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L2 _mer Craftsmen and won an “Award for Craftsmanship” in a na-
tional woodworking contest sponsorec. by American Woodworker Maga-
zine. His work has been inc .aded in grc . anc sclo exhibitions in Cali-
fornia and New York as well as a number of exhibitions in his home state
of Ohio. In 1993, a chip carved ornament of Craig’s, executed in pear
wood, graced the White House Christmas tree. Craig is also responsible
for reproducing many of the original architectural carvings for the his-
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Craig conducts small group and individual chip carving classes as
well as teaching workshops on a variety of woodworking topics. He may
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Introduction

Several years ago I saw a simple repeated pat-
tern carved down the legs of a small table. The idea
that such a small, subtle detail could add so much
interest to the piece of furniture germinated my in-
terest in chip carving. I realized that the carving,
which was barely noticeable across the room, had
drawn me to look more closely. The idea of inviting
someone to explore an object more intimately,
whether with a carving, marquetry, or other inter-
esting choices one makes, is an aspect of woodwork-
ing that holds a tremendous amount of appeal for
me. This is part of what my (furniture making)
teacher, Jim Krenov calls “the fingerprints of the
craftsman.”

Chip carving has allowed me to put into use a
lifelong interest in drawing and sketching. I feel that
this has benefitted my carving, and likewise the
desire to carve interesting designs has probably en-
hanced my ability to draw because the drawing has
a purpose. Many of my carving students have ex-
pressed hesitancy or intimidation at the idea of
working on their own designs, stating an inability
to draw as the reason. I encourage the reader, as I
do my students, at least to give it an occasional try.
(You can always hide those first few sketches in the
bottom of a drawer or somewhere else never to be
found by anyone else!) Like carving, drawing im-
proves with practice and can become a very satis-
fying aspect of chip carving. If you have little or no
experience at drawing but would like to learn more,
you might look into cultural arts centers or adult
education programs. As you will see on the follow-
ing pages, the designs included here are inspired
by nature.

Oriental brush painting, too, is inspired by na-
ture, and has been a source of inspiration for me.
The master brush painters of Japan and China are
able to capture the grace of nature in their paintings

with a minimum of brush strokes, often allowing
the eye of the viewer to “complete” the suggestion
of movement in the work. The style that has evolved
in my own chip carving is an attempt to capture the
simple but graceful lines of the natural world. I hope
to convey a degree of the brush painter’s sensitivity
through the flow and movement of a few lines.

The initial drawing creates the foundation of
each carving. After transferring the sketch to the
wood, the actual carving begins. Because this ap-
proach to design requires the blending of two disci-
plines, I often find that the knife leads me in a direc-
tion different from my original drawing. In the pro-
cess of working within this free flowing style, I've
come to view chip carving as an opportunity to
“compose” directly from the point of the knife, al-
lowing the combined effort of hand, eye, and knife
to create the carved image.

In this book I will discuss the technique of chip
carving including the tools and their care, sharpen-
ing , wood selection, as well as design and transfer-
ring the drawing to the wood. [ will take a project
from the artwork, through the carving and finish-
ing of the work

[ wish you luck in exploring this style of chip
carving and hope you enjoy the adventure.

SOME SUGGESTIONS

@ When working on a small piece, use a larger lap
size piece of wood below the workpiece to give some
support and lessen the chance of slipping and cut-
ting yourself.

@ Secure your workpiece when working on harder
woods or larger pieces.

@ Work on your lap when possible. The distance
to your lap is just right to help in keeping your el-
bow at your side.

@ Wear a bandaid on your thumb to prevent your
thumbnail from scratching or damaging the work
surface.

@ Use an index card to cover delicate, intricately
carved work as you near completion. The card is
easily repositioned for each cut to protect what
you've already carved.

@ The hand holding the workpiece is most likely
to be cut in case of a slip. Develop the habit of hold-
ing the work above the knife so that it's not in the
path of the blade.



Wood Preparation

At many hardwood stores, you will find wood
that has already been surfaced by a planer, but still
needs some work before carving can begin. You can
further refine the surface of the wood using a hand
plane, cabinet scraper, or sandpaper. When sand-
ing, use medium to fine grit paper wrapped around
a cork-faced wooden block. I generally start with
180 or 220 grit and work up to 320 to 400 grit, sand-
ing with the grain and using straight strokes. This
leaves a nice, smooth finish, ready to lay out the
carving design. Dust off the surface with a rag so
there are no abrasive particles remaining to dull the
knife.



What Wood
Should ] Use!

I consider four things when I choose woods.

1. Hardness: The wood has to be soft enough
that it can be carved using only the strength of your
hand, but not so soft that it crushes under the cut-
ting the edge of the knife.

