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ABOUT THE ARTIST

[ was very ludey to grow upina

large family with four sisters, in
Morwich, Connecticut. My parents,
Sidney and Dorothy Beller, were bath
craative paople. Dad was a cettified
public accountant, but his real lowe
was woodworking, and our entire
basement was fillad with saws and
tools. He always had a project going.
and he built everything from a cedar
closet for our clothes to bookcases to
a handsome inlaid map of the United
States made from fifty different typas
of wood venears! Dad's other lovas
were playing the piano and gardening.
I am grateful to have inherited Dad'’s
love of wood, mature, and music

Mom was also creativa, loved to
sew, and taught all five of us micls to
make our own clothes. She knittad,
crocheted, did beautiful embroidery,
and cocked incredible maals, She
collected and aften read to us the great
books of art, music, and literaturs,
which she booght on the installment
plan at the local grocery store or
through the mail. She would never
allow us to complain that we were
"bored” but insisted that we find
craativa things to do, and we did! Mom
also fostered a great love of wildlite in
me with frequent trips to the Mohegan
Park Zoo in Narwich, which was filled
with dear, owds, hawks, and even a
monkey houss,

Owur local public high school,
Morwich Free Academy, housad the
fabulous Slater Musewm and Art
School, and I am so thankful to Mom
for driving me thare every Saturday
marning theoughout my elementary

school years for drawing, painting,
and pottery dasses. We didn't have

computers or video games—just an old

bladk and white TV, s0 [ had plenty of
time to climb the big pine trees in our
yard, sew, explore nature, read, play
the piano, ride my bike, roller skate,
paint and draw, and dream. [ am so
grateful for the wond erful childhood
that 1 had. 1 know I would not be an
artist today if it were not for those
cherished years.

1attended the Univarsity of
Connacticut as an art major and met
my husband, Joe, there in 1971, We
lived in Massachusetts for many years,
and I raceived my B.A. degres and
teaching certification in alementary
education and art education from the
Univarsity of Massachusetts, In 1981,
we moved to Virginia. Joe and I live in
a cozy old house in Hanovar, Vicginia,
and have raised three wondecful

daughters: Rachel, Rebecca, and Laura.

We now share our home with cur
two dogs, Cocky and Snow Bear, 1
have worn many artistic hats over the
years, having worked as an alementary
school teacher, art teacher, portrait
artist at shopping malls and art shows,
and scrimshaw artist, carving intricate
designs into whalebone and alephant
ivory, ['ve also worked as a landscape
artist, working in oils, pastels, pen &
ink, and pencil. For the past twenty
years, [ have taught piano and art
lessoms in my own home studio, the
Harvest Moon Studio,

When I discovered pyrography in
2002, my life as an artist completaly
changed. 1 was deeply attracted to this
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craft because [ have always had a deep
lowe of nature and trees, and I just fsll
in Lowe with the unique madium of
drawing on wood. With each picure
I complets, [ see the potential for so
many new affects and can’t wait to try

them out. 1 have met many interesting,
creative, and talented people as I have

explored this fascinating craft. After
almost four years of studying and
experimenting on my own, I took a
dass in woodburning with Orchid
Diavis at the John C. Campbell Folk
&chonl, in Brasstown, Morth Caralina,
Orchid’s excellent instruction and
encouragement were invaluable to me,
and I was very honored to be asked
by her to teach woodburning classes
at the schod, which 1 began to doin
Angust 2009,

Exploring the craft of woodbuming
has opened up my life in 50 many new
and exciting ways. I hope it will do the
samie for you!
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ABOUT THIS BOOK

Whether you're a baginner, intermediate, ar
advanced woodburning enthusiast, this book
covers avarything from basic burning tools,
hew to transfer a pattern, easy buming and
coloring techniques, shading and texturing
techniques, and how to sand and finish your
pieces. The projects range from basic to
advanced. They teach you how to create your
own unique patterns by choosing a central
image, some border accents, and evena
favorite saying to personalize the work. By
choceing individual design elements and
combining them with the mix-and-match
pattern section of the book, even the simplest
woodbumed designs can create subtle and rich
effects. From the smallest keychain to a fmmed
wall hanging, the possibilities are limitless!

The "Crazy Chilt Sampler” practice project. Chapter 2 teaches the capabiities of
warious woodburming tips and helps you buid a vocabulary of teshuress that you can
use in your woodbumings [see page 16}

The "Sya-Wvhet Cead" is the books main step-by-step fou learn how 1o trarsfer the pattern from paper to wood.
project. It begins in chapter 4 {pape 64).

8 WOODBURNING PROJECT & PATTERM TREASLIRY



=en adding an optioral saying or posm to make the woodbuming esen more distinctive.
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INTRODUCTION

Mare and more people are beginning to
rediscover the deep satisfaction and peace that
can be found in the creative arts,

As a teacher, [ believe that woodbuming is a
craft that is accessible to everyone, and there
is no need of formal art training. Happily,
woodburming is an art form that requires
minimal workspace and doesn't create a big
mass in your home, It is easy to learn, fun, and
rewarding, and you will be amazed at how
rapidly your abilities grow and improve with
just a small investment of time, patience, and
practice. Best of all, you don't need to know
how to draw to get started with this book!
Woodburning is not an expensive craft either;
a high-quality barner, a few tips, and wooden
objects to woodburn can be obtained easily
and at minimal cost.

I discovered woodburning at a cratt show
in 2002, when [ saw a portrait of an Indian
chief burned into a basswood plagque. I was
immediately intrigued and fascinated by the
sepia-toned, engraved-looking bumed lines,
contrasting with the warm, natural wood tones
and grain of the wood. 1 had worked with
many painting and drawing media, and done
scrimshaw, but had never sean anything quite
as unique and beautiful as this.

1 have always loved to d raw, and 1 immersed
mysalf with sheesr delight in the study of
pyrography, experimenting with different
woodburners, tips, types of wood, and staining
and finishing techniques. 1learnad the primary
importance of including fun and love in the
preparation and completion of a woodburning,
and I found that the pieces that satisfisd me
the most came from my heart. OF course, | also
made mistakes as [ was learning these new skills
by trial and error, and you can reap the benefit
of my struggles by learning some very sasy ways

to fix common mishaps. You will find that wood
is actually a surprisingly forgiving medium.
This is a boak for beginnars, intermediates,
and advanced woosdburning enthusiasts, [
show you how to find sources of inspiration
and subject matter for pyrography, and I cover
everything from basic burning tools, through
how to transfer a pattern, easy burning and
coloring tachniques, shading and texturing
techniques, and how to sand and fnish your
pieces. I have carefully designed the projects
in this book for you, ranging from wery basic
to more advanced, so you can spend mary
quiet, peaceful hours experiencing the joy of
pryrography while cresting personalized gifts
and unique accents for your home. You will be
amazed at how even the simplest woodbumed
designs can create such subtle and rich effects!
Daon't be concerned if you think yoo don't
know how to draw. As you begin these
projects, you can simply use the ready-mada
complete patterns provided for you, which
can easily be transferrad to the wood. Asyou
become mare confidant, you can learn to
create your own unigue patterns that truly
express your spirit by choosing individual
design elemeants and combining them with the
mix-and-match pattern section of the book.
For example, you could begin with a central
image, add a simple or mare complax border to
your design, and perhaps even add a poem or
saying to personalize your work even more.
There are so many ways to use woodbuming.
A woodburned platter looks lovely as a wall
hanging, and you can frame woodburnings
done on birch panels. Woodturnars can burn
small vignettes and designs to accentuate their
platters and bowls, using the grain of the wood
as part of the design. Basket makers can use
these designs on their woven baskets, and the



patterns also work well for woodbuming on
gourds. Picture frames, micror frames, box
lids, chess or chadker boards, wooden utensils,
stepstools, and fumiture can all be enhanced
with woodbuming designs. From the smallest
keychain toa large, framed, woodburned wall
hanging, the possibilities are limitl ess!

When exhibiting my work at craft shows,
1 have sometimes overheard a disconcerting
comment from people looking at my
woodburnings: “These are made by a laser—

VARIATIONS ON A PATTERN
To grve you an idea of how differently artists
will interpret a therme. even when using
the same patterns, study the student work
m:mmmm
the same lighthouse pattern. One student 'ﬁj.';'-
decided to create a simple border, il
while the others used only the central i
image pattern.You can see how unique
and individual the resulis can be. It may
inspire you to know that two of the
students were beginners and had not
tried woodburning until this class!

Student lighthouss
woodburmings from
the 2009 Jobn C.
Carmpbel Fok Schocl.

they arent handmade.” I supposa it is a sort of
backhanded compliment to hear that my work
locks that good! I can assure you that 1 heve
designed, hand-drawn, and hand-burned every
line in these pieces and patterns, and now it
gives me great fulfillment to share them with
you. [ hope they will provide you with mamy
happy hours of creativity and results you can
be prood of

Well, enough talk! Lat's turn up the heat, and
start creating some woodburnings!

WOODBLURNING PROJECT & PATTERM TREASURY

1






Clra pler /.

GETTING STARTED

5

A piece of wood, a woodburning machene, a few simple supplies,
and the desire to create a picture that excrtes you—that's all
you need to get started! The simpliaty of the tools and setup
needed for woodbuming makes it an ideal and affordable hobby
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CHAPTER 1 | GETTING 5TARTED

TOOLS AND MATERIALS

Every teacher has a different way of doing
things. uses different techniques and materials,
and achieves widaly varying effects, 1 share
with you the materials and techniques that
have worked for me. You will also benefit from
studying other teachers' books to broaden your
appreciation of the incredible potential of the

art of pyrography.

SELECTING A
WOODBURNIMNG MACHINE

Choosing a pyrography machine is a personal
decision that can be bewildering becanss thare
are 50 many types and brands of woodburners
available, each claiming to be the best! Il
disouss the advantages and disadvantages of
three types of woodbumers I have used. I now
work with the Colwood Detailer, exclusively,

It is worth imvesting in the best materials you
can afford. As with most projects, your tools
hava a great effect on your level of achisvement
and the quality of your work, and thus, your
satisfaction with it. In this book, vou discover
which tools best suit your needs as you
experiment with the projects.

If your budget is a major factor, you can start
with a simpler and less expensive woodburner
(as 1 did in the beginning), but do not blame
yourself if you are unable to achieve lifelike
detail. I do not want you to be discouraged by
the limitations of inexpansive tools.

Basic, one-temperature “soldering iron”
type woodburner. Many people have had
great sucoass with this inexpensive tool. 1 usad
it for my first year learning pyrography, mainly
because [ didn't know that variable temperature
woodbumers existed. It is readily available at
local arts-and-crafts stores, The tool heats toa
pre-set, high-heat, temparature and uses solid
brass, interchangeable burning tips that screw
on to the too head. There are several tip styles

available: a universal tip, used for fine-line

and shading work; a calligraphy tip, used for
lettering; a flow tip, used to fill in large areas;
and a cone tip, which creates fine detailing.
There is also a large shading tip available, which
burns large areas and shadows.

The disadvantages of this type of toal include
limitations in achieving lifelike detail without
scorching or burning the wood. [Twould
accid entally create holes in the wood that
could not be scraped away. I found it difficalt
to contral becanse I could not adjust the heat
sattings and the tool became very hot while I
worked. Also, it was necessary to wait for the
tip to cool down before I could change tips.

Mevertheless, some crafters love this tool
and have great success with it, so 1 don't want
to malign it. Tosach his own, as the saying
goes. Although I rapidly became frustrated
with this tool, I was forced to continue using
it until a friend mentioned that a Wooderaft
store in Richmond had variable-temperature
prrography machines. I was thrilled, and drove
down to imvestigate right away.

The hot-wire pyrography machine. The
British Janik is a European-style burner with a
variable temperature control. It doesn't have s
solid working point but uses a flaxible point, or
nib, that is made from a short length of nickel
chromiurm wire. There is a power bax with
an onoff switch, and a dial that allows you to
change the temperaturs of the nib. The nibs
are changed by loosening the two connection
screws, swapping the nib for a new, handmade
one, and retightening. The wire point can be
shaped into a spoon point, or other shapes, by
hammering out the wire into flat shapes.

Because [ am not especially mechanically
gifted, a disadvantage for me was that it was

time consuming to make the new tips by
hand, and I wasn't able bo make good ones
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w woodburning.comn

Cokssood Ceetail=r
Wirodbumer
with heaepduty;

| S-gauge cord.

consistently. Also, [ had to buy an expensive
electrical adapter to use the unit in the
United States,

The Colwood Detailer woodburner. This
woodburner is a high-quality, affordably priced,
variable temperature machine that can be
adjusted at the base thermostat for a range
of temperatures, Mibs become hot within
saconds, and the cool down time is also fast.
It is available with either interchangesable tips,
or permanent, fixad tips, each with its own
handle. I prafer the fixed tips because I don't
have to wait for the tips to cool down batore
changing them. I have found that the foced tips
are sturdy and last a long time; I'm still using
the same ones after four years! Be sure to get
the heavy-duty 16-gauge cord.

Five recommended tips. The Cawood line
of fixed tips comes with hand pieces made
from a nonmetallic material that kesps them
from becoming uncomfortably hot to handla,
Each hand piece comes with its own cork grip

WOODBURMNING PROJECT

on the handle. For those who have arthritis in
their hands or fingars, as 1 do, [ recommend the
inexpensive custom cork heat shield, which
isalmost 1 inch (25mm) in diameter, and
4 inch (6mm) thidk. You can remove
the thinner cork grips that come
with the fixed tips and replace
them with the custom cork
heat shislds. 1 have extra-thick
custom cark heat shislds on
all of my hand pieces, and Iam
able to burn combortably, even at
high hest settings, for hours.

Colwood now offers all of their
tips with extra burnishing or
polishing for a small charge. The
extra polishing helps to prevent the build-up of
carbon on the tips.

I find that 1 am able to do all of my
pyrography work with only five fixed tips. The
following tips are the ones I recommend, and
I will give a brisf overview of what they can
be used for (A much more detailed discussion
of the capabilities of each of these tips will
be found in Chapter 2, as we work through
the Crazy Quilt Sampler Project, whichis a
Practice Burning exercise).

Of course, there is an array of other tips
available that you might like to try, but these
fiva are all you nmeed to create an infinite varisty
of lines and textures, They are definitely all you
need ta do every project in this book.

Zome of you may already have different
brands of woodburners or tips from another
maker Just compare the tips that you oorrenthy
have with the pictures here, or on the Colwood
Wb site, wwew woodberming com, to see if
they are similar. Also, many of the Colwood
fixed tips can be used with other brands of
woodborning machines, although sometimes
a special adapter may be needed.

& PATTERM TREASLIRY
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CHAPTER 1 GETTING 5TARTED

Oine of my favorite tips is the Tight Round
tip (). This versatile tip can be used for
almest anything, from fur to feathars as well as
an infinite variety of shading strokes, It turns : Mini | Tip, also caled
on a curve in a tight radius because the tip is he g vl
mounded and can make beautiful curved lines.
It can also be laid flat on its side and used for
shading smaller areas or on its edge to make
straight lines. Colwood offers the J tip in its 0 ;
catalog and onlins, but you can call Colwood . ;IJP;:.UWI
to special order the Mini J, which is smaller calligraphy™ tip
than the regular ], at no extm cost. I prefer
the Mini [ to the | becanse 1do highly detailad
work and can make much smaller curves with
the Mini J.

Another of my favorite tips is the Small
Calligraphy tip (F). I find it indispensable

becanse it’s really three tips in one. When \
using the corner of the tip, it performs like the .__""-\:
C writing tip. When held horizontally on the

burning surface, it can be usad as a shading tip,

and when held at a 45° angle, it can be used as a
callgraphy tip.

The 5 tip, also known as the Shading tip
(51, is wonderful for shading large areas. It

C tip, also caled
the “writing" tip.

is capable of making dark textured shading or . :E,;P;i'?;t':
light and subtle burnished effects that creats
the illusion of burled wood on a piece of needle and is useful for extremely fine details,
plain wood. or delicate pointillistic stippling that even the
The C tip is also known as the Writing Micro C cannot equal. The second additional
tip (£ and glidas on the wood just like a tip I would recommend is the MR Rounded
ballpoint pen. It is great for fine details. Heel tip, often referred to asa “skew” because it
The Micro C tip (5]} is wonderful for comes to a point. The heeal on this tip has bean
axtremely fine writing, shading, and tiny rounded off, to prevent digging into the wood.

details, and for signing your name.
Some woodburning anthusiasts enjoy doing GOOD WOODS TO USE

very predse architectural work or nature There are many types of wood that are suitable
studies that require extreme detail or straight for woodburning: but in general, the softer,
linas. For these readers, I recommend two evenly textured woods are easier and more
additional Cobwood tips. The first is the consistent to burn on, especially for the

Meedle Point tip, which is similar to 2 sewing beginning pyrographer. Light-colored wood

WOODBURNING PROJECT & PATTERMN TREASLURY



allows for the best contrast between the bumad
lines and the surface. Also, it helps to have

as little grain as possible, to provide a sort of
blank carras.

All of the projects in this book were done on
basswood and birch, and these are the two types
of wood 1 highly recommend for the beginning
prrographer. There are many wonderful books
on pyrography that discuss the qualities of
every type of wood species available and the
advantages and disadvantages of each in terms
of woodburning, coloring, and finishing. As
you progress in your study of woodburning and
become more confident, you can expariment
with darker or more heavily grained wioods,
which can be an interesting challenge, because
the grain of the wood can be incorporated into
tha design with beautiful and dramatic results.

Woodturmers have a great advantage in
baing abla to create their own beautifial,
hand-turned platters made out of gorgeous
wood like cedar, cherry, or maple. The grain
lines and knots in these platters can suggest
unique and lovely compositions.

Basswood. Basswood comes from the
linden tree, and although it is listed as a
hardwood species, it is actually a very soft
wood with a lovely, warm, creamy color, The
pale color and even grain provide an idesl
surface for woodburning becauss the burned
lines comtrast vividly with the light color of
the wood. It is readily available and can ba
purchased inexpensively at local arts and crafts
stores in many shapes and sizes, such as bark-
edged plaques, plates, boxes, or frames. The
unfinished wood products company Walnut
Hollow makes many lovely basswood shapes
that can be woodburned.

You will find a great selection of wood supply

companies on the Internst. Beautifully made,
finely sanded, hand-turned basswood plates

can be purchased from specialty shops such as
Unique Woods. You can view their line of wood
products at wwwsmiguavoods.com. Basswood
plates come in many styles, with plain or
scalloped edges, and flat, beaded, or beveled
surfaces. If it is available, I always request the
clear plate upgrade, which means the supplier
will select the pieces with the least amount

of grain or knots. Basswood plates come pre-
sanded to a bematiful finish; there is usually no
nead for further sanding before woodbuming.
All of the projects in this book on rounded
platters were done on the beautiful handturned
basswood plates from Montzka Woodworking,
based in Forest Lake, Minnesota (tpmontzkag
aol.com), Montzka Platters are available retail
through Unique Woods.

