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ABSTRACT 

Nineteenth and Twentieth Century Figureheads From the 

Mystic Seaport Museum Collection. (May 1984) 

Carol Aileen Olsen, B. A. , University of California, Berkeley 

Chairman of Advisory Committee: Dr. F. H. van Doorninck, Jr. 

For over 5, 000 years the bows of ships and boats have 
been decorated, yet the history of ship decoration is 
scarcely examined. This thesis presents examples of the 
variety of bow decorations from around the world from the 
3rd millenium B. C. to current times and shows several of 
their different meanings. 

An especially close look is taken at 20 of the 19th 
and 20th century figureheads at Mystic Seaport Museum in 
Mystic, Connecticut. Several of those carvings have been 
identified through this research, and documentation of 
Mystic Seaport's collection has otherwise been considerably 
improved. The methods used for researching Mystic Seaport's 
carvings are shown and a vocabulary has been developed for 
their stylistic and technical aspects. This vocabulary 
facilitates comparing similar figureheads, which is a 
central theme of this thesis. 

Additionally, the 19th century shipcarvers' trade is 
outlined including training, work environment, materials 
and how they were used, preparing and delivering figure- 
heads, fastening carvings to their ships, and finally, the 
payments and contracts involved in shipcarving. 



Figureheads throughout history have reflected the 
social, political, economic, and artistic climate of their 
day. They are often symbols of national importance or show 
a culture's past or contemporary heroes. In this sense 
figureheads become an important mirror of their time 
and their importance in history should not be overlooked. 
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CHAPTER I 

INTRODUCTION: AN HISTORICAL OVERVIEW OF BOW DECORATION 

Figureheads have decorated watercraft for at least 
5, 500 years with stunning variety and varying meaning 
within different cultures, but there has been surprisingly 
little study of these important ship decorations. Although 
it is the primary purpose of this thesis to present new 

information about some of the 19th and 20th century figure- 
heads in the Mystic Seaport Museum collection, considera- 
tion will first be given to a few examples of figureheads 
from around the world. 

Antlered heads are depicted on vessels in prehistoric 
Egyptian rock-carvings of c. 3500 B. C. , perhaps serving 1 

some religious purpose or imbuing the vessels with animal 
strength, 

The excavated Cheops ship, dated to ca. 2600 B. C. , 
shows a more refined bow decoration (Fig. I). The stem 
is carved in the shape of papyrus, not only a symbol of 
early Egypt, but also the material of which earlier 
Egyptian boats were built, something the carver may have 
sought to recapture. Over the next 2, 000 years in the 
eastern Mediterranean, proliferating bow decorations in- 
cluded pharaohs, flowers, birds, lions, butterflies, and 
many other images; the handsome bas relief from Khorsabad . 2 

shows that some Phoenician ships bore horsehead 

The style and format of this thesis are those 
followed by The International Journal of Nautical 
Archaeolo and Underwater Ex loration, whic is published 
by Academic Press Inc. Limited, - Oval Road, London 
NW1 7DX, England, in quarterly editions; see Blackmann, 
D. J. , 1982, Ancient harbours in the Mediterranean. Part I. 
IJNA, 11. 2: 79-10 
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decorations. The full significance of several of these 
3 

decorations is still to be determined, but increasingly 
my research on later ship figureheads shows that bow 
decorations are not frivolously chosen and that often 
there are several levels of meaning to them. I suspect 
this was true in earlier historical periods as well. 

By 750 B. C. , Greek vase paintings show ships with 
eyes, known as oculi, decorating their bows (Fig. 2). 
Intended in many cultures to help vessels see their way, 
oculi are found along coastal regions of Asia, Africa, 
and Europe. Even vessels launched in California from 
1939 to 1941 are reported to have had oculi, and some 

4 

Americans still refer to a bow as "the eyes of the ship. " 
Roman warships and merchantmen carried decorative 

carvings, paintings, or bronze plaques on the sides of 
their bows or stemposts which related to the ship names. 6 

On merchant ships, the bow carvings seem to relate to 
their cargoes as well; for example, carvings of Liber, 
god of wine, are found on ships likely carrying wine 
(Fig. 3). A large Roman grain ship named for the nature 
goddess Isis was described by the second century A. D. 
sophist, Lucian: "How gently the poop curves up, with a 
little golden goose below. . . . Corresponding at the 
opposite end, the prow juts right out in front, with 
figures of the goddess Isis, after whom the ship is named, 
on either side. " These, as well as other decorations and 
features of Isis, made Lucian conclude: "All very 
wonderful to me. " „7 

The famous Viking ship excavated in 1904 from a 
land burial at Oseberg, Norway, is dated to ca. A. D, 800 
partially by the style of its bow carvings (Fig. 4), 8 

and provides an example of northern medieval bow decora- 
tion. Its beautiful coiled-snake figurehead and the 
intertwined animals decorating its stem down to just 
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below the waterline are in the same art style as contem- 
poraneous decorations on Norwegian doorways, tombs, tools, 
and many other objects. 9 

Although many cultures' shipcarvings can be compared 
to their other decorative art, as just seen, all bow 
decorations are not designed for beauty. According to 
observers in 1833 and 1843, Marquesans displayed on their 
canoes the skulls of enemies they had slain in battle, 10 

and in 1859 Truk Islanders reportedly were raising sand- 
piper figureheads as a proclamation of war (Fig. 5). 11 

In Malekula, New Hebrides, boat owners rely on 
figureheads to bring them luck. Three of these carvings 
provide different degrees of luck, and rituals surround 
their acquisition. The distinctions between these carvings 
would seem negligible to the casual observer, but they are 
very important to the people who use them. The first is 
a solub e res (Fig. 6A). Anyone has the right to it 
without payment. The opening in the beak of this ab- 
stracted bird ends at the first bend. This specific part 
is different on the second figurehead type, a solub wok-wak 
(Fig. 6B) where the opening continues down the neck. This 
ensures greater luck than the first type, and the boat 
owner must purchase the right to this second type from 
someone already having one. Type three (Fig. 6C) is said 
to be used by older boat owners who want something afford- 
ing even greater luck. This type of figurehead sometimes 
represents a pig or other animal, and a financial arrange- 
ment must be made for it to be copied from someone already 

12 owning one. 
Figureheads are thought to strengthen boats in the 

Squally Islands of the Bismarck Archipelago. On the 
rounded bows of some canoes (Fig. 7), a tiny beaklike 
k b (~1& p t b' d h' h "d k th t 
and then flies strong and fast, as will the canoe. " 



Figure 5. Sandpiper figurehead, 
Truk Islands (Haddon 
and Hornell, Vol. l, 
1936: fig. 283, Used 
by permission of 
Bishop Museum Press). 



Figureheads from Malekula, New Hebrides. 
A. Solub e res figurehead. B. Solub k-~g * * d. C. P'g fig li d. 
(Haddon and Hornell, Vol, II, 1936:. 28, figs. b, a, and c. Used by permission 
of Bishop Museum Press. ) 



Figurehead from the Squally 
Islands of the Bismarck 
Archipe1ago (Haddon and 
Hornell, Vol, ll, 1936: 147, 
fig, 91a. Used by permission 
of Bishop Museum Press. ) 



Bh dphil'*p'g'th t g*l'kpj* 
tion called pakoto (the mouth of a bird); the projection 
represents the tongue of a crocodile. Special leaves are 
tied below the pakoto in such a way that they will sway 
in the wind "to give buoyancy so that the bow will ride 
above the waves, " and pieces of broken fishline or netting 
are attached to sway in the wind and sing in order to 
attract the fish. 

Exotic-looking dragon figureheads (Fig. 8) are still 
used in the Orient in the seasonal dragon-boat races which 
began long ago to commemorate the 4th c. B. C. death of the 
famous Chinese poet and statesman Ch'u Yuan. Although 14 

well loved by the Chinese people, circumstances caused 
Ch'u Yiian to be dismissed from his government position 
and, in despair, he drowned himself in the Milo River. 
The people were so distressed that they sent out boats in 
search of his body, and a re-enactment of this search be- 
came an annual ceremony during which offerings of boiled 
rice in bamboo tubes were thrown into the river. One day, 
however, Chgu Yuan's apparition complained that the offer- 
ings were being eaten by an evil dragon, and that to 
frighten the dragon the rice should be wrapped in silk 
and then tied with five-colored threads. As the Oriental 15 

dragon-boat races continue today, the dragon figureheads 
help retain the story of the origin of the races. 

On the other side of the globe are some of the most 
interesting examples of figureheads, the only zooanthro- 
pomorphic ones known, found along the Sao Francisco River 
in Brazil (Fig. 9). They began about 1880, shortly after 
the area unsuccessfully petitioned the government for the 
status of province rather than comarca (small county). It 
seems that, in order to increase their own prestige, the 
people then began to emulate the decorated bows they saw 

16 on oceangoing vessels in the country's large harbors. 
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If we imagine that in nearly every region of the 
world's oceans and rivers, boats have been decorated for 
thousands of years, each a little different from any other, 
and each with a significance peculiar to its culture and 
owner, the great range in the subject of ship figureheads 
begins to suggest itself. For the scope of this thesis, 
however, we turn to ship decoration of Nestern culture, 
which became most embellished in the 17th century. Our 
evidence can be taken from much of western Europe and 
includes the Dutch drawings by the van de Veldes (Fi~. 10), 
the recently excavated Swedish warship Vase of 1628, 7 

the French stern designs by Jean Berain, who was court 
artist to Louis XIV, and English engravings of ships 

18 

such as the 1637 Soverei n of the Seas. These lavishly 19 

decorated vessels were intended as symbols of the glory 
of their nations and specifically the power of their kings. 
Nonetheless, one audacious ship captain is said to have 
had the heavy stern carvings sawn from his ship while at 

20 sea, in order to improve the vessel's sailing qualities. 
Convention says that his heavy carvings may have been 
designed by the famous mid-17th century French artist 
Pierre Puget, who was criticised in his day for caring 
more about the extensive display of sculpture than about 
the maneuverability of ships. 

Evidence of continuing elaborate ornamentation in 
18th century Europe can be seen in English Admiralty 
models (Fig. 11) and French figurehead drawings (Fig, 12), 
while some American bow ornamentation of this time, such 
as that on Rattlesnake (Fig. 13), appears more simple. 
But whether elaborately or simply executed, 18th century 
figureheads typically have the posture and bent knees 
shown in these examples, which Sutherland's Shi builder's 
Assistant, published in 1711, shows was part of a mathe- 
matical calculation for the appearance of the entire ship 
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bow (Fig. 14 at page 18). This suggests that mathematical 
bases could also exist for the designs of some 19th century 
figureheads. 

Reasons for 19th Centur Fi ureheads 
Before examining Mystic Seaport's 19th and 20th 

century carvings, we should consider some of the many 
reasons why shipowners cared to have figureheads. 

Ship identification was surely one of the advantages 
of using bow ornaments, as we find custom houses recording 
figureheads in their official vessel descriptions 
(Figure 15). Also, by readily distinguishing one vessel 
from another, figureheads helped those 19th century 
passengers who were unable to read ships' names to 
locate specific vessels. 

Further, shipowners enhanced family prestige and 
honored family members when they used portrait figure- 
heads of their wives, sons, and daughters, and carved 
portraits of shipowners themselves were not uncommon on 
19th century bows. 

There were also financial considerations. Ship- 
builders contended that decorating vessels could add 
$2, 000 to a ship's sale price abroad, and a well-fitted 21 

and handsome vessel surely must have been an advantage in 
attracting passenger and cargo business. 

As figureheads are more closely studied, they seem 
often to serve more than one purpose. For example, 
Chaa-Sze (Tea Felicity), a tea clipper trading between 
London and Canton in the late 19th century, carried a 
Chinaman figurehead, behind which tea cups were carved 
in the trailboards, The decoration thus not only 

22 

corresponded to the name of the vessel and identified 
the cargo, but it likely also flattered the Cantonese with 
whom business was being conducted. 



20 



21 

But finally, and perhaps predominantly, there seems 
little question that once a figurehead was on the bow of 
its ship, it became a good luck emblem, which the crew 
expected would protect the ship. Nineteenth and 20th 23 

century poems and prose about figureheads attest to their 
popularity, as do several surviving photographs which show 
crewmembers posing with the figureheads on their ships. 

It is because figureheads were often cherished 
carvings with many levels of meaning that they have been 
saved in collections such as the one at Mystic Seaport 
Museum. 
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CHAPTER II 

HISTORIES OF MYSTIC SEAPORT MUSEUM FIGUREHEADS 

Although many figureheads were important enough 
to have been saved in the 19th century, subsequent decades 
saw them sold as antiques and shipped to new owners around 
the world. Typically, by the time figureheads arrived at 
20th century museums, their histories were unknown. 
Almost never is the wood inscribed with a date, ship 
name or carver's name, and thus museums often simply 
label these ornaments "Unidentified Figurehead — 19th 
Century. " It now appears, however, that a great deal 
can be done to recover the histories of unidentified 
figureheads, especially by finding similar carvings whose 
histories are known. The following chapters not only 
will make stylistic comparisons, but also will emphasize 
the historical and social contexts of these important 
bow decorations. 

The following 20 figureheads were selected for 
research from among the approximately 75 figureheads in 
Mystic Seaport's collection for their variety in size, 
costume, appearance and, when known, their vessel types. 
The carvings which remain tentatively identified are 
referred to in this text within quotation marks. I 
continue to use these names, albeit in quotation marks, 
rather than to label the figures "Unidentified" or to 
refer to them by descriptive names, such as "Woman with 
Binoculars" or "Woman Holding Roses" (as I had planned 
in 1981 to do with these carvings), because as the 
following story about the "Belva Lockwood" figurehead 
shows, the names by which carvings were early known 
can sometimes prove years later to be significant. I 
do not want to risk losing knowledge of the early names 
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by which figureheads were known. 

l. "Eelva Lockwood" fi urehead. In 1951 a female 
figurehead was acquired by Mystic Seaport (Fig. 16). She 
was said to represent a 19th century woman named Belva 
Lockwood, but Museum records indicate that no vessel by 
that name could be found in Lloyd's Re ister or other 
available sources. On the assumption that the name was 
incorrect, the carving was labeled "Unidentified. " 

Early in 1982, however, I found portrait 
drawings and photographs of a woman named Belva 
Lockwood. She was the first woman ever nominated for 

24 

President of the United States (Fig. 17) and she closely 
resembles Mystic Seaport's figurehead. Belva Lockwood 
ran for the Equal Rights Party in 1884, and thus her 
image as a figurehead may have decorated a ship with a 
p*1't' *1, p h p * th' g 1'k ~gl 8' ht 
name found in latter 19th century shipping records. 

The figurehead appears to be in the same style 
th t th* 294-t*, 3- t d h * ~BB. 

~W*lt' t* (F g. 181, h' h 8 '1t ' 8 8 df d, 
Massachusetts in 1883. I believe the Mary B. Wellington 
photograph provides a good indication of how the "Belva 
Lockwood" carving looked on the bow of her vessel. 

2. Eunice H. Adams fi urehead. For several 
decades, this bust carving (Fig. 19) was unidentified 
at Mystic Seaport Museum. I was able to discover from 
which ship she came through the following circumstances. 

I saw at the Old Dartmouth Historical Society 
Whaling Museum in New Bedford, Massachusetts, a portrait 
stern carving (Fig. 20) which looked similar to this 
figurehead. The stern carving was labeled "From the 
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1845 whaleship Eunice H. Adams. " I learned that the 
Old Dartmouth Historical Society Whaling Museum had 
identified their stern carving based on its unquestionable 
similarity to a portrait figurehead which survived, to 
their knowledge, only in a photograph. That entire 
photograph (Fig. 21) shows the ship name painted on 
the hull, so there is no doubt about the vessel's 
identity. 

It was my good fortune that this photograph 
showed Mystic Seaport's figurehead mounted on the bow 

of her ship in the 19th century. It was possible, 
therefore, for the first time in decades, to know that 
Mystic Seaport's carving was from a ship named Eunice 
H. Adams. The most compelling evidence that the carving 
at Mystic Seaport and the figurehead in the photograph 

. are the same are the identical wood cracks seen in their 
right-side drapery and the area just below it (Fig. 
22A and B). 

If. these figures are compared, there at first 
seems to be one difference. On the vessel, the woman' s 
neck ruffle is longer than on Mystic's figurehead, but 
that is explained by the fact that the Museum's carving 
is broken in that area; the break may have occurred 
during the figure's removal from the ship, since it is 
just above the metal fastening which held the figurehead 
to the bow. 

Research has disclosed that Eunice H. Adams, 
formerly Eunice H. Nickerson, married Freeman E. Adams 

in Nantucket, Massachusetts. In 1845 Mr. Adams had a 
107-ton, 81-foot long, single-deck, 2-masted whaler 
built in a Bristol, Rhode Island yard, and he named 

25 his new schooner-rigged vessel after his wife. 
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Presumably Nr. Adams ordered this delicately 
carved figurehead of his wife. The figurehead has a kind, 
yet solemnly watchful expression, appropriate for the 
bow of a ship, and the overall impression is one of 
dignity; this is reflected, too, by the, vessel bearing 
her formal name. 

Details of the carving are worth noting. For 
example, the neatly combed hair is shaped into precise 
coils at the back of the head. The dress is conservative, 
and the earrings and brooch, both of which originally 
were gold-covered, add to the subject's handsome ap- 
pearance. The carver has carefully textured the dress, 
and with small holes at the collar he has suggested 
lace. Shawl-like drapery is wrapped around Mrs. Adams, 
finishing her costume nicely. The attractive appearance 
of the figurehead is completed by trailboards having an 
acanthus motif 

(Fight 

2l) which was also used in the 
stern carving (Fig. 20). 

Close examination of the bow and stern carvings 
indicates to me that these portraits are not by the same 
carver. One source says such a situation is not unusual; 
different men within the same shoo sometimes crafted the 
bow and stern carvings. I find that the figurehead is 27 

more delicately carved than the sternboard portrait. 
There are some stylistic differences as well. The stern 
design shows the woman's hand resting on a book, 
a pose also seen in portrait paintings of the day (Fig. 
23). Further, the stern figure is without small details 
of the figurehead, such as earrings and the lace-like 
holes at the collar. Instead, the stern carving uses 
larger features not seen on the figurehead, such as a 
belt, upper sleeve decoration, and a rose at the left 
side of the hair. 
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The Eunice H. Adams was probably already 
decorated with these carvings on the day she was 
launched in 1845 at Bristol, Rhode Island. Ne know that 
from Bristol she sailed to the major whaling port of 
Nantucket where her career continued until at least 
1869. From 1872 to 1878 she worked out of New 

28 

Bedford, and Llo ds Re ister shows that she also 29 

sailed some years subsequent to 1878. To judge from 
the vessel's condition, it must have been in the last 
phase of her history that the photograph (Fig. 2]) was 
taken. 

3. Ma dalena fi urehead. The largest figurehead 
at Mystic Seaport was long without a definite history; 
in 1981 I was able to locate a photograph showing that 
th' 1 g (F'g. 24) f ~gd 1, t h p 
built in 1889 for the Royal Mail Steam Packet Company 
(Fig, 25). Further research showed that the newly 

30 

built vessel enjoyed special recognition in August of 
1889 when she carried the Lord Mayor and Members of 
the Corporation of the City of London to the Royal 
Naval Review at Spithead and was given a place in the 

31 Royal Procession. 
Alth h F'g. 22 ho M~dl t 

distance, certain features of the figurehead can be 
seen clearly: the outline of the unusual hair ornament, 
the branch atop the right arm, the necklace shape, and 
some details of the classical gown. Carvings which are 
tyl t'c 'lly p ahl t th* M~d*1 f g h 'd 

are shown on pages 193 and 194. 

4. "Two Sisters" fi urehead. The "Two Sisters" 
are extremely rare because they are a double figurehead 
(Fig. 26). The figures were separately carved 
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and joined together. 
The only other double carvings said to be 

figureheads which are presently known to me are 1) the 
figurehead formerly in the Skagen Hotel in Denmark (Fig. 27 
on page 37 ); 2) shipcarver H. J. Mgen's double figurehead 
(Fig. 28); and 3) the double carving at the Altonaer 

Museum in Germany (Fig. 29). 
The profile of the double figurehead (Fig. 28) 

by Henrik Julius MPen, who carved professionally from 
about 1842 and died in 1881, is very similar to that 32 

of Mystic's carving. This, naturally, draws attention 
to his shop. However, his style of carving skirt folds 
in particular is different from that of Mystic's "Two 
Sisters, " so while H. J. M)en himself may not have 
carved Mystic's "Two Sisters, " possibly his son, 
William Edelhart Mgen, did. 

The younger MPen was trained by his father 33 

and would have known how to do this style of double 
figurehead. Also, William's stern ornament of Nercury 
(Fig. 30) shows his ability to do a turned torso, as 
required for Mystic's "Two Sisters" and, at least in a 
photograph, Nercury's rather long nose set close to his 
small mouth is similar to the facial features of Mystic's 
"Two Sisters. " Mercury's long hair ends in tight curls, 
some of which cross in the style of the shorter sister 
at Mystic (see page 140 ), and the carving of Danish Queen 
Louise by one of the Mdens uses the same style of lace 
as on Mystic's "Two Sisters" (see page 127 ). The "Two 
Sisters'" clothing style suggests that they date to the 
1850s, and during that decade William E. Mgen worked 

34 

with his father. William then worked independently 
after 1860 and died c. 1905. 35 

One other possible carver of the "Two Sisters" 
could be the apprentice, Fr. Chr. Jorgensen, whom 
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H. J. Mqlen trained, but examples of his work are, 
unfortunately, unknown. 37 

One last point should be raised. Mystic's 
two girls have been called twins for many years, but 38 

for a better likelihood of recovering their lost history, 
the more general appellation "sisters" seems preferable. 
Perhaps in the past they have seemed to be twins because 
their dresses are identical and they have in recent 
decades been painted exactly the same. Measurements 
do show facial differences between them, however, and 
one girl is noticeably taller and wears her hair longer. 
Again, the question of whether these girls are twins 
is sufficiently open that I refer to them as "Two 

Sisters. " 

5. "Hebe" fi urehead. I suspect that this 
figurehead (Fig. 31), which has long been labeled 
"Unidentified, " is Hebe, goddess of youth and cupbearer 
to the gods. Some of the flowers at her base are mere 
buds, seemingly a suggestion of her youth. The cup she 
holds, which appears to be a modern replacement and 
which hopefully was based on the original, further 
indicates the goddess' identity. Hebe was also a 
subject used by 19th century fine art sculptors, such 
as Antonio Canova. 

Considerable care has been taken in the carving 
of this figurehead, For example, we seldom see an ar- 
rangement of flowers at a figurehead base. Also, the 
base scrolls are unusual for the elaborate flowers 
carved there (see page 113) which further match the 
flower worn on the left side of the woman's hair. 

