a week turning forms, then
5}wm{ months altering, shaping, carving, and
pantng them. I work from sketches as well
as designing directly on the lathe, The latter
s much more immediate and s.ﬂiﬁl"jn :'I‘Ig. but |
find dr.'m'ing to be a useful way of recording

ideas when I'm unable to be in the studio.”

"_ r E 3 o
r"' -*‘ '}JJ"L 4
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A Garage Shop in the
Appalachian Forest
Mark Gardner resides in the Appalachian
mountains of western North Carolina, in
a town of 650 residents called Saluda. Te is
an inspiring place for a woodworker to live
bl.'l:..] LESC Il i5 5L|n1.}l]ndl:'d b*t LICCS, t‘l’l.‘ln}‘ Uf.
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 feet p.n‘k:*d
with woodworking equipment, wood, and
pieces in progress. In warm weather, he likes
to open the garage door and work beneath
the Japanese maples and cherry trees.
When Gardner started turning, he used
green wood because it was easily available,
“Practically speaking,” he says, "1 like that
(tis s0 easy to come by where I live.” As his
work has become more sculprural, he has
used more scasoned wood, which brings its
own problems. " Dry, stable material 1s hard
to come by in L'lrgr: dimensions. | think this
mHuences the work, as not every piece | want
to make could come out of a v random
piece of wood. So, in a way. working with
the wood the way | do, 1s a bit like using
found objects in sculprure. T like that the
material differs from species to species, and
tree 1o tree, which presents new challenges
and opportunities. | may have an idea for
a piece and have to let 1t sivin a sketch
book until the night Piq:-:t of wood appears.
In other cases, a picce of wood, 1ts size
and proportions, may suggest a particular

.'Il""E'H'l.T.'II.‘h (O me :Il"li.'l ﬁl.‘l'll.i mec l.l”_ I.T'I i 'Ir'-'h“[t‘
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ABOVE TOP

Boat Form, 2006. Cherry, paint; 7° x 34" x 4°. Mounted on its own wall stand, it is
not immediately obvious that Boat Form was turned at all. However, the incised
grooves on the underside were unmistakably made on the lathe.

ABOVE BOTTOM

Sqguare Bowd, 2004, Walnut, milk paint; 22" x &' x 6", Gardner enjoys the
contradiction of producing a square form on the lathe. He turns the top grooves
on the spinning block, extending them into space whete the wood ends. He
enhances the visual contradiction by picking up the turned grooves in the top
surface and flowing them over square edges.

RIGHT

Untitled Vessel, 2002, Ebonized maple; 8" x 5" diameter. The incised carving
was inspired by Gardner's study of African and Oceanic artifacts in museums
and books. He says he Is "drawn to the rthythm of repeated carved patterns on
ceremanial and utilitarian objects.

MARK GARDNER







MARILYN CAMPBELL

Pushing the Designs While Keeping Them Simple

f'-r'i;'nr'ilj.'n Cm*npbf]l didn’t set out to be a woodturner. ”1

graduated from university with a degree in .IIHI"HI\HIHE:.'

and expected just to get a job somewhere,” Campbell
Says. “Burt, after g_r'.idu.'uinn. my future husband and |
decided we were guing to butld a boat and live a life of

adventure .-'.ftill'ngr around the world. Turns our, | was

more interested in the building than the sailing.” Boat
building introduced {lepbr” to both wood and cpoxy
and by the tme therr 36-foot sailboat was launched,
she knew she wanted to continue working in wood, It
was no small decision, because she was well aware tha
she knew very little about woodworking methods. She
taught herself to en from a book and found working
on the lathe offered numerous creative pn.}:ﬁihi]ilifﬁ,
within the limits f:nlubﬁr.‘d by the machine. "I ln'g.tn
using epoxy when | wanted to achieve certain effects but
didnt know how 1o do it the proper way, A hitle |i¢|1.|id
wood solved the problems I was having,” she recalls. "]
just kepr on using it.”

f__.unpbc]rs highly original combination of wood and

l'.'i'lil."'i."'., ]"i'ﬂl'l AN o I."'ii"ll.‘!"'!ﬂ Jiﬂl"l" alﬂd « hL‘lIIl"[ll'I'rII 'I'I]i‘fli'llll'l.

allows her to create Lmi-.]m: vessels that d-:tir the limits of

the traditional wooden form. She so art Iqu”‘_.' combines

ARDVI

Campbell works In a small but efficient studio

OPPOSITE

Eegli ool _-rrl'lr' |-- | =T = L _!-'P-' WO -.l-..l' aart ms -l[.

Ui HEgaiid, LUUD, NORY, CPOXY, ey, DUrpiencart, Paint,
93%° high x 9%" long x 3" wide. Campbell says, “Full Regalia,
being very formal and somewhat austere, echoes the pomp

and pageantry of a roval parade,

MARINNN EAMEBEL] A5



Come Here Often?

2007, holly, epoxy,
paint, curly maple,
purpleheart, dye;

9" high x /%" long

x 2V2" wide, Campbell
says “Come Here Often?
brings to mind a
slightly inebriated gent
in formal attire trying
that age-old line’”

her materials that it is not always casy to and | have chosen titles to reHect these

tell what 1s wood and what is plastic, nor scenarios,” Campbell says.

is it casy to detect the lathe’s circular The first person to have a significant
argument i the final form. "1 see the mfluence on Campbell’s work was Stephen
vessels as representing those grand social Hogbin (page x), who she first met more
events set back in an era when elegance than two decades ago. She only had been

and stvle were the cultural ideal. [ want turning wood for a few vears and was

the viewer to think of fine dinner partics, making small funcuonal works for craft
tuxes and tails, top hats and formal gowns, farrs. "1 didn't really know what [ was doing,”

Persuasion, 2006,
holly, epoxy, cherry
purpleheart, epoxy,
nberglass, paint;
754& high x 8" long
x 212" wide,

154 MARILYN CAMPBELI



Campbell recalls. "He showed me turning
could be art. It completely turned my head
around and changed my view of what I was
making and why.” Many vears later, Binh
Pho page 163) also infuenced her work.

"1 admire certain r.]l.l.l“l’it*ﬁ in his work and |

'] . . e Ilv {
VOO ‘I1|{'" d WErrr Der FicliiL Y il it t
| ther materials It ¥ o —
| f ) LLETTELLS, |} ¥ { \
i . L .
E‘?I VALTIELY Fris eridles Iriia (L
* = J o =
craracler can cnangde depending on
i ; e P | oy e
Lre wood., | can F'..'J.'urr' {are wooa

in a way ! pna very satisjymsg

wanted those same qualities for my own,” she
Sy, l‘m{ing Pho's creauons have a “cultured
look, delicacy and elegance.”

Campbell's works are both tragile and
complex. While she works, she 1s always
aware that “at any stage 1 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 arusts, for Campbell the lathe s
men:]}— the 5t¢1rtil‘lg p|.1fi:. S%w does mu-:‘h.
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 pece and each prece takes weeks
o Cnm[,'s]rhu | am .i|w.l}'*; ”"f-'i”g o impn‘:w
my methods to make the process faster
and more etheient.”

Because of the matenals she works
wi'fh. the tl.'u‘"ll‘li-."'.li fl'].'i”'.'l'lgl.".i [:.Iml'ri‘lt'"
faces are not the usual ones with which

other woodturners deal. ”M}.' pmhlrnu

are things such as working ourt the best

way to get cling wrap to lay into convex
contours for mo Iding PUrposcs, or bt ;dfng
enough strength into some of the resin
-:umpuncntﬁ," she said. Even so, her real
creative challenges are centered on design:
“T am trying to push the designs to

hner levels while sull kn-ping them

vared and simplc."

While Campbell plans on experimenting
with other matenals, thus far wood remains
central to her work. "Although I can
appreciate other mediums for their own
unique qualities, | find wood has a warm
}Er:aun;llil}' I'.n:king in other matenials,”
she said. "It’s so versatile—the variery
seems endless and its character can change
depending on the wood, as well as on
what treatments and enhancements 1 use.

I can mamipulate wood in o way | find very
5.1Li51-}‘ing. I have to say a big part of its
.t['-|w.|1 has to do with s reputation in my
mind as a serious medium and the exclusive

realm of master craftsmen whose skill

Celebration, 2006,
holly, epoxy, cherry,
purpleheart, paint;
Bl2" high x 8%°

long x 234° wide."In
keeping with my
theme of high-society
decadence, | wanted
1O give this piece a
mood of music and
motion,” Campbell says
“A celebration of life's
good times.”