Baltic birch plywood panels. White birch
has an extremnely pale, craam color which
makes it ideal for showing off complex shading
and line. There is sometimes more grain to
deal with than in basswood, but it is still sasily
workable, It is available at Woodemft or wood
specialty storas, where they will often cut it
for you to your desired sizes. Plywood panels
ara availabls in Baltic birch, which is very
inexpeansive, or in Finland birch, which has risen
to quite a high price in recent years. I find that
the Baltic birch is parfectly adequate, The panels
come in a variety of thicdknesses, from Yis-inch
(2Zmm} veneer to %-inch (15mm) thick plywood.
[ use the %-inch (6mm) thick panels, which
can be easily framed. Be sure to store them Hat
so that they don't warp. 1 frame each finished
piece, not only to give it the finishing touch but
to prevent warping.

This is a good spot to discuss the use of pine
wood for woodburning. At local craft shops, you
can find many intriguing, unfinished plagues,
shalvas, baxes, dodks, and so forth made of
pine. Although pine is definitely not my first
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choice of wood for woodburning, you can create
lovvely woodburned designs on thess inexpansive
piecas, Just be awara that pine is a soft wood
and can have strong grain lines, knots, and
imperfections that you will need to work with!
As a beginner, you will be much better off to
learn how to use your tips on basswood or
birch, which hawe a much more even grain.

WOOD PREPARATION
Hand sanding. %hen I first bagan doing
woadburnings, [ simply hand-sanded my piece
of wood, all in one direction, with a piece of
220- to 250-grit sandpaper. [ then dusted the
piece off with a soft lint-free doth and was ready
to go. 1 was quite satisfisd with this minimalist
approach for seven years, not knowing any
bettar. Many woodburning enthusiasts are
perfectly happy with this approach, and you may
e as well. You can certainly do all of the projects
in this book using this simple and inexpensive
method, but please read the saction on Machine
Zanding before making your decision.

To hand sand, fold the sandpaper once or
twice to make it easier to grip and sand with
strokes in the direction of the wood grain using

just the weight of yvour hand. Sanding against

the grain will roughen the surface. Try to run
the sandpaper along the full length of the wood
with each stroke. 1 like to sand cutdoors, away
from my woodburning work area, because a lot
of dust can be created. Use a lint-free doth to
dust off the wood, and you're ready to transfer
youur dasign,

Machine sanding. When I was introdoced
to the random orbit sander, it was love at
first sight, and now I can't live without it! [
couldn't believe the difference it made to do
woodburning on a polished, highly sandad
surface. The tip just glides, and I have so much
more control over the lines because the tips
do not catch so easily in the burnished wood
grain. I have also found that pre-sanding
favorably affects the application of coloxg
whether watercolors or cil paints, as well as
how well the final finish takes.

The randorm orbit sander is my tool of dhoice
Baut be sure and shop around for tools that am
right for you. To me, it's worth it to invest a litte
more in my woodburning craft. This sandar is
small, light-weight, and easy to use, even for the
powar-tool phobic. I use a sander with Vel cro
hook-and-loop sandpaper discs, not PSA glue-on
discs, [ can re-use the sandpaper discs, and they

Thi= Random Orbit
Sander is srmall, light-
weight, and sasy o use. |
recormereend & sande=rthat
uses Vekro-type hook
ard loop sardpaper discs

WOODBURNING PROJECT & PATTERMN TREASLIRY



last a long time! Mine is a Porter Cable Bandom
Oirbit Sander, Model 343, It uses inexpensive 5"
{177mm) sanding discs with eight holes each,
The discs easily attach to the sander with the
Welcro hook and loop.

1 place a piece of inexpensive, bumpy-
textured, plastic shelving doth (easily found in
the kitchen department) under the wood to hald
it in place a5 [ sand. Remember—the higher the
number of the sandpaper, the finer the grit. You
don't want to start off sanding with a higher,
finer grit—begin sanding with coarser sandpaper
first. For example, start witha 120-grit pad,
then switch to 220, and then 320, If the wood is
relatively smooth to begin with, and you are not
trying to erase mars or marks, you would start
with the Z30-grit pad. You can go all the way up
to a 600-grit pad or even higher, if you desire. I
find 1 am usually satisfiad with 330-grit sanding.

Don't press too hard. Let the weight of
the machine do the work for vou. Gentle
pressure is all you need. You can even create an
attractive bevaled effect on the edges of your
piece with your sander. I also oocasionally use
the sander to erase major mistakes. Great care
must be taken in doing this, and I resort to this
method only in dire emergencies! {You will
find more information on easy ways to remedy
mistakes in Chapter 3).

After sanding, dust off your piece with a
lint-frae doth, and you're ready to transfer
your pattarn.

PATTERMN TRAMSFER SUPPLIES
To create and transfer designs and patterns,
you will need high-transparency tracing
paper, and wax-free graphite transfer paper.
Saral is an excellent brand. It is very important
that you do not use ordinary carbon paper,
which makes lines that will not erase from

the wood.

Many people like to use a red ballpoint pen
when transferring a design so that they can
sae which portions have been done. Soft artist
neaded erasers can be used to blot up excess
graphite after the transfer is complete.

MISCELLANECUS SUPPLIES
Small “snap-off* utility knife for scraping out
highlight= in dark areas and fixing mistakes.

Masking tapwe, transparent tape.

Paper towels for blotting watercolors
and stain.

Straight-edge and curved rulers and
protractors, and circle, rectangle, and
square temgates. [ love tocollect odd rulers
and templates with interesting shapes to use
in designs. My favorite is a flaxible maler that
I can use to create circles, ovals, and free-
form curves, which is especially handy when
designing bardars,

Soft pencils (2B or 4B) for drawing on
the wood surface. Marks from soft pencils
are more easily erasad or sanded away. Hard
pendls can leave indentations in the wood
that will affect the smooth glide of your

woodburning tips.

-.-“l-"l":': x
I..-'-..' 1
aseed®®

Miscellarmous nup-plrul inchude perdls, tape, rul=rs,
erasers, nal files, and tracing paper.

WOODBURNING PROJECT & FATTERN TREASLIRY o
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Pencil sharpener. I love my alectric pencil
sharpener. However, [ have also become a big
fan of the inexpensive Papermate Sharpwriter
mechanical pencils.

Erasers. [ prefer the soft, grey artists’ kneaded
arasars, which do not leave marks on the wood.

A fabulous tool if used properly, the kneaded
araser is meant to be molded, pinched, and
kneaded in your hands, just like Silly Putty It
can be stratched out and reformead into a ball,
to dean it. If the erasar is not kneaded and
"warmed up® before using, it won't work much
better than an ordinary eraser. When propely
kneaded before using it each time, vou will find
that it gently cleans up smudges and lightens
and erases transfer lines on the wood with
amazing efficiency. It is also therapeatic, kind
of like a “worry stone!

Scrap pieces of birch or basswood on which
to practica strokes.

Mail files for cleaning carbon build-up off
tips. [ like the type of nail file with 220 grit
on one side and 320 on the other side. (Mare
information on keeping tips clean is found in
Practice Projects in Chapter 2.

Lint-free cloths to dust off woodburnings,
Lint-free cloth looks like T-shirt material and
can be purchased inexpensively by the bagful in
the paint department of any hardware store.

Krismded srassr, warrmed up and stretched out.

WOODBURNING PROJECT

Optional: Recorded books on tape
or CD to listen to while burning, [ find
having my mind pleasantly oocupied really
helps the work to flow. [ also find that long
telephone conversations are a great time for
woodburning—I can oooupy my hands and
create something beautiful while I catch up
with friends.

COLORING SUPPLIES
MEEDED FOR THE

PROJECTS IN THIS BOOK

[ prefer to use coloring techniques in which the
paint remains transparent and the woodbumed
lines show clearly through the glaze of

color, My two favarite media for coloring

my woodburnings are: oil paints thinned to
transparency with low-odor mineral spirits;
and color washes with watercolor paints.

In this book, all of the projects that require
coloring can be done with watercolors, Mamy
prrographic artists also have great success

in coloring their work with colored pendils,
acrylics, gouache, fabric dyes, translucent
acrylic inks, metallic paints, or even nail polish.
(bore information on coloring technigues will
be found in the Practice Projects section of
Chapter 3 on page &4).

Watercolor paints. To assure lightfastnass
and vibrancy of color, always buy the highest
quality professional paints you can afford. [
use Winsor and Newton Professional A rtists'
Water Colours, or Danigl Smith Watercolors.
For the Crazy Quilt Sampler practice project,
and for most of the other projects in the book,
vou will need the following colors: yvellow ochre
light, brown achre, raw sienna, bumt sienna,
quinacrodone gold, Wan Dyke brown, burnt
umkber, mw umber

As you work your way throogh the projects
and develop your woodbuming skills, you

i PATTERM TREASLIRY



Coloring supplies

Alamys buy the highest

quality professional pairts

you can afford. = =

will probably want to add other colors
to your collection. But these will make a
fine beginning.

Brushes. All yoo need are a few inexpensiva,
soft bristle, synthetic or sable brushes that
come to @ point (rounds). Good sizes are 2, 4,
&, and 8.

Mixing tray. Inexpensive white plastic trays
with many shallow wells and mixing areas are
readily available at craft shops.

FIMAL FINISHING SUPPLIES
Paople seem to heve a natural desire to touch
woodburnings! They love to fedl the textured
lines, and stroke the wood. It's important to
provide protection to your finished pieces, and
to guard against the effects of direct sunlight
as well. Sunlight can, over time, darken the
surface of the wood, and affect the density of

finely burned linas,

My own experience with finishing has
been experimental. [ make no daim to

being an expert on stains, sealers, vamishes,

polyurethane products, or oil or acrylic
coatings. These products can produce
unpredictable effects on different types of
wood, However, [ will share with you what has
worked for me

Spray-on finishes. For those who prefer the
ease of using a spray, there are many brands
of spray-on polyurethans, such as Krylon, in
matte or glossy finishes. Apply half a dozen
very light coats, waiting 30 minutes betwaen
each coat. 1use this method mest of the time.

I wait until [ am absolutely certain I am finishad
with the pisca because woodburming through
varnish releases toxic fomes.

Rub-on finish. [ am pleased to share with
you a finishing technique that uses a homemade
combiration of ingrediants called the thirds
mixture (sze sidebar, paga 22). The mathod is
easy, and the results are consistently beantifil.
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THIRDS MIXTURE

In a clean jar, mixz together:

= 113 Clear oil polyurethane (do not use the water-
based variety), available at Lowe’s or Home Depot—
either gloss or satin is fine. (If you use the satin, be
sure to stir or shake it up first} The polyurethane
acts as the drier in this mixture.
173 Mineral spiris— we the low-cdor variery, also
availtable at Lowe's or Home Depot

113 100% Pure tung oil—{Be sure to get pure
tung oil, not tung oil finish). This product is
avaitable at Woodcraft stores or through wood
product catalogs.

| recommend strming the mixture with 3 wooden
jpaint stick before wsang it each time, since the mixture
Can separate.

| uze a plass jar with a screw-on cap and find that
placing a piece of aluminum foil under the cap can help
to prevent the lid from sticking to the jar. To protect
iy hands, | always wear the blue-colored nitrile gloves,
which do not allow solvents to penetrate, becuse | am
anceptible to headaches from solvents. Also, because
my woodburning stedio is in the central part of my
home, | do all my finishing catdoors, to keep my home
free of toedc fumes.

Firse, carefully remowe any pancil marks or smudges
from your woodburning. Apply the thirds mixmure to
the wood surface with a paper towel, stroking in the
direction of the grain. Unlike a lacquer, the mibxoure will
penetrate and seak into the wood surface. le doesn'e
take ruch to create a light cost, so it is important to
only use very small amounts of the mixture and to
continuzlly wipe Iway excess mixture with a clean paper
tewwel. Do be careful that you don't leave any puddied
residue an the wood or let dhe mioture just sit on the
surface; it will erystallize and could ruin the surfsce.

Oine light coat will provide encugh protection to the
wood, but if you prefer a slightly darker codor, you can
apply a second coat. Allow each coat to sit overnight
before applying the next coat After the final coat, let
the piece dry for several days. You can apply as many
coats as you like, but | often stop with just one coat,

which provides enough protection. You can even touch
up the vamish coating on your woodburning years
later with another coat of this mixture.

Tip: In many of my designs, | have areas | prefer
to keep light-colored, such as the moon, or areas of
wood directly underneath lettering. | apply the thirds
rmixiture with only one extremely light coat to these
lightest areas and put more coats on the areas | prefer
a little darker. You can try the finish on a scrap piece of
wood first to see how it will look. On areas | want to
be extremely light, | may not put any thirds mixture at
all and simply leave the wood bare.

Because all of the projects in this book can be done
with basswood or birch, you showld not have amy
probdem applying this finish to these woods. But other
wioods will react differenthy to this mixture. Some
wooods, such as cedar, will require more mistture to be
applied because it will soak in deeply. Cherry wood
may "bleed” cut 2 reddish color—simply wipe off and
reapply the mixture.

FOR A HARDER FINISH

For some projects, such as a checkerboard or lazy
Suszan_ you may prefer a harder finish wo protect the
wood surface. To create a harder surface, after applying
your first coat as detailed above you can apply the
following mixture as your final coat (usually the second
coat). Motice there is no amg oil in this mixture.

273 Clear oil polyurethane (gloss or satin).

173 Mineral spirits.

Apply and wipe off the excess, and allow to dry
for a couple of days.

Mok | 3 grriah ko Frank Fas, 2 highiy feactar at o
Jehn C.iCamptal| Fok Schoal, for sharing this weed Arishing Somib with ma



A great advantage woodburners have ower
crafts people who do woodturning or
woodworking is we are not weighed down
with a lot of large, heavy, dust-generating
equipment. Happily, woodburning is a craft
that requires minimal workspace.

If it is possible for you to create a permanent
workspace for yourself it is such a joy to
always have everything set up and waiting
for you at a moment's notice. Hers are some
suggestions for creating a walcoming and
efficient workspace that really does not require
alot of room.

Worktable. Some people prefer to work at
atilted drafting table, which I tried for many
years, The disadvantage for me was not being
able to spread my reference materials out

SETTING UP A COMFORTABLE WORKSPACE

around me. 1 like to work with leaves, shells,
books, photos, etc., arranged nearby,

I now prefer to work at a flat table, but tilt
my work up at an angle, with a book or two
propped underneath. By tilting your work up,
you can keep your head back as you work,
which not only prevents neck and back strain,
but also helps you to aweid breathing any
smoke. On the flat table, I can surround myself
with inspiration, and not worry about taping it
to the sloped drafting tahls.

Lighting. To prevent eye strain and more
easily appreciate the engraved textures you are
creating on the wood surface, it helps to have
really good lighting.

[ use two angled swing-arm work lamps.
The cnes on the right and on tha left are

My wanrk mrea, with lights and far Tiling your work up helps you awoid breathing in smioke.

WOODBLURNING PROJECT & PATTERM TREASURY
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inexpensive lamps that clamp easily onto the
tabls, can be moved in any direction, and uss
ordinary, 75-100 watt household bulbs, They
ara available at hardware stores or through art
supply catalogs. This is all you really need to
begin woodburning. Working with the lamp
set at a slight angle to the surface of your
woodburming will highlight the tiny shad ows
formed in the grooves and help you see how
deeply you are burning.

Mominated magnifier lamp. [ recently
purchasad an ilhiminated magnifier hmp witha
&" [152mm) glass lens, 1.5x magnification, and a
30-watt cirdine fluorescent bulb. Becausa Ilike
to do highly detailed work, 1 find this modarately
priced lamp a joy to work with. I now highly
recommend using a lighted magnifier lamp if you
decida to imvest a bit maore in your woodburning
hobby and enjoy doing Anely detailed work. [
find I do net hunch over when [ work with this
lamp, which helps a lot with back strain when
working for long periods.

Also, 1 have found that working with
magnification has improved the quality of my
work, becanse if the details look good at high
magnification, they will definitely look good to
the naked evel

Ventilation. It is important to work in a well-
ventilated space when doing woodburnings.
Most woodburning techniques will create little
smoke, but if you bum for long pariods at higher
settings, as [ often do, there is no danying that
smoke can be a miisance. To avoid sore throats
or headaches from breathing smoke whils you
work, tilt your work and use a fan. [ always
work next to a window, and position the fan
sa that it sucks the smoke away from my hand
and out the window. You don't want to have the
fan blowing toward your work, because the air
movement will cool the buming tip and make
vour burning inconsistent or ineffactive.

In very cold or very hot weather, when
opening the window is not an option, 1am
forcad to simply have the fan blow the smoke
away from me. On the plus side, woodburning
will make the house smell dalightfully cozy!

WORKING OUTDOORS
FROM LIFE

Sometimes [ like to set up out in the yard to
draw and woodburmn a particularly intriguing
tree or branch from life. You will need a TV

tray, a comfortable stool, a long, heavy-duty
extension cord, a drawing board to rest your

wood on, a few pencils and an eraser to

Citdoor woodburming set-up. fou will resd 3TV trap, & comfortable stool, 2 long,
heawy-duty =xtengon cord, 8 drwwing board to rest your wood on, a f=w pendls,
and an sraser
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lightly indicate your composition, and yoo've
got & unique way to enjoy nature while you
sketch with your woodburnar! (Please note
that using too many lightweight extension
cords connected to your burner can affect the
consistency of heat levels as you wark.)

WOODBURMNING SAFETY

s Keep your work area nest and orderly.

s Be caraful not to accidentally bum the
wire coming from the machine.

o Rest your burning pen in the dip holder
on top of the unit when not in use, not on
your wark.

Always turn your bumer off when not
working or when changing tips.
Do not lezve children unsupervised near
woodburning equipment.
Mever use a burner around combustible
fuels or gasas or near watar,
Don't open the case of the power unit
of your woodburner; live terminals are
exposed insides,

Especially important. Avoid burning

any wood that has been pretreated with

preservatives, such as pressure-treated lumber

These preservatives are toxic, and fumes can

be releasad into the air as you work, Also avodd

burning any wood that has been varnished,
lacquered, painted, or sealed in ary way, to
avoid the release of toxic fumes. Mever use
medium-density fiberboard (MDE), cork, or
other bonded material for pyrography becanse
they can be mada of toxic materials that when
burned produce dangerous fumes harmful to
your health.
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Cha pler 2.

DESIGN

In rrey woodburning classes | have found that many otherwize
highly skilled craftspeople have not had the opportunity

to learn the basic concepts of creating realistic drawings.
You will find it so much easier to create beautfully shaded
and textured woodburmnings if you understand some simple
drawing concepts.

