
Your first hour at Vancouver Spring may 
be putting you in a state of abject misgiving—
you’ve paid all that money for a course of in-
struction touted to be ‘for advanced carvers’ 
— and you are being asked to carve an egg.  Is 
this some kind of joke? Is it all a big mistake?   
Well—no.  

The egg we are asking you to make will be 
carved from one of the so-called ‘exotic’ 
stones —a silica-based stone from that family 
usually used for jewellery and elegant objets 
d’art.  Here we reach far beyond the standard 
symposia fare of working marbles and alabas-
ters and other calcium derivatives.   The pro-
cedure for transforming a few jagged pounds 
of  jade or rhodonite or relatives thereof into 
a handful of perfection will illuminate the en-
tire process for creating high-quality ‘coffee 
table’ sculptures of every stone.  This, we con-
tend,  is the core ability to make possible a 
professional career in the stonecarving arts.  (Oh, yes—it will 
also put you in reach of being able to create the stones of fine 
jewelry.)   

From George:  Reasoning that 
there must be some geomet-
ric formula for properly de-
picting the proportions of an 
egg, I fiddled with circles until 
I came up with this simple 
solution that seems to get it 
about right.   This egg is about 
a life-sized regular hen’s egg; 
the small circles are one-half 
the diameter of the large cir-
cle; hence, the ideal propor-
tions of an egg are two units 
wide by three units high. 

The ‘waist’ i.e., the fattest 
part of the egg, cuts across the diameter of the large circle 
and will therefore be one-third of the way up from the bot-
tom.  Only the bottom third of the egg follows the circumfer-
ence of a circle; at the ‘waist’ the outline of the egg becomes 
a more open arc, really only touching the top circle at the 
very tip, although this is not discernible to the naked eye.  We 
can’t carve eggs to this exact formula; it is sufficient to know 
what the rules are and strive to come close.   

On carving an egg . . . a Vancouver Spring technical note . . . 

A normal hen’s egg is about 2-3/8” high  x 1-5/8” diameter.   They 
vary a little, of course.  The fattest part of the egg is  one-third of 
the way up from the bottom i.e., just over 3/4”.  
I pretty well always carve out an egg by eye from rough because 
I like the exercise in control of form.  But if winging it like that is 
just not working for you, here’s a hot tip:   Drill out a core with 
your heavy-wall 2” core drill,  It will produce a cylinder about 
1-3/4”.  Cut it 2-1/2” long.  This will give you a good blank to start 
your egg carving and by the time it is sanded down, it will be just 
about right on the money for a normal Grade A Large hen’s egg.   
My experience:  Women like smaller eggs than men, the better to 

hold them in their hand.  Bigger than 
a pheasant’s egg, smaller than a small 
hen’s egg—about 1-3/8” diameter 
seems to do it.  Drill out a core with 
your 1-1/2” heavy-wall drill, cut the 
cylinder about 1-7/8” long and start 
from there. Whichever size, you can 
mark right around the cylinder at 
the 1/3-from-the-bottom point and 
carve in from there toward each 
end with sweeping, curved grinder 
strokes to rough out the egg.    

Our best sculptures will be the prod-
uct of free-spirited, creative shapes, uncon-
strained by rules.   Yet we believe that there is 
one practice that will imbue an enduring puri-
ty on all one’s other forms—a career-long en-
deavor to create a perfect egg—a shape that 
forces us to ‘carve to rule.’ 

Of all sculptural shapes, an egg requires the 
ultimate in discipline to get it right.  Right??  
Note that the two shown here differ slightly 
in shape.  Is either one closer to ‘right’?  Per-
haps not; there really is no ‘right’ for an egg, at 
least not absolutely—but there is certainly a 
‘wrong’.  In carving eggs, probably the closest 
we can get to ‘right’ is to not be wrong.   If 
either of these is wrong, how are they wrong?  
Hmmm—the one on the left looks too high 
for its width; the one on the right is correct-
ly proportioned, but the arc from from the 
waist to the top is a little too straight, making 
it look a bit skinny and pointed in the top one-
third.  Picky, picky—but that’s what you gotta 

be when carving an egg.   So you see, it’s not just about making 
an egg; it’s about an exercise in controlled execution of form that 
will impose its fingerprint in all your future sculptures.  

WE liken the egg-carving experience to the old penmanship exercis-
es our teachers put us through in school—hours of repetitive scrib-
ing of ovals and risers.  In and of themselves, they didn’t mean much—

but they inspired and defined our penmanship for life.
The egg is the oval and riser of sculpture.