MARIIEN I CAMEBEL) A6



ABOVE

Campbell's hometown
of Kincardine, Ontario,
Is shaped by Lake
Huron, visible in the
distance as an early
winter storm rolls in
across Harbour Beach,

RIGHT

Overlooking the
harbor, the Kincardine
lighthouse and
museum is the focal
point of the town's
marine heritage.

had been hard won after years of intense

.'lpi\r;'l1tirfs|1i|w. That's certanly no group of

which 1 ever could be a p.lrt." f”dthuugh she

L{u::u:i much f::-r thc: wnrk an l]‘u' [n!hr. thr

turning process remains essential, “It defines

what | can and cannot make, and givr:s me

limits so I don't feel lost in too much choice.

But, however essennial, it 1s stll onlv one

step of many used in -:umpln:ting a picn::'

A Great Lakes Farm Town
Campbell hives and works 1in Kincardine,

a small, friendly town on the edge of
Lake Huron in southwestern Ontario,
Canada. The Scotush origins of the town
are still celebrated, with a pipe band
parade every Saturday night in the summer
months, with a guud }mrtiun 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
COmMmunIty, rooted in i'.lrming. vet today
the nuclear power plant north of rown

is the largest single employer. Lake Huron
gh‘rﬁ Kil‘ln‘.ﬂ‘t‘]inu | pirturt.':h]l.lt' l'rt'.h‘h ."tl'ld

harbor that make it a pupular suImmer

1343 MARILYN CAMPBELI

attraction. While the harbor was once

used for commercial shipping on the

Great Lakes, now 1t 1s mainly used for
ﬁshing and recreational boating, Campbell’s
husband, Jim, has been the lighthouse
k{"L‘I.‘.II.'t' there ihr 25 }’t’;ll‘ﬁ.

The couple have kept the boat they built
together there since its launching in 1976
and they spend several weeks each summer
satling around northern Lake Huron and
Georgian Bav. Winters in Kincardine are
long and the lake-effect snow s heavy,
making winter travel treacherous. For
(ﬁ..implw”. however, the season is a major
attraction because she enjoys all of the
cross-country skiing the area has to offer.

The natural world has been a constam
mspiration for Campbell, but she has
become increasingly interested in strong
design principles and the exploration of
Howing lines, contrast, and geometric
elements. Her combinations of wide-
ranging intluences, which include the art
deco stylings of vintage handbags, have

resulted in bi:-ldl}' uriginul scu][.*-ult*;nl works

that expand the language of the medium.

www.marilyncampbell.ca



HOW CAMPBELL WORKS

Campbell's work requires careful planning and each piece must be designed
on paper first. She starts 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 fit the paper design, and flls in the
spaces with a thickened mixture of epoxy. When the epoxy has set, she can
turn the outside of the blank. At this point the piece looks like a round cake

pan with one flat side.

While the piece is still mounted on the lathe faceplate, Campbell takes it off
the lache and covers it tightly in plastic wrap. She mixes up more thickened
epoxy and spreads it over the plastic wrap, using the turning as a 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. Now she can pop
the epoxy skin off the wood, and cut it o 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 making the skin, Campbell turns the inside of the vessel, saws it in half,
and joins the two parts along their rim to form the sides of the vessel. She
makes a wooden spine to join the vessel halves together, usually painting

it black to match the epoxy. Only after the two halves have been textured,
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 carefully glues it all together.

fo make the overlay, Campbell uses the tuming itself
as a mold, spreading on an epoxy mixture, which,
when cured, she will turn down to a thin skin

After turning, Campbell remaoves the thin skin from
the mold and cuts, shapes, textures and pierces it
to create the overlay components

o
SegP.8,
“SagWaty

»=e &g P

After painting the overlay, Campbell very carefully
glues it to one face of the vessel,
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STEVEN KENNARD

Technique Is Important, But Secondary to Getting There

Steven Kennard is inspired by textures he sees in the
natural world and his surface textun ng techniques
have developed from a need to create visual and tactile
illusions, An important influence on his forms and

textures are the vears he spent creating tllustions for

| e N i i I. . & T .-_ al g T q |
I am a great believer in feeling my way
e | R | 4 E - 2 . H T =
! }.1 rouen (L r1e LIIFLES -II rrIGInE, MOL MEeAsUring,
1 Dare

= =]y = £ e

or at least Keeping measurements to

minimum. 15t reeis good and Dledases my eye

then it 1s successful for me.

theatrical pn'fhrm.-ma:n:s. During that ume he learned

to create and/or accentuate IMPTessions of size and
shape. "The experience still serves me in the way I carve
and texture my pirfd:s.“ Kennard says, “1 -:::-nstanti}'
experiment and try out ideas betore Incorporating them
into the finished pieces.”

Kennard's small sculptural boxes combine
woodturning, carving, and the creation of various
surface rextures. Kennard's interest in lidded forms lies
in the mystery of a closed container. I}Erl1.!|_15 i's a
progression from the inhinite number of containers that
surround our lives. Our homes and much of what they
hold are, in one way or another, contaners. We even
make our departure in one!”

The wood he uses also inspires Kennard. “ love
the sensuality of wood—to the touch and to the eve.

Illﬁ h'l'.llu.'h 4 Warim ITI.'IIL‘I'i-'Il “’i]h il ﬂ.‘IlllI".lI l'll'c'll.ll}' ;Iﬂd

ABOVE

Kennard band saws the blank for a lidded box from a richly
higured block of burl wood.

OPPOSITE

Lost Orchard, 2007. African blackwood, cocabolo, thuya, ivory;
2% high x 3" diameter. Lost Orchard was inspired by the old
apple orchards in the Annapolis Valley, Nova Scotia, where the
artist lives: *Their stark appearance against the winter landscape
will be sadly mourned as these are being decimated around us”

STENEN KESNARI: AL T (1Y



Kennard resides in
the Annaoolis Valley

o1 Nova Scotia,

ditferent inherent qualities in each of the

species, giving me a huge choice for different
applications and decorative effects”
Kennard's career as a woodturner b-:gmn
when he made custom furniture and
restored antiques in Suffolk, England, in
the 1970s. “The wrning started off as
components for furniture—mostly spindle
work—such as legs for tables and chairs,” he
t‘u:ca“'_s. "My ﬁh{ deviations were I l:.11‘|'.
bowls and boxes. They had a very wradiional
look to them, taking clements from the
furniture with which I had been working”
Soon after immersing himself in the
craft, Kennard saw the potenual for self-
EXPression and |h:gan dﬂr!npi ng his
distincrive style of work. “There have
been verv lew direct intluences on my
work. When | started turning, there were
few artists working with a lathe and the
work being done was not documented as
it 1s now, savs Kennard, who worked in
isolavion for vears, Evenmually, he stumbled

across Stephen Hogbins book Waadrerning,

140 SIEVEN KEXNAID

The Purpose of the Object. "It really opened
a door, as the 1dea was so new to me—the
idea something that primarily wms round
objects could be used as a starting point

o prndurc sml,uum] pin:c_-a that left vou

| 1d 1] | , 1L

Mme and aids my concentration
{ NA 'l lectic taste it mus
dnd it car t 2 mood for Lhi

wondering how they were created. Hogbins
works (page x| were worlds away from the
things generally produced on a lathe ac that
time. Seeing the lathe as just a part of the
process was a revelation to me,”

Kennard also credits David Pye’s
approach 1o his eraft as an influence. |
frequently compare {what Dayid Pye called’
the 'mﬁim;mahip of rrrl.lim}" 10 the
‘workmanship of risk. The latter 1s the way
we Imust ﬂ‘l”““' |:. W Al Vvl 1O i-!l-"'-'flnv - LY

creators of beautiful objects!






