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. PREFACE 

This thesis is composed of two parts : first , a brief 

historical survey of wood-carving ; and second , the design and 

execution of the wood-carving on the pulpit , lectern , and 

pews in the Little-Chapel-in-the-Woods . 

The production of woo -carving has been so extensive 

that the survey is limited , xcept for a brief i ntroduction, 

to carving from the Gothic period to the present day . The 

evolution and the achievements in the field of wood- carving 

are traced in relation to varying cultures; and only the 

ca rving of the countries which lead in the development of the 

various styles of ca rving is included . 

From t e historical survey the wri tar was enabled to 

recognize the basic principles and pr ~ot1ces which seem 

fundamental to the rt of wood-carving . These are the funda­

mentals which have grom out of the limits and requirements 

inherent in the material and the tools as they affect the ap­

proach, t e importance of function in determining the form of 

the carving , the effeot of light and distance on the surface 

of the carving , and the basic universal principles of design 

as applied to this form of expression . 

With this study as a baekground the writer was able 

to meet with greater understanding the problem of designin 

and execut i ng the wood-ca rving on the furniture in the Chapel . 
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CHAPTE.R I 

RODUCTIO" 

Carving was perhaps one of the earliest a ct ivit ies of 

man . Before he kne, a 1culture , clo hing , or ord.erly build-

i ng he ha · round ways of shaping variety or terials into 

de ire ro1 .. by ohipp1ng , rubbi ng, or soraping . or the 

various terials ava il ble to pr1.m1t1ve man , wood .must h ve 

been o rved on the most extensive soale , for its shape oould 

ave been controlled long before he round tools strong enou h 

too rve h rder teriols . 1 Carved.wood , due to its per1sh­

ble oha r ote r , has not survived; thus , examples of ca rving 

a. ting b ck to fifty thous nd B. c. exist tod y but a.re of the 

more du ble materials of ston , ivory, and bone . hese con-

it ot tools and weapons o rvod wi th conventiona l patterns 

n ani mal t o s 1n engr aved lines·or in shallow rel1et . 2 

I t is apparent that e. s oon as an had solved the 

ut1l1 · rian needs f or the various tools and weapons \Vh ich he 

needed . e lso reoogn1sed his de sire for pro port ion and 

symmetry int e ob ject itself and for the pleasure to .be found 

in an enrio nt of t he surface of t he objeot . Yrom the earl y 

1Brenda Putnam, The Sculptor • e !!!Z O ew York : Fnrrar 
n Heinb.art , 1939) • p . 32!'. 

2 ( 1 n Durst , wood-carving London: 
19 8 ) , p . 7 . · 

The Stud.1o Lt d .' 



awareness of the quality of form and of enrichment which en­

hance the object to the eye as r evea led in these primi t ive 

impl ement s one mi ght recognize a fundamental art i mpulse .1 

The earliest extant wood-ca r vings historically are the 

exampl es of ..... gypt i an oa rving dat ing from about 2900 B. C. 

Panel s , furniture, boxes , and toilet implements have been 

found oa rved with figures , hieroglyphs , animals , and plant 

forms in relief . 2 A wood panel, the Pane l of Hesire , eiroa 

2800 B. C. (Plate I) illustrates a highly developed decorative 

skill . The figure, whioh is in the conventional Egyptian 

manner in whi ch the body is dram from different points of 

view--hea.d and feet in profile and shoulders in a frontal 

pos1tion--is ca refully modeled and the carving is strong and 

firm . 3 An example of Egyptian ca rving in the round is the 

statuette in sycamore, ''Sheik el Beled . " This figure 1n a 

typica l rigid frontal pose is stro , well proportioned, and 

reveals a masterly handling ot the human form . 4 

Chronologioally the next culture is that of Babylonia 

and Assyria . The art of these peoples resembled to some ex­

t ent that of Egypt in that forms a re conventiona lized :f'or the 

. 1uelen Gardner, Art through ~ Ages (New York: 
Harcourt , Br a ce , and Co .:-T936), p . 3 . 

2Paul Hasluok, Cassel' s Wood- oarving (Philadel phia: 
David [cKay , 1913) , p . 131. 

3 Ibid . 

'Relen Gardner, .21?. • ,2ll., p . 55 . 
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purpose of space filling and are extremely decorative . The 

period affords little o~ interest in connection with ood­

oarv1ng because of a lack of ood in this region . However . 

so e or the patterns wh1oh they produced in stone appear in 

the wood- carving of later periods . 1 

The next period wh1oh has a direct reference to the 

production of wood oarvi!l is the Greek period• 800 B. c. to 

160 A. D. There are few extant examples , but there is s ecif1c 

evidenoe of ~oden figures of gods having been preserved until 

historio times . Also furniture , as illustrated in bas- reliefs 

on stone , is shown with legs ca rved to represent the legs and 

feet of ani mals suoh as lions , leopards , and sphinxes , re ­

vealirig a link between Egypt , Assyria , and Greeoe . 2 

Roman wood- carving dating from 100 B. c. to 337 A. D. 

took its motifs from the Etruscans and from the Greeks . As 

in Greece , furniture was ca rved with legs represent ing the 

limbs of animals , and also with the Greek scroll , rosettes , 

and a canthus . With the Romans , especially , one finds frequent 

use of birds, cupids , and griffins comb ined with elaborate 
3 designs of scroll foliage . Another use of carving among the 

omana appeared in the enrichment of ships and galleys , the 

1aa al uok , .2.12, . ill_. , p • 134 . 

2Ibid ., p . 136 . 

3 Ibid ., p . 139 . 
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pro rs of which were carved into elaborate forms . 1 

After the fall of Rome and during the growth of 

Christianity, Byzantine art flourishea, in the East from the 

fourth to the fifteenth oentur1es . This style was the most 

important element in the development of early Christian and 

Romanesque styles of carving . During the period when 

Byzant ine art prevailed the chief interest seemed to have 

been in the o rv1ng of stone and of ivory . Howev~r , the 

style had a widespread i nfluence in l ater styles of carving 

applied to wood (See Plate II) . Byzantine carving was 

generally a flat pattern , cut in two planes . The whole ground 

was covered with pattern achieving a ohara.oterist1o quality or 

richness of texture . The designs were a highly eymbol1o com­

b ination of Christian and Eastern motifs with a lavish use ot 

floral and geometric forms . 2 

Byzantine style was felt as far north as the 

Soandinav1an oountr1es . Here wood- ca rving had held a pr omi­

nent plaoe 1n life since earliest Viking times . It was ap­

plied to both large and small objects: ships , houses , and 

a rticles of household use . Rema.rka.ble exampl es of ancient 

Scan inav1an c rving exist today revealing a oha r aoteristio 

interlacing of forms and typiea l mot ifs of serpents and 
3 dragons in low relief carving (See Plate III) . 

1 Ibid ~ , p • 138 • 

2Helen Ga rdner, .Q.l?.• cit . , pp . 230-231 . 

3Hasluok, .21?.• ~ ., p . 144 . 
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The ca rving of Ooeania and the African Ne.gro illus­

t r a te a primitive form of carving (Pla te IV) . The ca rvings 

of Oceania consist of simple incised ca rving , chip ca rving , 

and simple flat· relief . The motifs of these people are ot 

an infinite va riety of geometric shapes adapted skillfully 

to t he surfa ces of canoes , weapons , and household a rtioles . 1 

The African Negro oa rving cons ists ohiefly of the ca rving 

of fetishes and masks . Theses 11 pieces of sculpture repre­

sent a compromise between representa tion and des1gn . 2 Typica l 

pieces of this work are gener lly formally balanced oyl1ndri­

oal masses composed of parts of the object which have been 

distorted and simplif ied int o ovoids , oonoids , and oylinders . 

They a re beautifUl examples ot craftsmansh ip with highly 

polished surfaces aontre.sting with rioh geometric oa rving . 3 

Other ex . ples of ancient wood- ca rving a re the totem 

poles or the Northwestern Indians or America , the intricate 

oa rving or J apan and China , and the Mohammedan art of Egypt , 

Tripoli , Al geria , and J.!oroooo, whe re wood- ca rving forms an 

important part i n the enrichment of a rchi tectura l forms 

(Pl ate V) . 

All of these examples bea r tribute to an universa l use 

1Helen Gardner , ..2.£• oit ., p . 571 . 

2Paul Guillaume and,Thomas Munro , Primitive Negro 
Sculpture (New York: Harcourt , Br a ce and Oo ., 1926) , p . 133 . 

3Helen Gardner , ~ • oit ., p . 566 . 
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of wood-ca rving and illustra te many degrees of skill of 

craftsmanship . Craftsman had a rrived a t a ll the methods ot 

carving--inoised line , "ohip" oa.rving , relief , and oarving 

in the round . The oarver had found that wood as a material 

has definite limita tions arising from its perishable charac­

ter and from the va rious gr a ins wh1oh control the execution 

of a design . Be had found tha t wood ca nnot be used to convey 

the delicacy of form whi.oh can be obtained in the even texture 

of rble, and also that it lacked the plasticity of clay or 

of ca st metal. On the other hand, man had learned the. t the 

texture nd warmth or wood make it useful for many purposes . 

He ad used it universally and on an extensive scale for 

archi t ectural purposes , tor furniture , and other objects of 

da ily use , and also for sculpture . In rela tion to these 

uses of wood , he had employed aa rvln often for symbolic pur­

poses , for variation of texture, and otherwise to contribute 

to t he beauty of va rious objects . 1 

The use of carving and the degree of skill of execu­

tion reached a still higher development in the suooeeding 

Gothio period, which is presented in the following oh.apter . 