While applying the rough blank to the carving wheel, hold it like 
this.  Your cuts should start at the end between your fingers and 
end at the ‘waist’ as you tilt the egg down and away from you with 
each cut, revolving it as you go.  This way, the egg will become 
symmetric because your fingers and thumbs will always tell you 
where centre is.  Best to start at the small end, then flip it end-
over and do the large end.  

If you are starting with rough that has a directional pattern, you 
will have to think ahead about how you want the egg to look 
when it is finished i.e., striped horizonally or striped vertically.  
Vertical striping will take on a different character as you revolve 
the egg; horizontal striping looks the same all ‘round.  Trying to 
orient the stripes obliquely makes for an egg that disturbs the eye 
to look at.  As well, it is very difficult to carve as the stripes keep 
leading your eye toward a vertical or horizontal axis.  

Keep checking the end of the egg as you carve it 
out.  You want it to be round. 

Of the many ways of getting it ‘wrong’ the most 
common is to allow it to become an oval, result-
ing in a flat egg, usually when a striped pattern in 
the stone leads your eye astray.   If this happens,  
your only option is to carve away the fat sides.  

Don’t let your egg go bad . . . 

All the while you are carving, keep in your 
mind the image of an optimum egg  

Here’s an egg roughed out accord-
ing to the method described to the 
left.  At the moment, the ‘waist’ is 
at the half-way point i.e., a little too 
high.  Still time to correct, though.  
If left as is, it will end up being an 
egg that will appear too pointy at 
the small end.

When you press that egg too hard against the grinding wheel . . . 

Eggs with horizontal pattern; the white ring in the blue granite egg on 
the right could have been more carefully oriented.   Even a slight bit off 
level troubles the eye . . . 

A plateful of perfectly polished eggs served up by Michael . . . 



When you finish roughing out the egg, the first order of business 
is to fair off the very rough sawcut surface with a coarse abra-

sive belt i.e., 80-grit, preferably dia-
mond.  This will serve as a secondary 
shaping i.e., honing down high spots 
to get ‘er looking symmetric.  Even-
tually you will reach a point where 
you consider that egg to be symmet-
ric and that’s what you’re going to go 
with.  But symmetry only applies to 
the gross shape of the egg; on close 
examination you will discern that it’s 
surface is a continuous serious of flat 
spots, more pronounced at the ends, 
like the image below, left.  It’s time to 

start the ‘fairing’ process.  This is where the soft rubber sanding 
drum begins to do its work.  

But—before doing anything, spray-paint the egg with body prim-
er—black, red or yellow, whichever contrasts best with the color 
of your egg.  The reason for this is because you can’t tell what 
kind of job you’re doing by looking at the bare egg.  Everything 
looks great with water running over it and you just can’t tell 
when you’ve truly been thorough.  It is this paint that will tell 
you when you have done a thorough job of sanding with each 
successive belt.  The paint will lay in the low spots and show up 
like so many little beacons until you have faired the surface of 
the egg.   When the paint dries (use a hair-blower) you can now 
begin fairing/sanding through a series of drafts, from 80-grit right 
up to 600-grit (or even finer, depending on the stone.) When 
you have done all you can do with each belt, there should be no 
paint left showing.   Working through the series of finer grit belts 
right up to your very finest, push that egg into the belt as you 
keep turning it in toward you with ‘sweeping’ motions.  The belt 
will form around the surface, honing down the high spots, which 
will become more and more like a continuous smooth surface 
as you progress to the finer belts.  With the coarser belts i.e., 80 
and 100, don’t push too hard—some shaping, i.e., stock removal 
is still being done. You don’t want to knock it out of symmetry;  
But from 220 and finer, put some pressure on it; no more stock 
removal will happen; the flat spots will just start flowing into one 
continuous fair curve.   

First draft – 80-grit:  As the egg will be entirely very rough sawcut 
marks, it’ll take a lot of sanding to get them removed.  As well, 
this draft is a secondary shaping of the egg i.e., bringing it to final 

The word ‘FAIR’.  

You’ll hear us use it over and over again when we talk about 
the surface of a sculpture so it is worthwhile to have a clear 
understanding of what it means.   

‘Smooth’ and ‘fair’ are not the same thing.  The shiny hood of 
a new car would be fair surface, perhaps flat, perhaps curved 
or domed from one side to the other.  If a baseball came down 
with force and pressed a dimple into the centre of the hood, 
the surface could well be still smooth—but it would no longer 
be fair.  Similarly, if a hailstorm pitted and chipped the painted 
surface of the hood, it  would still be overall a fair surface i.e., 
no dimples or ‘wows’ in its overall shape—but just not smooth.  
So a fair surface refers to the continuity of the intended 
overall plane of a shape.  The surface of a sculpture with 
sanding tracks in it could still be fair—it is dimples or bumps or 
anything that interrupts that overall intended plane that make 
it unfair.  