LOUISE HIBBERT

FThe Lathe Gives My Work Rhythm and Balance

Lowse Hibbert was born and rassed near Southampton
on the south coast ol [fngltuld. She u-mplrml an art
degree in 1994 and duning the next few vears developed
vanous production lines of pens and kitchenware. After
moving to North Wales in 1996, she became friends
with Hax lev Semith, page 7, who impressed Hibbert
with her “approach 1o her work, her integnity, and
meticulous attention 1o detarll” Hibbert's own siyle
L{L‘TL‘{UPL’L{ Lll.il"lf t[l”f]‘ll'\'. i 'i"l ”L‘?Plf.“li.?ﬂ l.'_"l..'ln_'li'l\."l.{ !.['U'n]
my fascination with the matural wordd, parucularly
marine life, microscopic creatures, plants, and fossils
that together offer a fantastic repertoire of imagery, she
says. " Through exploration, I discovered the work of
the nineteenth century biologist and illusirator Ernst

I I.!CI-.'LI.'I. \'4]1“."4.' '.'*lil[“[.“. Bols T]Ill."*lf.l”ﬂ“:‘r Al C L'HII'.\L'II'[”'L
echoed i my work,” Hibbert was drawn parucularly

t0 Hacckel's studies of radiolartans. The single-celled

microorganisms have a mesmerizing and delicate beaury

that in#pm‘d Haeckel and ennched the Art Nouveauy

RSP 1 e Bl Gy K
movement. Alter visiting the United States in 2001, Hilbbert chivalons & dhsiins e haf shida
Hibberr married Amencan Doug Finkel, a fellow wood
artist, and in 2004, they moved o Virginia
: L oulse Hibbat, her husbhe ML) kel and thedr o |l
reside in an Airstream traller on they property In rural Virginla
e DuicRnGg e house and workshops
FPOSITE
Reachiolarior i.l1 4 S M)A Il"l |' p T Fiate b N md,
L n_Tl."!":'Il"!"' "'.Jl' Ir!". r.' T :.I' .'-|.'|:.L.. WIFICET WS r_-I
Rl ! -'."'!!'1' m an oecinon mCry DPe TMace ¢ |I 'Il‘.'i Vi T il
a type of zooplankion iound TI"'-'_'Ll_:I'"r it the oceans,

Hicbert says “Thrwough the series they started 10 take

on some crab ke charactenstics.
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Collaboration with a Jeweler
In 2001, Lowuse Hibbert began
collaborating with jeweler, Sarah Parker-
Eaton. She believes the experience has
lw:u?!-.'.i !1-.'1' u'~“.‘|-; O New |1‘1u.']'~. }';In“ul]'.'
l.""l.i..".]fln.!fl.{ LS +1|\ﬁill'llfl!L'?\. -1]11_:! l\'h.{ IOy NEN
and exciting experiences, T feel fantastically
lucky to have found and collaborated with
a maker whose work [ admire and whose

stvle, IRspPrAiomn, and nillkmg pracess ale

L Th .,'I.!I--.1_' LD I O .""'Ii'l.t' Jl“’--" !'].'1"'- Eh".'l"ml-'

h Parker-Eaton, 2004, Mag , gold, acry
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a great Inend.” Recently, the two worked
together on Genus Australis, a collaborative
project mspired by the Western Australian
I-!I'lu.{:'n.'.“:}'t'. follow ing a month's restdency
in Perth, Australia, in 2003, It was
created as part of a larger mussion to draw
attention 1o the value of Western Ausiralias
unique natural resources and the cnineal
importance ol conscrvaton and ecological
sustainabiliny. 1 wanted 1o retlect the
distmetive beaury of Western Austraha’s
Indthy_u'num IL*:.'-.. | wanted 10 « dpture Iiu
forms, patterns, textures, and colors honed
to perfection through mullions of years of
cvolution. The pieces are made to be ]ﬂf.kn!
up, explored, and enjoyed.”

“Each dav s differem,” Hibbert ofters
when asked abour her creanive process. "I
| am working on a project with Sarah, we

will start by "-I*t.lhﬁll}" a week or so t\l?fl[}hf

talking, looking at books and objects,

‘“3111}»4} i‘l.!!.” T O6n “'-.'lif LTS, l.h.il'i-'l-fl:lf. JHJ
I -" S W -




drinking lots of tea. It ts the part of mwy
'.'hllik t llﬁjui'.' Maosti .il'll.f Hihﬂ I f.] s
creative. Amvthing can happen.” The caretul
planning ol each piece on paper 1s vital
“The drawings | create for every piece are to
scale, olten with a side and LOP VIEW. Sarahs
h.‘II'.-]H“!‘H\ will be covered in notes about

the metal parts—lengths of posts needed,
axtdizatton—while mine have details about
1!‘.-:' Wik '».f wlw'-.'i:'m, i ninh, 1IexXtures, .IHJ
dimensions. Our collaboratve approach
ensutes two distinet materials merge into
one Hud form.”

I'he two then work separately. "1
Sarah starts a piece it is alwavs a thnlling
moment to open the parcel and see what
she has made, Often it surpasses what [ am
EXPeCTing anqd INSPIres me [0 greatet llrr_-?:h{t.
I will work on a prece continuously until
it 15 done, !;'_ulu'r.l“‘ SLATtINg at my Wadkin
Bursgreen BZL lathe, an old fnend [ brought
with me from the United K:ng;']nnl,‘

The Genus Australis project offered a
number of invigorating challenges involving
new, dilheult forms and the need for a
very diftferent look 1o the wood's surface
"Previous surfaces 1d ereated had been
reflective and glowing, inspired by vivid,
sleek manne creatures, evolved to thd"
through their oceanic environment. The new
pieces had 1o reect the earthy weathered
scedpods, roughened by the harsh Australian
chimate. | moved away from the smooth
polvester resin and used a granular texture
paste. | also started scorching and scratching
the wood's surface. Some of the turning and
carving pushed me to my limits, but when
| felt a prece was successiul, 1d feel a grear

sense ol achievement

An Expansive Use of Materials Habora
Although Fhibbert is known for her use of 1| ,l:l ,1 : ;
paint and polyester resin, her « ollaborations | '“T ;
with Parker-Eaton have allowed for a more nks; 6" |
: ¥ (homa
expansive use of marenals. However, wood WA
remains her medium of chowe and the lathe ' 'w'“
1s still the best means of ercating her forms. | d -
"When | 1u.3.;m 1o work 1in wood, 1t was not ll bisesy
N Westen

because | was attracted to strarght lines and
joinery. | chose wood because | can shape 1t
into forms with Howing lines or crisp details
Having been alive, wood has a warmeh rhar
resonates with my designs. It 1s important
(o e that }m'|1|u are able 1o sense this
quahity when they interact with m preces.
Many of my designs evolve from shapes with
OTganic Symmetr and the zn‘hnh]tlr allows
me to create these forms quickly. | find that
using the lathe gives my work rhwthm and
balance, almost like a structural backbone
within cach prece. As human beings, we ate
drawn to patterns and symmetncal forms. In
nature, recognition means survival, sy mmeLr
cquates Lo health and h-.mt_x_"

When Fhibbert marned fellow
woodworker Doug Finkel and moved 1o

the United States, the two set out to hnd a

LAWISE: HIRRERT




home in Gloucester, "L'l't'}_'ini.r. “We looked a
a number of properties, but found nothing
1!'1.“ LITIC f]ﬂ?ﬂ" Lo ﬂ'lL'l"“ﬂ‘L'. (Ut ”'L'I.'k{"i,
acsthetcally or in pl:h'thﬂ] terms, so we lelt
building a home was the only way we would
get the character and integnoy we wanted,
Hibbert savs. The two felt Jucky wo find a

beauttful, undulating seven-acre parch of

a M
P O NN

decaaduous woodland and began building

an r\|~[~;ﬂ.u Iwan 'l'.f.lp-r Cod log house, "]

i |
e,

-'l.-'-f'l-ll

ey

L' s

think thas 15 a beaunful Amernican stvle” she
savs,  Iraditional, but sophusticated and
enduring, It has been wonderful moving 10
the land and enjoving the birds, wildhife, and
woodland that '!'-IHI.H.‘.‘L p_ﬁluh away from the

house toward the streams.” Flibbert often

spends an afternoon walking their dog, Loki,

around the Beaverdam Reservorr, which

HeLd Nerg Son !
English sycamore, boasts snapping wartles, ospreys, herons,
Pper, ety

Saxha e ndte o and even the occastonal bald eagle. The

il | I p ¥ 2 il .
o : expeniences are important for Fhbbere. “lu s
M (25 TN rang

of techniques Hibbert not just the beauty of 11s surface that attracts

U in et wark _ I i .

