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President’s Message
Dear ABANA Members,
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Skipjack ad
New digital ad at Sundance ???

want to thank the board of Directors and
you, the ABANA membership, for allowing
me to serve as your new president. I also
want to thank outgoing president Doug Learn
for his time and efforts in seeing the association through some very difficult times indeed.
He put us in a position where we can all move
ahead and work together freely for blacksmithing. You have elected Maegan Crowley of New
Jersey and Don Kemper from Washington to
be new directors and we welcome them with
their fresh energy for this endless task. Chris
Winterstein, Will Hightower, and Dave Mudge
were also re-elected. The percentage of members who voted was tiny. I once dropped out
of another organization because it was not
democratic. The members had no vote. If I
give up my right to vote, I give up my right to
complain, and I never want to choose that!
Winston Churchill said, “Democracy is the
worst political system in the world—except
for all the others.” Please nominate, vote, and
elect directors that will work for whatever you

think ABANA needs to do. Thanks.
Your treasurer, Will Hightower, has put
ABANA on firm financial ground by his daily
attention to ABANA’s business. He has also
developed a plan to reorganize and increase
the size and long-term security of the Endowment Trust. This will provide secure funding
for scholarships, among other things, as it
grows.
The LaCrosse conference is behind us and
the board has spent a lot of time digesting
the feedback we received. Dave Koenig has
agreed to be conference chair for 2004 and
we will formally announce the dates and location very soon. The board volunteered to put
on the LaCrosse conference with great help
from members of The Guild of Metalsmiths,
The Upper Midwest Blacksmiths, The Illinois
Valley Blacksmiths, and many others. Thank
you to all. We did this to learn firsthand and
what is required to put on this huge event and
it worked! And how! We are now developing
solid plans for long- term conference continuity so that they will be better organized
in all the ways people have pointed out. We

hope to see you there! I had a fantastic time.
Several attendees told me it was the best time
they ever had!
In the meantime there are several other great
conferences happening around the continent.
These include Ironfest, which will be in Grapevine, Texas, May 30 to June 1 and CANIRON
IV, which will be in Hamilton, Ontario, Canada,
July 10 to 13. I am sure they will both be
well worth attending.
ABANA is striving to meet and I hope exceed
the goals of its founders. We promote the
ancient art of blacksmithing by distributing
information via our publications and the web
site, educate with articles, conferences, and
scholarships. Perhaps most importantly, we
help connect smiths to others so that they can
learn, work, and contribute to the evolution
of smithing. Finally, when I find myself in a
bind, I just ask myself, “What would Manfred
Bredohl do?”
May your hammer strike true,
Scott Lankton

Contributor Information
We appreciate and accept written material, graphics and
photography pertaining to the art, science and business of blacksmithing.
Our current writer’s guidelines are available upon request
and posted at www.abana.org
We reserve the right to reject or professionally edit any works submitted.

Advertiser Information
Advertising rates/sizes are readily available for The Anvil’s Ring
and Hammer’s Blow by contacting Rob Edwards
or at www.sebastianpublishing.com
Sebastian Publishing and its staff do not manufacture, test,
warrant, guarantee or endorse any of the tools, materials,
instructions or products contained in any articles
or advertisements published herein.
Sebastian Publishing and ABANA disclaim any responsibility
or liability for damages or injuries resulting from
the use of any information published in The Anvil’s Ring.

The Anvil’s Ring c/o Rob Edwards
Sebastian Publishing
P.O. Box 1849 • 2770 Sourdough Flat
Georgetown, CA 95634
Phone: 530/333-2687 • Fax: 530/333-2689
e-mail: thering@sebastianpublishing.com
web site: www.sebastianpublishing.com

Hammer’s Blow c/o Brian Gilbert
3404 Hartford• Chattanooga, TN 37415
Phone/fax: 423/876-1016
e-mail: hammerguy@mindspring.com
Accepting: tips, techniques,
event info for Hammer’s Blow.

A Horse of a Different Color
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Mail
Dear Editor,
Would you please post the following in the Winter issue of The
Anvil’s Ring:
Exhibition opportunity at the
National Repoussé Exhibition
opening December 2003 at William King Center in Abingdon, Virginia, with possible other venues.
Please send one-page bio, 10 images (any format), short statement
regarding repoussé technique, and
self-addressed return envelope
to: Curatorial InSight, Box 505,
Christiansburg, VA 24068. Phone:
540/382-3946.
Anna Fariello,
fariello@vt.edu,
Christiansburg, Virginia

Dear Editor,
The following picture is of a
plow that Jim Pierce of Hastings
Forge was commissioned to do by
descendants of Willa Cather. It was

for a grave in Red Cloud, Nebraska.
The entrance to town has a fullscale plow on a big stand to commemorate Willa Cather having
lived there all her life. Jim went out
and took measurements and came
up with the lifelike scale replica
of the plow. All our members of
the Prairie Blacksmiths Association of Nebraska were amazed at
the realistic replica. Here are some
vital statistics to give your readers
a better picture:
- Willa Cather was born on
December 7, 1873, near Winchester, Virginia. Her name was
originally Willela, but the family
always called her Willie.
- To the outrage of the towns-

people of Red Cloud, Willa used to
medically experiment on animals
with a set of medical instruments,
and in high school her greatest
ambition was to become a doctor.
- She entered the University of
Nebraska. Her intent was to study
science; however she changed her
focus to writing after a professor
sent one of her essays to the town’s
newspaper, The Journal, and it was
published. During her years at the
university she wrote over 400
pieces for The Journal and quickly
made a name for herself.
- After graduation Cather was
offered a job at Home Monthly, a
magazine in Pittsburgh. In addition to writing stories for them, she
also helped with editing, writing
editorials and nonfiction.
- Her first novel, Alexander’s
Bridge, was published in 1912.
From that point on, Willa Cather

became a great American novelist. She died in 1947 at the age
of 70.
Donald E. Stanley, dstanley@
cccusa.net

Dear Editor,
As a recent re-subscriber to The
Anvil’s Ring after an absence of
a dozen years and as a working
smith for over 25 years and as a
general crank, I submit several
observations:
Why do the editors take and
print advertisements that list only
a web address? Has everyone at The
Anvil’s Ring submitted to silicon
snake oil? I still type with my old
Underwood typewriter, own a book
of current stamps and am hardwired to the phone company. A
mail address and a phone number
do not seem to be an unreasonable
requirement.
See Mail on page 

Architectural Iron Designs, Inc.
Distinctive Ironwork . . . by Design!

• Steel Forgings
• 
Brass and
Stainless
• 
Aluminum
Balusters

• 
Stampings and
Bandings

Custom components
also available!
Visit www.archirondesign.com
for online catalog
or call 800.784.7444
950 South 2nd Street, Plainfield, NJ 07063
Fax: 908.757.3439 • E-mail: aisales@archirondesign.com
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Mail
Mail continued from page 
It is fine to sell full-page ads,
but who thought of the policy to
advertise cast and mass- produced
items for fabricators? I feel that
if you can’t twist a bar, if a basket twist gives you a pain, and
the thought of a scroll gets you
down, then maybe you should not
be a blacksmith. There are lots of
jobs that require no skill and little
imagination, like an elected politician. If the hardworking editor
would care to know what Yellin
thought of applied castings to his
work, I refer you to The Anvil’s
Ring, Summer of 1982, page 12,
sidebar.
When did the editorial policy of
The Anvil’s Ring change to feature
silversmithing (cover story, Summer, 2002, cast sculpture (ibid.)
and cut-welded plate sculpture
(Fall 2002). What gives? The title,

Mail
The Anvil’s Ring has an off-key
thud in relation to these features.
Now Washington, Maine, is a bit
small and we have no newsstand,
but when I meander to a real big
town like Rockland or Portland I
have seen magazines devoted to
silversmithing/goldsmithing and
sculpture, but never a magazine
about blacksmithing. It should
make no difference how good the
work is—silversmithing, casting
and fabricating are not blacksmithing. Is it possible for The
Anvil’s Ring to remain a journal
for and about blacksmithing?
And finally, a good portion of
commentary about “art” is balderdash. Look at the captions with the
photos of fabricator David Hays
as written by Charles Boe. (Fall,
2002). Meaningless babble and
“double-speak” should be unacceptable, but is used almost to
exclusion by the “critic” to obfuscate the issue, to hide their lack of

understanding. And this chap is
an English professor. No wonder
students are illiterate. Remember
that one wag said some years ago
that “critics are like eunuchs in a
harem: they see it done every day,
they know how it is done, but they
can’t do it themselves,” so they
write about it. All objects d’art do
not exhibit the ontological juxtaposition of the present paradigm in
conjunction with a cerebral reality.
Even Freud was overheard muttering that “sometimes a cigar is
only a cigar.”
Other than the above, it ain’t
a bad mag, and I thank you in
advance for the changes that I
know you will make.
All the best,
Jim Kearney,
Washington, Maine
Editor’s Note: As always, constructive criticism is welcome here
at The Anvil’s Ring, particularly

if it is informative to our readers.
In their interest, we have reprinted
below the sidebar you refer to. The
pieces in the articles you mentioned
all involved forging mild steel to
one degree or another. The other
materials used varied, but were all
forged and they should have made
an anvil “ring” with a sound hopefully more appealing than an “offkey thud.”
Your views regarding “art” lead
me to believe that you will be particularly fond of Daniel Miller’s
interview in this issue. Thanks for
your submission.

YELLIN
CORRESPONDENCE
These two letters, between a
casting firm and Yellin, give us
some insight into the character of
the man who knew forging and
forging only. Note that the reply
is not signed by Yellin, but by his
See Mail on page 

Mail continued from page 
secretary. It would be interesting
to speculate about what kind of
letters he would have written to
The Anvil’s Ring, or to any of us,
about our work.
Dear Sir,
We read, with interest, the
account of your work as published
in The New York Times Magazine,
February 28, 1926.
In this connection, we feel that
with our process of casting, that
we might be in a position to help
you to increase your production at
considerable saving in your cost.
We will be very glad to go into
this matter further with you, and
think that a personal interview
would be to mutual advantage to
both.
We will be pleased to call to see
you at any time suitable to your
convenience, if you will kindly

write or telephone, making an
appointment.
Awaiting to hear from you, we
are,
Very truly yours,
March 6, 1926
Gentlemen:
We have just received your letter and wonder whether you have
really read the New York Times
article and, if so, do you know
what you have read? Please read
the article again, then we feel sure
that you will agree with us that you
have wasted some of your valuable
time writing this letter to us.
Yours very truly,
SAMUEL YELLIN
Per: (Sec’y.)

Dear Editor,
West of Saginaw, Michigan, on
Highway 46 is a most interesting
sculpture which stands in front of
the Oakwood Mausoleum–a life-

Jewish and Christian faiths, known
as the millenium.
Inscribed into the granite base of
the sculpture is a quote from the
book of Isaiah telling of this future
millennial time of peace:
Isaiah 2:4...and they shall beat
their swords into plowshares and
their spears into pruning hooks,
nation shall not lift up sword
against nation, neither shall they
learn war anymore.

sized bronze of a blacksmith forging at the anvil. It is one of the
few relatively accurate sculptural
depictions of forging I’ve seen; the
smith is shown in intense concentration working to “make the most
of a heat.”
Forging swords into plowshares,
the smith represents a hoped-for
future period of prosperity and justice expected by those of both the

Touchstone
Center for Crafts

©

F a rm i n g t o n , PA

The IronFest Tradition
Continues in 2003!

Featured national demonstrators,
May 30 - June 1, 2003, are: Toby Hickman,
David Court, Susan Hutchinson and Mark Pearce.
In addition, many regional blacksmiths
will demonstrate.
Grapevine, Texas, home of the Dallas/Fort
Worth International Airport, is the location for
IronFest. Grapevine is approximately ten miles
from the city limits of Dallas or Fort Worth.
www.ironfest.org
Verl Underwood, Registrar
613 N. Bailey • Fort Worth, TX 76107
(817) 626-5909 vaunder@aol.com
Ironwork, clockwise from top right by:
Toby Hickman, Susan Hutchinson, David Court and Mark Pearce.
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The right tools
to get the job…

education • networking • information

John Rais
Bob Becker2003 Blacksmith
Bill Fiorini Instructors
Michael Saari
Michael Bendele
Glenn Horr
Walt Scadden
Jody Best
Alice James
Richard Shepard
Jerry Darnell
John Medwedeff
Bob Elliott
John Pollins
Rick Smith
Nol Putnam

Join NOMMA Today!

Now is the time for you to join the organization which has been
representing the ornamental metalworking industry since 1958.

National Ornamental
& Miscellaneous Metals Association
(404) 363-4009 • Fax (404) 366-1852
www.nomma.org • nommainfo@nomma.org

Located in the beautiful Laurel Highlands of
Southwestern Pennsylvania
Week-long & weekend courses offered
Food & lodging available
For more information call:
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Abana
Business
Conference CD on Sale
The CD from the Gallery and Pump House
Exhibition is selling now for $10 plus $5 shipping
and handling. See the ABANA Sales page (page
58, this issue) for complete information.

ABANA Contracts
Open for Bid
The contract for the ABANA Central Office
Administrator is reviewed yearly. Contact Jerry
Kagele, 616 E. Rockwood Blvd., Spokane, WA
99203. 509/624-0101 or e-mail: kagele@ aol.
com to request an information packet.
The Anvil’s Ring contract was reviewed in
November, 2001 and extends until 2004.
The Hammer’s Blow contract was reviewed in
November, 2001 and extends until 2003.
Any parties interested in bidding for the editors’ positions can submit a résumé any time
to: Dorothy Stiegler, 18023 Shake Ridge Road,
Sutter Creek, CA 95685. 209/296-6471. E-mail:
anvilart@jps.net.

2/3 page
Ironwood
1/c
pick up film from summer 01

Election of Members to the
ABANA Board of Directors
The Artist-Blacksmiths Association (ABANA)
is run by a board of 15 directors elected by the
membership. These elected volunteers serve as
officers, committee chairpersons and members of
committees. Five of the 15 directors are elected
each year for a three-year term.
To run for election one is required to be an
ABANA member in good standing and provide a
nominating petition signed by at least 10 ABANA
members. This should be submitted with a photograph and candidate statement to the ABANA
Central Office, P.O. 816, Farmington, GA 30638
by June 15th of the election year.

Registration Brochure for
2004 ABANA Conference
The registration brochure will be included in
the Winter 2003 issue of the Hammer’s Blow for
the 2004 ABANA Conference.

Canadian Mailing
ABANA Canadian members are now being
mailed the Hammer’s Blow and The Anvil’s Ring
through the same company that has been handling our overseas mailing. This should result in
better service to our Canadian members.
Please let Board member Dorothy Stiegler
know whether your delivery service has improved
or not. Contact her, 18023 Shake Ridge Road,
Sutter Creek, CA 95685. 209/296-6471. E-mail:
anvilart@jps.net.
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Blacksmithing at the
John C. Campbell Folk School
Brasstown, North Carolina

q

2003 Instructors
Bob Alexander
Ivan Bailey
Vance Baker
Jim Batson
Judy Berger
Pete Brandenburg
Elizabeth Brim
Robert Coogan
Jerry Darnell
Roberta Elliott
Bill Epps
Lonnie Farmer
Mindy Gardner
Mark Gardner
R.J. Hadle
Gavin Harris

Doug Hendrickson
Tony Holliday
Ron Howard
Susan Hutchinson
Rick Jay
Allan Kress
Tom Latane
Buddy Leonard
Tom McElfresh
Doug Merkel
Fred Mikkelsen
Joe Miller
Jeff Mohr
Louis Mueller
Charley Orlando
Tony Palermo

Chuck Patrick
Joe Piela
Howard Pohn
Greg Price
William Rogers
Peter Ross
Elmer Roush
Walt Scadden
Clay Spencer
David Tucciarone
Dan Tull
Steve Williamson
Chris Winterstein
Don Witzler

Offering week-long and weekend classes year-round in
traditional and contemporary arts and crafts, music, dance,
cooking, gardening and nature studies since 1925.
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Previews and Notes
News Release from
Peters Valley
Craft Education Center
Peters Valley Craft Education Center is
pleased to announce that Meagan Crowley, resident blacksmith, has been awarded an Emerging Artist Grant by the American Craft Council.
This grant was awarded to 10 artists nationally,
who are at the beginning of their professional
careers. They were chosen by a panel comprised
of artists who are leaders in the art of craft. The
grant may be used for travel, research, development or to purchase studio equipment and/or
supplies to explore new work.
Peters Valley Craft Center is a nonprofit educational center that offers year-round workshops. Residencies, exhibition opportunities
and scholarships are available. See web site
at www.pvcrafts.org or call 973/948-5200.

American Craft Council
Accepting Applications for
2003 Emerging Artist Grants

juried craft shows presenting artists and their
work in major cities across the United States.
Membership is open to all. For more information, call 800/724-0859 or see web site at www.
craftcouncil.org.

Note from the Metal Museum,
Memphis, Tennessee
Dear Fellow Smith,
I don’t know why, but blacksmiths admire
books almost as much as they do finely crafted
tools. And pictures of neat ironwork, historic
shops and old trade catalogues. We all have a
trove of treasured books, a stash of old clippings and stacks of past issues of The Anvil’s
Ring. At the Metal Museum we are extremely
fortunate to have more books, folios, slides and
videos than you can fit into ten pickups with
the springs squashed flat. Too bad they are all
in storage because of space problems.
That is getting ready to change. We value a
library as one of our most important resources.
In it the soul of our craft resides, so it deserves
the best space and care possible. We are so

married to that principle that the Museum is
undertaking a $1.5 million capital campaign
to renovate a historic buildintg on the grounds
for the finest decorative metals library in the
country. Clean and simple.
This project has received the blessings of
several foundations, corporations and major
individual donors with commitments now
totaling over $800,000, which is more than
half the goal. Not bad for a start. The “big
boys” are in. Now it’s time for all of us blacksmiths to step up to the plate. In fact, we are
the ones who will most directly benefit from
the library.
Please take a moment to consider sending a
contribution to the Museum. An anonymous
foundation will match your gift, giving your
dollars twice the punch.
Thank you for your consideration. If you
have any questions, please contact me at
901/774-6380 or metal@wspice.com. And
may your anvil never rust for lack of work.

ww

w.