2. Color: Lighter colors show off the contrast
between the shadow and light better than darker
woods.

3. Close, fine grain: Close grains hold detail very
well, resulting in a nice crisp look to the carving.

4. Pattern of the grain: Some woods, like butter-
nut, have distinct growth grain patterns. It may be
beautiful, but it competes for attention when look-
ing at a carving. More subtle grain patterns as in
basswood and pear help the carving standout.

I must admit that I don’t always follow these
guidelines. For instance, my favorite wood to use
in carving is swiss pear, but it is quite hard and I've
had to build up the hand strength to carve it. Since I
often use chip carving in the furniture I make, I sac-
rifice ease of carving for the beauty and strength.

Suggested Woods

Common woods:
Basswood
Butternut
Walnut
White Pine
Poplar
Mahogany

Uncommon woods:
European (Swiss) Pear
Sugar pine
Alaskan Yellow Cedar
Port Orford Cedar
Nutmeg
Buckeye

A word about Lesser Known Species. Over the
past few years many new wood have begun to be-
come available to woodworkers and carvers. Some
of these woods are suitable for chip carving and are
certainly worth exploring. Many of these are eco-
logically harvested species from well-managed re-
sources and available through specialized suppli-
ers.

Two lesser known species that offer chip carv-
ing possibilities are:

Narra, a golden-brown wood from Papa New
Guinea

Chokte kok, a deep red wood from the Yukatan
Peninsula



Sharpening

I use two, small ceramic sharpening stones for my carving
knives. The darker is a medium , fast cutting grit and the
white stone is considered super fine. Because they are made
from a very hard, synthetic material, they stay perfectly flat.
Other stones are usually softer and begin to dish-out with
use. The problem is that the shape of the stone is transferred
to the cutting edge of the knife, so a dished-out sharpening
surface gives you a curved cutting edge.

Ceramic stones need no lubricant, making them cleaner
and very portable. They are good, lifetime tools that I highly
recommend.

Sharpening time for me is a creative time which allows me
to begin to focus my attention on my carving. Not only does
it prepare the knives for use, it also sharpens my mind and
prepares me for the work ahead.
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The carving knife (Number one) is the workhorse of chip
carving and requires the most preparation. The two goals in
sharpening are to keep a perfectly straight cutting edge and
to reduce the angle of the bevel. This takes metal off the
shoulder behind the cutting edge, reducing drag in the wood
and increasing the maneuverability of the knife as you carve.

The first sharpening of the knife will be time consuming.
People in my carving class often spend their entire first
evening preparing their knife. The initial sharpening is on the
medium stone. The ideal angle is 10 degrees. Wayne Barton
has given the best suggestion for determining that angle.
Simple lay a dime under the back edge of the blade and try to
consistently sharpen at that angle.

Carving knife held on the sharpening stone with the back
edge raised to a 10 degree angle (approximately the thickness
of a dime).

Carving Knife

\

Sharpening Stone
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The bevel of a new knife sharpening (left) has a steep angle
with thick shoulders just behind the cutting edge. Correctly
sharpened (right), the angle has been reduced to about 10
degrees and the shoulder is less prominent.

s’

The idea of creating a perfectly sharp edge can be demon-
strated by viewing each of the two sharpening angles as a
plane. The two planes must cross precisely at the cutting
edge to create a burr. As the burr is reduced by honing, a
perfectly sharp cutting edge emerges that is straight and
reflects no light. A common mistake is to stop sharpening
before the two angles cross, resulting in a tiny flat area along
the cutting edge.

Hold the stone in your hand or on a bench and imagine the
dime thickness. Rub the blade back and forth on the stone
perpendicular to the cutting edge, using medium pressure.
When holding the stone in my hand I keep my fingers below
the surface of the stone for safety. Focus your attention and
pressure on the middle of the cutting edge. If I apply more
pressure at the point it puts a slight curve in the cutting edge
or rounds the point.

10

After a number of strokes on one side, flip the blade over to
do the other side. Again, you want to keep the ten degree
angle. Stop occasionally mid-stroke and mentally check for
the dime’s thickness. Repeat the process again and again,
slowly eliminating the factory shoulder. The knife is sharp
when the planes of the two sides of the blade intersect.

After some time you will begin to engage the cutting edge on
the stone creating a burr. It can be felt with the finger. With
continued sharpening you will begin to reduce the burr, until
finally it is so thin it breaks away. At that point it is time to
switch to the super fine white stone. The white stone hones
the sharpened edge, creating a mirror finish on the cutting
surface. By polishing the surface, You allow the blade to
move smoothly through the wood, reducing the friction and
giving you a fluid, easy flow through the wood. Use lighter
pressure on the white stone.

