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CHAPTER 1

WHY DECORATE?

Humans decorate things or places to suit their own personality: decoration is therefore a way of expressing themselves, and will influence the way that visitors think of them. It can also be used to reflect who is welcome, and can be used to make visitors feel more comfortable.
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The ‘egg’ box, including multiple elements of decoration: carving, colouring and gilding.



Humans are social creatures, therefore expressing ourselves and showing who we are through our actions and tastes is very important to us; so surrounding ourselves with furniture and objects related to our interests makes us feel happy and fulfilled. On the other hand, if we are surrounded by things that we consider dull, or that we dislike, we might feel unsettled or uncomfortable, even lonely, because we feel we don’t ‘belong’ in the surroundings. This is why it is important to furnish places to your liking.

Decorations were invented centuries ago – cavemen drew pictures on their cave walls to express memories and tell stories, and when the first shelters came into being, early man decorated the walls in the same way. Another early use of decoration was to show values. People decorated flags to show their origins, and to show pride in the location that the flags represented. Decoration can tell other people whose side you are on, what you value and what you are proud of, as well as warning others of potential dangers.

WHAT IS DECORATION OR EMBELLISHMENT?

Embellishment is used to make a piece more attractive, visually pleasing or interesting.

Decorations can range from added or changing shapes and engravings, to paint and colour-based markings. Anything can be added, from flowers to sewing. If it adds to the piece, then it is decoration, but you should be aware of what you want to achieve, as individual details can impart differing feelings and information.

Humans are born with an inbuilt survival instinct, which will indicate what is good and what is bad based on the shape, colour and pattern of things around us. For example, the colours yellow and black together represent danger and are used on caution tape or bottles of insecticide to warn us against their inherent harm. This is because the brain is programmed to look out for these colours in the wild, as can be seen in wasps and some poisonous frogs.

Likewise because spikes and sharp objects can potentially cause us harm, spikey elements and sharp corners on designs make us think of danger, or alert us to be cautious.

In design, elements that are added on to the piece are called ‘decorations’, and thought is put into every one so that by looking at it we are made to feel and think in a certain way.

However, the intention of representative art is that it is interpreted through the eye of the beholder, without there being one specific way of viewing it – which is why it is important to decorate something that you make in your own style.

THE ELEMENTS OF ART

To decorate something is to add features to make it look different from how it started, even if you are technically removing parts of the wood to change the shape and texture. However, to do this we need to understand the elements of art that are used to express these feelings.

There are seven elements of art altogether: line, colour, shape, texture, value, form and space. Line, art and space usually refer to traditional and digital art rather than woodturning, but because symbols and art can be added on to a piece after turning, it is still important to understand their use. Lines can also be physically carved into a piece to make it look different.

Line

The ‘line’ element refers to the thickness, saturation and definition of a line, usually used in writing fonts and traditional and digital art. This element changes how lines appear on a piece, how visible and bold they are, which can help add definition or texture to your turning. Bold lines are more noticeable as they take up more space, especially when they are surrounded by finer features. If a piece has many fine features, this may make the viewer study the work more closely.

Space

Space is an element that is used less in woodturning than it might be in, say, photography, and in art it is used to make the viewer look in specific places. When looking at a work we will usually look towards its centre, as this gives a better overview of what is in front of us. This is how we might look at an individual: we look near their eyes first, since that is where a person’s most defining features are, and we do this so we can assimilate important information quickly.

This is why important features should be in the centre of a piece, where they will attract the viewer’s attention; other details should be placed less prominently. Also a lack of features – that is, a clear space – can be just as powerful.

Colour

Colour is often expressed in terms of being warm or cold: warm colours are biased towards the yellow, orange or red side of the spectrum, whereas cold colours are biased towards green, blue or purple. Colour, as previously mentioned, is usually used to express emotion. Though black and yellow together may act as a warning, yellow and black on their own have their own emotions attached to them. Thus yellow is associated with warmth, positivity and material gain, and is commonly used in media to express happiness and prosperity because of these associations. Black, on the other hand, is used to represent fear and despair, as humans are born with a fear of the unknown, and darkness engulfs our vision regularly to make us unaware of our surroundings.