The American Craft Council invites new art-

ists to apply for the Councilís 2003 Emerging
Artist Grants. Applications are available online
at www.craftcouncil.org or by contacting the
Council at 800/724-0859, X 231, or e-mail:
mdavis@craftcouncil.org. Completed applications must be received at the Council’s New
York office by 5 pm Friday, March 7, 2003.
The American Craft Council’s annual Emerging Artist Grants provide support for up to 10
craft artists who are in the beginning stages of
their professional careers. Grants are given to
artists working in all craft media (clay, fiber,
glass metal, wood and mixed media), including
both functional and nonfunctional objects. Up
to $7,000 per artist will be granted for travel,
research, professional development, or to purchase studio equipment or supplies to explore
new work. Funding is not available for general
living or operational expenses.
The American Craft Council is a national,
nonprofit educational organization founded in
1943. Its mission is to promote understanding
and appreciation of contemporary American
craft. Programs include the bimonthly magazine, American Craft, as well as 11 annual

com
For Pictorial
How-to-do-it’s by:
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•

Chris Axelsson
Bob Heath
Stephen Bondi
Doug Hendrickson
Bob Bergman
Scott Lankton
Mike Boone
Edward Martin
Brian Brazeal
James Melchor
Fred Caylor
Nol Putnam
Kevin Fahey
Peter M. Ross
Don Ferdinand
Carl Schuler
Robb Gunter
Sid Suedmeier
Frank Turley

Go to www.anvilmag.com
10
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Angel on High

AROUND & ABOU T

T

Star

his wreath was made by the Tuesday Night Blacksmiths
(Canada) and donated to the Festival of Trees, an annual
fundraiser for Saskatoon City Hospital. The following text
was sent to us by ABANA member Craig Cambbell, describing the
symbolism of the individual elements. The group spent approximately 60 hours designing and building the piece. It is the third
year the group has donated a metal Christmas project to the festival,
which is held at the Saskatoon branch of the Western Development Museum.
TITLE:
The True Meaning of Christmas
ARTISTS:
The Tuesday Night Blacksmiths
MATERIAL:	Mild steel, brass highlights, enamel clear coat
finish
TECHNIQUES:	Traditional blacksmithing; i.e., forge welding,
riveting, splitting, drifting, drawing out, upsetting and chasing, along with some modern electric welding
S P E C I F I C AT I O N S

Wreath Weight: 18 pounds; Stand Weight: 9 pounds; Overall
Height: 50"; Wreath Diameter: 20"

12
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Lamb & Crook

Candle

1/4 horizontal
Kayne
Sundance
has digital file

therefore, angels are messengers from Heaven. In the Bible, they
bring good news from God, such as telling Joseph and Mary of
events to come and telling the wise men and shepherds of the
birth of Jesus.
Wreath: The circle-shaped wreath symbolizes the never-ending
love of God. This love encompasses all things and all people.
Cross: Before Christ the cross was an instrument of shameful
execution. After Christ’s death the cross became the universal
symbol of Christian faith. It reminds us that God so loved us that he
gave his only begotten Son that we may have everlasting life.
Star: By starlight, wise people looked for the baby Jesus to celebrate his birth. The light heralds that which transforms the whole
world, calls earthly leaders to account, and restores nations. Some
see the light because they have been yearning for it; some see it
because it shines on them; and some find the light because others
bring them to it. However we come to it, we recognize the light
as justice and salvation for everyone.
Lamb & Crook: The Lord is our Shepherd. Jesus Christ became
the Shepherd of the human race and is represented here by the
shepherd’s crook. The lamb symbolizes us, the people.
Candle: Candle light reminds us of the power and presence of God.
We call Jesus Christ the Light of the World. During the Christmas
season and at other times during the church year, a candle is lit
to remind us of the presence of Christ in our lives.
Bell: A bell is used to ring from a tower or steeple as an invitation
for people to come to the house of God. A chime or carillon of
bells sends music and hymns of the church out over the community and reminds us of the priority of the things of God over
the things of man.

Bell

S Y M B O L I S M
Angel on High: The Greek derivation of angel is ‘messenger’,
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Russell Jaqua. Port
Townsend, Washington
Damascus choker. 8” x 5”.
Damascus steel

Joel Davis. Albert Lea, Minnesota
Viking belt axe. 18”. Nickel wrought iron damascus

Bruce LePage. Grantsburg,
Wisconsin
Silver-mounted Englishstyle flint fowler

Oleh Bonkovsky. Lviv, Ukraine
“The Wind.” 34” x 48” x 1”. Forged steel

Randy McDaniel. Sinking Spring, Pennsylvania

Catherine
West.
Nashwauk,
Minnesota

“Queen Is-A Bell,” “Lasso Larry.” Forged steel
and titanium

Rose wallhangings. Iron

Angelo Bartolucci. Meldola, Italy
Small flower 3”, Bird 5” x 5”.

Joseph Anderson.
Walnut Cove,
North Carolina

Corrina R. Mensoff. Atlanta, Georgia
Bird boat II. 18” x 24”. Copper sheet
Dean Piesner. St. Jacobs, Ontario, Canada
Double helix (short sword)

Untitled. 4 1/2’ h.
Mild steel

Photos by Sandy Andrews

14
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Austin Ironworks. Kansas
City, Missouri
Railing prototype. 12” x
12” x 36”. Mild steel

Maegan E. Crowley. Layton, New Jersey
Perforated sheet form

Jon Soini.
Quilcene,
Washington
Six forged
tools. Forged
steel, wood

Sean C. Kingston. Nineveh, Indiana
Dish. Wrought iron, motorcycle chain

Maurice Hamburger.
Phoenix, Arizona
Round box with bail,
swaged box, z-box,
square bottle w/ stopper.
All less than 3”. Forged
and fabricated steel

Mindy Gardner.
Farmer City,
Illinois

Lewis Meyer. Louisville, Kentucky
Rose hip candlesticks. 2” x 9” x 18”. (5-piece group).
Forged steel

Rooster weathervane. Mild steel

Pavol Zlazos. Slovenia
Embossing hammer
and tools

Andrew
Macdonald.
DeSoto, Illinois
Table with glass.
22” x 20” x 20”.
Mild steel

Terry Carson. Eatonville, Washington
2 flowers from one piece with stands inspired by Angelo
Bartolucci. 15” x 18”. Steel and pure iron
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Focus

The Snapping Turtle Commission
multiplied it 2.75 times. Then I formed each plate
using typical metalsmith tools: a shot bag, wood
stump, wood hammer, and steel shapes to work
from the back side (repoussé).”
Bronze wire was welded from the back side,
joining the plates together. No welds were to
show on the front, and eventually 13 major
scutes were finished. Then the 25 smaller plates
around the perimeter completed the top of the
shell.
Each scute was worked from the back side
with a wood mallet to add slight texture so that

by Eleanor Loyson, Bemidji, Minnesota

A

commission of a snapping turtle began
for a client, who lived on Turtle Lake. The
craftsman was my husband, Roger Loyson, who had to plan what material to use, how
large would this turtle would be, and whether
it should be an abstract in design or closer to
the real creature. The project would span over
a year’s time with 450 hours of hands-on work
and some sleepless nights. The idea was to make
a creature larger than life and he decided to make
it look more lifelike than abstract. The next step
was acquiring many turtle shells from all over
the United States using the Internet, and the plan
began to take shape. But with all the work and
time Roger saw ahead, he said to himself, why
not use a really exceptional and beautiful metal
like bronze? Since it was to be an outside piece
of art it would rust if steel were used, and paint
was not an option. This was Roger’s first commissioned piece and he was nervous. His previous
training was primarily in steel fabrication, with
an additional three years of blacksmithing.
“I vowed to do the best I could,” Roger
18
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explained, “like my Dad always taught me.”
Shortly thereafter began a 450-hour creation
of a giant snapping turtle. The first step was to
find a company who sold sheet bronze. His first

This was Roger’s first
commissioned piece and he
was nervous. His previous
training was primarily in steel
fabrication, with an additional
three years of blacksmithing.

attempts searching the Internet found one company in California with the needed .060 (1/16)
silicon bronze sheet; his first order was placed
and he anxiously awaited its arrival. Roger determined the size of the giant turtle shell would be
2.75 times larger than the 16” taxidermy model
he was using (shell only). “I know that probably
doesn’t sound gigantic, but multiplied out that
made a carapace (top shell) of 42” long, with a
total body length of 7’ 6”. The weight came to
over 300 pounds—one big snapper!
“I guess I wanted a turtle that would make
a person stop and look—sometimes only larger
than life can do that. I worked directly in bronze
sheet because there would be only one made; it
would be unique and it would be a challenge to
create. Once you work directly with the metal
(bronze) it seems to speak to you, telling you
what shape and form it desires. I personally do
not think clay modeling would have been as
satisfying for me, or demanding enough.
“The method I used to bring this animal up into
bronze relief was to take an actual pattern of 38
scutes (of top shell), making up the carapace. I
traced each scute on plastic, off the model, and

light would reflect the many prism shapes. An air
engraver was used to make up the age lines.
“I was learning as I went that bronze would
only take on a “life look” if you worked every
inch of it. So far so good—the top shell had lots
of character and detail. I figured the only mistake
I could make was to “see” a mistake and not
correct it. I prepared for 50 percent in mistakes
in this project.”
Next came forming body parts. Roger came

up with the idea of mounting the shell on a tee
spit and having it higher off the floor, similar to
frames that auto restorers use to repair antique
cars. That way the shell could be mounted at
a predetermined height and still be able to be
turned from top to bottom, in order to be worked
on easily. On the common rail sliding foot pads

Eighty pounds of bronze wire (approximately
25 miles), one dot at a time, was placed at random, to join the strips plus make a life-like skin.
Natural wrinkles, shapes and tucks were also
added for realism. The rack worked well to attach
all body parts.
“The head was removed and repositioned
three times (part of the 50 percent of mistakes).
I wanted the glass taxidermy eyes to be looking at you from anywhere you stood. Lots of
chasing ensued, followed by polishing, before
adding the patina.
“Would I do a bronze this way again? Sure;

“I was learning as I went that
bronze would only take on
a “life look” if you worked
every inch of it. So far so
good,—the top shell had lots
of character and detail. I figured the only mistake I could
make was to “see” a mistake
and not correct it. I prepared
for 50 percent in mistakes in
this project.”
were installed so that Roger could determine
distance from shell to foot position.
“Making six individual appendages—four
legs, tail and head—was difficult enough without
having to worry about accurate measurements in
having to temporarily hang these all at the same
time. Building each body part was accomplished
with round rod formed to scale called an armature, which was removed after framing. Keith
Johnson, my friend and mentor, convinced me
to build with 1/2-inch bronze strips instead of
trying to form up with large pieces (good idea!).
This way I could shape each strip before welding.
I needed to join all these pieces together and also
make skin texture.”

I have already started another 2.75 times larger
bronze—an armadillo—but that’s another story.
Do people receive this type of work well? I have
noticed when people are looking at the turtle it’s
a long, slow glance with an even longer period
of really studying the work, with “Wow! Hey,
look at that!” added. At “CeeDee Turtle’s” first
showing at the Northern Metalsmith’s Conference in April, 2001, he won the coveted Hubler
award, signifying finest workmanship!
“I was very proud,” smiles Roger.
Editor’s Note: For more information and pictures
of the snapping turtle, visit Roger’s Web site:
www.steel-man.com.
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withDaniel Miller
by Rob Edwards
People so often
look at my work
and say, “One sees
so few hammer
marks.” I never
think of trying to
get rid of those
hammer marks.
I simply can’t
imagine leaving
any marks on
it that I didn’t
specifically
want, because
that would be
competing against
what I was trying
to get across in my
work.

The poker from “Ariadne’s Crown”
fire set. 29" x 6" x 2" mild steel.
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e had the opportunity to talk with Daniel Miller at the New England School of
Metalwork in Auburn, Maine, where he
had just finished teaching a class called “Joinery: at
the Core.”
RING: Daniel when did you start blacksmithing and
what has your exposure been to various people who
have influenced you?
DANIEL: I’ll have to go back to a time before I got
into ironwork. At the age of 11 I started working in
a leather shop in Chapel Hill, North Carolina, where
I grew up. I made a lot of sandals, belts, and leather
purses. I then set up a shop in the basement of my
home. Instead of coming home and playing at 11 years
old, I would make things. I had discovered that producing useful things with my own hands was what I most
enjoyed doing. I remember how my mother worried
that my penchant for work, rather than play, would
‘rob me of my childhood.’ Perhaps she was right, for
variations on that theme have followed me throughout
my life in the form of advice like, “Do you have to
take everything so seriously? Lighten up!” I guess I
would if I knew how. But this, like other aspects of
my life, seems to be quite beyond my control.
I stayed with leatherwork until I left for college.
My quasi-addiction to making things with my hands
was satisfied by the practice of taking one art class to
two academic classes for every quarter I was enrolled.
I felt that this was the only way that I could keep

my soul in some kind of balance. But back to your
question: I studied a lot of painting and a great deal
of drawing. In the winter it was too cold to paint or
draw outside, so that’s when I first took a metalsmithing class. The moment I hit my first piece of metal I
realized I needed to figure out a way to spend the rest
of my life doing that.
RING: You mentioned to me that working in the
leather shop taught you to think in terms of ‘strap
shapes.’
DANIEL: I think that working with leather so much
as a child somehow almost programmed my mind and
eyes to conceive of all form as kind of “stretched skin.”
The medium itself—a flat skin—lent itself naturally to
strap forms, whether for sandals or belts. And I think
that all those years of daily contact with those forms:
thousands of belts, hundreds of sandals—caused me to
almost appropriate those forms—to say, “This is form
taken by things that my hands make.” I really do think
that this is the reason my metalwork has the look
that it does today. I’m not comfortable with heavy,
solid, massive forms because I didn’t get to know
them intimately as a child, and therefore don’t seem
to be able to elicit the kind of affection for them that
would be needed to bring them into my work. That’s
why I don’t work a whole lot with square stock or
round stock, but mostly with stuff that is real similar
to a strap—especially dealing with strap forms that
are stretched, and stretched tight, and being able to
see the force that has been on the piece by just how it
looks. And I also think of these forms as being things
which are light and are being flipped through the air,
like a whip or a ribbon.
RING: Were you influenced in your educational
perspective in that vein?
DANIEL: Well, it almost seems strangely coincidental. The first metalsmithing class I took was in
the winter of 1974 in college. My teacher was Judith
Felch and she had studied with Heiki Seppa at Washington University in St. Louis, Missouri. They were
using the idea of shell forming which already made
sense for me with the shell being very much like a
hardened leather skin.
Two years later, when I was living in Indiana, there
was a recession. There wasn’t much money available to
me and nonferrous metal was expensive. It was clear
that iron was the least expensive of the metals. I was
fortunate to be living in a town where Jack Brubaker
was smithing and seeing him do what he did with iron
made me start hanging around his shop. I began doing
ironwork after about three years of just working with
nonferrous metal in hollowware and jewelry.
When you see iron being moved, it’s just so much

more physical and kinetic, so much more exciting.
I felt more comfortable with the size of ironwork,
rather than the small things. Blacksmithing is so
much more about form than about surface. So all
of that made me rather quickly switch to ironwork.
But I’d had this background, training in nonferrous
metalsmithing, of making things pretty well finished,
where the corners and the edges were important and
transitions had to flow rather than ‘lurch.’ I think
I unconsciously brought the level of craftsmanship
(sometimes compulsively rigorous and overdone)
that I had learned in my nonferrous metalsmithing
training, when I switched to blacksmithing. Along
these lines, I remember responding to a friend who
was kindly scolding me for working too long on a
part of a piece that no one would ever see: “I don’t
have any choice. The angels not only inspect my
work, they inhabit it.” So generally, the first thing
people say if they like my work is, “Oh, it’s just so
clean!” I never think of it as being clean, but I just
think that I’ve finished or completed the piece. I
do like a smooth look, hailing back to my days of
working with and finishing leather. It’s just that it’s
not done for me until nothing is interfering with the
flow of what’s going on in there.
RING: So the finish is just part of it, then.
DANIEL: Yes. People so often look at my work and
say, “One sees so few hammer marks.” I never think
of trying to get rid of those hammer marks. I simply
can’t imagine leaving any marks on it that I didn’t
specifically want, because that would be competing
against what I was trying to get across in my work.
RING: You mentioned that “the totality of forging is
limiting the ‘escape route’ of the material.” I thought
that was a very interesting statement.
DANIEL: If you look at the process of smithing
simply as the physics involved—not even metaphorically—it’s quite obvious that you have the force of
your hammer blow coming down, and that the metal,
which is soft, is trying to escape the force of that blow.
When you’re squeezing a piece of metal between your
hammer and your anvil, it is ‘escaping’ in all directions that it can from your hammer. And of course,
if you’re dealing with a cross peen you are even more
able to direct where it escapes to because it’s going
in a direction perpendicular to the cross peen. The
easiest way for any smith to understand this is that
when you’re drawing out a taper, you’re hitting one
side and then you turn it 90 degrees and hitting the
other side. That second hit has stopped half of the
directions from which the steel can escape, but it hasn’t
stopped it going out longer. So going out back and
forth, you’re stopping its capacity to escape out its

“Der Gesang der befluggelt Abendreise des Faust.” The Faust chandelier.
40" x 33" x 17" mild steel.

