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Experiences in life often grow us and define what 
we become. But certain attitudes and ways of liv-
ing create who we are. I can easily pinpoint various 
times and events throughout my life that steered 
me toward a somewhat curious life. This is the story 
of how I went from being a shy but adventurous girl 
to discovering woodcarving as a way of life.

My mom, the second oldest of seven children, 
was born to a conservative Calvinistic minister with 
a small church in Denver, Co. My dad was the oldest 
of 13 in a hardworking Dutch farm family in Iowa. 
They married just out of college, and within seven 
years had a brood of five rambunctious children.

Dad, even as a young 
man, dreamt of building a 
sailboat and traveling the 
world. Perhaps he imag-
ined the seafaring adven-
ture stories of his youth, or 
maybe he just thought it 
would be an opportunity 
to see the world. He was a 
man of few words, so it was 
often a mystery as to why 
dad did some of the things 
he did. But he was going to 
achieve his dream of build-
ing, traveling and living on 
a boat … and his wife and 
five children aged 4 to 11 
(I was the 4 year old) were 
going to join him. My par-
ents saved every penny 

and headed toward their dream. At the time, my 
dad was working as a systems analyst – a first-gen-
eration computer programmer. I remember long 
lengths of paper tape with multiple holes in it that 
we had a lot of fun with (as frugal as my parents 
were, we had to be creative with our toys). 

Dad started building our 50' trimaran in the 
back yard of our home in West Chicago, Ill., in the 
evenings and weekends. Trimarans consist of three 
complete boat hulls joined together, with the larg-
est hull in the center and two smaller hulls on either 
side. Curious neighbors would ask why my dad was 
building three boats. Was he expecting a flood? In 

Foreword

The “brood.” I am the one with ponytails sitting on dad’s lap.
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his quiet, humorous Dutch way, Dad let them guess 
for a while. 

It took three years of hard work, discipline, count-
less focused hours and all of our family’s resources 
to build dad’s (and now the family’s) dream. When 
the boat was finished, dad christened it “Pilgrim,” 
a name he chose after being touched by a sermon 
where the minister spoke of life being a day-to-day 
journey or pilgrimage. The minister expressed that 
if we live too much in either the past or future, we 
forget to experience the “pilgrimage” or “now” of 
life. Dad was deeply moved by that sermon and 
whether he realized it or not, this pilgrimage of his 
started all of his children on a course of unique and 
adventurous lives. 

Where some have created a wall in their life that 
says, “here and no further,” dad taught us that it 
was OK to step over that wall and see what was on 
the other side. What touches me deeply to this day 
is that dad was not trying to prove anything to any-
one through this adventure. Dreaming is one thing, 
but living that dream is so much more. He taught us 
not so much with words, but by how he lived.

The next year was spent experiencing the “live-
aboard” boater’s life, enjoying the scenic river 
towns while traveling the length of the Mississippi 
River. Then we sailed to the Bahamas, visiting and 
exploring both inhabited and uninhabited islands. 
The early ’70s were a unique time to live on the 
water as many fellow boaters were hippies who had 
dropped out of society. From my 4-year-old van-
tage point, life was very curious. I remember a man 
with his long hair and a beard, rowing by our boat 
stark naked. (Is it possible to get this image out 
of my head?) After a while, nothing in the boating 
world seemed out of the ordinary. I just hope the 
man remembered to put sunscreen on.

We returned from this wondrous trip, adjusted 
to a “normal” life on land and within seven years, 
dad got the boating bug again. He, along with 
our uncle Don, built another boat: Pilgrim II, a 54' 
motor-sailer. By this time we had reached the won-
derful teenage years. How my parents survived on 
a boat filled with five smelly teenagers for an entire 
year escapes comprehension. 

On our second boat trip I was older and 

Pilgrim II, a 54' motor-sailer.

My sister Ilene and I in our bleach-blond island girl 
mode.

remember much more. We spent another year living 
aboard, and I cherish memories of exploring more 
islands, snorkeling in crystal blue waters, catching 
fresh fish and throwing my brattiest brother over-
board when my sister and I thought he deserved it. 
Some islands we visited were uninhabited, and our 
five young imaginative minds lived our own “Gilli-
gan’s Island”... I mean “Van Abbema’s Island.” 

Because the boater’s life was our day-to-day 
existence, it became normal. We were not immune 
to the typical problems that arise in family life – 
teenage woes, the stress of living closely together 
and the Spam-inspired doldrums of eating it and 
canned corned beef day after day. We may not have 
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recognized it or appreciated it as teenagers, but 
our boating adventures taught us that life is to be 
experienced, and dreams are to be lived. 

And that story leads to how my hands learned 
to think.

With the wandering spirit instilled in me as 
a young child, my head was filled with dreams of 
travel and adventure. During my second year in 
college I spent an amazing semester studying in 
London. Much of my time was spent exploring its 
museums, grand cathedrals and glorious architec-
ture. My mediocre grades proved I was not a great 
book student, but London’s sidewalks became my 
school, and my textbooks were its historic build-
ings. After completing my semester of study in Lon-
don, I spent an adventurous month backpacking 
across Europe and becoming even more enchanted 
with the carved details found in the historic art and 
architecture. The seed of desire to learn carving 
was solidly planted.

When I returned to Minneapolis, I began to 
search ways to learn woodcarving. I did not want 
to learn just any woodcarving; I wanted to learn 
how to carve the beauty I had been captivated by 
throughout Europe. 

For $5 at a garage sale, I bought a beginning 
woodcarving and whittling book, plus a large 

curved gouge and a heavy rubber mallet. I picked 
out a project from the book and dove in, teach-
ing myself woodcarving using a salvaged piece of 
wood from a pile of my neighbor’s construction 
debris. The project I chose was to carve a mask of a 
man’s face. Despite that my carving gouge was dull, 
the wood was dense and splintery, and that I didn’t 
have a clue what I was doing, I completed my first 
carving project and it looked somewhat like a man’s 
face. The only reason I was able to achieve what I 
did was that my mallet was massive and my deter-
mination equal to it. Perhaps a butter knife would 
have been a better tool. My first attempt at carving 
taught me that if I wanted to carve anything close to 
what I saw in Europe, I would need to find a teacher.

Where to start? I looked in the Yellow Pages 
under “Woodcarving” and discovered “Artistic 
Woodcarving Studio.” “Art” and “woodcarving” 
sounded exactly like what I was looking for. I called 
and spoke with Greek master carver Konstantinos 
Papadakis. After explaining my desire to carve, he 
invited me to his workshop, and from the moment 
I walked in I was in awe. I tried not to blink for fear 
of missing some amazing detail. I was consumed 
by the wood smell, the carving tools lying amongst 
the workbenches, the half-finished carvings hang-
ing on the walls or sitting in corners or clamped to 
benches. I knew this was my world.