Other colours convey emotion too, and some have different meanings based on how warm or saturated they are. For example, red is often associated with anger when it is vibrant and cold due to its association with blood, whereas when it is desaturated, warm and soft it is associated with love and romance.

Tone, or ‘Value’

Paired with colour, we can also use the element of tone, also known as ‘value’, which is changing how dark or light the piece looks. Tone can be used in a similar manner to colour and line, where the variation between values changes how bold the piece looks or what emotion is felt. A light, cold blue is often associated with sadness or misery, whereas a warm, light blue would represent whimsical joy. A dark, cold blue would show darkness and fear, like the depths of the ocean, whereas a dark warm blue is associated with the sky and peacefulness. The shade and hue of colours and the wood can affect how the piece is viewed and what feelings the viewer may feel when looking at your work.

Texture

Texture is often used to show how peaceful, dangerous or complicated a piece is supposed to feel. Sharp and soft textures change how comfortable we feel with the object, but gaps and dents can cause confusion, or empathy due to its missing pieces, implying that the object has a story behind it, or a missing piece of information that our mind wants to understand. The fact that it looks broken can also cause pity or awkwardness, as a damaged object can cause us either to empathise with it, or to feel upset that it is damaged, as it will have lost its symmetry and we will feel less satisfaction in looking at it.

Textures can also be made by carving shapes into the wood so that it feels different physically, with bumpy textures and spikes. Smoothness can cause satisfaction as well as bumpy textures, as they ground us and are soft and calm. This feeling can change from one person to another based on how much emotional blindness (or alexithymia) a person has – what they feel emotionally is based on physical touch.

Shape and Form

Finally there is shape and form. Shape is like texture, though it usually refers to the shape of the piece as a whole, rather than parts of it. Shape has the same connotations as texture, it just has a bigger effect and should be more focused on how the piece can stand and should be viewed.

Form is also important, and the function that a piece will have when it is finished should be designed into it from the start: for instance, should the piece be purely functional, or should it have an aesthetic quality as well? Bowls, for instance, should be an appropriate size for whatever they have to hold, while plates could be designed either so they are practical to use and to wash up, or so they are suitable as wall ornaments.

AND FINALLY…

As shown by the different use of the elements described above, how you choose to design your work can also make a huge difference as to how you feel about your surroundings, and how you present yourself to others. This is why in woodturning it is very important to decorate and design your work using these styles to make them look unique.

Designing detail and becoming skilled in this craft can add value and meaning to your pieces, as well making them more impressive and interesting for people viewing them, as it will make them appreciate your work more for the craft and satisfaction it gives them. It can also make you feel greater pride in your work, and encourage you to see more value in yourself.

Decorating your work is not compulsory; for instance you may have turned a piece of work that has spectacular grain patterns, and you would not want to cover these up. Or a piece may be purely functional, and decoration would be superfluous.

However, if appropriate, adding some form of embellishment to your work may make it stand out, and you will then have added your own signature style. Above all, decorating your work is fun, so why not try it.

In the following chapters I have described the methods used to create some common types of decoration. The methods set out are tried and tested and ones that I have used. There are possibly quicker or more effective ways of doing the same thing, so experimentation and practice are key to being creative.

I lay no claim to inventing any of the procedures described in this book: for the most part I see a technique and try to replicate it, while adding my own tweaks to make it work with the tools and equipment that I have available.


CHAPTER 2

SAFETY

Woodturning is an inherently dangerous hobby; however, adopting sensible work practices will reduce the risk and keep you safe in the workshop.
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A plate coloured with alcohol-based stains, and finished with brushed-on gloss lacquer and burnishing cream.