Disturbances to the fairness of a surface may not be visible 
to the eye, as they are in Moore’s sculpture—but it is always 
possible to feel them—and running a hand over a sculpture is 
the first thing the beholder does.   An unfair surface will be a 
disappointment.  The hand can feel what the eye can’t 
see—a very important rule of sculpture.   

Michael has expanded from a plateful of eggs to 

a trayful of eggs . . . 

The piece on the right 
of Henry Moore’s ‘Knife-
edge’ sculpture has always 
bothered me.  Right in the 
middle of its backbone is 
a sudden disturbance that 
can only be called ‘unfair’.  
It’s out of whack with the 
purity of the whole line.  
What d’you think?

The face of the belt is 
normally flat, as above.  We find it best to start 

with the ends of the egg, 
pressing it into the belt 
and‘sweep-wobbling’ 
it with ‘figure-of-eight’ 
motions.

Press every surface of 
the egg into the belt, 
always with ‘sweeping’ 
motions.  Don’t let it sit 
in one place too long—
you want a continuous 
flow of motion to fair 
off the entire surface.Starting point . . .

Unsmooth, 
unfair curve.

Smooth but unfair 
curve.  Has both a 
dimple and bump.

Fair but not 
smooth curve.

Fair and smooth 
curve.

The two surfaces on the left are fair curves even though they are differently 
shaped.  The surface of the one on the right is disturbed by a depression and 
is not fair.  

The word DRAFT 
(draught if you’re using 
British spelling) as used 
colloquially by carvers:  
when sanding through a 
series of successively finer 
abrasives, each course is 
called a ‘draft’.  Sanding an 
egg would be commonly 
done in six drafts, from 80-
grit through 800-grit.  



done so far.  Whereas each previous abrading was a cold process, 
done under water where the only function was to sand off the  
tracks of the previous grit, diamond dust polishing works by a 
combination of abrading and heating the surface.  

Firstly:  Thoroughly mix the diamond dust into a compound—one 
part each of diamond dust, clear floor wax and vaseline.  This 
is done with a pallette knife, best on a 
piece of glass or polished marble.  Apply 
a smear of the mixed compound to the 
surface of a HARD felt buffing wheel, 
rotating at the same speed as the drum 
for belt sanding.  What has to happen 
is that we sand the surface of the egg 
against the buff to be sure, but at the 
same time, we have to create heat.  This 
is not hard to do—by applying the egg 
with pressure, just in the looney-circle,  
heat will build dramatically between the 
egg surface and the buff, to the point 
where it will burn calcium based stones 
and even some softer granites.  What we have to do is control 
that heat by allowing it to build and then at the last moment, 
before it puts a white burn mark on the surface,  ‘smearing’ the 
heat point around with a sweeping motion.  In the process, the 
surface of the egg becomes so hot that its molecules become 
unstable; by ‘sweeping’ the egg away from the concentration of 
heat, the surface actually begins to flow over itself—melting, if 
you will.  It is that melted, flowed surface that will become the 
high gleam we seek.

Start by sweeping the egg against the buff in a circular motion 
within the looney-circle, using moderate pressure.  Your fingers 
will feel when the heat begins to build.  It is difficult to describe 
exactly at what point the heat is ‘right’ but when you sense that 
the looney-circle you are concentrating on would be too hot to 
touch, suddenly increase the pressure and sweep the egg away 
outside the ‘looney-circle’ and without lifting the egg away from 
the buff, start a new looney-circle beside the first one, repeat-
ing the same process.  In this way, polish the whole surface of 
the egg with overlapping ‘looney-circles’.   If you pause to wipe 
away the smear of compound occasionally (keep a cotton rag 
handy) you can check the effectiveness of your polishing.  The 
best way to judge what is going on is to have an overhead light 
on your work; if the reflection of the light is sharp and clear, then 
you are getting it right.  (At this point we should mention that it 
will only take on the perfect gleam we seek if all previous drafts 
have been done THOROUGHLY. )  If the reflection stubbornly 
remains fuzzy and unfocused, then something is not copecetic.  
The common problem is in not applying enough pressure or not 
lingering long enough in the looney-circle before sweeping away.   
It takes practice, but eventually 
you’ll  get it—and from then on, 
every egg will be a masterpiece, 
like Michael’s plateful.  

