
9

Introduction

John Bunting (1927-2002) was an extremely talented carver in stone and wood and 
accomplished draughtsman-printmaker who deserves to be much better known and 
appreciated. In his youth his talent was recognised by, among others, such major artists as 
Henry Moore, Jacob Epstein, Ossip Zadkine, Michael Ayrton, Leon Underwood and David 
Jones. In the mid 1950’s, when a successful mainstream artistic career based in London 
lay before him, he decided his future lay in North Yorkshire. He would remain there for the 
rest of his life and, despite the distinguished public work he created there, his impressive 
artistic achievements have not received their due recognition as his career unfolded far 
from the orbit of the capital.

Though he often experienced feelings of isolation while living in Yorkshire and teaching 
at Ampleforth College and York Art School, over a 40-year period of sustained creativity 
he produced a number of striking religiously-inspired works for public settings, mainly 
in the north of England – for schools, churches, hospitals, hospices and health centres. 
He also executed a number of sensuously powerful carvings for garden landscapes and 
revealed himself to be a gifted portraitist. After a painful separation from his wife he turned 
increasingly to writings of a polemical and autobiographic nature. At his death his talent 
and personal qualities received warm acknowledgement from former pupils who have gone 
on to achieve prominence in their own right including award-winning sculptors Anthony 
Gormley, Anthony Dufort and Martin Jennings, and painters such as Andrew Festing and 
Humphrey Ocean.

It is the contention of this study that the history of British sculpture in the second half of 
the Twentieth Century would not be fully complete without a searching examination of 
the striking contribution made by John Bunting. In many ways he was an accomplished 
example of a tradition that was coming to an end in the history of sculpture: the artisan 
carver who produced work which would powerfully convey a coherent world-view to the 
widest possible audience while being informed by a singularly expressive creative drive. 
Eclectic, versatile, passionate and forceful, Bunting left a compelling sculptural legacy.
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2 Woman and Small Child, c.1948, wood 
carving, 18ins (45cm) high. Considering 
Bunting’s youth, and that he was not yet 
married, this effectively suggests the deep 
innate relationship between a young mother 
and small child at her side. As with much 
of his best work, this carving is simple, 
unpretentious and skilfully executed, with 
careful attention to a polished surface 
finish, but still succeeds in conveying a 
sincere and convincing emotional charge.
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1 Cat, c.1948, carving in oak, 4ins (10cm) 
high. One of Bunting’s earliest known works 
which suggests he was aware of the animal 
carvings of John Skeaping from the 1920’s 
and ‘30’s as well as some of Henri Gaudier-
Brzeska’s more conventional carvings from 
c.1913-14. As he would often demonstrate 
in his career, his touch while vigorous, 
could be equally delicate and sensitive.

23 Ibid. p.41.
24 John Bunting, curriculum vitae, dated 1957, Bunting papers, HMI, Leeds.
25 Bunting, 1992, pp.41-42.
26 Ibid. p.8.

General Ben Ritchie-Hook.23 After completing basic training in 
Deal he was posted to the 34th Amphibious Support Regiment and 
trained on small boats in Scotland, Ireland and France.24 He later 
reflected that, unlike many of his contemporaries, he had thoroughly 
enjoyed his time in the military; he had appreciated the hierarchy, 
stability and unapologetic attachment to traditional concepts such 
as honour and duty.25 However, he felt a certain regret that he had 
never been under fire, had never experienced combat for himself 
as his father had in the Royal Flying Corps during the First World 
War, and where his uncle Joseph Patrick had been killed at the First 
Battle of the Somme.26

 He was demobilised from the Marines towards the end of 1947 
and for the next year worked hard to improve his wood carving 
skills inside Robert Thompson’s workshop at Kilburn. The works he 
produced during this period are usually small-scale but surprisingly 
proficient and assured for a relative neophyte.
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5 Head and Torso of a Man, 1949-50, carving in Portland 
stone, 6ins (10cm) high, and 6 Abstract Figure, 1949, 
carving in yew wood, 12ins (30cm) high, John Bunting 
Foundation. In each of these subjects, Bunting could be 
referencing some of the first carvings Moore produced as 
a student at the Royal College of Art which were deeply 
shaped by the study of Ancient Sumerian sculpture in 
the British Museum such as: Woman with Clasped Hands 
(1930, alabaster, British Council Collection) [Fig.8].