sides, but still leaving it an escape route at the front,
and so it goes running out in that direction. You can
even parallel that force to your own life: I was trying to
survive those forces that were coming at me, slinking
away here and slinking away there. At the end you
see the specific way your life looks in relation to that
process. In the same way, at the end of the forging
process you see a ‘map’ of how the metal ran away
from the force that you were directing at it.
RING: You seem to have quite an emotional relationship with the metal.
DANIEL: Yes, unquestionably so. When I first hit
a piece of metal with a hammer it felt so perfect. To
my mind it’s a lot like stumbling across your mother
tongue—for example, you’d been speaking this language when you were an infant, and then you were
a long time without it. Then you discover it again.
Everything that’s said in that language is clearer than
having it said in any other language. So for me, metal
was clearly that language, that mother tongue. I think
that the power of metal’s hold on me has to do with
the idea that it is a medium that responds to force, but
which also has a rather strong resistance of its own.
Most everything I am doing is kind of self-portraiture.
I feel that even the medium of metal itself is that kind
of self- portrait. I yield to the forces around me—life
can make deep and drastic impressions in me. But
then there is the other half of me that does resist. It
is that desire to have an imprint made on me and to
be changed, while still maintaining a certain level of
my own structure and integrity. Yet I’m more wedded to being changed than I am to maintaining the
structure of my past.
RING: You describe a lot of your work as a model
of your life’s relationships.
Winter 2003 | Anvil’s Ring
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“According to Darwin.” 5" x 14" x 4"
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DANIEL: I think that is a lot of the reason that so
much of my work is about joinery. It’s about how one
form relates to and holds to another form. For me,
that would be parallel to how one personality relates,
or holds to, another personality.
RING: Would you say that this last fireplace set
that you made is the epitome of that? (photo on page
24.)
DANIEL: Yes, this latest set of fire tools is the
epitome of that whole approach. One thing I’ve been
dealing with for years in my work is that, when looking
at myself, I see all these issues of opposites all working
together in one personality. If you look back through
all of my work, it is all about someone living at total
extremities of his life: total good and total bad. It is
about how that gets, or tries to get integrated. If you
look at my first ‘sculpture,’ the nonfunctional piece
of ironwork called “According to Darwin,” you see at
either end two completely opposite forms. On the right
is an abstraction of that most delicate and innocent of
flowers, a morning glory, and on the left is a frighteningly wicked, highly polished claw or beak form.
You have the organ of reproduction (flower) and the
organ of sustenance (claw) that those forms required,
according to Darwin, for a species to proceed. Yet in
this piece these opposites are related to one another
by this languid, seductive, lyrical line.
I’d say 90 percent of my work is on that theme of
my being able to see the opposites in my life—seeing
that they don’t clash, but instead coincide somehow,
in the middle, and usually with a beautiful integration
of what one would expect to be horrible opposites.
It’s funny, but my earliest sculpture, ‘According to
Darwin,’ and my latest functional piece, which is the
poker for the “Ariadne’s Crown” set of fire tools, are
almost carbon copies of one another. (Photo on page
20.) “According to Darwin” has a lyrical relationship
with this flowing, gentle line—kind of like when you
blow out a candle and watch the smoke curl and coil
beautifully upward.
I feel that there is no question that all this stuff
is generated by my own awareness that these com-

plexities exist in my personality, and by my desire
to come across forms that hint at the possibility of a
resolution or unification of those complexities. So if
I turn that idea into pieces of metal which occupy the
same space in the room as I do, I can better convey
to myself these facts which are difficult things for me
to grasp. I think the best image is that my pieces are
like handles that you can put on an idea—they allow
me to get a hold of it, pick it up, look at it, look inside
it, turn it inside out and upside down, then look at it
close up and also far away. I feel more familiar with
it and less estranged from it. You do that by taking
an idea and representing it physically, the same way
I am physical.
RING: You mentioned that the first third of the
process you control, and then the work sort of ‘takes
over’ from there. Is that what you call ‘the process
of discovery?’
DANIEL: Yes, exactly. It will happen somewhere
in the process between the end of the first third and
the beginning of the last third. During the first part
I mainly have a sense of the fact that I want to make
this thing. And I might even have a sense that I want
to explore this idea while making this thing. And then
the trick is just to get in the shop and get your hands
moving, not being afraid of the fact that you don’t
know what it is that you’re trying to make. Then, as
you’re moving through it, if you’re thinking, feeling
and observing hard enough while you keep working,
the piece takes on its own life. You get an idea of
what it is becoming and where it’s going and you try
to follow that. The image that I’ve always used is the
idea of riding a horse. You keep the reins in your
hand but keep them as loose as you can so that the
beast you’re riding in the piece you are making can
go where it wants and you follow it. If you force it
to go on the path that you know, you’re not going
to get anywhere new. You will see the exact same
view that you’ve seen before, as opposed to where it
takes you.
RING: I’m quoting you here: “It seems like the work
just decides to show up when I show up. When I’m
least conscious of what I’m doing my best work comes
out.” Does that mean your subconscious mind, at
some point, takes over?
DANIEL: That’s exactly what it means. You do
go into the shop, you turn on the forge, pick up the
hammer, heat the metal and hit it. But for my best
work, I have this feeling that something comes up
behind me, reaches around my face and covers my
eyes so I can’t see what’s going on. But my job is
just to keep my hands going—keep them moving. I
feel so often that I am no more intimately responsible

for how the work turns out than
make a piece about my marriage,
my hammer or my anvil is. I’m
and would be titled “Homage to
just one of the components that is
Marriage.” I was in love with the
necessary to get this thing made.
concept of marriage in general and
The better the work is, the less I
of my own specifically, so I knew
feel I had to do with it—except
that’s what I wanted to work on.
for the fact that I was there doing
I went down to the shop and had
the work. But the hammer and
this idea in my head about what I
the anvil were also there doing
wanted to do. It was going to be
the work. And I don’t mean that
something in the form of a love
to seem exceedingly mysterious
knot, but tied in metal. It seemed
or exceedingly humble; it’s just
appropriate. But I always find
realism. And that is why I think
something else to do, however,
I am as excited by a final piece
when I have something I need to
as anyone else is who looks at it,
do. I had seen one form that Paul
because it’s as mysterious to me
Zimmerman had made, which I had
as it is to anyone else.
found just so fascinating and so
This isn’t true of everything
beautiful. I thought, well, I’ll just
that I make, of course. But it is
put this sculpture aside and I think
unquestionably true about the
I’ll see if I can make this form. So I
best things I make.
made one of those forms and really
RING: This has been somewhat
liked it—just total experimentation.
of a recent phenomenon for you,
And then I made another one of
hasn’t it? There was a time when
those forms because I liked the
you had to do a lot of production
first one so much. I laid them out
work in order to feed a family.
together and then quickly realized
DANIEL: That’s right. There
that I needed to continue on those
was the exception of one four- “Homage to Marriage.” 52" x 14" x 7" two pieces for the sculpture that I
year period—which was the only mild steel.
was wanting to do on marriage.
‘flush’ period in my life. North CaroThe final piece ended up being infilina had what was called the Visiting Artist Program. nitely better than a love knot, and unquestionably a
The concept was that the state legislature would pay more accurate description of my marriage than any
for any community college (of which there were 57 love knot would be. It was a portrait of two souls
in the state) that wanted to have a professional artist flying loosely, but beautifully connected, through
whose job was to expose his or her art form to that the universe, which a love knot would have never
community. It wouldn’t cost the community col- conveyed.
lege a penny. They would have this extra person on
This was fascinating; when I gave in to my resident
staff. Half of your time was spent conveying your art demon (procrastination) and decided to experiment
form to the community (e.g., scores of blacksmithing with Paul Zimmerman’s beautiful forms I thought I
demonstrations at public schools) and the other half had decided not to make the sculpture, but there is
of the time was completely for yourself to develop no question that sculpture is what was uppermost in
your own work.
my mind, no matter what I thought I was making. It
Up to that point I’d been doing the craft show line: was as though my hands couldn’t care less that my
the American Craft Council Shows, the Smithsonian conscious mind had said, “Let’s put off the sculpture,”
Show and others, and moving along nicely with that. because they were taking orders from my unconscious
But with the Visiting Artist Program, I finally got to mind, which could no more drop what it had in its
where the powers that be said, ‘Now you can make teeth than a pit bull could. It was as if the process
sculpture.’ So that was the first time I began making of making a form that would expose the truth of
sculpture, specifically nonfunctional pieces. When this idea was going to proceed with or without my
I started doing that is when I began to realize the permission or input.
real function of the unconscious mind in what I was
And that was when I realized that this is a phenomdoing. The first time I noticed it was when I was enon that I should start watching, in order to see if this
working on my second sculpture. I was wanting to was just one fluke that would never happen again or
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if it would begin happening more often. And it did
begin happening more, with one piece after another.
I think I made 10 or 12 sculptural pieces, each one
evolving, form-wise, from the other.
By the third or fourth piece that I made I got the
sense that the form I wanted to make was really
solidly already within me somehow, and that it was
just sitting in a dark corner—a very dark corner of
my own interior. It was thoroughly complete, but
I just couldn’t see across the room enough to make
out what it looked like. I remember making one
piece in particular called “Paolo and Francesca,”
which illustrated this process. After a month of
making forms, hammering, altering forms, combining forms and making more forms, but not quite
knowing where I was going, all of a sudden while
making a final bend on the piece, setting it on the
floor in exhaustion and turning around and looking back at it, I realized, that’s it! That’s what was
there in that dark corner—wonderful! I recall I made
a peculiar base for it, and it was the base that I
understood. I remember afterwards feeling a sense
of pride, or something close to it, as well as a sense
of responsibility for the base. But I didn’t feel the
tiniest bit of pride or responsibility in the sculpture
itself, because I felt that I had had virtually nothing
to do with it. But having found it left in the shop,
I knew of course I had been the maker of it; there
is no getting around that fact. I felt like I knew so
little about what I was doing when I was doing it.
But of course I was working so very hard, sweating,
and internally furious that it was taking so long and

“Table from My
Father: Why Love
Keeps Vigil by Fate’s
Spindle.” 24" x 25"
x 30" mild steel.
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that I didn’t know what I was doing.
Years ago I wrote an article for The Anvil’s Ring
maligning computers—mainly the capacity a computer
has which gives you that idea of being able to use the
computer to do a little bit of a drawing; then you press
a button and it will show you the piece from all sorts
of different angles. My sense was that you don’t want
to know ahead of time what it’s going to be or else
you won’t be letting it be what it wants to be.
I remember having the sense that, my first job to do
when I get out to the shop, is to untie my blindfold.
And then start working—as opposed to having a wellestablished design ahead of time. So often a design
is meditative. For me it’s much more of a sense that
part of an idea shows up and I just grab the soapstone
and write it or draw it on the floor, in order for me
not to lose the concept.
RING: Does some of your inspiration come from
that stage between sleep and waking?
DANIEL: A lot of it has, yes. Being in the shower
is also wonderful. It sounds ridiculous, but being in
the warmth and wetness of a shower possibly recalls
what the womb felt like and you’re just really at rest.
Ideas about how forms will interact, especially about
how a joint works will hit me in the shower, when
I’m walking, when I’m falling asleep—all at points
when the mind is not working full tilt—being totally
conscious. That is sometimes when the form shows
up and then if you can just scribble it down somewhat
to capture it—which isn’t all that easy if you happen
to be soaking wet, or to be halfway down into the
abyss of sleep and then have to pull yourself back up
to the surface and try to find a pencil, or at least try to
nail the form down by going over and over what has
shown up in your head. Then you can begin making
physical manifestations of your ideas in the shop and
finally interact with them.
A huge amount of this happens while hammering
the metal itself, and finding out it is accidentally going
here when you thought it was going there—seeing
that the accidental place it is going is so much more
beautiful than the place you were wanting to take it.
I have run into that many times.
RING: You mentioned that each joint must elicit a
feeling. Often when you are in the process, you are
able to let your feelings guide you.
DANIEL: In so many of the joints that end up being
the real joints employed in the pieces that I complete, I
can tell whether that’s a great joint or not by whether
it makes me feel ‘frightened,’ with huge amounts of
tension—such as those made with the use of wedges,
where it’s obvious that there is huge and strong tension. When people look at my joinery and think it’s

exceptional joinery work, it is due to the fact that the
world only gets to see the ones that really rang my
bell and struck me emotionally, either pleasantly so,
frighteningly so, or even humorously so.
RING: When you go into your shop to work, do
you set a stage for yourself? Do you listen to music,
clean the shop first, try to get into a certain frame of
mind there to be creative?
DANIEL: I listen to a lot of music while I work.
When I’m trying to solve technical issues, trying to
do anything that my left brain needs to do, I have
to turn off the music because with the problems I
have with focus it becomes distracting to me. When
I’m not having to do specifically technical figurings,
the music is going 90 percent of the time. Often it
is the same music I’ve listened to for such a long
time. Certainly it helps to put me in a kind of trance
state, I guess you’d call it. I recall Yeats writing that
the function of rhythm and rhyme in poetry is ‘to
withdraw the watches from the gates of intelligence.’
For sure rhythm and rhyme are there in music. They
help lull the conscious mind to sleep so the real work
can commence.
RING: Do you use drawing to solve technical issues
or is that part of the creative process?
DANIEL: The drawing for me is more to solve technical issues. I feel that the creative process happens
when the metal is hot and it’s moving, when joints
are being formed. I guess some of the subconscious
work is going on with the drawing. But I feel more
of it comes with the working of the metal, with the
drawing being a way of jotting down ideas in order
to be able to recapture them.
RING: So that’s what you meant when you said the
detail drawings make you feel ‘hobbled?’
DANIEL: Yes; very much so. The last thing I’m
interested in doing is reproducing a drawing, even if
it’s my drawing. That’s why I will usually want the
drawings to be real ‘loose,’ and I may end up with just
tracings of the pieces as they get made, then figuring
out how they are going to integrate into the final form.
The drawing is really more record keeping, either of
something that has already been made or the record
keeping of a technique or little part of an idea that I
just can’t afford to forget. I love to draw pictures of
things, or to doodle, but it’s used much more as a tool
in my ironwork. It’s not an expressive aspect of my
ironwork, and so often the drawing that I do will be
just laughable in comparison to how the final piece
turns out. There may be no visible relationship. But
the drawing’s greatest value may be in the fact that
it begins the process. It may be like the kick in the
pants which gets the journey started, but is forgotten

“Paolo and Francesca.”
32" x 29" x 12" mild
steel and lead.

by the end of the journey.
RING: You mentioned that the first priority for you
in making a piece was to find out what it means to
be human. Now that’s a rather profound statement.
You also mentioned that some of your pieces appear
to be almost like a tapestry of your life— particularly
in the joinery because it’s symbolic of your relationship with people.
DANIEL: With some kinds of joinery, especially
where you’re dealing with the punching of holes,
where it’s obvious that one form is thoroughly penetrating another, you have imagery of one piece allowing the other piece in, in order to explore its interior.
So you have the willingness for complete disclosure,
not just of the outside of you, but of the inside of you.
It’s obvious with other joints that you have much less
direct contact. With the use of the wedges which,
for awhile were so much a part of my work, it was
the idea of wanting a visual symbol of the extreme
tightness of a joint. In possibly an unpleasant way,
the wedge could show extreme stress or tension. In
a more pleasant way it could show the fidelity of a
relationship: that you can tell by looking at this that
it is wonderfully tight and is not going to fall loose
or fall apart.
Those are things that make me feel more comfortable about possibilities of relationships. If your life
at different times has been tortured by issues of relationships falling apart, of infidelities, then making a
symbol of something that is reliably held together is
a balm for the brain. To be able to say that a joint
like this does exist, it’s right here in front of me,
then the result is that it is not an impossibility in
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withDaniel Miller
I got to where
the means didn’t
matter to me. The
form mattered to
me. And I would use
anything I could
to get to the form.
But I won’t use
casting because
that’s no longer in
my vocabulary. My
mother tongue is
watching metal run
away from force.
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this universe.
A really good symbol for me of the function of art
is the symbol of Moses in the desert coming across
the burning bush. What was consequential in that
story, about the specific burning bush, was that it
was not consumed by the fire. I feel like each one
of our individual lives is the ‘burning bush’—this
thing in motion, in action, in process. But the issue
is that while we are in the midst of living it, it’s being
consumed; it’s changing so fast and we’re such a part
of those changes that we can’t look closely enough
to see what is really there. Art takes the power or
the heat of life, like that burning bush, but it is not
consumed. So you are able to spend all the time you
want staring at it and examining it and looking at it
from all sides, feeling closer to it and getting familiar
with it—not feeling like it’s something that’s moving
so fast you can’t focus on it. Our brains seem much
more able to grasp and handle the symbol of a thing,
rather than the thing itself.
RING: It’s probably why these symbols elicit such
dramatic emotions, whereas dwelling on it doesn’t
quite elicit the same feeling.
DANIEL: The symbol is abstract. But for some
reason the abstract thing makes the concrete thing
more concrete than it was before. It’s a mystery to
me, but I know that that’s the core, and that is why
I make things because I am so curious about what’s
going on inside me, things I can’t see. However, I can
see it if I make a symbol of it and look at it.
RING: You employ a lot of welding as well as
traditional methods in your joinery. That is an interesting combination.
DANIEL: I recall years ago hearing Francis Whitaker
say that if you did a good job of it and knew what
you were doing, you could basically make a railing with mortise and tenon joints as quickly as you
could by welding it. I think that is true about joinery,
especially if you spend a little time to develop the
technique to do it.
RING: How much time did you spend with Francis
Whitaker?
DANIEL: It was just two weeks, the one and only
workshop I ever took. It was early on in my blacksmithing career, right around the time I thought that
iron was really what I wanted to do. It just so happened
that I’d moved back to Chapel Hill, North Carolina,
from Indiana. I’d gone to Charlotte, North Carolina,
to see that traveling exhibit called ‘Toward a New
Iron Age.’ I was so excited about that. While I was
there someone told me this old guy named Francis
Whitaker was going to be teaching up at the John
C. Campbell Folk School so I wrote and got into the

class; it was a pivotal class for me, and very useful. It was a wonderful two weeks and I learned so
much from it.
RING: You mentioned that you are mostly after the
form and you will use about any technique it takes
to get that form.
DANIEL: One of the first classes that I taught at
Peters Valley Craft Center I entitled ‘By Whatever
Means Necessary.’ This is a quote from Malcolm
X, which epitomized the difference between his
approach and that of Martin Luther King. King
would get the social change he sought, but only
through nonviolent means. In a way, Francis Whitaker was more aligned to Martin Luther King, who
elected to generally do things by traditional means.
And then I got to where the means didn’t matter
to me. The form mattered to me. And I would use
anything I could to get to the form. But I won’t use
casting because that’s no longer in my vocabulary.
My mother tongue is watching metal run away from
force. I won’t usually use welding as a major form,
but I will use it as a means of joining other things,
because sometimes you want a joint that doesn’t look
like a joint, that doesn’t look like it’s being forced
or held tightly together. You might want it to look
like something just laying there. For a long time,
and even now, I will want something to look like the
wind blew it there, or the water washed it there or
as if the only reason it is in the position that it’s in,
is that it exploded there. In those cases you can’t
use any visible joinery because then you’re cutting
away from the sense of “you see it, it’s physical,
it’s holding itself together, it’s not falling apart, I
don’t see how it’s being held together—maybe the
wind is holding it there. Maybe that explosion that
I didn’t hear is holding it in place.” So that’s why
I will often use welding if I need to have a connection that is not obvious. But then other times
the whole piece will be about joinery—about how
things go together— and then there is no need to
use any welding.
RING: You showed us how to use both mig and tig
welding in doing plug welds, which is a behind-thescenes support system for the piece to insure stability,
but doesn’t detract from the aesthetics of the joinery
of the piece.
DANIEL: Yes, it insures stability and security, especially for pieces that are outside, and accessible to
curious or malicious hands.
RING: So design and composition determine the
aesthetic impact of the piece and not the process.
DANIEL: Yes. If you’re after a composition in which
everything is zooming upwards, let’s say, and that kind

of ascending motion is really important; if you have
to use many little horizontal pieces like rivets to hold
this together, you will be diluting the vertical motion
by all these little horizontal bits of rivets or of nails.
So if you want the full power of a vertical motion,
you have to make joints which will only reinforce
vertical motion. And if it is necessary structurally
that you have horizontal bonds, you’ll need to make
them invisible or else the horizontal forms will be
diluting the force of the design. So that’s really the
core of it, just not wanting to do anything that goes
against the main thrust of the piece, either technically
or design-wise. So the idea is you have to figure out
some way to technically not introduce forms that will
compromise the movement of the piece—the flow of
the piece.
RING: It’s fortunate that in dealing with metal, it’s
relatively easy to do that.
DANIEL: I’ll say! In machining you’re dealing
with this medium as a cold solid. In welding you’re
dealing with it as a liquid, and I would always try
to point out that there is this other middle stage of
dealing with it as kind of a soft, plastic form. I feel,
going back to Malcolm X and ‘By whatever means
necessary,’ it’s just wonderful that this is a medium
that has these three separate incarnations that we
can weave together in whatever way we want, to get
forms—such a thorough variety of forms by using
solid, plastic and liquid.
RING: During part of your lecture you mentioned
that you thought the first priority, for you, in making a piece, was to find out what it means to be a
human being.
DANIEL: Yes; that certainly sounds very grandiose.
But what I mean is that we all know that to be a
human being is to be this huge composite of emotional, psychological and intellectual phenomena.
And when I say to find out what it means to be a
human being, there might be this one emotional
component or this one psychological component of
being a human being which, for some reason, I’ll
fixate on. And then I’ll have to avail myself of any
symbol or system of symbols that might be able to
bring me into a more intimate relationship with that
issue. Malcolm X’s “By whatever means necessary”
applies as well to my nondiscriminating struggle to
find better ways to get a grasp of the “ungraspable,”
as it does to my non-discriminatory approach to
metalworking techniques so long as I think they
might help me solve the problem in front of me. For
example, I could say that I’m not all that curious about
astronomy as a science, but in a way I’m wondrously
curious about astronomy. It’s because, again, human