SAFETY AT THE LATHE

The following safety precautions should help to ensure a trouble-free work ethic:

• Ensure that you are familiar with all the controls of the lathe. For example, if the lathe has a movable control box, position it on the lathe where it will be easily accessible when working, then the lathe can be stopped without having to lean over the spinning work.

• Check that the work area is clear of slip or trip hazards before starting work. Do not allow large piles of shavings to accumulate while you are working, but clear them away before they become hazardous.

• When you have finished working for the day, it is good practice to clear away all shavings and wood dust, thereby removing any potential fuel should a fire break out.

• When mounting timber in the lathe, make sure that it is held securely on the faceplate, in a chuck, or between centres. Do not stand directly in front of the timber when first switching on the lathe: this will prevent the timber from hitting you should the whole piece or loose bits of timber fly out of the lathe.

• Always rotate the timber by hand before switching on the lathe to ensure that it has clearance round the lathe bed and toolrest.

• Before repositioning a toolrest, switch off the lathe and wait until the timber is stationary.

• Keep tools sharp and well maintained: do not use a tool if either the tool itself or its handle is damaged.

• Ensure that the speed set for the lathe is appropriate for the work loaded on to it; large or unbalanced pieces of timber will need to be turned at slower speeds.

• The maximum speed at which a piece should be turned will be limited by the centrifugal force it can safely withstand, and there are formulas to determine an appropriate speed; one such is as follows:

RPM = 15,000/diameter of work in centimetres

It is likely that initially the timber will be unbalanced, and the speed should be set so that the lathe vibration is minimised; as the blank comes into balance, the speed may be increased – however, only turn at speeds where you feel comfortable.

Suitable Clothing for Lathe Working

To avoid the risk of entanglement and to prevent accidents, anything that is loose – such as hair, clothing, jewellery – that could be caught in any rotating part of a lathe must be removed or tied up before using the lathe.

A Turning Smock

A turning smock is essential to prevent shavings and chips getting into your clothing, preferably with a high, close-fitting collar. Loose clothing, especially round cuffs, should be kept away from the lathe; people with small wrists should be aware that it might not be possible to tighten the cuffs on a turning smock sufficiently, which may put the wearer at risk; if this is the case, sleeves should be rolled up the arm to be out of the way, or you may wish to consider a short-sleeved smock as a safer alternative.
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Fig. 2.1: A typical turning smock with a high collar, and cuffs secured with velcro.



Gloves

Some turners like to wear a glove or gloves whilst turning for various reasons, such as protection from sharp/hot woodchips, and keeping the hands warm during winter. There is quite a lively debate between woodturners about what is best practice, and whether fingerless gloves are safer than full-fingered ones. However, the official advice is that gloves should not be worn when turning as they could get caught by the wood or chuck and cause serious injury to your hands.

Eye and Face Protection

Turning produces large amounts of wood chips and shavings, and many of those will be directed towards your face. As a minimum, safety spectacles should be worn with side shields; however, a full-face visor will provide extra protection, not only against wood chips, but also should the workpiece fly off the lathe or a loose knot fly out whilst turning. Ensure that any eye protection conforms to EN166.1.B: the ‘1’ indicates class 1 optical clarity, and the ‘B’ that the visor has a robustness rating that has medium energy impact protection to high-speed particles. (ANSI/ISEA Z87.1-2020 in the USA.)

PROTECTION AGAINST DUST

Dust is a major hazard in woodworking and woodturning; sanding especially can produce quite high levels of dust, and it is the very fine particles that cause damage to the respiratory system. Some of the possible effects of exposure to dust are asthma and potentially nasal cancer that can be caused by some hardwood dust.

There are several ways of preventing the inhalation of dust. The first is to reduce the amount of dust that is produced. You could just stop sanding anything, but that is not very practical. Some turners reduce the amount of dust produced by using a wet- or oil-sanding technique: wet sanding is where the work is kept wet through the whole sanding process, so the wood dust becomes a slurry, which can fill the grain but becomes very messy; this is good for highly irritant wood dust such as that from iroko.

