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Stephen Hatcher Demonstrates for CMW 

By Anthony Napoli, CMW 

Photographs by David Vizard, Tina Collison and Bob Cole 

 

John Hill introduced Stephen Hatcher, who hails from Washington State, 

where he currently lives. Stephen started turning in 1998 and went full-time 

about five years ago after a couple of successful displays of his pieces that 

sold to some top corporate executives. This is the first time that Stephen 

has demonstrated for CMW. In the morning session Stephen showed a 

couple of PowerPoint slideshows. During the first slideshow he discussed 

each piece and the process he used in creating his various designs. Many of 

his pieces have a Japanese influence—from the trees to the sculpted lids. 

The second slideshow was titled “Advanced Stone Inlay – Creating Imagery” and showed the step-by-

step techniques for turning, design, and inlay that he follows for his pieces.  

 

Throughout the day he referred to the two handouts (material suppliers and 

materials for inlay): for the minerals, the various other supplies and the 

tools he uses to create his pieces. Attached was a chart (materials for inlay) 

of the various minerals he uses, and information about each one. The 

minerals listed on his chart range in hardness from 2.0 to 4.0 except for 

turquoise, which has hardness of between 5.0–6.0. Hardness is measured on 

the Mohs Scale which identifies a mineral’s order of hardness numerically. 

He does not use turquoise as an inlay because of its hardness. When doing 

workshops he substitutes crushed black powder (Craft Supply) for black mica 

because the black mica is a carcinogen. He stated that maple has a hardness 

of about 3. It falls within the range of the minerals he uses. Stephen primarily 

uses maple and bloodwood but he also uses spalted alder, magnolia, birch burl, 

big leaf maple and curly maple. He does not use waxy woods (cocobolo, 

blackwood, padauk, ebony, etc.) because they do not allow the inlay to adhere 

well. Stephen only uses dry woods for his pieces because the moisture in wet 

wood acts as an accelerator for the CA glue he uses for inlaying the minerals 

and greatly reduces his working time. He always uses highly figured woods and 

incorporates their figure into the design of each piece. 

 

Tips and Processes: 

 

1. Teapot: Stephen crushes the minerals in a metal teapot. The 

teapot is approximately seven inches wide and five inches tall, 

with a three inch opening in the top. The spout allows him to 

pour the crushed minerals into each of the four strainers he 

uses for separating the pieces by size. 

 

2. Strainers: They are standard metal strainers used in the 

kitchen with difference sized spacing in the mesh (fine, small, 

medium, and large). This allows for the separation of the 

crushed minerals into four size ranges. 
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3. Shellac: Stephen uses super blonde de-waxed shellac. There are 

three specific reasons for this shellac: 1) the super blonde does 

not change the color of the wood, 2) de-waxed allows it to stick 

to anything while letting anything stick to it, and 3) he uses it as 

a sealant to prevent staining that occurs when using CA glues. 

 

4. Stephen uses a whole house fan to evacuate all the dust from his 

studio. He has a smaller fan positioned to blow across the work 

area and take the dust away from him and towards the whole 

house fan that is mounted in a window. This allows him to work without having to wear a dust 

mask. 

 

      5. Parting tools: Stephen took three 1/16” parting tools and ground   

 down three different shape  cutting edges about 1/8” tall for 

 cutting and refining grooves. The parting tools are ground as 

 narrow as 1/64th inch for very fine line inlays. By creating this 

 smaller, precise cutting edge he is able to reduce the amount of 

 tear-out. 

The Process: 

 

1. Stephen placed a 6” x 2” piece of maple on the lathe. The maple is 

pressed against the chuck by the tail-stock being brought up to 

hold it in place. He cleaned up the blank’s edge and cut a tenon to 

mount it in the chuck. Once the piece is mounted in the chuck he 

turned a platter shape. The shape of the platter is a shallow bowl 

with a rim of approximately 1” to 1-1/2” wide. Stephen cuts the 

bowl with a bowl gouge using a pull/draw cut. He left the back with the tenon until he completed 

the piece. 

 

2. In the rim he cut crisp grooves with straight up and down side walls. 

Near the bowl the pattern had a narrow, a wide, and a narrow groove 

and near the outer edge he cut a narrow groove. The narrow groove 

was about 1/48” wide and the wider groove was about 3/16” to 1/4" 

wide. He cut the grooves to a depth of 1/8” to 3/16”. Stephen uses a 

3M Scotch Brite pad to remove any fuzz from around the edges of 

the grooves. 

 

3. Stephen next chose Calcite and broke several pieces into the teapot. 

Calcite crumbles into small crystals when lightly hit with the chisel. He 

smashed these crystals into various sizes of smaller pieces with the 

back of the chisel. Using the larger diameter strainer, he poured in 

the crushed mineral and sifted out the larger pieces. He then took the 

next size strainer and repeated the process thrice more. The 

remaining mineral was a powder that he would use to fill voids between 



Page 3 of 5 

the various larger sizes. The finer particles will draw the CA glue down into the groove thereby 

interlocking the larger pieces and making for a stronger inlay. 

 

4. Then Stephen removed platter from the lathe after he 

marked the location of the piece in relation to the chuck’s 

number one jaw for remounting later. He may take the piece 

on and off the chuck several times during the creation of the 

piece. He sealed the grooves and surrounding area with a thin 

shellac solution. 