Inchucing caiving me 1o nature, 1t 1s the harmonious order of

iirbrush ng, resin
spines. pyrography

'ﬁ'““-?i Mork and

s E"I.lI"E‘i. IE'H;' ‘il'l.l.‘llu'-u', Ih-_' wWavy il o '*H[HHJUH'%"L'

hnds solutions 1o p'.'n]drmf-. It 1s both awe-
hidden magnets : %
inspining and fascinaung, Through my work,

| hope to bring this wonder and apprecianon

of nature to a wider audience!

i ._"-J .-- i ..I-l r _'.,_‘: AT I..|pill|.. L g "

s 3% long. 'l love the unclulating surface of the
!-'Jlr -‘rilllr"t".-‘"'..‘l | ISl I--‘_."|||_-.ll l-

L
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HOW HIBBERT WORKS: EMULATING NATURAL BEAUTY

1525 3 jeweler s saw ta cut tiny wood and metal inkays A pyrography machine allows Hibbert to bum small details




IHIERRY MARTENON

It's Good to Work with Almost Nothing

In a held where imnovation is highly valued, Thierry
Martenon is perhaps the most mnovative of all. He
has a genius for producing the unexpected and n a
remarkably short ume, he has established himselt as one

nf l!h‘ ITost ..'n”n'lll'-[r .I]‘II."-H il'l I:’h' ﬁl"[d ?\LHIFIMI'I

rxlni.un*-: how he came to be 3 wood arnste “] reside in the

MOouUntams where ll'l-'l.‘ H'I!h TaWn matenals are “'th‘ni ﬂlh!

stone. Evenvrhing s made of wood—houses, tools, roofs,

evervthing. If you are not a farmer, you are a carpenter,
a cabinermaker, a logger, or a sawver. My grandfather
was a sawyer and my other grandfather carted wood
with horses. In my village, there was an old woodiurner,
and when | was young, | was fasamated bv him, He was
like a magician. Later, | saw the work of Jean-Francois
Escoulen on show and he was the second magician in my
life. | had no chotce, | wanted to become a m:t;:n'Lm"
Martenon 1 an unpretentious man who s visibly
rmh.u :‘;hwd, .'Hh{ p!r;hnf. W |Irl1 ]'Hn ﬁﬂfk 15 r-l':-'llh-.'ﬁi. Ht\
humility probably has much to do with where he was
born and sull resides. 1 live in the south-cast of France
in the Alps where the countryside 1s beaunful. In the
mountains, we have long winters, which are good for

-.v.w.-ri::ng I was born here and 1 love to live bere. T live

ASCOVE

Martenon burng his signature Into the wood with a pyrograph.

L2 .I 'ln.l!F

Unired £1402.2004, 2004, Wainut, elm, venger, dale

16° high x 6" diameter. Patches of veneer give 3 remar kable

xtured effect 1o the surface of thes turned form

FTiIHERRY MARTEINDN 1hi



Martenon has built
his workshop into
a restored bam in
his home village of
Le Désert in 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, I need that to create my pieces. I need

to be :Iuiﬂ." [t ruﬂ.u'nlf.' is that. Behind his

When | get a good 1aea, | run to tn
- X Ir A .'II 1} ] ||l -|'-;'-TII:- Illr . |'I-.-|
Wiid darl dnd Wl 15 i "'Iu [ [ {il
my oran 1 think about is tnat 1ded

home, sheep graze in the ficlds that sweep up
to the |m‘m1ing escarpment of the forested
plateau that dominates the landscape. In a
hectic world where many of us dream of such
peace, he s 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 sketch book and, sitting in my
comfortable old chair, I draw. It could take
days and days. When I get a good idea, 1 run
to the stock of wood and it starts. It's like
wild dance and unul it 1s fumplﬂf. all my
brain can think about 1s that idea.”

Martenons .'I[Jp]‘ﬂ.lfh 1S an amazing rhﬂngc
for someone who had a traditional French
training as a cabimetmaker. After secondary
school, Martenon attended the Grera Tére
d'Or institute in Lyon and graduated in
1990, as a cabinetmaker, He worked at
that until 1998, when he deaded to devote
himself to trning, During this tme, he
also was fascinated with gra phic arts and
contnued to learn all he could. It was not
long before he left behind traditional turning

and allowed his arustic instncts 1o take over.,

a2 THIERRY MARTENON

Serenity in Simple Forms

Martenon uses simple forms, aiming for

a degree of serenity, Martenons surface
treatments give his pieces such extraordinary
qualities. The treatments seem simple, but
they are the result of meticulous work. Even
h‘u'ming]}' brutal tools like the chainsaw,
acid, or a blowtorch are wielded with great
carc. Martenon a::chrin:‘-. 1 like 1o create

a contrast between light and shadow. The
notches i the wood create the downstrokes
and upstrokes that play with light. Polishing
creates effects of darkness and |Eght‘ as

well, The wood also adds its own qualities,

I mamly use local woods such as walnut,
nmp]r. and ash. By cmnl‘!it‘lil‘lg difterent
materials, such as copper, stone, linen, tin,
or resin with the wood, | can give each

piece its own character.” The treatments are
f-'.‘unplu.'lrl}' unlike the work of Jn}'lﬂ':d}' else
in the field. The stri ps of veneer look like

metal hammered onto the surface of the



'ﬁ--i.'u'lL‘LTI‘III] secnons L:rfL ﬁ].lh‘ ];lid l.rL‘]LﬂL'—nI‘I
to fill the tops of vessels create a startling
CoOntrast J“d 'lhl.:‘ SIJ[I.,' h.l'i'i o h.lﬂ"ih I..'IL_“II‘-‘:
quality that contrasts deeply with the feel
of wood. The 5ﬂ|||:\tur.'|[ pleces have ric.arh'
been inHuenced by Martenons interest in
gr,lphic art and thf:jr often look like sketches
solidihed, drawn concepts brought to three-
dimensional fruition.

Working from a restored barn in his
village, Martenon is determined to keep
hl.‘."-l i,""l'l.‘."l.-'t‘ﬁ.";l'!'-t S‘III'"I."'It' .I"d hl.‘" I"'b nol Hhﬁl."i'.ﬁ'd
with equipment. "Its good to work with
almost nnlhing. | unker and imvent. ['ve
made textures simply by rubbing a handful
of gravel on the wood. You can waste a lot
of time freeing voursell from technique. To
be honest, for me the lathe is just a ool like
any other tool. But, it has given me the taste
of simple shapes, pure design. It has been an
important part of my artistic hfe.”

[n 2004, Martenon stopped naming his
pieces. Now he gives them a simple number

for idenufication. l"u-:at-il'-l}‘ Martenon

believed the search for original names was

dislmcling from the 5|'mp]i-:ih' of his forms.

The response would be 1n [-;r-.-*]u'ng with the

AROV

Untitied #060712005, 2005

19, 2005 ?*.".._1;_}5;?, clate: 19" diameter. Martenon's juxtaposition

BELOW

Untitied #05052004, 2004, Wainut and slate; 22" long x 6" diameter, Untitied
05052004 resembles a ceremonial vessel to be held in both hands. The carving

on the body reflects the edges of the embedded slate

- » ; ”F..'.E,t:- " f

. B = .___1 = E B

' f-gi B rﬂ'::?‘ '
[ E‘i- | _1EI - ".
p‘: B —s | e |
i f



Untitled #27022004,
04. Walnut, veneer,

slate; 16" long x

6" wide x 9" high challenges viewers to interpret his work as

: il l | llrl" L JI ' '1I'.:I.I'..'..I'il.

old dictum he follows—Iess s more. It also

_ H thev will.
a8 |rr...:‘| WL G

|'_r.'":| 10Ces _1:| '.}'II'_:
glements of Martenons
work—an unexpected have L-_'\Illn.}lu_'d texture and surface treatment

During recent vears, French wood artists

matariate and < iBerh perhaps more than any other artists in

surface treatment

[!h' fiu']d. :tﬂd r'\-'f.'ﬂ'Irl"h;H’-l I‘t.tﬁ- -:Iﬂﬂ-: it monre
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precision takes a AGeE Texrid P DY {7
lot of skiil
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than any of them—with rotal mastery.
Martenons work develops so rapidly 1t is
dithiculr to tollow his progress. While he
moves on the rest of us can only watch,

admire, and dream of keeping up.