A microscopic burr is created during sharpening, and the
sharpening is complete when the burr is eliminated. This
burr is so small that it is difficult to feel. To find it I hold the
blade under direct light and look at the cutting edge from
the spine. If there is a burr it will reflect a glint of light in a
fine line, and I know I need to sharpen a little more.



A final check for sharpness involves look straight down on
the blade and turning it in the light. If the planes intersect
completely, there will be no reflecting of light on the edge of
the blade. If they are slightly off, I will see a glint of light.

When to touch up an edge depends on many factors,
including the type of wood you are carving. It is not unusual
to have to hone a knife soon after it is sharpened. It seems
that the more a knife is sharpened the longer it holds its
edge. When the knife gets dull, you should be able to get a
fresh edge using only the super fine white stone. After many
honings you may wish to use the medium stone again to
create a new edge.

The bevel of the stab knife is roughly 30 degrees. It is correct
as it comes from the factory and the sharpening we do is
simply to polish the bevel. Start with the medium stone until
you create a fine burr and, then, work it away.

Finish with the white stone.

II



Hand Positions

Having used many knives, the ones I've come to prefer are
Wayne Barton’s, primarily because the length and angle of
the blade allows my hand to be close to the work.

There are two hand positions with the carving knife. The
primary grip forms a tripod between the knife, the thumb,
and the first joint of the forefinger. This gives stability and
control to the carving action. I try to keep my thumb and
forefinger in contact with the knife handle at all times.

The basic blade angle is about 65 degrees, although I vary
this at the beginning and end of a cut. The tendency of new
carvers is to stand the knife up too much and carving too
deeply.

The basic motion is to plunge into the wood and follow the
line with the cutting edge. At the same time you need to
visualize the location of the point of the knife.

In the second position the first joint of the forefinger rides on
the wood, but the knife is rotated so the thumb is putting
pressure on the spine. The action is to plunge away from you.
The angle of the knife is the same as in the first position. This
position is helpful in shapes like triangles and for cleaning up
some wood fibers that may have not been cut away.
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The stab knife is held as though you were going to stab the
work piece.

By pressing it in the wood, it severs the fibers...

and creates an indentation. This can be lengthened and
changed by rocking the blade.

13



Carving Basics

A word about safety.

Sharp knives go along way towards preventing
injuries because less pressure is required to manipu-
late the knife. It is also important to be aware of what
you are doing, especially concerning the hand that
is holding the work piece. Keep it out of the path of
the knife. If you are working on your lap, be espe-
cially careful near the edge of the work piece. When
working on a small carving on your lap, use a larger
piece of wood below the carving to protect your legs.

To learn the basic strokes I create a grid on a 4" x 12" board of
basswood. Basswood is a good wood for beginners. It is easy
to carve, available and inexpensive. The grid lines are 1/8"
apart.

Draw some s-shapes of various sizes using the grid.

Start with a smaller s-shape. Place the knife in the corner,
almost straight up.

Follow the line, leaning the knife over to about 65 degrees in
the middle of the cut.



At the end of the cut rotate your wrist so the knife is nearly End with the blade vertical. With practice this should free the
vertical again. flowing wedge in the middle...

Turn the board around to do the other side. The process is the and leave you with this result.
same. Start at the corner with your knife vertical.

Lean it over as you come down the side. Next draw the mirror image of the s-shape, with the curves
going in the opposite direction.

I
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Again start in the corner, but cut the concave curve first. Use
a good deal of pressure on this first cut carrying it to the end.

Turn the board and repeat the cut on the other side of the
figure. Start in the corner but use only enough pressure to
take out the chip, not to undercut the first cut.

End with the knife blade vertical.
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The next practice shape is a pointed oval.

Start at the corner with the knife vertical and shallow.

Here you make the transition from cutting with the grain to
cutting against the grain. As the blade becomes parallel to the
direction of the grain, you must “slip the blade.” This is done
by sliding the blade slightly out of the cut while continuing
your forward progress, severing the wood fibers and
preventing the blade from the taking off with the grain.



As you continue you can push the knife more deeply into the The result.
grain. This may leave some fibers in the trough of the cut, but
these are easily cleaned out later if necessary.

Repeat the process on the other side, starting at the corner... When you are comfortable with the smaller figures, move to
the larger. The technique is the same, but it requires more
hand strength. Because you need so much more pressure, be
sure the thumb of your holding hand is out of the way in case

the knife slips.
and slipping the blade at the turn. Here the grain is even Next practice straight and curved lines. The two straight lines
more likely to tear because it has lost it support. are of different thicknesses.