The oil-sanding technique is similar, in that an oil or oil/wax mixture is used as a lubricant for the sandpaper: the wood dust absorbs the oil, clumps together and becomes heavier, and therefore falls to the floor instead of floating in the air. Although wet or oil sanding can reduce the amount of dust in the air, it is still advisable to wear some form of respiratory protection.

Respiratory Protective Equipment (RPE)

The Health and Safety Executive (HSE) produces a practical guide to respiratory protective equipment (RPE), numbered HSG53.

European regulations for respirators fall under several standards: first, an unpowered half-mask particle-filtering respirator will need to conform to EN149:2001. This sets three classes of particle filtration: classes FFP1, FFP2 and FFP3. These filter 80 per cent, 94 per cent and 99 per cent of particles respectively. EN143 sets the requirements for separate particle filters: these are P1, P2 and P3. There are other standards that apply to respirators with valves and full and half face masks that specifically relate to these products.
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Fig. 2.2: A replaceable filter half-mask respirator. The filter fitted is an FFP3 type.



In the USA, NIOSH has a set of recommendations for unpowered respiratory protection, certified under 42 CFR 84. The filtration levels are classed as N95 and N99, and these have similar filtration performance to FFP2 and FFP3 respectively.

A powered respirator with a helmet or hood will need to conform to EN12941, while a power-assisted filtering device that incorporates a full or half face mask should comply with EN12942.

Disposable and replaceable filter half-mask respirators are usually for short-term use – a maximum of about an hour is recommended. They can be quite tiring to wear for longer because a seal is needed round the nose and mouth; this also limits their use by people with beards. This type of respirator can become damp and uncomfortable from the exhaled vapour in the breath, which can also fog spectacles if you wear them.

Under European regulations, disposable masks should conform to an RPE classification of FFP2 or better. Replaceable filters should have a P2 rating or better. The protection factor associated with this rating, FFP2 or P2, will reduce the wearer’s exposure to dust by a factor of ten.

The half-mask respirator with replaceable filters can also be obtained with an integrated visor; these generally have a more comfortable head harness and padding, however they do still require a good face seal, which means they cannot be worn by those with a beard. Ensure that any visor complies with EN166.1.B, or ANSI Z87.1 in the USA; any eye protection should be marked Z87+ to show that it is resistant to high-impact particles. There are versions of the full face mask respirator that have a powered filter unit to supply filtered air to the mask; these extend the wearing time, but still require the full face seal. The RPE classification of these powered respirators with masks is TM1 for a protection factor of ten, or TM2 for a factor of twenty.
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Fig. 2.3: A full-face powered respirator is the most comfortable to wear for long periods. This version has the motor unit placed over the head; others use a waist-mounted motor and filter unit.



The most comfortable and convenient respirator is one that is powered and does not require a tight face seal; these have a fan that runs continuously, pushing filtered air over your face. The face seal is quite loose, which means they can be worn by people with beards. Most powered respirators incorporate a bump cap or hard hat as well as the visor, therefore combining eye and respiratory protection. Several designs are available; some are self-contained, having the fan and battery mounted on the helmet, others have the fan and battery in a unit that is worn round the waist, with a breathing hose to feed the filtered air to the helmet. A powered respirator should have an RPE classification of TH2 for a protection factor of ten, or TH3 for a factor of twenty.

Although the dust produced while working on a piece of work is harmful, much of it – the heavier particles sized about 30um – will fall down almost immediately; however, very fine dust, and especially particles about 10um and smaller in size, will float in the air. This very fine dust can float around for many hours or even days, meaning that it is still possible to breathe it in for some considerable time after the process that produced the dust has been completed.

Air-Filtration System

One way to prevent this hazard is to install an air-filtration system into the workshop. Air filters are installed in a fixed location in the workshop, usually near the ceiling, and run in the background to filter the fine dust particles out of the air. Some versions have a timer function, allowing them to run on for a fixed time after the workshop has been shut up.