 

5. The larger pieces of mineral were inserted into the grooves 

followed by the smaller pieces in order of size. The minerals 

created a dome shape coming out over the top edge of the grooves. 

A Dremel engraver held against its side vibrated the piece causing 

the minerals to settle. (Stephen used to use a detail sander by 

placing it on the piece next to the inlay, but found the Dremel 

engraver works better.) 

 

6. Using ultra-thin CA glue he flooded the mineral filled grooves. He 

normally allows this to dry overnight but for the demonstration he 

used accelerator to cure the CA glue faster. The possibility of 

“chip out” increased by using accelerator and some additional 

material would be added to fix any defects. 

 

7. Then Stephen placed the piece back in the chuck and ground down the 

inlaid minerals in the grooves with the abrasives starting with 60-grit. He 

did this with the lathe off. He then switched to 80-grit and turned the 

lathe on at around 500 rpm. From the sanding some of the mineral pieces 

pulled out. Stephen recoated the piece with shellac, let it dry, added the 

necessary minerals to fix those areas and added CA glue. After fixing 

those areas he used 120-grit to lessen any additional damage and finished 

sanding before going on to the design and inlay in the bowl. 

 

8. Stephen then sketched out the design in the bowl portion of the 

platter taking into account the grain and/or figure patterns in 

the wood. On the demonstration piece he sketched a fern with 

four leaf assemblies curving out and up from a center point. He 

then selected two ferns and projected their curved lines to an 

intersection above the fern. At this intersection he drew in a 

dragonfly’s body along one line and the wings followed the other 

line.  

 

When he draws his trees, he selects a point off the piece and draws in perspective lines. The 

blossoms are drawn in by using these lines to create the appearance of motion. For finer lines 

Stephen uses a wood burning tool to create lines for the burrs to follow. 
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9. With the Dremel outfitted with a circuit board burr, Stephen 

carved the design into the wood. He started by making a series of 

holes on either side of the fern’s center line using an up and down 

motion. With the rough design completed, he changed to a finer burr 

to extend the holes toward the outside edge of the leaves. The 1/16” 

burr he switched to allows him to add details and refine the design. He used straight cutting 

burrs to refine and flatten the bottom of the carved out areas to a depth of 1/8”. He removed 

any fuzz around the edges and as before, he sealed around the design with the thin shellac 

solution to prevent CA glue staining the wood. 

 

10. Stephen added black powder first which creates a 

shadow effect and enhances the appearance of the 

other minerals. He follows this with the selected 

lighter color minerals from large to small sizes. He 

mixed colored crystals based on the primary (red, blue, 

and yellow) and secondary (violet, green, and orange) 

color chart for the shades that he desires. The 

secondary colors are added to create contrast. Once 

the areas were filled, he vibrated the piece with the Dremel engraver and added CA glue. As he 

added the glue, he looked for and filled in any voids in the inlay. 

 

11. Stephen then remounted the piece in the chuck after the CA 

glue dried. The first sanding pass was made using 60-grit 

sand paper with the chuck locked. He sanded the stone just 

even with the surface all the way around the piece. The 

remaining grits for sanding are performed with the piece 

spinning. Stephen looks to see if there are any voids that 

needed to be repaired. If there are, the piece is coated with 

shellac, the areas attended to, and the piece is re-sanded. 

 

12. The piece is then reversed and held in Nova Cole jaws. He uses longer bolts and two bumpers to 

hold the piece. The platter’s edges rest between the top of the first bumpers top edge, which 

keeps the piece off the Cole Jaws. Stephen removed the tenon and shaped, sanded and finished 

the back. 

 

13. After sanding is completed, Stephen heats the piece to 120 degrees in a heating chamber. 

When the piece is removed from the heating chamber he slathers on epoxy. As the piece cools 

the epoxy is drawn into the pores of the wood and entirely encapsulates the piece. The piece is 

then sanded up to 600-grit. The piece is then top coated with about 12 coats of nitrocellulose 

lacquer, sanded to 4000 grit and buffed to a high luster. 

 

Thank you, Stephen for sharing your techniques and artistry with CMW members and visitors. 
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Sources: 

 

 Company  Description    Web-site 

 

1. Stephen Hatcher Demonstration hand-outs http://www.stephenhatcher.com 

2. Shellac Shack Super Blonde Dewaxed http://www.shellacshack.com 

3. Stewart-MacDonald Dremel tools and attachments http://www.stewmac.com 

4. Great South Gems and Minerals http://www.greatsouth.net 

5. Craft Supply Crushed stone & Powder metals http://www.woodturnerscatalog.com 

6. Lee Valley Earth pigments http://www.leevalley.com 

7. Eastwood Company Powdered paint additives http://www.eastwoodco.com 

8. Starbond CA Glue http://www.starbond.com 

9. Bow River Specialty Maple http://www.bowriverwoods.com 

10. Tropical Exotic Hdwds Bloodwood http://www.anexocithardwood.com 

11. Rossini Marble Supply Silicon carbide sandpaper http://www.rossinimarble.com 

12. Klingspor Sandpaper disks http://www.woodworkingshop.com 

13. Widget Supply Burrs http://www.widgetsupply.com 

14. Treeline Burrs http://www.treelineusa.com 

15. Wood Carvers Supply Burrs http://www.woodcarverssupply.com 

 

 