17



Start at the end. I find it works best if I focus my attention Turn the work and cut the other side of the line. This requires
just in front of the blade. When I can do this I always end up much less pressure, because it is simply a relieving cut. Too
with a straighter, more even line. much pressure and you undercut the first cut.

Maintain even pressure through the cut. Continue through the line and end it in the same way.

As you approach the end of the cut, your hand leaves the
board, making it more difficult to maintain the cutting

position. Use your leg or work surface as an extension of the The curved line is cut with the same technique. Focus your
board. At the very end of the cut stop before your knife attention in front of the blade and keep an even pace and
leaves the board and pivot it down into the wood. pressure.

18



One side of the cut finished. At the ends the blade is more
vertical and uses very little pressure.

The concave side is done in the same way, starting shallow
and more vertical at the end...

19
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leaning the blade over and going deeper in the middle...

and finishing with the blade vertical and shallow.



Carving
the Bird in the Reeds

For the first project I am using a piece of basswood 3/8"
thick, measuring 9" x 13". It is planed smooth on the work
surface. Other dimensions will work as well, but this fits
nicely on my lap and is easy to use.

Copy the pattern using tracing paper, and tape the tracing to
the wood on one edge. ‘

Place graphite paper between the tracing and the wood...
graphite side down!

Trace the pattern onto the board. I use a mechanical pencil
with .5mm lead. A regular pencil gives me a wider line as it
gets dull. Since I don’t always cut the line completely away,
this makes more work during the clean-up phase.



Ready for carving. moving deeper in the middle...

Because finger nails can mar the soft basswood very easily, I and shallow at the end.
wear a band-aid on the thumb of my knife hand. This
prevents a lot of scratches and makes clean-up much easier.

Get shallow as you continue the cut.

Unlike geometrical chip carving, there is generally no

required order here. I usually start at the top or on one side

and work my way through the piece. Start at the end of the

blade of grass. The pencil line is a guide, but you have some

leeway about where your cut actually flows. Start straight up The return cut starts straight up and shallow, but quickly
and shallow... goes deep as the leaf widens at the bottom of this segment.

JE——
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At the deepest point I left some wood in the trough. My goal
is to have the chip come out freely and cleanly every time.
On wider, deeper cuts, however, this is sometimes difficult.

I like to clean it up before continuing, so I lay the side of my
blade against the surface of the cut and gently cut into the
trough to remove the remaining fibers. Be careful that the
point of the blade does not undercut the bottom of the
trough.

The leaf twists twice, once at the bottom of the first section,
and once more here, near its base. Between the small base
segment and the longer middle section we need to preserve a
ridge. To do this I must make my first cut on the middle
section away from the area already carved.

22

This middle segment of the leaf begins at the turn at the
bottom of the end segment, which I carved first. Start the cut
aligned with the previous cut but not touching.

ot

Lean the knife over as you move to the middle of the cut...

and vertical as you come to the end. Where it
crosses the base segment, the point is away from the ridge we
want to preserve.



This first cut is considered a stop cut, protecting the ridge Make the first cut the base portion of the leaf. As a rule you
while I cut up the other side. On that side, again, I begin always want to make the first cut so the point of the knife is
shallow and straight... pointed away from the already carved portion.

L2
lean it over and go deeper in the middle... This will leave a strong ridge between these sections, creating

the impression of the leaf twisting.

Come back on the other side with a gentle cut using light
pressure. You don’t want to cut into the wall of the first cut.

and end up straight and shallow for this result.
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The result. Now start at the tip with very light pressure (almost the

weight of the knife is enough) and increase pressure as you
move toward the leaf.

The tip of the stem is a long, thin triangle, requiring a three- On the other side of the leaf the steam is another long
sided cut. Following the rule of cutting away from the triangle. The first cut is a stop at the leaf, that should match
already cut portion, the first side is a very small stop cut the angle of the cut on the other side.

where the stem meets the leaf.

I
From there cut to the tip of the stem, ending with light

pressure. Start from the stop and cut down on side of the stem...
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Where the stem meets the leaf again, I give a turn to the cut. Cut to the other end, trying to match the depth of the cut to
the continuation of the stem on the other side of the leaf.

This meets the return line in a little more graceful way than a The result. With all chip carving cuts, be careful to start and
stop. end a stroke precisely. Any small overcuts will become
exaggerated once a finish is applied.

Come up the other side, being careful to begin where the first Moving to the next offshoot from the stem, I need a stop at
line ended. the bird’s head.

25



Start at the stop and cut to the rounded end. moving back toward the stop cut.