“Ariadne’s
Crown.”fire
set. 32" x 13"
x 12" mild
steel.

beings have used astronomy to elicit metaphorical
symbols of what is going on inside a human being,
whether you’re talking about mythology, astrology,
or relativity. So there are so many different arenas
in which to pursue this obsessive curiosity!
RING: It seems like, as of late, each piece that you
have done has progressively had a greater emotional
impact on you.
DANIEL: I think that’s true and I feel like knocking
on wood about it, because I don’t feel I deserve that
kind of good fortune, to have things seems to progressively be doing a better job of what I want them
to do for me. We all know the history of so many
artists who, unfortunately, do their best work when
they are young and then everything else is a sloppy
rerun and that would be just horribly depressing. So
I feel that every time I’m given something that is
better than the last piece I made, I’m just that much
more fortunate.
RING: It has been most interesting talking with you,
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ABANA Lock
Turret or
lantern handle

Dome

Ward Box and Key

Barrel

Collar

Stem in quatrefoil
section. Hollow
stems are sometimes
also called pipes

Carved
foliate form
Bit

Ward ways
or clefts

during the two long winter breaks that
he would have from his job at Cooperstown Farm Museum before ABANA
The Plan
2002.
hough I remembered our
There we were again, planning a
team declaring, (after promajor project which would take weeks
ducing the doorknocker for
of work before the conference. I was
the 1998 Ashville conference) that
excited!
we could not afford to donate so “The Team” from left to right: Carl Close Jr., Peter Renzetti, Paul
By the time I got a design for the lock
much time to another project, the Spaulding, Tina Chisena, and Tom Latané.
drawn and got copies to the team, Paul
2002 ABANA conference in LaCrosse,
didn’t have much of his first winter left to
Wisconsin, was too close to home for me not to be involved.
work on the key and ward box.
I called the team members, Tina Chisena, Carl Close, Pete Renzetti
I gave Carl the job of forging the pilasters and pediment with a
and Paul Spaulding with an idea for producing a Gothic lock entirely green man face to go in the center of the lock front.
at the conference. Although we had planned to complete our two
To Peter I gave the repoussé door, framed by the pilasters and
previous projects: a classical chest and a Gothic doorknocker before covering the keyhole. A hidden release mechanism would open the
the conference began, we had worked furiously through each event to door. I asked Tina Chisena to produce the pierced panels either side
finish. I envisioned a simpler project that five of us could produce in of the pilasters.
three days. I couldn’t sell the idea, but all were ready to work together
Kevin Clancy, a Maryland friend and locksmith who works in hisagain on an ABANA project. All promised to have whatever parts toric styles, had expressed an interest in contributing to the project,
they were to make completed before the conference so they could though he could not attend the conference with the team. He took
see some other demonstrations during the event. I declared an April on the job of making the keeper for receiving the bolts at the door
1st deadline, so that I would have plenty of time to assemble the lock jamb.
before the conference, but no one took my deadline seriously.
Besides drawing the overall design, I would make the lock case and
Paul said he had always wanted to work on a masterpiece lock internal works, (other than the ward box,) and fit all the other smiths’
and volunteered to make the key and ward box, major components, components into the case.
by Tom Latané, Pepin, Wisconsin
photos by Bob Cerny

T
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Project 2002
Paul Spaulding finished the ward box and the
bit of the key before completing the intricate
piercing on the upper portion of the key so that
the ward box and bit portion of the key could be
sent to me. The rest of the lock mechanism was
constructed around these two pieces.
To form the bit and stem in one piece, Paul
forged an “L”- shaped blank. He drove a quatrefoil punch (with four rounded ribs) into a pilot
hole bored in the bit end of the stem, producing
a four-lobed hole. The pilot hole was not drilled
completely through the stem so that solid material remained on the end to be threaded later for
fastening to the rest of the key.
The stem was further shaped by tightening
around a ribbed mandrel using a blunt chisel. The
inside of the tubular stem was cleaned up cold
with a hardened broach in the 4-ribbed shape. The
broach was widest at the leading end and ground
sharply square on the end to produce a shearing
action. The outside of the stem was dressed with
a file as was the profile of the bit.
A pin was filed to fit the four-lobed hole in
the key. Another quatrefoil hole was drifted in a
cylinder large enough to accept the stem of the
key. A slot was cut down one side of the cylinder
to admit the bit. The cylinder and pin together
would form the top of the key hole. Both were
affixed to a plate which was to rotate in the back
of the ward box. A shoulder turned on the front
of the cylinder and a tenon on the center pin
which protruded through the back of the ward
box would be the axes for this rotation.
The end of the cylinder and center pin as well
as the end of the key stem were upset slightly
and filed so that a very close fit was achieved as
the key entered the key hole, but more clearance
was available after that point.
The eight sides of the ward box were bent from
a single strip of iron. The back was silver-soldered
to the sides as was the flange at the front, with
which the ward box was mounted to the back of
the lock plate. The ward assembly was screwed to
the back of the ward box so it could be removed
for filing as the key bit was mated to the wards.
Paul admitted that making and fitting the “X”
wards to the bit was ten times more difficult than
he had imagined.
The “X” shaped ward was assembled by silversoldering a pair of truncated cones to a center
ward plate. The first cone was soldered into a hole

Front: The door, produced by Peter Renzetti. Silver medallion crafted by Tina Chisena.

cut into the plate and beveled to the angle of the

There we were again,
planning a major
project which would
take weeks of work
before the conference. I
was excited!
cone. The second cone was cut in half and one half
was soldered on each side of the first to complete
the “X”. The wards were trimmed to allow the bit
to slide into position before revolving.
Paul forged the elaborate turret handle of the
key from a piece of 3/4" x 1/2” wrought iron.
The upper end was bored and drifted to a square
taper, widest at the top. Below this the bar was
split side to side and drifted to form a round
opening. A shelf was chiseled around each side
of the round opening to receive a pierced rosette
which was eventually set in like a stone, with a
lip chased over its edge. The square turret was
pierced with drills. A jeweler’s saw could not be
used as on the rosettes because of the necessity
of passing the blade through two sides at once.
Instead the holes were squared and shaped with
chisels and files. Paul refined the resulting pattern
by chiseling the surface of some parts making
them appear to lie beneath others.
A collar was forge-welded and drifted to fit
around the open square end of the turret. A square
dome was sunk and filed to fit within the edge
of the collar which extended beyond the turret.

Front: Key hole design. The pilasters and pediment
frame the door which covers the keyhole.

The names of the artists are engraved on the back

This capital dome was pierced like the rosettes
and turret before it was set in place and the collar
edge chased over the base of the dome to secure
it. Foliate forms were carved where the turret
met the barrel form with the rosettes. The key is
a stunning piece of sculpture on its own.

Repoussé Keyhole Cover
Pete Renzetti produced the door, with embossed
smith at his anvil, using lead as a backup material
so as to obtain very crisp detail and a finely planished surface. Pete formed a frame of
1/8”
x 5/8” steel strap and tack-welded the 18-gauge
draw-quality steel panel for the door in the center, creating a 5/16” deep reservoir for lead on
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Basic design “set out” and “grounded” with carving
chisels

Rough carving complete.

Detail of rough carving

Sides and back forged down and punched in one
piece. Forged rivet studs.

both sides.
After filling the front with lead and allowing
it to cool, Pete used the torch to melt away a
small amount, leaving a slight hollow directly
behind where the figure would displace the lead.
Thus, when the sheet was pushed forward in the
first step of the repoussé process there was less
resistance than otherwise, and no distortion of
the side walls of the frame.
Next the lead was removed from the front of
the panel and the back filled. The outline of the
smith figure and his anvil stump were established.
The figure was given form with blunt chasing
tools, then the details refined with tools with
sharper edges.
To frame the door, Pete milled a cove in 1/8” x
3/16” bar stock, stopping the cove short of where
the bottom of the door would be hinged. This
strip was then bent to the proper arch shape.
The plate with the repoussé smith was then cut
to fit the arch closely, leaving a tab at the top
which was formed into a catch. A corresponding
notch was ground into the lower edge of the arch
frame to receive the catch.
A piece of 3/16” square bar was milled with
the same cove and riveted to the bottom of the
door. The ends of this piece, flush with the sides of
the door, were bored to receive hinge pins which
would pivot in slots in the lower door frame.
Pete also formed the leaf spring with a pin at
each end which protrude through the lock face
behind the door just above the hinge. The spring
keeps the catch at the top of the door pressed
into its notch. When the door is pressed inwards
with a finger and slid downwards, (allowed by
the slots in which the hinge pins are housed)
the catch is disengaged and the door pops open,
exposing the keyhole.

Pilasters and Pediment

Carving molding

Detail of carving molding.
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In order to produce a matching pair of pilasters,
Carl Close bent a piece of 3/8” x 1/2” pure iron
double upon itself to work them back to back.
Some forging with butcher-type dies was done
with a guillotine tool to obtain the general shape.
With the iron cool the pilasters were refined with
chisels and files. Once cut apart, the pilasters each
had the foliate design at the base carved cold.
Carl worked the green man face in the pediment on the end of a bar of 1/2” square iron. It
was first upset to achieve a 1” square flared end.
From this flared material he sawed and drew out
the two tendrils extending from the cheeks. The
face was modeled hot, then carved and chased
cold. Holes for the rivets to attach the face to the
pediment back plate were drilled before the face
was sawn from the end of the bar.
The moldings framing the pediment were
swaged in two steps- the bevel first, then the

Pete Renzetti produced
the door, with
embossed smith at his
anvil, using lead as a
backup material so as
to obtain very crisp
detail and a finely
planished surface.
hollow. They were riveted to the back plate and
the rivet heads upset into counter-bored holes,
then filed flush. The face was fit snugly into the
triangular space and similarly riveted. On the
lock the pilasters and pediment frame the door
which covers the keyhole.

Panels
Tina Chisena pierced the two panels with scrolls
and foliate forms either side of the pilasters and
pediment using a jeweler’s saw. She carved the
surface to give the design greater form. In the center of each panel she fastened a silver medallion
with the ABANA Conference date and location
engraved. Tina chased, sawed, and filed the rivet
heads—a hammer and an anvil on one medallion
and floral designs on the other—before silversoldering them to the wire rivet shanks. Then
the medallions were secured with the rivets using
soft wood to back up the decorative rivet heads
when the shanks were peined. The ends of the
rivet shanks were split with a fine jeweler’s saw
blade so they could be spread rather than peined,
preventing damage to the rivet heads, when the
medallions were secured to the panels.

Keeper
Kevin Clancy assembled a box-type keeper on
the face of which he carved a foliate design. The
side walls were dovetailed to each other and the
jamb plate with its two openings for the lock bolts.
The top plate was joined to the sides by tenoned
pins, which lie perpendicular to the sides, each
having a tenon in the middle through a mortise
in a side and one on the end through a mortise
in the top.
The case was brazed after joining to further
strengthen the construction. The outside was
then filed.
The foliate design on the face of the top plate
was carved in the surface cold. The leaves were
planished and chased and the background textured with a regular punched pattern.
Kevin carved the moldings cold, first filing
a bevel then cutting out the cove with a chisel.

This was smoothed with a round file. The moldings were riveted to the top plate with the rivet
holes bored at an angle to miss the edges of the
sides. There are screw holes in the jamb plate for
mounting the keeper to the jamb.

Lock Case
Though my drawing of the original lock design
had straight sides, I felt inspired to swage sides
with a molded bottom edge. I made a 3/4”- wide
stamp in the shape of the desired molding and
drove it into a 2”- wide swage forged to fit my
1” hardie hole. The spread caused by driving the
stamp into the face of the die was corrected as
it occurred. The impression was filed before the
swage was hardened.
I upset the edge of pure iron flat stock. The
upset edge was then driven into the deeper side
of the swage. After being swaged hot, the pieces
were pickled in vinegar then swaged again cold
to get a cleaner scale-free finish. The pieces still
needed filing and so were bent slightly to allow
lengthwise filing on a convex surface.
The corners of the molded sides were each
given one dovetail with hacksaw and jeweler’s
saw and the sides were mortised to accept tenons
from the plate to which all the works would be
fastened. This inner plate had an opening chiseled
in the center for the plate on the front of Paul’s
ward box, which included the key hole.

Though Paul made all
his screws from scratch,
threading rods then
upsetting the heads
in a threaded bolster,
I only made a few
screws completely, reheading the rest from
commercial screws and
re-sawing the slots.
When the sides were joined around the inner
plate, corner blocks were made by cutting lengths
from a strip swaged in a 90-degree “V” swage.
To make the strip, square stock was placed in
the swage and a beading tool was used to forge
down the exposed corner of the square.
These blocks were brazed in the fire inside each
of the case corners. When they floated on the flux
I pushed a couple of the blocks into their corners
causing deformation of the case, which plagued
me throughout the rest of the project.

I had hoped to make two separate bolts in the
lock, perhaps with a tumbler also. As it turned
out I had space for only one bolt to pass through
the wards, so I gave it a double bolt end at the
jamb side of the lock. The tumbler fit all right
around the “X” ward because it needed only to
rise and fall. The bottom of the tumbler, where the
key strikes it, was cut to a convex curve fitting
around the ward and allowing the tumbler to lift
just enough to disengage the bolt.
For fun, I gave the tumbler a head like a dolphin fish with a single tooth to fit into notches
in the top of the bolt in the lock and unlock
positions.
Though Paul made all his screws from scratch,
threading rods then upsetting the heads in
a threaded bolster, I only made a few screws
completely, re-heading the rest from commercial
screws and re-sawing the slots.
The molding for the lock face was made like
the sides, swaged hot, then cold after pickling,
then filed. Carl’s architectural parts, Peter’s door
and Tina’s panels were all riveted to a plate with
chisel-cut openings. These were framed by riveting the molding to the edge of the plate. Holes
were bored through the inner lock plate, the spacers and then through the face plate into the back
of the molding.
The holes in the face plate were tapped to
accept screws from behind to secure the lock
face in place.
The spring on the tumbler was forged from
coil spring and, as often is the case when I forge
springs, was too stiff for the application. It was
ground until it let the tumbler work smoothly. The
designs on the tumbler, slide bar and name plate
were all chased cold. The only material removed
was that which was filed from the edges. The plate
material was all hammered from heavier sheet
to prevent a rolled finish from contrasting with
forged material, even though much was filed.
Though several parts were finished at the
conference, we had time this year to see some
of the demonstrators and to demonstrate some
techniques on pieces not needed for the completion of the lock.
In keeping with the breakdown of our resolve
not to undertake another complex project such
as this, Pete Renzetti, who had sworn that he
couldn’t afford another large auction purchase,
once again out-bid the rest of the ABANA attendees to place the lock on the shelf next to the two
earlier group projects he owns.

Sides and back dressed and dovetailed.

Studs riveted into sides and back before assembly.

Another detail of rough carving.

Carving finished with filing burnished and engraving. Punching of background begun.

Finished front riveted to back and sides. Back and
sides previously brazed together.

Another view of front riveted to back and sides.

Detail of jamb plate. 0-6 molding stock brazed to
plate, then carved.
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The Neptune Gate

Neptune Gate

Construction Experience
By Dan Nauman

I

was approached by the Friends of
Villa Terrace Decorative Arts Museum (FVT) in 1999 to help design and
build a gate for what was to be the newly
renovated gardens for Villa Terrace Decorative Arts Museum. As the museum
wished to have Wisconsin-based artists
involved in the project, Eric Moebius of
Hubertus, Wl was also asked to participate. Besides Eric and me, the FVT asked
me whom I felt would benefit this project.
I responded with Tom Latane', of T+C
Latane', Pepin, WI. Since the image of
Neptune was to be incorporated into the
32
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design, I felt Tom was a perfect fit for
this aspect of the gate.
The museum was once the private
residence of Lloyd R. Smith of A.O.
Smith Corporation in Milwaukee. It was
designed and built in 1923 by Chicago
architect David Adler based on a 16th
century villa in the Tuscany region of
Italy. Smith's villa, dubbed Sopra Mare
("above the sea", as it resides on a bluff
overlooking Lake Michigan) is on the
National Registry of Historic Places.
Now a decorative arts museum, it is also
home to a permanent exhibit of some of
Cyril Colnik's finest works, including his
famous "Masterpiece".