La] - q ¥ ) T . - i -F L E L 1l.=
LT :r, |_.' .0l "*_" __I_”_'ll N _1|r_I|"_ dl ij -"..-l'l :',J' VI

16" high x B3 diameter. Untitled #2112200] is an
example of Martenon’s earlier vessels. Wonderfully
proportioned and simply decorated,

1 Fa POy 15 Dierl
www.thierrymartenon.com the 1o IS pertec
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GRAEME PRIDDLE

Pacific Island Culture and the Ocean's Beauty

In 1989, New Zealander Graeme Priddle took voluntary
retirement from work as a radio technician with the
intention of starting a new lifestvle. In the early '90s, he
l'rnu._-g_hr a 100-acre property covered in native forest and
with an abundance of deadfall logs from earlier logging
aperations, With a :-'-c*rming]j.' endless .‘ill['rl‘r]:l.' of wood,

Priddle intended to make free-form furniture. As he

i F - == B J
L | LAl G QiU ETIY CORASISCENLIY COXMi
iy il Frach | y | | } f '/
{1 YV ILH i § LA L d | Vi

/ T | [
‘I.rl & Ll ".J r| | | i !'1- i,

f:xpl-.uns, he never intended to be a wood turner. “A local

furmiture maker who was 5[n1gg]ing to make a li\'il]g

ABOVE

in New Zealand's limited market introduced me to the Priddie sits in a recycled and madihed weight-training chair

\\-"h;mgan*i SHICHU \\ruﬂd[um[‘r}; {.illlld i' .'I[tli‘l'ldi‘d one while he carves and textures his work.

of their meetings, saw their work, and then watched a OPPOSITE

Tahi Rua (One Two), 2007. Matal, acrylic paint: 15" high. Priddle

video of Dawvid Ellsworth in action. | was hooked.

] developed the series, which suggests Polynesian canoes

: N i 1 T | = i i ’ " |.' : B » . ;

For many turners around the world, Priddle’s lifestyle when he was abroad on a residency and was suffering from

would be a dream. Priddle resides in his L]“iﬂ valley homesickness. "l wanted ta go home, but | didn't want to fly
. kept dreaming about sailing a boat home,

in | [ikur.mgi with his

wife and three children.
Priddle’s workshoo is he view through the end of Tahi |'-!'1;LL Is astonishing l.:-:in. :]L]‘:Lj‘ I

) ' s so accurately reflects the end-on view through the diminishing
compartments of a boat, even though it was all formed on the

athe, Priddle spent years racing centerboard yachts

surrounded h}' native
forest and between (rips
abroad, he kccps In
contact with the broader

wood art communmty

lhnmgh the Internet.

GRAEME PRDDLE 153




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. ' T'he way | work tends to have

': -r P ke i 5

R o R o : — = Lwo 5p-:f-:|:i*—f|at out and :imp!" Nm\';iddj.':i
he has found creative challenges are what
|-:L‘1:p him sharp. "It took many vears of
frustration producing bowls before | started

to find my Own vorce, It 1s still a L‘ﬁ.l]]f:ngf to

Hf"h.:v.h- ;,-r}'f AT
' ety Byt =4 &
4..._._.nhr1 H\.. oo Et‘a Vel g Aintat

consistently come up with fresh ideas, so |

tend to evolve an idea into a series of work.”

Priddle has «*lﬁ-'rlniw-:] a signature sty le
| that has taken his pieces to collections

Priddie lives

conveniently close LUntl he could support his |iH‘l"Ii]j.’ from

10 Ngahau Beach

around the world. When vou look at a

his turning, he milled deadfall umber on
his property. Now, he pays all of the bills
through selling his art work. It should be
ideal, but there are unanticipated problems,
as Priddle explains: “During a working day,
the mam obstacles to getting in serious shop
time are keeping up with the constantly
changing needs of a family with three young
adults and a grandson, looking after the
property and house, and more and more
e-mail. Also, the remoteness of our property
means a trp to town for Jnj.'l'hing 1S a
half-day affair. All of these things certainly
influence each other and working from
home means | am .lh\'.i_\'ﬁ on call. | started
woodturning so I could spend more time

at home with my young f:unih'. Lirtle did |
know a quiet life at home maki ng wooden

bowls would make me such a busy man.’

GRAEME PRIDDLE

Priddle piece, there is no mistaking who the
arust 1s. Part carved vessel, part patterned
burning, part Maon, part environmental
statement: the result s work that has a sense
of place and pride that 1s unmatched.
Although he is mainly self-taught, along
the way he has been inspired bv many
prnplr. both within and outside the held
he now has such a strong presence in.

".-\p:.rt from my parents, who instilled in

me the beliel I can do anything, my earliest
mtuences were the Maort carvers whose
work | saw in museums and wharenus
‘meeting houses J. I am still strongly
influenced by traditional carving and
contemporary Maori art, as it is usually
miuenced by the environment, people and
beliefs, which are the main things from

which | draw il‘h‘-pir.uim'l."



e
Priddle resides what he calls a "x|'-1'|l|ng
distance from the coast” and that is also
a major source of mspiration for him.
It is not hard to sce these inHuences in
his work. The iundmgs on his Starhsh
Vessels are reminiscent of the lashings
II‘IL‘ l’ﬂ]'.l'u‘:il.tl'lﬁ u_'icd o l'-ul'ld CAanNaes th;it
brought the Maori people to New Zealand.
The swirling patterns carved into the wood
and the incorporation of seashell into his
work are further reHections of the manine
influence. The Maori extensively use shell
in their own work and the patterns Priddle
burns into his pieces suggest traditional
Maon work. The most distinctive preces
Priddle makes are his canoe-like forms. The
compellingly evocative pieces are remarkable
contributions to the turning world, while
their decoration 1s as clear a statement
of cultural esteem as can be found 1n am
turned work anvwhere.
Priddle has enjoved the influence of
other New Zealand turners. "During my

'.‘.II:'I".- Vvears as . “'lHHf turner I Wil -.ll]'i"-'l'T!

Fo

to the work of Hn]!_x' Munro page 57),

.-\1[1}' Hall, and John Ecuyer, as [h-::; Were
all using rurned forms as a starting point

l;._'l'f hCLIIl[""lI.I['.!l l.‘.l]_"lj-fl-._['_'ﬁ .'II'I.I:[ II'IIL‘_‘.' .?II':-ul._‘f L‘ll.'l.‘“'

LTl

our South Pacihe environment and culrure

as sources of inb;pir.ltiun." he sard. 1 have

.!]H‘.I:u"."- l‘ll.‘r."ﬂ dl'.l“ n o [!'IL‘ more "iL'l.Iil‘IllT'fli

and story-telling aspects of turning, and

II'II.'I'F.' ATC ITIATIY, T i.HI'Il.'I' LLrNers ‘l.*m'h{]'-'.t"

work has excited or inspin*d me for many

diflerent reasons.

ORAEME

..-'l | .1 i ] |

Pridcile marks a series
of diminishing circles
along a block of wood
ne plans 1o saw into
L I_:I"I_'II_‘

a '.""-I.II_“_' | |' ol
prow, for the series of

|.||‘-.'-'.' Ik |.--‘.||| 1I-|1.I :.'.I-"‘ .'.I-
Fach circle wil Dl O Te
d {urning cenier

A H S HT

Priddle turns a smaller
waka off-center on
his encrmous lathe
He has alreacly
hollowed the piece
on tnree cemnters and
here cuts the fourth
center. Once he

completed the turning

idS

the piece will be ready
| y

I: 1F .: IFI"I'| '_'F_' ;1[',"":,]

El

Priddle has developed
a technique of tightly
spaced branding using
a colled 1ip on a4 wooo
t'.l,{r'-i.":l_l ool It burns
and textures at the
came time, He brushes
the ash from the
surface so he can see

what Is happening
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The Special Magic of Wood
Like many others, wood holds a special
magic for Priddle. " The thing | like most
about wood 18 1t 1s 2 warm matenal to work
with and it is not manufactured, so every
piece is like a recorded slice of history.
Also, the fact T have an endless supply on
my property is a bonus, but I do purchase
some tmber for projects for which I don't
have suitable wood”

In what has almost become a standard
dﬂtlnprm:nl for woodturners, Priddle
started out emphasizing the natural
beauty of umber. Now, although the
lathe still defines the initial form, design
is the dominant factor. After turning, he
extensively carves most of his pieces, Priddle
explains, “The lathe is definitely my most
important tool, but these days probably
about ten percent of the time on a piece is
lathe work and the rest is carving, texturing
and sanding with hand and power tools.”

One of Prddle’s most significant
achievements has been the establishment
of a chantable trust to promote and
organize collaborative art and craft events
in New Zealand. Inspired by the Emma
Lake events in Saskacchewan, Canada,
which he attended in 1996, CollabormtioNZ
was held in Whangarei for the first time
in 1998 and has been held every two years
since then, with Priddle as the dniving force
behind the event. He also has been given the
unique distinction of having one of
his pieces featured on a New Zealand
postage stamp. Certainl New Zealand
culture and the world of wood art are
much richer for his presence.

www.graemepriddle.co.nz

ABOVIE

Point Break, 2006 Monterey cypress, mulgs, copper, metallic thread,

81¢" high x 6" wide x 3%:"° deep. Priddie first became known Internationally
for these carved vessels, which he says are inspired by his interest in the
Pacific environment and peaple.