Fig.8
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Early in 1955, Bunting left London, in the same decrepit Rolls 
Royce from which Evelyn Waugh had recently so unceremoniously 
alighted (qv), on his British Council Scholarship to spend six 
months in Seville, studying masters of 16th and 17th Century 
Spanish religious sculpture such as Alonso Berrugete (1486-
1561); Montañés (died 1679); Hernandez Diaz; Juan de Oviedo 
(died 1625) and Juan de Mesa (died 1627).53 He evidently found 
living in a more overtly, emotionally and demonstratively Roman 
Catholic society, invigorating [Fig. 11]. He later wrote vividly of 
watching a statue of the crucified Christ being carried through 
the streets of Seville by devoted attendants:

‘His bleeding hands clutched the cross he was carrying. His head was crowned with thorns and covered 
with clotted blood and sweat … Few details had been spared … this was suffering, pain and agony … 
It was suffering glorified with all the theatrical pomp and splendour of the Counter-Reformation. For the 
moment it passed, you felt you were watching Christ being led to execution.’54 

During this period he produced a series of powerful pastel 
drawings and watercolours depicting the harsh, unforgiving, 
baked countryside of Andalucia as well as rugged fisher-folk 
scratching a meagre living by the shores of the still unspoilt 
Mediterranean coast. These works [Fig.12] were well-received 
when seen together as a group at an exhibition in York in 1963 
and it is a pity he did not produce more of such work. However, 
the religious sculpture he had seen in Spain had stoked his 
desire to return to Britain and create work of similar passionate 
intensity.
   While living in Seville, Bunting was visited briefly by 
Underwood who had already been to Toledo to see again the 
superb cave paintings at Altamira from c.20,000 BCE which he 
had first encountered in the 1920’s. Shortly thereafter Bunting 
made a revealing comment about Underwood’s debt to such 
‘primitive’ art; for Bunting such art was not an end and could 
only be perceived as a means facilitating the communication of 
the Christian message more effectively to a wider audience:

‘Underwood approaches art and religion from one place – for him, the two are present in the caves of 
Altamira. There he finds the majestic union between art and religion. My attitude begins with Christianity 
and endeavours to work backwards to Altamira.’55 

53 John Bunting, Biographical Sketch, dated 1957, Bunting Papers, HMI, Leeds.
54 John Bunting, ‘Notes on Seville’, dated 1955, Bunting Papers, HMI, Leeds.
55 John Bunting, ‘Notes on Leon Underwood’, dated 1957, Bunting Papers, HMI, Leeds.
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36 The Good Samaritan, 1960-61, carving in elm, 3ft 6ins high, 3ft in diameter (106.7 x 91.2cm), Family Collection. A bronze cast 
of this moving, complex, twisting composition was later erected outside Ampleforth Abbey 73.
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Early in 1961, he was approached by the Headmaster of the 
St. Thomas à Becket Roman Catholic Secondary School in 
Wakefield to produce a ‘decorative frieze’ for the exterior of a 
new set of classrooms for the school.82 37 Thomas à Becket, low 
relief, Wakefield. This ambitious carving was one of the largest 
public commissions Bunting ever tackled, measuring 20ft wide 
by 7ft high (610 x 213.5cm) [Fig. 16]. As mentioned previously, he 
was always attracted by the opportunity to celebrate martyred 
English Saints – he had done this earlier for St. Thomas More. 
For this low-relief panel he emphasises the drama of the moment 
and violence with which the knights cut down the unarmed 
Becket with their broadswords – almost as if from a comic or a 
graphic novel of today. The use of the ‘double line’ in the carving 
of the figures suggests Bunting has looked to the example of 
Underwood’s drawings and low-reliefs, in particular the low-
reliefs in lead for Old Street.83

   The relief was warmly received, on its completion in April 
1963, as a striking and reassuring proof that a modern sculptor 
and a modern architect were still prepared to work together 
to decorate and enliven the otherwise dead, blank, surfaces of 
most modern public buildings.84 