In 1998, Milwaukee landscape architect Dennis Buettner created the grand
garden plan to reflect a 16th-century
Tuscan-style landscape, complete with
Mediterranean plantings. Buettner's
plans included creating three terraces
with dwarf flowering crab trees. Below,
a "meadow" would be used for special
event space, and a fishpond (used historically to keep fresh fish for the day's
catch) would also be restored. Statuary
of Greek and Roman gods, two secret
gardens, potted citrus trees, culinary and
medicinal herbs would adorn the newly
restored landscape. The focal point of
the gardens would be the restored classic

The Neptune Gate

Scaletta d'Aqua, a water system with a
flowing central stairway emptying into
the fishpond. At the far east entrance of
the gardens would be the home of the
"Neptune Gate."
The three smiths had an initial meeting to discuss options, designs, and the
logistics of working together. As we
discussed who would be contractor, we
knew the contractor would need proper
insurance coverage. Eric had good insurance, and would be responsible for housing the project while under construction,
so Tom and I agreed he would be a good
choice for contractor. Eric said he would
be pleased to be the contractor.
The FVT informed us that they had a
budget of about $15,000 to spend on the
project. In our previous discussions, we
(the smiths) wanted to build a gate providing a design worthy of the museum
which houses Colnik's work. Based on
that premise, Eric and I met with the
FVT and explained our goal of not just a
gate, but a work of art as well. After our
ideas were presented, the FVT increased
the budget to an amount with which we

were comfortable.
All three smiths independently created gate designs. Together, we reviewed
the drawings, and then utilized various
motifs from all of our renditions. Typically, Neptune is flanked by dolphins.
As dolphins are not native to the fresh
waters of Lake Michigan, we opted for
sturgeons. We agreed that sturgeons are
more interesting in their anatomy than
dolphins, and still fit the grotesques of

All three smiths
independently
created gate designs.
Together, we reviewed
the drawings, and
then utilized various
motifs from all of our
renditions.

the classic blacksmith's design. After our
drawings were submitted, a final drawing was prepared for presentation to the
FVT. We were all extremely pleased with
our combined efforts, and so too were
the FVT. The project was a "go."
Since having three independent
smiths design and build the gate was
such a unique endeavor, I prepared a
grant request and submitted it to the Wisconsin Arts Board (WAB) to document
the gate. George Lottermoser, a photographer, was hired to photographically
record the progress of the gate. Along
with the documentation, the WAB grant
included an open house at the assembly
site (Eric's shop). There would be demonstrations at the open house, as well
as at the installation site at a later date.
Finally, a booklet was to be prepared
for the last of the demonstrations. The
booklet would include the three smiths’
commentaries and biographies, graphics, an explanation of the motifs used in
the design, and Lottermoser's in-process
photos. The Wisconsin Arts Board said
this was their favorite project for that
Winter 2003 | Anvil’s Ring
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Splitting and drifting:

The design for the two leaves flanking the central leaf

1

was taken from the 10th Anniversary issue of The Anvil's
Ring. Each of these leaves was hand cut from 11-gauge
steel, filed, chased, and then hand shaped.
2

Splitting one-inch round bar in a swedge block for
the tridents flanking the gates. Mark Jones assisting Dan Nauman.

grant period.
The final design would be a pair of swinging gates with a vine motif; a frieze of two
fish and nine quatrefoils; a lunette containing Neptune, sturgeons, shell, and wave pattern; two piers with large tridents sprouting Completed split.
from urns; two sweeping side panels which
3
curve out and seem to invite the viewer
into the portal; flanked by two more piers
of scrollwork, topped with two finials. Quatrefoils were chosen as they are of Italian
origin. Neptune would not be visible from
the lake side of the gate, as the large shell
would hide his image. Only visitors inside
the gardens will find a welcome surprise.
From this vantage point, Neptune is seemingly guarding the portal with his trident
as if the gate were the entryway to Lake
Michigan.
Eric was to build the main frame, the two
central gates, the two sweeping side panels, and the two urns flanking the gates. Upsetting the split.
He would also be in charge of the installation,
foundation, and the coating for the gates. Tom's power hammer. The scrolls were made from
responsibility was to create Neptune, the large 1" round bar, starting with the boss, which
shell, the two sturgeons flanking Neptune and was forged in the round. I used a round -faced
the two whitefish in the frieze.
hammer to forge the transition from round to
My tasks were to create the wave pattern of rectangle, which terminated on both ends into
"S" scrolls and rococo crest in the lunette; the fishtail scrolls. Each scroll was hand shaped
nine quatrefoils with various shaped cusps in utilizing bending forks. The scrolls were then
the frieze; the two end pier finials with large drilled and tapped. The frame was countersunk
acanthus leaves and snub end scrolls; the two to accept pan-head screws, and the scrolls were
large tridents with scrolls and repousse' husks; then screwed to the frame, using squashed balls
and the scrollwork with repousse' husks con- as spacers.
tained in the end piers.
I designed the crowning Rococo style leaf
My first task was to produce the wave pattern element in the lunette to reflect the shell behind
surrounding Neptune in the lunette. I designed Neptune. The design for the two leaves flanking
a set of dies to create the boss in the middle of the central leaf was taken from the 10th Annieach "S" scroll. ABANA member Harley Larson versary issue of The Anvil's Ring. Each of these
then created these dies for my Sahinler SM-50 leaves was hand cut from 11-gauge steel, filed,
34
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chased, and then hand shaped. The chasing was
performed by first gluing the pattern onto the
steel. Then, using various small rounded chisels,
I lightly chased in the details. The pattern was
then removed, and the chasing refined.
The nine quatrefoils were each made from
one piece of 3/8" square stock. The method
used was the "Whitaker" method, which is
explained in The Blacksmith's Cookbook, by
Francis Whitaker. The method requires forge
welds to create each cusp, then flattened perpendicular to the weld, which tests the integrity of the original weld. Each cusp was then
hand cut and filed to one of the five various
shapes. The foils were then shaped, once again
using bending forks. The final foil was welded

Neptune Gate demonstration on Milwaukee’s Lake Michigan lake front for the general public, sponsored in part by the Wisconsin Arts Board. Left to right, Tom
Lantané, Dan Nauman, Eric Moebius, and Jeff Moebius.

bar was drifted, I used a thick, flat bar with a
hole slightly larger than the finished hole size,
beneath the bar being drifted. This prevented
hot metal pushing into an otherwise too-large
hole and distorting the piercing.
The bosses for the main shaft of the tridents
were made with the same power hammer dies as

4

Dan Nauman planishes on the the leaves for the
crest on the outside piers of the gates.

Drifting split to size.

5

Tridents on Nauman’s layout table ready for assembly. Split and drifted bar was used in the trident’s
outside points, and pierced by central shaft.

together to complete the form. Rivets were used
to fasten the quatrefoils to the rings.
The tips of the tridents flanking the gates
needed mass, so 1 3/4" round stock was used.
The tips were started with the power hammer,
however most of the forging and shaping was
with the hand hammer. I utilized the fine, cone
shaped horn on my newly acquired Czechoslovakian double horn anvil to create the rounded
shoulder beneath each face of the pyramidshaped tips. I emphasize that the anvil as its
horn was better suited for the job than any
of my English pattern anvils. Plus the square
tapered opposing horn proved to be a valuable asset in several other operations. The tips
were forge-welded to the main shaft, and then
swedged at a yellow heat to provide a smooth
finish. The piercing which accepted the center shaft was done in a swedge block with a
radius slightly larger than the bar itself. This
was done to prevent a flat spot from forming
on the bottom of the round bar. When the same

I used the French style of repousse' to shape
the many leaves in the project. This method
utilizes many small hammers and complimentary stakes to accomplish the broad range of
facets, veins, and lobes. The leaves were cut
from 14-gauge sheet, and contoured first to
get the primary shape. After shaping, they were
veined with the various stakes and hammers,
then planished on 100% of their surface. The
leaves were annealed several times to reduce
work hardening, which can cause cracks if work
continues in these hardened areas. This is close
and tedious work. I estimated that over a six to
eight-hour period, there were at least 20,000
hammer blows to produce one large leaf.
All the snub end scrolls were shaped by hand
hammer. No jigs or dies were used. I discovered
after making several of these that the dependence on jigs was inhibiting the learning pro-

The crest awaiting final assembly and fitting.

the wave pattem. But instead of forging in the
round, they were forged in almost an octagon
shape from 1 1/8" round bar. A flatter was used
to smooth the finish of the bars. The bosses
provided a perfect seat and transition to the
leaf husks I made to adorn the shafts.

Ribbon cutting ceremony, August 3, 2001, with
Milwaukee County Supervisor Tom Ament in attendance along with all those who assisted on the
project.
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Nauman adjusts split scrolls.

Nauman completes the split scroll, with use of the top
and bottom bending forks.

cess. I found that I could produce a better snub
end faster with just the hand hammer and the
anvil. This proved yet again that sound hand
forging practice delivers superior results.
As I reflect on this project, I am filled with
many emotions. This project taught me several
lessons in forging. Normally, when designing a
project, I incorporate forms I have never accomplished before to continue the learning experience. Like throwing my hat over the fence, I
commit myself to follow through.
However, this was more like throwing your
heart over the fence. If you want to really suc-

ceed, you must work vigorously to that
end. This project had several such elements. Thus, I have learned many things
through this experience, but the mystery
is not gone. That magic of anticipation,
of the unknown is still present.
The project consumed more time than
other projects, yet it seems now to have
happened so rapidly. I enjoyed my experiences with the other two smiths. Now that
the project is completed and installed, I
relive the highlights often. For instance,
the evolution of the gates grew increasingly astounding. Every time an element
was added to the frame, I was awestruck.
The most incredible element to me was
Tom's image of Neptune flanked by the
sturgeons. Once Neptune was installed
into the frame, the magnitude of what
we were creating swelled up inside of me.
This awe was the rich surprise hidden in
the process which I never anticipated.
Generously, the Milwaukee-based Demmer Foundation provided the funding for
the gates as a gift to Villa Terrace Decorative Arts Museum, and to Milwaukee.
I would like to extend my gratitude to
the Demmer Foundation for their kindness. Thanks also to the Friends of Villa
Terrace Decorative Arts Museum, who
campaigned and labored to resurrect the
gardens, as well as to Dennis Buettner,
the master of the plan. I would also like to
thank my colleagues in this endeavor, Tom
Latane' and Eric Moebius for their collaboration, hard work, and the vision to see these
gates to completion.
The gates are finished now, and are the
portal to the incredibly majestic Tuscan gardens which now grace Sopra Mare. I have,
and will, visit this place often.

NC Whisper Low Boy

Gas-Fired Blacksmith Forges
• Exclusive, high-efficiency burners • Uniform Heat... Self-regulating to 2350˚
• Quick recovery... heats and reheats metal very quickly
• Flexible...rear bar stock door allows heating sections of bar stock (optional on some models)
• Fuel of choice...comes fitted for propane but may be configured for natural gas
• Transportable...light weight and quick cooling • Push-button ignition
Nauman (assisted by Mike Jones) flattens the cusp with
a set hammer, also defining two shoulders.
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• This unit works well for
production of larger
objects or when a large
number of small parts need
to be heated at one time.

NC Tool Company, Inc.

that end. This project had several such elements. Thus, I
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• Quality assured...we stand behind our products

• Three-burner forge
• 6"H x 9"D x 12"W Firebox
• 2" x 3" Rear bar stock door
• 3" x 4" opening in door
• Also available with open
end port

you want to really succeed, you must work vigorously to

the mystery is not gone.

• Hose, gauge and regulator included • No blower required

NC Whisper Daddy
Model #2

… this was … like throwing your heart over the fence. If

have learned many things through this experience, but

• Rapid recovery time for
quick turn-around
• Ideal for knife makers
and smithing procedures
•Uses 4 - 6 lbs of propane
per hour

• Three-burner forge
• Low profile/Open end ports
• 3"H x 9"D x 12"W Firebox
• 2" x 3" Bar stock ports
• Weight = 60 lbs.

Nauman adjusts center distance between cusps, preparing for creation of the fourth and final cusp. The cusps
were then cut with chisels and filed to shape before the
final shaping of the quatrefoil.

6133 Hunt Road
Pleasant Garden, NC 27313
1-800-446-6498
Visit our web site at: www.nctoolco.com
Write or call for a free catalog
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Metall Design
International 2003
The new 5th yearbook published by
HEPHAISTOS again presents international metal designers and a selection of
their works. They have in common that
they raise the forging trade to the level
of art by masterly interpretation of chosen or given subjects. The Czech Republic,
Italy, Finland and Germany are the home
countries of these nine metal designers,
which Peter Elgass has compiled in Metall
Design International 2003: Claudio Bottero,
Italy; Josef Bzdok, Germany; Leopold Habermann, Czechoslovakia; Oskar Hafen, Germany; Jaroslav Kaspar, Czechoslovkia; Thomas
Gustav Kenngott, Germany; Hans Klasmeier,
Germany; Olavi Osara, Finland; and Pavel
Tasovsky, Czechoslovakia.
The metal designers and their contemporary
works are presented by carefully selected pictures — 448 black-and-white pictures in duplex
print — as well as short biographies and anecdotes in German and English.

duplex print; text in German and English; Euro
42.00, order No. 240, Verlag HEPHAISTOS,
Gnadenberg Weg 4, D-87509 ImmenstadtWerdenstein, Germany. Tel +49 (8379) 72
80 16. Fax: +49 (8379) 72 80 18.
The previous yearbooks of Metall Design
International are available at a price of
Euro 42.00 each. 1999 (order # 139), year
2000 (order # 165), 2001 (order # 190)
and 2002 (order # 226).

Metzger Pattern
Book for the
Artist-Blacksmith

Metall Design International 2003 is published by
Peter Elgass; ISBN No. 3-931951-18-9; 232
pages with 448 black-and-white pictures in

The

Professor Metzger made the beautiful and incredibly detailed drawings for his Pattern Book with two
objectives: first, to present a collection of outstanding examples of
hand-forged ironwork from each of
the significant stylistic periods: Gothic, Renaissance, Baroque, and Rococo. He chose buds and
flowers, leaf work, scrolls, and cartouches, all
of which are superb in design and execution.
Metzger’s second objective was to show how

a two-dimensional drawing of an object, on
flat paper, could be developed to produce a
pattern from which an accurate copy of a
three dimensional figure could be made.
The editor of The Anvil’s Ring in 1983
chose to reprint Metzger’s Pattern Book
as the 10th anniversary issue of The
Ring. Unfortunately, no translation
was available, and the German text,
which explained in detail how the
pattern drawing was made, was not
included.
This new edition has a complete
translation, and Metzger’s simple
procedure for determining the
length of straight material necessary to produce an irregular
curve, and the width of material
needed for a deeply concave leaf,
is clearly explained.
The pattern, or stencil thus
drawn, can be used to trace a blank,
from which the artist-smith, with repoussé, forging,
or chasing, will give life and character to the work just as was
done a hundred years ago.

In Metzger’s time, the pattern
would have been cut from a sheet,
with hammer and chisel, and filed to
finish. Then a blank would be traced
and again cut out by hand.
There is now a very different process available. There are many metalworking shops with computer-controlled laser cutting equipment. The
pattern drawings in this book can be
traced directly: the data will be stored,
and additional blanks cut as wanted. The
cost of the laser-cut blank would be far
less than the cost of the hand work and, if
a number of blanks were wanted, the cost
would be much lower still.
The artist-blacksmith can, of course, make a
pattern from work of his own, using Metzger’s
method of determining the dimensions, and
then have laser-cut blanks produced for forging.
Thus, this book both preserves the art of the
seventeenth and earlier centuries, and finds a new
avenue in a technique of our time.

Traditional Metalsmith

A Quarterly Magazine about Blacksmithing:
Illustrated & Explained by George Dixon
(Last Head-blacksmith at Samuel Yellin Metalworkers)

Repousse’: Tools & Process
A multi-part series starts in 2003

Your source…
Step-by-Step
Hardware, Tools
Floral work & Tables
Architectural ironwork.
The “How-to” of
Basic & Intermediate Blacksmithing

The ‘Basics of Blacksmithing’ in every issue!

To Subscribe, send $28* to:
The Traditional Metalsmith
1229 Bee Tree Lake Rd
Swannanoa, NC 28778

(*US & Canada, Foreign $40, US Funds)

www.traditionalmetalsmith.com
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for Improved
Power Hammer
Productivity & Efficiency
• Remote foot pedals
• Self-locking wedges
• Quick change die conversions
• More hammer-specific
& custom applications.

Lander Tool & Die

18023 Shake Ridge Rd.
Sutter Creek, CA 95685

209-296-6471

By now, you’ve probably heard of Fred Holder’s Blacksmith’s
Gazette. It is designed to provide guidance in blacksmithing
techniques and to keep you informed as much as possible with
what is happening in the blacksmithing craft. We are not an art
publication. Our purpose is to provide good information on
technique and news.
When you subscribe to the Blacksmith’s Gazette, you’ll get: A
complete and timely list of Coming Events... Information on
where to buy supplies and where to learn blacksmithing... Lots of
fine how-to articles on blacksmithing techniques and projects...
News about what’s happening in blacksmithing circles... Free
classified advertisements... Ten issues each year! For more information, see our web site at:
http://www.fholder.com/
Here’s what it will cost you:
One year – $30.00 Two years – $50.00
Three years – $70.00 Single issue – $3.75
Canadians please add $7.50 per year for extra postage. Other foreign please add
$10.00 per year for extra postage and handling or $25.00 per year for airmail delivery.

Send to: Blacksmith’s Gazette, P.O. Box 2168,
Snohomish, WA 98219-2168 USA
Email: fred@fholder.com

Winter 2003 | Anvil’s Ring

39

Send or fax us a drawing. It's that simple!
Ornamental Hardware • Custom Metal Parts
Art Objects • Custom Grilles • Signs and Letters

117 Davi d Bi ddle Trail, Weaverville, NC 28 7 8 7
E-MAIL: joevog@aol.com FAX: 828-645-2128 PHONE: 800-635-2596
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Eight-sided Kiosk

I

nspired by Art Nouveau Paris Metro
stops, blacksmith Tom Wilson from
Milwaukee created an intricate, eightsided kiosk that was installed in front of
a local Milwaukee restaurant last year.
The kiosk and signboards are made from
forged and fabricated steel and copper. “I
wanted them to be free-form and organic,” says Wilson, who has studied art in
Italy, Amsterdam and Paris.
The original plan for the kiosks/signboards was to provide maps and information, but due to the highly artistic nature
of Wilson’s work, the project’s mission
changed from mere information stations
to one-of-a-kind public art.
The BID Association, with the city of
Milwaukee, is funding the 1.5 million dollar streetscape makeover project, which
not only includes the kiosks and signboards, but new paving and asphalt,
lighting and trees. They also contracted
with Tom Wilson to create 13 benches
that were finished and installed late last
summer.

PART 2

Blacksmithing: process and design

The “nuts & bolts”
of making decorative Bolts & Nuts.

By George Dixon

Editors Note: Part 1 of this article appered in the last issue of Anvil’s Ring.