Mr. Papadakis began his training in Greece as a 
boy of 12. Like many young European men learning 
a trade, he spent years studying as an apprentice, 
then progressed to a journeyman, after which he 
was respected as a highly skilled master carver. I 
wonder if I would have made the best career choice 
if I were required to make a life-long decision at the 
age of 12. I doubt it, as I seem to remember wanting 
to be an Olympic gymnast at that age.

Within months of studying with Mr. Papadakis 
two nights a week, it seemed that every moment of 
my day was consumed with thoughts of woodcarv-
ing. I was happily obsessed with this new art, as an 
amazing and exciting new world opened to me. I 
discovered something that I truly loved to do. Every 
aspect of this work – from designing it, to learning 
its tools, to exploring forms and shapes in wood – I 
loved it all.My first carving project.
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As Mr. Papadakis learned the “old world” ways 
of carving as a young man in Greece, these were the 
techniques and styles he graciously shared with me. 
I learned to carve various styles of classical Euro-
pean carving, but focused primarily on the Byzan-
tine style that is often seen adorning the interiors of 
Greek Orthodox churches. 

In an attempt to be a responsible citizen and 
have a “real” job, I spent several years studying 
graphic arts and design. This paid the bills and put 
food on the table while I became engrossed in my 
new love of woodcarving.

While working as a graphic artist, I focused 
every minute of my extra time to learn carving. As 
time went on, my day job became less interesting 
as I found myself drifting off, daydreaming of the 
carving designs I had waiting for me when I got 
home. There were clear signs that I was becoming 
obsessed. Sometimes when I was having conversa-
tions with people, I would catch myself studying the 
details and shapes of their faces and taking note 
of what tools I would use to carve that particular 

Byzantine carved icon stand, carved by Mary May.

Byzantine carved icon screen, St. Dionysius Orthodox 
Church, Athens, Greece.

feature. I knew I was going down a path of no return.
Restless and eager to carve full time, I tried to 

discover a way to make that a reality. The sensible 
side of me said, “That is so irresponsible to give up 
a lucrative, secure job and to jump into an unknown 
dream.” But my not-so-sensible (and more influen-
tial side) said, “Why not?” As I was pondering when 
and how to make this major change in my life, the 
decision was made for me. I was laid off from my 
job. I even got severance pay. 

After Mr. Papadakis generously shared and 
passed on his carving skills to me for three years, I 
thought it time to venture out and learn more and 
different techniques from other masters. To give 
me his blessing on this new venture, Mr. Papada-
kis connected me with a third-generation carving 
shop in Athens, Greece. It was a workshop where 
he first worked when starting his carving career. I 
traveled overseas again to the studio of Theofanis 
Andravidiotis and learned and worked alongside 
several Greek master carvers and their appren-
tices for three months. The workshop was famous 
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for its carved interiors of Greek Orthodox churches 
in two classical styles: the Byzantine and Cretan (a 
style similar to Rococo and Baroque, also called 
Barocco). I spoke just enough Greek to lose an 
argument with a taxi driver and to recognize when 
I was sworn at by others in the workshop, which 
fortunately was not frequently. The other carvers 
must have thought it peculiar for a young American 
female to work in a traditional all-male workshop 

in a foreign country. I enjoyed the unique learning 
experience, so the environment was all part of the 
adventure. The workday consisted of starting pre-
cisely at 8 a.m., taking a break for thick, Greek cof-
fee and tasty pastries around 10 a.m. and stopping 
for lunch at 1 p.m. After lunch we rested, started up 
again at 3 p.m. and continued until 7 or 8 p.m. They 
were long days, but it was fascinating to work as 
carvers have done for countless generations. 

After my Greek adventure, I returned to London 
with a desire to study with more and varied master 
carvers. I attended City & Guilds of London Art Col-
lege, focusing again on traditional classical carving 
designs and techniques. For three months I studied 
with several highly talented woodcarving instruc-
tors. During this period, I continued to spend time 
studying and absorbing the multitude of carved 
details of historic buildings throughout London. I 
also drank a lot of tea and feasted on deep-fried fish 
and chips wrapped in newspaper. I love England.

While I was studying in England, I jumped at an 
opportunity to work as a stone carver in Malaysia. 
You can read the full story of this in Chapter 10.

After so much traveling, learning and studying, 

it was time for me to settle down, stay in one place 
and focus on what I hoped would become my 
career: that of a professional woodcarver. I settled 
in an area that I thought would appreciate and rec-
ognize the type of work I do because of the historic 
nature of the city: Charleston, S.C. That was where 
I met my wonderful and patient husband, Stephen, 
who built a cozy carving studio for me. It is my sanc-
tuary, and I spend countless hours joyfully lost in my 
carving world. The fateful story of how Stephen and 
I met is shared in Chapter 5.

The early part of my career was spent happily 
sequestered in my workshop to carve commissions 
for architects, furniture makers and designers. This 
time was spent fine-tuning the techniques and skills 
I had learned from the European master carvers. I 
was content to continue working in this secluded 
and isolated way, but life had other plans.

The next stage of my carving journey brought 
me out of my quiet workshop and dragged me kick-
ing and screaming to once again socialize with my 
fellow man. Several members from the Society of 
American Period Furniture Makers (sapfm.org), a 
wonderful organization focusing on all aspects of 
traditional period American furniture, discovered 
that I carved furniture details in this style and asked 
if I would be willing to teach a class on carving the 
ball-and-claw foot. I reluctantly agreed, but I’m 
so glad I did. Since that time, the exciting world 
of teaching and sharing woodcarving has opened 
wide and has been yet another amazing journey for 
me. It was time for me to step out, get past being a 
wallflower and share what others had taught me. I 

Carving detail I made while working at the workshop of 
Theofanis Andravidiotis, Athens, Greece.

St. Paul’s Cathedral, exterior limestone carved detail, 
London, England.
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My workshop in South Carolina.

had been perfectly happy making chips in the soli-
tude of my workshop, but now it was time to share.

I was pleasantly surprised to discover that shar-
ing this art was fun. As I began to teach at wood-
working clubs and schools around the country, my 
“shyness” quickly disappeared as I discovered how 
many people had a desire to learn. It’s exciting to 
see the look on students’ faces as they grasp diffi-
cult concepts such as “carving with the grain.” When 
they share their completed carvings, it is rewarding 
to have been a part in their carving success.