1Hasluok , .2.e. .ill• • p . 2 . 



CHAPTER II 

WOOD .CARVING OF THE GOTHIC PERI OD 

It has been said that the Gothic :period. was the great­

est period of wood-oa rving the r1orld has ever known because ot 

the quality of' the carving as well as the immense quantity 

which was produoed . 1 This period whioh had its begi nnings 1n 

France in the twelfth century and whioh l asted through the 

fifteenth oentury was one or the greatest creat ive epoohs in 

the history of the world. The art of wood-oarving takes its 

place a long with the development of an architectura l s tyle, 

the craft of stained glass and t he stone sculpture as one of 

the most outst andi ng achievements or this age . 

The cathedr al was t he hi ghest expression of the new 

arohi teotural style2 and it is chiefly in the cathedr a l t ha t 

t he work of the wood-carver is found. H1ohly oa rved chests 

were used for churoh documents and vestments . · The sta lls for 

the monks , canons, and ohoristers were elaborately carved on 

the ends .and on the h i gh backs a.nd canopies . 3 Some of the 

most interesting oa.rving is found on the braoke ts under the 

l loolm Vaughn, "A Oolleotion of Ra.re Gothic Wood-
oa rv1ng , " Ip.ternat1onal Studi _o, LXXXVIII (Oot ., 1927) , 25 . 

2 elen Gardner, .2l?.. ill,. , p . 303. 

3non ld s 1th, ~ oodwork (Peoria : The Manual Arts 
Press , 19 7), p. 9 . 

8 
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hinged seats ot the s talls. 1 It has been sa id tha t "from an 

archaelogioal standpoint these miserioorde fur nish the 

archaelogist with per haps a more exact and living i dea of the 

customs , hab its and ways of the t i me than the pure and noble 

contours of a higher ty e of work."2 Into the limited 

t riangular space afforded by the misericorde the ca rvers in­

geniously ad pted oo positions or figures at work , ploughing , 

sowing , reaping , shearing sheep; figures engaged in the 

sports and pastimes of t he day; illustra tions of nursery 

rhyme s , old l egends , fab les and satir.e s.et forth with clownish 

humor; illustrations tor stories of the Bible, t h e life or 

the Vir gin and Saints; f oliage and ani mals, both moral and 

:fant·stic .3 

Examples or carving a re seen also on t he screens wh1oh 

the nob ility built to separate t hemselves from the commoners4 

and on pulpits, a ltars , f ont covers, leoterns, and on the ends 

of benches. The beneh and stall ends were often crowned w1 t h 

elaborate fini als . From the fact t hat thee finials were often 

am.all figure s they derived the name "poppy head" probably from 

the Frenoh word for doll, "poupae . " These poppy heads i noluded 

l Franois Dond, . ood-ca rving in English Churches 
London: Oxford University Press, l 9Io'), p . i. 

2td1th Valerio , "Wood-ca rving in Belgi an Churches , 0 

International "' t udio, XCII (April, 1929 ), 29 . 

3toe. o1t. ------ ------
4s 1th , .2.12.• .ill•, P• 41. 
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an infinite number of va riations--o1roular knobs of f lowers . 

kneel i ng figures ot priests, bishops , a variety of grotesque 

monsters . T e most oommon ro:rm was that of the fleur-de-11s.1 

To a ccomplish all t h1s oarving l a r ge colonies ot 

craftsmen sprang up in oonneetion ·with the eonstruotion ot 

the cathedrals . The best men or the various crafts were 

banded t ogether i n guilds and were pl aced under competent 

sters who had earned an honoured pos ition in the guild . 2 

The hi,hly organi zed activity of t he guilds, functioning 

pri rily for the benefit of its members, also set up stand­

a r ds of workmanshi p which resulted in a gene r a lly consistent 

hi gh qual ity of work. 3 This syste1n of guild and apprent 1oe­

ship was unfavorable to the" ere charla t an in art" and a lso 

prevented any i ndividual a rtist rrom. towering above the rest4 

so that there are no names or individua ls outstanding a s wood­

ca rvers until the l ast part of the fifteenth oenturY,when the 

individuali sn1 of the Rena issanoe had begun to show itselt. 

Generally speaking. t he Goth ic period i s one in whioh 

patient , sincere craftsmen worked together with a simplici ty 

lcharles Co:x , Bench-End,s .~ Epgl1sh Churches (London : 
Oxford University Press , 1916) ., p . 14 . 

2oeorge Jack , Wood-Oarvins (London: Sir Isaac P itman 
and Sons, Ltd ., 19 7), p . 245 . 

5 • D . .. \ nderson , The Medieval oarver (Cambridge: The 
University Press , 1935) , ~xvl!!. 

4o- . G. Ooulton , Art and the Refo rmat ion (Oxford: 
Basil Bl a ok.well, 1928) , P:-2Ie:" - · · 
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of aim. This aim was not for self-glory or financial gain~ 

but an aim based on the f'aot t at to the medieval man the 

cathedral was a ••symbol of love. u 2 

These craftsmen were hardly distinguished from rorkmen 

and were directed and dominated by the spiritua l and lea rned 

schemes of the ohuroh. 'l'he cathedral was also a school and the 

most learned men and teachers of the day met in its ohapter 

house . There a re records t ha. t these men superintended the 

decoration of the cathedral and in some oases furnished the 

o rvers with sketches of the patter ns to be out.3 

During the first part of the Gothic period, ideals 

for t he decorat ion and t h oonstruct1on of the wood,ork were 

dr awn directly from the stonework. 4 Furniture such as screens 

tabernacles, stalls , and pulpits were composed of arohes, 

pinnacles, buttresses, and traceries as these were seen in the 

a rch1teoture, except with greater richness and freedom and 

minuteness of detail . Architectural features ,suoh as traoerY, 

were a lso repeated in relief oa .rving on benoh-ends , pulpits , 

chests , and other surfaoea . 5 

l Anderson, 21!· ill.·, p . xviii . 

2Em11e le, Rel1Tious Art !!! Fr ance (London : ;r . M. 
Dent and Sons, Ltd ., 1913 , p . 398. 

31bid. , p . ~93 . 

4"Wood-Carving , " Enoyolopaedla Britannica, 14th ed ., 
XXIII, 717. 

5A, D. F . I:Iaml1n, ! History !?.!. Ornament (New York : 
The Century Co ., 1916), P• 311 . 
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In ethods of oonstruc.tion. until the second halt or 
t he thirteenth century, the accepted method of making a chest 

was to hollow out a. solid trunk- in the manne r that a stone 

ooffin was out from a solid block . Similarl y , the framework 

of screens was constructed with openings filled in with 

arca des whose various membe rs were dowelled together a s in 

stonework, instead or being framed together in a manner more 

suitable for wood oonstruotion . 1 

The wood-worker gr adually l earned that wood should be 

t r eated in a difterent manner . He found that wood 1s of a. 

fibrous char a cter and subject to warping and oraoking when 

used in t hick blocks suoh as were used 1n stonework. He found 

that it could be employed more suooessfully in long thin 

strips and pl anks . Thus one f inds that t he construot1on 

developed f rom the s ingle solid blook to light er oonstr uot1on 

of f r amed panels . An example may be seen in t he benoh ends 

wi ioh were at f irst solid t hi9k pl anks with deep relier carv­

ing 1mioh evolved into light framed panels with tra-oery and 

deooration out out and applied . Another example is seen 1n 

the constructi.on or fifteenth oentu·r y canopies of framed 

panels wi th details of delicate ornament a l pinna.eles , a rohlets 

and buttresses applied to a sturdy l.ll.a in strueture . 2 

1F . E. Howard and F. H. Crossley, En&lish Church Wood• 
Vork (London : B . T . Bateford, Ltd ., 1927) , p . 5 . -

2 Ibid . , p . 19 . 
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The development of knowledge of framed oonstruotion 

had an 1 port ant funotion 1n t he evolution or t he style of 

wood-o rving as well as the evolution ot the arohiteotural 

style, for a f ter t he f ourteenth oentur y t he ma son no longer 

wa s promi nent and it wa s t he wood-worker who invented new 

rnethods for oonstruotion and embellishment . 1 

The style of the Gothic period may be broadly olass-

1fied as Early ( twelfth a nd t hirteenth oentul'ies) , Developed 

( fourteenth oentury), and Florid ( fifteenth century). In 

Fr ance it is more specifically de s i gnated as Early Frenoh, 

Hayonna.nt , an Flamboyant . while in England the corresponding 

developments a re oalled Lancet , Decorated , and Perpendicular . 2 

At the beginning of the Early Gothio period the style 

of ca rving was omanesque in chara cter. In Fr anoe t he style 

was a lend of many influenoes including decorative mot i fs 

which were orienta l and classic: Byzantine, Spanish , ~oman , 

and Lomba rd. These artistic influenoes had been oa rried to 

Fr anoe by tra de routes, pilgrimage ways , adventurers , gifts• 

foreign oonqu.est, :papal emissa ries , the oruae.des, refugees 

from Moslem persecution in Spain, and also by the borrowing 

of master builder& from other countries . 3 

l"wood-Carving, " Encyclopaedia Britannioa, XXIII , 717. 