As I approach the end I pivot my blade up so less metal is in Continue with the grass where it resumes on the other side of
the wood. This allows me a tighter turn without affecting the bird. Start at the point, and pivot the blade as you get to
my depth. the bulbous turn.

Turn the work and begin cutting where you left off... Work from there back to the point.

26



On the longer portion it is important to keep your focus just Begin at the lower neck of the bird and cut up to the end of

in front of the blade. Follow the same steps as in the previous the beak. This makes the cut away from what has already
segment. been carved, preventing breakage.
At the bud turn and go back to the point... Make a careful turn for a continuous cut.

The return cut starts at the tip of the beak, with the knife tip
getting skinnier and skinnier as you move closer to the point. just lightly in the wood. Make a quick turn and come back
Think how graceful the blade of grass is in nature. down the other side of the line.
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The upper beak is a triangle. It starts with a cut on the lower and cut back to the head along the upper curved line.
edge, away from the previous cut.

This cut plunges fairly deep and turns at the same time. Cut off the triangle at the head with a curving cut.

The result. The eye will be a curved triangle. Its placement is
critical if the bird is to appear realistic, so be sure of your
For the second cut, begin at the tip.. drawing before you begin to carve.

28



Start at the back corner. Connect the first two sides of the eye with a third curving
cut.

The cut is short, curved, and deep. When carving the back of the head, the convex line is cut
first. Start at the top of the beak.

The second cut begins where the first cut ends, and continues By coming this way you avoid breaking through the previous
up the front edge of the eye. This cut is away from the beak cut where the leaf meets the head. Instead, you leave a nice
that was already cut, maintaining its strength. clean ridge. Continue to the shoulder.

29



Turn the piece and come back the other way. I almost never
use a line that is exactly parallel. Instead I tend to start
shallow and finish shallow while going deeper and wider in
the middle. This gives the line a sense of life and adds
dimension to the carving. The exact location of the deep spot
depends on the particular situation. Here on the head, it is at
the crown.

Because the wing is closer to the viewer than the head, I want
to start the cut inside the line of the head to give that illusion.

Here I want the deepest part of the cut at the top curve of the
wing.
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Continue a smooth curve down the length of the wing. It gets
deeper again at the end.

The back cut starts at the tip and goes wide in the beginning
portion. This draws the eye to the feather portion of the wing,
and gives it more weight.

As you move up the wing you get narrower in the middle...



and wider at the top curve. Make a nice crescent cut to the end...

Finally at the end straighten the knife and make the cut then carve from the end back to the point.
shallower.

At the next section of the wing, cut toward the tip. This keeps . )
the point of the knife away from what has already been The same process holds for the next section. Begin at the
carved. top...

31



and cut toward the tip.

The return cut starts at the tip.

Progress.

32

Use a similar crescent cut to carve the back.

The return cut can be quite bold, creating a sense of shadow.



Carve the other wing, working away from the previous cuts.
If the curve causes you to cross over the grain, slip the blade
so the tip is slicing and not drawn into the direction of the
grain.

Return cut in the opposite direction.

The end segment goes across the grain so will need some
extra knife pressure.
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No matter which way you go on this last wing cut you will
be cutting toward a previous carving. I choose to start at the
head because the throat cut is with the grain and is less likely
to break.

I've decided to break this long line into two segments,
stopping here with the first segment.

The return cut can go pretty deep at the curve of the wing.



For the second segment, start a little within the previous line
and cut down to the tip.

Make the return to complete the wings.

—

Carve the tail away from the body, stopping before the end.
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Keep the return thin. You want the other edge of the tail, at
the bottom, to be in shadow, and so carved wider, adding
visual weight.

To create the suggestion of feathers, start inside the end of the
first tail line...

and cut to the tip of the tail make the return cut.



Cut the other side of the end of the tail, carving toward the and back.
tip, away from the previous cut...

and returning. With the added thickness, this line is obviously the bottom.

The final line of the tail should be thicker. Work away from
the chip by carving toward the tip... The line of the base of the tail is a simple curve.
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For the third cut a hand position change is necessary. Place
your thumb on the top of the blade so you can push the blade
away from you rather than pull it toward you. Start at the top
and follow the outer line. This cuts with the grain for a
smooth cut.

This gives a sense of thickness to the tail.

Make a plunge cut where the upper leg meets the body. This Make a stop at the top of the lower leg, leaving a ridge where
preserves the ridge between them. it meets the upper leg.

From the ridge cut down the front of the leg with a fairly
The second cut is along the front edge of the upper leg. shallow cut.
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The line continues to the toes, but you don’t want the toes to Make the return to relieve the first cut, also in segmented
be perfectly round. Some suggestion of the jointed segments cuts.
should remain.