Since 1956 this figurehead has received minor 
repairs to her nose, replacement of her arms, and other 
work which arrested dry rot. She has also been repainted. 





6. Iolanda fi urehead. This carving (Fig. 32) 
was published in 1964 as an unidentified figurehead, 40 

but soon thereafter a Mystic Seaport Museum member, 
Robert D. Huntington, Jr. , said that he knew the carving's 
history. It was the second figurehead of the steam yacht 
Iolanda built in 1908 by Ramage & Ferguson in Leith, 
Scotland. When the original figurehead had to be removed 
in 1931 due to dry rot, Mrs. Moses Taylor, Huntington' s 
grandmother and owner of Iolanda, commissioned the 
replacement figurehead which was nearly identical in 
every respect to the first carving. 41 

Although this information was in Mystic's 
file, it had not become known before I studied the 
carving in 1981; the figure was until that time displayed 
in the Shipcarver's Shop as an unidentified figurehead. 

I was able to find three types of photographs 
which now provide a more complete history of this 
carving: 

1) A photograph of Iolanda's first figurehead 
(Fig. 33); 

2) A close-up view of this figurehead which 
positively identifies it as Iolanda's bow decoration 
(Fig. 34); 

3) Views of the beautiful yacht Iolanda 
(Fig. 35). 

Iolanda was a very prestigious vessel since, 
at 310 feet overall, she was one of the largest yachts 
in America when built in 1908 for Mr. Norton Plant. 42 

Leaving from New London, Connecticut in 1908, Mr. Plant 
and friends sailed Iolanda on a 33, 000 mile cruise, and 
when they docked in Palermo, Sicily, the Italian princess 
for whom the yacht is named came aboard for a brief 
visit. The vessel's log, published as a book by Mr. 
Plant, reads: 
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"May 31st: At 4 P. M. Her Royal Highness Princess Iolanda 
and Miss C, Margaret Brown paid us a visit. The Princess 
is a beautiful little black-eyed girl, with lovely 
features and a sweet disposition. " Clearly, the mature „43 
and heroic-looking figurehead in classical array is not 
a portrait of this young princess. It is a figurehead 
type which is found on other steam yachts, such as 
Zara, at the end of the 19th century. 44 

Several features of the Iolanda carving (Fig, 
32) are distinctive: the fleur-de-lys at her base front, 
drapery going through the fingers of her left hand, the 
designs at her collar, and one curl incised into the 
middle of her forehead. She is in very solid condition, 
and I suspect that she was only on the luxury yacht 
Iolanda from 1931 until 1940, when the British Navy 
began to use the vessel and had all of the luxury 
fittings removed, presumably including the figurehead. 45 

7. Ea le fi urehead from the Great Re ublic. 
Recent research now provides new information about 

the style, subject, and dramatic history of the American 
bald eagle, symbol of the United States, which rode on 
the bow of the famous, Donald McKay-built 1853 clipper 
Great Re ublic. Carved from pine 130 years ago, this 
eagle (Fig. 36) is still in nearly excellent condition 
because it was on the Great Re ublic for only two months. 
The following account tells why. 

McKay's Great Re ublic was to be the world' s 
fastest and longest merchant ship, but investors viewed 
her great 325 foot length as unusual and as an unproven 
risk, and were fearful of financing her. Nonetheless, 
McKay, confident of his idea, built the Great Re ublic 
entirely with his own funds. The event captured both 
American and European attention, and her launch date 
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was declared a public holiday in Boston. Thousands of 
out-of-town people arrived on specially run trains, and 
newspapers described people occupying every possible 
space on land, water, and in nearby ships' rigging to 
see the Great Re ublic slide down the ways (Fig. 37). 46 

People praised the beauty of this well-loved ship, yet 
for all the discussion about every part of her, scarcely 
anything appears in writing about the eagle figurehead. 
This was not customary. Nineteenth century newspaper 
accounts of launchings many times described decorative 
carvings, and one could reasonably conclude that the 
Great Re ublic's eagle figurehead was not well received. 
This is explicit in one account: 

. . . (S)uch a bow for sharpness, beauty and 
strength, has never been produced in this 
country. Yet it is plain, even to naked- 
ness, having the national eagle represented 
as emerging from below the bowsprit, as its 
only ornament. But even simple and appro- 
priate as is this ornament it adds nothing to the beauty of the bow. 4~ 

About two months after her launch, the Great 
R~tl' '1 d t* N Yo k f E t B tt t Rt k 
up her first cargo. This was the only voyage the eaFle 
figurehead would make on the ship; the vessel caught 
fire in New York on December 26, 1853 and burned almost 
completely. Donald McKay's great ship became a finan- 48 

cial disaster, and the hull remains were sold to A. A. 
Low and Brother. 

Captain Nathaniel Palmer supervised the 
rebuilding of the Great Re ublic, and perhaps the modified 
hull design then rendered the eagle figurehead unsuitable. 
At any rate, the eagle was removed from the bow and kept 
at Captain Palmer's home in Stonington, Connecticut; 
the Palmer family later sold the carving to Mystic 
Seaport Museum. 
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The forepart of Great Re ublic did not burn in 
the New York fire and it appears that the eagle at her 
bow escaped damage. Since that time, however, this bow 
eagle must have been repainted, since its current color 
is brown, whereas 1853 depictions show a light-colored 
eagle at Great Re ublic's bow (Fig. 38). White is the 
color of the bald eagle's head in nature. Fire did 
destroy the Great Re ublic's stern eagle, however, but 
accounts say it measured 36 feet between the wing tips 49 

and held the American shield in its talons. Such stern 
eagles can be seen in miniature on models of the Great 
~Ral' t day. 

Contemporary sources say the carving was done 
by "Messrs. Gleason & Co. ". Their design is particu- 51 

larly interesting because this almost 8-foot-deep 
figurehead on a 325-foot-long hull was a mere punctuation 
point of decoration and an abandonment of the more 
common, full-striding figures on other clipper ships. 
One advantage of this figurehead's design was how closely 
and securely it was attached to the vessel. 

The Great Re ublic's eagle figurehead in a 
sense symbolizes the 1850s American clipper era, a time 
described in 1895 by a United States senator who looked 
back on it with first-hand experience: 

I can, remember very well the time when the 
names of the great shipbuilders, Donald and 
Lauchlan McKay and their brothers, were 
famous all round the world. They were 
building or commanding the marvelous clipper 
ships for which the shipyards of New England 
were unrivaled. It was a contest which en- 
listed the feeling and the pride of the whole 
people of the country. There was no boy' s 
play of yacht racing in those days. The strife was between nations and the prize 
was the commerce of the world. . . . The 
merchant who could get the fastest ship 
had the market for the fruits of the 
Mediterranean, for the rugs of Smyrna, 
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for the silks of India and the tees of 
China, . . . It was the time when California 
and Australia and Oregon were first opening to trade, and it was the ships of this McKay 
family, of Donald and Lauchlan and their 
kindred, that carried off the prize in every contest. . . . The flag of the United States 
was a flower that adorned every port and 
blossomed on every soil the world over. 5 

Surely, in that era, national pride motivated 
McKay's use of the ship name Great Re ublic, a synonym 
for the United States, and it also ultimately determined 
the use of the carved American eagle at this vessel's bow. 

8. Admiral Farra ut fi urehead from Great Admiral. 
David Glasgow Farragut (Figs 39, 40, and 41) served 
on Navy vessels from 1810 when he was 9 years old, and 
by the time of the Civil War, he was a leader of con- 
siderable experience. In 1862, he commanded the Western 
Gulf Blockading Squadron, capturing the city of New 
Orleans, and in 1864 he gained a difficult victory at 
Mobile Bay, Alabama. For his important triumphs, Farragut 
received profuse tribute in the 1860s. Congress named 
him the first full Admiral of the United States Navy; 
New York City gave him $50, 000 to purchase a New York 
home; Harvard University students drew Farragut s 

53 
I 

carriage through the university grounds; and when he 54 

left New Hampshire, 2, 000 shipyard workers cheered 
Farragut as a national hero. Acclaim came also from 

55 

Europe, as the Prince de Joinville wrote from France: 
"The achievements in Mobile Bay are without parallel, 
and throw the greatest honor on your flag. All naval 
men pay a just tribute of admiration to Admiral 
Farragut. " „56 

From 1867 to 1868 Farragut personally visited 
every European country and was received in each one as 
a hero; reports from diplomats said that no such welcome 
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had ever been extended to a foreign dignitary. His 57 

reception in Copenhagen was described this way by one 
official: "Of course he was honored as the first char- 
aeter of the American Navy, but there was something in 
his history, his appear'ance, and his manners that drew 
people to him as a man, . . . ". When Farragut returned 58 

to America in 1868, the country knew of his powerful 
prestige abroad and its glorious reflection on the 
United States. 

It was amidst this fervor of national devotion 
that William F. Meld & Company, which owned perhaps the 
largest American merchant fleet, decided in 1868 to call 
their new vessel Great Admiral, the title also of a 
poem about Farragut, by Richard Henry Stoddard, which 
said in part: 

Ay! For there is not one 
Can do what he has done; 
And, History, greater none 

Thou consecratest. 
Immortal honor, then, 
To this, our man of men, 
Whose soul is greatest when 

Our need is greatest. 59 

Because of Farragut's international renown, 
the portrait figurehead of the Admiral (Fig. 41 and 
compare Fig. 40) likely helped to gain more immediate 
recognition for Weld's new ship Great Admiral (Fig. 39 ) 
as she traveled the world carrying cargoes of tea, wood, 
pickled cabbage, and other products. Such recognition 60 

might even have proved of some economic advantage to 
Weld's business. 61 

Great Admiral was the favorite ship in the 
Weld fleet, which is perhaps why the figurehead was 
given the extra care of being removed from the ship 's 
bow during voyages and stored in a special closet 
below decks (see page 231). 62 



58 

Great Admiral was finally sold in 1897 to 
Capt. E. R. Sterling, and when in December 1906 she 
was shipwrecked off the Pacific northwest coast, 63 

the figurehead was salvaged and returned to the Weld 
family. A photograph of this carving on their property 
shows the original base missing, and today's replacement 
base scroll includes a small shield to suggest the 
larger one originally behind the figurehead. That 
original shield, in conjunction with its carved anchor, 
symbolized the United States Navy in which Farragut 
served. 64 

In 1958 restoration to the figurehead was 
necessary because of wood rot, and it then received a 
newly carved head, sword hilt and base scroll, as well 
as fresh paint and gild. 65 

As Great Admiral continued to sail, tributes 
to Farragut were ongoing, long after his death in 1870. 
Poems, portraits, and sculpture kept his name and honor 
prominent. Statues of Farragut, created by the best 
artists, were placed at important locations, such as one 
by Augustus Saint-Gaudens in Madison Square, New York, 66 

and a 30-foot high monument by Virginia Ream in 
Farragut Square, Washington, D. C. Those statues were un- 
veiled in 1881; by that time Great Admiral had carried the 
bow carving of Farragut for 13 years, as she would 
continue to do for another 25 years. 

9. "Rhine-Maiden" fi urehead from Rhine. On 

Friday, December 10, 1886, the Scotland newspaper 
Greenock Telegraph told of the launch at 11 o' clock that 
day of a splendid 1690-ton iron sailing ship built to the 
order of Mr. James Nourse by Russell & Co. (Fig. 42). 
The ship s name was Rhine, after the German river, and 

I 67 

early Mystic Seaport records describe this ship's figure- 
head of a woman holding a harp (Figs. 43 and 44) as a 
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Figure 44. Figurehead in place on the bow of Rhine 
(Mystic Seaport Museum figurehead photograph). 



61 

"Rhine-maiden or Rhine-daughter. " 
In place on Rhine's bow, the figurehead was 

canted forward so that she seemed to look straight ahead. 
Her 20th century appearance charmed one observer who wrote "I remember standing on the wharf in Charlestown as a 
small boy and gazing at the pretty lady on the bow of 
the Rhine. " 

By the time this carving came to Mystic Seaport 
in 1951, the wood's interior was extensively decayed. 
After the decay was carefully removed, a wood preservative 
was applied, and photographs show that, fortunately, 
these repairs did not alter the figurehead's external 
appearance. Also, beneath her "aluminum color" surface, 
traces of an earlier green paint were found to which 
color her dress was restored, and her hair was painted 69 

red. 
As part of the James Nourse fleet, Rhine and 

her several sister ships made frequent visits to Calcutta, 
India, as part of the coolie trade. Near the end of 70 

Rhine's career in the 20th century, she worked several 
years out of Boston, Massachusetts, and was finally 
broken up in 1926, 40 years after her launch. This, 71 

according to Museum records, is when the figurehead was 
removed and sold. 

10. Indian fi urehead from Seminole. This Indian 
figurehead (Fig. 45) is particular'ly important to Mystic 
Seaport because it comes from a Mystic, Connecticut-built 
vessel. She was the Seminole (Fig. 46), a cargo-carrying 
bark built in 1865 at the Maxson Fish yard for Lawrence 
Giles E Co. of New York. Campbell 6 Colby are the 
only shipcarvers known to have worked in Mystic in that 
year, and the Seminole figurehead, therefore, has been 
attributed to their shop. 73 
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Figure 45. Indian figurehead from Seminole, 1869. 
(Photo by Carol 01sen. ) 



64 
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The carving came to Mystic Seaport in 1957 fzom 
the Port Adelaide Museum in Australia, I recently dis- 
covered a photograph (P0172-C72) at The Mariners' Museum, 
Newport News, Virginia, which shows it at an even earlier 
date on display in the garden of Mr. F. A. Stevens, 
Leferre Terrace, North Adelaide. A note on the photograph 
says that Mr. Stevens purchased the figure from a second- 
hand dealer. Thus, we now know a little more about this 
carving's early history. 

Nothing is recorded concerning the choice of the 
1865 ship name Seminole. However, another vessel named 
Seminole was in Admiral Farragut's victorious fleet at 
Mobile Bay, Alabama, in 1864, so the re-use of the name 

74 

by Lawrence Giles & Co. in 1865 could have been a tribute 
to that well-known military battle. Another possible at- 
traction to the name, and hence the figurehead, is the 
historical reputation of the Seminoles for being strong 
and courageous; they were described in 1841 as being "the 
only Indians who could not be defeated. " „75 

Indian figureheads date back to American 
Colonial times, In fact, 18th century European art some- 
times personified young America as an indian since Indians 
were unique to the New World. With this connection 76 

between America and Indians, it is clear that Indian 
figureheads helped to distinguish 18th and 19th century 
American vessels at sea. Several 19th century Indian 
figureheads survive (see foz example Figs 47, 48, and 49) 
and 19th century shipcarvers also produced Indian 

77 cigar store figures. 

11. Ser ent fi urehead from Phantom. With bulging 
eyes searching ahead, red nostrils flaring, and his 
mouth clamped shut, this almost comical serpent (Fig. 50) 
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seems to rush forward. It is the figurehead from the 
19th century yacht Phantom, and its glistening appearance 
in black and white photographs (Figs 51, 52) suggests 
that its wood was originally gilded. Such undulating, 
fish-scaled figureheads are very unusual, but something 
of a likeness is seen on the 1732 royal barge of 
Frederick, Prince of Wales (Fig. 53). 

Seven feet eight inches now survive of Phantom's 
serpent figurehead, but as photographs show (Figs 51 and 
52), the carving was originally much longer. The 
serpent's body continued along each side of the hull for 
about another 10 feet, somewhat like trailboards, but 
neither of those 10-foot sections is now known to survive. 

The prestigious yacht Phantom had a succession 
of wealthy owners. The man for whom she was built, Henry 
G. Stebbins, was president of the New York Stock Exchange, 
a railroad president, a member of Congress, and holder 
of various other influential positions. As Commodore 
of the New York Yacht Club, he used Phantom as his 
flagship. Phantom's several races, many of which she 

78 

won, are recounted in The Histor of the New York 
Yacht Club. 5he even competed for the America's Cup in 
1870, placing 5th in actual time and 7th in corrected 
time. 79 

It is not yet known when the serpent was put 
on Phantom's bow, partly because photographs showing 
the carving on the vessel are undated. However, the 
following outline of her history includes suggestions 
of times when the carving could have been done. 
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Or~e r 
Henry G. Stebbins 

Year 
1865 

Comments 

J. B, Van Deusen, New York, 
built and launched. Length 
90 feet. She was a significant 
vessel and very probably 
decorated. 

William H. Osgood 1873 
1879 

Purchased 
Had Robert Palmer of Noank, 
Connecticut, lengthen to 104 
feet. It is not known if 
changes were required in the 
bow that would have affected 

Henry S. Hovey 
E. V. S. Thayer 

G. G. Haven 

Charles C. Dodge 

Henry S. Parmalee 

1880 
1883 
1884 

1886 
1888 
1889 
1900 

the figurehead. 
Purchased 
Purchased 
Had James M. Baylis of Fort 
Jefferson, New York change 
length to 100. 3 feet. Any 

changes to the bow and figure- 
head are presently unknown. 
Purchased 
Purchased 
Purchased 
Dismasted and sold out of New 

York Yacht Club to an unre- 
corded buyer to be used as a 
houseboat. 80 

It is possible the serpent was on Phantom 
as early as 1865. The carving is in very good condition 
and likely received the same excellent care that the 
vessel is known to have received. 

Phantom's 1865 launch helped start the era 
known as the "Day of the Great Schooners. " Parkinson 
says that era began after the April 9, 1865, surrender of 
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General Lee to General Grant at Appomattox, and that 
following that time yachting became a popular sport 
partly because of the accumulation of new wealth in the 
United States. For such a distinct time in history, 

81 

it is appropriate that a very distinct figurehead 
decorated one of the century's great schooners. 

12. "Orlando from H. M. S. Orlando. " Detailed 
examination of the surfaces of hundreds of figureheads 
has shown me that it is highly unusual to find on them 
carved inscriptions of any kind. However, carved into 
the left side of this figurehead (Fig. 54) is the name 
"HMS ORLANDO. " Although several vessels have been known 
by that name, I was able in 1981 to locate a photograph 

82 

which may show this figurehead on the bow of the 
frigate H. M. S. Orlando, built in 1858 (Fig. 55). 

The book British Warshi Names indicates that 
H. M. S. Orlando was named for the main character in 
Shakespeare's comedy As You Like It. The play, 
enormously popular in 19th century Britain, character- 84 

ized Orlando as a man of physical strength, moral 
excellence, and romantic sentiment. As a figurehead, 
he would surely serve as a reminder of those human 
qualities, and his heroic appearance would be particularly 
suitable for the warship he decorated. 

13. "Lad Blessin ton" fi . urehead. Although the 
identification is not yet confirmed, this figurehead 
(Fig. 56) has been known for many years as "Lady 
Blessington, " and the carving does bear some resemblance 
to Marguerite, Countess of Blessington (Fig. 57). That 
noteworthy woman is remembered as an author, particularly 
for her Conversations with Lord B ron, and for her 
considerable beauty of appearance and spirit. She lived 



76 

l 

'I; 

Figure 54. Figurehead inscribed HMS ORLANDO at 
the left lower base. (Photo by Carol 
Olsen. ) 
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Figure 56. "Lady Blessington" figurehead at 
Mystic Seaport Museum. 
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Figure 57. Portrait of Lady Blessington published 
in the Court 'Ma azine No. 39 for Sept. 
1835. (Photo: National Portrait 
Gallery, London. ) 
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from 1789 to 1849. 
The carving has long been attributed to a 

vessel named Lad Blessin ton, built in Belfast, Maine, 
in 1855. Perhaps one of the things calling particular 
attention to Lady Blessington in that year (6 years 
after her death) was the publication by R. R. Madden 
of a 3-volume work, The Literar Life and Corres ondence 
of the Countess of Blessin ton. 

The "Lady Blessington" figurehead (Fig. 58) 
has the same pose and scroll style as the figurehead 
from the three-masted schooner Brooklands, 1859 (Fig. 
59), which shows how "Lady Blessington" would have looked 
on her bow. The 140-ton Brooklands was 100 feet in 
length and built by Kelly of Dartmouth, Nova Scotia, for 
the fruit-carrying fleet of Brixham, England. 86 

In looking for other figureheads by the same 
hand, I was able to locate in John Burlinson's private 
photograph collection in Florida a view of the "Lady 
Franklin figurehead" (Fig. 60), which appears to be by 
"Lady Blessington's" carver (compare Fig. 56). The 
photographer, Mr. Ernest R. Crang of Plympton, Devon, 
has advised me by letter that when he photographed 

87 

this figurehead it was being used as an eaves support at 
The Bantham Boathouse. 

Early in 1983 I also saw a third figurehead 
which may be by "Lady Blessington's" carver; it 
is carving M-19308 in storage at the Peabody Museum, 
Salem, Massachusetts. A fourth carving that is strikingly 
similar is shown as GB-LO-CS-55 in Hansen (1979:106). 

14. "Joan of Arc" fi urehead. It is widely be- 
lieved that figureheads always look straight out to sea, 
but this carving (Fig. 61) shows that there are exceptions 
to that rule. This reverent looking woman, when 



Figure 58. "Lady Blessington" figurehead. 
(Photo by Carol Olsen. ) 

Figure 59 Figurehead of Brooklands ex- 
Susan Vitter . (Photo: 
Nationa Maritime Museum, 
London. ) 
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Figure 60, "Lady Franklin" figurehead said to be from 
the Frankfurt, a missionary ship. The 
carvrng was used as an eaves support at 
The Bantham Boathouse, South Devon. 
(Photo by Ernest R. Crang, provided to 
the author by John Burlinson'. ) 
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"Joan of Arc" figurehead, turned to the 
approximate angle of her ship's bow. 
Contrast her heavenward gaze to that 
of "Belva Lockwood, " to the right, who 
looks str'aight ahead. (Photo by Carol 
Olsen. ) 
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mounted on the bow of her ship, would look heavenward, 
as she holds to her breast some beads, probably of the 
rosary. The beads, in addition to her peasant-like 
braids (see page 142) and the fleur-de-lys on her dress 
(see page 131) suggest that she may be St. Joan of Arc. 88 

Her style indicates that she could date from the late 
19th or early 20th century, a time when vessels were 
recorded with the names Joan of Arc, Jeanne D'Arc, and 
Maid of Orleans, as Joan also was called. 89 

St. Joan received considerable public attention 
when she was canonized in 1920 and when, in 1923, she 90 

was the subj ect of George Bernard Shaw' s celebrated play 91 Saint Joan. Events such as these have influenced ship- 
owners in the past in their selection of ships' names 
and figurehead subjects. If Mystic Seaport's "Joan 92 

of Arc" is from this late era, it is one of the last 
figureheads carved in the 19th century tradition. 