2Ra.m1 in , .2l2.. .2.!l • , p • 283 • 

3uelen Huss Par khurst , The Cathedral (Boston: 
Houghton, ~ tflin Co., 1956), p:S. 
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The style wa.s severely simple, largely geometrio, and 

t he figures and foliage v,e re hi ghly oonventionalizecr (Plate 

VI} . The carving was chiefly symbolic for under the influence 

of the learned theologians who direoted the work, the medieval 

iconography s a "sacred script , a ca lculus and a symbolic 

oode . "2 To these ohu.rohmen everything was symbolio; thus the 

oarver had to observe a mul titude of precise details , suoh a.a 

certain objects or :perhaps a style of hair treatI11ent which 

would oha.re.oter1ze a oerta in saint . Grouping , symmetry , and 

numbers were endowed with symbolism, and forms ere used 

3 merely as an expression of spiritual meaning . 

Books such as the Speculum Eoolesia by Honorius of 

Autum and the Speculum jus by Vincent of Beauvais were 

widely used as te ,tbooks ot ordered a rrangement and symbolism . 4 

Probably no book was more po pular in the .. 11ddle Age s than The 

Physiologus or Bestiary. This book had been o-ompiled as early 

as the fifth oentury and was comprised of a oollection of some 

fifty animals as "moral an1mals,."5 

The apparent desire ot the oraftsmen to make use of 

loeorge Kowalczyk, Decorative Sculpture (New York : 
E . ¥eyhe , 1927), p . 30 . 

4Anderson, .Q.l?.• oit ., p . xiv . 

ond, Vood-carvings 1£ English Churohes , p . viii . 
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every form of life r evea ls an aspect of the thought of the 

period which p rallels the encyclopedia character of the 

Speculum a jus . 1 The church at this time left little more 

tha.n pieoes of pure decoration to the individual :fancy of the 

carvers . When he did have freedom of crea tion he oa rved 

;plants and animals to show some aspect of nature which ap­

pealed to him. 2 There was an id.ea that "the Cathedral was an 

epitome of the world and a plaoe in whi ch all God ' s crea tures 

may find a home . "3 

During this early Gothic period the oa rving showed 

gr adual modivioation of established religious iconography by 

an increas ing development of naturalism. '1'h1s new spirit 

started by the Franciaean movement 1n the first part of the 

twelfth oentury , was altering relig ious i deals by 1nspirin 

in people a new love of lit'a and nature.. There was a radual 

oh ng1ng of foous from emphasis on the life to come t o the 

pleasure and beauties of this 11:fe . Thia resulted in a 

closer observation of nature . 4 

Naturalism appeared in the oa rvi ng as the decoration 

was graduall y put more 1nto the hands or laymen . The laymen 

wanted the appearanoe O·f thi ngs to 'be real and not a.bstraot . 

1Mal e , .Q.R• ill•, p . 390 . 

2Ib1d., P• 58. 

3 Ib1d ., p . 63 . 

4He l en Gardner , op . -2!!•, P • 305 . · 
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Gothic iconography, therefore , began to 1nolude illustrations 

of scenes or the life of Christ , saints, and moral lessons 

which could be understood by everyone rather than the 

geometric and bstra ot symbolism that could be understood 

only b y the lea rned . 1 

The use of tracery in relief as a motif for carving 

replaced the Romanesque n1otifs of oanopies and rcades . 

Like t hat seen in the a rchiteoture during the enrly period 

it Ma s very simple arrangement of f oiled arches , s imple 

folia ted finials. mouldings of resettes in quat r afoil , ousps , 

and crookets . 2 

The ca rving of fo l iage was at first a modification of 

the olaesio aaanthus leaf and rinoeau by naturalism but not 

a d ireot copying of natur e . 3 This close set Romanesque 

folia e by the end ot the thirteenth oentu:ry had been aban­

doned for forms whiah , it has been said, were "oonvent1onal1zed 

forms oft e ea rliest sprouti ng Spri ng herbage and forms whioh 

are suggestive of the new life and ener gy in nature . "4 The 

foliage was still very simple , the leaves springing out from 

a f a irly t 1ok stem in one simple curve . 

lJoan Evans. p tte·rns: in estern Europe (O:x:ford 1 
Clarendon ress , 19 l ) , p . 5. 

2 . 
Ibid., p . 10 .. 

3Haml in , 22,. -2!!. , p . 252 " 

4 Ib1d., p . 303 • 
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The ca rvers ~mo preoeded the fourteenth century 

understood the value of pattern, the aoonomioa l use of detail , 

and the stylization of natural forms into orderly masses . 

The ir carving is in low relief l a r gely in two planes with very 

meagre modeling . The forms of the baokground s paces were 

used a s oompleiaentary parts of t he design and are just as im­

portant as the r a ised portions . The pattern which results 

from this approa ch is most oha r a oter1stic in definiteness and 

richness in dark and light . 1 '!'he cutting shows as being a 

definite outoome of some particular too12 and reflects the 

ener getic methods employed by t he carvers . They obviously 

worked for a general effeot , for the carving displays the 

fa.ct t hat the desire of minute acouraoy, exact symmetry , or 

smoothness and re gul a rity of surfaoe • re not considered as 

ends in themselves . In most oases muoh of the oharm of the 

carving is attributed to this unlabored appearanoe.3 

The fourteenth oentury was rked by a ohange in 

temper in life as well as in a rt. Emphasis began to be laid 

on human values rather than on the divine . Men strove less 

for intelleotual oo prehension and more for ronant1o expres­

sion ; also there developed a desire for richness and ornament . 4 

1vaughn , International Studio , LXXXVIII , 22 . 

2 Jack , ~ • _ill., p. 101. 

3Howard and Crossley, ~ • oit ., p . 5 . 

'Evans , .21?.• cit ., p . 294 . 
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The si ple tracery of tlle Early Goth1o period bad de­

veloped into the Curvilinear style byte second decade of the 

fourteenth oentury. This system was one in which reverse 

curves iere a dded so that the lines merged into ogival fo:rn~ .1 

The carving of figures developed from t h stiff , 

stylized yet noble and serene figures of the early Gothic 

period into a more killful and graceful type (Plate VII) . 

The sense of design was not entirely lost for the figures are 

kept in relation to struoture. 2 The carving or drapery was 

marked by long sweeping naturalistic lines . The plane of 1n­

sp1rution see ed to be lo.rer and the aim of refinement , 

elegance , and prettiness beoam.e ev1dent .3 

In the carving of foli ge there was greater gra oe and 

deliohoy of detail and a still greater variety of plant life 

wh e oop1ed , inolu ing speo1?:lens of oak , ivy , ro.a.plo , ayoamore , 
4 vine, fig , hawthorn , and oolumbine . A photographic tree.tment 

of foliage was suoeeeded at the end of the fourteenth o~ntury 

by a 'bulbous form of foliage and . an exaggerated treatment of 

the surface of tlle leaves made int o round bumps . To a.ohieve 

this et':f'ect every serration was elaborately carved with a 

1Ib1d., P• 294 . 

2»wood•carv1ng, " Enoyolopaedia Br1tannioa , XXIII , 718 . 

3Arthur Gardner , edieval Sculpture in France 
(Cambridge: University Press , 1§31) , P• 356 . 

4 ivana, .2.l?.· .ill.• , p . 47 . 



19 

swelling i n the rd dle and a hollm a round it . A charac­

teri stic of thi s i'olia.ge also was tha t it was built on the 

ogee curve rh1oh had developed in the tracery •1 

I n the fifteenth century in France , a rehi teoture and 

c rving fo became more i ntriea-ce and ornate, deriving the 

n e Flruu.boyant from their flame-like qua.11 ty . 2 J t the same 

tirue in Engl nd the ·e was a i·eaot 1on ag i nst t he Curvilinear 

or:u ent r s ulti in a ore stern nd sober s t yle , the 

?e pandiqul a r . 3 This style was ba sed on a system of tracery 

of ve tical b r s cro sed by horizont al bars on small fla ttened 

arches . Both these styl es developed beoause of cha nges in 

social conditions brought on by the plague of Blaok Death . 4 

The fifteenth century oa rvers were greatly influenoed 

by Flemish ca rvers 'ii ho , beo use of their grea t skill ., were 

bein porte by c.rohi teat s of other countries . Un er t heir 

in l uenoe ca rving developed int o a soph1at1oated forr.1 of ex­

pression of rel 1ous subjects (Pla te VIII). hese ca rvings 

vere extre ely skilltu.1 . 5 hey were ener getica lly :modeled 

an · deeply undercut; examples can be seen of figures which 

a re a lmost detachable . These ca rvers t ransgressed int o the 

lnwood-oa rving , ·" Enoyolopa ed1a Bri tannioa , XXIII, 718 .• 

2Bond, v!oQd-o rving ~ English Churches , p . 204 . 

3Evans , 2P.. o1 t ,., p . 2?. 

4-,.rla.ml 1n, .21?.. .ill• , p . 2 94 • 

6va.ler1o , International Studio, XOII , 29 . 
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realm of pai nt ing by the use of perspective and foreshortening 

in the relief 011rvin0 .• An a ttempt to portra y s . a oe is s e en 

in the c rvin~ of ao ,e figures 1n high relier and othars in 

low relie f . Tlle a rlier simplioi ty o-f dra-peries was replaced 

by oomplic -tad olds our1ously notched producing a f'liokering 

light . The oonst nt ohnge ot plane demanded by an imitation 

of nature crea ted a Iestleso oonf.usion of light and an in-

defini t e pat te 1 
• In mood t ese ca rvings tend to d.well 

mo re on the oorbid or sentimental a sp~cts of religion, for 

oxartp l o , on the sufferings of Christ . ':l'he grouping s a re more 

agi ta ted , there 1s vigorous action , an the fa oes a r e less 

tender and serene t hen those seen in the preoedi ne. periods . 2 

he tendencies seen 1n t b.e ca rving of fo l i age in the 

pr eceding period was oa rrled to extremes in this period . 