Cut from the end of the toe back up to the stop. Do the third toe in the same way. It is helpful to choke up on
the knife to gain accuracy.

With the grain running in this direction we can use three
Cut the middle toe in the same way, leaving bumps to distinct cuts for the return, emphasizing the jointed nature of
suggest the joints. the claw. Cut one..
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Cut two... Cut three.

The completed bird.

38



With the feet complete we can carve the branch on which he Even with the stop, there is only a thin wall to keep your
hangs. knife from straying. Cut with care here.

When working around already carved portions it is impor- Turn the board and make the return cut.
tant to create stops. I put a stop...

at each end of the segment. Follow the same steps on the next segment.
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Above the toe I want more of a space than a ridge, so I move Beneath the foot I keep the stop as close as possible. I think it

away from the foot to make my stop. helps him look like he is hanging on. It is a curved stop.
This is a fairly wide cut so you need to push the knife in Cut a stop above the tail...

further.

Complete the cut, starting deep and easing up. and cut from the foot to the tail.
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On the return cut remember to vary the thickness of the line.

Cut from there to the point of the segment...

Progress. and from the point back to the tail.

Because the next segment of the stem I was working on

intersects with the stem to its right, I want to cut the right

stem first. Start with the leaf, running the blade deep and flat
Cut a stop in the stem below the tail. to cover the width.
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Cut the return starting at the tip of the leaf with the blade The other leaf on this stem is challenging because it flows
shallow and upright. with the grain. Begin at the base with the blade straight up.
-
-
-
Lean it over toward the middle... Lay the blade over and go deep along the edge.

P
7

As you reach the turn, slip the blade to cut the fibers without
being drawn into the grain. End with the blade vertical and
and end with it upright and shallow. shallow.
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The return cut is similar. Start shallow and straight. End with the blade upright and shallow.

At the turn slip the blade. Cut the delicate stem between the leaves.

To avoid parallel lines, give the stem a little swell above the
Lay the blade and go deep. bird’s tail.
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While we are up here we can carve the point of another stem.
It is a simple arc cut, up...

and back.

Progress.

Below the tail continue the stems of grass. This one requires
the slightest stop cut. Use the tip of the knife.

Cut down to the base widening the cut.

The return cut should start wide and taper back to the stop.



Cut away from the first stem working up the second. Come down from the stop to create a bulbous base.
Come up to a point below the tail and return on the other Lift your knife slightly to make the turn...

side.

A short concave stop is at the end of the next segment. and begin the return cut where the first ended.
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The next segment is rather complex. It begins with a short Cut across the stem and continue the cut...
stop cut at the top.

From there it is a continuous cut to the intersection with the to follow the stem to the end.
adjoining stem.

Slip the knife to get around here. Cut across the end with a stop...
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-
Then return up the other side. The small leaf starts shallow at the stem gets deep at the
turn...
= |
i
i
-
Go deeper at the wide points. and returns to shallow at the end.
With a complicated cut like this we expect to have some
rough spots. In fact there are only two here, and they are easy
to clean up. Start at the point and return in the same way.
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The result. Return from the point, again jumping over the leaf...

Moving to the other stem I start at the end. Cut a stop at the and ending the rather straight cut with a deeper, wider base.
first leaf.

From there cut to the end of the stem lifting blade out of the
wood to go over the previously cut leaf and continuing on
the other side to the end. The leaf is a two-sided cut...
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widening at the base. Cut the line. It helps sever the fibers at the stop cut if you lift
the handle a little bit, forcing the point down into the corner.

Continue with the stem below the leaf, making a curved stop Return on the other side.
cut there....

Before cutting the lower stem, I need to cut the small shoot. It
and one at the wing. is a two cut line starting at the tip and going to the stem.
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The return starts at the stem with a fairly deep plunge and From the stop cut at the shoot, cut back to the wing. This
tapers out to the tip. works away from the carving of the shoot.
For protection cut a stop at the base of the shoot, carrying it Cut from the wing to the end of the stem.

into the middle of the stem. It will be cut away later.

Make a stop on the stem below the wing. At the shoot cut more deeply...
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and at the end of the cut, raise your knife up to sever the Cut back to the shoot.

fiber.

The bottom cut starts with a plunge... Finally we have a leaf that goes behind the stem. Cut a stop
at the stem.

and tapers up at the point. Cut from the stem to the tip...
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and back from the tip to the stem. Cut from the stop to the base...

Cut a stop on the other side of the stem. and from the base to the stop, standing the knife up at the
end to sever the fibers.

The final result.