RESPIRATORY PROTECTION AGAINST FUMES AND GASES

The respirator filters described in the previous section work against particles only; for protection against fumes and aerosols, a different filter will be required that protects against the particular substance in use at the time. A list of filter types identified by a colour and letter, is contained in the HSE document HSG53. Fortunately, to avoid having to stock up with a number of different filters, combined or multigas filters are manufactured that also include particulate filters. However, some manufacturers do not make combined filters for their respirators, so you may need to purchase one that is just used for situations that produce fumes.
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Plate in spalted beech with pyrography picture in the bowl. The rim is stained using a mixture of dabbing and spraying through a stencil.




CHAPTER 3

PREPARING YOUR PIECE FOR FINISH OR DECORATION

Once you have completed your woodturning, you are now in a position to finish and/or decorate it.
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Ash bowl decorated with Milliput rings round the rim and an Abalone shell round the rim edge. It has been finished with Fricton polish.
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Fig. 3.1: The torn grain shown in this image became prominent after friction polish had been applied to this piece of spalted sycamore.



It is generally accepted that any blemishes on the work will be amplified by any finish you apply, and the same applies to colouring and staining; so it is important to aim to achieve the very highest standard of finish before you go on to apply decoration. (See fig. 3.1.) Common causes of blemishes on turned work are torn grain, toolmarks, and even sanding.

THE CAUSES OF BLEMISHES ON TURNED WORK

Torn Grain

Torn grain is found in both turned spindles and bowls. It may be due to a ‘catch’ with the tool, or because of the quality of the timber itself. Grain can be torn due to the use of blunt tools or because of poor technique; however, it more commonly occurs on work that is cut across the grain, as in bowl work. When cutting end grain, timber fibres may snap or break off and rip out; the occurrence of this usually increases if the timber has areas that are soft or ‘punky’, such as in spalted timber, so the finished surface looks as though it has gaps or holes, and generally looks rough. In extreme cases deep holes of 3mm or more can be left on the surface. Although it is tempting to try to sand out these sections with a piece of P60-grit sandpaper, it is unlikely that this will improve the finish, and the only real remedy is to refinish the surface of the work, taking light cuts with a sharp tool.

If the timber is particularly soft it may need some form of hardening before an acceptable surface can be achieved. Soft timber may be hardened up to a point where tools cut it, rather than tear it, by using either cellulose-based melamine lacquer or sanding sealer; these should be diluted 50/50 with cellulose thinner and brushed liberally on to the ‘soft’ timber. Once dry it should be possible to take a light cut without any wood tearing out; the surface is then ready to sand.

If the soft section is quite deep, then a cellulose-based product may skin over before all the soft timber has been treated. This is because the cellulose base evaporates before the timber has completely absorbed the product. To prevent this happening, a shellac-based sanding sealer may be used. This type of sealer dries more slowly, and so can soak into the timber more before it dries. It is best in this case to keep applying the sealer with a brush until the timber is completely saturated, then it can be left to dry completely before the next cuts are taken.

If the timber is particularly soft and the above methods do not work, then more extreme methods of hardening will need to be employed, such as the use of resin or superglue.

Toolmarks

Toolmarks are cuts and grooves on the surface of the wood that can range in severity from light scratches to deep, irregular grooves. The severe toolmarks illustrated (see fig. 3.2) were caused by a bowl gouge: when completing the exterior of a bowl, the gouge has not been swept smoothly round the curve of the bowl, leaving the ridges and furrows shown. A surface such as this ideally needs to be refinished with a tool, as the marks are too deep for sanding to take them out effectively. The area may need to be recut, though other techniques could be used to improve the surface, such as running over it with a scraper, or possibly shear scraping the affected area using a gouge or scraper.
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Fig. 3.2: Visible tooling marks on the exterior of a vase; these need to be removed before the sanding process begins.