15. St. Geor e fi urehead. 
The moral, valorous and noble knight who was 

sainted for his great deeds, St. George, is the subject 
of a Mystic Seaport figurehead (Fig. 62 ). Of the 
historic person this carving represents, we are told "Few 
saints have been so universally honored as St. George, 
and yet there is not a saint in the calendar about whose 
life so little that is authentic is known. " Earliest „93 
accounts say that the man who became St. George was born 
in Cappadocia in the 3rd century. Stories of his life, 
however, vary as to his locale and deeds. Legends of 
St. George spread from the eastern Mediterr'anean to 
western Europe, and posthumously he became famous when he 
was credited by the 11th century Crusaders with having 
miraculously intervened on their behalf in various 
battles. His deeds were popularized in the 13th century 
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the special protector and defender of England. It is 
surely in this latter role that we see him as a figure- 
head, probably from a late 19th century or early 20th 
century British ship. In fact, St. George's emblem, 
a red cross on a white background, seen on this figure- 
head's shield, became part of the national flag of 
England. 

St. George's dragon slaying, in one sense 
allegorical for the triumph of good over evil, was not 
even associated with him until about the 13th century, 95 

but it is the main idea in the several St. George figure- 
heads carved for important British ships during the last 
f* h od d y* . P* mpl, the ~P' «Ro 1 '0 
1610 (Fig. 63) and Phoenix in 1613 (Figs 64 and 65) had 
figureheads of St. George on horseback slaying the dragon. 
~gt. G*, 1701, h*d f'g h d*f th ' t fot 
f ghti gth*d g . ~gt. Go *, 1734, * yig00 96 

guns, probably also had a figurehead of the saint, 97 

and St. George of 1840, carrying 120 guns, shows the 
'saint afoot again, slaying the dragon (Fig. 66). He 1*d*tdth "gl hh'p~t't *ly 1400, 
as one of the four saints carved on the stern. 98 

Mystic Seaport's St. George figurehead is in 
very good condition, having had only some small repairs 
to the nose and chin, helmet, sword belt and blade, and 
a section of the base. 

The high quality of this solidly designed and 
powerfully executed figurehead indicates that it was 
done by someone with academic training in sculpture, 
as is known to be the case with the beautifully carved, 
shield-carrying Bishop Absalon figurehead (Fig. 67 ). 
The Bishop Absalon figurehead is from the Danish train- 
ing ship Kgbenhavn and because 1) Bishop Absalon is a 
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hero to Denmark much as St. George is a hero to England, 
and 2) their stylistic appearance is similar, perhaps it 
will be found that the St. George figurehead at Mystic 
Seaport is also from a training ship, possibly Britain' s 
1 t, ~gt. G t, 1th ghphtgph*ftht 99 

vessel have yet been located. 

16. "Unidentified Woman fi urehead $50. 2874. " This 
unidentified portrait figurehead at Mystic Seaport (Fig. 
68) is unusual for the way both arms are held back and 
the sleeves blend into the skirt. She has stylistic 
similarities to the figurehead of the 72-ton cargo 
schooner, Jane Owen, which was launched in 1860 at 
Pwllheli, Wales (Fig. 69), and Mystic Seaport's 100 

carving may well prove to have a similar background. 
The weatherbeaten surface of Mystic Seaport's carving 
reflects her many days at sea, and restoration long ago 
is particularly apparent at her nose and mouth. 

17. "Fredericka" fi urehead. When purchased by 
Mystic Seaport Museum in 1948, this carving (Fig. 70) 
was known as "Fredericka. " She dates to c. 1825 based 
on her clothing and hair style; one unique feature is 
the carved hair comb she wears (see. page 139). 

"Fredericka" appears to be by the same carver 
as "Commodore Perry" at The Mariners' Museum (see page 
117), and can be related stylistically to several other 
figures, such as the unidentified female figurehead 
on display aboard Ro al Vikin Sea (Fig. 71) and the 
unidentified female figurehead gOF32 at The Mariners' 
Museum. 

Photographs and paintings show that this figure- 
head type is appropriate for a vertical bow (Fig. 72). 
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18. "Ale o" fi urehead. When this figurehead 
(Fig. 73) arrived at Mystic Seaport in 1946, it was said 
to be from a vessel named ~Ale o, yet many ships have 
carried that name, I think that a vessel to consider is 
the steel screw steamer ~Ale o, 340 feet in length and 
about 47 feet in beam, which was built in 1900 by R. 
Stephenson R Co. Ld, Newcastle. She sailed until at 
least 1930. 

This figurehead was previously published 
(Stackpole 1964:48) as being from the iron-hull Cunard 
liner ~Ale o built in the 1860s, which measured 292 
feet in length and 38 feet in beam. However, after 
looking at photographs of that vessel, which had been 
taken from a distance, I did not find her figurehead to 
have the appropriate profile to be Mystic Seaport's 
figurehead; nor does its pose show the right arm held 
to the chest, as on Mystic Seaport's figurehead. My 
own suggestion of the later-built ~Ale o is admittedly 
tentative, and is based primarily on the size of this 
figurehead and the fact that it came to Mystic Seaport 
known as the ~Ale o's bow decoration. 

The identity of the whiskered and double- 
chinned, portrait-like figurehead is still totally in 
question. From his fine turban, cummerbund, and trimmed 
gown, he seems a man of distinction. When mounted on his 
ship, he looked heavenward, which suggests that his beads 
and the scroll he carries may have religious significance. 

19. "Asia fi urehead ossibl from H. M. S. Asia. " 
This figurehead (Fig. 74) came to Mystic Seaport at- 
tributed to H. M. S. Asia. All possible vessels by that 
name should be investigated, but 'I note that in C. de 
Brocktorff's lithograph of H. M. S. Asia, 1824 (Fig. 75)„ 
that vessel initially carried a style of Asian figureh'ead 
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like the one now in the Victory Museum at Portsmouth 
(Fig. 76). Later photographs of the vessel (Figs. 
77, 78) show a different bow carving: a half-figure, 
turbaned man, whose angular neckline corresponds to the 
"H. M. S. Asia figurehead" now at Mystic Seaport. 

H. M. S. Asia, 1824 (Figs 77, 78) built at 
Bombay, was the flagship of the Admiral Superintendent 
at Portsmouth. She was a guardship after 1858 and 101 
was sold in 1908. Her lengthy career allows fo- the 
possibility that she had various figureheads, and it is 
to be determined if Mystic Seaport's figurehead was one 
of them. 102 

The Asian figurehead at Mystic Seaport is 
forcefully executed with dramatically furrowed brows, 
intent eyes, a firmly set mouth, and a muscular body 
beneath a partially gilded breastplate. The grim-faced 
lion upon his chest seems to flex leaf-patterned muscles. 
The carving's features are handsome, and examples, 
such. as the one at page 195, suggest that "Asia" 
represents a standard style of 19th century English 
figurehead. 

Internally the wood of "Asia" is fragile, but 
the exterior remains stable; records indicate that in 
1934 it was repainted and re-gilded according to the 
original colors. 

20. "Alexander Hamilton" fi rehead. A figurehead 
purchased for Mystic Seaport in 1952 was said to represent 
the American statesman and first Secretary of the 
Treasury, Alexander Hamilton (Fig. 79). A painting by 
John Trumbull (Fig. 80), dated near the time of 
Hamilton's death in 1804, shows facial features quite 
similar to those of this figurehead, but since the 
figurehead's clothing style dates to the 1830s, 103 
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that is a more likely date for the carving. 
Only two 19th century vessels named Alexander 

Hamilton are presently known to me, each built in America 
in the year of Hamilton's death, 1804. Information 104 

about an appropriate vessel from the 1830s remains to be 
found. 

Several surface details help make "Hamilton" 
an attractive figurehead. For example, his coat has 
carefully incised button holes and trim along the pre- 
cisely shaped lapel. He has a well-tied stock, a 
trimmed and buttoned shirt, and a curly head of hair 
combed from a part at the back of his head. 
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CHAPTER III 

INDIVIDUAL STYLISTIC ELEMENTS OF FIGUREHEADS: 

THEIR APPEARANCE AND IMPORTANCE IN IDENTIFYING 

MYSTIC SEAPORT'S CARVINGS 

Displays of figurehead collections in maritime 
museums typically give the overall impression that every 
fi. gurehead is unique. The fact, instead, is that there 
are several basic styles of figureheads and for any one 
carving in a collection, there are likely others, else- 
where, that are essentially the same. 

It is important to realize that similar carvings 
exist, since an unidentified figurehead can be compared 
to similar carvings, with the latter sometimes having 
been documented by date, country, ships, and perhaps 
with even the carvers' names known. The documented 
carvings can begin to shed light on the unidentified 
figurehead, or at least provide a place for research 
to begin. 

I have found similarities between Mystic Seaport's 
carvings and other figures by developing and applying a 
method of stylistic examination, observations from which 
are discussed in this chapter. Every one of the 17 
subheadings of this method has helped in further docu- 
menting Mystic Seaport's figureheads, because each has 
not only drawn attention to the distinct style of every 
carving but provided specific areas of comparison between 
figures, Such comparisons have in most cases led to my 
more fully identifying Mystic Seaport's figureheads. 

In examining the surface of figurehead carvings, 
I begin at the base and work to the top of the figure. 
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I find it important also to work from one side of the 
figure to the other, looking, for example, first at 
the left scroll and then at the right, because this 
immediate comparison facilitates finding differences 
which, at times, can call attention to undocumented 
restoration. Analysis also includes photography, the 
first of the procedural steps to be discussed. 

l. ~fht 1. ghf'gahad'ph*tgaphd 
from the front, back, and both sides. This makes it 
possible to accurately compare the figurehead to what- 
ever views are published of any similar carvings. 

2. Fi urehead T e. I find that the figurehead 
types in Mystic Seaport's collection (Fig. 81) are: 
A) head, B) bust, C) half figure, D) scroll skirt, and E) 
full length figure. A sixth type, animal head/partial 
body is the Phantom's serpent figurehead type, shown 
on page 68. 

3. Pose. As many examples in this thesis show, 
there are several basic figurehead poses. Although 
"Lady Blessington" &Fig. 82) is about ten inches 
shorter than "Lizzie" at The Mariners' Museum (Fig. 83), 
the slope of their shoulders, angle of their heads, the 
position of their arms, and other particulars about their 
pose are nearly . identical. "Kathelina" is also very 
simi. lar (Fig. 84). At times, such similar carvings will 
prove to be from the same shipcarver's shop since, as 
Fried describes in Artists in Wood, after creating a 
design, a carver cut out a paper or cardboard pattern 
(front and side views) and saved the patterns for use 

when a duplicate figure was ordered. Details of the 
figure could be changed as desired by the tradesmen. 
Fried also says that patterns of the same figure style 
were made in different sizes and kept on hand. 105 
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4. Base Dimensions. At the base of a figurehead 
there are special contours for the vessel's head design and 
when they exist, for the ship's cheek knees (Fig. 85A and B). 
On a figurehead whose history is lost, these shapes are 
important for showing the width of the stem which, in turn, 
should be some indication of the ship size. 

5. Scrolls, Scrolls help to integrate visually 
the ship and the carving since the scroll often completes 
the line of a cheek knee or wale (Fig. 86). The details 
of a scroll can be as individual as the handwritten sig- 
nature of a carver. There are traditions, as well, to 
scroll shapes and depths, many of which appear to be 
based on architectural motifs. Further, scrolls fre- 
quently have rather subtle linear incisings, often in 
leaf patterns. In order to describe and compare carvings, 
the following terms are employed for the various scroll 
types on figureheads. 

5a. Fiddle scrolls. A scroll that turns 
toward the stern of the ship is a "fiddle" scroll (Figs 
87, 88, and 89). Smooth-surfaced fiddle scrolls similar 
to that on the Iolanda figurehead (Fig. 87) are common, 
but other styles in Mystic's collection include a 
flowered scroll (Fig. 88) and a foliated scroll (Fig. 
89). An example of how scroll style can be meaningful 
is that Mystic Seaport's unidentified Woman with Crown 
figurehead (Fig. 89) has a foliated scroll in the style 
of H. M. S. North Star, 1824, and H. M. S. Orlando, 1858 106 

(see page 76). On this basis alone, the likelihood is 
that Woman with Crown is an English figurehead. 

5b. Front scroll. There appear to be 
relatively few surviving figureheads which used both 
fiddle scrolls and a front scroll, such as those seen 
on the "Alexander Hamilton" figurehead (Fig. 90A and B). A 

front scroll, therefore, is a distinctive feature for 
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comparison, and the slight differences in their shape will 
help link figureheads together for identification. 

5c. Base scroll. I use this name for the 
large forward-turning scroll (often decorated with 
carved foliage) on which a figurehead's feet are placed 
(Fig. 91A and B). Usually the figure, . lacing board (also see 
page 237), and base scroll are of one piece of wood, 
which makes the carving more solid than if it were com- 
posed of a carved figure attached to a separate base 
scroll. When wood joins do occur, especially on larger 
figures, they are more often for small sections, such 
as part of the base scroll front or other places which 
are not critical to the strength of the overall figure- 
head design. 

6. ~BDaer. Ih eh th'strmf th 
drapery appearing near the base of some figureheads (Figs 
92, 93, and 94), This drapery usually concludes at the 
waist. Presumably carvers developed favorite base 
drapery styles which they repeated. 

It was the identical base drapery of the 
"Fredericka" (Fig. 92) and "Commodore Perry" (Fig. 
93) figureheads that first caused me to compare them. 
I then noticed that they are both half figures with trun- 
cated arms, each looking slightly to the right. Ad- 
ditionally, their hair and costumes are highly detailed. 
Having now personally examined both of these carvings, 
it is my conclusion that they were probably done by the 
same carver. Again, my initial comparison was caused by 
the fact that they have the same base drapery style. A 

third figurehead, an Unidentified Woman (Fig. 94) has 
the same style of base drapery, and she, too, may prove 
to be by their carver. 

Base drapery styles seem to help create the 
character of the figures. For example, the pious look- 
ing "Aleppo" figurehead (Fig. 95A and E) has a smoothly 
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arcuating base drapery which is delicately edged in 
gilded, incised leaves and which draws up to a rich 
gather of folds. It is quite different from the more 
dramatic and deeply cut base drapery of Orlando which 
gives that hero added vibrancy and vigor (Fig. 96A and B). 

The use of base drapery seems to be optional 
for the carver, however, and some figures, like Io3, ands's 
(Fig. . 87 at page 113) are designed without it. 

7. ~BackD . B kd*p y 
' llya- 

ranged vertically on either side of, and sometimes over, 
the lacing board (a lacing board is illustrated on page 
234). Many back drapery arrangements exist, and I find 
that they help to distinguish carvings. 

St. George's back drapery would shed water 
very well (Figs 97A, 97B, and 98) as would that on ". Hebe, " 
where the drapery prettily accentuates and envelops her 
long hair (Fig. 99A &nd B). The falling back drapery of 
Rhine's figurehead becomes part of her dress (Fig, 100A and 
B) and a nice variation on this is on "Joan of. Arc, " part 
of . whose dress is swept upward to form her back drapery 
(Fig. 61 on page 83). I find that back drapery is 
typically carved in relief on each side of the lacing 
board, but Orlando's back drapery is a laminated section, 
seen now on his right side (Fig. 96) but missing from 
his left (Fig. 54 at page 76). Back drapery appears to 
be a decorative option since figureheads like the . one 
from Eunice H. Adams (Fig. 22 at page 31) do not have it. 

With such a range of back drapery styles, any 
similarity of back drapery on figureheads is reason for 
further comparison and investigation. 

B. ~Lc'o B d. 1 o 11 t t * by o 1 
architect George Simpson (see page 152), it is shown 

that the part of the vessel to which the back of a 
figurehead is attached is called the lacing piece. 
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The lacing piece as part of the vessel is further confirmed 
by various 19th and 20th century sources. Since I 107 

find no historical sources which provide a name for the 
back of the figurehead itself, I have been using the term 
"lacing board" (see page 234). Thus, in my terminology, 
the lacing board of a figurehead is made flush with the 
lacing piece of the vessel. 

In the hundreds of figureheads I have examined, 
I have always found that each figurehead and its lacing 
board are one piece of wood. Laminations do not seem to 
occur for the lacing board itself (see pages 218 to 221), 
and more specifically, I find no a~captions to this rule 
in Mystic Seaport's collection. 

9. Costume. Costume is of special interest because 
of the variety of information obtainable from it, 

First, the treatment of carved clothing by 
different craftsmen distinguished figureheads. The ap- 
pearance ranges from the very smooth surfaces of "Belva 
Lockwood's" dress (Fig. 101) to el'aborately carved folds, 
like those of the "Two Sisters'" skirts (Fig. 102). In 
addition, the appearance of dress trim can be quite 
important. For example, the lace on the 19th century 
Danish Queen Louise figure (Fig. 1, 03), which was carved 
by one of the MPens in Denmark, is quite like the lace 
on Mystic Seaport's "Two Sisters" figurehead (Fig. 102). 
This is part of the evidence that the "Two Sisters" may 
have been carved in the Mgen shop. 

Second, some carvers leave evidence of their 
woodcarving tools, as, for example, the gouge-shaped 
cuts on the skirt of the Iolanda figurehead (Fig. 104). 
That carving also shows decorative incisings at the 
neckline, bodice, sleeves, bracelets, waist, and gown 

edges. Such incisings are typical, although often less 
numerous, and should probably be imagined when one looks 



~: + ~M~F~ 
~ k 



lf 

Y'@~f4 



If~I(l 

I' 

~ ~ 

~ ~ 



129 

at photographs of figureheads that do not show details 
very clearly. 

Third, although figurehead costumes are often 
done with artistic license, the clothing of portrait 
figureheads usually appears to be accurate. Therefore, 
the clothing and hairstyle of Mystic Seaport's portrait- 
like "Fredericka" (Fig, 92 at page 13, 2) have dated her 
to ca. 1825, In an unusual situation, the figurehead 
believed to be of Alexander Hamilton, the statesman who 
died in 1804, is depicted with the clothes style of the 
1830s (Fig. 105), and I suspect, therefore, that he 
dates to the 1830s. 

Not only is costume an important area of study 
because it 1) stylistically links carvings done in the same 
shop, 2) shows evidence of carving tools, and . 3) helps 
to date figureheads, but it also may help to identify 
some figurehead sub]ects. For example, the cross upon 
St. George's breastplate (Fig. 106) helps to identify 
him, and "Joan of Arc" (Fig. 107)' is' tentatively and par- 
tially identified by the carved fleur-de-lys on her gown. 

10. Head Wear. I have found two figureheads with 
nearly identical feathered hats; the "Lady Blessington" 
figurehead at Mystic Seaport (Fig. 108) and "Lizzie" at 
The Mariners' Museum (Fig. 109). Their many similarities 
in pose and design show a definite connection, but 
whether they were done in the same shop is a matter 
meriting further investigation. Figureheads adorned 
with carved hats seem most often to appear in photographs 
of late 19th and early 20th century European merchant 
schooners, which may provide a clue to the history of 
these carvings, 

11. Facial Ex ressions. Even the expressions on 
the faces of figureheads can help to stylistically link 
carvings. For example, a furrow-browed, grimacing look, 
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although uncommon on most figureheads, is seen on both 
the "H, M. S. Asia" carving, possibly 1824, (Fig. 110) and 
H. M. S. Gametic figurehead, 1823, at the Uictory Museum 
in Portsmouth, England. While these figures may prove to 
be by different carvers, they were perhaps done from 
patterns available to Royal Navy shipcarvers. 

I have observed that figureheads' facial ex- 
pressions evoke varied responses from viewers but most 
typically they are described as kind, brave, courageous 
and, often, noble. Traditionally, however, figureheads' 
expressions are not those of laughter or even open smiles, 
not even Mystic Seaport's "Two Sisters, " who are dancing 
(Figs 111 and 112). Perhaps it would seem flippant to 
go to sea with a laughing figurehead. On the other 
hand, very lively expressions can be found on the faces 
of animal figureheads, as evidenced by Phantom's serpent 
(Fig. 113) and the Great Re ubli. c's eagle (Fig. 114). 

Nathaniel Hawthorne's story Shem Drowne's Wooden 
~lma e discusses a 19th century carver's desire to create 
a figure with a sense of life. In some Mystic Seaport 
carvings, such as Eunice H. Adams ' (Fig. 19 at page 28), 
one does find a hint of inner vitality. Other carvings, 
however, such as the Rhine-Maiden (see page 144), more 
immediately suggest the material from which they were 
made. Clearly the effect of a figurehead is achieved 
partly through its facial expression; the eyes in 
particular can be important. 

12. ~E es. The modeling of eyes varies from one 
carver to the next, some following the traditions of 
fine art sculpture. On figureheads, a hole is often cut 
for the pupil, and the outside of the iris may be incised, 
but the wood is not left thin and vulnerable to wave 
action. The pupils of Mystic Seaport's "Fredericka" 
(Fig. 92 at page 117) have been carved as small, 
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Figure 110, Face of "H. M. S. Asia" figurehead. 
(Photo by Carol Olsen. ) 

Figure 111. Face detail of 
shorter sister 
of Two Sisters 
figurehead. 
(Photo by 
Carol Olsen. ) 

Figure 112, Face detail of 
taller sister 
of Two Sisters 
figurehead. 
(Photo by 
Carol Olsen. ) 
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projecting pieces of wood, but it is apparent by comparing 
her to other figureheads, particularly "Commodore Perry" 
(Fig. 93 at page 117) apparently done by the same carver, 
that this was not the original design. 

One modern marine carver says that after 
blocking out a figure, "I like to finish the eye first 
because its appearance is critical and because it puts life 
in the [carving]. If you spoil it or don't like its 
looks, the eye can be recarved without doing over the 
whole head. With the completed eye to keep watch on 
what you' re doing, it's easier to keep the rest of your 
carving alive. And, of course, it's someone to talk to 
as you carve: a benevolent eye approving your praise when 
the chips peel off as they should, and a glittering, 
fierce one to receive your muttered curses [when they 

„108 

13. Hands. Since hands, with their many contours, 
are especially difficult to carve, they may provide one 
good guide for linking together figures from the same 
shipcarving shop. For example, Rhine's figurehead and 
an Unidentified Woman figurehead at Mystic Seaport (see 
page 144) share many stylistic similarities, among which 
are their quite awkward and long hands. 

In other cases, the quality of carving of the 
hands can be indicative of superior training of the carver. 
For example, on the original hands of the "Two Sisters" 
(the right hand of the-shorter girl is poofly restored), 
the contours are convincing (see Fig. 26 at page 37 ). This 
strengthens the possibility that someone like W. E. 
M)en, who had anatomy training at the Danish Fine Art 
Academy, could have carved these girls, as is previously 
discussed on page 38, above. 