Traveling and taking classes at different loca-
tions can be challenging for many people for any 
number of reasons. My ultimate desire is to make 
this art available to all, and as I recognized the 
difficulty for some to attend in-person classes, I 
started “Mary May’s Online School of Traditional 
Woodcarving.” Students with access to the Internet 
are now able to learn carving from their home and 
workshop. Starting with a single standard-definition 
video camera, we have grown to three high-defini-
tion camera angles, and my son, Caleb, is now my 
video editor (so I have time to do other things, such 
as write books). The carving topics range from sim-
ple beginner lessons to highly detailed ornamental 

carving, and a new video 
is added each week. The 
video lessons are virtually 
“real time” without much 
of the process removed. I 
even leave the mistakes in 
so that students can learn 
from me before making 
their own “oops.” I have 
been asked whether I will 
ever run out of carving 
topics to teach, and the 
answer is a definite “no.” 
I am eager to discover the 
new directions my school 
will lead.

With my parents intro-
ducing me to such an 
adventurous life at a young 
age, I recognize now how 
those experiences pre-

pared me. They taught me to be unafraid of liv-
ing my dreams and that seeking a dream is a way 
to a fulfilled life. Some people have commented, 
“You’re so lucky to have a hobby that has turned 
into your career.” I feel fortunate, but I believe it is 
far more than luck, as I see the hand of God in every 
opportunity that came my way. I am excited to see 
what my next adventure is.

Mary May
August 2017
www.marymaycarving.com/carvingschool
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D istractions are everywhere, and I find the ideal writing environment 
is to get away from the normal daily routine and escape to a sort 
of “writer’s retreat.” Earlier in this book writing journey, I had an 

opportunity to hide away in a secluded hotel room for a few days while my 
husband attended a class. The hotel was a standard chain type often situ-
ated just off interstate exits. There was nothing fancy about it, but it offered 
the perfect atmosphere where I could concentrate with few interruptions. 
At one point as I was writing about how frequently the traditional acanthus 
leaf shows up in our everyday lives, I took a moment to rest, leaned back in 
my chair and allowed my eyes to roam around the small hotel room. I was 
taken aback with what I saw. In this small, modest hotel room, I found five 
different examples of acanthus leaves. The lively designs on the curtains 
had twirling acanthus leaves intermixed with a floral and paisley design. 
There were two matching lamps on the night stands, each with acanthus 
leaves spiraling up the round metal bases. A full-length mirror had boldly 
carved acanthus leaves repeated along its edge. Even the carpeting had 
a stylized, scrolling pattern of acanthus leaves spiraling along the surface. 
These leaves truly are everywhere! 

Sitting in a modern hotel room surrounded by examples of this histori-
cal leaf encouraged me to keep writing. It’s as if they were saying, “We’re 
relying on you to get the word out about us.” When leaves begin talking, 
it is probably a sign to get out of the hotel room and get some fresh air.

ACANTHUS EVERYWHERE



FIG. 1.1  The 
acanthus leaf 
offers endless 
variations as the 
multiple lobes 
bend along a 
center stem.

Generations of young piano students have 
learned to play the Chopin études, painting stu-
dents study the genius of Rembrandt and aspir-
ing furniture makers learn to hand-cut dovetails. 
For woodcarvers, notably those focusing on clas-
sical Western ornament, there comes a time they 
will inevitably encounter the acanthus leaf, learn it, 
master it and incorporate it into their own designs.

The long history of the acanthus leaf in decora-
tive arts and architecture can be traced to ancient 
Greece. It was embraced by the Roman Empire, 
passed through the Byzantine Empire and the Mid-
dle Ages, and was rediscovered with a new vitality 
during the Renaissance and Baroque periods. It has 
remained through the years as perhaps the most 
commonly carved decorative element throughout 
history. Students of classical, Western ornament 
will discover that learning how to design, shape 
and incorporate this motif into their designs is a 
true rite of passage. Whether a professional wood-
worker, architect, hobbyist, designer or one simply 
captivated by classical design and ornamentation, 
there is much to discover about this mysterious and 
enduring leaf.

THE INSPIRATION: A REAL PLANT
The acanthus plant is a real plant that grows wild 
in the rocky hills, woods and grasslands of south-
ern Europe, but can also be seen in Asia and 

The Acanthus Leaf: A Rite of Passage  
for the Classical Woodcarver

Why Has the Leaf Endured?
The beauty and versatility of the acanthus 
leaf is likely what has kept this traditional 
motif fresh – even after nearly 2,500 years. 
There are two basic forms of natural leaf 
design – those where the leaf segments radi-
ate from a center point (the palm, maple, ivy 
or grape), and the elongated shape where 
the leaf segments bend along both sides of 
a center stem (the acanthus and oak). This 
longer, segmented-shaped leaf encour-
ages countless variations of design, as art-
ists through the ages have taken this natural 
motif and carried it to new and exciting pos-
sibilities. The endless possibilities of curve 
and movement have added warmth and flow 
to architecture, furniture and ornament.

1
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FIG. 1.2  Acanthus mollis detail. Photo by Buck 
Woodward.

FIG. 1.3  Acanthus mollis. Photo by Buck 
Woodward. 

The Real Leaf
Take the time to familiarize yourself with the real 
acanthus leaf then study the stylized carvings 
throughout this book and elsewhere. You will 
see that some of the carved designs closely 
resemble the real leaf, as illustrated in the pho-
tos of the carvings above, but quite often, the 
stylized, decorative leaves created by human 
hands have little resemblance to the real plant. 
The acanthus leaf is rarely seen as an individual 
feature in its own right, but is often used as a 
supportive design for more prominent decora-
tive features. This ornament is often overlooked 
as a design element, and it is only when you 
begin to study this feature that it becomes a 

FIG. 1.4  Carving of a realistic acanthus leaf in Italian 
marble, Church of Santa Maria Assunta of the Badia 
Fiorentina, Florence, Italy. 

FIG. 1.5  Carving 
of a realistic 
acanthus leaf, 
basswood, carved 
by David Reilly.

more recognizable, decorative element. 
There are many theories concerning the sym-
bolic meaning of the acanthus leaf. It is believed 
to have symbolized enduring or recurring life. In 
ancient Greece, the acanthus leaf represented 
life emerging from death. This is likely from an 
observation of the plant’s lush foliage against the 
dry, rocky landscape of its Mediterranean home 
and the probable inspiration for the myth con-
cerning the origin of its use on Corinthian capi-
tals, as explained later in this chapter. Through 
Christianity, the meaning shifted to represent 
the belief in resurrection, while the thorns of the 
acanthus plant also represented sin.
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Africa. There are about 30 species of this herba-
ceous perennial from the genus acanthus. The 
word “akantha” means thorn, thistle or spine in 
Greek. Two specific species have inspired design-
ers throughout the centuries and are thought to be 
the acanthus spinosus and acanthus mollis, some-
times referred to as “Bear’s Breach” or “Winchester 
Acanthus.” They resemble a thistle with large, shiny, 
deeply lobed and pointed leaves and produce long 
spikes of white or purple flowers. The plant that has 
inspired countless architects and designers since 
the 5th century B.C. is sometimes considered an 
invasive plant today.