Bolts

H

ere is a simple vise tool which is used
to hold the finished bolt blank, for layout and chiseling. It is fabricated out of
either four pieces of flat stock (1/2” x 1 1/2”) or
two pieces of heavy wall angle iron. The ‘spring’
is a 1/8” or 3/16” piece of mild steel flat stock.
It holds the tool open in the vise until the vise
jaws are closed.
Drill the holes with the two halves of the
of the tool clamped together in a vise. Place a

Nuts

W

hile a square nut looks
better than a hex-head
nut, a square nut which
has been hot-chiseled cannot be
beat as a decorative fastener.
The tooling for decorating square
nuts is simple to make. This tool is
to position the nut and guide the
chisel as it cold-marks the layout
on the nut. A three-inch piece of
42
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business card between the jaws before
clamping. The card stock spacer helps to
keep the pilot drill bit from traveling.
Lay out the bolt head pattern with a silver
pencil or a scribe. Use a hammer and a curved
chisel to cold-mark the pattern cuts.
Heat the bolt head with a torch. Drop the
threaded rod shank into the appropriate hole
in the tooling and tighten the vise. Using the
same chisel as was used in the cold layout phase,
develop the decorative pattern. Work evenly
around the four sides of the bolt head. Making

angle iron is welded to a piece of
bar stock. Do not weld on the inside
of the angle or the weldment will
be in the way of the nut.
To accommodate varying sizes
of square nuts, a piece of sheet
metal is cut and bent to serve as a
spacer. Spacers from 16 gauge to
12 gauge are usually enough.
Place the square nut up against
the inside of the layout tool. Set
a curved chisel snugly against the

several cycles of cuts usually gives
better results than trying to push the
effect.
Once the pattern has been completed, wire brush the bolt and threads.
For clear-coated, interior work, consider taking
some 80-grit emery cloth and buff the high spots
lightly. This will create contrast between the
surface of the bolt head and the chisel cuts.
This process is intended for non-structural
applications and situations where the bolt’s
head is not stressed.

web of the vertical angle iron as it
rests on the corner of the nut. By
pressing down on the chisel the
nut is held in place. The chisel is
struck, the nut is rotated and the
process of laying out the corners
continues.
When a nut is heated and chisel
cut there will be some displacement of metal. Outward displacement is good, inward displacement
is not. If the threaded hole through

for the fixture or clamping flanges for
vise-mounting the fixture.
With the nut turned onto the
threaded stud, take a heat with the
torch. Get the color of the nut up to
a solid yellow.
The ‘table’ can either be set on a
sturdy support or clamped firmly in
the vise.
Place the curved chisel into the layout cut on the first corner and strike
it with a hammer. Feel your way into
how much force is required (not much)
to cut a semi-circular decoration into
the corner of a 1/2” square nut.
Small curved chisels can be forged
or they can be made by stock removal. As long as the blade requirements
do not exceed the diameter of the
chisel stock, the working end can be
prepped on the belt sander. Then file
to the desired radius. Once the inside
radius is filed in, stock-remove the
surplus metal.

the nut is distorted during the hot
chiseling phase, then it won’t fit a
bolt. In addition, the nut needs to
be registered in place during the
hot work.
Drill a ‘slip’-sized hole in a piece
of bar stock, such as 1/2” x 2”. Position a piece of threaded rod in the
hole and weld it from the back. Cut
two pieces of smaller bar stock and
weld them onto the back as shown.
These bars can either act as ‘legs’
Winter 2003 | Anvil’s Ring
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Showcase

Dale
Morse
and
Edward
Pelton

TOP LEFT: Steel
sculpture “Man in
Motion.” Forged
and fabricated
mild steel. 12’
h x 8’ l x 4’d.
Photograph by
John Williamson

TOP RIGHT;
Nouveau Panel.
Forged mild steel.
16”w x 24”h. Dale
Morse.

Charlottesville,
Virginia

LEFT: Ring sculpture. Forged mild
steel, approximately 3’ in
diameter. Edward
Pelton.

TOP: Yellin Panel. Forged mild steel. 36” diameter.
Dale Morse and Edward Pelton.
BOTTOM: Pod plant chandelier. Forged and fabricated mild steel. 18” w x 32” h. Dale Morse.
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The blacksmiths at work on their project.

From left to right, the participating blacksmiths: Laurent Calmy, Jean-Claude Goutte, Dominique Chambriard and Henri Vialloy.

THIERS, FRANCE

T

he city of Thiers, France, is the European cutlery capital and one of the oldest still-active
knifemaking sites in Europe. For the summer
solstice, Thiers, a medieval city and center of craftsmanship, wanted to revive the tradition of St. Eloy,
patron saint of blacksmiths. Therefore, in partnership with the city’s tourism office, area blacksmiths
responded to the request from the local cutlery museum to participate in the creation of an art piece to
honor the freelance grinders of blades, scissors and
tools, just as the workers of their corporation dating from 1880 had done. This piece was born of
the goodwill and time and effort of the following
blacksmiths: Patrice Oton, Alain DuMousset, Laurent
Calmy, Jean-Claude Goutte, Henri Viallon, Dominique Chambriard and their apprentices. They spent
more than 100 hours on the project. The work was
presented to M. Deglon, mayor of the city of Thiers,
and will be displayed permanently at the entrance
to the Valley of the Rouets.
It symbolizes both a tribute to preceding generations
of craftsmen in the cutlery industry and good times
shared at the forge, while creating an artistic project
that will become part of the local heritage.
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Grinding wheel inserted.

The project completed and on display.

Winter 2003 | Anvil’s Ring

47

I nternati o na l R e p o rt

European Travels
by Henry Brock - Bemidji, Minnesota
Part 2 of 4

Henry Brock shaking hands with
Alfred Habermann upon completion
of the 12-day toolmaking course at
Helfstyn Castle, CZ, Sept. 13, 2002.

Left to right: Jacques from France and
Nando Nava from Italy, after Jacques
and Nando finished Jacque’s anchor
model during a workshop open to
the public

Left to right: French student named
Roland,Henry Brock and Nando Nava,
taken by Carole Nava.

Left to right: Henry Brock and Axel
Jüneman from Germany, taken in
Achim Kühn’s shop. Photo by Achim
Kühn.
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I

n the first part of this report (Fall
issue 2002, The Anvil’s Ring) I
recounted the story of how I
became interested in blacksmithing, my interest in exploring the
craft outside of the United States,
and my work toward obtaining the
Thomas J. Watson Fellowship, the
monetary support of which has
helped me to pursue my interest
in international blacksmithing. I
am currently visiting European
blacksmiths to share stories, do
some work for them in exchange
for experience, room and board,
and to get to know the wider blacksmith community.
After leaving Christoph Friedrich (Switzerland) I spent some
time in the Czech Republic with
Daniel Cerny, one of the creators
of the eagle sculpture at the Kolbermoor 2002 conference in Germany. Dan is in his early twenties
and is in the process of searching for a good location in South
Bohemia for setting up a workshop. Temporarily he works in a
makeshift workshop near Trebon,
CZ, and also travels around Europe
to visit conferences and to find
short-term work. Currently Dan
is working with another Czech
blacksmith and with Gert Bruyninx (Belgium) in the Netherlands
on an eight-month gate project of
Dan’s design for a Dutch client.
I hope to return next year to the
Czech Republic to work with Dan
Cerny. He, like many other young
Czech smiths, has had the benefit
of an early and quality education
in the craft; figuring prominently
among his teachers is professor
Alfred Habermann.
At the beginning of September
I began a two-week tool-forging
course led by Professor Haber-

mann at Helfstyn Castle, site of the
annual Hephaiston Conference.
This conference deserves mention
as a major gathering of European
and world blacksmiths in addition
to an impressive number of locals
and tourists. It is a great opportunity to make new acquaintances,
see the expositions of recent work,
and explore a relatively old but
well-maintained castle in the east
of the Czech Republic.
It was there in the castle that I
and 8 other students (5 Czech, 2
German and 1 Swiss) stayed during
the tool-forging course. The cost
was roughly $430 for food (but
if you are vegetarian or would

A pair of tongs Brock made at the
toolmaking course at Helfstyn
Castle. The nail Brock made for
Paul Zimmermann’s nail tree in
Pliezhausen, Germany and one of
Paul’s hammers.

rather not eat meat for every meal
then request to pay for room and
instruction only, and buy your own
food in the town at the bottom of
the hill), twelve days of sleeping
in a bed in the communal oneroom attic, some instruction, and
plenty of time for forging tongs,
drifts, chisels, swages, hammers
and other tools in the courtyard.
There were roughly 7 forging stations available, 2 power hammers,
a modest selection of communal

tools (bring your own), and plenty
of salvaged car springs from the
local scrap yard. Mr. Habermann
gave a demonstration or lecture
once or twice a day and was open
to questions or requests for help.
Generally there was a nice sense
of camaraderie and we all worked
together, a you-strike-for-me, Istrike- for-you arrangement. It was
the first time that I had worked
9, 10, 11 hours blacksmithing in a
day, and by the end I really appreciated the opportunity. Our teacher
was not as present as some would
have preferred, but for me it was
more important to practice than to
take in more information.
By the middle of September I
arrived at the home of Achim and
Helgard Kühn in the southeastern
suburbs of Berlin, Germany. Achim
runs the shop, Helgard runs the
business, and they take on a large
variety of projects ranging from
public works, restoration, doors
and gates, massive art projects
and small art pieces, aided in the
shop by Axel Juneman and the
occasional apprentice. For four
weeks I stayed in a spare room in
their house and went to work on
weekdays, at first making tongs
and later working on a restoration
project for a 19th-century grave
monument. At one point I delivered some donated equipment to
a blacksmith family in the north
of Austria whose shop had been
heavily damaged by the August
flooding.
Since I was planning on visiting
Dan Cerny in Kojakovice, CZ for a
weekend iron-making demonstration, Achim asked me if I would
drive instead of taking the train
and I was game; after patching a
chimney in Austria, losing my way

in Germany, confused looks from
the border guards, and 1,000 kilometers (621 miles) later, I arrived
safely back in Berlin. The main
obstacle during these four weeks
was the frustration of trying to
forge quickly AND well. The language barrier was a challenge as
well; I had only begun to learn German in May 2002, but they were
patient with me and we were able
to communicate adequately.
In the middle of October I spent
one week with Michael Kaczmar
in the little town of Jessnitz, Germany (east of Dresden). I had met
Michael at the 2002 ABANA conference in La Crosse, WI. He works
in a modern shop with his father,
Klaus. I helped to make some hinges and spent many hours making
nails, good practice for improv-

not much I could offer in the way
of assistance. I did add a modest
contribution to their star-studded
nail tree, however, and walked
around Pliezhausen to look at their
ironwork.
At the end of October I arrived
in St. Clair sur Epte, a small village between Rouen and Paris
and the home of Nando and Carole Nava. They are both working
hard to promote blacksmithing
in France by doing public demonstrations, hosting conferences,
and conducting workshops open
to the public and student groups.
The future of blacksmithing is
an important concern to Nando
and Carole, and they give a lot
of thought and energy toward
the education of young people
who are interested in the craft.

Gael Lucas from France working at the anvil at the workshop square in Rouen,
France. (Courtyard of the ceramic museum, where the blacksmith set up shop for
6 weeks.) Gael is 19 and is an apprentice to Nando Nava of Italy.

Alfred Habermann demonstrating how to make the style of tongs he likes to
make. Group of nine students watch at Helfstyn Castle.

From left to right: Achim Kühn, Axel Jüneman from Germany and Kesuke Ito
from Japan in the workshop of Achim Kühn.

ing rhythm and accuracy. We got
along very well, swapping stories
and working on projects together
in the shop. He helped me to finish a hand-hammer I had started
in Berlin, and on the day before
I left we made a birthday present
for a friend of his, transforming
a hefty block of iron into a squat
candle box with a fitted onyx lid.
We worked under the pressure of
a two-hour time limit, and when
we arrived at the restaurant for the
party, our gift was still warm.
My last stop in Germany before
heading to France was for 4 days in
Pliezhausen (near Stuttgart) at the
shop of Paul Zimmerman and his
son, Heiner. Since Paul and Heiner
work alone in their shop, there was

They currently have two students
studying with them, one learning
about knife-making from Nando
and the other exploring sculpture
with Carole.
I stayed four months with the
Navas, and this time my challenge
was to think critically about the
information I was being presented
with, for we spent many hours in
conversation about education, the
nature of conferences, and the
importance of communication
between contemporary blacksmiths. Without exception the
blacksmiths I have visited so far
have been very open and welcoming, and I appreciate this greatly.
Though I travel alone, I am not
lacking for camaraderie!

Left to right; Jozef Hodas, and Ura from Slovakia, forging at the big flywheel/
spring lever power hammer, making a hammer blank from a drive shaft at
Helfstyn Castle during the toolmaking course taught by Alfred Habermann in
the beginning of September 2002.

View from a recently renovated tower at Helfstyn Castle. The forging stations
are below.
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Pr o fi l e

Mike Sohikian
Genoa, Ohio

M

ike Sohikian is a Memphis, Tennessee, native, now living in Genoa,
Ohio. When he returned as a young man from the Navy after a
tour in Vietnam in the ’60s, he lived with his mother and father
in Toledo, Ohio, and took a welding job.
“I worked morning, noon and night with the big steel,” said the 30-year
member of the Bridge and Structural Ironworkers’ Local 55. “I helped erect
the steel for the Owens-Illinois building in Toledo. I am very proud to be a
blue-collar worker and a union member.”
When Mike’s mother had a stroke, he knew he couldn’t work that many
hours any longer. He quit his welding job and spent the time with his
mother. But during the long hours of caring for her, Mike felt he needed a
distraction from his home duties; and so he turned to art.
“I took a two-week pastel drawing class at a local gallery to take my
mind off my mother’s condition and to fill some time.”
Soon Mike used books and magazines to learn how to express himself
through painting, photography and sculpting.
“Other than the sketching class, I have had no academic training in the
arts,” says Mike. “Everything that I learn, I learn from books and magazines.
“Before too long my art teacher was telling me she thought I was good
enough to begin showing some of my work. In 1995 I began entering my
work in area shows.”
And he started winning awards, such as the Roots of Diversity Best of
Show award from the Arts Commission of Greater Toledo in 2000.
“The 2000 show sponsored by the Arts Commission has been my favorite
show so far,” Sohikian states. “Not only did I win Best of Show that day,
but I also sold a piece for $2,400.”
The piece earning the Best in Show award was titled “Personal Realignment.” Says Mike, “It’s a figure of a man with blueprints tattooed on his
chest. What it portrays is man realigning his life. I still have that piece in
my home today.”
Mike Sohikian has also seen many of his prize-winning pieces go to collectors in places ranging from Iowa to Florida, and from Texas to Beverly
Hills. One sculpture is titled “Horses Running” and was the start of a series
of dynamic horse sculptures that has now grown to a collection of about
50 pieces. His works have been featured in the art book The Contemporary
Blacksmith by Dona Z. Meilach. Included are such sculptures as “The Loading
of American Labor,” which is close to Sohikian’s blue-collar heart, as well
as “Mother Nature Age 15,” which celebrates the life of Mother Earth.
“I am influenced highly by nature and the earth,” Sohikian explains. “I
think basically everything we are has been produced in some way by Mother
Nature. She is the ultimate artist.
“I create my sculptures from ASTM A 36 steels. They are the same materials used in the construction of bridges and buildings. I enjoy working with
steel. It is a contemporary material that represents strength and longevity.
With the right amount of heavy-weight motor oil applied to seal its surface,
an outdoor steel sculpture can last a lifetime.
“Steel sculptures indicate strength and power,” Mike explains. “It gives
me a pretty powerful feeling to be creating them.”
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“Maria Romero.” 5' x 4' x 5'. Materials: 1/2" diamond plate, cast
concrete, limestone. Forged and fabricated steel, cast concrete.
In the collection of Mr. and Mrs. Gerald Parr, Walbridge, Ohio.

“Mother Nature On The Run”. 8' x 5' x 3'. 3/4" through 3/16"
A36 steel, 14 ga. s.s. 304, sch #40 pipe. Forged and fabricated
steel. In the collection of Ann and Ed Kipplen, Toledo, Ohio.

“I Shall Rize Up Above My Enemies”. 9' x 7' x 4'. A36 plate steel 3/4" through 1/4",
304 s. steel, Sch #40, dirt, and cast bronze. Forged and fabricated, foundry cast
bronze. Currently exhibited at Schedel Arboretum and Gardens, to be permanently installed in Fremont, Ohio, at the Otis School - Bethesda Complex.
“Poner En Peligro Especit”. 9' x 7' x 4'. Rectangular steel
tube, 3/4"plate steel, cast bronze. Fabricated steel, cast
bronze.

“El Guerrero.” 9'x 3' x 3'. Materials: 3" plate steel, sch #40 piping, granite, and concrete casting. Fabricated steel, cast concrete and stone. Exhibited at Schedel Arboretum and Gardens.
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Basics of Style for the Artist-Blacksmith
By

Max

Metzger, Director State Trade Training School, Lubeck, Germany
Translated from the German version by R.A. Ruhloff
150 pages, 248 illustrations
Price $36; postage and shipping $4

S

3.
He
and
a

n

tyle is the reflection of who we are: How we live, what we believe.
So there have been many, many styles that developed over the last
three thousand years of history, but very few, hardly half a dozen, were
unique enough to have their own character, be admired enough to be
widely accepted and survived long enough to have had a lasting impact.
Metzger, in this book, presents a history of these significant styles that
will:
1. help the artist-blacksmith to recognize the style, learn something of
its cultural origin and its historical period,
2. teach us to identify the unique characteristics of each style, and
enable an artist-blacksmith to design works compatible with historical
style.
traces art history from its earliest beginning, in ornament and decoration, and in typical Metzger style, details leaf and flower shapes,
the proper angle of an eagle’s wing. Each major style period is discussed (and dated!). Iron work is an excellent guide through the
development style. A traditional craft, vital source of tools and weapons and
exciting artistic material, forged iron became a style within a style, and Metzger reviews
the history of iron throughout almost two thousand years. His enthusiasm for the iron work of the
Renaissance and Baroque is seen in the illustrations, there are 248 drawings and plates, more than 30 full
pages. The book finished with a stern warning: form and function must be compatible, or your work will be
without style! Available from
R.A. Ruhloff, Publisher
770 Watson-Spruce Corner Road
Ashfield, MA 01330

PATINAS &
ANTIQUING SOLUTIONS
BROWN ANTIQUE

FOR SOLID & PLATED COPPER BRASS

B L AC K A N T I Q U E

FOR BRASS & COPPER ALLOYS

R U S T Y PAT I N A S

FOR STEEL, BRASS & COPPER

B L AC K A N T I Q U E

FOR TIN/LEAD & ZINC, SOLDERS, PEWTER, SILVER,
NICKEL & FERROUS METALS

M E TA L L I C C O P P E R & B R A S S C O AT I N G S
(PAINTS) VERDE GREEN/TIFFANY GREEN
OLD GREEN LOOK FOR COPPER BRASS

TURQUOISE BLUE
FOR COPPER ALLOYS

BRIGHT DIPS

REMOVES CORROSION/TARNISH

PEWTER LOOK

FOR COPPER ALLOYS AND STEEL

TIN LOOK

IMMERSION TIN FOR COPPER AND BRASS
IMMERSION COPPER FOR STEEL

A I R D RY L AC Q U E R S
7 SAMPLE FINISHING KIT $50.00

TRIPLE-S CHEMICAL PRODUCTS, INC.
3464 UNION PACIFIC AVE., LA., CA 90023
TEL: (323) 261-7301 FAX: (323) 261-5567
Toll Free: 1(800) 862-5958
www.patinas.com
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New England
School
of Metalwork
7 Albiston Way
Auburn, Maine 04210

2003 Workshop Catalog

Available March 1st by mail & online

Winter W
orkshops

February —- Botanical Forms, 3 days
March —- Basic Tool Forging for the Smith, 3 days
April —- Basic Architectural Ironwork, 4 days
Visit our website for current dates and details
www
.newenglandschoolofmetalwork.com

Callto register or on
-line
1-888-753-7502

Inquiries to
: dglaser@newenglandschoolofmetalwork.com

C a l en d ar

Old World Anvils

March 8

April 26 - 27

9th annual Bangin’on the Bayou
with Jeff Mohr, demonstrator.
Hosted by the Louisiana Artist
Metalsmiths Association (LAMA).
Call David Bernard 337/837-8810
or e-mail: dba- architect@worldnet.att.net.