Obviously, not all shipcarvers were as com- 
petent as the Mgens, but William Rush, the well-known 
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late 18th and early 19th century American shipcarver 
offered a solution: "When I see my boys bungling in 
the carvings of hands, I tell them look at your own 
hands -- place them in the same position -- imitate them 
and you must be right. You always have the model ~t 
hand. " Perhaps however, some carvers avoided the 

„109 

problem by having flowers conceal hands, as is seen on 
the "Be1va Lockwood" figurehead (Fig. 115). 

Many figureheads on display in museums today 
show that when hands can be seen, carvers took care 
with details, showing not only fingernails (Fig. 116) 
but sometimes even rings. 110 

14. Hair. Carvers likely repeated on several 
carvings the simple hairstyles (Fig. 117) or more 
elaborate hairstyles (Fig. ] 18) that they preferred. 
Therefore, the fact that the hairstyles on "Fredericka" 
at Mystic Seaport Museum (Fig, 92 at page 117) 
and on the "Commodore Perry" carving at The Mariners' 
Museum (Fig. 93 at page 117) are both detailed provides 
part of the evidence that those figures are by the same 
carver, as discussed more fully on page 115 ' above. 

Also, the general hairstyle and crossing curls 
of one of Mystic's "Two Sisters" (Fig. 119) is like that 
on a carving by W. E. Mgen of Denmark (Fig. 120). That 
likeness helps support the theory that the "Two Sisters" 
were carved in the Mgen shop, as discussed on pages 38, 
125, and 136. 

In addition to providing clues about its carver, 
the hairstyle of a figurehead sometimes provides informa- 
tion about the identity of the figurehead itself. One 
example is Mystic Seaport's "Joan of Arc" carving 
(Fig. 61 at page 83), Her identification is based not 
only on the fleur-de-lys on her bodice, and her holding 
what appear to be rosary beads as she looks heavenward, 
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but also on the long, peasant-like braids down her 
back (Fig. 121). 

15. Attributes. The objects which figureheads hold 
sometimes help to identify figurehead subjects. Since 
~phd 1 ' 

~ f'g headhld apl ha h, th hl 
of victory, she may be a goddess of Victory (Fig. 122). 111 

Another goddess-like figurehead holds a cup; she appears 
to be Hebe, cupbearer of the gods (Fig. 31 at page 43). 

16. ~21 . Lag hpe ' th lt lptht*et y 
carried figureheads of considerable proportions. Some 

examples in Mystic's collection stand 6Q to 8Q feet tall. 
When these are female figureheads, they are often decorated 
with enormous necklaces and heavy-looking bracelets. 
Sometimes similarities in this jewelry can be significant 
in comparing carvings. 

For example, Rhine' s figurehead (Fig. 123 ) and 
an Unidentified Woman figurehead (Fig. 124) have neck- 
laces which are quite alike in arc and width, placed 
partially beneath the dress collars. Their several 
common features support the theory that these figureheads 
are from the same carving shop. 

A very different jewelry style is seen in the 
hea~ kl 9 *f the M~d 1 f'g h d (F'g. 126&, 
which is clearly by another carver. Presumably he, too, 
repeated elements of this necklace style on other female 
figureheads he produced. 

Many smaller figureheads have more delicate 
jewelry. On "Halva Lockwood" (see Fig, 115 on page 138), 
very fine, carved lines depict the thin wires of her 
small earrings. Attention to such detail is another 
means of comparing carvers' work. 

17. Other Distin uishin Features. The way in which 
the M~d*1* d H. M. E. E~l f'g h *d (F'g 
126 and 127) both hold fabric between their fingers first 
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caused me to compare them. Their several other 
similarities then became obvious, such as the treatment 
of their hair, off-the-shoulder classical gowns, large 
jewelry, and general facial features. Further investiga- 
tion is warranted to determine whether these figures are 
from the same shop. 

Many figures have special distinguishing 
features, such as the way in which fabric is held, which 
should link carvings not only of the same era but, in 
some cases, by the same carvers. 

18. Restoration in the 19th and 20th Centuries. By 
measuring and describing in written detail every aspect 
of a figurehead, the researcher will discover many other- 
wise unnoticed features, especially traces of restoration. 

For example, on Mystic Seaport's shorter Sister 
(Fig. 128), I found that in one section three flowers 
fit into the space given only two flowers on the rest 
of hez gazland. A closer look revealed that those three 
flowers were restored. 

Measurement and description also disclosed an 
otherwise unnoticed repair on "Fredericka": her left 
earring is restored and differs in detail from the right 
earring (Fig. 70 at page 92 and Fig. 118 at page 139). 

More major restoration is apparent on figure- 
heads like "Aleppo" (Fig. 73 at page 95) and "Belva 
Lockwood" (Fig. 16 at page 24). Their lacing boards have 
been cut away and the figures now seem almost carved 
in the round. Close examination of their backs, however, 
shows the outline of the original lacing boards on those 
carvings. 

Sometimes pre-restoration photographs are 
available to help define modern alterations. Except 
where 20th century materials are apparent, it should also 
be considered that a 19th century carver, perhaps other 
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Figure 128. Three smaller roses at the 
back of one girl's garland 
drew attention to an area 
of restoration. (Photo by 
Carol Olsen. ) 
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than the original carver, may have done the restoration 
work. 

~Signa . I th' h pt, ' '1 t' b tw 
Mystic's carvings and others have been shown in figure- 
head types, poses, scrolls, drapery styles, and elements 
of costume and anatomy. It has also been shown that such 
similarities are essential clues to identifying figure- 
heads, learning about their carvers, and finding further 
figureheads from the same shops. 
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CHAPTER IV 

TABLES OF COMPARISON 

Mystic Seaport's carvings are better understood 
when viewed in relation to one another and to figureheads 
outside the museum. The following tables show several 
ways in which comparisons have now been made. 

Table I cites figureheads, dated when possible, 
with carving features similar to those of figureheads 
at Mystic Seaport. The range of dates for comparable 
carvings varies considerably. The figurehead which is 
possibly from H. M. S. Orlando, 1858 has parallels to carv- 
ings spanning 51 years from 1809 (H. M. S. ~A'ax) to 1860 
(H. M. S. Warrior). On the other hand, available examples 
sh ' gp 111 f sh M~dl f g h*dssyl 
cover only 23 years; however, those dates may well be 
extended by future comparisons. 

Tables II through IX exclusively analyze Mystic 
Seaport carvings, with attention to their styles, dates, 
subjects, dimensions, weight, wood types, and national 
origins. Pertinent ship information is also given, in- 
cluding dimensions, builders, dates, and the purpose for 
which the vessels were used. 

Time has permitted an investigation into only a few 
of the connections between Mystic Seaport's figureheads 
and similar carvings, but even that has been quite 
fruitful. It is clear that a comprehensive catalogue 
of figurehead styles is needed and that it could shed 
considerable light on the hundreds of extant figureheads 
in the world which remain unidentified and, so far, 
unrelated to any other carvings. 



Corres ondin Shi and Fi urehead Sizes 
The correlation between ship sizes and figurehead 

sizes needs to be better understood in order to improve 
the documentation of unidentified figureheads. The follow- 
ing tables show the measurement information I have ac- 
quired for several of Mystic Seaport's figureheads. 

The book Naval Constructor (Fig. 129), written about 
1904 by George Simpson, naval architect, showed figure- 
heads measured to the quarter inch in three different 
ways: length, depth to the outside of the arm, and width 
of the ship's lacing piece (which corresponds to the 
lacing board at the figurehead's back). Simpson's table 
is valuable at least for showing which figurehead measure- 
ments were significant to a naval architect and his 
method of measuring figureheads is used in the following 
charts. 

Unfortunately, however, Simpson's correlation be- 
tween ship sizes and figurehead sizes is not always 
reliable. For example, according to Simpson, Mystic 
Seaport's Rhine figurehead would have the length, depth, 
and width of a carving for a vessel 150 feet in length 
"B. S. " However, Rhine was 257 feet in length. An ex- 
planation of Simpson's abbreviation "B. S. " needs to be 
definitely known in order to read correctly the vessel 
length. 112 

For the present, however, the following tables re- 
garding Mystic Seaport's figureheads are offered with 
currently available information in hopes that they will 
form a basis for closer examination of the correlation 
between documented ship and figurehead sizes. 
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TABLE 6. CARVING DATES FOR MYSTIC SEAPORT FIGUREHEADS 

Some dates have been estimated based on the figure- 
head's hair and clothing styles. Carvings preceded by an 
asterisk were dated by comparison to similar figureheads. 

1820-1829 

1824 "Asia" (possibly a later carving) 

ca. 1825 "Fredericka" 

1830-1839 

ca. 1830s ~"Alexander Hamilton" 

1840-1849 

1845 Eunice H. Adams figurehead 

1850-1859 

ca. 1850s 

1853 

1858 

"Two Sisters" 
Eagle from Great Re ublic 

"Orlando" 

ca. 1850s *"Lady Blessington" 

1860-1869 

1865 

1865 

1869 

Serpent from Phantom 

Indian from Seminole 

Admiral Farragut 

ca. 1860s *"Hebe" 

ca. 1860s * Unidentified Woman f50. 2874 

1870-1879 None 
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1880-1889 

ca. 1880s *"Belva Lockwood" 

1886 Rhine figurehead 

1890-1899 

ca. 1890 
ca. 1890 

ca. 1890 

* St. George 
* "Joan of Arc" (possibly ca. 1920s; see page 84) 

~Md 1 fdg M d 

1900-1910 

ca. 1900 * "Aleppo" 

1911-1920 

1921-1930 

1931-1940 

None 

None (unless "Joan of Arc" dates from this era) 

1931 Iolanda figurehead, duplicate of 1908 original 
TABLE 6, Continued 

TABLE 7. FIGUREHEAD SUBJECT TYPES AT MYSTIC SEAPORT 

The placement of figureheads in these categories is 
based on the best information presently available to me, 
although some may change category as more is learned. For 
example, when the identities of "Asia" and "Fredericka" 
are known, it may prove appropriate to list them instead 
as Famous Person or Literature-Related Figureheads. 

Alle orical or H thical Fi ureheads 

"Hebe" 

Iolanda figurehead 

~Md 1 n f'g M d 

Rhine figurehead 
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Alle orical or M thical Fi ureheads Continued 

Serpent from Phantom 

Ethnic Fi reheads 

"Aleppo" 

"Asia" 

Indian from Seminole 

"Famil Portrait" Fi ureheads 

Eunice H. Adams figurehead 

"Fredericka" 

"Two Sisters" 
Unidentified Woman f50. 2874 

Famous Person Fi ureheads 

Admiral Farragut 

"Alexander Hamilton" 

"Belva Lockwood" 

"Joan of Arc" 

"Lady Blessington" 

Literature-Related Fi ureheads 

"Orlando" 

National Emblem Fi ureheads 

Eagle from Great Re ublic 

St. George 

TABLE 7, Continued 
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TABLE 8. SHIP TYPES FOR MYSTIC SEAPORT FIGUREHEADS 

The vessel types are known of some of the figure- 
heads listed below. However, an asterisk follows those 
carvings which presently rely on comparison to similar 
figureheads for suggestion of their tentative vessel types. 

Merchant Vessels 

"Aleppo" figurehead * 
"Belva Lockwood" figurehead * 
"Fredericka" figurehead * 
Great Admiral (Admiral Farragut figurehead) 

Great Re ublic (eagle figurehead) 

"Joan of Arc" figurehead * 
"Lady Blessington" figurehead * 

Rhine (Rhine Maiden figurehead) 

Seminole (Indian figurehead) 

"Two Sisters" figurehead * 
Unidentified Woman f50. 2874 figurehead * 

Merchant Trainin Vessel 

St. George * 

Warshi or Other Government Vessel 

"Alexander Hamilton" figurehead * 
"Asia" figurehead * 
"Hebe" figurehead * 

~Md 1 f'g M d 

Orlando figurehead 
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Whaler 

Eunice H. Adams figurehead 

Yacht 

Iolanda figurehead 

Phantom (serpent figurehead) 

TABLE 8, Continued 

TABLE 9. NATIONAL ORIGINS OF MYSTIC SEAPORT FIGUREHEADS 

The national origins are known of some of the figure- 
heads listed below. However, an asterisk follows those 
carvings which presently rely on comparison to similar 
figureheads for their tentative national identification. 

United States 
"Belva Lockwood" * 

Eunice H. Adams figurehead 

Eagle from Great Re ublic 

Admiral Farragut from Great Admiral 

Serpent from Phantom 

Indian from Seminole 

"Alexander Hamilton" * 
"Fredericka" * 

Great Britain 
"Aleppo" * 
"Asia"*(or possibly carved in India; see page 196) 
"Hebe" * 



Great Britain Continued 

Zolanda figurehead 

"Joan of Arc" * 
"Lady Blessington" * 

~Md le f gu 'eb d 

"Orlando" 

Rhine figurehead 

St. George * 
Unidentified Woman f50. 2874 * 

Denmark 

"Two Sisters" * 

TABLE 9, Continued 
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CHAPTER V 

REASONS FOR SIMILARITIES IN SHIPCARVINGS 

Conventional 19th century figurehead styles and 
bow shapes account for many figurehead similarities, as 
shown by specific examples. 

Similar Desi n Sources 
Published in 1799, A new Book of Ornaments for the 

Use of all who are an wa conversant in Desi nin 
Buildin Carvin Paintin and Drawin Shi s (Fig. 131) 
contains figurehead patterns which carvers could simply 
copy. A triton pattern from that book (Fig. 132) can 
perhaps better be visualized as a three-dimensional 
carving when compared to the photographed figure shown 
as Fig. 133. Although this compilation of patterns is 
the only book of its type known, its title suggests that 
there were others. Woodcarvers traditionally have used 
patterns; Frederick Fried mentions their use by some 
19th century shipcarvers. 117 

Any 19th century carver using available patterns 
might have had apprentices who, in turn, relied on those 
patterns when they opened their own shops, perhaps in 
other cities. Patterns, therefore, make it quite con- 
ceivable that carvers located many miles from one another 
could be producing figureheads which were basically 
variations on a common theme. Note, for example, the 
stylistic similarities of Figs 134, 135, and 136, although 
each was obviously cut by a different carver. 

Other factors, too, account for similar carvings, 
as will be discussed. 
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Whittle included figurehead and stern carving 
designs (National Maritime Museum, London). 
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Identical Fi reheads From Different Carvers' Sho s 
The original 1908 figurehead from the steam yacht 

Iolanda (Fig. 137). was replaced in 1931 (Fig. 138) because 
of damage to the first figure. A new carver, Mr. Shirley 
in England, copied the original figurehead in minute 
detail, with the exception of the facial expression which 
he could not quite reproduce. 118 

This is the only example known to me of duplicate 
figureheads which sequentially decorated the same vessel; 
surely, however, others existed. 

Similar Fi ureheads From Same Carver's Sho 
The 19th century shipcarver William Southworth 

estimated that he produced at least 500 carvings in his 
69-year career. It is likely that many of those carv- 119 

ings were stylistically distinguishable as being from his 
shop. 

At the same time, similarities in the Rhine figure- 
!)ead (Fig. 139) and the Unidentified Figur'ahead 51. 3358 at 
Mystic Seaport (Fig. 124 at page 144) suggest . that they 
constitute an example of figureheads produced in the same, 
in this case unknown, carver's shop. Note especially the 
common features of their hair, faces, sleeves, necklaces 
lying beneath their collars, and the decorative bands at 
their necklines. Figure 51. 3358, however, shows some 
improvement over the Rhine figurehead in the modeling of 
the face, ears, chest, and even the long hands; perhaps 
it was done later than Rhine's figurehead, or with the 
help of a more experienced craftsman within the shop. 

Similar Fi ureheads Within a Fleet 
Not only can figurehead similarities lead us to the 

work of one carver's shop, but also at times, probably 
to the vessels of a single owner's fleet, Note for 
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example the nearly identical latter 19th century figure- 
heads carved by Charles A. L. Sampson of Bath, Maine, 
for the Western Belle and Belle of Ore on, both of which 
vessels were operated by Captain William H. Besse of 
New Bedford. Since Rhine's figurehead (Fig. 139) 

120 

was carved for one of James Nourse's ships, perhaps . the 
similar but unidentified Figure 51. 3358 at Mystic Seaport 
(Fig. 124 on page 1, 44) will prove to have been on another 
ihip -in his fleet. 

Similar Fi ureheads on Similar Shi s 
That similar ships have similar figureheads is the 

most important key in identifying figureheads. The need 
to conform to various bow shapes creates specific figure- 
head styles and poses, some of which are shown in Fig. 
140 ' Convention in overall figurehead shapes appears 
to have been as desirable in 19th century ship decoration 
as convention was important in 19th century ship con- 
struction. That realization enabled me, a few years 
ago, to identify the specific ship for Mystic Seaport's 
carving "Magdalena" (Fig. 141); only the ship name was 
known at that time. 

~Ho*t dali b kh *f gh 'd 
(Figs . 142, 143). . which. are stylistically similar to 
"Mgd1 a. " g a~Mt addi b k b*th 
4-masted steel barks, about 300 feet in length, they 
suggested the era and ship size that might be appropriate 
f th t 1 d M~d 1* a. g b q tly, Id'dphtg*ph f th~Mdl *, gylM'1 
vessel, built in 1889, which showed Mystic Seaport's 
figurehead on her bow. 

Other examples of seemingly standardized figure- 
heads can be seen in the half figures (Figs 144a 
145:). of . HRM. SM. Trincomal'ee, "H. M. -S. Asia, " and 
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an unidentified Warrior (Fig. 146). Their poses and 
profiles are the same, and they share some common surface 
details. "Asia" and the Warrior have the same angled 
fastenings upon their breastplates, and decorative in- 
cisings on their waistbands (a and b in Figs 146 and . 

147); Trincomalee's carving and the Warrior have the same 
beading at their waists (c in Figs. 144 and 146), Basic 
figurehead styles, dictated by bow shapes, facilitated 
figurehead carving while also assuring shipbuilders of 
continuity in the overall appearance of their ships' bows. 

Similar Fi ureheads From the Same Dock ards 
Some figureheads appear to help identify the regions 

where their ships were built. In the early 19th century, 
several Royal Navy vessels were built in Indian dockyards, 
particularly Bombay. Laughton, in Old Shi Fi ure-Heads 
6 Stems, says it was almost the invariable practice 
to give those vessels Indian figureheads. As one 121 

example, he mentions H. M. S. Trincomalee, 1817. H. M. S. 
Asia was also built in Bombay, and the resemblance be- 
tween the Trincomalee and "Asia" figureheads (Figs 
144, 145) may indicate that they came from the same 
Indian dockyard. 
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CHAPTER VI 

CONCLUSION: ASPECTS OF THE SHIPCARVING TRADE 

SHIPCARVERS 

Nineteenth-century shipcarvers were known by their 
reputations, the wooden figures displayed at their shops, 
and by advertisements in city directories. From the 
latter source, many 19th century American carvers have been 
identified in books by Pauline Pinckney and Marion V. 
Brewington. The trade of shipcarving often passed from 
father to son; examples from the East Coast include the 
Skillins and Fowle families of Boston, the Dodge family 
of New York, and the Colemans of New Bedford. 

Also listed as a 19th century shipcarver is one 
woman, Jane Anderson. She and her son continued the ship- 
carving business of her husband, Jacob Anderson, after his 
death in 1855. Unfortunately, no photographs of Mrs. 

122 

Anderson have yet been located. 
Photographs show 19th century shipcarvers as rather 

respectable looking gentlemen, often nicely dressed and 
protecting their clothing with work aprons. In correspon- 
dence and advertisements they referred to themselves 
variously as "Artist, " "Artist in Wood, " "Sculptor, " or 
"Carver;" sometimes they simultaneously chose more than 
one of those terms. At the other extreme were men who 
described their work as just "chopping" figures. The 
choice of title would seem to reflect the individual's 
training, self-esteem, and the clientele that he wished 
to attract, particularly since there was a great distinc- 
tion in the importance of vessels to be decorated, United 
States Navy ships seem to have received some of the 
figures of highest quality. Just as ships were of greater 
or lesser stature, so were the carvers who were hired to 
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decorate them. 

A renticeshi s 
An apprenticeship, often begun between the ages of 

12 and 15, generally provided a young man's first pro- 
fessional carving training. Reports vary, however, as 
to the length of that training. For a~ample, in 1865 
the Canadian carver Louis Jobin began a three-year ap- 
prenticeship in the Berlinguet shop, while earlier in 123 

the century Daniel Train apprenticed eight years with the 
famous shipcarver William Rush and then stayed on two 
years as a journeyman. Yet another 19th century ship- 124 

carver reported in an interview: "Learn the trade? 
Yes, indeed, I' ve been at it since I was 13 years old 
It takes 12 to 14 years of apprenticeship to make a com- 
petent workman. " „125 

Apprenticeships surely helped to standardize 
American shipcarving styles, and newly established ship- 
carvers sometimes advertised with whom they had done their 
apprenticeships. It was probably not only a matter of 
prestige to advertise that one had been William Rush's 
apprentice, but it may also have helped suggest the styles 
of work a carver could do. The New York Gazette and 
General Advertiser, Nay 25, 1799, announced: 

Daniel N. Train, Carver, No. 144 Cherry Street, 
near the Ship Yards, offers his professional 
services to the citizens of New York and others, 
particularly owners and builders of ships. Hav- 
ing studied Naval Sculpture under William Rush, of Philadelphia, whose talents are extensively 
known, he hopes, from this advantage and future 
exertion, to merit the patronage he now solicits. 
Heads and other ornamental parts of ships will be126 excepted and prepared with neatness and dispatch. 

Additional Trainin of American Shi carvers 
The training of shipcarvers could vary a great deal, 

not only based on the quality of teaching they received in 
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their apprenticeships, but also on the other resources 
they chose to use, Increasingly in the 19th century 
there were opportunities to learn anatomy, modeling, and 
design, particularly through art classes, For example, 
woodcarver Samuel Robb is known to have attended courses 
in the 1860s at the American Institute and at the National 
Academy of Design, New York. At that time the latter 127 

facility had been offering art courses for about 40 years. 
Possibly also offering inspiration to some ship- 

carvers were public monumental sculpture, such as those 
by the eminent shipcarver William Rush. Further, 128 

"mechanics and artist" clubs in the 1850s, including the 
Mechanics Apprentice Library Association of Boston, had 
libraries, exhibitions, and lectures. Surely these 129 

various resources of f ered ideas to some shipcarvers, as 
would more ma]or public exhibitions like the 1841 exhibit 
of the American Institute of the City of New York, the 
annual exhibitions from 1811 of the Society of Artists, 
the 1876 Centennial Exhibition in Philadelphia, and the 
1893 Columbian Exposition in Chicago. Reference books 
such as the 4-volume Artist's Re ositor or Enc clo edia 
of the Fine Arts, published in 1808 by C, Taylor, served 
at least one shipcarver; William Rush is known to have 
used this material. Shipcarvers were also influenced 130 

by other local carvers' work, and by the decorations they 
saw on incoming ships. Foreign vessels at times had very 
high quality carving and, as the following information 
shows, something is known of the training available to 
shipcarvers outside of the United States. 