Readily available in many garden centers, the 
acanthus plant can add a unique beauty to land-
scaping environments and thrives in mild, sub-trop-
ical climates. An attempt to grow an acanthus plant 

FIG. 1.7  Wrought 
iron window 
grate, Wells Fargo 
Bank, Broad St., 
Charleston, S.C.

FIG. 1.8  Embroidered pillow, Savannah, Ga.

FIG. 1.6  Stained glass over door, First Scots Presbyterian Church, Charleston, S.C.

in my own garden caused me to realize I should 
focus on woodcarving and leave gardening to oth-
ers. The plant grew beautifully for a season, but that 
was it. I have no concern about the acanthus plant 
becoming invasive in my garden. 

This book’s focus is on woodcarving instruction, 
but is not intended to be limited to just carvers. 
Each chapter shows how to draw a particular style 
of leaf as well as instructions for carving them in 
wood. By learning the basic elements of its design, 
anyone can learn to add this important historical 
element to a piece of work – architects, furniture 
makers, tapestry and embroidery designers, stone 
carvers, metal and silver smiths, jewelers, ceramic 
artists, printers and typographers. On these pages 
are a few examples of where the acanthus leaf is 
seen in the design world.



The Acanthus  
in Medicine
The acanthus leaf was believed to 
have its uses in herbal medicine. 
The following are quotes from “The 
English Physician” (1652) and “The 
Complete Herbal” (1653), by Nicho-
las Culpeper:

“The leaves being boiled and 
used in clysters, is excellent good 
to mollify the belly. The decoction 
drank inwardly, is excellent and 
good for the bloody-flux.

“The leaves, being bruised or 
rather boiled and applied like a 
poultice, are excellent good to unite 
broken bones and strengthen joints 
that have been put out. The decoc-
tion of either leaves or roots being 
drank, and the decoction of leaves 
applied to the place, is good for the 
king’s evil that is broken and runs; 
for by the influence of the moon, it 
revives the ends of the veins which 
are relaxed.

“There is scarce a better remedy 
to be applied to such places are 
burnt with fire that this is, for it 
fetches out the fire, and heals it 
without a scar.”
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FIG. 1.10  Painted ceramic plate, Seventeen South Antiques, 
Charleston, S.C.

FIG. 1.9  Silver spoon handle, Roumilatts Antiques & Auction, Charleston, S.C.

FIG. 1.11  Silver engraved bracelet, Roumilatt’s Antiques & Auction, 
Charleston, S.C.
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HISTORY
Walking through a historical journey of the acanthus 
leaf has its challenges, as the different art periods 
often overlap and the styles frequently migrate from 
country to country. There are numerous volumes 
written on the history of decorative arts, and this 
brief explanation is not intended to be an exhaus-
tive historical account. Focusing on the acanthus 
leaf and its significance in architecture and furniture, 
we will follow the leaf as it evolves through each 
identifiable art period. At times, the design tran-
sition spans multiple years, and there are periods 
where this motif is nearly unrecognizable or almost 

disappears, only to regain in favor again in the fol-
lowing art period. There are certain art eras that I 
have omitted because of no evidence of acanthus 
leaf usage in their design. I hope this brief histori-
cal overview builds a curiosity and desire for further 
research and discovery.

THE EGYPTIANS (3200 BC TO 332 BC)
Ancient Egypt was not plentiful in trees, so the use 
of wood in furniture making was reserved strictly for 
the wealthy. Many of these pieces of furniture were 
well preserved in the low humidity of the Egyptian 
tombs. Native woods included acacia, sidder and 

The Origin of the Corinthian Capital
Let’s begin at the heart of the matter where we first have record of this decorative motif being intro-
duced into architecture. This is the story of a 5th century BC Greek sculptor and architect, Callimachus. 
According to the Roman writer Vitruvius Pollio, Callimachus was walking by the grave of a young girl. 
A basket was set near her grave that contained her favorite possessions. On top of this basket laid 
a stone slab to protect the items inside from the elements. Unaware that the basket was set atop 
a root of an acanthus plant, leaves began to grow around and through the basket and as layers of 
vibrant leaves reached the stone slab, they were forced to curl over at the tips. Upon seeing this 
touching image, the heart of Callimachus was moved in a profound way. He incorporated this design 
to sit atop an architectural column – thus the Corinthian capital was born.

FIG. 1.12  Callimachus’s 
inspiration to design the 
Corinthian capital. From 
John Evelyn’s translation of 
Roland Fréart’s “A Parallel 
of the Ancient Architecture 
with the Modern,” published 
in England in 1664.

FIG. 1.13  Roman Style 
Corinthian Capital. India 
ink on paper, 32cm wide x 
33cm high. Artist, Antonio 
Tarantello, masterwork for 
a degree in architecture, 
Siracusa Sicily, 1897. 
Photographer: Danilio 
Zapula, Copyright 2016 
Robert Lee. 



 THE ACANTHUS LEAF 9

fig, while ebony, cypress and cedar were imported 
from Syria and Lebanon. Ebony, ivory and bone 
were often combined with wood and overlaid with 
gold and silver. Lion paws, bull feet and goose and 
duck heads were carved into the legs of stools 
and armchairs. There is no evidence that acanthus 
leaves were a design element during this time in 
either furniture or architecture, but the lotus, papy-
rus and palm were common.

THE GREEKS: (1600 BC TO 100 BC)
The art of furniture making, which often included 
woodcarving, was highly valued in ancient Greece. 
Influenced by Egypt and the Orient, much of the 
early furniture was ornately decorated with marble, 
bronze, inlaid ivory, ebony and precious stones. 
Because wood is not as durable as stone, few 
remaining examples of woodcarvings from this 
period are available, and are mostly made of cedar, 
cypress, oak, maple, beech, citrus and willow. Even 
the famous Greek author Homer remarked that car-
penters were “welcomed the world over.” There 
are examples of the legs of some of the couches 
(“kline”) or chairs having carved animal legs and 
feet, with the backs shaped like a snake or horse 
head.