Sanding your work is usually the final stage before applying any finish to it. Sometimes the finish you achieve straight off the tool is so perfect that any sanding would spoil the surface; however, in my experience it is rare that this level of perfection is ever reached.

Whilst it is tempting to reach for a coarse-grit abrasive to correct any major surface problems on the work, as mentioned before, it is better to attain the best finish off the tool if possible before starting the sanding process.

Many people find sanding a chore, but it isn’t really something that should be skimped. Good preparation should be seen as the starting point of a great piece.

ABRASIVES

There is an extensive range of abrasives available for the woodturner, and choosing one that is suitable for your application can be daunting. However, there are two main grading systems in common use for coated abrasives (when a thin layer of abrasive is attached to a substrate such as paper or cloth). These are the Federation of European Producers of Abrasives (FEPA), which is used worldwide, and the American Coated Abrasive Manufacturer’s Institute (CAMI). These organisations standardise the size of grains used in coated abrasive.

Sandpapers that meet the FEPA standard are prefixed with a P before the grade. The two standards are similar, although FEPA uses a closer tolerance of grain size, as shown in the table.

The following are some of the abrasives that I use regularly. For general purpose sanding I use Hermes RB 406 J-flex abrasive; this is a cloth-backed aluminium oxide abrasive, so it is extremely flexible. It is available with grits ranging from P80 to P400. The abrasive cuts well and has a long life; the cloth backing allows it to be folded very tightly without breaking, and if required it can be torn into strips for accessing areas that are hard to get to. In addition, J-flex may be used dry or with a lubricant such as oil or wax.




Table 3.1: Comparison of abrasive grades and relative grain sizes from two of the available standards.
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Another abrasive I use is Mirka Abranet; this is a net-backed abrasive that can be used on a large variety of materials. It is very flexible and long lasting; being a net-based adhesive, the waste travels through the net keeping the work surface free of dust, which helps to obtain a better finish. Abranet is available with grits between P80 and P600. The abrasive is used dry, as a lubricant would clog the net.

For applications where I need a hook-and-loop attachment for use with powered or unpowered rotary sanding, I use Indasa Rhynogrip Red Line. This is another aluminium oxide-based abrasive that is used dry. It is available in ready-cut circles or as sheets for cutting your own shapes. Apart from using it with rotary sanders, I also use it attached to a stick for sanding the inside of boxes, vases and hollow forms. The abrasive is available in grits of P40 to P2000.

For more specialist sanding, such as when finishing resin or plastic, then much finer grit abrasive will be required. The abrasive that is commonly used for this application is micro-mesh, a cushioned abrasive available with nine grits from 1500 to 12000. It is very hard wearing and may be washed and used over again.

THE SANDING PROCESS

First remember to move the toolrest away from the work before starting to sand it, to prevent your fingers getting trapped between the work and the rest; better still, remove the toolrest and move the banjo away from the sanding area if possible. If hand sanding, do not wrap the sandpaper round your hand or fingers: should the sandpaper catch on something it is best if it can be pulled out of your grip, rather than pulling your hand into the lathe.
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Fig. 3.3: A Simon Hope unpowered rotary sander with a 21mm ([image: image]in) head.
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Fig. 3.4: A 52mm ([image: image]in) rotary sanding head that can be used in an electric drill.



The sanding of a piece of work can be performed entirely by hand or with the aid of a powered or unpowered rotary sander. The unpowered rotary sander illustrated is from Simon Hope (see fig. 3.3), but similar designs are commonly available; this type of sander has an arbor on the end of the handle where the sanding disc is attached, usually with a hook-and-loop system: the rotation of the work on the lathe drives the sanding disc round. A soft foam pad can be fitted between the arbor and the sanding disc to cope with uneven or steep concave surfaces. A powered rotary sander uses a similar arbor, but this is fitted into an electric drill that provides the motive power (see fig. 3.4). It is personal preference which type of rotary sander you use; I have both, but tend to use the unpowered version and hand sanding more.
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80 192 0.00756
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