In Chapter 3, we do two practice woodburning projects
that put these concepts to use. | know you are eager to
begn woodburning, but it will be very helpful to take just a
few minutes to study the following pages before begnning your
first project




18

CHAPTER2 | DESIGN

BASIC DRAWING CONCEPTS
USEFUL FOR WOODBURNERS

STEP |: OUTLIMNES AMD SHAPES
An area that is completely surrounded by lines
becomes a shape. The four basic shapes are
the circle, square, triangle, and free-form or
organic shapes.

When these shapas, which are sometimes
called forms, become truly three-dimensional
[with an indication of height, width, depth, or
thickness), they are named the sphere, cube,
cone, and cylinder Almost all objects in nature
are composed of combinations of these four
simple shapes, and it will help you in your
drawings to see thess shapes in the objects
around yow For example, a tree trunk is an
elongated cylinder, and a beach ball is a sphere.

iOF courss, you can easily see that you will
seldom find perfectly symmetrical forms in
mature, Most of the time, they are charmingly
lopsided, bent, ar distorted, and it is these
very variations and peculiarities that make
them interesting. Many artists love to draw
dilapidated old barns and rusted, decrepit
mailboxes for this very reason. Look for the
unique features in the objects you choose to

r

o A& | |
gu4s
©ELE

Tha Four Basic Shapes Dirawing Chart, based on

drawing principles tzupght by the great artist and
teacher john Gnagy in the 1950s.

draw and woodburmn, and emphasize them
to keep your work from looking too stiff
or mechanical.

STEP 2: CREATE SHAPES
YWITH BASIC TONE

Tone is simply the main overall lightness or
darkness of an object and is usually raferred
to as valua, You can see in the following walue
scale that values can range from very light, to
medium, toextremely dark tones. Tone and
color are not the same thing. A color can be
very light or very darck in tona,

The Simple‘alue Scale, drawn in graphice. Light

highlights and dark areas in pour drasings give your
work richress and depth

In order to create a three-dimensional affect
in your drawings and woodburnings, it is
important to use the full range of light and dark
valuas, You can create dramatic effects by wsing
value contrast, which simply means being
sure to have very light highlights amd extremaly
dark areas in your drawings. This will give your
work richness and depth.

In order to achisve strong value contrast, it is
important to have the light coming from only
one direction in your drawing or woodbarning.
Having many lights coming from many
different angles will wash cut and flatten the
object, because there will be no definite place
to put the shading. A basic rule of thumb to
remember, in drawing, is to lght vour drawing
from one divection only.

When 1 added the overall tone, or value, to
the four basic shapes, it was important to first



ask a fundamental question: "Which direction
is the light coming from?” 1decided that for
the four basic shapes chart, [ would have the
light come from the upper right. This meant

I needed to leave a white highlight on the top
and right edge of each form. 5o the circle, for
example, becomes a ball because of the illusion
of three dimensions created by the highlight
and tone,

STEP 3: ACCENTUATE THE
SHAPE WITH SHADING
Shading is truly a magical ingredient in
creating a realistic drawing or woodbuming.
It creates the illusion of three dimensions

on the flat surface of your paper or piece of
wood., Shading takes the valus contrasts from
the previous step beyond just the basic tone.
Whan light shines on one side of an object,
the other side becomes dark. So when you
strive to represent a form in a drawing ora
woodburning, you put your darkest shading on
the darker side, and put the lightest tones and
highlights on the parts of the ohject whare the
Light hits it.

You can easily create gorgeous, subtle
shading effacts with your five woodbuming
tips, and we will explore and practice these in
the next chapter, as we woodbum the Crazy
Quilt Samplex You will learn to create shading
with stippling {dots), oross-hatching, contour
lines, parallel linas, short *fur® strokes, wavy

and free-form linss, and random *scribble®
lines. We will also practice creating a soft,
"burlad wood” antiqued shading effect that can
be created with the 5 tip.

In Chapter 3, we'll see a woodbarned value
scale created with the five woodburning tips
and the techniques mentioned abowve to create
araas of dark and light shading and textura,

For now, just realize shading is that
special touch yoo can add to a drawing or
woodburning. to make the forms look real.
Zometimes, when you sketch objects from
nature, they will be lit unevenly. As the artist,
you can decide the best angle for the light to
bring out the form, and then put the deepest
shading on the opposite side of the light.

On curved forms like the sphere, cone, and
cylinder, it is also important that the transitions
in shading from dark areas to light sreas be done
gradually. For mample, on a curved surface,
you don't want an abrupt transition from dark
tolight, and there should be no harsh cutlines
or stripad effects betwean shaded areas. In the
sphares on the far left and the center, the sudden
changes from datk to light do not look realistic,
Zoftan the edges between the dack and light
araas and rmake the transitions gentle ones, s in
the sphere on the right.

Hard edges and soft edges. You can blur
and soften the lines and shading in some
areas of vour woodburnings, such as fior
backgrounds. In the areas you would like to

Emooth tranzitions
in shadirg mprowve
your work: by creating
waried effiects.
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focus attention on, use strong, crisp lines and
maore intense value contrasts. Using both hard
and softened edges improves your work by

creating varied effects.

An easy and effective trick is to
darken and slightly thicken the outlines on
the dark side of the object. and blend the
outhines into the dark shading. to bring the

STEP 4: BE SURETO INCLUDE
SHADOWS CAST BY OBJECTS
Adding cast shadows will add even more
realism to your woodbumings. When light
shines on an object, the object casts a shadow
onto another surface. Cast shadows create
fasdnating patterns that enhance and enliven
your woodburning designs. Train your eyes to
sea the cast shadows of commeon things around
vou. For example, tree branches cast lovely,
lacy shadow patterns on the light green grass of
meadows or on a snow coverad hillside,

Be careful not to make the cast shadow too
thick or wide, or it will look like a paper cut-
out, and appear to be standing up on its edge!
Don't outline the cast shadow, but let the edges
remnain soft and blurred. When a cast shadow
falls on an uneven surface, such as the shad ow
of a tree trunk falling on a rolling hillside, ba

Realistic tres shadows. Cast shadows of a tree

shoukd “hug” the contours of the: ground. [Deetail from
“Fragie Thirgz')

WOODBURNING PROJECT

careful to make the shadow narrower than the
trunk of the tres, and get even narrower as it
moves away from the tree, The shadow shoold
move with the shape of the hill, and appear

to "hug the ground!” Also, the cast shadow
lightens and softens as it moves away from
the tree. A straight, thick shadow will look
primitive and amateurish. By giving careful
thought to the undedying movement of the
ground under the shadow, you learn to soften
the shading so that it looks realistic.

STEP 5: TEXTURES ADD
INTEREST

The Crazy Quilt Sampler Practice Project in
Chapter 3 gives you ample opportunity to
learn to create varied textures. With your
woodburner and only five tips, you can easily
create satisfying realism in your woodburnings
by producing textures like smooth water
ripples, roughened bricks, soft fur, fuffy
feathers, or creviced tree bark. The weave

of fabric or smooth gloss of an apple can be
reprasented in a woodburning by patterns of
lines, dots, or simply burnishing with a shading
tip. Woodburned textures can be layared one
over another to produce countless effects.

As you practice the line and shading
techniques in this chapter, you'll find you can
combdne techniques to create tone, shading,
shadows, and textures. Shading strokes can
be done over stippling: crosshatching can be
done over shading strokes, and so forth. Be
aware thera are an infinite number of ways to
create effects of light and dark areas and the
Musion of three dimensions. Through practics
and experimentation, you gradually discover
the effects that best express your personality
and styla,
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SOURCES OF INSPIRATION

One of the most enjovable tasks in designing

a wondburning compasition is the process of
hunting for just the right reference material. 1
am continually on the lookout for new subjects
that spark my imagination and resonate with a
theme or poem [ might have in mind.

It is helpful to craste your own personal
reference library of books that inspire you.
Thesa do not have to be expensive; 1 have found
many treasured reference books at library
used book sales, where [ can fill an entire
grocery bag with my find s for next to nothing!
And don't forget to check out the children’s
book section at these sales; many bocks and
magazines for children, such as Banger Rick
and My By Backyard, are fillad with wonderful
photographs of animals, birds, and natura.

If you visit a botanical garden, be sura tolook
at the children's coloring book saction, Mamy
marvelous and inexpensive books contain line
drawings of owers, bicds, insects, gardens,
and trees that are ideal for woodburning,

The “Simple Gifs"” woodbuming.

It's also a good idea to keep a file of clip art. 1
have many shoeboxes fillad with photographs
and dipped pictures from magazines. There is
no shortage of reference material, and if you
collect, organize, and file it properly, you will
have wonderful resources on hand for projects.

Although yoo certainly must respect
copyrights, you can “pamphrase” other
people’s work with discretion by combining
various images and altering them encugh
o that they are no longer recognizable as
exact copies of original artwork. There are
many places on the Internet, such as Google
Images, or in art refarance books where you
can find copyright-free images. The library is
one of my fvorite resources for animal and
nature referance material. You can find ideas
in wallpaper pattern books and the designs on
cloth at fabric stores. Many paint stores give
out discontinued wallpaper books for free.
Don't forget yard sales, and the bock sections
at Goodwill and the Salvation Army. Calendars

WOODBLURNING PROJECT & PATTERM TREASURY

X



32

CHAPTER 2 DESIGH

ara also a fantastic resource for nature and
wildlife photo reference. If your artwork is

for personal enjoyment or created to give as
gifts, and you appreciably alter or combine

the photogmphic reference images you use,
vou do not need to be overly concerned

about copyright law. But if you plan to sall or
publish your artwork, be careful in your usa of
copyrighted materials.

Far me, one of the very bast sources of
inspiration is Mother Mature hersalf It is
delightful to take a walk through my vard and
carefully choose just the right leaf, branch,
pine cone, or acorn toadd to my composition.
Sometimes ['ve even traced real leaves directly
anto my pattem. Mo worries about copyright
infringarment there! [ have a small colledtion
of shells, bird nasts, Indian com, gourds, and
other natural objects dose by to inspire me.
Many of my compositions have included
dogwood leaves and blossoms, rossbuds, cak
leaves, and winged seedpods picked from
my garden. If vou love birds, as [ do, be sure
to have sevaral birdfeaders—mine are right
outside oor dining room window —and keep a
camera handy!

If you are comfortable with drawing, please
don’t forget that old standby—the sketchbook.
Sketching objects from nature or photographs
helps develop an artist's eye for detail and
the imaginaticn to combine objects in a
pleasing way.

TECHNOLOGY

Digital photography is a fantastic tool for the
woodbarning artist. 1love not worrying about
wasting film; I can simply delete the shots that
are not successful.

One of the best investments of time and
money is to take a beginner class in digital
photography. I can now photograph my favorite
subjects in botanical gardens, at the zoo, or at
home. Best of all, 1 can immeadiately download
the images onto my computer, then view,
edit, and print them. The editing program
Photoshop Elements is a simpler, user-frisndly
version of Photoshop, Images can easily be
cropped, enlarged, reduced, converted to black
and white, and printed. It's a wonderful way
to tumn your own photographs into black and
white woodburning patterns.

I also use a scanner, which allows me to
scan photographs and put them into a photo
referance file on my computer. I can print them
when 1 need them, in black and white, in the
size | nead.

If you are not comfortable using a computar,
don't fret. For six vears 1did all my woodburning
work without a digital camera or a computer
to create patterns or print photographs, But
now that Thave made the leap, [ enthusiastically
recommend the computer as a tool if you are
comfortable with technology.



SAYINGS

e LT

In my artistic life, 1 find that inchiding
inspirational quotes and sayings in my artwork
adds a deeper dimension.

Sometimes [ find sayings or quotes that
speak to me, and [ create artwork inspired by
them. Other times, [ create a woodbuming
and then find a quote that enhances the
image. Either way, as you can see from the
woodburnings in this book, I personally love
the magic that is created when art is combined

HOW TO ADD A SAYING
TO A CURVED OR
CIRCULAR BORDER

It is easy to add lettering to a straipht border.
Adding a saying to a curved border i a bit
more time consuming. although well worth
the efiort.

Simply print out your saying in the font and
size you prefer. Draw ruled lines underneath
and abowe the letters and cut them out
in strips. Form the letters into curves by
partially clipping the strip between words
and letters, and then physically spread the
paper apart between the letters to create the
curved shape. The strip can moew be taped to
your pattern, or directly taped to the wood
itself, and then transierred with graphite
paper. Some very savvy computer whizzes
are able to create curved words with just the
right amount of curvature on the computer,
bast | find it uch easier to do by hand.

WOODBEURNING PROJECT

Work is love made visible.

B T T —

Kahlil Gibran

K S .mp

with language. 1 have found great joy in being

able to express myself creatively in this way,
and I hope you do as well.
There are endless sources of inspiration for

sayings you can usz in your woodbumings.
Excerpts from poetry, prose, and scripturs,
lyrics to songs or Broadway show tunes, hymns,
nursary riyymes, favorite sayings—all of these
can be included in your artistic creations.

The Internet is also a Babulous resource.

Applyirg curved lettering. Her= the curved lett=ring is taped in plac= and
ready for trarsferring with graphit= paper

& PATTERM TREASLIRY
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Of course, including savings in your artwork

is a personal choice. Below is an assortment of

sayings that might spark some ideas for you. You
can experiment with the size and placement of

“Wiords are the voice of the heart™
—Cpefcius
“Language exarts hidden power, like the
mizon and the tides.”
—Rita Mae Brown
“Poetry is when an emotion has found its
thought and the thought has found words™
—Hobert Frost

“MHothers hold their children's hands for a
itthe while, but their hearts forever”
—Linknerwn

“Be the change you wish to sea in the world"
—Candhi

“Farnilies are like fudge—rmostly swest with a
—inknorn

“It is better to light one small candle than to
curse the darkness.”
—Fleanor Rnosevel

“Wiomen are fike teabags. We don't know our
true strength until we are in hot water?™
—Fleanor Roasevelt

1 sz the angel in the marble and carved
until | zet him free”

—Michelangelo
“Irmagination is more imporznt than
knowledge™

—Einstein
"Your vocation is the place where your deep
gladness and the world's deep hunger meet.”

—Fredenick. Buedhner

“Blessed is the man who has found his work.”
—Aythor Linknown

“Little ideas that tickle and nag and refuse

to go avay should never be ignored, for in

themn lie the seeds of destiny™
—armer Hoggert in the film Babe

the letters, various font styles, and whather the

saying looks better capitalized or not.
It is your composition, so get creative and
have fun!

"I one advances confidently in the directon
of his dreams, and endeavors to live the life
which he has imagined, he will meat with a
success unexpected in common hours.™

—Henry Diovid Thoreay

“What lies behind us and what lies before
us are timy matters compared to what lies
within us.”

—Rialrh Waido Emerson

“Whatever you can do, or dream you can,
begin it. Boldness has genius, power and
F&EIC in it

—Goethe

“Ordinary riches can be stolen, real riches
cannot. In your soul are infinitely precious
things that cannot be alen fram yow”

—Oscar Wilde

your soul is writing aboast you."
—Maorsha Mormman

“Po act of kandness, howeser small. is
—Aesof, in The Lion and the Mowse

“The more | thank aboast it, the more |
realize there i5 nothing more artistc than
to bove others™

—¥incent Yan Gogh

“Every day is a new beginning!™

—Author Uinknown

“Every great drearn begins with a dreamer”
—Hmrrist Tishrman
“l do not want to die until | have fithiully
rade the most of my @lent and oultivated
the seed that was placed i me, until the fast
small twig has grown”
—{athe Eollwitz

“Tall oaks from hittle acoms grow”
—Author Unknown

“What pleasant paths begin in gardens”
—Author Linknown



HOW A PATTERN COMES TOGETHER

BRIEF OVERVIEWY

You can use the ready-made complete
compaosition patterns provided for you in this
book (see page 102) to build your confidence
as a woodburner Eventually, howevar, you will
probably want to try your hand at designing
your own compositions,

I have tried to simplify this process for you
by providing a large number of patterns to
chooss from in the mix-and-match section of
this book (see page 82).

For example, you could first choose a central
image pattern from either the Complete
Compaositions, or the Elements saction. If
vou want a border, vou could decide which
elements best complement the central imaga
you have chosen and combine them ina
pleasing way. You could choose the chipmunk
for your central image, and then combine
acorns and leaves in a complementary design
in your barder area. If you would like to add a
saying bo your composition, you can refer to
the section on Sayings (page 33).

Let me walk vou through a datailad
explanation of the process of creating a
woodbarning design and pattern. Again, if
vyou prefer; you can skip this section for now
and simply use the ready-made patterns. After
you have some experience with woodbuming,
please do return to this section. You'll be
pleasantly surprised by how easily you can
design your own patterns!

NESCH R T R TR
WOODODEURNIN

o mn T e e o W A CH i i oy

I
J':-Ln F.éats rﬁ“

PLAMNING YOUR
COMPOSITIONS

In essence, composition is simply the
arrangement of your subject matter within
your picture space. The elements that make
up a composition are color, value, lines, and
textures, a5 well as the shapes and sizes of
subjects, and whether they are primarily
vertical, horizontal, or diagonal.

The most important thing is to lay out the
elements (trees, animals, teapots, or othar
objects) so that there is a natural balance to the
composition. Awoid clustering all the objects
on one side or in one corner of the space. It is
also important to have a pleasing balance of
dark and light areas.

In some woodburnings, 1 will start with
a poem or saying, and look for images to
illustrate this theme. [n others, [ begin with
a cantral image that appeals to me, and build
on that. 1 find it deeply gratifying to play with
words and images, and move them around in
different arrangements until I fea] they have a
balanca and harmony that satisfies me.

One of the best ways to try out your ideas
is by doing quidk "thumbnail sketches® to
help you visnalize how your subject will
lock in different formats. I find [ have much
more of a comfort level when [ play with my
woodburning compositions on paper first,
rather than drawing directly on the wood. It is
difficult to completely erase incorrect pendl

35
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breaking through into the central image. Don't be affaid to scperiment with the
border's edges, (Detail from “AL Things Wise and Wonderfil ")

SRBRBRERRERRRE

Creating line miotifs
Transform a smple ire
imto ermbroidery stitches,
floral wires, rope, ora
rrusical staff

measures, of embroidery stitching. You use
a border to define the edges of your central
image and to tie the elements together

You can sae many examples of this in the

Complete Composition patterns section
of the book (paga 102).

As you have probably noticed, I espedally
leove curved shapes, and 1 often enjoy working
in a ciroular or oval format. You may prefer
more geometric shapes, and you can choose a
format that appeals to your sense of beauty and
balance—the choices are infinite. Remember
to do a few small, quick thumbrail sketches to
halp you visualize how your subject might look
within aach format.