Some Desi ers and Carvers of Shi Decoration in 
19th Centur Euro e 

In England in 1811, the "superior class of shipwright 
apprentices" was started at the Royal Navy College, 
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Portsmouth. In order to design figureheads, these ap- 
prentices were taught freehand drawing by J. C. Schetky, 
who acquired a large number of plaster casts of classical 
figures for students to copy. L. G. Carr Laughton wrote 131 
in 1925 that those plaster casts had recently been found 
in a garret at the Royal Navy College, Greenwich. If 132 

they can again be relocated, they may prove to be the 
stylistic sources for some British figureheads now on 
display in museums. 

In France, from c. 1643 to c. 1835, there apparently 
was a regular school of carving in the dockyards, from 
which came very high quality marine decoration. 133 
Denmark employed a sculptor in the nagual dockyard at 
Copenhagen until 1816, after which time the responsibility 
for designing decorations for warships is said to have been 
given to the Danish Academy of Fine Arts. At the Office 134 

of Naval Construction, Holmen, Denmark, Johan Daniel 
Petersen became the leader of the Danish School of Orna- 
mentation, where between 1831 and 1848 he designed many 
figureheads. Also, following the custom of the time, 

135 

Petersen practiced copying existing designs, which seems 
indicative of the continuing tradition in ship decoration 
designs. 

Handsome decoration on foreign ships was noticed by 
American carvers. The best example is the reported in- 
fluence upon William Rush of a French figurehead in a 
walking pose, the results of which altered his style 136 

and ultimately the American style of shipcarving. After 
1789, the Indian Trader figurehead that William Rush 
carved for the ship William Penn was so admired by carvers 
when the ship was in London that the Londoners "would 
come in boats and lay near the ship and sketch designs 
from it. They even came to take casts in plaster of 
Paris from the head. " This is one of the best illustra- „137 
tions of carvers borrowing ideas from one another and of 
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shipping facilitating such exchanges. 

Public Reco ition of American Shi carvers 
Whether inspired by foreign design or his own imag- 

ination, when an American shipcarver's efforts resulted in 
commendable work, his profession offered the opportunity 
for public praise. Newspaper accounts of ship launchings 
often included some comment about the decorations. For 
example, an 1880 reporter wrote about the Maine carver of 
one figure: " . . . To say Col. Sampson is a finished 
workman is to express in very mild terms our gratification 
in viewing so fine a work. " „138 

Public disapproval was equally possible, as shown 
by the comments that the eagle figurehead for the Great 
~E*bl'ddd*thitt*th*baty f thb. E 139 

jests could be made. The figurehead of a newspaper re- 
port f th dfoa 1'pp ~Eo t, b ' lt ' East 
Boston, was described as looking like "Colonel Green of 
th E tot P t, baf h lost h hai d E t a- 
ll. t '* 

Since people noticed and commented upon the work of 
carvers, such public appraisals seemingly would have made 
young carvers more likely to emulate the work of the 
more highly praised men and, as illustrated, that would 
have been just one of several factors influencing similar 
shipcarvings. 

WORK ENVIRONMENT 

The Shi carver's Sho 
American shipcarver shops were typically located 

near the waterfronts of major port cities. Paintings and 
drawings of shop interiors show scenes ranging from neat 
orderliness to a seemingly strewn array of carvings, wood 
shavings, and tools (Figure 148). We know from historical 
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sources, plus popular literature such as Drowne's Wooden 
~lma e by Nathaniel Hawthorne, that carvers were often 
visited by townspeople who enjoyed watching wooden figures 
being formed. Fascinated children sometimes came by, too, 
although more tentatively, as Abraham Ritter described in 
IB60 in Philadel hia and Her Merchants: "There was a 
large log under the front window [of shipcarver William 
Rush's] shop, upon which we little boys on our way to 
school climbed and peeped under his window, wondering at 
the transformation of unwrought timber unto the form and 
appearance of human beings. " 41 

Those 19th century carvers likely used razor sharp 
sets of European carving tools. For lighting, they may 
have preferred window arrangments where light came from 
at least two sides, so that the shadows created on the 
wood by the carvers' gouges and chisels would show up 
well; some carvers feel that a single light source tends 
to flatten the appearance of cuts. In photographs, ship- 
carvers' work benches appear to have stood at about waist 
level, and tall sitting stools probably helped relieve 
the many hours of standing or bending that were a diffi- 
cult aspect of the shipcarving trade. 

Plannin Before Carvin Was Be un 
When a 19th century figurehead was needed, planning 

was necessary to determine the figurehead's identity, size, 
shape, wood, joins, painting, and attachment to the ship. 
Cost and time were also settled in advance. In each of 
these matters, there were variables to be considered by 
either the customer or the carver, as the following 
examples show. 

Fi urehead Sub'ects 
Nineteenth century American shipcarver William 

Southworth said that sometimes a shipowner would 
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specifically tell him the type of figurehead he wanted. 
At other times, the shipowner would simply tell him the 
vessel name and ask for the suggestion of an appropriate 

142 figure. Occasionally figurehead subjects were deter- 
mined by those figureheads already on display in the 
carver's shop, since one letter tells of a buyer being 
offered a carving similar to one the carver had already 
made. 

Models 
Portrait figureheads were sometimes modeled 

directly from their subjects, resulting in scenes like 
that in Howard Pyle's 1895 painting "In the Woodcarver's 
Shop" (Fig. 149) (although Pyle's carver does not appear 
to be doing a figurehead). 

Longfellow's 1850 poem The Buildin of the Shi 
similarly mentions a figurehead being modeled after a 
living woman: 

And at the bows an image stood, 
By a cunning artist carved in wood, 
With robes of white, that far behind, 
Seemed to be fluttering in the wind. It was not shaped in a Classic mould, 
Not like a nymph or Goddess of old, 
Nor Naiad rising from the water, 
But modelled from the Master's dau hter. ' 
Live models were surely not always the rule. The 

graphic likeness, and the design for Andrew Jackson 144 

for the U. S. S. Constitution was taken from a lithograph 
of the painting referred to as the "Hermitage Scene" 
done by R. E. W. Earle in 1826. A sketch of Columbus, 145 

based on an engraving in Banke's Ge~o ra ~h , was provided 
to one carver for a figurehead. The "Orlando figure-. 14& 
head at Mystic Seaport, based on Shakespeare's character 
in As You Like It, may be modeled after a costume used in 
one of the several 19th century versions of that play. 
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The sources for figurehead ideas were at least as varied 
as the people, literature, and graphics of the. 19th 
century. 

Artistic License 
Carvers used a variety of sources for their figure- 

head ideas; thus, we often find artistic license in figure- 
head costumes. The 1865 ship Seminole carried an Indian 
(Fig. 150) whose costume, research now shows, was not 
historically accurate for Seminole Indians. The 147 

carver, apparently not obliged in that instance to re- 
search his subject, was free to carve a more stereotypic 
Indian figure. 

In striking contrast to this example, however, is 
the considerable accuracy of the 1869 Admiral Farragut 
portrait figurehead (Fig. 151). Farragut's newly created 
rank of Admiral, the highest position in the United States 
Navy, was shown by his uniform and, accordingly, the 
figurehead had carefully depicted details of shoulder 
boards, brass buttons, gloves, stripes, sword belt, and 
the letters "US" on the belt buckle, all of which were 
carved in wood (Fig. 152 ). The accurate depiction of this 
hero may first have reflected shipowner William F. Weld's 
high regard for Farragut, but it also surely was helpful 
to the carver that Farragut was a well-publicized con- 
temporary figure of whom many illustrations were readily 
available. 

Fi urehead Size 
The figurehead's size was primarily determined by 

the ship's size. There were, however, other considera- 
tions, as shown in a letter of March 6, 1850, by carvers 
S. W. Gleason & Sons, 82 Commercial Street, Boston, to 
shipbuilders Fernald R Pettigrew of Portsmouth, New 

Hampshire: 
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In answer to your question about the size of 
the figure we would say that we agree with you 
pretty much, that is to say, we think the figure 
should look the size of life after it is on & 
would have to be in reality 3 or 5 in taller, the 
standard height among Artists is for a female 
5 feet 3 in -- suppose we make the figure 5 feet 
6 in & the block or scroll as small as possible 
say 7 in -- extreme lengIb of whole 6 feet 1 
inch; how will that do?" 
The figurehead being described, although a little 

taller, is in the style of "Belva Lockwood"' &see -page 24). 
The letter shows the need for the carver and ship- 
builder to determine to the inch the proper figurehead 
size. Such measurements were important for the figure- 
head's fit on the bow, as was the need for the carving's 
profile to blend well with the bow shape beneath it. 
John Griffiths, a 19th century naval architect, emphasized 
the need for the shipcarver to have as much time as 
possible for his work so that he could properly plan the 
figure lines to harmonize well with the ship bow. 
Griffiths said that a poor appearance in the head of a 
ship greatly detracted from a vessel's overall beauty. 149 

Studies for Fi ureheads: Drawin s Wax Models and 
Full Size Patterns 

At times drawings of planned figurehead designs 
were sent to 19th century customers for approval, 150 

and some of these original figurehead drawings survive. 151 
Three-dimensional figurehead studies also survive in 
seventeenth and eighteenth century wax and wood models 
of Danish and English figureheads, and a plaster study 

152 

now in the collection of the Danish Maritime Museum at 
Kronborg Castle was prepared for at least one very large 
20th century figurehead. 153 

Studies for figureheads sometimes included templates. 
For example, in 1846 a template was cut for the planned 



U. S, S. Constitution figurehead of Andrew Jackson; the 
template was held to the bow in order to judge the appear- 
ance of the figure before it was carved. More recently, 154 

the modern reconstructors of the 1875 Elissa in Galveston, 
Texas, used such a template at Elissa's bow to determine 
the most attractive looking figurehead style for her. 155 

It is reasonable to assume that such templates were used 
occasionally in the 19th century as well. 

MATERIALS 

Wood 

With the figurehead design and size agreed upon, the 
carver could arrange for wood. He may have had his own 

stock, or he needed to procure it from a spar yard 156 

or other source. I assume that shipcarvers worked with 
well-seasoned wood and that they did not treat it with 
oil; accounts of 19th century wooden figures first being 
treated with oil appear to be for indoor carvings rather 
than for figureheads. 157 

Eastern white pine (Pinus strobus) was widely used 
by American carvers, and microscopic analysis at the 
United States Forest Products Laboratory shows that 158 

this is the wood type of most of the carvings covered 
in this text, including those which were likely carved 

E *Pe, h the f gh "*d ~ ef E~dl, Ehf *, 
and H. M. S. Orlando. Table 4 at pages 170 to 172 
gives more specific wood information. 

Eastern white pine is excellent for shipcarvings 
because it has an even and straight grain, is moderately 
soft and easily cut in any direction, has minimal 
shrinkage and swelling, is free from resin, and, im- 

portantly, can withstand rough treatment. It is a very 
lightweight wood with a specific gravity of only about 
. 34 green and . 37 oven dry, compared to white oak with 
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a specific gravity of about . 64 green and . 79 oven dry. 159 

A table published in the Record of American and 
Forei n Shi in (Fig. 153) shows the years of expected 
service from different woods. It indicates that pine is 
very durable; as decking it could last 11 years. One 
should expect, therefore, that the lifetime of a pine 
figurehead could be considerably beyond 11 years, es- 
pecially since figureheads were protected by paint and 
were constantly exposed to salt, which is a wood pre- 
servative. Also, on long voyages, some figureheads were 
removed from the bows and stored below (see page 231. ), 
For such reasons, figureheads carved from pine could 
last for decades. 

Flaws in the Wood 

Bungs which do not cover fastenings are sometimes 
seen on figureheads. They are probably replacement wood 
for small areas of imperfection in the original log, 

In a different instance, x-rays show that a 
branch caused a section of wood to be slightly raised 
on the Eunice H. Adams figurehead now at Nystic Seaport; 
the carver appears to have drawn her hair line especially 
to disguise that flawed area. 160 

Solid Fi ureheads 
It seems that carvers used solid logs whene~er 

possible and that laminations were used only when really 
necessary to save wood or to improve grain direction. 
Solid logs were used for the figures of Eunice H. Adams 

and Commodore Perry (Figs 154A and B ), with the heart- 
wood going through the fiddle scrolls but not through 
the heads of the figures. Since wood checking usually 
originates from the heartwood, this positioning seems 
practical, but figureheads also exist with heartwood 
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Figure 154 Placement of heartwood in some figureheads. 
A. Eunice H. Adams figurehead. 
3. "Commodore Perry" figurehead at The 
Mariners' Museum. (Drawings by Carol 
Olsen. ) 



215 

continuing into the head. 

Joined Fi ureheads 
Each figure in the "Two Sisters" figurehead was 

carved separately, each from one log. More wood was 
added for the extended arms. X-rays show that two metal 
fastenings, covered with wood bungs, secured the "Two 
Sisters" together (Fig. 155). 

Laminations 
It appears that high curls, like those on Mystic 

Seaport's "Fredericka" (see Fig. 92 on page 117), 
are sometimes very small pieces of added wood with the 
grain running in the direction of the curl, presumably 
to facilitate carving. 

Larger laminations are more common. The Great 
~Rbl' figur h d ' form d f o * p' f od 
(Fig. 156A-E). Among them are pieces added for the extra 
fullness of the brow ridge (Fig. 157), which are held 
in place by small but visible tacks. The lamination 
goes through the center of each eye and then carefully 
follows the outline of the feathers; a small ridge has 
been carved for the smooth joining of this wood. 

Adding wood to a somewhat raised surface is common 

on figureheads. This is done particularly often in the 
case of figurehead arms, as on "Joan of Arc" (Fig. 158). 

Lamination, as shown in these examples, eliminates 
the need for a log of the figurehead's total width, 
and it allows the grain to be aligned in the direction 
of the carving, thus making the wood easier to cut. 

When the carver has an insufficiently wide log 
he must, probably with reluctance, add rather small 
pieces of wood, like those at the right shoulder and base 
drapery of Alexander L(amilton (Fig, . 159A and 8), However, 
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1'igure 156. Laminations and fastenings of Great 
Re ublic eagle. Some copper fasten- 
ings an bungs ;em!ain. in the carving, 

Sigh sid!' of eagle, Se«fiona 

0 f woo!i, 

Fast!. r!ir!g h«! les d through h have 
he fo lowing draIH'tet':: 

G, ' 

! I'. :! 
a) I" 
b) 1" 
c) 1" 

C. Schematic drawing of wood as seen 
from the back of this eagle carving. 

D. Sectional sketch of eagle at fasten- 
C L 

a) bung depth 2- 2/16'' 
b) open and align!ed w!ith 
«) bung depth 2-6/16" 
f) 3" bung depth 
g) open and aligned with 
1. ) bung depth 1-1. 0/16" 

Sectional sketch of eagle at fasten- 
ing hole. s d and e. 

d) bung depth 1-2/16" 
e) bung depth 1-8/16" 

(Drawings by Carol Olsen) 



218 

~ t 

~ ~ 

~ ~ 

~ -e 
~ ~ ~ 

«/ 

I 

a -copper 
ast~c 



219 

+ pl 
1 

Base of the Great Re ublic eagle 
figurehead, A. The row ridges 
exceed the width of most of this 
carving. B. Mood was added 
where extra width was needed. 
(Photo and line drawing by 
Carol Olsen. ) 
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Figure 158. Laminations on the 
"Joan of Arc" 
figurehead at 
Mystic Seaport 
Museum. (Drawing 
by Carol Olsen. ) 
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the carver's addition of wood for Hamilton's three-inch 
deep front scroll (also seen in Fig. 159) is quite 
practical: it eliminates the need for a main log of that 
considerable extra depth, most of which would have to be 
cut away in the final carving. 

Permanent Arms 

Hamilton's left arm is added, permanently-affixed 
wood (Fig. 159). This design, with a space between the 
arm and the body, is unusual; however, another example 
is seen in the Skagen Hotel photograph in Poulsen (1977: 
172). Compare the more common style of the arm which is 
held at the side also being adjacent to the body, as 
shown on the Admiral Farragut, St. George, and "Aleppo" 
figureheads on pages 56, S5, and 95. 

The flat surfaces at "Asia's" sides (Fig. 160) 
show how his permanently attached arms were positioned. 
The incisings atop the shoulders on both sides are 
probably the manes for now missing lionhead sleeves, as 

th H. M. S. ~E11 * hon f'g h d (F'g. 161). 

Detachable Arms 

Typically, outstretched figurehead arms were re- 
moveable so that they would not be injured at sea. A 

tenoned arm fit into a mortise which was usually cut at 
the shoulder, as in the case of the right arm on Alexander 
Hamilton (Fig. 162 ). 

"Hebe" (Fig. 163A and 3) is the only example known to 
me of a figurehead having a mortise for each of her remove- 
able arms cut near the elbow, rather than at the 
shoulder. That design allowed "Hebe's" drapery to go 
just above her detachable lower arm, another feature 
which is uncommon (compare "Hebe's" drapery on page 
43, above). 
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Materials Other Than Wood in Fi ureheads 
Sometimes the carver included materials other than 

wood in figureheads. St. George's iron shield (Fig. 164) 
is durable, realistic, and thin, with edges that will 
remain well-defined. The shield is set into a recess 
in the arm and secured by four metal fastenings which 
can be seen across the shield surface, The left arm 
was tapered (Fig. 165) in order to keep the shield 
securely close to the body and to have the shield clear 
the ship's bobstay. 

PREPARING AND DELIVERING FIGUREHEADS 

Carvin Fi ureheads 
A figurehead's cutting was described in 1879 by a 

visitor to a New York shop: 
He marks a center line on each side of the square 
block from which the figure is to be made; then 
he sketches the profile outline on two sides of 
the block and hews down to those lines. Then he 
sketches the front view on the hewed sides and 
cuts the block down. Afterwards the corners are 
reduced to that plump roundness so characteristic 
of the figurehead. &&& 

The initial blocking-out of the figure could be done with 
an axe, and that job was sometimes given to an advanced 
apprentice. 162 

Wooden cigar store and circus figures, often com- 
parable in size to figureheads, would sometimes each have 
a hole bored into the top of the head for a pipe. The 
projecting pipe was used as a handle in turning the 
figure during carving, and later for carrying the 
figure. I have seen, however, no evidence of such 

163 

pipeholes on the figureheads I have studied at Mystic 
Seaport, nor have I seen them on figureheads elsewhere 
in the United States. 
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Paintin and Gildin 
A modern marine carver mentions that there is an 

advantage to first painting a completed wooden carving 
all white: it emphasizes any areas which need to be more 
crisply carved. Possibly this practice aided 19th 164 

century shipcarvers as well, for recent x-rays have re- 
vealed that some of Mystic Seaport's figureheads received 
a base coat of white lead paint before being covered by 
polychrome paint. 

At times the final coat of paint on figureheads 
was also white, perhaps to suggest finer, marble sculp- 
ture. Figureheads have also been finished with all-white 
paint with some gold trim or all-white with one or two 
areas of color like that seen today on Mystic 
Seaport's "Aleppo" figurehead (Fig. 73 at page 95). 
However, from 19th century newspaper descriptions and 
the primary paint layers on some surviving figureheads, 
we know that many 19th century figureheads were painted 
lifelike. 

Figureheads were not always painted by the man 

who carved them. For example, The Eastern Times on 
July 6, 1854, made the following comment about the 
Emily St. Pierre figurehead: "Mr. [C. A. L. ] Sampson is 
a young man of superior genius and skill and this pro- 
duction shows that our mechanics are not to be beaten. 
The painting and gilding by S. C. Sawyer is executed in 
the best style. " Possibly the better-carved figure- „165 

heads were painted by professional painters. Gilding, on 
the other hand, seems to have been a common skill of 
shipcarvers, as indicated by advertisements. 

Gilding could be costly as evidenced by one 
surviving bill: 
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New York November the 18 1859 
Ship Andrew Jackson & ow: Dzs: 

To Samuel Baker 
To painting the Between deck, the yards= 
Mast heads & gilding 3 Balls $81. 59 
Extra Work--to painting Graining & varnishing 
in Cabin--50 lbs Zinc 9t 4. 50 

1$ gallon spirits Turpt. 63C . 94 
16 lbs White Lead 9c 1. 44 

3 lbs Patton drier 18t . 54 
6 Sheets Sandpaper lt . 06 
1 lb putty 5c . 05 

To Graining and Shading Entrys 7. - 
5 7/8 Days Work $2. — 11. 75 
Q gallon Copal 1. 50 

47 Books Gold to Gilding on head ()6/; 35. 25 

$144. 33 
Reed Payment: 

Samuel Baker 166 

A further and unusual mention of gold leaf for a 
figurehead, as well as special paint for the carving, is 
made by H. H. Neligan, a crewmember aboard the Great 
Admiral (Fig. 39 at page 55): "It was the mate 
who took on himself to paint the admiral [figurehead] 
with a special enamel paint and zeal gold leaf. The 
mate also used to 'gold leaf' the scroll work on her 
stem and counter, having a screen around him, while fix- 
ing the gold leaf; to keep the wind off. " „167 

Customer A roval 
Although nicely carved and painted, figureheads 

could be refused by 19th century shipownezs. A carving 
of Cassandra Adams (Fig. 166), for the 1876 Puget Sound 
bark of that name, was ordered by Cassandra's father, 
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When it arrived from San Franciso shipcarver Edward 

Lovejoy, Mr. Adams considered the figure too buxom, 
too short-skirted, and otherwise too immodest to repre- 
sent his daughter. The carving was returned and another 

168 commissioned. 

Mountin the Fi urehead on the Shi 
Barring dissatisfaction from the customer, a 

finished figurehead was soon mounted on the ship. 
About 1780, in Boston, there were even head 

builders who picked up ships' carvings from the carver 
and then mounted them on ships, a specialty which did not 
last long. In the latter part of the 19th century, 169 

shipcarver William Southworth had his carvings delivered 
to the ship carpenters, who placed them on the bow. 170 

Many times, however, the carvers themselves tended to 
this final aspect of their work. 

If a shipcarver's shop were higher than ground 
level, the larger carvings were likely lowered by tackle 
to a horsedrawn wagon on the street for transport to the 
shipyard. At the shipyard, figureheads were usually put 
in place by the time of launch, having been hoisted to 
the bow by a tackle line from the ship. That tackle 
line also made it possible to remove the figurehead at 
sea. 