Spring Fling. Sponsored by
Blacksmiths Guild of the
Potomac. Warrenton, VA. George
Anderton, 703/321-9737. E-mail:
piton@erols.com.

March 21 - 23
Little Giant Rebuilding Seminar
with Sid Suedmeier. Nebraska City,
NE. 402/873-6603. E-mail: lgiant@alltel.net.

March 28 - 30
Little Giant Rebuilding Seminar
with Sid Suedmeier. Nebraska City,
NE. 402/873-6603. E-mail: lgiant@alltel.net.

April 4 - 6
California Blacksmiths Association Spring Conference. Hanford,
CA. Chuck Simonian 559/6884191.

May 3 - 4
Appalachian Blacksmiths Association Spring Conference with
demonstrator Peter Happny.
Cedar Lakes Park, Ripley, WV.
Dave Allen 304/624-7248 or email: anvilwork@aol.com. See
ABA web site: www.appaltree.
net/aba.

May 30 - June 1

(www.oldworldanvils.com)

New Presses for Forging
Hot and Cold Stock
3 Sizes Available

Old24-ton
World
Anvils
hydraulic
presses
(www.oldworldanvils.com)

Five Styles of
Czech Anvils
5 lbs. to 552 lbs.

NEW STYLE - 450 lb Habermann Anvil

IronFest Blacksmithing Regional
Conference with demonstrators
NEW STYLE - 450 lb Habermann Anvil
Toby Hickman, David A. Court,
Old
World Quality, www.oldworldanvils.com
Manufactured in Europe
Susan Hutchinson and Mike
email:
dan@oldworldanvils.com
Pearce. Grapevine, Texas. Contact
Fantastic Ring and Rebound!
479-631-7823
• 888-737-5714
Verl Underwood 817/626-5909
or Piece, High Carbon - Solid
One
Steel Anvils
fax:
479-631-8984
e-mail: vaunder@aol.com. See
Shipping
in the
908on
Lakeview
Dr., Ste.
200, US.
Rogers, AR 72756
web site: www.ironfest.org/. Lowest Cost

Old World Quality,
Manufactured
in Europe
Old World
Anvils
Fantastic Ring and Rebound!
One Piece, High Carbon - Solid Steel Anvils
Five Styles to Choose from
Lowest Cost on Shipping in the US.
Weights from 5 lbs to 552 lbs
Best
Prices
on Gas
Forges, Swage
Blocks,
Penland
Iron
Five
Styles
to
Choose
from
Hand tools, etc. Call for a quote!
Weights from 5 lbs to 552 lbs
Contact information: email: dan@oldworldanvils.com
Phone: 479-631-8984, Fax: 479-631-8984
Best Prices
Gas
Forges, Swage Blocks,
Old on
World
Anvils
Suite 200
Hand tools,
etc. Call
908 Lakeview
Drivefor a quote!
Rogers, AR 72756

Contact information:Summer
email: dan@oldworldanvils.com
2003
May 25 – August 30
Phone: 479-631-8984,
Fax: 479-631-8984
One- and two-week
workshops
Topics include: forging, fabrication, mixed metals, steel
Old World Anvils
sculpture, joinery, lighting design, mixed-media casting
Instructors: Michael
SuiteBondi,
200Gordon Chandler, E.A. Chase,
John Creed, Hoss Haley, Colette Hosmer, Marc Maiorana,
Doug Wilson908 Lakeview Drive
Visit www.penland.org for information or call for catalog.
Rogers, AR 72756
Penland School of Crafts

A national center for craft education
in the North Carolina mountains

www.penland.org • 828-765-2359

Winter 2003 | Anvil’s Ring

53

E d u cati o na l O p p o rt u nities
February 9 - 15

February 23 - March 1

Blacksmithing Fundamentals with Charley Orlando. John
C. Campbell Folk School, Brasstown, NC. 800/365-5724.
Web site: www.folkschool.org.

Introduction to Forging Tools with Steve Williamson.
John C. Campbell Folk School, Brasstown, NC. 800/3655724. Web site: www.folkschool.org.

February 15 - 16

March 2 - 8

Blacksmithing I with Bill Senseney. Brookfield
Craft Center, Brookfield, CT. 203/775-4526. E-mail:
Brkfldcrft@aol.com. See web site: Brookfieldcraftcenter.
org.

Beginning Blacksmith Techniques with Howard Pohn.
John C. Campbell Folk School, Brasstown, NC. 800/3655724. Web site: www.folkschool.org.

February 21 - 23
Botanical Forms with Dereck Glaser. New England
School of Metalwork, Auburn, Maine. 888/753-7502
or 207/777-6211. For complete course schedule call or
check online: www.newenglandschoolofmetalwork.com.

February 21 - 23
Forge Welding with David Tucciarone and Clay Spencer.
John C. Campbell Folk School, Brasstown, NC. 800/3655724. Web site: www.folkschool.org.

February 22 - 23
Blacksmithing II with Bill Senseney. Brookfield
Craft Center, Brookfield, CT. 203/775-4526. E-mail:
Brkfldcrft@aol.com. See web site: Brookfieldcraftcenter.
org.

Little Giant
Mayer Bros.

Little Giant
h. “sid” suedmeier
420 4th corso
nebraska city, NE 68410
402/873-6603
54
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Same Day Shipping.

Basic Techniques - Beautiful Results with Vance Baker.
John C. Campbell Folk School, Brasstown, NC. 800/3655724. Web site: www.folkschool.org.

Iron with Personality with Elmer Roush. John C.
Campbell Folk School, Brasstown, NC. 800/365-5724.
Web site: www.folkschool.org.

Damascus with Jarrel Lambert. Bill Moran School of
Bladesmithing. Washington, AR. Call Texarkana College,
Scotty Hayes 902/832- 5565, X 3236.

March 21 - 23

Young Peopleís Blacksmithing with Bill Senseney.
Brookfield Craft Center, Brookfield, CT. 203/7754526. E-mail: Brkfldcrft@aol.com. See web site:
Brookfieldcraftcenter.org.

Tool Forging for the Smith with Dereck Glaser. New
England School of Metalwork, Auburn, Maine. 888/7537502 or 207/777-6211. For complete course schedule call
or check online: www.newenglandschoolofmetalwork.
com.

March 22 - 23

March 9 - May 2
Forging Ahead with John Rais. Penland School of Crafts,
Penland, NC. 828/765-2356. E-mail: office@penland.
org.See seb site: www.penland.org.

Young Peopleís Blacksmithing with Bill Senseney.
Brookfield Craft Center, Brookfield, CT. 203/7754526. E-mail: Brkfldcrft@aol.com. See web site:
Brookfieldcraftcenter.org.

March 23 - 29

March 10 - 28
Blacksmithing class with Frank Turley. Turley Forge
Blacksmithing School, Santa Fe, NM. 505/471-8608. Email: teeweld@msn.com.

Blacksmithing Sampler with Doug Merkel. John C.
Campbell Folk School, Brasstown, NC. 800/365-5724.
Web site: www.folkschool.org.

March 24 - 28

March 14 - 16
Toolmaking with Gavin Harris. John C. Campbell Folk
School, Brasstown, NC. 800/365-5724. Web site: www.
folkschool.org.

Handles & Guards with James R. Cook. Bill Moran
School of Bladesmithing. Washington, AR. Call
Texarkana College, Scotty Hayes 902/832-5565, X 3236.

Ed Ops cont. on page 54

4600 Sheila St. Commerce, CA 90040
9611 East Interstate 30 Dallas, TX 75228
3131 Washington Blvd. Baltimore, MD 21230

800-542-2379
www.kingmetals.com

A N V I L S
Quality Industrial Supplies Since 1967!
“we make satisfied customers”

We can do repairs on any or all
components of your
Little Giant front assembly.
Call for details.
Call or write for new parts list

One Goal...

March 16 - 22

Factory Power Hammer
Replacement Parts

NOW
AVAILABLE:
Crucible S-1
Atha Pneu
3/4”, 5/8”, 1”
2-foot lengths

3 Locations...

March 17 - 21

March 8 - 9

February 16 - 21

5000 Products...

European made,
one-piece cast tool steel
6 lbs to 550 lbs

Used power hammers
reconditioned and ready for use

Wheelwright’s tools

Forge & Anvil
Metal Studio
1411 King Street North, Box 549
St. Jacobs, Ontario N0B 2N0
Canada

Ph: 519.664.3622
Fax: 519.664.1828

www.forgeandanvil.com
E-mail: info@forgeandanvil.com

Hard-to-find blacksmith tools
Anvils of all types and sizes
Rare and out-of-print books on
blacksmithing & metalwork
we buy, sell

& trade
call today:

(302) 539-6274 or 539-5344
Bill Gichner
Ocean View, DE 19970

Bandsaw Blades
••Sanding
Discs
Tools
••Air
Sanding Belts
Wheels
••Grinding
Flap Discs
Wheels
••Flap
Cut-off Wheels
Tools
••Cutting
Bench Wheels
•Wire Brushes

Call us for information or to place an order
PHONE: 800-328-4560
FAX: 800-553-7224

LOCAL: 763-535-2403 FAX: 763-535-2708
E-MAIL: zsparky@aol.com
Minneapolis, MN 55429

• Solid Cast 4340
Alloy St.
• Fifth Leg
• Upsetting Block
• Side Face
Made in
USA

Two Sizes

• 425 lbs - 1 1/4"
Hardy
• 250 lbs - 1 1/8"
Hardy
Call or Write
307.733.7668

RAT HOLE FORGE • BOX 351
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Ed Ops cont. from page 56
March 24 - 28

Working on the Edge with Peter
Swarz-Burt. Brookfield Craft Center,
Brookfield, CT. 203/775-4526. E-mail:
Brkfldcrft@aol.com. See web site:
Brookfieldcraftcenter.org.

March 30 - April 4

You Want to do What? with Roberta
Elliott. John C. Campbell Folk School,
Brasstown, NC. 800/365-5724. Web site:
www.folkschool.org.

April 7 - 18

Intro to Bladesmithing with Michael
Connor & Harvey Dean. Bill Moran
School of Bladesmithing. Washington,
AR. Call Texarkana College, Scotty Hayes
902/832-5565, X 3236.

April 12 - 13

Wile Sculpture with Gail Whitsitt-Lynch.
Snow Farm: The New England Craft
Program. Willamsburg, MA. 413/2683101. E-mail: info@snowfarm-art.org.
See web site: www.snowfarm.com.

April 21 - 25

Damascus with Joe Flournoy. Bill Moran
School of Bladesmithing. Washington,
AR. Call Texarkana College, Scotty Hayes
902/832- 5565, X 3236.

April 25 - 27

Welded Sculpture for the Garden with Pat
Bennett. Snow Farm: The New England
Craft Program. Willamsburg, MA.
413/268-3101. E-mail: info@snowfarmart.org. See web site: www.snowfarm.
com.

April 25 - 28

Basic Architectural Ironwork. New
England School of Metalwork, Auburn,
Maine. 888/753-7502 or 207/777-6211.
For complete course schedule call or
check online: www.newenglandschoolofmetalwork.com.

April 28 - May 2

Handles & Guards with Michael Williams.
Bill Moran School of Bladesmithing.
Washington, AR. Call Texarkana College,
Scotty Hayes 902/832-5565, X 3236.

May 3 - 4

Spring Hammer-In with Michael
Williams & Jerry Fisk. Bill Moran School
of Bladesmithing. Washington, AR.
Call Texarkana College, Scotty Hayes
902/832-5565, X 3236.

May 4 - 10

Welded Projects and Sculpture for Home
and Garden with Pat Bennett. Snow
Farm: The New England Craft Program.
Willamsburg, MA. 413/268-3101. E-mail:
info@snowfarm-art.org. See web site:
www.snowfarm.com.

May 5 - 16

Intro to Bladesmithing with Roger
Massey & Greg Neely. Bill Moran School
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of Bladesmithing. Washington, AR.
Call Texarkana College, Scotty Hayes
902/832-5565, X 3236.

May 5 - 23

Blacksmithing class with Frank Turley.
Turley Forge Blacksmithing School,
Santa Fe, NM. 505/471-8608. E-mail:
teeweld@msn.com.

May 10 - 11

Welded Sculpture: Introduction to
Welding with Pat Bennett. Snow Farm:
The New England Craft Program.
Willamsburg, MA. 413/268- 3101. E-mail:
info@snowfarm-art.org. See web site:
www.snowfarm.com.

May 17 - 19

Welded Sculpture for the Garden with Pat
Bennett. Snow Farm: The New England
Craft Program. Willamsburg, MA.
413/268-3101. E-mail: info@snowfarmart.org. See web site: www.snowfarm.
com.

May 19 - 23

Damascus with James Walker. Bill Moran
School of Bladesmithing. Washington,
AR. Call Texarkana College, Scotty Hayes
902/832- 5565, X 3236.

June 2 - 6

Multi-Blade Folders with Eugene Shadley.
Bill Moran School of Bladesmithing.
Washington, AR. Call Texarkana College,
Scotty Hayes 902/832-5565, X 3236.

June 9 - 13

Advanced Damascus with Hank
Krickmeyer. Bill Moran School of
Bladesmithing. Washington, AR. Call
Texarkana College, Scotty Hayes
902/832-5565, X 3236.

June 16 - 27

Intro to Bladesmithing with Bailey
Bradshaw & Bruce Fuller. Bill Moran
School of Bladesmithing. Washington,
AR. Call Texarkana College, Scotty Hayes
902/832-5565, X 3236.

July 14 - 18

Silver Sheaths with Ron Newton.
Bill Moran School of Bladesmithing.
Washington, AR. Call Texarkana College,
Scotty Hayes 902/832-5565, X 3236.

July 21 - 25

Leather Sheaths with Kenny Rowe.
Bill Moran School of Bladesmithing.
Washington, AR. Call Texarkana College,
Scotty Hayes 902/832-5565, X 3236.

August 18 - September 5

Blacksmithing class with Frank Turley.
Turley Forge Blacksmithing School,
Santa Fe, NM. 505/471-8608. E-mail:
teeweld@msn.com.

September 15 - 26

Intro to Bladesmithing with Don
Heathcoat & Charles Ochs. Bill Moran
For more
oprtunities
go to
School
of educaitonal
Bladesmithing.
Washington,
www.abana.org

C l assifie d s

A b ana Li b rar y

Please submit your classified ad in writing or by e-mail to: the ring@sebastianpublishing.com or by regular mail: Sebastian Publishing, P.O. Box 1849, Georgetown, CA
95634 or by fax: 530/333-2689.

T

For Sale

Certificate

Nazel air hammer No. 5 Type I, 220v
D.C., 25 hp, direct-drive motor. Hammer
designed for die or impression work.
500-lb. ram weight. Stoke of ram 21”. For
more information contact Tom Stecz, NY,
607/594-4086. E-mail: tgsnjs@aol.com.

Unique in Canada, this program explores
traditional and contemporary metal work
for the home and garden. Credits include
basic and advanced blacksmithing, art
history, drawing, design, applied design
and portfolio preparation. Sir Sandford
Fleming College, Haliburton, ON,
Canada. 705/457-1680. Fax: 705/4572255. E-mail: info@flemingc.on.ca. Web
site: www.flemingc.on.ca.

Nazel 2B, 1-piece frame. 7.5 hp, 3phase, 3.5” x 7” flat dies, new bearings
and rings. Rebuilt and ready to work.
$16,000 FOB Wisconsin. 608/527-2494.
Meyer Machine treadle hammer. Used
twice. $975. SC Tool Whisper Momma
propane forge, used twice. $325. Best
offers. 800/584-2657 (Ohio).
Remote foot pedals, self-locking wedges,
quick-change die conversions and more.
Lander Tool and Die is your source for
improved power hammer productivity
and efficiency. Hammer- specific and
custom applications. 209/296-6471.
25-lb. Little Giant, many new parts,
$2500 OBO. 2 x 72 belt sander, $250.
75-lb. NC anvil, $200. Jeff Wallace
505/473-5405.
Sale or trade: 5 Little Giant 25# and
50# hammers $650-$1950. Hand-crank
steel tire roller $275. 4 large ring cones
$300 and up. Several good anvils 150# 300#. Trade for old marked saddles, bits,
spurs, chaps, Henry & Winchester rifles,
silver parade saddles. 260/724-9618 or
260/413-0626.

Digital Photographs of
ABANA Conference 2002
for Sale
Over 700 high-resolution digital pictures
are available as a set of 3 CD-ROMs.
These pictures (.jpeg) were taken with a
Sony MVC-CD400 camera at 4.0 megapixels resolution. Picture categories are
as follows:
- CD #1 - Auction items, campus
pictures, James Batson, Brad Nichols,
Christopher Ray exhibit, Corrina
Mensoff, Big Blu, gas forge, and George
Suiter.
- CD #2 - European demonstrators, Peter
Ross, Gallery-Cartwright Center, and
James Viste.
- CD #3 - Japanese demonstrators, tailgate area and vendors, Rick Dunkerly,
Tyana Stiegler and Meagan Crowley.
These CDs will run on both MacIntosh
and PC platforms.
All profits go to the Balcones Forge
Blacksmiths of Central Texas. Make payment ($25. US) to Gerald Pollard, 14309
Friendswood Lane, Austin, TX 78737.
E-mail: rgpollard@earthlink.net.