Later on, as we begin to woodburn, you will
learn strokes and special effects you can make
with your woodburning tips that can be used
to tie the various motifs in the border together,
You will learn how to delicataly bum along
the edge of the platter to define the edges of
the border You can use the shading tip to
create a subtle, bured wood lock in the empty
spaces between each element of the border.
You will learn to use stippling, crosshatch, and
baskat weave patterns to fill spaces and unite

the composition.

HOW A PATTERN
COMES TOGETHER

A pattern is a composition drawn on tracing
paper that can be transferred to the wood.
As 1 have mentioned before, beginning with
a full-size, carefully drawn pattern is the key
to success in woodburning, Or at the very
least, you can tape individual designs at the
appropriate places on the wood and transfer
them one at a time, if you prefer not to create a
full pattern. The point is to not draw freshand
on the wood because it is hard to erase major
mistakes in pyrography—it's much better to
make the mistakes on the tracing paper
Parsavara in your efforts to create your
own personal patterns, even though it may
saem difficult at first. The hours 1 have put
into creating pattarns have raally paid off in
enjoyment af the burning time, the flow of
creativity, and the satisfaction of a comfort
zone as [ work, since the compaositional
problems have been worked out in advance.
Of courss, 1 will occasicnally totally “wing
it® in some pictures and make things up as
I go along, but this is a mech more diffi cult,
stressful, and precarious way to work.

WOODBLURNING PROJECT & PATTERM TREASURY
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STEP 1: CHOOSE THE SI1ZE
AMNMD SHAPE OF YOUR WOOD
The first step is to decide if your composition
will be designed for a round basswood platter,
or a rectangular or square birch panel, or
perhaps a wooden box lid, or other project.
Once the size and shape of your wood are
determined, you can proceed with planning
your design.

STEP 2: CHOOSE THE
CENTRAL IMAGE

ﬁnﬂfﬂuhﬁm& decided on a central irmage or
alement pattern to be used in the central area

of your composition, you can enlarge or reduce
this image to it the size of the wood. This can be
done on a photocopier machine or by scanning
the image into your computer, resizing it, and
printing it out. Or you can trace the image using
transparent tracing paper then enlarge or reduce
it on a photooopier or computer. Photocopier
machines are often available at office supply
storas and librarias. The beauty of tracing paper
isyou can flip the pattern over and use the

design in reverss as well.

STEFP 3: DO YOU WYWANT

TO ADD A BORDER?
Decide if you want a frame or barder around
your central image, and if so, proceed to choose
the motifs you like from the elem ents patterns.
Make tracings or photocopies of thess patterns,
and resize them to fit on your wood.

STEP 4: ARRANGING
THE SEPARATE PARTS
INTO A PATTERN

At this point, you have the choice of either
making a master pattern sheet or simply taping
each of the individual elements and the central
image to vour wood, and tansferring each

saparately. If the design is fairly simple, you can
easily use the method of taping each individual
pattern piece to the wood and then transferring.
If the design is complex, I usually make a master
pattern, 5o I can be sure all the parts work well
together in a balanced composition.

Making a master pattern. To make a master
pattern, cut a piece of tracing paper to the
size of your wood piece, or trace your wood
shape onto a larger sheat of tracing paper.
Taksa all of the printed or traced elements and
central image patterns, out them oot, and move
them around on the tracing paper until you
are happy with the composition and it seems
balanced and satisfying. Using tracing paper
enables you to draw lines where you nesd to
and boconnect or augment the imagas. You
won't need to copy every little detail of the
photographs you use as reference onbo your
master pattern. Focus on the main outlines and
features, and indicate fur direction or feathars,
eke., with short strokes as guides.

Tracing paper pattern sheet for "foung at Heart)” faped to the wood and ready

to trarsf=r
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to trarsf=r
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When you are satisfied, tape the aat-out
images to the tracing paper with small pieces
of transparent tape—just enough to hold them
down, so that excess tape doesn't interfere with
the transfer stage, later on.

STEP 5: TRANSFERRING YOUR
DESIGN TO THE WOQOD

The final step is to usa graphite transfer paper,
and transfer your design to the wood. This isa
strightforward process and not nearly as time
consuming as you might think.

After considering the wood grain (see
sidebar, page 44), simply tapa your master
pattern sacurely to the wood at the top or side
with masking tape. 5lip your graphite tmnsfer
paper under the master pattern. Be sure that
the graphite side is facing down. Many people
like to use a red ballpoint pen so that they can
sea which lines they have gone aver. Using your
pen, carefully draw with slight pressure over all
the lines in the pattern. Peck underneath the

Pattern transfer for “Yourg at Heart”

WOODBEURNING PROJECT

graphita paper to cheds how dark your lines
are coming out on the wood. Try to get them
just dark enough to be cleacly visible. Be careful
that the pattern does not shift while you are
working. Also, try not to rest the palm of your
hand on the pattern because it will transfer
large smudges of graphite onto the wood.

After removing the pattern and graphite
paper, you can make use of your artists'
kneaded eraser to clean up any smodges on
the wood. Soggestion: It is very impaortant to
warm up the eraser in your hands or it will not
work proparly. To do this, stretch it out like
Silly Putty and knead it like bread dough for at
least thirty seconds. After doing this, you can
press the kneaded eraser onto the smudges
and lines to lighten them or very gently rub
smudgas deanly away.

MAKING PATTERNS OF YOUR
PETS FROM PHOTOGRAPHS
Making patterns of your pets from your own
photogmaphs is easy to do and does not require
great drawing skills. On your computer, simply
convert your photograph to blade-and-white,
and print it out on standard white paper at

the size you need. You can use this copy as
your pattern. If you are not comfortable with

a computer, simply bring your photograph to

a facility with a copier and enlarge it in black
and white, to the size you nead. Then simply
slip a piece of graphite paper undernesth and
transfer the image to the wood.

If you do enjoy drawing and feel confident
with your skills, you can use a drawing asa
pattern that can then be woodburned. Asan
example, on page 43 is a drawing [ did of my
daughter, Laura, when she was a baby. The
drawing was done with graphite drawing
pendils. I did have to readjust the details of
her dress in order to clarify the lines for the

& PATTERM TREASLIRY
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Photograph of Srovw Bear

woodburming. [ found a dress 1 liked, stuffed it
with plastic bags to create a model, and redrew
the dress for the woodburning,

A full-color painting can also be comverted
into a black and white pattern and used to
create a woodbarning. For example, [ made
the painting of my daughter, Rachal (page 43],
with oil paints on illustration board. I had to
add much more detail to the border to create
the woodburning, since woodbumings are
=0 detailed.

Completed woodburning
of “Srow Bear”
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Graphite drawirg for"Fleasant Dire=ams"

IF-!-fI n r-__-":‘f - |

Partially comipleted woodburming of "Cde 1o oy
with the pendil transfer res stil showing on the
urburresd parts.

."-:1

Cornpleted woo dburning of “Cide to Joy"
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THOUGHTS ON WORKING WITH WOOD GRAIN

One of the things we woodburming artists cannot change ia
the fact the WOOD HAS GRAINI Wanod i not a flat, white,
perfect, manmade, commereially manufactured surface ke
paper, canvas, of gesso board Sometimes, no ratter how
carefully you lay owt your pattern so that your design will
work harmaniously with the woed grain or knot pateerns,
the wood grain will make i presence lnown loud and
chear in spite of your best efforts. As you can see in the
examples here, the grain lines are quite visible.

‘Woodburning can sometimes seem like 3 contest to
overcome the effects of the wood grain, and sometimes,
the grain “wins." | hawe learned, after many such power
struggles, that it's best to stop fighting with the grain and
accept that this is one of “the things | cannot change.”
Mor would | want to.

That being said, it is important to consider the way
you line up your pattern with the grain lines before
transferring the pattern. This reans simply thinking
absout which direction most of the texture lines will
be going (for example, fur lines). If it is possible to get
the majority of the texture lines to flow in the same
direction a5 the wood grain, rather than crossing in a
perpendicular path over the grain fines, this is preferable,
though not abways possible. |ust do the best you can to
line up the grain in a way that makes the most sense, as
you consider howy your burning lines will cross the grain.

Effects of wood grain. Detal fom “Kind Hearts Are Gard=ns.” Effects of wood grain. Cetail from The Loweli=st of All was
the Unicom.”*
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CREATIVE USE

OF GRAIN LIMNES

Zome woods can have strong lines and
distinctive markings that only add to their
unigqueness. & woodturning friend gave me an
unfinished hand-turned ambrosia maple platter
as a gift. The hales and subtly colored streaks
ara made by the ambrosia bestle as it bores into
the maple tree.

Itwas a real challenge to designia
woodburning composition on such a special
piece. 1did not want to cover up any of the
amazing natural markings with my design.
My goal was to choose a simple composition
that would allow the beauty of the wood itself
to shine through. I chose a quiet landscape
subject because to me the mardkings suggested
wispy elongated clouds and fowing fields, I
first traced the gmin patterns on a piece of
tracing paper, and designed my landscape on
that paper. I placed my pattern horizontally,
coordinating with the grain lines. I then
transferred and woodburned my design,
as you can see at left. The taped thread
helps me dearly establish my vertical and
horizontal crientation.

Grain lines in the
armnbrosia maple platter
before woodburning.

rmaple platter with the
grain lires indicated ard
thee design sketched

The compleosd
armbrosia maple platter
with the thirds miturs
wood firish applied.

WOODBURNING PROJECT & PATTERM TREASURY 45






(:JZ?&/)/@;' 3

PRACTICE PROJECTS

To help you become comfortable with your woodburner

and tips, | have designed two practice projects students have
enjoved. Just as athletes. dancers, musicians, and singers must
do warm-up exercses and prachce constanthy: it is helpful for
the artist to do exploratory projects to learn the full range of
expression possible with his or her tools and materials.



CHAPTER 3 | PRACTICE PROJECTS

OVERVIEW OF THE PROJECTS
The two exerdsas in this chapter will help r'T_.__

vou leam the capabilities of each of the five
recommended tips. A5 an added bonus,

you will have two besutiful and impressive i
refarance charts to hang on your studic wall! "y
The first project is the Crazy Quilt Sampler, -\I L1 ¢
and the second is the Foor Basic Shapes. Let’s > -
discuss a few basic techniques befors we begin. '_"'—-:..,'__,,___..—— -

el
TECHNIQUE
For those of you who are beginners, let’s start
with some simple line strokes on scrap pieces M A
fbimivand af b plywool, Wishreya. [0 “o) ﬂ":"-"'

"'-..
good idea to practice your strokes on scrap ‘@' .
wood first when working on a project. Save k \'-\"nt 2 I:‘:u

small scrap pisces af %" (Emm) birch P]T“":":'d- Practica board. k= practice: bcards to esperiment with the ful mnpe of textures
and nes you can oeake.

or whatever wood on which you are working,
Test the point of your woodburning tool on
the scraps, and experiment with different heat
settings until you are sure you can produce
the effect you want. This will reduce the risk of
spoiling your work.

To keep your tips clean as you work, keep
a small piece of fine sandpaper handy (200
grit or higher) or a fine-grit sandpaper type
nail file (220-320 grit). Use it to clean carbon
build-up from your burning tips as you work.
Shut off the burner and let the tip cool fora

few minutes before deaning it. You will know Cleaning a woodburning

tip with a sardpapertype
raail file.

if your tip neads cleaning if the tip drags or
skips on the wood, or if it makes inconsistantly
bumned lines. It is not difficult to keep your
tips dean, and for finely detailed work, it is
essential. Simply stroke the cooled tip on all
sides across the sandpaper or nail file. It's

that easy!

Let's go over a few basics as you prepare
to begin woodburning. How you hold the
woodburning pen hand piece is important
and a matter of personal cheice. I hold my
woodburning pen just as I would a pencil.

Haolding, the
woiodburming pen.
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Experiment with extending your pinky finger
on the work surfaca to balance your hand, or try
keeping it curled under your hand. Do what is
most comfortable for you. Some people prefer to
hold the pen in the “sketching position,” with the
index and mid dle fingars extended full-length on
the pen, and the thumb undernesath. I find this
position awkward, but some students prefer it.

Experiment with moving the pen tip forward
and badkward on the wood surface with your
fingars, without moving the rest of your hand.
Get the feel of the pen in your hand and be
aware of how the cord moves as you maove
the pen. Always be sure to keep the cord away
from the hot tip. Learn to hold your pen lightly;
squeezing too hard will make your fingers ache
and your hand hot.

If Einstein were a woodcrafter and he were
to write an equation for woodbumers, it would
not ba E=me®, Instead, (bongue firmly "in
cheak®), it might be something like this:

What I mean by this is that D (the darkness
and depth ofthe line you create) will depend
on thasa variablas:

£ is the soffmess or hardness of the wood vou
have selected for your project. For example,

pine is a soft wood and will burn much more
easily than a dose-grained, harder wood like
birch or mapla.

T® is the temperature at which you have set
the woodbumer’s heat control knob. And the

Remember to position your work
piece =0 that you can pull the stroke toeward
you as you make the fmes. This will give you
rruch more controd, accuracy, and comfort.
| am constantly roving my piece of wood to
a position that rmakes it easier to burn the
lines. Cine of the bigeest mistakes beginners
rake is to abways keep their wood in the
same position. Don't be afraid o move
your wieod around to get the right angle or
poasition for burning comfartably.

amount of time the pen tip spends touching
the wood, which is controlled by the speed at
which you move the pen tip. (The slower you
move the heated tip on the wood, the darker
the line.)

To illustrate this, try an experiment on a
piece of scrap wood.

Using your C-1 (small calligraphy) tip,
sat your woodburner (GE you hava a variable
temperature machine) to a medium setting.
On the Colwood Detailar, I would use satting
& or 7. Now, make a series of straight lines,
using the corner edge of the U shape of the tip.
Starting at the top of the line and pulling the
pen tip toward you, move the tip on the wood
from top to bottom. You can see thess lines on
my practice board on page 48,

Time. If you move at a slow spead as you
come down anto the wood, your line will be
darker at the top than at the battom, and you
may fnd you create a little burned hole or
crater at the beginning of the line. You can
soe these holes in the three lines drawn on
the left hand side on my practice board.

In woodbumers' linge, this is called a "Blab®
lor "the dreaded blob!®). It can also happen
if you slow down or pause mid-line. To avoid
this, try gliding smoothly at a consistent
speed, and then lifting off smocthly at the
end of the line, like a hawk catching a fish.
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With practice, you will be able to make a
smooth line. Don't gat too frustrated by gougas
and blobs—there are simple ways to fix them,
which we will cover in the next section.

Temperature. Mow let's experiment with
raising and lowering the temperatura, You
will find that at the highest heat ssttings
(8-10), your tip will glow red-hot. Mo matter
hew quickly you maove it, the tip will flare
and scorch the wood, At the lowest heat
settings (1-4), vou will hardly be able to
make anmy mark at all.

With practice, you will learn to coordinate
time (the speed of your hand) and the
temperature setting with the softness ar
hardness of the wood. It won't take long befora
you are able to create a consistent burn depth
and darkness. Remember that experimenting
and making mistakes is the best way to
learn anything new—relax, have fun, and
anjoy yoursalf

It is not necessary to use a lot of prassure
on the woodburning tip to create darker lines.
Prassure should be light—keep experimenting
with the temperature sattings of the
woodburmer and your speed to control the
darkness and depth of the barn, mther than
resorting to pushing down hard on the tip,
which can quickly cause hand and finger strain.

FIXING MISTAKES AMND
COMMON PROBLEMS
Many of the burning techniques [ use
have been discovared by accident and
experimentation. 've done a lot of scmping
and sanding of mistakes over the years! You
will be surprised to learn that wood can be
quite forgiving.

Fixing mistakes. My best woodbuming
friend is my little X-acto knife (hobby blade). I
like the kind with the snap-off blade sections—

when it starts to get dull, simply take pliers and
break offa 4" (&mm) section along the groowed
lines, and voilal —you have a fresh, sharp adge.

[ use it to scrape off mistakes, lighten an
area that was too darly burned and pidk
out highlights. I even use it to scrape animal
whiskers, chipmunk stripes, grass, or stars into
a darker background. I can soften fur outlines
and make them look more natural. I find the
blade works much better than sandpaper to
erase mistakes becauss it does a deaner job.
Also, using a knife blade is much more precise
than sanding. Sandpaper can leave an uneven
surface over a large ares, but the scraper can
remove a burmed line without removing the
wood surrounding it. Overuse of sandpaper
can change the texture of the wood so that the
sanded area d oes not accapt stain or paint in
quite the same way. The knife will not affect the
wood’s texture as much.

Albways remember to gently scrape away
many shallow layers, rather than gouging
the wood or trying to remove the mistake in
just a few strokes. Also, be aware that the top
birch layer on birch plywood is approximately
4" thick, so scrape gently to avoid piercing
through to the under layer,

Blobs. If you hesitate just after the tip
towches the wood, you will find that your
lines are darker at the top, with a blob ar
crater at the start and maybe even at the
finish of the lins. With a little practice, this
problem can be overcome by considering
vour motion and speed. Your tip is the hottest
when it first touches the wood, and the trick
to overcoming this is to make sure the tip is
in motion as it “lands,” and then adjust your
spead to maintain a consistent burn depth and
darkness. Always keep the tip in motion from
the point of contact to the “lift off” The tip
should glide lightly and smoothly.



A PERSONAL EXAMPLE OF FIXING A MAJOR MISTAKE

Chocasionally | will make a serious mistake on a large area
of the wood, as | did while working on the woodbuming
“Peace” | was having so much fun burning the lion's mane
that | didn't realize until | finally stepped back from my
wiork and looked at it from a distance [do this often!) that
he locked like he had a huge Elvis pompadowr or had just
corme from the beauty parlor. | call him the Liberace Lion,
wihom some of you may remembser as the famows pianist
wirth the mountain of hair,

Here's 3 case where you rmiust carefilly use a sander to
erase your mistake, which is quite scary to do on birch
plywood. i you sand down to the under layer, you're

Bent points. Sometimes the heated point of
your woodburning pen will bend. Mo problem—
after shutting off the woodbumer and letting
the tip cool slightly, just turn the point around,
and press it gently back into position on a scrap
piece of wood from the opposite direction. This

can also be done gantly with pliers.

sunk! Fortunately, | was sble to get mast of the lines
off, although | had burned them in 3o deeply, they were
still visible after sanding. Rather than taking a chance on
sanding any deeper, | decided to 2dd a thick grove of trees
and follage behind the Ban to hide the lnes, which worked
wiell, although they are still visible. Sometirmes mistakes
will lead you to solutions that wark even better for your
picture. | was originally planning to have a plain, quist sky
areq in the cuter border. But the trees added a ot to the
woodburning, and | wouldn't have added them i | hadn'e
bungled the lion's mane. Mo one has ever mentioned the
strange curvy lines in the trees behind the lion's head!