Nat ur alism wa s unnaturally i nt ns1f1ed in a dr amat io over-

emphasis of twi sted fo s . eave s of irre ula r shape ~~re 

used : fe rn , oa k, arid maple .. 'I'hese ware deeply out and ar­

r unged _in lacy patter ns suggesting sea-weed.3 Tr a oery as a 

· otif i n t he v,,ood- cnrving became :more delicate w1 t h a greater 

elaboration ot floral s pandrels and crookets , In many cases 

the b r anching bars of traeery be oara.e atal ks breaking out into 

1Ja ok , .212.• cit ., p . 100 . 

2 · r thur Garoner , -2]. • ~ ., p . 389 • 
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foliage .1 

~~ t t he en of the fifteenth century, Rena i ssanoe in-

lu noe egan to make its ppear&noe i n the ca rving , a l though 

t le str uctu l par t s re i ned Gothic . This inf luence is seen 

i n tho i ntroduction of Cl assic otif anc in a promi nence 

given to human inter&st; in costume . n di ffe rent i a t ed 

characteriz tion in the carving of ti ures . 2 

li1oward and Crossley·, sm_ • .21!•, P• .21. 

2vaugnn , International Studio , LXXXVIII , 75. 



CHAPTER III 

RENAI SSANCE AND BAROQUE 'VOOD-CARVmG 

The wood-oa rving of the Renaiasa.noe includes that done 

during t he fifteenth and sixteenth centuries . This style de­

veloped into a highly skillful and elabor ate style ot oe.rving 

called B roque or Roooooo during the seventeenth and ei ghteenth 

oenturiea . Renaissance oarving was i nfluenced ohiefly by the 

r eviva l of claasio art, a movement tha t had begun in Italy in 

the thirteenth and fourteenth oent urles and whioh reached a 

climax there 1n the f ifteenth and sixteenth oenturies. 

he new interpretation of olaasio art resulting from 

the i nterest ot the Italians in recalling the history of their 

own people we.a one of many ohanges whioh took plaoe during 

this pe riod . There were many advances ln oivilization ; dis­

covery, so1ent1tio development , treadom of thought, and the 

rise of the ind1v1dual . 1 

Arohiteots began to study ol e.ssioal remains and to 

transmit a classic spirit into their own works. 'r hey inter­

mi ngled the old and new with a daring which was indicat ive of 

t he free attitude of the early Henaissanoe . 2 Under the in­

fluenoe of these builders, Renaissanoe carving functioned to 

l Ale:mnder Speltz , Styles of Ornament (Leipzig : F . A. 
Brockhaus , 1910), p . 329 . 

2Helen Gardner , 0:2• _ill., p . 344 . 
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give expression to proportion and structura l design . The 

design of the woodwork was r eminiscent of structural features 

such a s pil sters , oapi tals, and. pediments w1 th a revival of 

classic motif: t he ant e on , the scroll, t he rosette ; and 

the anoa nthus . Other subjects consisted of fruits and flowers . 

amorin1, centaurs , satyrs, do l phi ns , and ribbons . 1 These 

·otifs were comb ined with ar abesques, woven into designs by 

means of s inuous and scroll movements and modeled to roduoe 

the utmost play of light an shade (Pl ate IX )" They were 

treated natura liatioo.lly to an extent unknown in their classic 

r odels , 2 although , Joan Evans says, ''It was not until natural­

istic decora tion ad been stylized into classically regula r 

sheaves of leaves and flowers and bound with fluttering rib-
5 bons t h tit was a oolim tizad in Italy." 

In this ca rving Gothio symbolism gave place to a 

decora tion evoid of ideas . It ha s been said tha.t this was 

l ar gely due t o the Rerormation, whioh 0 by oompelling the Churoh 

to watch every aspect of her own thought and t o oonoentrate 

violently, put an end to the long tr dition of legends and 

poetry and dreams . "4 

Duri ng the s1Xt$enth century the carver added to the 

1nasluok, .22· .ill•, p. 170., 

2"Wood-oarv1ng," Enozolopaedia Br1tann1aa, XXIII , 718. 

3Evans, ~ • oit ., p . 72. 

4coulton Art and t he Retor:mation , p . 389. ' ---- ............ ...---
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motifs of earlier enaissanoe strapwork, oartouohes, urns 

decorated with masks flanked by drapery, and pediment-shaped 

ornament . This century was transitional between the early 

purer style of i ena1ssance and a florid exaggerated baroque 

style which developed in the seventeenth century. 

Sinoe muoh of this carving was influenced by examples 

in marble , it frequently l aoks a distinctive wood-like ef­

fect . 1 

T e works of ne rly all the oountries of Europe were 

gr adually influenoed by Italy . These countries did not merely 

co py Itali·n Rena issanoe style but each developed. its ovm dis­

tinctive style . 

In r nee the first 1nfluenoe of the Renaissanoe was 

felt in the second decade of the fifteenth century and one 

finds examples of Gothic structure with Renaissance daoorat1ve 

det ils • rr his ditioation of details forming a transitional 

style lasted until the first part of the sixteenth century. 

It was not until Franois I asoendecl to the throne that Renais• 

sance art w s really est bl1shed . carving s used in the 

deoora.tion of the 1fioent palaees and ohateaux whioh were 

beginning to be built at this time . 2 This carving was very 

siro.ilar to Italian in lightness and grace and in m.otit. The 

French carvers of this time showed an understanding of the 

l "w ood-oarving," EnoyoloP!edia Bri tannioa , XXIII • 718. 

2speltz, £P.• ill_., p . 362. 
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treatment o f wood . In their ca rving the gr a in and beauty or 
the wood is displayed i n broad surfaces; althoug,.~ a s t he 

style progressed t e t en enoy f or a lavish use of deta il be­

oame more apparent . 1 

The most rad1oal eh nge in styl e a ft er t he purer 

Renais oe (Pl at e X) was the Rococo a s seen in the styles of 

carved ornament oo only called Louis XIV and xv.2 Louis 

XIV ascended t o the throne in 1643 and unt11 his death 1n 

1715 gave every possible encouragement to buildi ng i n the 

par t 1oul r gr and style he affeoted . 3 The carving i n these 

buildings retleots t he art1fio1al1ty and extraveganoe of its 

t i me . Char a ot er1st1o of t he designs for structure as well a s 

for decoration are scrolls and attenuated foliage . The 

techn i que and raughtn~nship became more and more hi ghly de­

veloped . T e effe cts of Fr ench Hocooo were disastrous every-

where e s pecially 1n It l y and in Ge ny w. ere it beora.me 

al most burlesque in manner . 4 

In ngl and t he Oothio style was retained longer than 

in any other oountry. The l as t phase 1s knovm as the Tudor 

style which Y'/as a pecul i a r mixture of t he Gothic and the 

enaissanoe . oh of the ca rving is f ound i n the paneling of 

1Hasluok, .2R • ~ • , p . 170 . 

2"wood-carv1ng, " Enoyolo.Paed~a Br1tannl.oa,. XXIII , 718 . 

3Hasluck , 2.1?.• c1t . , P• 1 73 . 

' " "ood- oarving, " noyglopaedia Britannioa , XXIII , 718. 
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the walls whioh had become a general system of lining walls, 

a system of neoessity as well as fashion , whioh is found in 

t e halls , ohurohes , and ordi nary ho es , 1 

Thi period known s the Commonweal th was a period or 
guerrilla warfa r e in whioh roh1teotural progress gave way to 

an age of destruotion . It was the age of the Furit ns and 

the fight ing between the Roundheads and Cromwellians for con­

stitutional rights . All these t hi ngs led t o a simplificat ion 

of thi ngs or daily use . The chief decorat ive mot if of the 

wood-o rving oonsi t d or a "linen f old" pattern and the ·, 

Tudor rose , a very conventional f lo var m.otit . In the fo llow­

ing perio during the reign of' t e St uart kings oa rving be-

e more elaborate an a more important element of deoora­

t ion . 2 

The rea l oharaoterist ios of English Renaissance oa rv-

1ng did not b g in to develop until the reign o.f Elizabeth, 

1558- 1603 . The Elizabethan style , although influenoed by 

Itali an Ren issa noe throu the importation of Flemish and 

Ge n oa rvers, had strong national char a cter. A most 

ohar aoteristio feature of Eliz bethan ca rving is the strap­

work pattern; a l o there was a great use of crests and ooa ts 

or arms , oar yatide , shi lds and cartouohes , nd f i gures of 

l H. Avray Tippi ng , Orinlinf Gibbons~ t he ,~odwork 
2!. !!!! A e (Ne York: Cha rles Sor bner's Sons , I9I"4) , p . 3 . 