Removin Fi ureheads at Sea 
So little information is published about the re- 

moval of figureheads at sea that this unique first-hand 
account from a Great Admiral crewmember is valuable: 

First chance after leaving port a pair of sheer 
legs was shipped on the lee side of the forecastle 
head, a tackle was hooked to an eye-bolt between 
the Admiral's shoulders, some bolts were taken 
adrift, and the figure was hoisted on deck, to 
be stowed and bolted ip his own locker under 
the forecastle head. 17~ 
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FASTENING FIGUREHEADS TO SHIPS 

Fastenin S stems 
Three slightly different fastening systems, as I 

perceive them, are shown in Figs 167 through 174. 
Design gl, shown on the Eunice H. Adams 

and "Marcia Allen" bust figures (Figs 167A, B, C, 168, and 
169), the "Belva Lockwood" full-length figurehead (Fig. 
170A, B, C) and the A. McNichol billethead (Fig. 171) has a 
proj ecting lacing board and a base mortise. 

Design P2, shown on the "Two Sisters" figurehead 
from Mystic Seaport (Fig. 172) and in a Scottish Lad 
figurehead photograph (Fig. 173), is characterized by a 
lacing recess, rather than a projecting lacing board. 

Design g3, shown on the Great Re ublic eagle figure- 
head (Fig. 174A and B) is characterized by a mortise 
cut completely through the figure for attachment to 
the ship. The Phantom figurehead at Mystic Seaport 
(see page 68) also has this fastening design. 

~Ft A S 

Metal fastenings protruded from the backs of 
some figureheads to help attach the carvings to their 
ships (see Fig. 172 at page 239), The fastenings were 
iron or copper, with copper being the more durable but 
also the more costly metal. 

Since better-built 19th century vessels were 
usually copper fastened, we may find that their figure- 
heads generally had copper fastenings too. This is the 
case with the 1853 Great Re ublic ship and her eagle 
figurehead (see page 242). 

In contrast is Mystic Seaport's "Joan of Arc. " 
Being less well carved than many figureheads, it is 
somehow not surprising to find the less expensive iron, 



Figure 167. Projecting Lacing Board and Base 
Mortise: Bust Figure; Fastening 
Design gl. A. Back of bust 
figure. B. Apparent means of 
attaching figure to ~easel. 
C. Figurehead in place on 

Tire. ahead aI, "v)sic '. =Bo 
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Figure 170. Lacing Board and Base Mortise Attachment: 
Full Length Figure; Fastening Design //l. 
A. Front of "Belva Lockwood" figurehead. 
B. The darkened area delineates the base 
recess, now filled with wood, on the 
"Belva Lockwood" carving. C, Probable 
attachment of "Belva Lockwood" figurehead 
to ship. 
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Figure 173 Lacing Recess; Fastening Design g2. The ship 
stem fit into the back of this figurehead to 
a depth indicated by the paint line on the 
hull. A) Stem tenon. B) Paint line. 
C) Fastening hole. The photo, taken in 
Seattle, Washington in 1942, is of the 
iron vessel Scottish Lad , built 1868 in 
Dundee, Scotland. (Photo: National Maritime 
Museum, San Francisco. ) 
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rather than copper fastenings in her, 
On their bills, carvers listed metal fastening 

costs separately from their labor. For example, the 
1846 bill for the U. S. S. Constitution's figurehead of 
Andrew Jackson shows the carving cost of 8250. 00 plus 
83. 00 for 12 pounds of copper bolts for the figure- 
head 

As shown at page 218, fastenings were usually 
countersunk a small distance into a figurehead and 
then covered with wood bungs, This protected the metal 
fastenings from corrosive sea water, while also pro- 
viding the inner strength of metal and an outer carve- 
able surface of wood. 

Abutment Board 
I am labeling one fastening feature an "abutment 

board" inasmuch as there is sometimes a projecting 
section at the top of a figurehead's lacing area which 
is uniquely shaped to abut the vessel. One example is 
s*e ' th pht g ph f th ~Gth ol f grh 'd 
(Fig. 175). 

Misfitted Carvin s 
Once attached to a ship's bow by the various means 

described above, a carving was occasionally found to 
fit improperly. One example is the Captain McLaurin F. 
Pickering figurehead of 1878 (Fig. 176 ) which apparently 
was left on the bow despite its ill-fitting base scroll. 

If the carving did not clear the bowsprit, however, 
there was no choice but to remove it for alteration. 
This occurred with Mystic Seaport's Rhine figurehead, 
according to a bill for 4 shillings, dated 1886, which 
I was able to obtain from the shipyard records of the 
builders Russell & Co. (Fig. 177 ). This is the only 173 
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reference to the figurehead in their records, which 
suggests that the figure was done by an independent 
carver and only fitted on by the shipyard workers. 

PAYMENT 

Contracts and Cost 
Shipbuilders or owners and independent carvers 

sometimes defined their responsibilities about figure- 
heads in written contracts. A letter of 1846 from carver 
John L. Cromwell to shipbuilders Fernald and Pettigrew 
of Portsmouth, New Hampshire, made many details clear: 
the captain arranged for the carving, the carver was to 
provide his own wood, a date was set for the completion 
of the carving, the carver was responsible for the figure- 
head being painted and gilded, and the shipbuilder was 
to shape the trailboards and send them to the carver 
for decoration: 

This may certify that the under signed has 
agreed with Capt. Herman Eldredge to do the Follow- 
ing named carved work for a ship about 550 tons gross, 
Mess. Fernald & Petigrew Portsmouth NH, viz to find 
a stock and carve a mail Indian Bust. Head. 
Also to furnish stck & carve a Tafferal. 
the Trail Boards & Chocks (to be got out by Fernald 
& Petigrew, and sent on) to be carved by the under- 
signed. Allso to be painted gilded and collared in 
good stile. Tafferal to be carved to correspond w/t 
head. To be compleated by the first of April 1847 
To be boxed up and safely delivered on Board one of 
the Portsmouth Packets Cash on Deliver in full for the above named carvq$ work Compleat 
one Hundred Dollars. ~ 4 

Not receiving payment until completion of the work 
sometimes caused problems. Carver Charles J. Dodge's 
mid-19th century letter asks for an advance on his 
earnings so that he could afford to send the shipbuilder 
the figurehead he had carved, 175 

Also, agreeing to the cost of carvings in advance 
sometimes posed a problem for the carvers, as is poignantly 
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shown in a letter from shipcarver John W. Mason to ship- 
builders in New Hampshire. 176 

Boston Sept. 14, 1847 
Messrs Fernato & Petigrew 
Gentlemen— 

Your large Eagle is carved but not gilt and I want you to grant me a few days more to gild it in. I can get it well done by Saturday so that you can put it in on Monday — three days will 
not make any difference with you I. hope. I . have 
cheated myself in this job. I ought to have 
charged you $10 more - it will cost me more than I anticipated to gild it. He is a Bouncer. 
Carvers get sheared sometimes as well as ship builders — it will all be the same a hundred 
years hence. 

Yours truly, 
J. W. Mason 

Time Involved in Shi carvin 
Contracts and letters show a concern with time in 

shipcarving; the trade card of Levi L. Gushing, 1830, 
states: "Models of any kind executed at the shortest 
notice" (Fig. 178). 

Specific information about the time involved in 
shipcarving is sometimes available. Four to six days 
apparently sufficed for one 19th century New York ship- 
carver to prepare a female half figure, and late 177 

19th century carver William Southworth claims that he 
carved 5Q- to 6-foot-tall figures out of pine in about 
18 days. The approximately 10-foot-tall Andrew 

178 

Jackson figurehead is said to have taken six weeks. 179 

Variations in time can be attributed not only to the 
different sizes of figureheads but to the talents of the 
carvers, the varying amounts of surface detail, and any 
need for special care and accuracy in portraiture or 
costume. 
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One suggested timetable for a wooden ship of 800 
tons shows its keel being laid February 29, 1868, the 
carver's work being underway six months later in August, 
and the vessel being launched in September. That vessel's 

180 bow decoration appears to be a head only. 

As Shi carvin Declined Other Work Was Done b 

~Sh 
' 

Shipcarving declined in the latter 19th century. 
Reasons include the economic depression of 1857, which 
decreased the number of ships being built, plus a change 
in attitude about carving. The money-making clipper 
ships had been handsomely decorated, but later in the 
century, in the words of carver William Southworth, "few 
shipbuilders cared for such elaborate work. " Stan „181 
Hugill, a square-rig sailor of the 1920s, says that by 
the 1920s sailors surely did not care whether a ship 
carried carvings, but he knew from older sailors that it 
had mattered more in the 19th century. 182 

Particularly with the decline in ship decoration, 
shipcarvers took on other kinds of work including shop 
figures, especially cigar store Indians, architectural 
sculpture, circus figures, and shop signs. An invoice 
of Julius Melchers, 1878, shows the variety of work that 
he did, giving his three titles of sculptor, modeler and 
wood carver (Fig. 179). 

Commercial Art 
The several titles by which 19th century carvers 

referred to themselves suggest how difficult it is to 
categorize one hundred years of carving by hundreds of 
men for thousands of vessels. If one were to try, however, 
it can be said that many figureheads were above the level 
of folk art, especially because of the need to suit the 
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figurehead design to the ship, and the several examples 
of fine modeling in figureheads which reflect training 
either by apprenticeship or formal classes. Shipcarving, 
on the other hand, is not fine art, even though fine art 
sculptors were sometimes commissioned to do figureheads. 
Shipcarving therefore is best described as commercial 

183 art, and its quality is as varied as the men who 
created it. Its rank beneath fine art is suggested by 
a comment by a carver who remembered the famous William 
Rush: "Rush did an immense amount of sculpture carving, 
not all of it of the first class, but the best of it 
equal, I think I am right in saying, to the best that 
ever has been produced . . . even if it was for the most 
part given to the making of ship and tobacconists' 
figures. " „184 

SHIP AND BOAT DECORATION CONTINUE TODAY IN A MINOR ROLE 

Although shipcarving as an established trade 
diminished in the 19th century, marine carver Jay Hanna 
recently explained: 

Someone once wrote that the art of ship's carving is dead. Don't you believe it. It may be old and is surely tottering around with a cane, but it is 
kept alive by small injections of enthusiasm and skill from professionals and amateurs alike. It 
would be hard to find a Rush, Skillen, or McIntire 
today, but there's always ygmeone around to do what little carving is needed. "~o& 

Boatowners today often do their own marine carvings 
when they do not know a professional to contact. There 
have been many fine examples at Mystic Seaport of visiting 
boats which were decorated by their owners, and in talking 
with these boatowners, I often found the reasons for their 
choice of decoration very interesting. For example, 
Wendell Crosby of Beverly Farms, Massachusetts, carved 
ivy trailboards from ivy used at his daughter's wedding, 186 
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and a woman who admires the 1841 whaleship 'Charles W. 

~Mor . an at Mystic Seaport (Fig. 1, 80) sketched and carved 
a billethead like the M~or an's for her own boat. One 187 

of my particular favorites are the decorations for the 
f h 'gl hll*f~tk Duk. Aduk 'th h *eh 
around its neck is painted on the bow, and a wooden 
decoy duck floats from the stern when the boat is in 
harbor. The boat's spinnaker and stationery also use 
the emblem of the duck with a horseshoe around its neck, 
and it all refers to the book Make Wa for Ducklin s 
which the owners read years ago to their small children, 

h te g er h* d~tk D k. Hut t 188 

ly, since the 19th century decline of shipcarving, people 
have continued to find ways to decorate their boats. 

Zn recent years full-sized figureheads have been 
df f ll ef Cld l. H Lf, ~gtt g k 

Greenwich, England, and Elissa in Galveston, Texas. 
Owners of commercial passenger vessels off New England' s 
coast, like Bill of Ri hts with an American shield on the 
bow and gilded acorns and oak leaves on the trailboards, 
and Shenandoah with a splendid gilded eagle, still find 
it desirable to have decorated bows, and drawings of 
figurehead designs in Marine Paintin s at Peabod are 
dated as late as 1939. Since 1936 at least 54 of 189 

the Norwegian Olsen Line merchant vessels have had bows 
decorated with glass mosaics, paintings, or beautiful 
bronze figureheads, evidence that the tradition of bow 
decoration is still alive on large ships. There have 190 

been other times in history when the use of figureheads 
waned and then resumed; hopefully the present lapse is 
also a temporary one. 
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Figure 180, The billethead of the Charles W. Mor an 
served as a model for one t century 
boatowner. (Photo by Carol Qlsen. ) 
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NOTES 

[1] Illustrated in Landstrom (1970:13, fig. 13), and 
Engelmayer (1965:pl. XXVI, fig. 8), 

[2] A bird appears on a vessel painted on a Gerzean 
vase, c. 2900 E. C. , shown in Petrie (1974:pl. 
XXIII), and on a vessel on the West House fresco 
painted at There, shown in Marinatos (1973). A lion head decorates each Egyptian boat in the relief at Medinet Habu, c. 1200 B. C. , shown in 
Sass (1972:21). Osiris' boat in the temple of 
Sethos I in Abydos shows a Pharaonic figurehead 
which is illustrated in Landstrbm (1970:119, fig. 369). 

[3] Illustrated in Costa (1981:16), and Torr (1964: p1. 2, fig. 9). 
[4] Lyman (1943:58-59). 
[5] J. Revell Carr, personal communication. ' 

[6] Casson (1971:344, 345 and footnotes 1 and 2 on 
those pages). 

[7] Kennedy (1974:25). 
[8] Letter dated April 28, 1982 from Arne Emil 

Christensen to the author. 

[10] Haddon and Hornell, Vol. 1 (1936:41). 
[11] Haddon and Hornell, Vol. I (1936:394). 
[12] Haddon and Hornell, Vol. II (1936:28). 
[13] Haddon and Hornell, Vol. II (1936:145). 
[14] Worcester (1971:531). 
[15] Worcester (1971:532). 
[16] Pardal (1974:129, 130). 



256 

[17] 

[18] 

[191 

[20] 

[21] 

Franzen (1960) shows many carvings from this 
sunken ship. 

Norton (1976:62). 
The richly encrusted stern of this ship is shown 

in a painting of Peter Pett and the Sover~ei 
of the Seas, illustrated in Frere-Coo~( . 996: ~). 

Poulsen (1977:10). 
Baker (1973:668). 

[22] 

[ 231 

[24] 

[25] 

[261 

[27] 

[28] 

[29] 

[30] 

Cape Cod Advancement Plan (1936:7). 
Poulsen (1977:198); Norton (1972:10), Pinckney 

(1940:144), and Lipman (1972:25) each provide 
examples of this good luck association. 

Davis (1981: ]. 33-148) and Winner (1969: 1-139) . 
I am indebted to Mr. Elton W. Hall, Curator of 

Collections, Old Dartmouth Historical Society 
Whaling Museum, for bringing this photograph 
to my attention. 

This information was provided by the Nantucket 
Historical Association in a letter to the author 
dated January 23, 1981, and is from the printed 
Vital Records of Nantucket, P. R. 38. 

Pinckney (1940:124, 126, 183). 
The Survey of Federal Archives, Shi Re isters of 

New Bedford, Volume 1, 55, and Starbuck ~~: HI~61~ZO, 632) . Also, the Whalin 
~Dect publ' h d t N B*dford ' 69 
shows that in that year Freeman E. Adams 
also owned three barks named B. Colcord, 
M. Wri htin ton, and Oak. 

The Survey of Federal Archives, Shi Re isters of 
New Bedford, Volume 3. 

National Maritime Museum, Greenwich, Historic 
Photograph Negative No. C. 7204. Also, a full 
starboard view of th's is shown in Bushell, 
(1939:144). 
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[31] Royal Mail Steam Packet Co. (1909:7). 
[32] Poulsen (1977:94). 
[33] Poulsen (1977:98). 
[34] Comparisons can be made with the clothing of the child figures carved in the 1850s illustrated 

in Poulsen (1977:93, 95). 
[35] Poulsen (1977:97). 
[36] Poulsen (1977:114). 
[37] Poulsen (1977:97). 
[38] See, for example, Stackpole (1964:10, 11). 
[39] Licht (1967). 
[40] Stackpole (1964:59). 
[41] Letter from Mr. Huntington, Jr. to Mystic Seaport 

Museum dated October 1964. 
[42] This vessel was included in America's Lar est 

Yachts 10. 
[43] Plant (1911:188). 
[44] Illustrated in Hansen (1979:58 as B-AN-NS-2), 

[45] Letter from Mr. Huntington, Jr. to Mystic Seaport 
Museum dated October 1964. 

[46] The Boston Post, October 5, 1853, gave the follow- 
ing account of the October 4th launching: 

THE LAUNCH OF THE GREAT REPUBLIC 

This triumph of marine architecture was launched 
from Mr. M'Kay's ship yard in East Boston at pre- 
cisely 12 o' clock on Tuesday. The ceremony of 
introducing the noble fabric to her destined home occurred in the presence of an immense crowd of 
spectators, and she passed to her mission on the 
deep with the crash of cannon and the cheers of 
the people. She curtsied beautifully to the 
compliment as she glided coyly away from the 
shore, and gave her arm gracefully to the 
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steamer Forbes to be escorted into dock. We 
have never. eenoown so much enthusiasm attending 
the launch of a ship. Visitors were in town 
from the back country and from along the coast 
to witness the launch, particularly from Cape 
Cod, delegations from which arrived by the 
morning train. The wharves on both sides the 
stream where a view was obtainable, were 
thronged with people; men, women and children 
vied in interest to get a look, and boys and 
men clung like spiders to the rigging of the 
ship, and the sides and roofs of the stores and 
houses, to get a glance at the sublime 
spectacle. . . . The river was full of vessels 
of various kinds and all kinds . . . and all 
were crowded with eager lookers. 
The day was fine and the moving life upon the 
land and water gave great interest to the 
scene. . . . As the hammer of the clock fell at 
twelve, the stroke of a gun at the shipyard 
announced that the ship had started on her ways, 
and she pursued her graceful course to the arms of the loving wave that opened wide to receive 
her. Captain Alden Gifford chx'istened her in 
pure Cochituate The Great Re ublic, as she left 
her trail and took to her watery bed. 

The Great Re ublic is one of the most beautiful 
crafts that ever took captive the heart of the sailor. She is 325 feet long, 53 feet wide, her 
depth 37 feet, and her capacity 4000 tons -- the 
largest merchant ship, probably, that ever tasted 
salt water. The Great Re ublic thus stands in 
front of the ships as t e Great Republic she was 
named for stands in front. of the nations, and 
we hope her prosperity may be in an equal degree 
with that of her great namesake. 

Bradlee (1927:2, 3). 
[47] A Sailor (1853:6). 
[48] A print entitled "Burning of the 'Great Republic, ' 

December 26, 1853 is illustrated in Bradlee 
(1927:21). 

[49] A Sailor (1853:7). 
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[50] 

[51] 

[52] 

[53] 

[54] 

[55] 

[56] 

[57] 

[58] 

[59] 

[60] 

One Great Re ublic model is in the collection at 
Mystic eaport Museum, and another is illustrated 
in United States Naval Academy Museum (1971:92). 

A Sailor (1853:22). 
Bradlee (1927:36). 
Lewis (1943:331); Farragut (1879:475, 476). 
Lewis (1943:329). 
Farragut (1879:484). 
Lewis (1943:296). 
Montgomery (1869:50). 
Montgomery (1869:133). 
Lewis (1943:403). 
I. Anderson (1926:70, 73). All of the voyages of 

Great Admiral prior to 1897 are shown in Matthews 

[61 

[62] 

Sources such as Matthews (1931:159) and Bunting (1971:8. 16) say Great Admiral was built for 
William F. Weld & Company. Also, the Record 
of American and Forei n Shi in 1871 ~s ows 
W. F. We d & o. as t e owner o Great Admiral. It therefore appears to be an incorrect account 
in Anderson (1926:67) that the Great Admiral 

before she was sold to the Weld Company in 
1876. " The significance of this is that it 
shows the vessel originally carried the name 
and figurehead of Farragut, given by the Weld 
Company, and that that occurred during Farragut's 
lifetime; he lived until 1870. 

Neligan (1938:203-204). Neligan mentions that 
the Admiral Farragut figurehead was more than 
20 years old when Neligan worked aboard Great 
Admiral. This seems to refute information in ett I f od t The N 

' ' 
M um 

1982. That letter, written January 18, 1940 
by Mrs. Mary N. Pingree to Mr. Hill at The 
Mariners' Museum, said "The [Admiral Farragut] 
figurehead was originally made for the ship 
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[63] 

'GREAT ADMIRAL, ' which belonged to my grand- 
father [William F. Weld], but as it proved 
too heavy I believe it was replaced by a 
lighter and more ordinary female figure. " 

The ship's logbook, quoted in Matthews (19312 
165-167) says that on December 6 the Great ~Rbl' 6 lot t d t 46343 N. 22745!! W. 
Severe seas and weather caused the vessel to 
break apart and survivors were rescued on 
December 8 at latitude 47:5 N. longitude 
128210. 

[64] 

[65] 

[66] 

Letter to the author dated March 4, 1981, . from 
the United States Naval Academy Museum, 
Annapolis, Maryland. 

Stackpole (196427) says that the original carver 
of this figurehead was James Anderson. Based 
on Stackpole and New York Directories, Fried 
(19702242) corrects the name to John W. 
Anderson, a New York carver. However, it is 
not clear in records available at Mystic 
Seaport how a carver named Anderson first 
became associated with this figurehead. 

Lewis (19432391). 

[671 

[68] 

[69] 

[70] 

[71] 

White (19532237). 

Letter dated December 23, 1970, written by the 
late John F. Leavitt, Associate Curator at 
Mystic Seaport Museum. 

Mystic Seaport Museum Accession records dated 
October 30, 1951, and November 7, 1951, letter 
to Mrs. Laurence J. Brengle from Carl C. 
Cutler in Mystic Seaport Registrar's file 
for figurehead 51. 4002. 

Fspecially see articles in Sea Breezes magazine 
volumes VII, IX, and XVI, 

Sea Breezes (1935), 'Fleet of'J:, Nourse, ~t, 272-273. 

[72] 

[73] 

Matthews (19312286-289). 

Peterson (1977266). 
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[74] Farragut (18792413). 

[75] Tebbel (19662141). 

[76] Honour (1976256). 

[77] Fried (1970:27). 
[78] Parkinson (1975257). 

[79] Parkinson (1975165). 
[80] Re ister of Vessels Belon in to the New York act u 

[81] Parkinson (1975:47). 
[82] Colledge (1969:397). 
[83] Manning and Walker (1959:326). 
[84] Wright and LaMar (1959:xvii). 
[85] Enc clo aedia Britannica, Volume 3 (19672774). 
[86] J. Anderson (194823, 4); a view of this schooner is shown on page 13. 
[87] Letter to the author from Ernest R. Crang, ]. 983. 
[88] This identity was first suggested by JoAnne Olian, 

Curator, Costume Collection, and the Theatre 
Department of the Museum of the City of New 
York. 

[89] Vessels by these names are referred to in Sea 
Breezes (Vol. XI, p. 158; Vol. XII, p. 316; Vol. 
XX~, ~ ~ j2 V 1. XXX, p. 244, d V 1. XXXV, p. 223) ~ 

[90] Attwater (19802187). 