"Peacs,”" the completed woodbuming.

Scorch marks. Ifthe heat is sat too high, the
tip will burn an uneven line with golden scorch
marks along the adges. Scraping with a blade
will help to dean up the edges a little, but it
is hard to completaly get rid of scorch marks.
Practice on scrap wood to establish the correct
heat setting and hand speed that you nead to
bum a nice, neat line, without scorching,

WOODBLURNING PROJECT & PATTERM TREASURY
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Dealing with wood grain. As 1 discussad
in Chapter 1, the grain lines in wood can burn
differently from the surrounding wood, either
lighter or darker. Try adjusting your tip speed
as you cross the grain. If the grain is softer than
the surrounding areas, you will have to speed
up to prevent the line from becoming darker If
the grain is hard er than the surrounding areas,
vou will have to slow down to prevent the line
from becoming too light. Sometimes you may
hawve to go back over the grain areas and do
additional burning to even out the areas you
have burned. Don't forget, you can always use
your knife blade to scrape areas of your lines
that are too dark.

Adjust your heat dial for each different
burning tip that you use. Each tip will require
a different heat setting to create the same
affects. Practice on your practice scraps! One
tip may bum very dark at 7, while another tip
will need to be s=t at 8.5 to achieve the sams
degree of darkness. I sometimes burn with my
right hand holding my burning tip, and my
left hand constantly adjusting the heat satting
knob. Differant areas of the wood will require
different heat settings as well, as the density
of the grain varies. Be prapared to constantly
adjust your heat setting as you become
more proficient.

PRACTICE PROJECT #I

CRAZY QUILT SAMPLER

Goal. Tolearn the capabilities of each tip, and
to build a vocabulary of textures that you can
use in your woodbumings.

To encourage you to relax and see this
exercise as a fun learning opportunity, [ hawe
intentionally made my meamples in each square
of the sampler rather loose. The computer and
magazine images that wa are all bombarded
with are so perfect and airbrushed, I find that
it's always good to remind ourselves, as artists,
that we are mot computers. It's okay to have
rough areas and inconsistencies in cur work—it
adds to the charm and handmade quality of the
woodburnings. Woodburning has long been
considered to be a rustic, natural type of folk
art, sowe can always daim that our errors are
intended to add to the rustic quality! Be patient
and tolerant with yoursalf in this learning stage:
we aoften learn more from our mistakes than
from our successes.

The examples I'va given for each square of the
samipler are simply suggestions to guide you.
Please feel fres to discover and use variations
on themn or to experiment with your own lines,
patterns, and textures in the sampler blocks.

In the photos on page 54, you can see several
samplers completed by students in one of my
woodburning classes, Motice how sach has its
own unique personality. Feel free to be creative
as you complate your own sampler

TRANSFERRIMG THE PATTERN
After enlarging or raducing the size of the
Crazy Quilt Sampler pattern to fit your wood,
transfer the design to the wood piece you have
chosen using graphite transfer paper You can
use a ruler to guide your pen as you transfer
the straight lines from the pattern. Try not

to rest the palm of your hand on the pattern

to avoid excess graphite being inadwartently
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“Crazy Quilt Sarmpler™
practice project #1.
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transferred to the wood surface. Don't forget to
sand your wood before transferring the pattern.

My sampler was done on a 12" x 12" (305 x
306mm) piece of Baltic birch. Ilined up my
pattern with the grain, so that the grain rins
vertically from top to bottom. Remember, the
direction of the grain lines will strongly affect
the lines yvou burn,

r

e

'@m’ i wly

Cutline the squares with the corner of
your C-1 tip, orwith your C (writing) tip if
you are more comfortable with that. You can
outline just a tew blocks at a time rather than
burning all the lines at once, Althoogh usinga
ruler when transfarring the pattern is helpful,
for this woodburning stage, you do not nesd
to usa a ruler, Don't worry about making the

WOODBLURNING PROJECT & PATTERM TREASURY
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woodburned outlines parfectly stmight—once all
of the blocks are Allad in, it will not matter if the
lines are slightly wavy. You can maks the lines
medinm dark for now. After you have completed
all the blocks in the sampler and textured the
edges, you can go back and darken all of the lines
with your C-1 tip. Relax and let yourself enjoy
the adventure of learning to wood burn!

Bow with your C tip, label the rows
numerically and alphabetically as shown. Ifyon
prefer a finer line, use the Micro C tip.

C-1 SMALL CALLIGRAPHY TIP
Lat's begin our sampler with the first three
rows on the left hand side, which will all be
done with the C-1 tip. Remember the goal is
to learn, not to create perfect squares or to

.

The C | smal
caligraphy tip.

This extremely useful tip is actually three
tips in one. When using the corner of the tip,
it performs like the C (writing tip). When used
with the wide edge held horizontally on the
burmning surface, it can be used to make broad
areas of shading. When hald at a 45* angle
to the wood and rotated between the thumb
and fingers, it can be used as a calligraphy tip,
creating gracefully corved thin and thidk lines.

A-1 checkerboard. Lightly pencil in
guidelines to create the checkerboard pattern
so that the squares will be evenly spaced.
Constantly experiment with your heat satting
to learn to control how dack or light you make
your lines. Practice on your scrap wood first.,
Remember to dean your tip often if it drags or
bums unevenly.

Student samplers from the 2009 John C. Campb=l Fok 5chool woodbuming dass.

WOODBURNING PROJECT & PATTERMN TREASLURY
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Pattern for the “Crazy Quile Sampler” Erlargs Z00% for actual size.

Using the entire wide edge of the tip, make
the dark squares. Mow, using the corner edge,
draw the light wertical linas in each light squara
of the chedcerboard. Don't forget that you can
gently use your scraper knife to lighten areas
that may burn too dadkly.

A-2 parallel lines. Thesa are stmight,
freehand lines, all stroking in the same direction.
Apgain, using the corner edge of the C-1 tip, draw
wvartical lines from top to bottom of the square,
close together. Go more slowly at the top half
and use slightly more prassure, to make the line
darkar. Let your line become lightar toward the
bottom half by stroking faster, with lass pressure.
Always be sure to pull the stroke toward you, and
then lighthy “lift off* at the bottom of the stroke.
This should cresta a lighter, thinner line toward
the bottom of the square,

A-3 interwoven strokes. This square is
simnilar to large, thick crosshatching and will
halp you practice going across the wood grain.
With the tip on its wide side edge, stroke

horizontally in 5 or é stripes across the square.
Then repeat this motion vertically to create a
criss-cross effect.

A-4 stippling (dots). Stippling is the use
of dots to create shadows, textures, and 3-D
effacts in images. The effect is created by
tapping the corner edge of the C-1 tip on the
wood at a 45° angle. Experiment with dots and
short dashes on different heat settings, closer
together ar further apart.

A-5 short strokes. Remember to position
your wood so you can pull the pen strokes
toward you. Make short or longer lines,
slightly curved, going in the same direction,
and slightly ovedapping or askew, rather than
strictly parallel. This technigue is useful for fur
lines, short grass, and hair. To make fur look
natural, be sure to curve each stroke to follow
the contours of the animal's body.

A-6 stone path. Use the wide edge of the
tip on high heat to create random shapes
saparatad by thin, unburned areas of wood.

A-7 fine crosshatch. Crosshatching is two
groups of paralle] lines that are parpendicular
to each other. Learning to crosshatch will teach
you a handy way to create shading, texturs,
shadows, and depth in your work, Turn your
wood 50 you can pull the tip toward you.

A-8 curves., Practicing curved lines will help
you develop control and fexdbility of your pan
tip. As you progress through the curva, roll
the pen between your thumb and fingers. Use
the wide edge of the tip, and mowve it from side
to side in a smooth motion, angling it as you
make the turns.

A-9 concentric circles. Begin by filling in the
four corners of the square with short, curved
strokes, rotating the wood so the pen tip pulls
toward you as you make the curved lines.
Aftar filling in the four corners, which creates
a blank cirds in the center, make shart, curvad
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connecting strokes, working toward the center
from the outside of the drde, There is no need
to try to deaw the whale spiral all in one stroke.

A-10 small fish scales stroke. This is a
curved, hooked stroke, using the corner edge
of the tip. The curve and badkstroke use a bit
more of the wide edge, and hence, this part of
the line is darker and wider Holding the pen
g0 the comer edge touches the wood, move the
tip to the laft, making the thinner line. Then
curve down and around the C-shaped hook, and
then badk to the right. On the C curve and back
stroke, make the line wider by using the wida
edge of the tip, and holding the tip down longez

B-1 triple crosshatch. This stroke can
be used in the darkest, shaded areas of your
woodburnings to create depth and texture, On
top of the regular perpendicular crosshatching,
(a5 in A-7), add an additional layer of diagonal
woodburned lines using the corner of the tip.

B-2 wavy, curved lines. Roll the pen
between vour thumb and fngers, using the
corner of the tip. Wavy lines are useful for
depicting the grainy patterns of wood or the
rippled patterns on water

B-3 short, overlapped dashes. Using the
corner of the tip, make heavy layers of short
dashes, leaving the inner circle lighter than the
adges to creats a 3-D effact.

B-4 random dashes with “tails”. Heres
your chance to make blobs on purpose! Hit
the wood hard with the tip comer and tmil off
lightly to make the tails. Turn your work as you
go, and aim for a random pattern.

B-5 basket weave pattern. This is a handy
texturing pattern for filling in blank areas on
borders. Dmw the horizontal and vertical
guidelines lightly in pencil first. For more
definition, darken the striped lines of each tiny

baskat weave square on one side anly.
B-6 large dots. Using the corner of the tip,

experiment with raising and lowering the heat
satting to intentionally create a light goldan
brown halo of "scorch” surrounding each dot.

B-7 nine block cross. The dark squares are
made from vertical lines burned close together
on a high heat setting, The lighter squares are
creatad with lightly burmed lines drawn further
apart, on a lower heat setting.

B-8 curved line basket weave, Thisis a
random design of interesting, curved lines,

B-9 diagonal criss cross. Use the wide edee
of the tip, making lengthwise lines from corner
to corner

B-10 feathers. Position your wood upside-
down so you can pull the strokes toward youo.
First, make three long, slightly curved lines.
These will be the central quill lines of the
three feathers. Beginning from the central
lines, use the corner of your tip to make shart,
curved feather vane lines, Do not outline the
feathar edge.

C-1 wavy lines. This square is similar to
B-2, with even thicker and thinner lines and
is usaful for depicting wood grain or water
ripples. Use the corner edge of the tip but roll
slightly to left and right, onto the widsr edge, as
you make the curves,

C-2 large fish scale. Follow the directions
given in A-10. After laying in all the scales, go
back in with the corner of the tip and make
shaded parallel lines at the base of each "scale”
to add depth and dimension.

C-3 wide-thin pattern. Diraw the shapas
with the corner of the tip and fill in with
pamllel lines.

C-4 curved contour lines crosshatch.
Contour lines, made with the corner of the
tip, follow the shape of the object—great for
depicting rounded objects.

C-7 fur lines. Shaort, diagonal strokes made
with the corner of the tip.



C-8 wayy lines. Gently roll the wide adge of
the tip between thumb and fingars as you pudl
the pen towsand you.

C-9 leaf pattern. This square uses a
technique similar to the one used in creating
feathers in B-10. Tirm your board upside-down
50 your can pull the pen toward you as you burn
the lines. Cutline the leaf shapes. Draw in the
cantral leaf veins, Make corved lines, gracefully
radiating outward from the central vein to the
leaf edge with the corner of the Hp.

C-10 diagonal dashes. Usa the corner of the
tip to make quidk movements, setting the tip
down and lifting off.

MINI | TIP (MINI

‘TIGHT ROUND™)

The edge of the rounded tip of the Mini ] allows
you to easily make straight or curved lines in

a tight radius, and it can also be laid flat on its
side and used as a shader in tight spaces.

D-1 random squiggles. Make these using
the thin edge of the tip, held at an 80* angle to
the wood.

D2 diagonal wide lines. Hold the pen ata
45" angle to the wood, using the flat surface of
the tip, laid on its side.

D-3 vertical lines. Thess lines are drawn from
top to bottom using the thin adge of the tip.

D-8 crisscross lines. The lines are made
with the tip flat on its side.

D-9 checkerboard. The vertical lines in the
darker squares are mada with the edge of the
tip with higher heat and with the lines closer
together The horizontal lines in the lighter
squares are made with lower heat and with the
lines further apart.

D-10 curved wavy lines. The thin adge and
the flat surface of the tip are used in each line
by rotating the tip between your thumb and
fingars as you move across the wood grain.

WODDEURMNIMNA

The Mini | “tght
rourd” tip.

E-1 vertical wavy lines. To create a halo
effact of light golden “scorch.” turn up the
heat and make vertical lines while rolling
the pen between your fingers so you alternate
using the wids edge and thin edge of the
Mini [ tip.

E-2 spiral. Using the thin adge of the tip
and beginning at the four cuter corners,
first make thin, curved lines in each corner,
which will create a blank circle in the middle.
Then, rotating the wood, make short, oarved
connecting strokes until you reach the center,

E-9 vertical lines. Move the tip more slowly
at the bottom of the line to darkan as you poll
the tip toward you.

E-10 stippling dots. Hold the thin edge of
the tip at an B0F to 90° angle to the wood and
tap to create dots,

F-1 diagonal dashes with light gold
“scorch” halo effect. Turn up the heat a bit to
get the halo effect.

F-2 leaf shapes. Outline the shapes with the
thin edge of the tip and fill in with the flat edge.

F-9 stone path. Outline the shapes with
the thin edge and fill in with the fat edge on a
highar heat setting,

F-10 curved contour lines. This square was
created using the thin edge of the tip.

THE MC TIP {MICRO C)
This tip writes just like a fine ballpoint pen.
[t glides along the surface of the wood, and is
useful for very fine details, incloding lettering,
signatures and shading,

-1 alphabet. Pmctice creating letters with
the MC tip.

PROJECT & PAT
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Tha MC (Micre T} tip.

-2 light vertical lines. These lines are
drawn from top to bottom.

5-3 fish scales. Make a curved,
hooked stroke.

3-8 fine crosshatch. Draw horizontal and
vertical lines to create a crosshatch pattern.

-9 fine basket weave. Squares with
vertical lines are alternated with squares with
horizontal lines. Emphasize the thickness of
the lines on one edge of each tiny square to
craate dimensionality.

G- 10 wavy lines in random patterns. This
pattern is handy for depicting wood grain and
water ripples.

THE C ({WRITING") TIP

The C writing tip is just like the Micro C tip
axoept that it has more of a curved surface to
work with and is larger.

H-1 curved contour lines. These lines are
made darker at the edge by going slower and
using slightly more pressure, Keep the lines in
the center area lighter.

H-2 brick pattern. Outline the bricks first
and then fill in with dark lines close togethar, If
vou accidentally burn too Ear into the light area
between the bricks, gently scrape thess areas to
lighten them.

H-3 semi-circles converging in the center.
This is a mnd om pattern designed to help you
practice ourved lines.

H-4 diagonal lines. Thess are simple
diagonal lines running from corner to cormer.

H-7 wide-thin pattern. Outline the shapes
and fll in with dark lines dose together
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H-8 overlapping waves. This is an attractive
pattarn created with curved, overlapped lines.

H-9 textured flagstone. Outline the
“flagstones” and stipple inside the shapes. Fill in
the dark areas between the stones with short,
dark lines, close togather.

H-10 large fish scales. Each “scals® is
shaded with parallel lines at its base to indicate
overlapping and create a sense of depth.

I-1 herringhone pattern. This is a simple
line pattern filled in with short lines going in
opposite directions.

1-2 your initial. Lightly sketch your initial in
pencil. Leave the inside area of the letter blank,
and surround it with stippling.

1-3 crosshatch. This is a simple crosshatch
pattern, useful for many applications.

I-4 spiral. Begin by filling in the four comers
of tha square with short, curved strokes,
rotating the wood so the pen tip pulls toward
you as you make the curved lines, After filling
in the four corners, which creates a blank circle
in the center, make short curved connecting
strokes working toward the center from the
outside of the circle. Don't try to draw the
spiral line all in one stroke.

1-5 corved line basket weave. This pattem
is made by alternating two-strand and three-
strand basket weave and using curved lines
betwaen the woven areas.

1-6 stippling dots. The dots are craated with
the tip hald at an 80 to 207 angle to the wood
and tapping.

1-7 grass clumps. Tumn the sampler upside-
down and pull the tip toward you in short,
ourved strokes, to create "dumps of grass?

Thes Z "writing”™ tip.



1-8 wavy lines. Move your whole hand and
the pen tip in graceful, curving motions to
create the wavy lines.

19 random cross pattern. Thess lines
are created by simply “writing” with the
woodburning tip as you would with a pen. Do
ba caraful to touch down lightly and lift off
gently to prevent blobs.

1-10 horizontal broken dash lines. Kesp
the heat setting on medium low to prevent
Blobbing and scorching as you burn the
short dashes.

THE 5 'SHADING' TIP

The carved, flat edge ofthe shader can create a
huge variety of effects and can cover large areas
of shading quidkly and smoathly. Experiment
with different heat settings.

I-1 star. Using the flat, marved surface of the
tip and rotating the wood as you proceed, pull
shaded bands of woodburning from the outer
edge of the square toward the center, leaving
the center area lighter. Then, using your scraper,
scrape rays of light coming from the cantml
light area and extending into the dark shaded
areas, This is very dramatic in night scenes,

1-2 random swirls. The swirls are created
with the flat, curved surface of the shader.

I-3 wavy vertical lines. The wavy lines are
made with the flat, curved surface of the tip.

I-4 stippling dots and dashes. Hold the
shader upside-down, with the tip at an B0F to
90* angle to the wood, and tap on the surface,
at a low heat setting, to keap the effect light
and delicate.

I-5 crisscross. Horizontal and vertical
bands created with the fat, curved surface of
the shader

1-6 soft feathers. Turn the wood sideways so
you can pull the shader tip toward you. Make
the central quill line of each feathar with the

NESCH R T R TR
WOODODEURNIN
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The & “shading” tip -

tip of the shader Then, using the flat, curved
surface of the tip, gently make curved linas to
reprasent the feather vanes coming from the
central quill line, Straight lines on feathers will
lock unnatural.

J-7 large fish scales. Usa the flat, curved
surface to create curved, hooked shapes.

J-8 wavy lines. This is a random pattern
creatad with the flat, curved surface of the
shader. Vary the pressure and the spesd at
which you move the tip to get the dark and
light effects in each lina,

7-9 checkerboard pattern. The dacker
squares are made with the flat, curved surface
of the shader. The lighter squares are done
with the upside-down tip of the shader used
to make vertical lines. You can also draw the
lines around each of the small squares with the
upside-down tip.