2Albert . • Bullock , "English Arch i teotura l _ Decora­
tion , tr Arohite otur 1 1 e·oord, XLIII (J'uly, 1 918), 335 . 
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animals and grotesques . l 

The 11zabeth n developed into a style known as 

Ja oobean . During this period the carving oons.ists of shallow 

relief and incised carving of geo etrio patterns or conven­

t ionalized natural forms . It seems to have been the result 

of an att empt to produce as much etreot a.s possible with the 

l east effort . In both these periods the ca rving is found as 

decora tion of grea t houses suoh ns Kirby Hall , Haddan Hall , 
2 

Knole , and others . · 

r he nglish Henaissanoe became compl etely free of all 

Gothic elements un er t he influence of two f amous architects, 

I ni go Jones (1573- 1552) , and Christopher .ren (1633- 1723 ).3 

I ni go Jones , i nflu need by having studied in Italy under the 

a rc hitect Palladio , after some tie uooeeded in introduo1ng 

a complete ohange in buil ding--founding a pure olnssioa l 

school after Palladio . The scroll work i n friezes , on 

pilasters , and in panels of his buildi ngs is not th t of early 

Renaissance but that of the Baroque style in Italy. 4 

Sir Christoph r wren . who wa s 1ntluenoed by the French 

architect Vignola, 6 employed a wood-carver whose sohool or 

1s peltz , .21?.• .2.!1•, p . 428 . 

2I asluok, .s?R• o1t ., p . 164. 

3vpeltz , .22.• .s?J:1•• P• 430 . 

4T 1 pp 1ng , 21?. . o 1 t • , p • 18 • 

5a peltz , .2.E.• ill.•, P • 430 . 



28 

style or wood-o rving set the style fo.r the whole of the 

eighteen th oen tury. This wood- oe.rver, Gri nling Gibbons ,. who 

was born in 1648, beca e so famous that the period, so tar as 

carving ls oonoerned, is often named after him. 

During his t1 etherise 1n the skill of the joiner 

had great influence upon wood- t ork. For example , i n the de ­

sign and trea t ent -of panell1n, a complete revolution took 

plaoe . Duri ng the eventeenth century this panelling followed 

natural rules-- oak bo rda of such width as could be obtained 

from ordinary trees was used ot sufficient thiokneas and width 

to give solidity nd to revent warpi ng in both frame and in 

panel . .A.lso the moulding s we r e simple and the deeorativ~ 

carving 1n lo rel1et . 1 

Before the close of the century, the panels beoame 

enormous in size , probably beoause of the size of the panel s 

1n marble . stone . and pl aster seen in the class ic models and 

their interpreta tion by Renaissance builders . This size be­

came possible because of the skill of the joiner. By a new 

system of elaborate oonstruotion they im.ed at giving an et­

feat of solid wall out of thin boards and mouldings built 

up ot many b its cleverly p1eoed and g l ued an.a reinforced 1n 

order that they might become ·substantial enough to sustain 

their own eight . 

From these panels may be taken the, ethics ot the a rt 

or the tie . As H. Avray ! ipping _says, 

½-ipping, .22• .ill•, p. 3 . · 
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Honesty in art was at a o.isoount . t was 
really admirable was to make a thing appear what it 
is not--to treat as material not so much a acordin 
to its own nature but as if it were something else . 
A race or a rtificers , whose business it was to pe r ­
feat their teohnique but to subject their thought 
and invent ion to striot rule s a nd u i dance of pro­
fessiona l des i gners . l 

It was after the joiner had prepared and pa rtly set 

up his wainscoting and other woodwork that t he ca rver was 

o lled in . The carvers had become a l ar ge and i mport nt body 

and uoh was demanded ot them. 2 

The motif's of these carve rs consisted of bi rds living 

and dead , fruits , flowers , ribbons , shells, dolphins , a nd 

cupids , mus ica l instruments and ~eapons, a rranged in f e stoons 

or swags . They rejeot ed nothing- -noth1ng was too small , too 

t hin , or too difficult to oa rve--and t heir chief a im besides 

teohnioal skill was elaboration of det a il . 3 The ir ca rving is 

so deeply undercut that the forms were almost detached from 

t he background like pieces of separ ate sculpture and a s in 

many of Grinling Gib on's most elaborate carvings, were built 

up or different pieces of wood , eaoh ca rved se parately and 

afterwa rds glued or pinned together to form the oomposition . 4 

'l' his teohnic l resource conque red the bounds ,;mioh the gra in 

llbid . , p . 4 . 

2 ::Cbid . , p . 5 . 

3 . s l uok , 2.E• ill.• , p . 172 . 

4Jaok , ~ • .£.ll•, pp . 214-215 . 
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of wood set for the carver. ifvhen a pieoe of ca rving is done 

in a solid piece, projections running oounter to the grain 

will break orr easily; for this reason the ca rver must arrange 

the design to fit the grain of the wood . By pieoing the wood 

together the gr a in of tl1e wood y be made to run as required 

for the design . It was this treat ent which made possible the 

almost unbelievable results whieh were achieved (Plnte XII ). 

After Grinling Gibbons, during the eighteenth century, 

the style of carving returned to ro.ore seve1•e classica l i deals 

as seen in the ornament of various styles of furniture : 

Louis XVl in France, B iedmeyer in Ger ny, and in Engl and 

the .P dams brothers , unqer whose influe·noe Thomas Chippendale • 

George Hepplewhite and Thomas She r aton designed their rurni­

ture . These styles depended on enrichment by s1 11 patterns 

of iootits that had been used throughout the past .1 

l n 1ood-oarving, " Encyclopaedia Britannica, XXIII , 719. 



CHAPrER IV 

WOOD-CARVING OF TID..: NINETEEN'fH AND 

TV:E. l'IE'I'H CENTURIES 

The wood-oa rving of the nineteenth century oonsisted 

a l most entirely of the reproduction of past styles . 1 An ex­

ample of this tendency_may be illustra ted by the career ot 

I . Kirchmayer , who worked during the l as t few years of the 

nineteenth century and the early twentieth century. Mr . 

Kirohmayer was born in Oberammergau w' ere he m~sterad the 

medium of wood- carving in his early teens . While a young 

man he came to Amerioa and learned to execute the ornamental 

ca rving of all periods . Later he worked a l most entirely in 

a Gothic manner and won the name of "the dean of American 

wood-oarvi ngtt (See Pl a te XIII) . 

There was a ro.a rked effort to adopt Gothic architec­

ture to American needs , as seen in the buildings of Yale and 

of Princeton, the Cathedral of St . John the Divine and many 

others . Ir . Kironmayer gave oredit for his suooess to the 

interest of va rious a r ohiteots and to Ralph Adams Cram, 

the foremost exponent of the Gothic style in the country , 

who gave him opportunities to develop the style of oarv1ng 

which he considered most congenial t o him. 

1Hasluok , .2].• ill•• p . 174 . 
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He called his style "A11.1.erioan" Gothic beoause of his 

own innovations to the style . These oonsisted of suoh things 

as an i ngenuity in the treatment of drapery in which aroh1teo­

tur al features suoh as niches were repea ted in the folds ot 

robes , and or Gothic designs carved on robes as embroidery . 1 

In Fr ance there was one new developrient at the l as t or 
the nineteenth oentury--a style known as the "Art Nouveau . " 

J lthough 1 t ha some influence, this ••painful decorative" 

style was very brier tor it was chiefly untrue to material . 

I ts wood•oarvina oonveyed the i mpression of metal or modelled 

olay . 2 This movement was derived in 1reotly from the manner 

seen in the work of the scul ptor Rodin . 3 His style , I mpres­

sionism, was chiefly oonoerned with the surface play or light 

and is generally r ealistic espeo1ally in its litera ry and 

psyoholog1oal oontent , qualities whioh a re pictorial rather 

than soulptural . 4 The nineteenth century pro duction ohietly 

reflects sentiment lity and a oomplete est r angement between 

art and 11:t'e , 5 

1Anne Webb Karnagham, "Ecolesiastioa. l Carvings in 
America , " 6nternat ional Studio, LXXXV (1926 ) , 50 . 

2nwood-oe.rv1ng, " Encyclopaedia Br1tann1oa , XXIII , 719 . 

5stanlay Casson, · ~ Modern Soulptors {London : 
H phrey Milford , 1 924) , p . 

4sheldon Cheney, A Pri mer of Modern Art (New York : 
Boni o.nd L1ver1ght , 1924)-;" p . 253 .- -

5o . Giedlon- Weloher, Modern Pl astic !!:1 (Zurioh: 
H. Girsberger , 1937) , p . 7. 
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By the beginning of the tv1entieth century the art of 

wood-oarving had ceased to be a profitable profession . The 

wood-oarver naturally wor ks with the e. rohiteot and the furni­

ture designer, but the produetion of furniture was chiefly t he 

reproduotion or historic s tyles wit h muoh of the ca rving done 

by machinery . The furn1 ture and buildings whioh were being 

designed as expressive of t his age were tending toward ext reme 

simpl1t1oat1on of structure as well as enriohment . 1 

Many of the writers consulted have sta ted that re­

cently there have been signs of a growing demand and an i mpend ­

ing activity and development in the f ield of soulpture and 

ca rving . 2 Al though modern arohiteoture and furni t ure is based 

on functionalism and does not g ive soope for a great eal of 

decora tion , its r ather severe setting a f f ords an opportunity 

of effectively showing a oerta1n amount of oa rving . 3 The 

trend is for decora tive ca rving to be used not a s decoration 

but to serve a detinite function: to reta in the identity ot 

a building • to break up monotonous surfaces , and to ma ke 

t r ansitions rrom one part or a design to another . 4 

l"Wood~carving, " Encyclopaedia Britannica , XXIII, 719. 

2nurst , .Q..'Q.• cit ., p . ~2; Stanley Casson , SoulEture of 
Today (London: . The Studio Ltd., 1939 ), p . 31; and flas luok,­
.212• .2!.!•, p . l 74 . 