The first known example of the acanthus leaf 
as a decorative architectural element was in the 

Corinthian capital, originating in Greece in the 5th 
century BC. Based on the anthemion design popu-
lar in Greek architecture, the first carved acanthus 
leaves contained sharp points, deeply carved cor-
ners and sharp ridges between the lobes, creating 

FIG. 1.14  Egyptian chair, “Handbook of 
Historic Ornament, From Ancient Times 
to Biedermeier,” Dover Publications.

FIG. 1.15  Example 
of traditional a Greek 
anthemion, “Handbook 
of Historic Ornament, 
From Ancient Times to 
Biedermeier,” Dover 
Publications.

FIG. 1.16  A Greek capital, “Historic Ornament, A 
Pictorial Archive,” Dover Publications.

clear shadow lines that were visible from a distance. 
Most examples of this early style of acanthus leaf 
are found as architectural stone carvings.

THE ROMANS (146 BC TO 337 AD)
After Greece came under Roman rule in 146 BC, 
the Greek decorative arts were eagerly absorbed 
by the new Roman Empire. Evidence of early 
Roman wood carvings show that arms and legs of 
chairs and couches were often carved to represent 
the limbs of animals, while chair backs and table 
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supports were of carved griffins or winged lions. 
Common motifs used in architectural details are 
the anthemion, the scroll, the rosette, the acanthus, 
birds, cupids and reptiles. Woods used in carved 
furniture during this period were cedar, pine, elm, 
ash, beech, oak, box, olive, maple and pear. 

The Roman period produced a richer, more flex-
ible acanthus leaf, where the sharp points of the 
Greek style became softened. With its endless and 
varied possibilities, the acanthus leaf reflected the 
Roman love of art and beauty, and was incorpo-
rated into a wider range of decorative ornament. 
The details of the leaf contained deep “eyes,” 
which represented holes where the different lobes 
of the leaf overlap, and sharply defined ripples in 
the leaf, giving a dramatic feeling of movement. 
The leaf took on a more naturalistic feel, with the 
tip of the leaf often curling and twisting in a lifelike 
manner. From the Roman era on, there was scarce 
a time where the acanthus leaf was not a significant 
part of Italian ornamental design. (See Chapter 5.) 

THE BYZANTINE (EAST ROMAN EMPIRE) 
4TH TO 13TH CENTURY
After Emperor Constantine was inspired by a vision 
of a cross in the sky, he converted to Christianity 
in 312 AD, and the art of this period was greatly 
influenced by his conversion. While the Greek and 
Roman arts were purely aesthetic, this new style 
of art became highly symbolic. As the Roman 
Empire was slowly dying, the Byzantine Empire 

strengthened to endure for more than 1,000 years. 
During this period of prosperity and Christian 
inspiration, a remarkable new art and architecture 
developed. Combined with influences from Rome, 
Greece and Persia, church interiors became highly 
decorated with carved stone, ivory, wood and 
painted icons.

Guided by symbolism, the traditional acanthus 

FIG. 1.17  Roman 
carving, “Historic 
Ornament, A Pictorial 
Archive,” Dover 
Publications

FIG. 1.18  Byzantine carving, 
“Historic Ornament, A Pictorial 
Archive,” Dover Publications

leaf was often combined with various Christian sym-
bols, such as the cross-circle, vine and dove. The 
Byzantine style of carving brought back the sharp 
corners of the original Grecian style, but it varied 
in that it was often carved into a flat surface, with 
the entire panel covered in carvings. During this 
time, the resemblance to the natural acanthus leaf is 
nearly nonexistent. The complex Roman ornamen-
tation with overlapping lobes and the flexibility in 
design had dwindled with its Empire. (See Chapter 
14.) 

VIKING ERA (500-1050 AD) 
Carvings in the Scandinavian countries during the 
Viking Era were highly influenced by the Byzantine 
design. Details in the styles included interlaced 
knots and twisting vines with animals and dragons 
covering surfaces of doors, walls and panels. There 
is no evidence of the acanthus leaf in carved design 
during this early period. However, in the mid-18th 
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FIG. 1.19  
Viking carving, 
“Historic 
Ornament, 
A Pictorial 
Archive,” C.B. 
Griesbach, 
Dover 
Publications

century, the vibrant and ornate Baroque and Rococo 
style of acanthus leaves began to appear in homes 
and household furniture, and is still a highly sought 
after design today. (See Chapter 13.) 

ROMANESQUE/NORMAN 
(9TH TO 12TH CENTURY)
During the Romanesque and Norman period, there 
is not much evidence of highly ornate furniture, but 
architectural details show rich ornament. Much of 
the furniture that survives today was easily porta-
ble, as there was widespread migration through the 
countries of Europe during this time. The carved 

FIG. 1.20  Romanesque capital, “Handbook 
of Historic Ornament, From Ancient Times to 
Biedermeier,” Dover Publications

details were often chip-carved with rounded 
Romanesque arches, along with carved animal 
heads and feet. Modified variations of the acanthus 
leaf in architectural stone carving persisted for cen-
turies throughout Europe, and prevented this clas-
sic design from becoming lost to extinction. The 
carved ornament during this time has many similari-
ties to the Byzantine period, with its stylized leaves 
and repeated geometrical patterns. 

GOTHIC (12TH TO THE 14TH CENTURY)
There are countless examples in existence today of 
fine workmanship during the Gothic period. Grand 
cathedrals were decorated with stone and wood-
carvings of relatively stiff, bulbous foliage, real-life 
figures, lions, fish and gargoyles. Symbolism, rather 
than aestheticism, continued to play an important 
role in Gothic ornament and design. This period 
reawakened interest in antiquity with evidence 
of Roman forms in arches, capitals and carved 
mouldings.

FIG. 1.21  Gothic 
ornament,“Medieval 
Decorative 
Ornament,” James 
Kellaway Colling, 
Dover Publications

 New life was brought back into foliage design 
and developed into a highly stylized approach. 
Heavy patterns of oak leaves, maple leaves, vines, 
acorns and ivy were commonly seen in designs, 
while the acanthus leaf during this time was often 
stylized beyond recognition. 
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RENAISSANCE (14TH TO 17TH CENTURY)
The Renaissance was an exciting time of revival for 
classical ornamentation and architecture and was a 
time of artistic and cultural revolution. Originating 
in Florence, Italy, and rapidly spreading throughout 
Europe, this new movement emphasized the intel-
lectual freedom of the individual. Quite different 

in spirit from that of the Gothic 
period, stark and relatively stiff 
designs were replaced with more 
realistic ornament, boldly formed 
and gracefully sculpted. 