J-10 overlapping waves. Use the flat, curved
surface of the shader to draw the curved linas

af the waves.

FIMISHING TOUCHES
ON THE CRAZY QUILT
SAMPLER PROJECT
Using the flat, corved surface of the 5 tip,
burn a dadk bordar around the outer edge of
the wood, to give a more finished look to the
piece. Naotice how much easier it is to bum in
the direction of the grain rather than across
the grain. Clean your tip frequently if it stops
burning evenly.

I created an antiquad "burled” wood
effact on the border of the samplar by lightly
gliding the flat, corved surface of the 3 tip
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over the entire outer border area. This creates
an interasting texture and makes the sampler
Iook old and weatherad. It's a useful way to
tie together elements in your borders. Start
out at a low-heat setting, and slowly increasa
the temperature to achieve the level of
darkness you desire in the bord er texture,

If you burm some areas too darkly, a gentls
rubbing with a piece of sandpapar will lightan
the area.

Mow that you have completed all of the
squares and textured the border, you can go
badk to darken and redefine the lines around
each square of the sampler with the corner of
your C-1 tip, if you desire.

To prepare the central cirde for the color
axercise, woodburn the outlines of the sight
pie-shaped wedges within the circle with your
C-1 ar Ctip. You can use my flower design
pattern or create your own design for the
central circular area. Apply color washes over
the woodburned lines. Feel free to add striped
lines, stippling, or other textures of your choice
to each pie wedge. Then, with your Micro
C tip, write in the names of the eight colors
we will be using in sach wedge. (For more
information on using wateroolor washes to add
color to your Crazy Quilt Sampler, please see
page 64.)

PRACTICE PROJECT #2

FOUR BASIC SHAPES
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Pattern for four basic shapes project. Enlargs 2009 for actusl sios.
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Weaoadburmed value scale chart of shadirg and texduring eflzcis

Goal. To apply techniques such as stippling
and crosshatching learned in the Crazy
Quilt Sampler project and to create three-
dimensional shapes with shading and

cast shadows.

First, sand an 8" (208mm) square piece of
Baltic birch or basswood. Study the grain
pattern, then tape the pattern (see pattern
illustration on page 60) securely in place and
transfer the pattern to the wood with graphite
transfer paper

Use vary light pressure with your pen as you
transfer—just encugh to leave a light guidaline.
You can use a ruler to guide your pen as you
transfer the pattern, to make the straight lines.
Keep the transferred cast shadow outlines
very light; a visible pencil cutline around the
cast shadow area will not look realistic and
may not be easy to arase before beginning
the woodburning,

When transferring, try not to rest the side
or palm of your hand on the graphite paper
to avoid unwanted smudges of graphite on
the wood. After transferring is complete, use

WODDEURMNIMNA

vour (warmed upl) kneaded eraser to lighten
the guidelines as much as possible and remerve
smudges. Wipe the wood surface clean with a
soft lint-free cloth.

Bafore beginning the actual woodburning
work, take a moment to study the woodburned
value scale chart (left].

All of the tonal valuss in this chart were
created with the woodburning tips only; no
watercolor stain has been applied. The shading
and texturing effects were created with the
following tips:

Row 1: Stippling dots. The darkest areas
ware done with the C tip on higher heat
settings. The lighter areas were done with the
Micro C tip on lower heat settings.

Row 2 Parallel lines. Thess were created
with the same tips and heat settings used
for stippling dots in Row 1, using the C tip
in the darkest areas and the Micro  in the
light areas.

Row 3: Two-layer crosshatch. The darkest
areas can be made with either the C-1 tip or
the Mini | tip, whichever is most comfortabla
for you, The middle area was done with the C
tip and the lightest area with the Micro C tip.
Ba sure to vary the heat settings as nesdad with
each tip.

Row 4: Four-layer crosshatch. This row was
created with the same techniques and tips used
in two-layer crosshatch,

Row 5 Short, overlapped fur lines. The
darkest areas were created with the C-1tip or
the Mini [ tip {using the sharp edge). The C tip
was used for the middle area. The lightest area
was created with the Micro C tip.

Row & “Burled wood" antiqued effect. This
effect was created by moving the 5 tip in small,
circular motions, with the highest heat settings
and slightly more pressure on the tip used in

PROJECT & PATTERM TREASLIRY
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the darkest areas, and very low heat sattings
and a gentle, soft touch in the lightest areas.
This chart illustrates how to make very
gradual transitions from the lightest areas
of highlights to the darkest areas. As you
woodbum across a curved, rounded surface,
(a5 with a sphere, cone, or cylinder), strive for
a seamless transition from dadk to light, rather
than a striped effect of dark, medium, and light
tones. Making a value scale chart is a simpla
and fun exerciss you could try on your own for
axtra practice.

STEF 1: OUTLINE SHAPES
AND CREATE FORM WITH
BASIC TOMNE

Your project may look kind of bland and
unexciting at first, but be patient. Step 2 will
add drama and contrast. Artists often find their
projects can have a disheartening period about
midway through, when it's hard to visualize the
finished project. Just stick with it, and you'll be
rewarded for your persaverance.

Sphere. With the Micro C tip, outline the
form. [ have made the artistic d ecision that the
light is coming from the upper right, so Iam
keeping the cutlines on the right upper side
very light. [ have left the areas of the wood
where the light hits the object completely bare,
o that those areas will remain lightest in value

Beginning with the Micro C tip, make the
lightast dots next to the highlight (unburned
area) and work down toward the side and
bottom left. Keep the tone even. Experiment
on scrap wood with different heat settings.
Motice how just this simple overall light tone
already begins to create realism and the illusion
of three dimensions.

Cube. With the Micro C tip, make light
crosshatched vertical and horizontal lines
across the front and left side areas. Leave the

top of the cube as unburned wood, to indicate
where the light is hitting the surface.

Cone. With the Micro C tip, makes
horizontal, curved contour lines following the
rounded shape of the cone. Pull strokes from
the outline on the left toward the center. Turn
the wood as you wark, so that you can always
pull the woodburning tip toward you.

Cylinder. With the Micro C tip, make
horizontal, curved contour lines. Then overlap
thess with straight vertical croeshatched lines.

STEP 2: SHADING
Pleass refer to the illustration as you procesd
with adding shading to the four basic shapes.
Sphere. Using the C tip, which makes a
bigger, darker dot than the Micro C tip, build
up the stippling pattern, gradually becoming
lightar and less dernse as you transition towsard
the highlight. You can use the folded corner of a
piece of 230-grit sandpaper to lighten any areas
that get too dark, or gently scrape the area with
vour knife. Darken the outline on the shaded
side and bottom edge of the sphere, and blend
the dots on the dark side into the dark outline.
Cube. With the C tip, darken the horizontal
and vertical crosshatched lines on the latt side,
and darken the cotlines along the laft sides and

STEF 1. Cutline and
basc tone



bottom of the cubs. Then, add a third layer of
diagonal crosshatched lines on the left side of
the cube. Remember to turn the wood so you
can pull the strokes toward you.

Cone. With the curved, sharp edge of the
Mini-] tip, darken the straight line on the
Left side and bottom ed ge of the cone. Then,
again using the murved edge of the Mini-]
tip, strengthen and build up the curved lines
starting at the left side and pulling toward
you, lightening and “lifting off” at the end of
the stroke. You can also use the wide, flat adge
of the Mini-] tip to emphasize the deepast
shading on the left sida,

Cylinder. Just as you did with the cone, use
the sharp edge and the wide flat edge of the
Mini-] tip to first strengthen the outlines on the
Left and bottom of the cylinder, and then shade
from dark to light across its surface. Remamber
to curve the horizontal lines to indicate the
rounded contour of the cylinder. The vertical
shading lines are straight lines.

On all of the shapes, don't worry about
random darker areas that appear due to grain
lines. Thesa can be evenad cut and blended
later on with a wash of burnt umber or Van
Dryke Brown watercolor applied to the deepest

‘W

STEP 2. Add shading to the four basic shapes.

shadow side, and a light, blotted watercolor
wash transitioning toward the lighter side.
Leave the lightest, highlighted areas as bare
wood, with no wash or woodburning at all,
You may nead to reburmn a few lines after
applying the watercolor wash. Usa a hairdryer
to completely dry the color wash, before
reburning. (See Adding Color with Watercol or
Washas on page 64.)

STEP 3: CAST SHADOWS

It is important to remember that outlining a
cast shadow will not lock natural, The cast
shadow is shaped like the object itself but
appears narrowed becausa it is lying fat and is
seen in perspective. To distinguish the object
from the shadow it casts, make the cast shadow
sither somewhat light er or somewhat darker
in tone than the shading on the object, and
strengthen the cutline betwaen the cbject and
the shadow to separate them along the edge of
the shape.

Asyou work on Step 3, refer to the completed
Four Basic Shapes woodburning on page 60.

Sphere. Make dots with the C tip; the dats
will become less dense as the shadow gats
further away from the sphere. Do not outline
the shadow area.

Cube. Make light layers of crosshatched
lines with the Micro C tip, and then strengthen
them with tha C tip in areas that you
want darker.

Cone and cylinder. Crosshatch with the C
tip. Then, along the edge of the shapa itself,
strengthen the cutline between the shad ow and

the cone or cylinder
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ADDING COLOR WITH
WATERCOLOR WASHES

As [ discussed in the Tools and Materials
section, I prefer to use ool oring techniques in
which the paint remains transparent so that
the woodburned lines show dearly through the
glaze of colar.

1 have two favorite media for ooloring my
woodburnings: watercolors and oil paints.
Watercolors provide a convenient way to calor
your work. All of the projects that require color
in this boak can be done with watercolors.

lalso like to use oil paints thinned to
transparency with low-odor mineral spirits to
create oolor washes for my woodburnings, A
personal caution: in my own experience, [ have
learned mot to use linseed od media to thin
the oil paint on woodburnings. Cwver time, the
linsaed odl, if used too thickly, can lift the dark
burned wood right out of the woodburnad
lines. I hawve had to re-burn several pisces on
which I had used linseed oil media to dilute my
oil paints. Mineral spirits, used sparingly, work
very well as a thinning medium for oil paints.

Always buy the highast quality profssional
watercalor paints you can afford to assure
lightfastness and vibrancy of oolor. [ use the
Winsor and Mewton Professiomal Artist’s
Watercolors, not their Cotrman line, which i a
student grade of watercolor. But be sure to shop
around for the brand that best suits yow [ also
lika tha Danisl Smith line of watarcolors, which
come in many colors not available amwhera elsa,

HOVY TO APPLY
VWATERCOLOR TO THE
CRAZY QUILT SAMPLER

For the Crazy Quilt Sampler project, you will
need the following eight colors:
YO—Yellow ochre light. A slightly cpaque,

gentle, quiet tan-gold, easy to contral, very
natural looking.

RS —Raw sienna. More intensely golden and
orange toned than yellow odhre light—radiant
and vibrant, very transparent.

BO—Brown ochre. Nice transparent
red-brown; a gentle, quist colon

G —Quinacridone gold. Very intense
staining power; deep yellowish red-gald
Because it has such a difficult name to
pronounce, students have nidinamed this color
"Quinna-quinna’

BS—Burnt sienna. Very intenss staining
power; a lovely raddish brown.

RU—Raw umber. & quist, warm brown,
pasy bo contral.

BU—Burnt umber. Warm, beautiful dark
brown; high staining power, and somewhat
opaque. Ba careful not to make the layer of
paint too thick or dark or it may obscure the
woodburned lines. Very useful color, and
can be mixed in combination with Van Diyke
brown, to create warm, dark washes, 1 usa this
color the most in my woodbumings.

YEBE—Van Dyke brown. A very dark neutral
brown. Again, be careful to thin the paint
enough so that the woodburned lines can be
dearly sean.

Eight watercolors on
white paper. He=r= you
can s== the colors as
they look: agairst a
white badeground.



In the illustration on page &4, the colors from
Left to right are: vellow achre light, raw sienna,
brown odhre, quinacridone gald, burnt sienna,
raw umber, burnt umber, and Van Dyke brown.

A5 you work your way through the projects
and develop your woodburning skills, you
will probably want to add other colors to your
collection. Here are some additional colors
that I like to use: cadmium red light, cadmiom
yellow light, sap green, French ultramarine
Bue, cerulean Blue, quinacridone violst ar
dioxane purple, and Payne's gray.

Remembec, it is the mixtures of these colors
that creates subtle effects. For example, a tiny
towch of red or burnt sienna into sap green
will gat rid of the garish bright quality of the
graen. There are many good books on color
mixing at the library or in bookstores and craft
shops that can help you produce more natural
Llooking colors for your woodburnings.

The goal in this exarcise is to practice
creating very dark areas of concentrated colar
contrasted with very diluted washes, so that
you can see the full range that each color is
capable of producing. This will give you a
reference guide for future projects. Before
putting the colors on wood, you may want to
make a simple chart on white paper to see how
the colors look on a white background, as in
the illustration on page 64. This helps show
each color’s characteristics, which can vary in
surprising ways, from the most diluted wash of
color to a concentrated dark tone.

SETTING UPYOUR PALETTE
With a permanent marker, label the initials of
each ofthe eight colors on your plastic palette.
Mow, with a small “round” brush, (the round
brush comes to a point) proceed to fill in the
inner circle of your sampler with color You can

apply the watercolor to each triangular "pie-
wedge" with amy small (size 2, 4, or 6) sablz or
synthetic watercolor brush. [ have chosen not
to color the squares of the sampler, which lie
outside the inner cirde, but you may want to.

[ constantly keep a paper towel handy to blot
up excass watercolor. If an area of color appears
too darck, you can dilute the colar with a wet
brush or wet paper towel and blot immediately
to Lift the color from the wood.

You may need to radefine some of the
woodborned lines after applying the watercolor
wash. Use a hairdryer to completely dry the
color wash before rebuming. You can also use
YOUT SCraper a5 a creative tool bo work scraped
lines into colored areas to create light fur lines,
whiskers, or rays of light from stars.

When you are satisfied with your sampler,
sign and date it, using your Micro C tip. Let it
dry overnight, and then put on a final finish of
your choice. (Flease see "Final Finishing” in the
Supplies section, page21.)

N * n

Bght watercolors labeled ard arrarged on a paleths.
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SAW-WHET OWL
STEP-BY-STEP BASIC PROJECT

Crwlz are one of my favonte subjects to woodburn. | am

fasoinated by their mystenous and intense expressions and their
huge, intelligent eyes. | have chosen the finy northern saw-whet
owl as my cerdral image. This dainty, beautifuly marked owl =
the srallest Morth Amencan owl, weighing about three pourds
(I.4kg) and standing 8° (205mm) tall. it is the height of an
average American robin

The saw-whet owl may loock small when perched, but
in flight it appears larger because of its broad wingspan of
™ (432mim). These owls are strictly noctumal. Duning the day,
thesr plumage helps to camouflage them as they roost in deep
folizge, usually fairly dose to the ground.
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THE CENTRAL IMAGE

Referring to the image at right, let’s study the
saw-whet ow] with “artist’s eyes!

The saw-whet owl has alarge head in
relation to its body, Its round, bright
golden eves have enormous black
pupils. Unlike the screech owl,
the saw-whet has no visible ear
tufts. It has fine white stripes on
the top of its head, and larger,
raddish brown and white stripes
on its chest and belly. White
spots on the flight feathers
on its badk and wings add to
its appaal.

Motice how the facial disk has
brown and white radials around < i) _ . Vol :
thin sl wobich o s it | aLar " ey
whitish area around the eyes. There O : -
is also a dark area from the base of the
bill to the bottam inside adge of each aya,
The forehead is densely coverad with fine white
streaks, which conform to the contours of the
head. The bill is black. The plumage is quite
Huffy and down-like, and aven the legs and
faet are heavily covered with light buff-colared
feathers. The daws are dark brown horn with
bladkish tips.

Saw-whet owls like coniferous forests but
also live in cak woodland or streamside growves.
They look for nesting cavities in trees with
abandoned woodpadeer holes. 1 have chosen to
put my subject in an oak trea so that [ can use
the oak leaves, branches, and acorns as motifs

in my composition.

Dietail from the pattern
for the saa-whet owl
woodburmirg project. For
the Tullsize pattern, ses
page | &4,

WOODBURNING PROJECT & PATTERN TREASLIRY



Leaves and acorms
choaen as refsrercss for
the woodburming. Cna
nature wak around my
badaeard, | chos= oak
|ezems, branches, ard
acoms, then laid them
on a board and picked
rmy faworitas.

My basic patterm on
tradrg paper with al
shapes and elemernits
taped irto place, and
re=achy to transferAdt=r
salecting the slaments,

| seetchemd, scarmsd
ardior traced them.
Then | made r=duced or
=nlarged photocopies of
the elements, ot tham
out, and physically mow=d
themi around on the
tracing paper untl the:
compasition f=ht nght.

DESIGNING THE PATTERN

To design my pattern, I first trmced the eact
outline of my wood pisce on a large sheet of
tracing paper. I did all of my design work on
the tracing paper, not on the wood itself.

It can take me several days to plan a design.
I like to play with the different elements,
percolating ideas, and moving them around. I
try out many different arrangaments, antil all
of the dements feal balancad to me.

I have chosen to work on a 16" (406mm)
diametar basswood platter that is beaded on
the inner cirde and scalloped along the outer
edge. [ will wark initially in the central area,
which is 94%" (24lmm) in diameter. There is a
slightly concave scoop along the edge of the
central area, where it meets the beaded edge.
Later on, Iam planning to add a border and a
saying to the central image, in steps 2 and 3 of
this project.

WOODBURMNING PROJECT

You can, of course, do this project on any
size basswood platter or birch panel, simply
by enlarging or reducing the pattern before
transfecring it. You can either trace the central
image pattern on page 164 or scan it inboa
computer, and then print it at your desired size.
Copier machines at libraries or office supply
stores can also do these procadures for you.

Using four differant photographs of saw-
what owls, [ created 8 composite image, so that
[ am not exactly copying any one photograph.

I also changed the direction of the owl’s gazs,
enlarged the pupils, and moved the highlights
in the eyes to accentuate their startling
intensity and make it appear that the owl is
staring directly at the viewer, which gives the
woodburning more impact.

Then came the really fun part! Carrying a bag
and small clippers to collect specimens, I went
on a nature walk around my badoyard, carafully
studying and choosing oak leaves, branches,
and acorns. 1ike to lay out my Gnds on a board
and pick my Eavorites.

[ then sketched, scanned and for traced thess
images. 1 photocopied and reduced or enlarged
the images, cut them out, and physically moved
them around on the tracing paper until the
composition felt right.