3nurst , 2.ll• oit., p . 38 . 

°'Helen Gardner, .21?.• cit . , p . 107 . 
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There has ueen a recognition of the subtle way that 

sculpture ca.n be designed and plaoed 1n or near a building in 

a way that it will bear a relat ion to the building and a lso a 

relation in space . Thi s recognition has been true chiefl y of 

Sweden . 1 

One of the poss1bil1ties of the use o-f saulpture in 

modern architecture may be illustra ted by the introduotion 

of sculpture into the exterior of the building itself . 

Epstein ' s "Ni ght and Day" in the Transport Headquarters in 

Westminster , Eric Gill ' s reliefs in the British Broadcast ing 

Company, and "'.America , '' t he work or Paul ·Manship and Lee 

Lawrie in the Rookefeller Center . illustra te this practice , 

as well as several styles or expression . 2 

On the interior or bui ldings t here has been a n in­

creasing use of relief and of em.all soulpture . Casson says 

in his book , Sculpt ure~ Todav, 

• • • • Modern methods of lighting make t he use ot 
sculpture a very great advantage . Indireot light ­
i ng gives an added value to works of art in three 
dimensions and minimi ses the beauty of pictures . 
In many modern houses , th!ref'ore ,, am.all scul ptures 
are a. very gr eat amenity . 

A use of relief' ca rving as part or the ar r angement of an in­

ter ior is the wood• oarv1ng of the English seul ptor Bainbri dge 

Copnal which decorates the wal ls of the British steam.ship . 

1cassoa, s culpture 2! Today_, P • 13 . 

2Ibid . • p . 14 . 

3101d., p . 18 . 



the S . S . Queen ~ ry. These oa rvings dep1ot1ng the history 

of shipping are applied to the panelling in h i ghly polished 

unit s1 (Plate XVI I I) . 

In modern decoration one f i nds 1-rood being used o.on­

soiously for 1 tself 1 for t he purpose of variation in ma terie.ls 

and for i t s qua lit ies of war mth and t exture whioh produce a. 

oerta1n enjoyment, as t he knowledge t a t it is not triable and 

is not chilling to the t ouch ake wood a :material t hat is 

particularly plea sing , "a corritortable material . n2 This re­

discovery of the char aoter ·or materia l whioh is so in keeping 

with the modern sp1r1 t may be seen al so 1n tl1e use of woods 

rarely used before beoause of gr a ins a nd markings, a nd in the 

carving of suoh woode with a partia l object of bring ing out 

these f entures . 3 

It cannot be sa id thnt a ny s peoifio style 1s the style 

ot t he t wentieth century, for t he production of wood- oarv1ng 

has b~en too 1nd1 v1dua11stio; however, in s pite of the great 

diversity in approach, there are certa in tendencies which re• 

veal a oommon a im. 4 Even the r adioa l changes orea ted by the 

i nfluence of the various "ism.a" which have developed during 

l"Wooden Walls of England," House~ Garden , LXIX 
(. ay, 1936) , 59 .,..59 • 

2nasluok , .21?.• cit ., p. 2 . 

3"Wood-ca rv1ng , " Enoyolopaed1a Bri tannioa , XXIII , 719 •. 

4oiedion•W~lcker , ~ - .21:l· , p. 8 . 



this oentury--Oubism, Futurism, Constructionism, and many 

others--a.re based on a common desire to create a ne r pla.st1o 

l form expressive of this age . It has been said that the com-

mon denominator of these movements is •tthe attempt of the 

artist who , reflecting all the movements and asp1rat1ons of 

his time, attempts to express himself with the means of his 
2 own day . " 

Thus the approach to plastic expression is based 

fundarn.entally on modern lite. Contemporary culture is one 

whose oh1ef qualities are speed, complexity , and intensity3-­

qualities resulting from the great advances in scientific 

1 arning and the effect of the mach ine in all pha es of life . 

1dvanoes in oommun1eation and tra vel have enriohed sensations 

and every mere there are nevv forms both natural and teohnloa l 

whioh are capable of 1nf'luene1ng plastie expr-ession . Various 

instruments suoh as the miorosoope have revealed new and 

varied forms ; machine fo~, and an invironment of steel 

bridges , conc rete roads , der ricks. and fa ctories with rows 

of maohine made objects in repeating patterns with their clear 

oontours. rigid volumes , and textures or ha rd surfaces , have 

1I b id ., p . ? . -
2uoholy Nagy , The New Vision (New York: w. w. norton 

and Co ., Ino . , 1938) , p.fie:--
3 Cheney , ~ - ill·, p . 20 . 
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produced a new sort of perception and pleasure .. 1 

This environment has produced an ttobjeetivett person­

ality whose first reaction was against the literary and psy­

chologica l content in plastic art which had been produced by 

2 the "romantio 0 personality of the preceding decade . Also , 

since so1ent1f1o learning has destroyed a general vital con­

tact with religion , the tendency of the twentieth century 

carver is toward e. plastic art based on realities of modern 

life and appro.aohed directly and honestly . 3 

The twentieth century produotion of carving has a 

direct link with the past in that it uses the same material and 

techniques . The artist of toc!ay has :profited by a study of 

the past , for , s1noe his purpose has not been eooleotio . he 

has .- been ab le to aohieve a truer perspective and a. greater 

understanding of ast achievements in that he ean see certa in 

pe nent fundamental qualities which are common to all great 

artists and periods . 4 A defini t e kinship may be seen in some 

of the examples of modern oarv1ng with certain past styles: 

less elegant examples of 1 gyptian soulpture., a.rchaio Greek 

sculpture , Byzantine oarving and primitive negro ·wood- ca rvings . 6 

l tawis Mumtord , Teohni os ~ 01vil1zat1on (New York : 
Harcourt , Brace . and Co ., !934), P • 334. 

".) 

~Ib i d . -
3G1edion-Weloker , .2.i.• oit ., p . 7 . 

4oasson , so e Modern Sculptors , P• 17 . 

5oheney , 2J2·• oi t ., p . 280 . 
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In most eases the similarity has resulted not because the 

sculptor has co pied these st yles, but because the sculptor 

has approached h1s problem in the same way. The work ap­

proached directly and with an understanding of material has 

had as its aim the achievement of the most expressive form 

with the simple&t means ; thus in a ll these styles there , is 

a laok of an imitation of nature, an absence of lofty subject 

tter and virtuosity. 1 The difference lies in the l ack of 

self oonsoiousn ss 1n primitive examples of carving as com­

pared with modern examples whioh a.re usually intellectual, 

self oritio l, and indiv1dua list1o . 2 

Tendencies which may be seen in all the various con­

tempora ry approaches a re: an objective approach with emphasis 

on form and organization; s1mplification or natural forms to 

the expression of the most essential qualities , leading in 

some oases to abatr otion and pure geometric forms; also , 

recognition of the ca.pao1ty and limita tion of each of the 

sculptor ' s media . This l ast i mplies an understanding of the 

difference between modeling and o rving and makes the practice 

of translation from one medium to the other impossible . Thus 

it is a common pr1no1ple that the material is a part of the 

work of art . 1he original concept is a stone, a metal , or a 

wood concept ; and the modern sculptor working in several 

2c11ve Bell , Since Cezanne (New York : Harcourt , 
Brace , and Co ., 1 923) , p. 116 . 
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ediums revea l s subtle diff erentiation in hi s results . 1 

Severa l modern s cul ptors who have used wood extensive­

ly and who are representative of the ''honest period .,Z whi oh 

followed Impressionism are Mestrovio , Er i o Gill , Thomas 

Rosandic , and Ernst Barla oh . 3 The Servian , Mestrovio , whose 

work was first recognized 1n the a rt worl d in 1911 expressed 

in contrast to t he egotistic aspect of the Impressionist the 

spirit of his own raoe and age . 4 The qualit ies of h i s work 

suggest the innate Byzantin1sm of his Sl avonic background in 

its great vigor and severity . His styl e i s one of simple and 

controlled lines , a oerta 1n rigidity of pose , convent1onal1za ­

t1on of figures and a t reatment of dr apery formalized into 

patterns of folds which suggest the massive volumes of the 

fo . 5 s they cover . Hi s wood- ca rvings a re trea ted in a direct 

and znasterly manner , the t ool mar ks oreat i ng a rich surf oe . 

In his relief ca rvings , :,[estrovio has followed strict 

rules of r eli ef similar to those seen i n early Greek sculpture . 

'l'hese are : clear and defi n i te ou tline; superimposed fi gures 

receding in definite nd coherent pl anes; and the ovement 

always l a teral, th tis, with no figures advancing from or 

1Helen Gardner , il• ill•, P• ?05 . 

2cheney , ,2_2 . ill· , p . 264 . 

3ce.sson , 22!!!! odern Sculptors , p . 12. 

4 Ibid ., p . 6 . 

5 Ib id ., p . 60 . 
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receding into the baokground1 (Plate XIV) . 

hese rules or r elief are f ollowed in t he work of Erio 

Gill , a n ·"'nglishman . His work , e xtremely i ntellectual, is 

fo rmalized, very unif ied 1n design, and 1\nglo- e.:xon in feel ­

i ng . This l st quo.lity is sugges t ed by t he faces and forms 

which a re English as well as by a a1milarity to ninth a nd 

t enth century Anglo-Saxon carvings wbioh r eveal a profound 

feeling for the decorative val ue of the human figure a nd its 

use interwoven with formal elor.!lents, as well as direct un­

labored manner . 0111 is d1tterent from most modern carvers 

in tha t he sincerely a ttem_pts to base the inspiration for his 

art on religious 1nst1not . 2 

The ood-oa rvings of Ernst Barlaoh , a Ge rman , are d1s­

t inet1ve beca use of t heir stro.ng ma sses of a lmost geometric 

f orm, entirely without ornament. His work reveals an in­

t ensity of reeling . 'I'hey are vigorous in movement a nd 1n t he 

toolin of the s ur fa ce3 (Pla te XV) . 