82 Becket (1118-1170) was Archbishop of Canterbury from 1162. He quarrelled with King Henry II, who had previously been a close friend, and was assassinated inside Canterbury 
Cathedral by four of Henry’s knights on 29 December 1170. He was canonised a mere three years later. His elaborate shrine at Canterbury was destroyed in 1538 on the orders of King 
Henry VIII.
83 By the late 1950’s Bunting had purchased a maquette cast in lead from Leon Underwood of the latter’s low-reliefs on the exterior of the Commercial Development Building, Old 
Street, London (1955-56). See Whitworth, 2000, pp.
84 Times Educational Supplement, 19 April 1963, clipping, Bunting Papers, HMI, Leeds.
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No further commission was, however, forthcoming 
from Sir William but by the spring of 1967 Bunting had 
received a commission to carve a large figure from 
four tons of Staindrop stone of one of his favourite 
Saints, Saint Bernard of Clairvaux, for St. Bernard’s 
Roman Catholic High School and Specialist School 
for the Arts, Rotherham, in South Yorkshire.108 46 
St. Bernard of Clairvaux, 1967-68, Staindrop stone, 
11ft (320cm) high. Stylistically, the dynamic figure 
looks to Barlach from the 1920’s while the sweep and 
rhythmic line of St. Bernard’s torso recalls Bourdelle’s 
Vierge d’Alsace (1919-20) [Fig. 17]. The face of the 
Saint, however, owes much to the artist’s ongoing 
admiration for the Romanesque and Early Gothic - 
the period during which St. Bernard was at the peak 
of his powers.
 Though executed in what, by 1968, would have 
been regarded by the wider art world as a traditional 
medium and in an art historically orthodox style, 
Bunting’s St. Bernard seems thoroughly relevant 
to the times: a ‘street-fighting’ saint, ready to hurl 
himself into the tumult of worldly affairs to the extent 
he would have not looked out of place in the riots 
that rocked Paris in May the same year, or exploded 
around the US Embassy in central London (1967-
68), or in crowds in Prague protesting at the Russian 
invasion and occupation of Czechoslovakia in August 
1969.109 
 Shortly after the statue was unveiled, he 
published a revealing article in the Catholic Herald in 
August 1969: ‘Thoughts for a statue of St. Bernard.’ 
He emphasised the importance to St. Bernard, as a 
Cistercian, of stone:
 

46

108 St. Bernard of Clairvaux (1090-1153, canonised 1174). He was born near Dijon, Burgundy and c.1113 joined the Cistercian Monastic Order. Two years later Bernard, an eloquent, 
strong-willed mystic, founded the Abbey of Clairvaux . In 1128, at the Council of Troyes, Bernard devised the future Rule for the Knights Templar. He was assiduous in defending the 
rights of the Church against interference from secular powers; in 1130 he helped heal a schism in the Church; as he was held in such high regard by King Louis VI that the King took 
Bernard’s advice to back the candidature of Pope Innocent II and secure his return to Rome in 1132. Five years later the Pope ordered Bernard from seclusion to exercise his powers of 
diplomacy by reconciling King Roger II of Sicily and Emperor Lothair III. In 1139 Bernard denounced the philosopher Peter Abelard to the Pope for his emphasis on the power of human 
rationalism and logic. Two years later, at Senlis, Bernard debated with Abelard with such power that the latter made no defence and was condemned to retire. In the mid 1140’s the 
Pope ordered Bernard to combat heresy and the monk toured southern France denouncing the doctrines of the Cathars – he was by no means a bigot and did not favour the use of 
physical force to deal with heresy. In 1146 Pope Eugenious III prompted Bernard to preach energetically at Vezelay in favour of a Second Crusade (1147-49) which reached as far as 
Damascus but failed to take the city. After the fiasco of the Second Crusade, Bernard retired to Clairvaux where he lived peacefully until death in 1153. By the time of Bernard’s death 
there were over 340 Cistercian monasteries in Europe.
109 De Groot, 2008, pp347-363. 
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Roman Catholic Salvin family since the early 15th Century. On 
the shaft of the cross are carved eight low-relief panels (four front 
and back) depicting scenes from the Old Testament. The two 
sides have decorative, abstract patterns carved into them. The 
execution of the details in the eight relief panels is deliberately 
naïve and schematic; Bunting deliberately evokes the look of 
simply carved pre-Norman Conquest crosses from the north of 
England and from Scotland.
 The Croxdale Cross explicitly addressed the Bible and the 
world of the spirit but in Stone Crosses he also acknowledged 
the enduring attraction for him of the world of the flesh and more 
earthly appetites. He found expression for his fascination with 
the ample female form – looking to earlier conceptions of this 
type in the sculpture of Maillol and Dobson – in work he carved 
for garden landscapes in the early 1970’s such as 49 Reclining 
Figure for a Place by a River, 1970-71, carving in York Stone, 3ft 
(93cm) long, Private Collection. With the onset of a new decade 
Bunting sought to extend the range of his work, to produce 48