This stage can take a long tima. 1 used
to get impatiant with this phase of the
creative procass, wanting to get right to the
woodburning, [ have learnad that taking the
time to create a satisfying design is vital. Why
put in ten, twenty, thirty or maore hours of
woodburning time into an unbalanced design?
You will enjoy the woodburning work much
more if you “program for success” with a well
thought out comp osition.

& PATTERM TREASLIRY
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STEP 4. Ful the
strokes fom the top
of the haad toward
thi= c=rter of the f@o=,
leasing Bght dashes of
unburmed wsood. Tum
th= wood as you work.
After establishing the light
arvd dark armas, stroke
in sorme soft shading to
bl=nd and soft=n the
dark areas.

STEP 5. Firstbum

the= c=ntral cureed line
of the quils. Thern, puling
From the quil toward
you, maks the shorter,
cure=d re=s of the wanes.
Cio reot outline the edpes
of these f=athars, which
weould make therm ook
unratural ard stifl.

To define the head and separate it from the
background, darken the edge of the head on the
Left side where it touches the lighter moonlit
sky. The right side of the head needs to remain
light to separate it from the dark night sky.

STEP 5: THE OWL'S BODY

The saw-what owl dépeuds.un its plumage
for camouflage during the daytime when it
roosts in foliage, Mother Nature has certainly
done a marvelous job of creating an effect of
dappled light on its feathers to halp hide it
from predators.

-:.H__ x_'.'--. -'.-'
.-r_""hh .}"\-%_lllal

Owel face directional armowws woodburring chart.

There are thrae main types of feathers to
woodbuarn in the body: feathers with quills and
vanes, overlapping body feathers, and wing
feathers. Please refer to the illustration on
page 74 for help with the direction of strokes
for the three types of feathers.

Feathers with central quills and vanes.
These festhers are found on the lower parts
of the wings on the left and right sides of the
owl. Uss the Mini ] tip on its sharp, curved
edge to first burn the cantral curved line of the
quills. Then, pulling from the quill toward you,
make the shorter, curved lines of the wanss, Do

WOODBLURNING PROJECT & PATTERM TREASURY
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CHAPTER 4 | SAW-WHET OWL STEP-BY-STEP BASIC PROJECT

not outline the edges of these feathers, which
would make them look unnatural and stiff.

To create a realistic edge, use the 5 tip to
shade the area of dark sky behind the wings on
the left. Then use your scraper knife to etch out
curved light feather vanes into the dark area of
tha sky. Do the same on the lower right.

Owverlapping body feathers. Thase are soft,
fluffy feathers that overlap in durnps. Use the
Mini ] on its sharp, curved edge. Curve the
strokes in the direction shown in the chart.

Wing feathers. These have white dots and
white bars along their edges. Leave the lightest
feather areas and dots as bare wood with justa
few light, wispy lines to indicate some texturing,

By scraping with your knife, you can lighten
araas that you would like to highlight in the
overlapping feathers and wing feathers. This

e
e

S e

STEP 6. i is important that you rot allow the levess ard brarches in the central
imap= 1o become too dark in tone. They creste a balarced composition ard proside
dramatic wabse contrast to the dark s i al the elements are too dark, the picture

74

will give vour work a more textured and three-
dimensional appearance.

There is a delicata ruff of short feathers
between the head and body. Indicate this
with ovedapped crescent-shaped strokes,
and scrape out between them if necessary to
create a light/dark pattern around the neck,
separating it from the body.

Let's complete the leaves and branches in
tha central image, and then we'll go back and
refine the owl's feet and the branch on which
he is perched.

Ol body directional amosws woodburming dhart.

loobks murkey ared ifeless,

STEP 6: CEMTRAL IMAGE
LEAVES AND BRAMCHES
Although you must realistically texture the
leawes and branches in the central image, it is
of utmost importance that you do not allow
them to become too dark in tone, The light
leaves and branches in the cantral image create
a balancad composition and provide dramatic
value contrast to the dadk sky. If all the
elements become too dark, the picture looks
murcky and litaless,

Leaves. Using the curved, sharp edge of the
Mini | tip on a low-hest setting, lightly indicate
the veins in the leaves, and add some light
shading with curved parallel contour lines. The
sections of the leaves within the drcle af the
moon can be a bit darker, since they will show
up nicely against the light moon.

Mow use the wide flat edge of the Mini ] Hp to
shade darkly on the cutside of the leaf outline,
especially between the lobes of the leavas.
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STEP 4. Ful the
strokes fom the top
of the haad toward
thi= c=rter of the f@o=,
leasing Bght dashes of
unburmed wsood. Tum
th= wood as you work.
After establishing the light
arvd dark armas, stroke
in sorme soft shading to
bl=nd and soft=n the
dark areas.

STEP 5. Firstbum

the= c=ntral cureed line
of the quils. Thern, puling
From the quil toward
you, maks the shorter,
cure=d re=s of the wanes.
Cio reot outline the edpes
of these f=athars, which
weould make therm ook
unratural ard stifl.

To define the head and separate it from the
background, darken the edge of the head on the
Left side where it touches the lighter moonlit
sky. The right side of the head needs to remain
light to separate it from the dark night sky.

STEP 5: THE OWL'S BODY

The saw-what owl dépeuds.un its plumage
for camouflage during the daytime when it
roosts in foliage, Mother Nature has certainly
done a marvelous job of creating an effect of
dappled light on its feathers to halp hide it
from predators.

-:.H__ x_'.'--. -'.-'
.-r_""hh .}"\-%_lllal

Owel face directional armowws woodburring chart.

There are thrae main types of feathers to
woodbuarn in the body: feathers with quills and
vanes, overlapping body feathers, and wing
feathers. Please refer to the illustration on
page 74 for help with the direction of strokes
for the three types of feathers.

Feathers with central quills and vanes.
These festhers are found on the lower parts
of the wings on the left and right sides of the
owl. Uss the Mini ] tip on its sharp, curved
edge to first burn the cantral curved line of the
quills. Then, pulling from the quill toward you,
make the shorter, curved lines of the wanss, Do

WOODBLURNING PROJECT & PATTERM TREASURY
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CHAPTER 4 | SAW-WHET OWL STEP-BY-STEP BASIC PROJECT

not outline the edges of these feathers, which
would make them look unnatural and stiff.

To create a realistic edge, use the 5 tip to
shade the area of dark sky behind the wings on
the left. Then use your scraper knife to etch out
curved light feather vanes into the dark area of
tha sky. Do the same on the lower right.

Owverlapping body feathers. Thase are soft,
fluffy feathers that overlap in durnps. Use the
Mini ] on its sharp, curved edge. Curve the
strokes in the direction shown in the chart.

Wing feathers. These have white dots and
white bars along their edges. Leave the lightest
feather areas and dots as bare wood with justa
few light, wispy lines to indicate some texturing,

By scraping with your knife, you can lighten
araas that you would like to highlight in the
overlapping feathers and wing feathers. This

e
e

S e

STEP 6. i is important that you rot allow the levess ard brarches in the central
imap= 1o become too dark in tone. They creste a balarced composition ard proside
dramatic wabse contrast to the dark s i al the elements are too dark, the picture

74

will give vour work a more textured and three-
dimensional appearance.

There is a delicata ruff of short feathers
between the head and body. Indicate this
with ovedapped crescent-shaped strokes,
and scrape out between them if necessary to
create a light/dark pattern around the neck,
separating it from the body.

Let's complete the leaves and branches in
tha central image, and then we'll go back and
refine the owl's feet and the branch on which
he is perched.

Ol body directional amosws woodburming dhart.

loobks murkey ared ifeless,

STEP 6: CEMTRAL IMAGE
LEAVES AND BRAMCHES
Although you must realistically texture the
leawes and branches in the central image, it is
of utmost importance that you do not allow
them to become too dark in tone, The light
leaves and branches in the cantral image create
a balancad composition and provide dramatic
value contrast to the dadk sky. If all the
elements become too dark, the picture looks
murcky and litaless,

Leaves. Using the curved, sharp edge of the
Mini | tip on a low-hest setting, lightly indicate
the veins in the leaves, and add some light
shading with curved parallel contour lines. The
sections of the leaves within the drcle af the
moon can be a bit darker, since they will show
up nicely against the light moon.

Mow use the wide flat edge of the Mini ] Hp to
shade darkly on the cutside of the leaf outline,
especially between the lobes of the leavas.
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woodbuming chart

This will make the leaf stand out cleacly from
the background and the owl's body.
Dak branch. The back on the tree branch
is composed of distinctive cracks that despen
as the oak tree ages. For design inspiration for
_f;":fl the tree branch, I decided to
- go right to the source—
#  Mother Nature. [
went outside and
«  studied the bark
_k'l of the huge
nak tree in our
') badsyard and brought
~ ina few fallen branches to help me
create realistic detail. I worked out my design
for the branch on the tracing paper pattern,
and then transferred it to the wood.

First, I used the sharp edge of the Mini] tip
to portray the cracked, deep line patterns of the
bark. ¥ou could also use the C or Micro Ctip if
you prefer, [ then added the appearance of holas
bored by insects with the Ctip. The wids, fat
edge of tha Mini[ or the 5 tip can be used to
shade and creats avan more texture affects and to
darken areas under and batween the deep cradks.

STEP 7: FEATHERED FEET
OM THE OWL

Oince the tree bmnch is complete, add more
curved feathers to the daws so they don't loak
like fingers! You can then scrape light " feathars"®
between the darker burned lines to soften

the edge between the feet and daws and the
tree branch.

STEP 7. Add cure=d feathers to the daws so they don't look ke fingers Screpe Ight "feathers”
betermen the darker bumed res to soften the =dge betwesn the fest and daws ard the tree branch,

WOODBLURNING PROJECT & PATTERM TREASURY
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CHAPTER 4 | SAW-WHET OWL STEP-BY-STEF BASJIC PROJECT

THE BORDER AND OPTIONAL SAYING

STEP 1: OUTLINING
THE BORDER LEAVES
Hul:-:et'bm.tl:l'telewenn T.'hE I:;-nr-éera.renwiﬂ be
largar and darker than those in the central image
and that the background in the barder will be
much lighter than the night sky in the central
image. Bagin by woodbuming the cutlines of all
of the leaves, and lightly indicate the main leaf
weins using the sharp edge of the Mini ] tp. Use
your kneaded eraser to remove resicual graphite
lines after burning the outlines.

As [ work, T always find it helpful to have real
leaves on my work table for reference, Don't
be afraid toadd their unique irregularities and
imperfections. A torn edge, a hae, or oddly
shaped lobe creates realism in your work.

STEP 2: SHADING

THE BORDER LEAYES

As in the central image, use the Mini ['s sharp
edge to build up the vein patterns within the
leavas, and shade with parallel curved contour
lines, Ohwar thess linas, you can shade with the
flat surface of the Mini ] or with the 5 tip, to
add depth. Darken and thidken the leaf outline
within the leaf lobes and along parts of the

STEP 1. ‘Woodburn the cutlines of al the leaves ard
ightly indicate the main l=af weirs using the sharp =dge
of the Mini | tip. Use your kneadsd =raser o ramows
residual graphite limes after buming the cutlines.

Twelve lsaves chozen for the border area. Taped and number=d for efer=ncs=
whils working,

L . E
STEF 2. Bul up the wein patterns within the kaes
ard shiade thesm with parallel cureed cortour lires
D thymse Bres, shads with the flat surface= of the Mini
| or with the 5 tip 1o add depth.

WOODBURNING PROJECT & PATTERMN TREASLURY



STEP 3. Qutlin= the
acom with the sharp
=dge of the Firi | tip.
Then mizke the pattern
on the ammis cap with
areed fres. Carken the
Icreemr parts of the oriss-
coss lines as they cures
arourd the= bowesr edpe of
th= cap. Then, darken the
cutline between the cap
ard the acom.

Border acorms
directional arrows
wiospdburming chart.

curves on leaf edges. Make sure the central leaf
vein and the veins radiating from it to the ends
of each leaf lobe show up dearly and strongly
within the shading lines.

STEP 3: WOODBURNING
THE BORDER ACORRNS

The acorns provide a balance and a design
counterpoint to the owl’s eyes. They are about
the same size as the eyes, and 1 have made
them vary detailed and dark with bright
highlight=, just lika the ayas.

In the illustration at Left, you can see the
acorms in various stagas, First, outline the
acomn with the sharp edge of the Mini ]

tip. Then, make the diagonal, criss-cross

pattern on the acorn's cap with curved

lines, not straight, since the lines curve
around the cap. The directional arrows

ﬁ...___ chart im the illustration at Laft

ghows the direction to move your
woodbarning tip as you burn. Using
the Mini [ tip's sharp edge, darken
the lower parts of the criss-oros
lines as they curve around the
lower edge of the cap. Then, darken the outline
between the cap and the acorn.

With the Mini ] edge, or the Micro C tip,
draw the stems. For interest, bend the stem of
each acorn in a different direction.

WOODBURMNING PROJECT &

STEP 4. Gently shad= ard tewthurs the badsground
of the border to tie al of the slkments topether Lege=
a W' {3rmm) border of bare wood arcund each leaf
and aoorm so that it stands out agairst the badoground.
Tz add words in the rest step, leae= this area blark:
for nows. Make a thin dark burred ne along the cuter
szalloped edge= of the wood for a subtle finshed ook
1o the piece.

Using the wide, flat edge of the Mini ] tip, pull
broad steokes of shading horizontally across the
acom. To create a thres-dimensional roundad
effact, make the outlined edges of the acorn
dacker and leawve highlights {the highlights are
bare wood) in the central area of the acorn.

Make a dark shad ow benesth the cap to show
its cast shadow an the acom. In the bottom
area of the border there are empty acorn caps.
Shade inside thase with the flat edge of the
Mini | or the 5 tip, and make the small inner
circle inside the cap very dark. Make the
curved criss-cross pattern on the outside of
thess caps. Shade with curved diagonal lines
inside the cap tocreate roundness.

STEP 4: SHADING THE
BORDER BACKGROUMND

The next step is to gently shade and texture
the background of the border to tie all of
the elements together. Using the rounded
curve of the 5 tip, create the “burled wood
effact” that we used for the night sky in tha
central image, but keep the tone much lighter.

FATTERN TREASLIRY i)






Cha pler J:

PATTERN TREASURY

Elements patterns can be used in many versatile ways. Several
elements patterns can be combined to create a border design.
O, if you prefer a lass busy look. a single elemeant pattern can
be enlarged and used as a central image, without a border
ou could also use a single element to create a small wgrette
that could stand alone as a simple design to adom a wooden
bou, mirror frame, decorative outting board, or platter MNote
that all the peces shown in this sechion were done on erther
basswood platters or birch panels, which are readily available n
craft stores or through online sources.



CHAPTER 5 | PATTERM TREASURY —ELEMENTS

ELEMENTS
FLOWERS, PLANTS, AND TREES

OTHER SIMILARLY THEMED PATTERMS
Complete compositions:

Cnly God Can Make a Tree, page 148

A Lintle Mut, page 112

Saquirre] Mutkin, page 134

Autumn Bounty, page 146

All Things Wise and Wonderful, page 128
Tor Everything There is a Season, page 152
Moe, Larry, and Curly, page 126
Simple Gifts, page 138

A Special Love, page 140

My Soul Longs fior You, page 154

Kind Hearts are Gardens, page | 16
Small Things with Great Love, page 132
He Hade Their Tiny ¥Wings, page 130
Forest Green, page | 14

I'N Purt a Trinket On, page |34
Cireamcatcher, page 104

Maple and sycamon= winged s=edpods

82 WOODBURNIMG PROJECT & PATTERM TREASURY



ELEMENTS
FLOWERS, PLANTS, AND TREES cournmuen;

TTas o
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CHAPTER 5 | PATTERM TREASURY —ELEMENTS

ELEMENTS
FLOWERS, PLANTS, AND TREES (connuen)

Horey locust and speamorne seedpods.

84 WOODBURNIMNG PROJECT & PATTERMN TREASURY




ELEMENTS

FLOWERS, PLANTS, AND TREES conrmuer

o
r

i

“'\\I
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CHAPTER 5 | PATTERM TREASURY —ELEMENTS

ELEMENTS

FLOWERS, PLANTS, AND TREES connnuer

WOODBURNING PROJECT & PATTERMN TREASLUIRY
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ELEMENTS
FLOWERS, PLANTS, AND TREES (conrinucs)
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CHAPTER 5 | PATTERM TREASURY —ELEMENTS

ELEMENTS

FLOWERS, PLANTS, AND TREES connnuer

Indian oo

WOODBURNING PROJECT & PATTERN TREASLIRY
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ELEMENTS
BIRDS

OTHER SIMILARLY THEMED PATTERMS
Complete compositions:

Kind Hearts are Gardens, page |16

I'll Put a Trinket On, page 136

Sirmple Gifts, page 138

T Everything There |s 2 Season, page 152
Direamcatcher, page 104

Small Things with Great Love, page 132

Blu= jay desigr |

Blue jay design 2.

WOODBLURNING PROJECT & PATTERM TREASURY



CHAPTER 5 | PATTERM TREASURY —ELEMENTS

ELEMENTS
BIRDS conrmuen)

Frying birds.

g0 WOODBURNIMG PROJECT & PATTERM TREASURY



ELEMENTS

Feather design |.

BIRDS conrnnuen)

Feather design 1.

Feather design 3.

Lh|
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CHAPTER 5 | PATTERM TREASURY —ELEMENTS

ELEMENTS
CELTIC KNOT WORK

‘ ~
|
\ Y= ]
Celtic kot weork
ELEMENTS OTHER SIMILARLY THEMED PATTERNS
SEWING AND COOKING Sh i e

»  Tea Time, page |10
# InThine Ocean Depths, page 150

s b —— e e e — -
S=wing machine.

WOODBURNING PROJECT & PATTERN TREASLIRY



ELEMENTS
SEWING AND COOKING (conmmues




CHAPTER 5 | PATTERN TREASURY —ELEMENTS

ELEMENTS
SEWING AND COOKING courmuen

Te=apot, rolling pin, cups, and saucers.

24 WOODBURNIMG PROJECT & PATTERM TREASURY



ELEMENTS
ANIMALS AND INSECTS

OTHER SIMILARLY THEMED PATTERMS
Corml £ N

®  Unil They Rest In'Vouw, page 156

®  Dreamncatcher, page 104

u The Loveliest of Al VWas the Linicom, page 106

[ |

[ |

Simple Gifts, page 138

WOODBURNING PROJECT & PATTERM TREASURY 95



CHAPTER 5 | PATTERM TREASURY —ELEMENTS

ELEMENTS
ANIMALS AND INSECTS (conrmues

Butterfies dasign |.