Anot her trend in style ot wood- ca rving in this century 

may be seen in the h ighly de cora tive styl ized t ype of' vrork 

illustrated by eerta in French soulptors : Jan a nd Joel Martel , 

G. Artemo:rr , ' eole Boulle , Albert Guenot , Celine Lepage , and 

others . Examples of t heir work , illustra ted in a series of 

libid., P • 19 . -
2n1d. , pp . 88•93 . 

3cheney, ~ - ill.·, pp . o , 294 . 
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portfolios, La Decorative Sculpture Moderne, published by 

Henri Rapin in 1925, range from hi ghly formalized trea t ment 

of natural forms to more abstract geometric forms . (Pla te XIX) . 

Several younger sculptors who have used wood ext en­

sively a re three Englishmen : J'ohn Skea.ping , Al an Durst, and 

Richard Bedford; C rl illes of Swedem; and in Am.erioa , 

Robert Laurent, Chaim Gross , and Heinz warneke . Richard 

Bedford a.nd Robert Laurent have experimented with plant forms 

as sub ject matter for sculpture in the round .1 Heinz Warneke 

and Alan Durst have worked with animal forms , 2 Gross with 

acrobatic figures , 5 and Carl Milles is versatile in subjeot 

matter as well as mater1al . 4 

A group of sculptors of various ne.tional1t1es have 

shown in their work the 1nfluenoe of Cubism and its many 

phases , as well as a fad tor primitive negro wood sculpture . 

This group includes such sculptors as Constant in Br anousi, 

Al exander Arohipenko , and Ossip Zadki ne {Plate XVIII). 

Brancusi's work may be used a s an example of the 

tendencies or this group . 5 First ot all , one notes the ab­

stract torm and the importa.noe ot material . When he works in 

1oasson, Scul pture of Todai , p . 26 . 

3 ncha1n Gross," Ame riQan Magazine~ !tl, December , 
1938 , p . 697 . 

4oasson , s culpture 2! Toda 3!:, p . 28 . 

5Nagy , .2R• cit ., P • 14'7 • 
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wood he keeps t he organic shape of the tree and emphasizes 

the gr a in and other qualit ies pa rt1oula r to wood (Plate XVII . 

In contrast , when he ca rves in marble , he emphasizes the 

smooths tiny t exture in smooth egg- like fo rms . 1 

Charaoteristios of the work o~ Alexander Archipenko 

are his use of the optioa l illusion produced by concave sur­

faces and t he substitution or voids for solids . 2 

Anothe r oontemporaqr influence is t he t eaching of the 

Bauhaus . This Germ.an school was el iminated from Germany by 

the Nazis . Its teachers and students have scattered over the 

world and are now holding many important positions in eduoa ­

tion and production . The ~pirit of this group has become very 

influential in a rt education throughout t he worid . 3 

One of the chief a i ms of t his sohool has been an a t ­

tempt to establish a better contact bet ween art and life . I t 

is the ir desire to produce dea1gners and craftsmen who will 

serve a d.etin1 te a-nd profitable function by furnishing the 

community with new ideas and useful produots . 4 

The t r a ining of the Bauhaus i s based on a baokground 

of' experienoe ~1th ma terials; tact ile exercises and sensory 

tra ining , soientific hys ioal analysis of ma t eria ls, and 

1 1umrord , 2.£• .ill·, p . 336 . 

2Nagy , 2.2· cit ., p .. 20 . 

3 Ib1d . 



exercises in surface treatment of a single materia l with 

different tools . 'Iheir theory of training a l so includes the 

use of the machine as a. tool .; thus , tra ining in the various 

handicrafts is comb ined with the use of basie machines ot the 

various industries . 1 

In contrast to the personal touch in wood- ca rving 

produced by hand , the result of wood decorated by machinery 

implies such terms as precision , oaloulo.tion , and flawless­

ness . 'l'hese qualities and standards ot perl'ection will 

possibly have much influence on contemporary designers, but 

the work that is produoed by machinery still lacks the qual ity 

and appeal or something done by hand . As Mr . Mumford says: 

Very frequently , in machine rork , the -best 
structure is forfeited to the mere conveniences of 
production: given equally high standards of per­
formanoe, the ma chine oan often no more than hol d 
its own 1n oompetition with the hand product •••• . . . . . . . . . . . . . . . •· . . . . . .. . . . . 
Ul ti.mately it is to the h'Unlan organism that we must 
return to achieve the final touch of perfeotion . 2 

2 tum.ford, 21• ,ill_., p. 359 . 
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CHAPTER V 

THE DESIGN AND EXECUTION OF TUE 1• OD CARVING ON THE 

FURNITURE Di THE - LITTLE- CifAPEL-IN- THE--WOODS 

The problem of designing and executing the wood-onrv­

ing on the furniture for the L1ttle- Chapel-in-the- ~oods con­

sisted of creating suitable enrichment for the pulpitt lectern, 

a nd pews . These pieces ot furniture were designed by the 

aroh1teot. It was neoessary to make the ca rving suitable to 

these various pieoes and to t he building or which these fur­

nishings are an i ntrinsic part . 

The following considera tions were made in order that 

the carving mi ght be related to its environment . First, the 

soa le and the amount of carving were planned in rel tion to 

the style nd the so l e of the building . Second, the sca le 

of the ca rving was planned also in proportion to the size and 

the differing shapes of the pieoee to be carved. Third • the 

pos ition which the ca rving 'WOuld f inally oooupy in rela tion to 

the plaoing or t he furniture in the buil ding wa s oonsidered 

in view of t he etteot which diste.noe and the conditions of 

l ight have upon the appearance ot wood-carvi ng . Fourth, in 

the creation or the patterns the other decorative features 

al~eady established were also considered: the staggered geo­

metric designs of t he windows , the texture ot the saw-pierced 

45 
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etal light fixtures , and t he altar with its panels of oon­

centrio squares whi ch had been ca rried out by mill-work . 

The ethod of designing was tha t of cutting patterns 

directly in wood ; it was f elt that this approach would result 

in patterns consistent with the oharaoter of the medium • 

.Also. by outt1ng patterns in scraps of wood and plac i ng these 

i n approxima tely the position in 'Which they ould finally be 

out , it was possible to see the gener al effect of light and 

sh& e sought after and to estin.uate the depth of ca rving t hat 

would be most effec tive in the light i n the Chapel . It was 

found t hat o rving is essentially a matter of wo r ki ng with 

11 ht, tor 1t is light falling on one pl ane and casting 

she. owe on another whioh reveal s the pattern . 

This proaoh of designing directly in wood served the 

purpose of acquainting the carver with the handling of the 

tools to be used and their atreot in relation to the oha r a oter 

of the wood of which the furniture was constructed. Beechwood , 

t he wood ohosen, was found to be a hard wood with a compara­

t i vely tine and. even gr a in. Its g_ua.lity was felt to be best 

displ a yed by a olean clear-cut stroke of the tool . Aocord• 

i ngly , the oa rving h s been f inished wi th the t ools r a ther 

than with an ab r asive suoh as sandpaper , and the tool ma rks 

show to some extent . This finish was mai ntained not only as 

bei ng in keeping with the character of the rood but a lso as 

bei ng consistent wi th the method by whioh the ca rving was 

produced, 
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The t ype ot design dooided upon is geometric. The 

style of carving is simila r to the ty_e known as ohip carving , 

whiob consists of a pattern preserved by ridges . These ridges 

are left by outting wood away on either s ide of a shape whioh 

is generally geometric in form. This style or carving is 

part1oula rly adapta ble to the creation of rich textures. 

The pulpit waste first piece of furniture. to be 

oa.rved . 'Ihe ca rving consists of t wo horizontal bands one 

nea r the top and one near the bottom ot t he octagona l pulpit 

(See Plate XX). Eaoh ban 1s composed of a six inoh strip of 

geometric pattern and a strip one inoh wide. The wider strip 

is me.de of interseoting stra i ght lines. The na rrow strip is 

formed of two triangular grooves one-half inoh from the wider 

strip . I.t was out to stabilize the zig-zag edge of this 

wider pattern and to :repeat t he dark line produced by the 

i nset or t he base and the narrow inset between the side 

panels and t he top ot the pulpit (See Plate XX, "a" and "b") . 

The panels w 1ch orm the seven sides vary in width and are 

clearly divided at t he corn·ers by heavy vertiole mouldings 

as illustra ted. The etfeot tha t would be produced' by break­

ing the pattern a t uneven intervals at these corners was 

considered in planning the design .• 

The carving on the lectern is on the two s1dea of the 

roughly trian gu:Lar wedge-shaped sha:f't . T·h1s shaft which 

tapers from the top to t he bottom supports a slanting desk­

like top . he sides of the shaft are formed by t wo t hiok 
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tapering boards which are joined at about a forty-five degree 

angle . These sides meet in suoh a way tha t a deep trian ula r 

groove is pro uoed down t e front of the shaft (See Pl ate XXI) . 