49
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When she asked why he was so prepared to lavish his time in the service of Roman Catholic institutions, 
he revealingly replied:

‘the struggle of the Church through 
the centuries. It has been heaped with 
scorn, made mistakes, misjudged and 
allowed enthusiasms to run riot but it 
has held firm to the idea of the body 
and spirit being one. It has dared to 
equate love = sexuality, two forces 
that appeared diametrically opposed 
and it demanded both and set out with 
great clarity how this combination 
of opposites could be controlled and 
consummated. For this effort of the 
imagination I think people should 
be (and will be) grateful. For it is an 
ultimate.’144 

During the spring and summer of 1979 
Bunting carved a lively and appealing 
low-relief panel in his favourite 
Staindrop stone, depicting 55 The 
Venerable Bede for the Hospital of 
St. John of God, 4ft (122cm) high. A 
youthful Bede is depicted energetically 
at work with quill and parchment 
receiving the word of God in his left 
ear from a charmingly conceived bird. 
The work is executed in an energetic 
mode of calligraphic, free-flowing 
relief carving defined by sharp, crisp 
line, which harks back to the relief he 
carved of St. Thomas à Becket in the 
early 1960’s as well as referencing his 
continuing admiration for the lively 
graphic style of Leon Underwood. 
Bunting’s approach is perhaps simpler, 
almost naïve, but appealing and even 
a little amusing. Bede appears to 
be thoroughly enjoying the process 

55

144 John Bunting to Francesca Fraser-Darling, 19 February 1979, Private Collection. 
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He generally found himself pondering 
the nature of childhood. He had been 
particularly alarmed by the birth of 
Louise Brown, three years previously,  
the world’s first so-called ‘test tube’ 
baby.155 As he wrote to Francesca:

‘I’m no baby worshipper but a baby’s 
innocence, or complete tranquillity, 
in our tormented world is always a 
shock and a reminder to me of things 
that are clean and new and full of 
hope and love. It is a miracle and not 
a little one and it is continuous in 
spite of ‘test-tubes’, nuclear devices, 
pills. It is the affirmation of belief in 
life – in creation.’156

Later that year he returned to the theme, concluding the Church had a critical role to play in monitoring 
the activities of scientists blinded by their very ability to achieve what had hitherto appeared fantastical:

‘I think children need the evidence of paternal love or they become disturbed to a marked degree. Many 
of the ideas of Western Society seem to have evolved without thought of children or of family as a social 
unit of enormous importance and strength. In this respect I feel the breakdown of the family will have 
serious consequences for the future. Here my medieval attitudes seem to me most rewarding and I think 
the Church has shown wisdom in its teaching on marriage. It offers curbs and checks and restraints, lays 
down conditions that are difficult and makes marriage indissoluble … to achieve a deeper, more lasting 
end result which the marriages of some Catholics have often (not always) seemed to reveal … Once it [the 
RC Church] was likened to a Rock – now it is more like a ‘wobbling pivot’. But it has wobbled before and 
come up straight, so history may repeat itself.’157 

Meanwhile, as he patiently carved The Family it is clear from the artist’s correspondence at the time that 
he was also concerned with the damaging effect Mrs Thatcher’s austerely uncompromising monetarist 
policies were having on the stability of the traditional family unit, indeed on the social equilibrium of the 
entire country as England was wracked with riots during the spring and summer of 1981:158 

‘This sense of unemployment [Thatcher’s Britain] has a frightful effect on the mind and the riots of the last 
fortnight are a just expression of frustration with the Govt. and its policies – they are also a dire warning 
of what may yet come if Mrs. Thatcher doesn’t provide some better evidence of success than hitherto.’159 

155 Garnett, 2008, p.95.
156 John Bunting to Francesca Fraser-Darling, 29 November 1980, Private Collection.
157 John Bunting to Francesca Fraser-Darling, 2 December 1980, Private Collection.
158 Garnett, 2008, pp.96-98.
159 John Bunting to Francesca Fraser-Darling, 2 July 1981, Private Collection.
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I conceived it to be a ...mixture between the Christian and Pagan – this goes too for my 
interest in the Hebrides – the Celtic-Christian combination [in] art …’170