[91] Attwater (19802187 footnote). 
[92] The Minehaha figurehead, now at the Abby 

Aldrich Rockefeller Museum, was carved in the 
image of the English actress, Julia Bennett 
Barrow who, according to Ballou's Pictorial, 
May 17, 1856, was popular at t e time or er 
readings of Longfellow's Hiawatha. 
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[93] Perrin (1922235). 

[941 

[95] 

[96] 

[971 

[98] 

[99] 

[100] 

Perrin (1922:37). 
Hogarth (1980619). 
A model showing the figurehead is'illustrated in 

United States Naval Academy Museum (1971. 2, 3). 
Laughton (1973:105). 
Laughton (19732203). 

Turner (1932:201) says "'The St. Geor e was not 
only Britain's last sail traxnzng s ip, but also 
shared the distinction of being Britain's only 
one used solely for the purpose of training officers for the Merchant Navy, for she was not 
run on a commercial basis and carried no cargo. " 
Another possible vessel to consider for this 
figurehead is St. George, built 1861 in 
Scotland, meas~ur ng 273 feet in length. 

Costa (19816132). 
[101] Correspondence from the Ministry of Defence, 

London, August 26, 1977, and Colledge (1969653). 
[10 2] It would be worthwhile to compare the measure- 

ments of figureheads from various 3rd rate 
British warships to see if there was a 
standard size and whether Mystic's figurehead 
matches that size. Since H. M. S. Asia, 1824, 
was a 3rd rate carrying 74 guns an mmeasuring 
176 x 48', one comparison should be with the 
figurehead of H. M. S. ~A ax, 1809, a 3rd rate of 
74 guns measuring 17~» 8$'. Note too that an 
excellent visual comparison for Mystic's figure- 
head, as shown on page 195, figure 145, 
is with a figurehead on the bow of a 
smaller vessel, H. M. S. Trincomalee, a 5th rate 

ty g 46 g 0 ~ut g 60% 40 
In 1847 H. M. S. Trincomalee was changed to a 
6th t cc y stagy 26 g 

[103] Dated by illustrations in Cunnington (1970) and 
by personal communication from the National 
Portrait Gallery, Smithsonian Institution. 
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[104] 

[105] 

Ship Alexander Hamilton built at Saybrook, 
Connecticut, listed in The Survey of Federal 
Archives, Shi Re isters of New Bedford, 
Volume 1, number 66, and A exander Hamilton, oui ttcarlestown, Massachusetts, registered 
in Baltimore and shown in the Cutler file 
of ships at Mystic Seaport Museum. 

Fried (1970:79). 
[. 106] Illustrated in Hansen (1979:121 as GB-LO-SM-1) 

[107] 

[108] 

[109] 

[110] 

[111] 

Among the sources in which a "lacing-piece" is 
defined as the part of a vessel's head-knee 
to which the back of a figurehead is attached 
are Meade (1869:337) and A Naval Enc clo aedia 
(1881). 

Hanna (1975:64, 65). 
Marceau (1937:19), 
The "Melmerby" figurehead at The Mariners' 

Museum, Newport News, Virginia, has a carved 
ring on the third finger of his left hand. 

Hall (1974:231, 232). 
[112] 

[113] 

[114] 

Professor J. Richard Steffy has recently suggested 
that this may be an abbreviation for "between 
stations, " the same as "between perpendiculars, " 
or the distance from the planking rabbet at the 
upper sternpost to the rabbet of the upper stern- 
post. I plan to apply this suggestion 
to future ship and figurehead information. 

In a letter to the author dated 3-11-81, Donna J. 
Christensen of the U. S. Forest Products 
Laboratory in Madison, Wisconsin, said "The 
[Great Republic eagle wood] sample is pine of 
the white pine group probably eastern white pine 
(Pinus strobus) of U. S. origin. " 

In a letter to the author dated 12-23-81, Donna J. Christensen of the U. S, Forest Products 
Laboratory said that the following figureheads 
are pine of the white pine group probably 
eastern white pine (Pinus strobus): Unidentified 
Woman f50. 2874, Iolanda's figurehead, Farragut, 
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[115] 

[116] 

[117] 
[118] 

[119] 
[120] 

[121] 

[122] 

[123] 

[124] 

[125] 

[126] 

[127] 

[128] 

Seminole's Indian, "Hebe, " Magdalena's 
figurehead, "Orlando, " "Joan of Arc, " 
"Belva Lockwood, " "Fredericka, " "Aleppo, " 
Rhine's figurehead, St. George, and "Lady 
~B essington. " 

Identified by Donna J. Christensen of the U. S. 
Forest Products Laboratory on 12-23-81 in a letter to the author. 

Tentatively identified by Donna J. Christensen 
of the U. S. Forest Products Laboratory on 
12-23-81 in a letter to the author. 

Fried (1970:79). 
Letter from Mr. Robert D. Huntington, Jr. to 

Mystic Seaport Museum dated October 1964. 

Baker (1973:669). 
Baker (1973;664). The Western Belle figurehead 

the Belle of Ore on figurehead is presently 
in T e ariners Museum, Newport News, and is 
published in Hansen (1979:201 as USA-NV-MM-84). 

Laughton (1973:93). 
Fried (1972:63). 
Fried (1970:158). 
Fried (1972:57). 
Fried (1972:63). 
Fried (1970:172). 
Fried (1970:34, 194, 195). 
The Alle or of the Waterworks sculpture by 

Wi ram Rus Pennsy vania Academy of the 
Arts, 1982:173& has some haircurl and dress 
similarities to a carving which is believed 
to be a figurehead, "Flora" (Figure NLCHS 1922. 20) 
at the Tale of the Whale Museum in New London, 
Connecticut. More similar to "Flora" is Rush's 
Virtue, published in Pennsylvania Academy of the 
Fine Arts (1982:121) and Pinckney (1940:pl. IX); 
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in the latter publication Virtue is mistakenly 
identified as a figurehead~F ora" at the 
Tale of the Whale Museum does not appear to 
me to have been carved by William Rush, but 
perhaps by someone influenced by him. 

[129] Pinckney (1940:134). 
[130] Marceau (1937:10). 
[131] Laughton (1973:88). 
[132] Laughton (1973:89). 
[133] Laughton (1973:96). 
[134] Norton (1976:103). 
[135] Poulsen (1977:53, 54). 
[136] Brewington (1962:33). 
[137] Marceau (1937:64). 
[138] Baker (1973:665). 
[139] A Sailor (1853:6). 
[140] Fried (1972:58). 
[141] Marceau (1937:13). 
[142] Baker (1973:668). 
[143] Brewington (1962:76). 
[144] Pinckney (1940:166). 
[145] Pinckney (1940:108). 
[146] Pinckney (1940:89). 
[147] This is based in part on a letter dated April 14, 

1981, to the author which gave the opinion of 
William C. Sturtevant, Curator of North American 
Indians who has worked for many years among the 
Seminole: "I do not recognize this as based 
closely on any known depiction of a Seminole 
(and I know nearly all those that were based 
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directly on reality), I do not recognize any 
other source either. It seems to represent 
the mid-19th century stereotype of Indian 
appearance, and is certainly not based directly 
on Indian reality. " 

[148] Brewington (1962;76). 
[149] Griffiths (1850:391, 392). 
[150] Fried (1970:80). 
[151] See, for example, Brewington (1962:68, 69). 
[152] Poulsen (1977:22). 
[153] Poulsen (1977:179). 
[154] Pinckney (1940:108). 
[155] Personal communication with Walter Rybka 1982. 
[156] Fried (1970:79). 
[157] Marceau (1937:43, 44) and Fried (1970:80). 
[158] Identified on December 23, 1981 by Donna J. 

Christensen, U. S. Forest Products Laboratory, 
Madison, Wisconsin from very small samples 
provided by the author. 

[159] Panshin and de Zeeuw (1970:452-454). 
[160] David Mathieson, Supervisor of Conservation at 

Mystic Seaport Museum, personal communication 
1981. 

[161] "A Day on the Docks, " Scribner's Ma azine (1879:46). 
[162] Fried (1972:64, 65). 
[163] Fried (1970:80 and fig. 197). 
[164] Hanna (1975:40). 
[165] Baker (1973:662). 
[166] Hulsman (1968:28). 
[167] Neligan (1938:204). 
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[168] Brewington (1962:93). 
[169] Brewington (1962:42, 43). 
[170] Baker (1973:668), 
[171] Neligan (1938:204) and see the Geor e R. Skolfield 

figurehead secured in the carver s shop by an 
eyebolt and tackle in Brewington (1962:82, fig. 77). 

[172] Brewington (1962:136). 
[173] Records in the Archives, University of Glasgow, 

Scotland. 

[174] Fried (1972:59). 
[1751 Fried (1970:175). 
[176] Swan (1945;81). 
[177] "A Day on the Docks, " Scribner's Ma azine (1879:46). 
[178] Baker (1973:668). 
[179] Pinckney (1940:113). 
[180] Adkins (1978:15, 35, 37). The author gives no 

references. 

[181] Baker (1973:667). 
[182] Personal communication June 1981. 
[183] Fried (1970:82) recommends this term for show 

figures also. 
[184] Fried (1970:120, 121). 
[185] Hanna (1975:1, 2). 
[186] Personal communication at Mystic Seaport 1980. 
[187] Personal communication at Mystic Seaport 1980. 

[188] Personal communication at Mystic Seaport 1980. 
[189] Brewington (1968:figs. ll37, 1138). 
[190] Illustrated in Frere-Cook (1966:94, 95). 



268 

REFERENCES 

Adk', J. , 1979, ~tJ d SB' . B* t 

Altonaer Museum, 1961, Galionsfi uren. Hamburg. 

The American Ne tune Pictorial Su lement XIX, 1977, The 
Art o t e rpcarver at t e Pea o y Museum of Salem. 
Salem. 

America's Lar est Yachts, 1936. New York 

Anderson, I. , 1926, Unde~ the Black Horse Fla . Boston. 

Anderson, J. , 1948, Coastwise Sail. London 

Anker, Peter, 1969, L'Art Scandinave. 1969. 

Archive and Registrar Records, 1981. Mystic Seaport 
Museum, 

Armstrong, T. , et al. , 1976, 200 Years of American 
~S1 t *. 11 Yo k. 

Attwater, D. , 1980, A Dictionar of Saints. New York, 

Ayres, J. , 1977, British Folk Art. London. 

Baker, (9). , 1973, A Maritime Histor of Bath Maine and 
the Kennebec River Re ion. Bath. 

Ballou's Pictorial Vol. X No, 20 (May 1856), Mrs. Barrow 
as Minehaha. Boston. 

Bass, G, F. (Ed. ), 1972, A Histor of Seafarin Based 
on Underwater Archaeo o . 1 ew Yor 

Bishop, R. , 1974, American Folk Scul ture. New York. 

Bradlee, F. , 1927, The Shi "Great Re ublic" and Donald 
McKa Her Builder. Sa em, The Essex Institute. 
Reprint from the Historical Collections of the Essex 
Institute Volume LXIII. 

Brewington, M. V. , 1962, Shi carvers of North America. 
Barre, Massachusetts. 

Brewington, M. V. and D. , 1968, The Marine Paintin s and 
Drawin s in the Peabod Museum. Salem. 

Bragger, A. and Shetelig, H. , 1951, The Vikin Shi s. 
Oslo. 



269 

Bunting, W. , 1971, Portrait of a Port Boston 1852-1914. 
Cambridge. 

Bushell, T. , 1939, "Ro al Mail" A Centenar Histor of the 
Ro al Mail Line, 839-1939. London. 

Cannenburg, W. , The Van de Veldes. Maritime Miscellany 
Series, No. 1. Reprint rom The Mariner's Mirror 
(July 1950). 

Cape Cod Advancement Plan, 1936, Shi s' Fi ureheads of 
~01d 0 * C d. Byaat' 

Carr, J. , 1979, Museum Conservation: Examination. The 
Lo of M stic Sea ort, 30. 4: 99-101 (Feb. 1979). 

Casson, L. , 1971, Shi s and Seamanshi in the Ancient 
World. Princeton. 

Chapman, F. , 1967, Architectura Navalis Mercatoria 1768. 
New York. 

Christensen, A. , 1982, Personal communication. 

Christensen, E. , 1950, The Index of American Desi n. 
New York. 

Colledge, J. , 1969, Shi s of the Ro al Na : An Historical 
Index Volume 1: Ma'or Shi s. Newton Abbot. 

0 st, G. , lysi, ~Beret d*. 9 a s. B. 0 lley. B 1 

Cozzens, F. , 1887, Yachts and Yachtin . New York. 

Crang, E. , 1982, Personal communication. 

Cunnington, P. , 1970, Costumes of the Nineteenth Centur 
Boston. 

Cutler Card File of Ships, 1981, Mystic Seaport Museum. 

Davi. s, J. , 1981, A feisty schoolmarm made the lawyers sit 
up and take notice. Smithsonian, 133-148 (March 1981). 

Dodman, F. , 1955, Shi s of the Cunard Line. London. 

Enc clo aedia Brittanica, Volume 3, 1967. London. 

Engelmayer, R. , 1965, Die Fels ravierun cn im Distrikt 



270 

Ericson, J. , 1977, Folk Art in America. New York. 

Falconer, W. , 1780, An universal dictionar of the 
marine. London. Reprint1 Devon, 97 

Farragut, L. , 1879, The Life of David Glas ow Farra ut. 
1879. 

Franzen, A. , 1960, The Warshi Vasa. Stockholm. 

Frere-Cook, G. , 1966, The Decorative Arts of the Mariner. 
Boston. 

Fried, F. , 1970, Artists in Wood. New York. 

1972, Yankee Figureheads & Their Carvers. 
5:57-65. 

General Catalo ue of Historic Photo ra hs Volume II, 
Merchant Sailin Shi s, n. d. , National Maritime 
Museum, Lon on. 

Gleason's Pictorial (1853) Illustration of "Launch of 
the 'Great Republic, ' The Largest Merchant Ship in 
the World. " 

Greenhill, B. and Giffard, A. , 1970, The Merchant Sailin 
Shi : A Photo ra hic Histor . New Yor 

Griffiths, J. , 1850, Treatise on Marine and Naval 
Architecture or Theor and Practice Blended in Shi 
Bus~in . New Yor 

Haddon, A. C. and Hornell, J. , 1936, Canoes of Oceania, 
Volumes 1 and II. Honolulu. 

Hall, J. , 1974, Dictionar of Sub ects & S bols. 
New York. 

Ha1len, T, , 1975, Gal'onsbilder. Stockholm. 

Hanna, J. , 1975, Marine Carvin Handbook. Camden. 

Hansen, H. J. , editor, 1968, Art and the Seafarer. New 
York. 

N 6, N. J. , 1979, G 1' 6 ' N' . h. 

Hasluck, P. (Ed. ), 1977, Manual of Traditional Wood ~C'o . N 9 N. 

Heal, Sir A. , 1972, The London Furniture Makers from 
1660-1840, New York. 



271 

Hofman, E. , 1970, The Steam Yachts. New York. 

Hoffman, M. , 1939, Scul ture Inside and Out. New York. 

Hogarth, P. J. , 1980, St. George The evolution of a saint 

(April 1980). 

Honour, H. , 1976, America as seen in. the fanciful vision 
of Europe. Smithsonian 6. 11: 54-59 (Feb. 1976) 

Hornung, C. P. , 1972, Treasur of American Desi n, 
Volume 1. New Yor 

Howe, O. T. and Matthews, F. C. , 1926, American Cli er 
. ~Shi s, Volume 1. Salem 

Hulsman, R. B. , 1968, The Career of the Medium Cli er 
Shi Andrew Jackson, A Thesis, State University o 
New Yor College at Oneonta at its Cooperstown Graduate 
Programs for the degree of Master of Arts. 

Isaacson, P. M. , 1975, The American Ea le. Boston. 

Jenkins, N. , 1980, The Boat Beneath the P ramid. 
New York. 

Jobe, J. , 1967, Artists and Ship Decoration. In The 
Great A e of Sail. New York. 

Johnson, H. and Lightfoot, F. , 1980, Maritime New York in 
Nineteenth-Centur Photo ra hs. New York. 

Johnstone, P. , 1974, The Archaeolo of Shi s. London. 

K *dy, D. H. , 1974, ~HH' N . DH 1 tt ' ll*. 
I, andstrom, Bjorn, 1970, Shi s of the Pharaohs, Garden 

City. 

Laughton, L. G. C. , 1925, Old Shi Fi ure-Heads & Stems. 
Reprint: New York, 1973. 

Lewis, C. , 1943, David Glas ow Farra ut Our First Admiral. 
Annapolis. 

Licht, F. , 1967, Scul ture 19th R 20 h Centuries. 
Greenwich, Connecticut. 

Lipman, J. , 1972, American Folk Art in yd)ood Metal and 
Stone. New York. 



272 

Llo d's Re ister of Shi in , 19th and 20th centuries. 
ondon. 

Lubbock, B. , 1955, Coolie Shi s and Oil Sailers. Glasgow, 

Lyman, J. , 1943, Oculi at California Launchings. The Mariner's Mirror, 29. 1: 58-59 (Jan. 1943). 
MacLaren, G. , 1971, The Woodcarvers of Nova Scotia. 

Halifax. 

The Ma azine Anti ues, March 1978, Advertisement on 
page 

Mahan, Capt. A. T. , 1892, Admiral Farra ut. New York. 

Manning, Capt. T. D. and Walker, Commander C. F. , 1959, British Warshi Names. Cambridge, Massachusetts. 

Marceau, H. , 1937, William Rush 1756-1833 The First 
Native American Scul tor. Philadelphia. 

Marinatos, S. , 1973, Excavations at Thera VI. 
The Mariners' Museum, 1964, The Mariners Museum Catalo 

of Marine Photo ra hs, Vo ume . Boston. 

Matthews, F. C. , 1931, American Merchant Shi s 1850-1900, 
Series Two. Salem. 

Meade, R. W. , 1869, A Treatise on Naval Architecture. 
Philadelphia. 

Meinz, M. , 1968, Altonaer Museum in Hambur Guide to the 
De artment Shi an Art. Trans. D. ar e. Ham urg. 

Meyer, F. S. , 1974, Me er's Ornament. London. First 
published in 188 as Ornamentale Formenlehre. 

Montgomery, J. E. , 1869, Our Admiral's Fla Abroad. 
New York. 

National Maritime Museum, n. d. , National Maritime Museum 
Catalo ue of Warshi Photo ra s Ric ar er ins 
Collection. 

A Naval Enc clo aedia: A Dictionar of Nautical Words 
an P rases, P i a e p ra. 

Neligan, H. H. , 1938, Last of the Yankee Tea Clippers. 
Sea Breezes Vol. XXIII No. 226: 202-205 (Sept. 1938), 



273 

A New Book of Ornaments for the Use of all who are an a 
conversant in Desi nin Bui zn Carvin Paintrn an 

New York Yacht Club, Re ister of Vessels Belon in to the 
New York Yacht Clu 

N t*, P. , 1972, ~tat b s. L do 

1972k, ~ff «r h ad . L* do 

1976, Shi s' Fi ureheads. New York. 

Olsen, C. , 1978, Preclassical Fi ureheads in the East 
Mediterranean. Unpu zs e manuscript, Texas 6M 
University, Department of Anthropology-Nautical 
Archaeology. 

1979a, Stylistic developments of ship ~ig heads of th U ted gt t s ga t Co ast. Th 
International Journal of Nautical Archaeolo and 
n erwater x oratron . : — Novem er 9) 

1979b, Shi Decoration in Relation to Hull 
Construction and an Illustrated Marine Decoration ~s. p s ee us pt, T AAN Li'7, 
Department of Anthropology-Nautical Archaeology. 

1979c, Is There More to Bein a Fi urehead? 
UUpU sh d nus pt, Al U * sity, 
Department of Anthropology-Nautical Azchaeology. 

1980a, Comments on Vikin Shi Decoration. 
~U«p b )led us pt, T APN U s ty, D*part- 

ment of Anthropology-Nautical Archaeology. 

1980b, contributor to unpublished bibliography 
f'greb d *t *1 'ng. W. Bl t. Wh't Lb ay; 

bibliography compiled by Lisa Halttunen, Reference 
Librarian. 

1984, publication pending. Ship Figureheadsg 
a*oiogy With t W t r. l. D. N. 2 1th (gd. ), 

Proceedin s of the 1982 Conference on Underwater 
Azc aeolo held at Phila e hia Penns lvania. 

L'or des Vikin s, 1969. Bordeaux. 

Panshin, A. J. and de Zeeuw, C. , 1970, Textbook or Wood 
~rim*1 . N Y k. 



274 

Pardal, P. , 1974, Carrancas Do Sao Francisco. Rio 
de Janeiro. 

Parkinson, Jr. , J. , 1975, The Histor of the New York 
Yacht Club, Volume 1. New York. 

Pearson, N. H. , 1965, The Com lete Novels and Selected 
Tales of Nathaniel Hawt orne. New or 

Pennsylvania Academy of the Fine Arts, 1982, William 
Rush American Scul tor. Pennsylvania. 

Perrin, W. , 1922, British Fla s. Cambridge. 

Peterson, W. , 1977, Campbell &. Colby: Shipcarvers at 
Mystic Seaport. The Lo of M stic Sea ort, 29. 3: 
66-71 (Oct. 1977). 

Petrie, W. M. F. , 1974, Prehistoric E t. Encino, 
California. 

Photograph Collection, 1981, Mystic Seaport Museum. 

Pinckney, P. , 1940, American Fi ureheads and Their 
Carvers. New York. 

Plant, M. , 1911, Cruise of the Iolanda. New York. 

Poulsen, H. , 1975, Danske Gallionsfi urer Efter 1850. 
Copenhagen. 

1977, Fi ux'eheads and Ornaments on Danish 
Shi s and in Danish Collections. Trans. D, Holmes. 

open agen. 

Rawlinson, F. , 1969, Gone Are the Da s of Fi ureheads. 
Newport News, Virginia. Reprint from T e Iron 
Wo k, a p bl ' ati . f' th Ly hburg~oy Co p y, 
Virgrnia. 

Record of American and Forei n Shi in, 1886 

Rees, A. , 1820, Ress's Naval Architecture (1819-20). 
Reprint. Devon, 1970. 

Registrar Records, 1981, The Mariners' Museum, Newport 
News, Virginia. 

Reyde, F. , 1974, Johan Tornstrom Bond o'ken Fran Tortuna 
Som Blev Kun 1. Bildhu are I Kar skrona. Tortuna. 



275 

Royal Mail Steam Packet Co. , 1909, A Link of Em ire; 
or 70 Years of British Shi in . Lon on. 