96 WOODBURNING PROJECT & PATTERN TREASLURY



ELEMENTS
ANIMALS AND INSECTS iconmmues

Fiem turth=s on a log with wild strawbemies. Erlarpe pattern | 50% for actual so=. For wo-odburning shading refer=nce, s== pag= 141.
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ELEMENTS

AMNIMALS AND INSECTS jconrmuen

28 WOODBURNIMNG PROJECT & PATTERM TREASLURY



ELEMENTS

h w5 . Sy .
A T o i ;
Faabit in doreer with daffodis. Endargs pattern | 50% for actual size.

AMNIMALS AND INSECTS covrmuen

o0
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CHAPTER 5 | PATTERM TREASURY —ELEMENTS

ELEMENTS
THE SEA

I.*"" H"-.I OTHER SIMILABLY THEMED PATTERNS
= By the Sea, page 108

» InThine Ocean Depths, page 150

#u  Until They Rest inYou, page 156

100 WOODBURNIMG PROJECT & PATTERM TREASLURY



ELEMENTS
THE SEA (conmnueo)

— 1."- *--.-r_,ﬁr
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
BEGINNER- AND INTERMEDIATE-LEVEL PATTERNS

102 "WOODBURNING PROJECT & PATTERN TREASLURY
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OTHER SIMILARLY THEMED PATTERMS
Elerments:

= Rose, page B84

» Butterflies design | and 2, page %6

©  Swan, page 97

WOODBLURNING PROJECT & PATTERM TREASURY 17



CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
BEGINNER- AND INTERMEDIATE-LEVEL PATTERNS

108 "WOODBURNING PROJECT & PATTERN TREASLURY



OTHER SIMILARLY THEMED PATTERMS
Elemenits:

n  Conch shell, page 100

® Sea shells, page 100

n Chambered nautilus and sand dollar;, page 101

» Sea pulls, page 101

WOODBURNING PROJECT & FATTERN TREASLURY 109



CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
BEGINNER- AND INTERMEDIATE-LEVEL PATTERNS
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OTHER SIMILARLY THEMED PATTERNS

w  Teapot, rolling pin, cups, and saucers, page 94

111
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
BEGINNER- AND INTERMEDIATE-LEVEL PATTERNS

14

g0 _:1,_1(, WAS

_,—_'_-_‘—H_\_\_‘_‘_\_
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OTHER SIMILARLY THEMED PATTERNS

Elemenits:
= Maple and sycamore winged n Ferns, page 85
seedpods. page 82 ® Acorns, page B8
u Fimn;;:armdﬁm » Pumpkins and gourds, page 88
u  Honey locust and spcamore = i
seedpods, page 84
Complete compositions

= Squrrel Mutkin, page |34
= Autumn Bounty, page 146

WOODBURNING PROJECT & FATTERN TREASLURY
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
BEGINNER- AND INTERMEDIATE-LEVEL PATTERNS
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OTHER SIMILARLY THEMED PATTERMNS
Elemenis:

®  Moming glories. page 87

»  Butrerfly designs | and 2. page 96

WOODBURNING PROJECT & FATTERN TREASLURY 15



CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
BEGINNER- AND INTERMEDIATE-LEVEL PATTERNS

“Kind Hearts ar= Garders!

6 WOODBURNIMG PROJECT & PATTERM TREASURY



OTHER SIMILARLY THEMED PATTERNS

Elerments:

= Thistles, page 85

»  Bird's mest with eggs, page %0

»  Flying birds, page 0

= Feather designs |, 2, and 3, page 21

Complete compositions:
= Kind Hearts are Gardens, page [ &

WOODBURNING PROJECT & PATTERM TREASLURY
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
BEGINNER- AND INTERMEDIATE-LEVEL PATTERNS
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OTHER SIMILARLY THEMED PATTERNS

Elemernis:

»  Sewing machine, page 92

= Thimbles and thread, page 93
® ‘Soissors and buttons, page 93

Complete compositions:
n  Hands ToWark, Hearts To God, page 120

WOODBURNING PROJECT & PATTERM TREASLURY
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
BEGINNER- AND INTERMEDIATE-LEVEL PATTERNS

*Hands to'WWork, Hearts to God."

120 WOODBURNIMG PROJECT & PATTERM TREASURY



OTHER SIMILARLY THEMED PATTERNS
Eemenis:

= Sewing machine, page 92

& Thimbles and thread, page 93

= Scissors and bastons, page 93

Complete compositions:
n  Young At Heart, page | 18
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
BEGINNER- AND INTERMEDIATE-LEVEL PATTERNS
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
BEGINNER- AND INTERMEDIATE-LEVEL PATTERNS
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
BEGINNER- AND INTERMEDIATE-LEVEL PATTERNS
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OTHER SIMILARLY THEMED PATTERMNS

Elemenits:
¢ Dopeood blossoms, leaves, and berries (added to
border], page 83
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
BEGINNER- AND INTERMEDIATE-LEVEL PATTERNS

"AlThings Wise and VWonderfid "

128 "WOODBURNING PROJECT & PATTERN TREASLURY




OTHER SIMILARLY THEMED PATTERNS

Elemients:
» Pmecones and needles on branch, page 83

« Feather designs |, 2, and 3, page 91
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
BEGINNER- AND INTERMEDIATE-LEVEL PATTERNS
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OTHER SIMILARLY THEMED PATTERNS

Elements:
= Moming glories, page 87
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
BEGINNER- AND INTERMEDIATE-LEVEL PATTERNS

“Small Things with ‘Great Lows."

132 WOODBURNING PROJECT & PATTERN TREASLIRY



OTHER SIMILARLY THEMED PATTERMS
Elerments:

© Bleeding hearts flowers and leaves, page 87

= Flying birds, page %0

u [Feather designs |, 2, and 3, page 21
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
BEGINNER- AND INTERMEDIATE-LEVEL PATTERNS
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OTHER SIMILARLY THEMED PATTERNS

Elements:
= Maple and sycamore winged = Ferns, page B5
seedpods, page 82 »  Oak leaf, page 86
= Pinecones and needles on ®  Acorns, page 86
AR = Pumpkins and gourds, page 88
= Honey locust and spcamore 88
seedpods. page B4 “ Indian corn, page
Complete compositions:

» A Little Nut, page 112
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
BEGINNER- AND INTERMEDIATE-LEVEL PATTERNS
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OTHER SIMILARLY THEMED PATTERMS
Elerments:

# Purnpkins and gourds, page 88

® Indian com, page BB

»  Bird's mests with eggs, page 20

WOODBURNING PROJECT & FATTERN TREASLURY 137



OTHER SIMILARLY THEMED PATTERNS

Elemenits:

© Rose page 84

®  Moming glories (ntertwined with or substituted for
roses), page 87

WOODBLURNING PROJECT & PATTERM TREASURY 141
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
ADVANCED PATTERNS

[ L} LA = .
o f_ peace w\lfe_Se erais _,hatm-:l‘, let mE Sow
. n — - e l-',l'.-'t' i "

n -
me an inst

WA N =t
N

0
£
5
!

s, Jight R, 4

" .li.__

j I8 du;.l'knu 5,
N

WOODBURNING PROJECT & PATTERN TREASLIRY



¥ :-'.-.l !'i".:ﬁ:"ﬁ:-.iﬁ.-:,l'i_'.l-

g} E_._.'.-::.-u.-\..:\-r S RS SRS

X

i ..\. -'\.I_:
.Q.-.

iR

. g
1 et

Wn;"" e

e
5

> e

. make
" AR

.
=

WOODBLURNING PROJECT & PATTERM TREASURY 143




142

CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
ADVANCED PATTERNS
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS

ADVANCED PATTERNS

"

i arth's crammed with heave

9 And every common fush

Afire weth God.

"Autumn Bourty!” Enlarge patberm |1 5% for actual size=.

b =
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS

ADVANCED PATTERMNS

"Cinly God Can Maks aTree." Enlarge pattern | 0% for actual size.

WOODBURNING PROJECT & PATTERMN TREASLURY
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OTHER SIMILARLY THEMED PATTERNS

Elements: :

& Pinecones and needles on = Honey locust and sycamore
branch, page 83 seedpods. page 84

= Maple and sycamore winged » Oak leaf. page B&
seedpods, page 82 » Acoms, page B6

Complete compositions:
= Awumn Bounty, page |46
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
ADVANCED PATTERNS

j%r.’.‘m- 5 —
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B e e e
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B TTH .-_'\-nu 7 " - i e = i
L ==l gl ()

L ﬂmllh : 1] iy
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"In Thire Ccean Depths” Bnlarge patt=m | 10% for actual size.
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OTHER SIMILARLY THEMED PATTERMNS

Elemenits:
w Celtic knot work, page 92 = Sea shells (comer border
= Conch shell {as cormer vignette vignette), page 100
in border), page 100 ®  Chambered nautilus and sand
dollar (corner border vignetie),
page 101
Complete compositicns:

= By the Sea, page 108

WOODBURNING PROJECT & PATTERM TREASLURY
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
ADVANCED PATTERNS
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"To Everything There Is & Season Erlarps pattern | 109 for achaal sz=.
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OTHER SIMILARLY THEMED PATTERMS
Elements:

»  Dogeood blossoms, leaves, and berries, page 83

& Birds nests with eggs. page %0

n Flying birds (smaller birds only), page 90
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
ADVANCED PATTERNS

{
"My Soul Longs for'fou” Erlarge pattern | 108 for achual sie=.
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OTHER 5IMILARLY THEMED PATTERNS

Elements:
n [Ferns, page 85
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COMPLETE COMPOSITIONS
ADVANCED PATTERNS
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OTHER SIMILARLY THEMED PATTERMNS

Elerments:

# Horse design | and 2, page 75 = Sea shells, page 100

# Conch shell (for comer vignette), = Chambered nautilus shell and
page |00 sand dollar, page 101
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COMPLETE COMPOSITIONS
ADVANCED PATTERNS

“The Litte Chap Wheo Follows Me!” Enlarge pattern | 109 for actual size.
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
ADVANCED PATTERNS

"Cde to jow” Enkrge pattern | 1072% for actual size.
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OTHER SIMILARLY THEMED PATTERMNS

Elemenits:
] ing glories, page 87 = Rabbit in clover with daffodils,
» Butterflies designs | and 2. page 96 page 99 _
» Blue jay designs | and 2, page 89 ] ﬁmhl'ﬂgmﬂmmﬂnid
= WMatering can with flying warbler, strawberries, page 97

page %8
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
ADVANCED PATTERNS
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“Pleasarit Dreams.”’ Bnlarge pattern |15% for adtual sze.
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CHAPTER 5 | PATTERM TREASURY —COMPLETE COMPOSITIONS

COMPLETE COMPOSITIONS
ADVANCED PATTERNS

"Hope= Is the= Thing with Feathers”
See Spwcwhet Ol Stepeby-Stap
Frojst on page G6.
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OTHER SIMILARLY THEMED PATTERNS

Elemenits:

Maple and sycarmore winged seedpods, page 82
Honey booust and sycamore seedpods, page 84
Crak |eaf page 86

Acoms, page Bb

Feather designs 1, 2, and 3, page 91

WOODBLURNING PROJECT & PATTERM TREASURY
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Cha pler 6.

GALLERY

Most of the woadburnings in this section are drawn from
scenes or people in my own ife. Because they are erther too
complex in design, or too personal, to translate into general
patterns, | have put them into the gallery section. | hope you
will erjoy looking at them and reading the comments.




CHAPTER & | GALLERY

. " i G T h-il--l-.: .'.Hl:r'_a.'l
rdl.- iE AT, TIGHTrENG 1R A TIHSLL CHAIN, A SCOTH) L] f 3

A
= =T sy -;_:r: |
PR s i Ly i 5

bl
~ 'y

g 1

i

LR
Al

This rmajestic, huge old oak tres sits on a hill in my backyard, and behind it is a
neighbor's howse. | sat outdoors in sarty spring near the arbor 2nd the dopaood
tre== in the foregrourd ard did this woodburming fom liie. | had to rush 1o finish
the cak tree's small brarches before the new leawes hid thern fom siew. it was a
gr=at joy to work outdoors lstening to the birds and f=eling the warm bresmes The

beautifd poem by Esther Wood expresses the aees | f2k as | studied the mimodows
beauty of natuns.
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Woodbuming with Style
Pyrography Lessons, Patterns,
and Projects with a Modern Flenr
By Simain Eastan
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ands-on instuctional quide to the
art of pyrography wil take you ona
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Patterns, 2nd Edition
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project, step-by-step, 67-79
about: overview of, 67
border and optional
saying, 76-79
central image, 68, 70-75
designing pattern, 65
pumpking and gourds, 38
quilt sampler, 52-60, f4-65
rabbit, G4
safety tips, 25
snding, 18-19
syings, 33-34, 74
sorch marks, 51
sea shells and gulls, 100-101
sepdpods, B2, 84
semi-circles, comverging, 58
sewing elements, 93-94. See
alio patterns (complete)
Shading (5) tip, 16
shading and shadows, 29-30,
6l

shapes, drawing, 2830, 60-63
shart strokes, 55
sketching ideas, 32, 35-36,
39, 69
Small Calligraphy tip, 16
“soldering iron” tvpe
wondburner, 14
spirals, 57, 58
star pattern, 59
stippling (dots and dashes), 55,
57, 58,5% 61
stane path, 55, 57
etrokes and lines, 55-59,
Gi-62
supplics, See tools and
materials
swans, 97
ewirls, randam, 59
tape, 19
technigue. See also practice
projects
common problems and
fixes, Si-52
tips om, 4850
for various lines and
strokes, 55-59, 61-62
technaology, arding design, 32
textures, 2
thirds mixture, 2]-32
thistles, 85, [16-17
Tight Round tip, L6

adjusting heat o i
for Calwood Detail
15-16
practice using. See [
projects
toods and materials, 14-
coloring supplies, 3
final finishing supp
miscellaneous supp
1520
pattern transier sup
1%
sefecting woodburm
machine, 14-156
thirds mixture, 21—
for workspace, 13-
trees, plants, and Aowe
BI-BR. See also patber
(complete]
triple crosshatch, 56
turtbes, 57
value contrast, 38-29,
70, T
ventilation, 24
vertical lines, 37, 54
watercalor paints, 20-2
wilercolor wishes, 64—
waves, overlapping, 58,
waavy lines, 56-57.58, 5
wide-thin pattern, 57, 5
winod
Baltic birch plywoo
5 17

basswinnd, 17
good species to use
pine, 17-18
preparing, 18-15
sanding, 18-19
scrap pieces, 20
wood grain, warking wi
4445, 51-52
woodburning machines
adjusting heat o m;
tips, 52
Colwossd Deetailer a
1514
uidelines for choo
-wire pyrograph
machine, 14-15
one-temperature
“soldering tron, 1
workspace, outdoar, 24
workspace studia, 23-2
worktable, X3
Writing (C] tip, 16
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More Great Project Books from Fox Chapel Publishing

Woodbuming with Style
Pyrography Lessons, Patterns,
and Projects with a Modern Flenr
By Simain Eastan

This beautifully phutographesd,
ands-on instuctional quide to the
art of pyrography wil take you ona
joumey of skil-builkding sxerises

that begin at the basicsand finish

with stylish, gift-wortty projects.
ISBM: 978-1-56523-443-F
$24.95 - 208 Pages

WOODBURNING

u.:l"|J "-hu

T T Great Book of
SEAT BOOK of Woodbuming
Hﬁjﬂﬂﬁ’ﬂmi P '
U ywography Techniques, Pattemns
& Projects for AN Skill Lewels
- P | By Lora 5. Irish
S Y F,. "1 Renowred artist Lora S, Irish shares
% 2 her semets fior reating sturning
b I pyrography with technigues, pattems,
T ‘i{"' ks and easy-to-follow projects.
it TR
RS D sano78156523.287.7
$22.95 - 200 Pages

Great Book of Floral
Patterns, 2nd Edition
The Utimate Design Sourcebook
for Ar tis tv and Crafters

By Lora 5. lrish

Mare than 100 stunning floral patterns
to adorn your next project. Indudes
aguide to identify flordl shapes and
aeate realistic shading.

ISBM: 978-1-56523-447-5
$24.95 - 216 Pages

Pyrography Workbook
A Complete Guide to the

Art of Woodburning
By 5ue Walters

to ki oo reaite stunning pyragraphy

and original pattems.

ISBM: 978-1-56523-258-7
519.95 - 144 Pages

Wildlde Dmgns TN Prataim: for

Tour Favorite Craft
By Sue Walters
Whether you are a rosice of
an experienced artian, thess
30 designs and 10 boncder designs
well quide you in re ating images
of Horth American wildlife,
ISBN: 978-156523-295-2
514.95 - 112 Pages

GREAT TOOK of Great Book of
! lwrl ‘ ” wl Tattoo Designs
A\ o More Than 500 Body Art Deesigns
spns By Lora 5. Irish
A great design referenie for both
tatto artists and pyrographers. Arisork

themes indude fanitasy, flod, wildlik,
tritsal symbaks, ard moe—aover 500
featured designs.

I5BN: 978-156523-3324
$16.95 - 504 Pages
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ILLYSTRATED mﬂngi%

Inaddition 4o beirg a leading sounce of vesod weorking books and [¥Ds, o Chaps|
alkso publishes two pramiere magazines. Released quartery, each defwers premium
prijects, expert tips and techniques from boday's finest veoodworking artists, and
in-depth inforrmation about the latest tools, equiprment, and materials.

Subscribe Today!
Woodcarving [lustrated: BBB-506-6620
Scroll Saw Woodworking & Crafts: 888-840-8590
www.FoxChapelPublishing.com

Look for These Books at Your Local Bookstore or Speclalty Retaller

To order direct, call 800-457-9112 or visit www. FoxChapelPublishing.com

By mail, please send check or money order + 30058H and 29 par book to: Fo C

A best-saller! Rencwmed pyrographer, Sue
Walters, teaches you everything you need

arteork with thres step-by-step projects,

hapel Publishing, 1970 Broad Strest, East Petersburg, PA 17520






RAFTS & HOBBIESWOODWOREKEIMG

THousANDSs OF WOODBURNING DESIGN

PossiBILITIES AT YOUR FINGERTIPS

With a treasure trove of patterns to select from—individual elements,
borders, and central images— Woodburning Project & Pattern Treasu
allows you to mix and match pieces to create an infinite numb
of personal works of art. Deborah Pompano takes you on &
creative journey through the process of using basic drawi
concepts and applying them to the design and patter
of a piece before you pick up a woodburning tool.
Her infections passion for art and woodburning is
evident in her gentle instructional manner as
she gnides you through setting up your
workspace, choosing your tools, and finding
inspiration for your work.
Drawing on nature and postry for her
own inspiration, Pompano makes woodburni
easy to learn, fun, and rewarding. You will be
amazed at how rapidly your abilities grow and
improve with just a small investment of tims,
patience, and practice.
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