Where most of the earlier 
Gothic ornament was found in 
churches, this new era intro-
duced highly decorated interiors 
of the monarchies and privately 
owned grand homes. The art-
ists and designers of the Renais-
sance felt a new sense of free-
dom to explore in a more inde-
pendent environment, outside of 
the structure of the church.

Carved elements in furniture 
included fruits, leaves, flowers, 
cupids, ribbons, dolphins, sea-
horses, centaurs, eagles, lions 
and griffins, often arranged in a 
scroll design. The resurgence of 
the acanthus leaf came with new 
and vibrant life. It tended to lean 

FIG 1.22  Renaissance carving 
(left), “Historic Ornament, 
A Pictorial Archive,” Dover 
Publications

FIG 1.23  Renaissance carving, “Historic Ornament, A 
Pictorial Archive,” Dover Publications

Leon Battista Alberti (1404-1472), archi-
tect and theorist, defined beauty as “the 
harmony and concord of all the parts, 
achieved in such a manner that nothing 
could be added to or taken away or altered 
except for the worse.” 

“This century, like a golden age, has 
restored to light the liberal arts … poetry, 
rhetoric, sculpture, architecture, music … 
and all this in Florence.” Marsilio Ficino, 
1492

toward order, rhythm and balance, but it was con-
tinually transformed into new and exciting shapes. 
(See Chapters 11 and 12.) 

BAROQUE 
(EARLY 17TH TO MID 18TH CENTURY)
In the wake of the Protestant reformation, the 
Baroque period (also referred to as the late Renais-
sance) began with a desire of the Catholic church 
to regain its influence – both political and religious. 
In Rome and areas of Europe that were highly influ-
enced by their monarchies and the Vatican, arts 
main focus was in portraying the dramatic reality of 
biblical themes and stories. Baroque art and archi-
tecture tended to be large-scale, extravagant works 
of public art, designed to draw the viewer into a 
personal and emotional experience. The art was 
intended to instruct and inspire the believer.

In addition to the Baroque design in churches, 
various monarchs desired this extravagant new art 
in their palaces, as seen at the Palace of Versailles 
in France.

The word “baroque,” meaning elaborate and 
highly detailed, comes from “barocco,” a Portu-
guese word meaning “irregular pearl or stone.” It 
was originally considered a derogatory term for the 
excessive, bizarre and extravagant nature of the art 
as compared to the more refined art of the early 
Renaissance period.

The decorative art of the acanthus leaf was 
equally exuberant. Multiple layers of twisting, 
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climbing acanthus leaves, scrolls and flowers often 
surrounded and framed dramatic sculptures and 
paintings. (See Chapter 16.) 

ROCOCO (1730-1770)
Rococo design is the result of a gradual evolution of 
the Baroque style and is sometimes referred to as 
Late Baroque. This movement, where the decadent 
Louis XV style flourished, started in France and was 
quickly embraced by other countries. The Rococo 
period derives its name from the French “rocaille” 
(pronounced “rock-eye”), which refers to the rock 
or broken shell motifs that often formed part of the 
designs and “barocco,” described above.

Design from this period was lighter and more 
whimsical than the bold and aggressive Baroque 
style. Walls, ceilings and furnishings were deco-
rated with delicate “S” and “C” scrolls, flowers and 
leaves, forming a unique asymmetrical design. Nat-
ural motifs were a significant feature of this design 
with the fluid and graceful acanthus leaf as one of 
its most basic elements. (See Chapter 15.)

The 1750s and 1760s brought skilled Euro-
pean immigrant craftsmen to America, introduc-
ing Rococo design to the thriving cities of Boston, 
New York, Charleston and Philadelphia. During this 
time the Chippendale style of Rococo furniture was 

FIG. 1.24 Baroque carving, “Baroque 
Ornament and Designs,” Jacques 
Stella, Dover Publications

introduced to America based on the publication of 
“The Gentleman and Cabinetmaker’s Director” by 
London cabinetmaker Thomas Chippendale. The 
American Chippendale style, with skillfully carved 
shells, acanthus leaves, scrolls and fans, became 
sought after by affluent colonials. (See Chapter 8.)

FIG. 1.25  Rococo ornament, “Handbook of 
Historic Ornament, From Ancient Times to 
Biedermeier,” Dover Publications

NEOCLASSICISM 
(MID 18TH & 19TH CENTURY))
The Neoclassical art period started in France and 
was brought about by a revival of the classical art 
and antiquities of Ancient Greece and Rome. Sym-
metry and simplicity was reintroduced to design as 
an escape from the highly ornate and asymmetrical 
Baroque and Rococo styles. Inspired by the redis-
coveries at Pompeii and Herculaneum, this period 
sought to recreate the ancient, exterior details in 
architecture and use them as decorative interior 
details. Louis XVI and Federal styles were promi-
nent during this time, with carved ornament in flat-
ter, lighter reliefs in swags of leaf and ribbon. The 
more subdued acanthus leaf continued as a design 
feature, with a focus on marquetry and painted 
design on furniture, ceilings and walls. 

REVIVALS (19TH CENTURY)
Architecture and furniture designs in the 19th cen-
tury were based on a series of classical revivals 
of previous art periods: Greek, Gothic, Egyptian, 
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Rococo and Renaissance. Each “revival” imitated 
the period style but added its own unique flair to 
distinguish it from the originals. The general, clas-
sical outline was retained but was lightened with 
decorative inlay, por-
celain and painted 
design. The Empire 
style quickly became 
popular during this 
time, as the Indus-
trial Revolution 
employed mass-
production methods 
and easy transpor-
tation of furniture 
design and ideas. 
Acanthus leaves 

FIG. 1.26  Neoclassic 
ornament, 
“Handbook of 
Historic Ornament, 
From Ancient Times 
to Biedermeier,” 
Ernst Rettelbusch,  
Dover Publications

FIG. 1.27  Egyptian 
revival, “Handbook 
of Historic Ornament, 
From Ancient Times 
to Biedermeier,” 
Dover Publications

were included in the designs to fit with the original 
classical periods.

ART NOUVEAU, ARTS & CRAFTS, ART DECO 
(LATE 19TH AND EARLY 20TH CENTURY)
Throughout the late 19th and 20th century, furniture 
and architectural decoration evolved from the strict 
classical designs to forge bold new paths. The Art 
Nouveau style, heavily inspired by nature, broke the 
standards set by its predecessors. Organic, flowing 
designs bent the rules of realistic representation 
with impeccable craftsmanship. The Arts & Crafts 
movement and Art Deco designs of solidly crafted, 
clean, straight lines and simple decorative motifs 
also became highly sought after. Any evidence of 
the use of traditional acanthus leaves during this 
time were either highly stylized or lightly engraved 
onto flat surfaces. 