OCPPOSITE

Searfish Vessel, 2006. Kaurl, mulga, paua shell, copper. 22%° high x 5% wide
x 5%° deep, Priddie explains the senies "The carved and textural elements
represent waves that wash the shome, rock textures, lichens, water patterns
and the starfish, driftwood, and muititudes of shells left behind by receding
tides. The apparent fragility of the vossels also conveys my concern our
fragie marine environments are under constant threat,

| SIRAME RRIDDLE 510 v Wik |
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BINH PHO

Stories Told with Cq

Binnh Pho tells stones with his work and he 15 one of
:l'.l. QU unu-dl!_unrh tocday who fo LSS |.|It‘_"~':‘. LM
.1[“'-"1'"1Il'ﬂr.-'li"'l'llk-.:i themes. | he pourna from his chuldhood

mn Viemam to hife as a2 woodwumner in the United States

1s one of struggle and perseverance, vet he views it as a

ph1|u-‘-r-}1h!.‘.11 acceptance of destiny through the lens of

!If'.r }m' |i1i111'~.~. .H]J SLICTESS Il :; ~n|:'.d l'lh [||r | ]*.ih-.-.f Nt ales,
In Pho's work, the dithculues he has faced in life are
wansformed through a umque aesthetic language. Te
sees how each of his EXPETIENCEs 18 CONnmMe tedl, with the
most dithcult doors opening to tuture blessings. His
work 15 his means of .'J1.|1‘11|}1_ this. A love of color,

Eastern tmagery and modern art are obvious in hus

preces, While Astan 1.'.:~m-gr.1|-}=x olten appears,
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tradivonal Asian approaches to painting ot
working with wood are rare because Pho's
work grew largely from the international field
Ol artstc wos ufuu'!::ng.

An nriu' i"l'-l'.'l]';.T[‘lh‘-‘J}*!l I [’ih 'S m.'n.-rl:. Was
meeting the Canadian woodwurner, Frank
Sudol, at the Armowmont School of Arts
and Crafts, Sudol’s piercing and airbrushing
technigues opened a new world ol scli-
expression [or Pho. He combined the
techniques with lessons learned from other
woodturners: the use ol color as L'!'I]F"]hl".l.lj
by Giles Gilson and Michael Hosaluk ( page

o

75, a sense of conunuity learned from
Michael Mode page 81), and the use of
metal leat in the work of turniure maker
David Marks. Fle's also intluenced by the
rwentieth century Surrealist painters and
:uallph_'r:a. notably Salvador Dalt and Mihail
Chemiakin, L 'sing the new ;=.|,-]~|-~.|;hr:~. and
drawing upon his thoughts, memories and

in :}'I"-. l’h“ \.il-:'l-ﬁ-l-l'l-fl-fd h‘-.‘h Artastic E‘h”".“".'ll'
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How Pho Works: Start

with a Turned Form

While Pho ts known as a woodturner, he
VICWS lurIIIH!,: A5 Z'l““l."]'t o DTS i."I L—I'L'J“”}:
forms to express three-dimensional imagen
Only 10 percent of Pho's time s spent
working on the lathe, with the other 90
percent taken up by painting, piercing, and
;IH:H;: the work. [uming the {orms 1o a
“.I” I}lh'l-:lh."'n u*l'- ,IH 0 /s g -.'H.'i* *]r."- h‘il'l"l (O

weree the design casthe later. To gaupe the wall
i | 5

thickness when he s tuming, he shines a lighe

on the far side of the translucent bowl body,

When the h!:iit ts unilorm. so s the thickness.

Because the walls are so thin, the turnings dny
quickly—two ro tour weeks—depending on
the hunmudiey level. Onee a bowl is dry, Pho
can hand-sand 1t and move on 1o painuing and
detatling i his umque styke.

Fon wltll?.ia. C -.{-'*-Iglh H‘.HEI Pho uses l.]1h'u'
main techniques: airbrushing, piercing/
texturing, and gilding. Each technique
produces a particular etlect, and when
he uses them 1n combination, the resuls
can be stunningly beautiful, Afver he has
wrned the piece, Pho works directly on the
surtace with a yu;n-;li. marking out the arcas
he wishes to pamt. Alter -'mn}r]rling the
sketch, he applies masking to cover some
sections of the vessel while he lavs down

color or d_-. ¢ using a mphnnr.nni arbrush

that gives him control over line width, colos

mtensity and gradation in a single stroke.
FHe works mamlyv with acrvhics, which are
|||-'l'I""n-.|.t:|.[l.'. Ii'!l.'l'l'*!l.'. dﬁ ‘.]Illl-kl'” .'-l”i.{ LAl i"‘t'
transparent when properhy thinned. The

ransparent color allows the gram of the

wood 1o show through, a desirable effect

BN TRO




ABOVE

Pho uses light to gauge
the wall thickness of
nis turned vessels
When the transmitted
light is the same all
over, the wood is the

same thickness all over

RIGH]

PRo uses a liny

powered carving
purr 1o delicately
pierce a wooden

dragonfly wing.

[§15 BINH PHO

since the character of the wood remains an

:'m]uu'l-.um aspect of Pho's work. Once all of

the artwork has been colored, Pho removes
the masking and begins to prerce the walls.
Occastonally he gilds the surface with metal
leat in combination with pi-.'r'ring, [0 Create
a wundcrﬁlﬂj.' rich effect.

From his hirst -.'xp]m’;hrir.-l‘lr; in wood, Pho
was driven by a philosophical bent and
by his desire 1o share his drt'p respect lor
nature. He selected wood as his prim‘ip.il

medium because he believes it mirrors

human life. “As a tree grows, the ch.u”rngra
it faces become part of its character,” he
savs. 1 usually use plain woods because |
paint and prerce the surface, but when I get
a plece of wood with a lot of character | try
Lo marr) the natural Iigurv and the df::.igm
but it is challenging. Wood 1s the trec'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 forgotren.
As an artist, my mission is to reveal the
ln-;tu[}' and, in some way, exale the life record
of a once-living organic thing. .. to allow it
to live Again in a new way,

Pho's ﬁ'ifﬂdShip with his fellow arusts
and the respect they have for lns work
often leads o collaborations. Sometimes
the collaborations involve a process of
planning, while at other times an artist will
entrust him with a piece, counting on hus
unique vision and process to make it into
mmulhing 5}'-1':|}1]+

Pho grew up in Saigon during the
"s-'i:*:mrn 1'1.1-7.11". ]'“5 rhildhnud mi‘mnl‘it‘h
are for the most part pleasant, though he
remembers the horrors of the Tet Offensive
and other fearful moments. During his
fu”rgn: years, he witnessed the fall of
Saigon, and then spent a year in a prison
camp. dea}} he 15 liv1 ng his version of
the American dream, enjoying a home and
studio in the llinois countryside with his
wife and children. The long voyage that
brought him to this p]acc continues to be
reflected in his works. He has earned a
n:pulfltiun as a good friend and talented
artist among collectors, gallery owners, and
his peers. Those who have come to know his
family consider him a fortunate man as well.

www.wondersofwood.net



DECODING TEARS OF THE PHOENIX

Occasionally, Pho uses his talents to tell
the experiences of others. A wonderful
example is Tears of the Phoenix, which
he began two years ago, He bumped
his tool against the rim of the vessel as
the lathe was winding down. The result
was devastatung —the vessel broke in
two, He set it aside for two years, until
a studio visitor asked if he ever broke
any piweces. " Yes, of course,” Pho replied.
“But normally | cut them up and do
something with them—except this one.”
The visitor asked him to complete the
piece, but Pho explained the repaired
piece would not be good enough. The
man persisted, and told Binh a story:

The man's daughter, Kan, had been in a
terrible accident and had spent a long
time in a coma. It seemed there was no
hope for her recovery but she eventually
did wake up and recovered Pho was
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Tears of the Phoenix, 2006, Box elder

burl, acrylic paint and dye;: 14" high x 7°
diameter. The image of the hare appears
in the airbrushed colot on the right front
of the vase form

being asked to create a piece from his
broken vessel to celebrate her new life.