 It remains now to learn to apply 
these exact techniques to stones 
with complex shapes—a lifetime 
study.   

symmetry.  We recommend a diamond belt for this draft, it being 
more aggressive than a carbide belt.  Stock removal i.e., changing 

of the shape of the egg will happen.   You 
can make subtle changes in the shape 
of the egg i.e., hone off what looks too 
fat, round up the ends if they are too 
flat, etc.

Second draft – 100-grit or 180-grit:  It 
depends on which grit size you have 
available.  The closer together you can 
get the grit sizes for each draft, the more 
effective they will be in removing the 
tracks of the previous grit.  In that con-
nection, remember that diamond belts 
are much more aggressive than carbide 
belts and with them, you can jump from 
80 to 220.  In this second draft, there 
will still be a small bit of stock removal 
and overall shaping  happening beyond 
just sanding out the 80-grit tracks. 

 Third Draft – 220-grit:  Almost no 
stock removal, just sanding out the pre-
vious tracks.  The surface of the egg will 
become almost, but not quite, totally 
fair.  Looking at the surface through a 
loupe, you can still discern that it is a se-
ries of connected flat spots, not severe, 
but still discernible.  

Fourth draft – 320-grit:  No stock removal.  The egg will no lon-
ger change shape.  You are only sanding out the previous tracks.  

Fifth draft – 400 or 500 grit, depending on what you have:  Warn-
ing—use a very light coat of primer!  You no longer need it to 
show you where the low spots are—they’re all gone—we’re 
strictly getting rid of previous sanding tracks here.  It’s just to tell 
you when you have sanded the entire surface.   It might be better 
at this point if you abandon the primer and scribble all over the 
egg with a grease pencil to show you what you have sanded and 
what you have not.  If you’re going to use primer, the reason for 
the light coat is because of a curious phenomenon—the carbide 
belts will cut stone, but they don’t like cutting through primer.  
Only the coarser belts will do it easily.  Any belt finer than 320-
grit will tend to skid over a primed surface and not do its work.  
400-grit will just do it if you work diligently at it.  Whichever way 
of marking you use, press the egg hard into the drum as you sand, 
to get that belt following the curve of the surface and starting the 
final fairing/polishing process.  When you are finished this draft, 
the surface should begin looking like a dry bar of soap. 

Remaining drafts:  Again, you’re no longer changing the shape of 
the egg, you’re just sanding out the previous grit tracks; and the 
finer you sand, the higher will be the final polish.  So after 400-grit, 
go for 500 or 600, whichever you have, then 800, then 15-micron, 
again using that loupe to assure thoroughness.  After these final 
drafts, the egg will look like a not-quite-dry bar of soap.  The wet 
bar of soap look comes next. 

Final polish:  Getting that egg up to a high, gleaming polish is 
accomplished using diamond dust as the abrasive.   The theory of 
how the polish occurs, however, is different than what we have 

After each draft, you 
should study the sur-
face of the egg through 
a ten-power loupe.  You 
should see only the tracks 
of the grit-size you have 
just completed.  If there 
are coarse tracks left over 
from the previous sand-
ing, you are not finished.  
Keep at it until those pre-
vious tracks are GONE.

In all sculptures, we have 
taken to using 80-grit di-
amond for the first draft 
and jumping immediately 
to 220-grit diamond for 
the second, eliminating 
carbide belts completely.  
The diamond belts are so 
agressive, they save a lot 
of work.  The downside is, 
they are not very flexible 
for getting into nooks and 
crannies, but with the egg 
being all outside curves it 
does not matter. 

The LOONEY-CIRCLE

For non-Canadians, ‘loo-
ney’ is the name we give 
to our dollar coin, about 
the same size as a U.S. 
silver dollar.  It is just the 
right sized area on which 
to concentrate when 
building up the heat to 
create a high gleaming 
polish using diamond dust 
compound.   Hence, we 
call it a ‘looney-circle’.  



You have had one overarching advantage in creating 
your egg:   What you have carved out and polished 
has been comprised entirely of outside curves, the 
easiest of all surfaces to work.  It was for this rea-
son we chose the egg as the prime exercise 
at our Vancouver Spring event; we did not 
want to saddle you with the distraction of an 
inside curve before you acquired complete 
control of the shaping and polishing process.   
We keep telling you that in creating your egg, 
you have experienced the total methodology 
for shaping and bringing to a gleam any and 
all sculptural stones harder than marble.  To  
have created an elegant and saleable objet 
d’art (for indeed it is!) is bonus.  

Applying this knowledge to complex shapes 
is your next step.  It won’t be as easy, but 
you’re ready for it. The images on this page 
are a few examples of where to go from 
here.

HAPPY CARVING!