The c rving covers the whole s i de of the shaft except for one 

inch r gins a t t h front arid back . The pattern was designed 

to harmonize ifi th th.at on t he pulpit and yet to achieve a 

v riety of ttern . The design is made of stra i ght vertica l 

grooves to repea t the groove i n the oonstruotion or the shaft 

and of olroula r shapes . 'rhe areas of the pattern increase in 

proportion to the t ape r of the base . The depth of the curving 

a l so 1noreas s as it ne r s the top whe re t he a r eas become 

broader . This was done in order tha t t he same degree of dark 

and light would be mainta ined t hroughout. 

The ca rving on the pews 1s oon:f1ned to horizonta l 

bands two and one-half inches in width. These bands a re one 

i nch from t he tops of the rectangul ar ends of the pews . The 

pew ends are thir ~y- three i nches t a ll and sixteen inches in 

width . The band of carving is on a three and one- half i nch 

horizonta l board which finishes t he top of the pew end ( See 

Pl ate XXII) . The geometric designs a re similar to those on 

the pulpit and leotern . Eaoh of the designs is different , 

althou h , t e pa tt ms a re of tro general types-- those made 

of shapes with ourved edges and those made of shapes with 

stra i ght edges . The texture and space division in all the 

des i gns a re similar . '.I'his limitation allows a. va riety of 

ovements- in t he border s and yet ma intains a feeling of unity 

down the whole line ot pews . 
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The variety of patterns used in the enrichment of the 

pulpit , lectern , and pews was kept consistent with the material 

from which they were ma.de by rorking them out from the very 

beginning in wood . The style and scale of the patterns were 

determined by what was felt to be most appropria te to the style 

and scale of the building , to t he other decorat ive features 

which had been established , already , and to each of the pieces 

ca rved . The depth of the ca rving is about three- eights of an 

inch on the pulpit and lectern , and one-fourth of a n inch on 

the pews . These depths were determined by the necessity of 

contro l ling the slant of the planes in order to pro uce a rich 

dark and light pattern. This problem was considered by ob­

~ervin t he ca rving in relation to its scale , the distance 

from w·11oh it is seen, and the effect of the specific light in 

t e Chapel on t e carving . The surface of the ca rving which 

is left with t he tool marks showi ng has a slight polish re ­

sulting from the outs of the sharp tools . The polish is 

he i ehtened by the use of a wood fi ller and wax on the furni­

ture to preserve the wood , as well as to add to its beauty . 

A surface of tool mar ks , a dull pol ish , and a natural finish 

seemed most consistent with the other f eatures of the Chapel. 

Thus , in executing thi s project , the wood- ca rvi ng on 

the pulpit , lectern , and pews of the Litt l e- Chapel - in- the­

Woo s , the primary a i m was considered at all times--that of 

creating an enrichment that is suitable to i t s function and 

in armony with its envi r onment . 



PLATE I 

PANEL OF HESI RE ., AN EGYP'T'I AN 'T OMB RELIEF , 

2800 B. 0 . 

(Schafer , Hei nrick and Andr ae , Walter. 
Die Kunst des Alten Orients . 
Propylaen:Verlog zer Berlin , 
1925.) 
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PLATE II 

ROMJ,.NES Q,UE WOODEN CAPITAL 

(Alan Durst , ~ -ca rvin~ . 
London: The Stu io 
Ltd ., 1938.) 
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PLA'.I'E II 

ROMANESQUE ·. OODEN CAPITAL 

(Al.an 'l>urst • .!22!-carvin~­
·tondon: Tlie Stu io 
Ltd., 1938.) 
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PLATE III 

DOOR OF CRUROH AT VALTHIOFSTAD , ICELAND 

An example of Soandinavian wood­
carving dating from the middle ages . 

(Hasluok , Paul N. Oas_sel ' s Wood- oa rvint • 
Philadelphia : Dav1rnxiy, 19 3 . ) 
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PLATE IV 

EXAMPLES OF CARVING BY PR ITIVE PEOPLE 

Figure 1 . An African Negro fetish . 

Figure 2 . An example ot Polynesian 
ca rving from Moari . 

(Sydow. Die Kunst der Naturriolker und 
d~Vorzeit-:--Berlln: Propylaen 
Kunstgesohiohte , 1926 . ) 

66 



Pl-AT£ IV. 
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fis. 1. r.8. z. 



PLATE V 

DETAIL OF EGYP'r MOB.I lADAN r ooD - CARVING 

This panel, carved in the thirteenth 
century . illustrates a typical use of geomet­
ric panels , moldings, and carving in a r abesque 
patterns 1n the oonstruotlon of doors , screens, 
and ceilings 1n Yoha.:mmadan mosques and palaoas . 

(Kowalczyk, George. Decorative Sculpture. 
New York: E. Weyhe, 192?.) 

: 
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PLATE V. 



PLATE VI 

GOTHIC 'fADONNA A~1) CHILD OF TWELFTH 

CENTURY WORKUA.NSHIP 

(Inte rnational Studio, LXXXVIII (Oct . 
1927 ). 22 .) 

60 



PLATE VI. 



PLATE VII 

FOURTEENTH CENTURY GOTHIC WOODCARVD{G 

Figure 1 . Pew ends from Evreux ands . 
Beno1t-sur- Lo1re . 

Figure 2. Jisercordes from the stalls 
of Amiens . 

(Arthur Gardner, edieva+ Sculpture in 
France . Cambridge : The Un'Iver­
slty Press , 1931 .) 

62 



PLATE Vl I. 

Fig. 1. 



PLATE ll 

ITALIAN RENAISSANCE WOOD-CARV G 

Figure l . St 11s of San Pietro or 
Perugia 

Figure 2 . A sixteenth century ohest 

(Ochubring , Paul . Die Kunst der 
Hoohrenaiosiiice in Ita!Ien . 
Berlin: Propylaen Kunst­
gesohiohte , 1926 . ) 

66 



PlATf IX. 

t=ig. 1. 
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PLATE X 

PANI!.L OF TF..E DOORS OF ST . l.1hCLOU , ROUEN 

This panel , carved in 155? , is an 
example 0 1 French ena1ssance wood-ca rving . 
It illustrates the use of the strap-work 
and other enaissanoe motif . 

(Evans , Joan . Pattern in Western EuroTe . 
Oxford: Clarendon Press , 193! . 
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PLATE X. 



PLATE XI 

SEVENTEENTH CENTUHY RNGLI SH CHEST 

(Cescinsky, H. and Gr ibble, E. R. Earlz English 
Furniture and Woodwork . Vol . I . London : 
George Routlo.dge and Sons, Ltd. , 1922 .) 

70 



PlAlE. XI. 



PLATE XII 

A l 'IRROR FRAME nT Ln~ WOOD BY GRllIT,ING 

GIBBONS , CIROA 1690 

(Evans , Joan . Patterns in #estern Euro}e . 
Oxford : Clurendon Press , 1931 . 

72 



PLATE XII . 



PU XIII 

ALTJ RP ;,CE IN ST . PAULS CHURCH , CHIC GO , 

BY I . KI HCID YER 

(International Studio , LXXXV (19 26) , 54 . ) 

74 



PLAT[ XI ll. 



PLATE XIV 

RELIEF BY IVAN SIROVIC 

(Europa , Nova . Ivan iestrovie . Zagreb , 1933 . ) 

76 



PLATE. XIV. 



PLATE XV 

FIGURE BY LRNST BARLACH 

78 



PLAT£ 1 ·,rv, 



PLATE XVI 

FIGURE " WOOD BY OSSIP ZADKINE 

(Durst , Alan . Wood- oarving . 
London: The Studio , Ltd ., 
1938 . ) 

80 



PLATE XVI. 



PLATE XVII 

ABSTRACT SCULPTURE IN WOOD BY CONS'l'i- T BRA rcusr 
(Nagy , Moholy . The New Vision . New York: w. w. 

Norton aiidco ., lnc ., 1938 . ) 

82 



PLAT[ XVI I. 



I 

• 

PLATE XVIII 

APPL QUE RELIEFS BY BAINBRIDGE COPNALL 

These reliefs illustrate a con­
temporary use of wood-ca rving as a part 
of interior decoration. 

(Casson , St anley. Sculpture of Today . 
London: The Studio Ud ., 1939 .) 

84 



PLATE XVIII. 



PLATE XIX 

SECT ION OF CARVING IN A MODERN FRENCH CHAPEL 

BY POLOGNE 

(Rapin , Henri . La SculEture Decorative Y.~oderne . 
Paris : On. oreau , 1925 .) 
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PLATE XX 

WORKlNG DRAW - m OF THE PULPIT 
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PLATE XXI 

WORKING DRA~'lI NG OF THE LECTERN 
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FLA.TE XXII 

WORKI NG DRAWI NG OF A Pl!."W 
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PLA'l1E XXIII 

PHOTOGRAPH OF THE PULPIT 
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PLAT£ XX 111. 



PLATE XXIV 

DETAIL OF CARVING ON THE PULPIT 
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PLATE XXIV. 



PLATE X:XV 

PHOTOGRAPH OF THE LECTERN 
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PLATf XXV . 



PLATE XXVI 

DETAIL OF CARVlliG ON THE LECTERN 
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PLA:fl XXVL 



PLATE XXVII 

PHOTOGRAPH OF THE PEWS 
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PlATE XX VII. 



PLATE XX.VIII 

THE CARVING ON FIVE OF THE PEWS 
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"PLATE XXVII I. 
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