"Instead of joining the pieces together
where it was broken, | shifted the bottom
90 degrees to show the defective part

on the front as the main feature,” Pho
says. “| used three main braces to join

the broken vessel at the bottom to the
perfect top.”

The number three represents healing

as well as heaven, 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 Kari’s rebirth was the year
of the Water Rooster, so the image on
top of the vessel is a water rooster raised

abowve everything else. He also added
teardrop imagery to the three braces,
as the parent had written a book about
the experience titled Laughmng Through
the Tears,

Far the lid, Pho carved a piece of wood
in the shape of a healing rock that

fits in the palm, using Kari's favorite
colors. Her name was etched in the
top and base of the piece, along with
the Chinese character for 'tear’ He also
expanded the vessel opening a lictle
more, shaped it like an eye, and added
one more teardrop there. After much

consideration, the tutle came to hme
Tears of the Phoenux.

On the back of the plece, Pho has
plesced the image of the phoenix rising
fiom the flames

Pho uses a powered Carnving 1001 10 plerce
the walls of Tears of the Phoenix

o create a lid, Pho carved and painted
a healing rock that fits Into the palm of
the hand

Banal PO Mo G



MARC RICOURT

Fhe Vessel Was Mankind's First Tool

Like many other contemporary turners, the carcer path
of the French artist Mare Ricourt was indirect. |His
interest in wood began when he decided he wanted 1o
be a cabinet maker, but once he achieved that goal his
creative urge led him to the Beaux-Arts school in Dijon

to learn 1o draw. Ricourt Spent much of his nime there

L{L"h.'l“]”l! Y NEW h.'fh”ll LIS, 5~|-h'|l i A1 1!‘-1” ¥ "!Ilu'i"bil.'ll
ping | o E |

10 canvas 1o achieve a textured effect. What he did not
realize was the search tor three-dimensional etfects
would lead 1o -.wndlmmug.

“"One i.f:l%. | saw a used lathe i a2 store and I}IHIIQIH

it mught be a way to combine working in wood with
my bove of texture,” he savs. “With a lintle help from a

innend and some books | started to pl.v_. with 1. | was

Ricourt deeply carves ith a die grind o 11
happv | had tound a wav to work in three dimensions, n the latf
but I didn't know what it would kead 10" SPPOSITE
A kind of harmony developed between Ricourt's vessel, 2007. Bleached ash; 17%° high x 10" diametet. The fins or
. : ; . Ihe doeocply canved piece approach transucence at the eages,
lifestyle and his new-lound passion for turning, I e R P AR R D R o e N R

bought a 200-vear-old stone house which suited his
needs perfectly, as he desenbes: "My house 1s in a little
'.i”.ntw with only f.'-"l'i:l. mhabitants. Te s in the Burgund,
region near Dijon where the landscape 1s beautiful and
there are lots of lorests, [n fact, 95 percent of my wood

comes from the area. My house used 10 belong a *'i“z:

VIARG RICQUET



maker, s0 1t 1s nice that it 1s bewng used for

] T ha worvatiod
Iyear ol g woodwork again.”
makers | r oW here .
he resid Racourt continued 1o -.fn'clusi_,'r his 1deas
e in solaton, ;a]thnu!;_h he was intluenced n
his Ml r others' work. " The English warner Mike
. N — . :
ne i<l ' I Scott was the hrst, then David Ellsworth
Bl man 153 4
juiet lifesty (page xi ). | also like the sculpture of David
. o Nash and Constanun Brancust, Eventually,
Line o i = — =
1ATCIE® W5 % | 1 | | d I
progress on his heawy
Bezombes lathe ' . LG '
L .-1l J i | I

he found the wider world of turning. In
2000, he attended the ‘.‘ﬂ-IHTI:t'ning
Conference in Puy-Se-Martin in the south
of France and met mam established turners,
SOIMNe I-'Ii. HE‘MIH \1I-!:!_|h"~ln'n[ fH' xfwu?—n.{ i
his luck in the United States, so m 2001,
he traveled there. “1 visited many major
collectors and saw hundreds of pieces

ol wood art. In France, a woodturner s
considered an artsan, but over there a
woodrurner s an artist. It was just whar |

1K k&..l'i.'tl o t'h.ll‘]:ﬁl..' nm Ilfl..'



Exploring the Vessel

In recent vears, Ricourt has concentrated
on exploring the vessel. “I think the vessel
was the hrst tool created and used n
mankind. I find it a wonderful concept—
usetul, vet mystertous. | try to find harmomn
between the wood, the shape, texture, and
color. In my mind, there is a symbolic
feeling to the work.” His pieces often give
the impression of remote cultures or lost
civilizations and he admits to a Fascination
with many traditional art forms, from
Oceanta to Africa, and from the Bronze
Age to the present.

Just watching Ricourt work is exhausting.
Like many other creative turners today,
UrNINg accounts for only a part of the
work. After hollowing and shaping the
autside of a vessel on the lathe, he then
energeticallv attacks it with a variety of
power carving tools, 1 use the lathe for
all my P[-:.:-:'_-a.” he says, “but the shaping
.H‘Id ]ll‘r”uu'l-l'ih-,_’. HI‘I]'. ACCOUNI |:HT' .1hnil[
thirty per cent. Seventy percent of

the work 1s car mg the outside.”

§ LISES A 0L ;,.1|. i |_'-t.|'.:]...-|.r!.,;‘| e in the surtace

it 3 sawn turming

1% 7V:" diameter. In his endiess exploration of the

3s5ts regularity with roughness, sharpness

13 rlu".‘l. "'i'”. | '|i'-' '-u'l.‘-]r |'i |-'1 ri-"\:|]'|.||;'_‘ '|!.i:"|'.'l.ll'."r|
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Ricourt enhances hes work with such

robust texturing that it is sometimes hard 1o
recognize 1t was ever turned or even that it
15 'n'.'n-.h.i. Mam I‘Ll'l."\.hl.il!l'.':"* 'n-..ld !Eh.‘ ‘n'*-.‘h.'[
they have murmed in such reverence that

they only tentatively rework 1, unwilling 1o
destroy the punity of line or the beautiful
11.11.'“,] Ti:.r:l;:t' .\:n[ thnn'l_ I I 4.‘.-"1'E"|1.' ATVES,
sOmMCLIMes Incising grooves so {ar that

]F‘Lf. 1'[-.'.ITE-; Il'lllr'.il_".!l I]h u.l”*. ﬂ!‘ I1h' H\‘-Ll.
allowing peep-views of the mterior. In other
u."!']'{.‘n Ih' CaAVes w}‘ll'.]“ﬂﬂ LITHATS Ijl.ll u'.\:Ii
around the vessel, lifting and encrgizing

!IF:r !.r:u.'ﬁ.' He T]'..:|u:ru o .Hl-':ni,‘r O h:;h th
u'--II IH.]IL\. lul I]'.L' In*nplllir“ IH‘[IF"- '.1.1-;
control required 1o make such consistent
cuts. When the carving 1s done, he bleaches,

‘*.I::L!l'l 151S, tInl'\. I|'L‘..l1.lf|-"--, ‘1.'1!'1\.{'1, .I'-hi '.Hfill:h."l

roughens the work unnl the ongmnal vessel

is barch n'“n_._v_rﬁr,-*.sbi.'. (Mten his picces look

i : . :
wholly organic, with a soltness 1o the hnish




that makes them appear 1o be the work of
nature, Whatever is 1n his mind, Ricourt
le"’b nal name l]l\ }'Il"ft"’*. |:'.:\|I'|:|.»_: 'lrit'ﬁ'i'r"'-
II'I.."i..' O CTcate [h-..'[r LWTI !.]IU.J!*“{ S1OT1Cs.
Ricourt gives the IMpression he has
unhmited 1deas to translate o sohd

works. Certamnly he puts in a lot of time

to reahze these ideas. up 1o ten hours per

day in the well-equipped workshop. His
enormous lathe enables him o wim large,

thick-walled pieces. He can then rotate the

e S B | IT= | 1.} ".Il ||_.‘_ 1 | 1 -...|.| | i |'_ :l.: AFTL irda TrOm !
I Y | 5 il + § = [rl= #1[; 1 i - i
' el e nol HoPaLE D work while 1t s sull on the lathe, carving
CeESC NS 88 CEaTure 1
his trademark ..h'cp textutres, Afterwards he
i Hy i T 1'| 1.. i
. ' rehines the carving on his work bench beside
j P i I || 11 = 1' 1 """ e i "
a high window which tloods the work with
OFPOSITE natural hight, F s hfestvle in his beauritul
i ] ,', | P1 1 AN :- ¥ : I | L : ' ' i LY g
! UL and fer ' l ' r home retlect his passion lor art, wood. and
i ey [ T %l rI‘I Il I.l.l'|| 1581 T it 1ha I j i i
with deep textuiing. The cascading grooves Create a sense of movemsent iradional values,