Carving

the Black-eyed Susan

The black-eyed Susan involves many of the
same techniques used in the previous carving,
but the variations may be helpful. By carving
one blossom you use all the techniques needed
to carve the patterns in this book.

Lay out the pattern on a piece of wood as with
the first carving.

Before starting something like the flower
blossom I like to think about my last cut. I
don’t want it to be with the grain, because to
the tendency of the grain to pull the knife. With
the elements around it already carved, this
could be disastrous. I choose to start at the top
of the flower, going across the grain. If I work
my way around the flower, I will end up with a
similar cross grain cut. This petal is basically
four sided cut. The first is a short cut from the

tip.

The second cut goes to the center. It begins
with a plunge to get the knife quickly to the
depth I want.

Follow the curve...



and end the cut by standing the knife up to cut the fibers.

The third cut is a short stop on the perimeter of the flower
center. Though it is essentially just a plunge of the knife,
these stops around the center create an interesting play of
light in the flower.

The final cut goes from the center out to the tip...

ending by lifting up the knife to cut the fibers.

The first petal complete.

Move to the adjacent petal. You want to cut away from the
previously cut, so the first stroke will be along the conjoining
side. This is a three cut petal.

End by lifting the knife up.

Again there is a short stop cut at the flower center.
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The third cut goes from the center to the tip.

The result.
‘ ' The third side emerges from behind the next petal. This
! creates a crook in the line, but I want to carve it in one stroke
for smoothness, turning the knife at the crook.
‘ 4
Some petals appear to overlap. Begin with the adjacent side. Start shallow so you don’t damage the previous petal...

and pivot the blade when you get to the crook.

Cut the short stop.
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End by standing the knife to cut the fiber.

When making the stop turn the knife to follow the curve of
the center line. With each of these center cuts we are creating
an oval center for the flower.

The result.

Return to the point.

The next petal has a slightly longer side along the flower !
center. Begin with the adjacent side creating a ridge. o

Because of the grain direction, I would probably break
through the wall if I carved these as [ did the other petals.
Instead I will treat this as a four-sided cut, starting at the
adjacent side.
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The ridges are quite delicate, so after I have completed some, The center of the flower gets its texture and shadow from the
I protect them by placing an index card over them on which stab knife. The light is from above, so the shadow falls
rest my hand. around the bottom and sides.

When creating shadow, I don’t want all the stab cuts in the
same direction, so I change the angle of my knife. Where the
shadow is darkest around the edge I use the strongest
pressure. As I move toward the light, the cut get progres-
sively lighter. Start at the bottom. Remember, you can always
go back and make them bigger, so start easy.

The last petal is the hardest because both adjacent petals are
already carved. I'll do this side first because it starts at the
widest point between the two finished petals, making it less

likely to break.
I
Come back along the other ridge. Rotate the knife a little bit and continue with the perimeter,
using the same amount of pressure.
i
The stop cut finishes it. Use a little less pressure as you move up. Stagger the cuts

slightly so there is not a strong appearance of rows.
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As you move into the light, use less pressure on the knife to There are a couple tiny chips approaching the top and along
make smaller cuts. the upper edge the carving stops.

Finished.

58






Gallery







62



63






L

¢ o z - 2l - 1
Greshar* Test ~u © - .am ~hotog~ * " Dou-
las Cor g ~ 1] ~-+~. Explore *he wea *h ~f design
~tifs <o wdythe Geure e g ants to ) enn-
v e g, perfect forcl - ¢ r ing. Par applies a vari-
rtv [z designstoa“ /ilkom” pli quea la L' zbox,
leadl \g 0" :carver © . by-ste 1. . gather.oce. nf
ch'r carving each of . ese creations. Pa er s

1z 812" x 11" 250 color photos 4.
I » :0-88740-711-0 soft cover $12.95
“icCl (O~ “resha a ~“resham.

A mecou~fstu v ilal v oeginners ' ~'earn the

func ment =ofc | ~arving and help more =+ ced
¢ vertol e heirskills. Thic © Jlistucie i e ithe
£ 1 1ental ~chniques of <a» carving. It prooresses
fromt" :easie ..othe hardestcri. ndi .nc':sdesigns
and ojects after each exercise.

Ve 12"x 11"
ISE ™ 0-88740-498-7

64 pp.
Soft cover ~ $12.95
C ~'a g 2 Sc st Pam Gresham, text
it with ard ~hotography vy Douglas Congdon-
Martin. Here are many patterns and ideas, and help to
@Wemcan v uie techniques of layout and execution.
Each step is . ..«rated with a color photograph, every
project is accompanied by accurate drawings. Also has
a gallery of finished projects.
Size 8 1/2" x 11" 250 color photographs 64 pp.
ISBN: 0-88740-699-8 soft cover . .95

Carvir_an ’ € :anEaglew = 'aul™ e Paul
" 'hite. Beginning with the gluing of the boards and
sculpting and enc g with a helpful * '~rif “on of
golc ieafing, Paul explains each step .1 de.ail. For
those who wish to get right (> the carving he al<>
explains the use of commercial.y prepared blanks. A
measured drawing of t'.¢ project is included, as well
as a gallery of variations.