A Sailor, 1853, Descri tion of the Lar est Shi in the 
World the new Cli er Great Re ublic of Boston, 
Des ne ui t an Owne Dona McKa an 
Commanded b a t. L. McKa wit i ustrate Desi s 
o her Construct&on. Boston. 

Schaefer, R. , 1975, J. E. Buttersworth 19th Centur 
Marine Painter. ystrc. 

Scribner's Ma azine, 1879, XVIII, 1, A Day on the Docks, 
(May 79). 

Sea Breezes, Garth ool figurehead: Vol. IX (November 1926); ~Joa A c r ec 1 Ucl. XI (1928& 188: 9 I. XII 
(1929) 316; Vol. XV (1931) 302; Vol. XXI (1937) 244; 
Vol. XXIV (1939) 223; Rhine figurehead of the Nourse 
Line and other coolie saaps references: Vol. VII (1925) 
125; Hopps, W. J. , Long Service in Nourse's Personal 
Record of a noted commander, Vol. VII (1925) 290-293; 
Vol. IX (1926) 191, Rhine figurehead at Brengle 
residence; Vol. XI (T%2Y) 105; Richards, Revd. Ernest, 
"The Coolie Emigrant Ship, " Vol. XVI, 41-44; "Fleet of J. Nourse, London, " Vol. XIX (1935) 272-273. 

Simpson, G. , 1918, The Naval Constructor: A Vade Mecum 
of Shi Desi n for Students Naval Architects, Shi 

ur ers an ers arcane Su erxnten ents En zneers 
and Drau htsmen. ourt ' tron . ew or 

Stackpole, E. , 1964, Fi ureheads F Shi Carvin s at. M stic 
~S* * t. MFsttc. 

Starbuck, A. , 1964, Histor of the Amer ican Whale 
~Fstr . Ne I 

The Survey of Federal Archives, 1940, Shi Re isters of 
New Bedford, Volumes 1 and 3. Boston. 

Sutherland, W. , 1711, The Shi -builders Assistant. 
London. 

Swan, M. , 1945, Ship Carvers of Newburyport. The 



276 

Tangerman, E. , 1964, Desi and Fi ure Carvin . New York. 

Tebbel, J. , 1966, The Com act Histor of the Indian 
Wars. New York. 

Turner, R. H. , 1932, A Chequered Career. Sea Breezes, 
Vol. XVI No. 157: 201-203. 

United States Naval Academy Museum, 1971, ~Henr 
Huddleston Ro ers Collection of Shi Models. 
Annapo zs. 

Valhalla Maritime Museum, n. d. Cornwall, England. 

Warburg, S. , 1963, Saint Geor e and the Dra on Bein the 
Le end of the Re ross nx t rom T e aerre ueene 
b Edmund S enser. Boston. 

Whalin Director , 1869. New Bedford. 

White, L. G. W. , 1953, Nourse Line Square Riggers. Sea 
Breezes, Vol. XVI, 234-240. 

Winner, J. , 1969, Belva A. Lockwood. Lockport, New York. 

Worcester, G. R. G. , 1971, The Junks 6 Sa ans of the 
~Yan t* . An 9*11 

Works Pro]acts Administration, 1941, Shi s Documents of 
Rhode Island Bristol. 

Wright, L. and LaMar, V. , 1959, As You Like It, by 
William Shakespeare. New York. 

Y~acht, 1908, at Y ht 1 1 Aa. )0 t be 1908). 

Zabriskie, G. , 1946, Shi s' Fi ureheads in and about 
New York. )Ormond Beac , F orz a. 

Additional Reference 

Following my preparation of this text and final 
approval of it by my professors at Texas ARM University, 
Mystic Seaport Museum published a book about their 
figurehead collection which appears to be based in large 
part on my research: Hamilton, G. , 1984, Silent Pilots. 
Mystic. 



277 

APPENDIX I 

ACQUISITION OF MYSTIC SEAPORT'S FIGUREHEAD COLLECTION 

The following portion of Mystic Seaport's figurehead 
collection was acquired in the first decades of the 
Museum's organization; Mystic Seaport began as the 
Marine Historical Association in 1929. An early gift 
was Dr. Charles K. Stillman's donation of "Asia" in 1933. 
Dr. Stillman's mother, Mrs. H. G. Stillman, purchased 
"Lady Blessington" for the Museum in the same year and 
"Orlando" in 1934. 

One of the major donors of figureheads has been 
Mr. H. H. Kynett, a former administrator at Mystic 
Seaport, Of the 20 carvings in this report, he made 
the following 11 purchases over a 12-year period: 
"Aleppo" in 1946, "Fredericka" in 1948, "Unidentified 
Woman g50. 2874" in 1950, "Belva Lockwood" in 1951, 
"Alexander Hamilton" in 1952, Phantom's serpent figure- 

24 *d ' 1952. ~Mdal a' ffda 24 d ' 1954, dr. Gaord 
in 1956, "Hebe" in 1956, Seminole's Indian figurehead in 
1957, and Iolanda's figurehead in 1958. 

Also in the 1950s, Mrs. Laurence J. Brengle, Jr, , 
donated the Pdhine figurehead in 1951, Mrs. Charles Francis 
Adams and her sister, Mrs. Henry S. Morgan, donated the 
Eunice H. Adams figurehead in 1956, Mr. and Mrs. Stanley 
Livingston, Jr. donated "Joan of Arc" in 1958, and Mrs. 
E. R. Behrend donated the "Two Sisters" in 1959. 

The Admiral Farragut figurehead has been on loan 
to Mystic Seaport since 1958 by Sumner Pingree, Jr. , 
Charles Weld Pingree, and John R. Pingree, the great- 
great grandsons of the original Great Admiral shipowner, 
William F. Weld. 
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The Great Re ublic eagle, on loan to Mystic Seaport 
since 1949, was purchased by the Museum in 1976. 

The foresight of these few people in acquiring ship 
figureheads and their generosity in sharing them has pro- 
vided the portion of the important figurehead collection 
at Mystic Seaport Museum which I was privileged to study. 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olsen 

This will confirm that you have permission to use an illustration of the Mines Geraes from Paulo Pardal's 
book Carrancas Do SNo Francisco. We understand that 
this illustration will be part of your master's thesis entitled "Nineteenth and Twentieth Century Figureheads 
From the Mystic Seaport Museum Collection" and that this work is not intended for publication. 

MINISTERIO DA MARINHA 
SERUIQO DE DOCUMENTAL GEPJQ. DA 

MARINHA 

Date 

LETTER OF PERMISSION 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olsen: 

This will confirm that you may include a photo- 
copy of the double carving at the Altonaer Museum 
in your master's thesis entitled "Nineteenth and 
Twentieth Century Figureheads From the Mystic 
Seaport Museum Collection. " 

ALTONAER MUSEUM 

2 
1 

By ~. . /, &c's~ c 
De~ Beye Meyes~&iase ~ Kaetoa 

Date 0ai02~84 
ALTONAER IIAUBEUM IN HAMBURG 
HORDDEUTSCHES LANDESMUSEUM 
POSTPACH 59 01 25, MUSEUMSTRASSE 23 
2000 HAMBURG 50 (ALTONA) 
FEBhlsPSECHER 38 87 483/SH 9SL483 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olseng 

This will confirm that you may use an illustration of the lolanda figurehead in your master's thesis entdtleT g te th nd ye t'eth C t y ytg h* 
From the Nystic Seaport Museum Collection. " 

THE MARINERS' MUSEUM 

By 

Date 



283 

THE MAR)at(E RS MUSEUM Newport News. tra. 23606 

PE(tMISSION TO REPRODUCE PEOTOGRRPRS CF NRTERIRL 
PROM THE COLLECTIONS OF TRS NRRIHSRS NDSSOM 

The Mariners tassaua hereby grants to Carol Olsan 

2212 Dewbetry Lane; Rryan, TX 77801 

permission for a single puhlicatioa or reproduoticm in black 6 white of t)m 

follawing item(e) c two of Lizzie (OF ct5) Lady with a Rose — Oa e (OF 60); 
lolaada - Levick - 110659. 

This paraisaioa is cocditional upon foll payment of the stipulated zeprodac- 

tioa fae of waived and is granted with the understanding that this itmc is 
to ha used for ane-time use ia a master 'S thesis - "Nineteenth and 

Twentieth Cenacry Figureheads Prom the Mystic Sea rt Museus Collection". 

The Museum shouIB he credited as follawsc "Courtesy of The taarinere Hueacmt 

of Newport News, Va. 

(signature) 

(typed name) 

(position) 

(date) 

Laic 0 lesb 

Curatorial assistant 

Februa 13, 198rc 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olsen: 

This will confirm that you have permission to 
use the following illustrations in your unpublished master's thesis entitled "Nineteenth and Twentieth 
Century Figureheads From the Mystic Seaport Museum Collection 

1) the view of the Great Re ublic which we have 
provided to you, 

2) an illustration of the Indian Chief figurehead 
from the Peabody Museum co11ection, and 

3) the Indian figurehead sketch by E. Varren 
Hastings which was published in the American 
Ne tune Pictorial Su lement XIX (1977) on 

ate 

PEABODY MUSEUM OF SALEM 

Sjll/GQ 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olsen: 

This will confirm that you hams permission to use the bow illustration of the Kunice H. Adams which 

entitled "Nineteenth and Twentieth Century Figure- 
heads From the Mystic Seaport Museum Collection. " 

OLD DARTMOUTH HISTORICAL 
SOCIETY WHALING MUSEUM 

By 

Date 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olsen: 

This will confirm that you have permission to include an illustration of Scottish Lad in your master's thesis entitled "Nineteenth and Twentieth 
Century Figureheads From the Mystic Seaport Museum Collection. " 

NATIONAL MARITIME MUSEUM, 
SAN FRANCISCO 

Assi~~ 
Date 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olsenf 

This will confirm that you may use the illustration of th* foie da f'gn he d in y ast ' th 's 
t tied 'N' et nth and fe ti th C t y F'N 

heads Erom the Mystic Seaport Museum Collection. " 

SAN DIEGO MARITIME MUSEUM 

By 

Date / 3O &j 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olsen: 

This will confirm that you have permission to use in your thesis entitled "Nineteenth and Twentieth Centur7 Figureheads From the Mystic Seaport Museum Collection ' 
the following illustrations from Haddon and Hornell, Canoes of Oceania: 

1. The sandpiper figurehead from the Truk Islands shown in Volume I as figure 283. 
2. The Malekula, New Hebrides figures: solub e res, galg~O~+, and the pig figurehead, shown in 

Volume Il on page 28 as figures b, a, and c, re- spectively. 
3. The figurehead from the Squally Islands of the Bismarck archipelago, shown in Volume II on page 147 as figure gla. 

BERNICE P. BISHOP MUSEUM 

accepted with the conditions no d below: 

Dat 

Henry Benne t 
Editor/Manager, Bishop Museum Press 

1) Each usage to show the credit "Used by permission of Bishop 

Museum Press. " 

2) 8) 1d )) MS) ) bl' I ~, t op'* f t) P) td 
work must be submitted to Bishop Museum Library. 
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LETTER OF PERMISSION 

Ms. Carol Olsen 
Anthropology-Nautical Archaeology 
Texas A&N University 
Bolton Hall, Third Floor 
College Station, TX 77843 

Dear Ns. Olsen: 

This will confirm that you have permission to use the 
following illustrations in your master's thesis entitled 
"Nineteenth and Twentieth Century Figureheads From the 
Mystic Seaport Museum Collection": 
1. 
2. 
3. 
4, 

Stern of the Burford model. 
Starboard side of the Burford model. 
Mar B. Wellin ton. 
Great Re ublic. 

5. Rhine bow. 
6, Seminole. 
7. Phantom, starboard side. 
8. "Lady Blessington" figurehead. 
9. Andrew Jackson figurehead. 
10. "Triton figurehead". 
11. Olivebank figurehead. 
12. Figure 56. 178 - photo showing back and detachable 

arm. 
13. Figure 56. 178 - photo showing front and detachable 

arm. 
14. ~Mdal fig head. 
15. Left side of Great Re ublic eagle figurehead. 
16. Pen and pencil sketch of Roman figurehead by 

French artist Y. S. Collet. 
17. Iolanda figurehead. 
18. Launch of Great Re ublic. 
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Ms. Carol Olsen 
Anthropology-Nautical Archaeology Letter of Permission 
Page 2 

19. Bow view of Great Admiral. 
20. St. George figurehead. 
21. "Woman with Crown" figurehead. 
22. Belva Lockwood figurehead. 
23. Left three-quarter view of Great Re ublic eagle. 
24. "Asia" figurehead. 
25. Charles W. Mor an billethead. 

MYSTIC SEAPORT MUSEUM 

Date l, J& / 
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HJPIONAL HABITUE llUSEUH 

APPLICATION TO PWRGDUCE PHOTOGRAPHS 

lsd 22 

Permission is requested by Caro 
fAddmss) solo 

USA Tel No. 
to reproduce the undermentioned photographs in the publication/television programme entitled 

Student Thesis 

INSTUCTIQNS 1. Two copies of this form sre to be fcrwarded to the applicant who is to Complete and return BOTH to: The Director, National Maritime 11useum, Greenwich, SE70 9NF. 2. If the application is approved, authorisation will be completed on both copies, of which one will 'be returned to tbe appliecnt with an invoice, the second being retained ia the Eu eon for record purposes. 3. No receipt will be sent unless requested. 
1 Olsen, Texas A n M University. 

College Station, Texas 77843, 

Artist or 
Reference Subject 

N. 4721 

A. 1'329 

9077 

B, 3476 

H. M. S. Asia 

ditto 

H. M, S, Orlando 

H. M. S. Asia - Lithograph 

ACEEOVLEDGIMENTS: NATIONAL MARITIME MUSEUM LONDON 

%re photograph entitled 
iS tO be uaed On trna COver acd/Or duet jaohet. 

ZGR OPPICIAL USE 
Permission granted 
Signed 

~Type of publication EsiilHK@411gDOXx 

! 
Charge E Lovoice 

Date 3-' 4 

STUDENT THESIS 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olsen: 

This will confirm that you may include the photocopy 
we have provided to you of the yacht Phantom in your master's thesis entitled "Nineteenth ancn Kentieth 
Century Figureheads From the Mystic Seaport Museum Collection. " 

NEW YORK YACHT CLUB 
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National Gallery of Art 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 22801 

Dear Ms. Olsen: 

This will confirm that you have permission to include an illustration of Howard Pyle's painting In the Wood- carver's Sho in your thesis entitled "Nineteenth and entret entury Figureheads From the M'ystic Seaport 
Museum Collection. " 

DELAWARE ART MUSEUM 

*See attached Reproduction Rights DAM form, enclosed with photograph. 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olsen: 

This will confirm that you have permission to use an illustration of the unidentified female figurehead 
which we have provided to you. 

Permission is restricted expressly to the use of this illustration in your master's thesis entitled 
"Nineteenth and Twentieth Century Figureheads From 
the Mystic Seaport Museum Collection. " 

DETROIT INSTITUTE OF ARTS 

Date 2 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olsen: 

This will confirm that you may use an illustration of the Sachem Indian figurehead from our collection in your master's thesis entitled "Nineteenth and 
Twentieth Century Figureheads From the Mystic Seaport 
Museum Collection. " 

CARNEGIE MUSEUM 

By 
(Curator) 

Date 

sPlease note that the figurehead is an item on loan to the Carnegie 
Museum of Natural History. Permission is granted for non-published 
thesis only, 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olsen: 

This will confirm that you may use an illustration of J. G. Chandler's painting of Luthera Barnard Lee in your master's thesis entitled "Nineteenth and 
Twentieth Century F'gureheads From the Mystic Seaport 
Museum Collection. " 

Nam wl 4il W~ 

Date 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olsen: 

inis will confirm that you have permission to use 
my photograph of the "Lady Franklin" figurehead in 
your master s thesis entitled "Nineteenth and 
Twentieth Century Figureheads From the Mystic 
Seaport Museum Collection, " 

R. C 

ate 
3i S'~~ 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77S01 

Dear Ms. Olsen: 

This. will confirm that you have permission to use the following photographs from my collection in your master's thesis entitled "Nineteenth and Twentieth Century Figureheads From the Mystic Seaport Museum Collection"; 

l. Zolanda figurehead. 

2. "Lady Franklin" figurehead. 

ur son 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olsen: 

This will confirm that you have permission to use the following illustrations from Hanne Poulsen, Fi reheads and Ornaments on Danish Shi s and in 
Danis Col ections in your unpublishe thesis en- trt e N neteenth and Twentieth Century Figureheads 
From the Mystic Seaport Museum Collection. " * 

RHODOS 
International Science and 
Art Publishers 

By 

Date 

*1. Double figurehead on display in the Skagen Hotel, , 
page 171. 

2. Carver H. J. Mgen with double figurehead, page 93. 
3. Carving of Mercury, page 98. 
4, Bishop Absalom figurehead, page 189. 
5. Danish Queen Loui. se, page 94. 
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Ns Carol Olsen 
2212 Dewberry Lane 
Bryan 
Texas 77801 
USA 

17 February 1984 

Dear Ms Olsen 

Thank you for your letter of 27 January. 

We are pleased for you to use the photostat of the 
Cheops vessel from our book BOAT BENEATH THE PYRAMID pro- 
vided that this is used only in pour thesis and not for 
publication in aj4V form whatsoever. 

Yours sincerely 

Elizabeth Clarke 

L5015TSSSD NO $73 \ 09 ENCL*ND ' RSCIIT4RED OIPICE: 30 SlODIEISURT ITSSRTEIC ~ 5 305 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olsen: 

This will confirm that you may use the following liest t'e f m P li e P me y, Amet' 
Pi t*sd d tlt ' 

C s ' 
y t s t esis entit e Nrneteent and Twentieth Century 

Figureheads From the Mystic Seaport Museum Collection"l 

1) McLaurin figurehead, and 

2) Trade card of Levi L. Gushing, 1830. 

W. W. NORTON R COMPANY, INC. 

Mary E. Ryan, Perms. Mar. 

Date March 5, 1984 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olsen: 

This will confirm that you have permission to use 
the following illustrations from M. V. Brewington, Shi carvers of North America (New York, Dover 
I'ublications, Inc. , 1972); 

1. The figurehead on Rattlesnake, 1781 (figure 
14 on page 15); 

2. Lion figurehead, period of Queen Anne 
(figure 3 on page 3); 

3. Simpson's measurement chart (figure 96 on 
page 101); 

4. Cassandra Adams figurehead (figure 88 on 
page 92); 

5. Billethead drawn by Holman W. Chaloner 
(figure 92 on page 96). 

Permission is restricted-expressly to use of 
photocopies of these illustrations for your master' s thesis entitled "Nineteenth and Twentieth Century 
Figureheads From the Mystic Seaport Museum Collection. " 

DOVER PU LICATIONS, 

7 
By 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olsen: 

This will confirm that you have permission to use 
the following illustration from Jean Lipman, 
America~ Folk "~~ i&=' o&~ ~" ~al and Store (1972): 

~Osa e figurehead shown as figure 4, 

Permission is restricted expressly to the use of 
a photocopy of this illustration for your master' s thesis entitled "Nineteenth and Twentieth Century 
Figureheads From the Mystic Seaport Museum Collection. " 

DOVER PUBLICATIONS, INC. 

By 

Da. e l 
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Ms, Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olsen: 

This will confirm that you have permission to use in 
your master's thesis entitled "Nineteenth and Twentieth 
Century Figureheads From the Mystic Seaport Museum Collection" the following illustrations from George F. Bass, editor, A histor of Seafarin based on 
underwater archaeo o (New York, 197 , Walker and 
Company): 

1. The 5th century B. C. Attic vase painting 
which shows an oculus painted on the vessel's 
bow, which is figure 11 on page 56 of my book; 

2. The 2nd century bas-relief from Portus which is figure 16 on page 86 of my book; and 

3. The 9th century prow of the Oseberg vessel 
which is figure 11 on page 172 of my book. 

G ge F. ss, Distinguished 
Professor of Anthropology, 
Texas ARM University 

Date 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olsen: 

This will confirm that you have permission to use 
photocopy reproductions of the following illustrations 
from Giancarlo Costa, Fi reheads (1981) in your un- 
published thesis entit e ' Nineteenth and Twentieth 
Century Figureheads From the Mystic Seaport Museum Collection": 
l. Figurehead of Royal Barge of Frederick. 
2. Jane Owen figurehead. 

3, H. M. S. Asia figurehead. 

Kathelina figurehead. 

5. Tilarrior figurehead. ~vi S 'h~(co~ L ~~ 
NAUTICAL 

Date ASK 
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Ms. Carol Olsen 
2212 Dewberry Lane 
Bryan, TX 77801 

Dear Ms. Olsen: 

This will confirm that you have permission to use a 
Phat Py 1ll t t'* f th H. M. B. ~B11 O hOB 
figurehead from Hansen, Galionsfi uren in your master' s thesis entitled "Nineteent an Twentieth Century 
Figureheads From the Mystic Seaport Museum Collection. " 

STALLING VERLAG GMBH /, ~ 
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VITA 

Carol Aileen Olsen was born on November 6, 1946, the 
daughter of Thelma Norine Torson and Albert Adolph Olsen. 
She grew up in San Francisco, California, and after working 
in San Francisco law firms and teaching English in Japan, 
she attended the University of California at Berkeley. She 
graduated with a Bachelor of Arts degree in Art History in 
December 1977. During her years of study at Berkeley, Ms. 
Olsen also traveled to Europe, Australia, and South America. 
In 1976 she was an archaeological diver on the underwater 
excavation of the Defence, an American Revolution privateer 
which was scuttled by its crew in 1779. The 1976 season' s 
work included a visit to the Bath Maritime Museum where Ms. 
Olsen saw shipcarvings on display, She discovered that 
many maritime museums had figurehead collections, but had 
done little research on them. Ms. Olsen returned to the 
University of California and began doing independent study 
projects on shipcarvings. She began the Nautical Archae- 
ology program at Texas A6M University in Fall 1978 and dur- 
ing this course of study, she did several research papers 
on historical ship decoration. In the summer of 1979, as 
an Intern at Mystic Seaport Museum, Ms. Olsen first studied 
Mystic Seaport's shipcarvings. In 1980 and 1981 she was 

employed by Mystic Seaport Museum under a grant from the 
Mellon Foundation to more fully research Mystic Seaport's 
figureheads, and the combination of those years of work re- 
sulted in the material presented in this thesis. From 1982 to 
1983, The Mariners' Museum in Newport News, Virginia, employed 
Ms. Olsen to research their figurehead collection, and that 
has also added considerably to the information contained in 
this thesis. In addition, Ms. Olsen has spoken to many 

audiences about shipcarvings, she has published an article 
in the International Journal of Nautical Archaeolo , and 

has been the subject of newspaper articles and television 
programs which have discussed her work. Ms. Olsen's perma- 
nent address is P. O. Box 832, Clearlake Oaks, CA 95423. 