FIG. 1.28  Art Nouveau carving, “Manual of 
Traditional Wood Carving,” edited by Paul N. 
Hasluck, Dover Publications

MACHINE AGE AND MODERN 
(20TH CENTURY)
The earlier part of the century is often referred to 
as the “Machine Age” where furniture making and 
design focused on technology and automation. The 
resulting furniture used new developments in mate-
rials, such as tubular steel, bent plywood and alu-
minum. The last half of the 20th century included a 
variety of shapes made from fiberglass, plastic, lam-
inations and different types of metal. Carvings were 
rarely used as an embellishment, as simplicity and 
minimalism were preferred to decorative details. 
Any use of ornamentation was seen in reproduction 
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pieces of previous decorative styles.
In recent years there has been a renewed inter-

est in carved details for mass-produced furniture, 
with an emphasis on machined ornamentation or 
imported carved furniture. As I survey the styles of 
furniture being mass-produced today, as a decora-
tive woodcarver, I often feel I may have been born 
several hundred years too late. 

However, I am happy to say that even in the 
midst of the machine, technology and information 
age, there has been a renewed interest in the tradi-
tional techniques of furniture making, including the 
carved details. Organizations focused on period fur-
niture making (mid-18th to early 19th century) such 
as The Society of American Period Furniture Makers 
(sapfm.org) have brought new focus to the study 
and recreation of furniture from this early American 
period. Woodworking schools around the world 

“The only way for us to become great, and, if indeed it is 
possible, inimitable, is through the imitation of the ancients, and 
what someone said of Homer, that the man who has learned 
to understand him well learns to admire him, is also true of the 
works of art by the ancients, especially of the Greeks.” 

Johann Joachim Winckelmann (1717-1768)

now offer a range of classes, such as the traditional 
techniques of creating hand-cut dovetails, intricate 
marquetry and inlay, and classical woodcarving. 

Through the history of Western design and 
architecture, the acanthus leaf can be recognized 
as a meandering thread that has journeyed through 
the various historical art periods for the past 2,500 
years, even if it found itself stylized beyond recog-
nition at times. My hope and desire is that the cur-
rent generation will discover an entirely new style 
to with which to identify. I am confident that the 
acanthus leaf will continue its journey through your 
hands, and the hands of others like us, as histori-
cal evidence has proven its timeless endurance. I 
am blessed, honored and privileged that you would 
allow me to guide you on your quest to master your 
rite of passage as a classical woodcarver – the won-
derful acanthus leaf.
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Various styles of rosettes have been used since 
the Roman Empire as decorative accents and are 
often used as appliqués (applied to a surface) to 
adorn furniture and architectural features.

Here are some of the design elements for 
rosettes:

• They are symmetrical and can be circular, oval,
   square or rectangular. 
• There is a small bead in the center that is either
   plain or carved. 
• In oval or rectangular designs, this center bead
   is also oval. 
• Square or round rosettes that are symmetrical
   can be turned on a lathe before carving to
   establish the basic profile. 
• There are typically four primary leaves evenly
   positioned around the rosette. 
• The leaves start at the center bead and flow
   outward toward the edge, with the tips of
   the leaves defining the outer edges. 
• For square or rectangular rosettes, the tips of

   the leaves end at each corner. 
• The midribs or center stems get narrower as
   they reach the ends of the leaves.
• They often have small, secondary leaves that
   are between and appear to be positioned
   under each primary leaf. This example does
   not contain these secondary leaves. 

Rosette

FIG. 7.1

FIG. 7.2  Cast metal rosette, Aiken-Rhett House 
Museum, Charleston, S.C.
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FIG. 7.4  
Painted wood 

detail on 
a fireplace 
surround, 

Humphrey 
Sommers 

house, 128 
Tradd St., 

Charleston, 
S.C., 1769-

70. Photo by 
permission of 
Dr. Telfair and 
Hope Parker.

FIG. 7.3  Deeply carved rosette in cherry on a 
antique wardrobe, George Davis Antiques & Interiors, 
Savannah, Ga.

FIG. 7.5  Corner of antique table, carved in wood and 
gilt, Arthur Smith Antiques, Savannah, Ga.
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STEP 3: Draw eight circles 
as shown that intersect 
and slightly overlap at the 
pointed end of the eye. 
These locate the edges of 
the overlapping lobes. 

STEP 6: Draw circles as 
shown that represent the 
overlapping secondary 
lobes. The edges of these 
lobes should extend from 
the eyes drawn in STEP 5. 
The dotted lines represent 
the parts of the lobe that 
are underneath. Sometimes 
drawing the edges of the lobes first can help locate 
the eyes, so steps 5 and 6 can be reversed.

FIG. 7.7

FIG. 7.8

STEP 4: Erase the parts of 
the circles that are no lon-
ger needed. The remain-
ing lines should extend 
from the pointed end of 
the eyes. The dotted lines 
represent the edges of the 
lobes underneath.

STEP 5: Erase the dotted 
lines. Draw the two eyes 
on each leaf about a third 
of the way up the leaf at 
a slight distance from the 
midrib. 

FIG. 7.9

FIG. 7.11

STEP 7: Erase the dotted 
lines. Draw the pipes that 
start from the eyes drawn 
in STEP 5 and curve and 
flow them alongside the 
midrib. 

FIG. 7.12

FIG. 7.10

STEP 2: Draw the eyes close 
to the center circle. These 
eyes represent where two 
leaves overlap.

HOW TO DRAW THE LEAF
This design has similar structural elements to 
other leaves, but some details, such as positioning 
the eyes, will need to be visually located without 
guidelines.

FIG. 7.6

STEP 1: Draw a square. 
This example has slightly 
curved edges. Draw the 
center circle and the mid-
rib (center stem) of each 
leaf ending just before 
each corner. Notice for this 
design that the midrib con-
nects from one leaf to the 
next. This is often done to create a continuous flow 
between the leaves.

STEP 8: Draw the lines 
that locate the serrations 
as shown. These are typi-
cally positioned perpen-
dicular to the center veins 
on each lobe, but in this 
design there are no cen-
ter veins on the side lobes. 
Draw these lines at an angle 
located approximately halfway between the eyes 
and the tip of each lobe. Note that the center lobe 
has two of these guidelines that are perpendicular 
to the midrib. After learning how to position the 
serrations in the next few steps, these lines are usu-
ally no longer necessary as guides.