Size: © */2" x 11" 250 color photos 64 pp.
ISBN: (-7 740-624-6 soft cover $12.95
Ci—  aTrac ~ o 2o 2a White.

The incised carvea ' ers glistening * .fu ~c!< “eaf of
the Cape Cod sign m: " = a warm invitation t~ 1ome or
business. This book :zes the reader s p-° /-step
through the process of ¢i "1g a quarterboa. ',
beginning with the layout of the letters and pattern,
and continuing through the gilding. A complete
a' habet is included so you can create your own sign.
2 galleiy shows a variety of designs.

Si~:81/2"x11" 250+ color photographs 64 pp.
IS . 0-88740-575-4 soft cover $12.95

| Y L i L ¢,

1 > n o @Geors “~h ofer, Ter wri en w' u and
photog ~  cy T ~ gic " “ongdon-Martin. Trained in
C..™ 2 7 ~gtech * .3, =ilhofer shares uem

aul st T tsin T ¢ o, er dnow ir s new " ok
.. > zare the vasicskills of relief carving. Step-by-step
he takes . e reader l.ro <. tool selection, under-
standing wood, ¢ * ce .. g techniques are presented
in a cles: and concise wa . The result is a project of
which e c-—>rwillbe oud.

Vi 87 x 111 64 pp.
27 -*ep-by-ste~ color photographs

. T:0-88740-.85-4 soft cover $12.95
B R S T ~ Bob ".ondy.
.’ationaliv © own ca ver, — .- _und’ sk .es the

tec’ ...or esol. ' [Za. inginaneasy’. 'lc ©c.l.
Amply "I'istratec it tak s the reader step-by-step
througl ' =» --rving -ojects and offers * fc 1 ¢~
needed for others. ¥ 7« eve ;*ui "y carved b, and,
the book serves both the beginner and the veteran.

Size: 1" x 8 172" 9¢ pp.
ISod: 0-8874,-439-1 soft ~over  $14.95
9 S T T T by Ty 2Tom T olfe,

with Doug Congdon-I .tin. 7o . hasbeen + ~ "¢
s'_ns anc r . or latcarvings forin. 1y cars, ri ging
to them I 2 same c.. ‘iv", and skill he orit © LI

three-di . nsional work. = =*_ e projectsincluc a
pothoic er holder, the man in the moon, and a welcome
sign. ‘*zp-by-si”‘nstructio -, all illustrated in color.
Size: 8 1/2" x 11" T color 64 .
Wil 0-88740-278-X soft cover $9.95

/ Schiffer books may be ordered from your local \
bookstore, or they may be ordered directly from the
publisher by writing to:

Schiffer Publishing, Ltd.
77Lo .77yl G, wglen PA 19310
(610) 593-177 /¥ax (610) 593-2002

Piease include $2.95 for the first two books and
50¢ for each additional book for shipping and
handling.

Write for a free catalog /

Printed in Hong Kong




Drawing from the beautiful and ancient art of
Asian brush painting, Craig Vandall Stevens
introduces a unique form of chip carving to the
hobbyist. With clean flowing [ines the knife creates
delicate images in wood, relying on the play of the
grain and the light to bring the images to life. These
designs can be used in a number of ways. They make
beautiful wall hangings on their own, or can be used
as a decoration on plates, boxes, and screens.

The book takes the carver step-by-step through the
carving process, beginning with an introduction to
the tools and the wood. Every carving step for two

projects is included with a clear color photograph and
a concise description of the catving technique that is
used. The patttemns are included as is a gallery of
variations and applications.

H i

088 0
ISBN: 0-88740-940-7




	IMG-01
	IMG-02
	IMG-03
	IMG-04
	IMG-05
	IMG-06
	IMG-07
	IMG-08
	IMG-09
	IMG-10
	IMG-11
	IMG-12
	IMG-13
	IMG-14
	IMG-15
	IMG-16
	IMG-17
	IMG-18
	IMG-19
	IMG-20
	IMG-21
	IMG-22
	IMG-23
	IMG-24
	IMG-25
	IMG-26
	IMG-27
	IMG-28
	IMG-29
	IMG-30
	IMG-31
	IMG-32
	IMG-33
	IMG-34
	IMG-35