Books and Videos
CHARLESTON IRONWORK, A
Photographic Study, by Charles N.
Bayless. Photographs listed by streets.
Reprint, hardback, 9” x 11”, 208 pgs.,
295 photographs, ISBN 0-9707664-8-3.
Prepaid: Blue Moon Press, Huntingdon,
PA 16652. 866/627-6922. $36.95 plus $4
S & H. E-mail: books@bluemoonpress.
org. Check, VISA/MC.
www.DRGNFLY4G.com - for “A
Blacksmithing Primer, A Course in Basic
and Intermediate Blacksmithing,” by
Randy McDaniel. The popular forging
textbook. Also classes, tools for sale and
our economical Laser Cutting Service
for steel, brass and wood!. Dragonfly
Enterprises, 3283 State Hill Road, Dept.
ARC2, Sinking Spring, PA 19608. $25/
book, plus $3 s&h. PA residents add 6%
sales tax.
How to rebuild a Nazel power hammer,
a 1 1/2-hour tape and information. $50,
postpaid. Bob Bergman, 608/527-2494.
Women of Iron Calendar 2003. Meet 12
of Seattle’s beautiful and talented metalworking ladies. A portion of the proceeds
benefits Washington Women in Trades,
funding a scholarship to help women
get started in metalwork. $20. each + $3.
S & H. Send check to: Seattle Womenís
Iron League (S.W.I.L.), 2318 - 2nd Ave.
#1009, Seattle, WA 98121. E-mail: womenofiron.org.

Services
* Art Metalwork * Process * Patterns *
www.artist-blacksmith.org.

CLASSIFIED POLICY
Ads are $20 each and are limited to 35
words (six lines). Longer ads are $5 per
line.
Please submit your classified ad, in writing, either by e-mail: thering@sebastianpublishing.com, by regular mail:
Sebastian Publishing, P.O. Box 1849,
Georgetown, CA 95634 or by fax:
530/333-2689.

he following video rentals are available for ABANA members only.
Rentals must be returned by mail no later than the 6th day of possession. Please limit requests to 10 hrs of video time per order.
If you would like to receive a descriptive list of the video titles ask
for the free ABANA Library brochure by calling the Central Office (706)
310-1030 or visit www.abana.org and click on ‘Education’ to find the
descriptive list and order form.

Video Tapes
1992 ABANA Gallery Exhibit
$10.00
1998 ABANA Conference-Al PaleyFree Form Power Hammer Work
$10.00
1998 ABANA Conference-Jack KlahmAluminum Forging by Hand & Power Hammer
$10.00
1998 ABANA Conference-Art Jones300 Pound Power Hammer Forging
$10.00
1998 ABANA Conference-Brad Silberberg,
Contemporary Forgework w/Press & Power Hammer
$10.00
1998 ABANA Conference-Fred CristContemporary Architectural Forgework
$10.00
1998 ABANA Conference-Hoss Haley-Vessels
$10.00
1998 ABANA Conference-Jim BatsonHydraulic Press Forging of Knives
$10.00
1998 ABANA Conference-Scott Lankton-Forging A Sword
$10.00
1998 ABANA Conference-Tal HarrisContemporary Architectural Ironwork
$10.00
1998 ABANA Conference- Brad SilberbergTexturing & Surface Detail
$10.00
A Traditional Suite
$10.00
A Water Powered Smithy
$10.00
ABANA Comes of Age
$10.00
Architectural Iron w/ Walt Scadden
4 tapes/$20.00
Basic Blacksmithing Vol. 1 & 2 w/ Robb Gunter
2 tapes/$15.00

Blacksmith Seminar w/ Toby Hickman
Blacksmith Workshop w/ Toby Hickman
Blacksmithing: Old World, New World
Damascus-Bill Moran
Donald Streeter Interview
Doug Hendrickson-Kitchen Iron
Edward Martin Demo
Elmer Roush-Colonial American Hardware
& Fixtures
European Festivals
European Masters
Forge Welding & Basket Making
w/ Dorothy Stiegler
Forge Welding w/ Bob Patrick
Forged Elegance-Cyril Colnik
Forging Damascus Steel at Thomas Iron Works
Forging Japanese Carpentry Tools
Forging Stone Cutting Tools
Hardware w/ Jerry Darnell
Jeff Mohr-Fireplace Equipment
Ladish: Meeting the Aerospace Challenge
Lighting w/ Jerry Darnell
Making A Knife w/ Bill Moran
Master Blacksmith, William Brady
Power Hammer Forging w/ Clifton Ralph
Samuel Yellin’s Legacy:
The Story of a Metalworking Shop
Shared Traditions
The Complete Metalsmith w/ Tim McCreight
The Work of Manfred Bredohl
Tom Joyce Demonstration & Lecture
Treadle Hammer Magic w/ Clay Spencer
Yellin Foundation Memorial Workshop

$10.00
4 tapes/$20.00
$10.00
$10.00
$10.00
4 tapes/$20.00
$10.00
3 tapes/$15.00
$10.00
$10.00
2 tapes/$10.00
$10.00
$10.00
$10.00
$10.00
$10.00
4 tapes/$20.00
2 tapes/$15.00
$10.00
3 tapes/$15.00
$10.00
$10.00
5 tapes/$25.00
$10.00
$10.00
$10.00
$10.00
$10.00
3 tapes/$15.00
$10.00

ORDER ADDRESS!
Fax credit card orders to:
ABANA CENTRAL OFFICE (706/769-7147) Or
Mail check orders to:
ABANA Library • Fred McCluskey
15165 County Rd. 30 • Elk River, MN 55330
Make checks payable to ABANA
For inquiries, e-mail Fred: fredsforge@yahoo.com
Do not e-mail credit card Info

Video Title

Payment must be made in US funds with a check drawn on a US bank. Checks
written on a foreign account will not be accepted. We accept MasterCard, Visa,
American Express and Discover.

Shipping & Handling
Orders $0 - $20
Orders $20 - $40
Orders Over $40
Minnesota residents add
6.5% sales tax
Georgia residents add
7.0% sales tax
Total Order

MC or VISA#:
Exp. Date:
Day Phone #:
Mail to:

Rental Total

Rental Fee
$
$
$
$
$
$

$5.00
$6.00
$8.00
$
$
$

Artist Blacksmithing
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2002 ABANA Conference
Photo CD Now Available!
Qty.

Item & Description

Price Each

2002 ABANA Conference CD

Total Price

Hammer’s Blow Back Issues

$3		

	Out-of-print issues are: Vol. 1#1-4; 2#4; 3#2-4; 4#2,4; 5#1-4; 6#1-4;
7#1-2. List issues here:

Become an Abana Member!
MAIL TO:

$10		
Best of the Hammer’s Blow - Vol. 1 $10/$10		

	337 images from five exhibitions and demonstrations held during the Conference. Photographs taken by Sandy Andrews, ABANA
Conference photographer, and Bian Gilbert, editor of the Hammer’s
Blow.

Gas Forge Plans

$20

$12		

 onated by Ron Kinyon of Arizona. 30 pgs with photos and illustraD
tions

Modified Treadle Hammer Plans

$7		

	Donated by Hans Peot of Ohio. Step-by-step plans, 20 pgs with 35
b/w photos

Pattern Cut-Out Device Plans

$7		

	Donated by Hans Peot of Ohio. How to build device and stand. 20 pgs,
diagrams & photos

Index of Anvil’s Ring Issues

$10		

❑ US
Senior Member (65+ yrs)
Full-time Student Member
Overseas
Public Library
Contributory Member

❑ Canada

❑ Mexico
$40.00 ❑
$35.00 ❑
$65.00 ❑
$35.00 ❑
$100.00 ❑

ABANA T-Shirts. Available in BLACK, SAND, ASH
Qty.

 ecuperating gas forge plans donated by Robb Gunter and Sandia
R
Labs. Full-size blueprints included. 22 pgs, drawings/photos

Simple Air Hammer Plans

	40 pgs of projects, tool configurations, tips, techniques, and fundamentals

Phone:
FAX:
E-mail:
Web Site:

PO Box 816
Farmington, GA 30638
706/310-1030
706/769-7147
abana@abana.org
www.abana.org

Color

Price Each

XXXL
XXL
XL
L
M

Total Price

$15
$15
$15
$15
$15

		
Total Sales Items $
		
U.S. Shipping & Handling $
U.S. Orders $0 - $20 $5.00
U.S. Orders $20 - $40 $6.00
U.S. Orders over $40 $8.00
		
Ohio residents add 6.25% sales tax $
		
Georgia residents add 7.0% sales tax $

❑ American Express
Card #:
Exp. Date:

❑ MC

❑ VISA

❑ Discover

More than one year may be paid by multiplying the dues by the number of years to pay in advance. Sorry, no discounts on multiple years.
		

Signature
Day Phone #:
E-mail:
Name:
Street Address:

Membership Dues Total $_________

Payment must be made in US funds. Checks written on a foreign bank
account will not be accepted for “US funds” face value. Please call the
ABANA office if this is your only method of payment available.

City:
State / Zip:
Regular Membership

$45.00 ❑

		Total Order $
For Orders to be Shipped to Canada or Mexico: 1-2 items @$7.00; 3-4 items @ $9.00; 5

$25		

or more items please call for shipping prices:

		

Canada/Mexico TOTAL Only $

For Orders to be Shipped Overseas Add 50% of Total Sales to Cover Shipping Overseas:

	Spiral-bound photocopies of The Anvil’s Ring early issues, Vol. 1#1
through Vol. 5#4

1998 Conference Demo Notebook

$10		

Demo handout and illustrations. 60 pgs

	The Anvil’s Ring Back issues

		

Overseas TOTAL Only $

Ship to: Name:
Street Address:
City/ State/ Zip:

com
For Interviews with:

$5		

	Out-of-print issues are: Vol. 6#2; 6#4; 8#4; 9#1; 10#1; 10#2; 12#2;
14 #4; 15#3; 16#1; 16#2; 19#2 List issues here:

SALES ORDER ADDRESS
MAIL, PHONE or FAX your order to:
BookMasters, Inc. • P.O. Box 388 • Ashland, OH 44805

ABANA Membership Lists
Qty.

Item & Description

Price Each Member/Non Member

Membership List

Total Price

$60/$120

Overseas TOTAL only:

$

One-time leasing fee, printout by zip or alpha order.

Members on Disk

$105/$210

MAIL, PHONE or FAX your order
for Membership information items shown in this box only to:
ABANA • PO Box 816 • Farmington, GA 30638
Phone: 706/310-1030 • FAX: 706/769-7147

One-time leasing fee

Member Labels

$105/$210

One-time leasing. 4 across

		Total Sales Items
Shipping & Handling		
Georgia residents add 7.0% sales tax

		Total Order

$

Payment must be made in US funds. Checks written on a foreign bank account will not

$5.00

be accepted for “US funds” face value. Please call the ABANA office if this is your only
method of payment available.

$

w.

First Five Years

ww

Spiral bound, 128 pgs, 4000+ topics to reference back issues

•
•
•
•
•
•
•
•
•
•
•
•
•
•
•

Stephen Bondi
Elizabeth Brim
Gary Brown
Fred Caylor
E.A. Chase
Tim Cisneros
Doug Hendrickson
Toby Hickman
Tom Joyce
Bruce Northridge
Bob Patrick
Bill Pieh
John Rais
Frank Turley
Francis Whitaker

Go to www.anvilmag.com

For orders to be shipped overseas add 50% of total sales to cover shipping
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A Good Reason to Celebrate: 10 Years of the º
Jubilee exhibition of the International Professional Association of Artist Blacksmiths from Sept.
1 – Oct. 13, 2002 concluding with a large-scale symposium in the open-air museum in Hagen

A

By Ingolf Eschenbach

jubilee like the tenth anniversary of the founding of the IFGS
can’t be allowed to pass without
notice. Although the last big exhibition
in Stolberg was only one year ago, the
Executive Board decided to organize a
jubilee exhibition, this time exclusively
for members of the Association.
As Treasurer of the IFGS, Heide Zyche
spontaneously declared her willingness
to carry out the planned exhibition on
site in Europe’s largest open-air museum
in Hagen. The huge Hagen Open-Air
Museum has numerous authentic old
smithies, some of them even equipped
with tilt hammers; a permanent exhibition with a collection of historical
smithed objects and, on top of that, a
"smithing cellar" just made for letting a
strenuous exhibition visit with lectures
conclude with music and good food...
what more could one want?
The management of the Hagen Museum immediately assented to head organizer Heide Zyche’s idea for an exhibition. The members of the IFGS showed 52
indoor and outdoor works at their jubilee
exhibition in Europe’s largest open-air
Anvil talking.
museum. Some artists and designers
used the occasion of the exhibition to join
the Association. Welcome!
The ambivalence between the museum’s
historical ambience and the wealth of contemporarily designed items was especially
enchanting. The exhibition presented interesting and exclusive examples of smithing
art and metal design. The capacity of the old
smithy was almost exceeded; here were shown,
along with “free" smithing art, furniture like Partition of angle steel.
a chair made of steel springs, interior objects works depicting animals, and a lovingly styled
like candlesticks and damascene knives, room motorcycle, which was immediately claimed
dividers like a screen made of split angle steel by the children. The museum’s visitors viewed
and wall reliefs. The small smithed reliefs by the objects with great interest – indeed, almost
the artist blacksmith Takayoshi Komine of with awe – which warmed the hearts of the
Japan surely made the longest journey to exhibitors.
Hagen. In the outdoor area, visitors found
During the preparations for the concluding
screen elements, kinetic objects powered by symposium on Oct. 12-13, Heidi contacted the
the wind, large sculptures, elaborately crafted American smith Brad Silberberg, whom she
60
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and her husband had gotten to know at
an earlier ABANA meeting in the USA.
Brad Silberberg’s works in iron and brass
have become known through a number
of American and British publications
and are characteristically unusuallytextured shells, relief-like vessels, or
figures. Brad once said that, in America,
he owns more than 160 different stamps
to create his characteristic metal surface
textures. They exhibit clear influences
from the Central American art of the
Maya and Aztecs, which Brad is familiar
with from his travels.
At his well-attended live demonstration in a historical smithy in Hagen, Brad
not only conveyed his techniques calmly
and expressively, he also focused on the
mental level of conveying his almost
philosophical approach.
Another
top-flight
speaker, Serge Pascal,
came from France at the
IFGS’ invitation. He has
worked for many years as
an instructor at the wellknown smithing school
of the partners of the
"Ecole Internationale de
la ferronnerie Francaise"
in Moison. Serge Pascal
gave two slide lectures
Ironskin sculpture.
on breathtaking restoration work carried out under
his direction. His long-time friend Stefan
Forler, who teaches at the master schools in
Munich, simultaneously translated the lectures, making listening and understanding a
pleasure. The first lecture dealt with restoring
the unique High Baroque screen gates of the
Place Stanislas in Nancy, which were originally created by the master smith Jean Lamur
around 1750. The completely gilded screen
elements made of millimeter-thick sheet iron
were something special. Serge Pascal demonstrated quite understandably the possibilities
offered by the French specialty of the cold
embossing of sheet iron. Here, the sheet iron
Winter 2003 | Anvil’s Ring
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used was not made of normal construction steel, but of the historically authentic, almost pure iron. In Germany, the
Angele company is one of those still
offering this and other specialties in
pure and relatively soft iron.
Serge Pascal’s second lecture dealt
with restoration work carried out under
his supervision on New York’s Statue
of Liberty in 1985-86. The work by
sculptor Frederic-Auguste Bartholdi in
2-3 mm copper is 93 m high, counting the base, and refers to the Roman
goddess, Libertas. Following the motto
of France’s Third Republic ("Liberté,
Egalité, Fraternité"), France had presented the Statue of Liberty to the USA
on the occasion of its 100th anniversary as an allegory of freedom. Erected
in the entrance to New York harbor in
1886, since then it has greeted European
arrivals in the New World.
Big fire for anvil.
The focus of the lecture was on the
complete reconstruction of the ca. fourmeter torch of 2 mm copper, which, in
the course of time and not least due
to human activity, had suffered badly
of corrosion. For example, it was once
outfitted with electric lighting, but the
openings made for the cables were not
properly sealed. Serge Pascal’s crew
decided to recast the huge torch, with
no compromises and without "modern"
simplifications of work methods. The
copper skin, for example, was bound
using exclusively riveting and seaming techniques, rather than by welding.
The ultimate criterion was the original
proportions of the twisting torch, whose
max. diameter is just under 3 m. After
creating an initial 1:1 plaster model,
another was made of sheet steel, which
served as the foundation for hammering
the thick copper. After almost a year of
hard work under the eyes of the visitors
at the foot of the statue in New York, the
freshly patinized torch was presented Anvil annealing.
punctually for the 100th anniversary of
its erection.
Another important point of the symposium’s program was the visit to
the anvil smithy Refflinghaus in Ennepetal near Hagen. The historical
facility, in which iron has been worked since 1668, made a strong impression on the smiths and metal designers. Today’s Refflinghaus company
was once specialized in the production of anvils. Along with the sale of
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Serge Pascal (middle).

Hands will learn.

smithing supplies and accessories, the quality of old anvils is
painstakingly improved even today in the "living museum".
This readies them for the next generation of smiths. Father
and son Refflinghaus’ demonstration of hardening anvils was
impressive: first the prepared anvils are heated to the proper
temperature in a huge, open smithing fire; then they are
plunged into a freshly filled container of water. The cooling
water poses no logistical problem for the Refflinghaus company, since the waterpower of a picturesque pond has been
used here for more than 300 years. Ernst Refflinghaus was
happy to tell stories of the grand times when the finest anvils
were still smithed here; they were welded from various pieces of pure iron and a steel face. Today, he is probably the only
person who knows how to do this. Great new ideas were
spontaneously born among the fascinated smiths, who wondered how it would be to try to do this themselves. A "working group" formed immediately, but it is clear to all that this
cannot be carried out simply and in the short term. Among other things,
there is the financial side of the project. Here, along with the IFGS as
initiator, other sources are needed to support this unique project to maintain our technical cultural heritage. Those with know-how, interest, time,
and desire – please get in contact with the IFGS!
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ANVIL Magazine Online............................................ 11 & 59
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Peters Valley Craft Education Center....................... 10
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FORGINGS
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Fax 205-595-0599

©LFC Winter 2003 All Rights Reserved

64

Winter 2003 | Anvil’s Ring

®