FIG. 7.13
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HOW TO CARVE THE LEAF
STEP 1: Prepare the Wood. Study Chapter 2 to learn 
about different methods to transfer templates to 
wood. I used carbon paper. Transfer all the lines 
from the template at the beginning of this chapter 
and cut out the outline of the design on a band saw 
or scrollsaw. This will be an appliqué.

Materials Needed
• Double-sided tape
• Solvent to remove double-sided tape
• Rubber gloves to use with solvent
• Paintbrush to spread solvent
• Backer board to attach carving to
• Carbon paper or transfer paper
• Pencil or pen

Tool List

Wood
• Basswood
• 7/8" thick, but can be as thin as 3/8" 

FIG. 7.18  This is the finished drawing with all details.

• 3mm V-chisel
• 6mm V-chisel
• #3, 6mm
• #3, 18mm
• #4, 14mm

• #5, 5mm
• #5, 8mm
• #7, 8mm
• #7, 10mm
• #11, 3mm

STEP 9: Take a deep breath. 
It really isn’t as compli-
cated as it looks. Draw 
small circles that locate the 
serrations along the edges 
of the leaf. These lines 
should start at the edge of 
the leaf and curve down to 
meet the guidelines drawn 
in STEP 8. The dotted lines 
show the correct direction of the curve. These cir-
cles are simply used to show the curvature of the 
serrations. Erase the parts of the circles that are 
not necessary. This process of drawing the circles 
is often not necessary after learning to understand 
the shape and position of these serrations.

FIG. 7.14

STEP 10: Erase all lines that 
are no longer needed. 
Complete the edges of the 
leaf by connecting the ser-
ration lines as shown and 
also complete the tips of 
the leaves.

STEP 11: Erase any unnec-
essary lines.

FIG. 7.16

STEP 12: Draw lines start-
ing from the inside corners 
of the serrations that flow 
down each lobe. These 
lines represent a high edge 
(or high corner) in the leaf.

FIG. 7.17

FIG. 7.15
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STEP 2: Carve the Center Bead. With a 6mm 
V-chisel, make a 1/16"-deep cut along the outside 
edge of the center circle. Define the edge of the 
bead by making vertical cuts directly on the line 
with a #5, 8mm. With the same #5, 8mm, round 
over the bead to a half-sphere. Use the #5, 8mm to 
lower the leaf to the edge of the bead, starting 1/2" 
from the edge of the bead. 

FIG. 7.20 FIG. 7.21

STEP 3: Round the Leaves. With a #3, 18mm, round 
over the tips of each leaf starting 1" from the tip and 
carving down 1/4" at the tip (to make the rosette 
more shaped, this can be rounded deeper). Re-
draw any lines that were carved away. NOTE: STEP 
1 and STEP 2 can also be done on a lathe. 

FIG. 7.22 FIG. 7.23

FIG. 7.19

FIG. 7.25 FIG. 7.26

FIG. 7.24
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STEP 5: Round the Leaf Next to the Vein. With a #4, 
14mm, round over the surface of the leaf down to 
the edge of the midrib. 

FIG. 7.28

FIG. 7.29FIG. 7.27

FIG. 7.31

FIG. 7.30

STEP 4: Carve the Midribs. With a 4mm V-chisel, 
make deep cuts that define the edge of the mid-
ribs. These should be 1/16" deep toward the cen-
ter and fade off just before they reach the leaf tips. 
With a #7, 10mm, carve a slight hollow in the midrib 
as it comes toward the center bead. 
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STEP 6: Define the Overlapping Lobes. With a 3mm 
V-chisel, start in the middle of the eye and make a 
1/16"-deep cut along the edge of all overlapping 
lobes. 

FIG. 7.32

STEP 7: Carve the Eyes: Study Chapter 3 to learn 
more about carving eyes. With a #11, 3mm veiner, 
make a 45° cut at the base of each eye. With a #5, 
5mm, continue this cut on either side of the eye 
to create a teardrop shape that has a sharp, inside 
corner. 

FIG. 7.33

FIG. 7.34 FIG. 7.35 FIG. 7.36

FIG. 7.37
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STEP 9: Lower the Underlying Lobes. With a #5, 
8mm, lower the parts of the leaf that appear to go 
under the overlapping lobes and create a slight hol-
low cut. Make sure that the sharp edges created by 
this cut flow in the correct direction.

FIG. 7.40

FIG. 7.38

FIG. 7.41

FIG. 7.42
FIG. 7.43

STEP 8: Definine the Overlapping Lobes. With 
gouges that fit the edge of the overlapping lobes 
(#5, 5mm and #7, 10mm), define the edges with ver-
tical cuts directly on the line. 

FIG. 7.39
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STEP 10: Carve the Pipes. Study Chapter 3 to learn 
more about carving pipes. Re-draw pipes that have 
been carved away. With a #11, 3mm, make long, 
sweeping cuts along each side of the pipe, starting 
on either side of the eye. 

FIG. 7.44

STEP 11: Round the Leaf. With a #3, 6mm, soften 
any sharp edges in the leaf surface that were cre-
ated by carving the pipes. NOTE: Often pipes are 
rounded over also, but because these are so small, 
it would cause them to lose definition. 

FIG. 7.45

FIG. 7.46

FIG. 7.48

FIG. 7.49

FIG. 7.47
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STEP 13: Hollow the Remaining Secondary Lobes. 
With a #7, 8mm, hollow all remaining secondary 
lobes. 

FIG. 7.52 FIG. 7.53

FIG. 7.51

FIG. 7.55

FIG. 7.56
FIG. 7.54

STEP 12: Hollow the Secondary Lobes. With a #7, 
10mm and #7, 8mm, hollow the three secondary 
lobes in each overlapping lobe. 

FIG. 7.50
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STEP 14: Carve the Serration Notch Cuts. Study 
Chapter 3 to learn more about these defining cuts. 
With a #5, 8mm, make one cut defining the serra-
tion edge and a second cut at a slight angle creat-
ing a small triangular notch cut. 

STEP 15: Clean the Edges. With a #3, 6mm, make a 
45° chamfer along all edges. This will create a clean, 
well-defined edge and will remove remaining tem-
plate or pencil lines. 

***

Where shall we put these? How about as deco-
rative details on the upper corners of door frames? 
Small rosettes can be added to the corners of 
kitchen cabinets or accents on dressers or head-
boards. Then there is that wonderful architectural 
feature that just begs for carved details – the fire-
place mantel. Be creative and either make the 
rosette a central design feature, or a secondary 
detail for a simple accent. How about custom coast-
ers and leave a large flat area in the center for wine 
glasses to fit? I’ll have to think about that one over 
a glass of wine.

FIG. 7.58
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