www.marcricourt.errance.net









MIKE LEE

Wood Is a Joy To Work or My Worst Nightmare

The works of Michael Lee harmomze form, gesture,
and texture with abstract forms mspired by has
expenience of nature. He begins working on a new
l“ffl: W"-h o SCISC ﬂ"- Iht’ ﬁhll‘f. I)ut Ti:lh:s l.‘ll‘gﬂ‘l} Upnﬂ
intuition as the work develops. The sculprural forms
that result from the process make it clear how much his
natural environment altects his work

|.ee was born and raised on the Hawatian island of
Oahu. "Its a great place to live and rasc a fammuly,” he
says. “For an arust, it offers a lad-back lifestyle, as well
as a very Himuhn’ng place to work, with beautiful green
mountams and the warm blue waters of the Pacihe
Ocean. My favorite surf spot is just ten minutes away so
it's casy for me to grab a quick session, as well as gather
information for my next picce.”

While surfing as a means of domng research for his
work might seem a stretch, the influence of the sea and
the coast is olwvious in Lee's work, I his picces seem
surreal or haunting, there 1s a reason for that as well.

Lee 1s }mrlmps the unh woodt WrIINgG artist who points

10 the wnter Stephen King as an inthuence. “His books

ABOVE

Lee ves on the Hawalian island of Oahu, where he surfs dally
&5 prepamton for his work in wood. He enjoys spending time in
the ocean with his children, Kassidy and Kalana

LEF ]

Koolina lagoon Is the beach where | often spend time with
my family, swimming, diving or just hanging out to watch the

surdel Lee savy

DEPOSITI

Dbt OF Owr Affection, 2006 Gabon ebony, fne silvet
3" high x 5" wide x 117 daed. "Our son tTumed 13 ias1 year

and a4 | reflected on this milestone, | had a desire 1o capture
the moment he was born, Lee says. " Obyect OF Our Affae hion
represents a famuly portralt of my wife and |, as starfish vessels
cradling our first-borm”

, MIKE LI'E 0 I5d



'
I?I.“T ,llil "“u‘lt'l-.I my imaguaion o n"’.i" Hlu!

and "‘i"z'”"' OPLIONS 1 my Work 1n a surreal

sellowheart, padau
bon ebory, lignum mannet, Lee explains. Lees unique aesthetic
| | LA If -I ' ‘I I" i
: 100 : also 1s due to the earhy mpadct ol 'I.‘.l_it and
J w13 4 famny 4 " w hi sther broucht with he
. IVOTV CAarVIngs s motner Drougnt witn ner
portrait it ch ou : : E
phana is nestled in from China. “ | hese Piu;.;e-. were e first
=1 humbie abode, : ; . N

Lee sa i introduction to the world of carving.

always has been a Lee onginally became involved wath

place of refug vl :

combk me and woodwurning because he was dissaushed

.:" A ||'| I ' . #
with his career in the computer held. "To
prevent mysell from being bored silly, |1

LETESINTT 2icrsi w2 decided to buy a lathe, a book, and a set of

Ki 1A00N CDOMNY

padauk yellawhoart urmng tools, | prm.'n-n.‘!cd to teach myvsell

Crrm i g

| | 'l:- ! ‘-._‘ |'||' 1
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Leses savs "The brow
=3 Of the be 0 the fine art of bludgeoning wood.” With

¥ rll 1|”' -|_'t i ' 1 2 ¥

clouds represent tume, Lee became “addicted wo m:'nulg:” and

mothe irth ¢ ing , -

RABERST PR TR was skilled enough 1o sell his work part-
rme at local eratr tairs. Working as a studio
assistant at Arrowmont School of Ares and
Cralts gave him a close look at many well-
known woodturners, making it clear to him
that the eraft had potential as an art form.

145 MIKE LE)

In contrast with the formal education a
Arrowmont and immersion 1n woodturning,
which was exciting, Lee was increasingh
unhappy with his day job. He decided
to attempt making a living as a full-time
woodturner and found a wav 1o make 11
work, balancing the creation of Hawaiian
calabash bowls and small vessels for the
tourist market with one-ol-a<kind sculptural
works exhibited In h'.}dm;{ g.lIL'nﬁ. “1 love
being mv own boss and making things with
sov hands, When | was in the Compures
held, T was just a litle cog in a wheel. As 2
woodrurner, | can go into nw studio, urn
something, and have thar ngi]_ﬁlc object Lo
adrmire and hold i my hands at the end of
the dav. There 1s a real sense of sausfaction

and contentment 1o bemng a2 woodwurner.”




Start the Day Surfing

Lee employs the lathe early in the process

of creatmg his sculprural pieces but there 1s
often little evidence of woodturning m the
tinal product. “For nu.nglﬂ production bowls
and vessels, pretty much all of the work

is defined by the lathe, with the exceprion

of some hight rexturing. The carved pieces
require much more extensive work oll the
i.lrhr, .1]‘.‘|'.¢'-|:;1! Iiu' 'Ihl'I"lIHI'I dum' I"‘l lht' ].ﬂil:'
15 crucial to the overall eflect of the fmshed
im'n'-_'. f u[rn_gu my s JIH'J i*h'fﬂ an 'l.ll'!d

the fact they will be rumed in some winv or
another hirst, and the rning 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 Hawait s known. He believes RO
surfing in the morning 1s the best way to start
his working day and listening to music 1s
important to the carving process. " T'll put my
headphones on with some good music and
just start carving,” he savs. “After that, a lot
of 1t 15 intuinve. Otten a couple of hours will
th by and I'll look down at the prece and not
even know how I gor there. | usually don’
have a nght or wrong answer to the direction
of a piece I'm working on. During the
course of a dav, | will have several different
dfhizﬂ_ﬂ dL‘[nur.\ n::L"_:_;_*IIIL_ﬂ Al Mc. SOMctimes,
the decisions are directly related 1o the
limttanons of T tools, so a curve or line
may take a dilferent turn than firse imtended.”

While working on a piece, Lee usually
cradles it his hands, turning it over and
exammning it as it evolves, Lee tends 1o
work on a scale conducive to the process,
which provides a sense of intimacy and
results in tacule and visually seductive

Wwww.leewoodart.com

works. 1 always have enjoved the warmth
ol wood” Lee savs of his chosen medium.
"The dilicrent smells, densities and colors
ol wood all conthibute 1o v lowve of 1t
Wood can be etther a jov 1o work or my
worst nightmare, but in the end it’s the

unprnﬁ;uhi!ll_'; that makes it such an

CXCITING Maten al with which o work”
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Woodworking/Art $29.95 US

NEW-MASTERS 4
WOODTURN

MEET THIRTY-ONE CONTEMPORARY ARTISTS
PUSHING THE BOUNDARIES OF A CLASSIC CRAFT

They are from different parts of the world, but share a common passion: turning
wood into sculptural forms of self-expression. In this groundbreaking book,
thirty-one innovative artists—the New Masters of Woodturning— share their amazing
turning techniques and the inspiration that fuels their distinctive 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 - woodurning 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 Woodtumning looks beyond the surface of the wood and into the vision
and mind of the artist, providing insights that offer a captivating and important

il
i =
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perspective of turn-of-the-century art and anaft.

FEATURING A GLOBAL ROSTER:

AUSTRALIA Vaughn Richmond * Netl Scobte CANADA Michael Hosaluk
Stephen Kennard * Manlyn Campbell ENGLAND Louise Hibbert + Hayley Soith
FRANCE Alain Mailland * Theirry Martenon * Christophe Nancey * Mare Ricourt
GERMANY  Peter Hromek * Hans Weisstlog [RELAND  Liam  Flynn
NEW ZEALAND Rolly Munro * Graeme Priddle SOUTH AFRICA Butch Smuts
UNITED STATES Virginia Dotson - Harwey Fein - J. Paul Fennell * Ron Fleming
Mark Gardner * Dewey Garrett * Ron Layport * Michael Lee * Michael Mode
William Moore * Binh Pho - Betty Scarpino * David Sengel * Jacques Vesery
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