Elvira was completed early in the autumn of 1983 and despite the challenge of installing such a heavy 
work, she had been lowered in to her final resting place by the end of the year. Her owners were equally 
delighted with Elvira: John Pitts felt rather proud that he had ‘caused such an engaging carving to come 
into existence’ while his wife always ‘introduced visitors to it [Elvira] when they began her obligatory 
conducted tour of the garden.’171 So pleased were the Pitts with Elvira that they eagerly took up Bunting’s 
suggestion, early in 1984, that he carve another figure for their garden. As it happened the artist had 
recently bought a large block of stone, weighing nearly two tons, for a ‘knock down’ price for a commission 
from one among the ‘Yorkshire Gentry Pack’ which had suddenly fallen through. John Pitts recalls that the 
artist had this

‘huge block, almost blocking the entrance to his home [at Oswaldkirk], so I took pity on him ... and asked 
him to carve something from it to dominate a central spot ... and provide a talking point.’172

‘It’ evolved into the impressive if somewhat ‘alarming’ 59 Noah, 1985, carving in Staindrop stone, 9ft 
3ins high x 3ft wide (276cm x 102cm), Private Collection. Noah has the face of the famous carving of a 
Romano-British sun god, Sol Minerva, c.100 AD, excavated in Bath. Stylised, yet emotionally expressive, 
Noah’s features powerfully convey a combination of anguish and fear – only  too credible when this work 

58

170 John Bunting to Francesca Fraser-Darling, 6 July 1983, Private Collection. 
171 John Pitts to Jonathan Black, 12 October 2010.
172 Ibid.
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Good Shepherd Christ will never desert despite their misdemeanours.202 
 Bunting was heartened generally that there still appeared to be an appetite for stylistically and 
materially traditional sculpture within the UK: the early 1990’s witnessed something of a revival of interest 
in conventional, representational bronze sculpture of a type that consciously harked back to the example 
of Epstein in the 1950’s and then farther back to Rodin and Donatello – all of whom Bunting had admired 
since his student days. Pertinent examples include bronze figures in central London of Sir Hugh Dowding 
(1989-1990) and Sir Arthur ‘Bomber Harris (1992-94) by Faith Winter and of Field Marshal Slim (1988-90) 
and Field Marshal Alanbrooke, (1990-93) by Ivor Roberts-Jones.
 On a smaller scale in 1991 Bunting carved a revitalised interpretation of an old theme, a serenely elegant 
and sincere 66 Reclining Madonna and Child, York stone, 3ft long (85cm), Private Collection.

Shortly after, also on a smaller scale, he completed an evocative bronze low-relief portrait of the artist’s 
much loved grandfather, 67 John Joseph Bunting (1874-1949). He hoped a place might have been found 
for this in the newly refurbished Plantation House in Fenchurch Street, where his grandfather had founded 
one of the City of London’s most significant and prestigious new office buildings as the home of the Rubber 
and Tea Exchanges in 1935 and where he headquartered his own business Bunting & Co. This was the 
‘Tea King’ whom Bunting so admired and owner of the country estate which the artist had visited as a boy 
in the 1930’s. For him ever after this was a time of near pre-lapsarian delight upon which he looked back 
with ever growing nostalgia and longing. His grandfather had led the sort of country life that, in an ideal 
world, Bunting would have wanted, if only some money had remained after his grandfather’s death. It was 
all lost when the markets crashed and the business imploded under the weight of forward contracts on the 
outbreak of the Second World War.203 
 As he was working on this bronze he was also carving an evocative relief of 68 St. George and the 
Dragon, 1991-92, in oak, 3ft (91.5cm) high, [Fig. 22] which could have accompanied his grandfather into 
Plantation House.204 Bunting presents England’s warrior Saint as a rather older man than usual; not at 

202 Father John Gott to Jonathan Black, 9 June 2010. He also believes the £3,000 paid for the relief was ‘excellent value.’
203 Bunting, 1992, pp.14-15.
204 John Bunting to Francesca Fraser-Darling, 3 February 1992. Private Collection. This aim has yet to be realised.
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A lengthy obituary in The Daily Telegraph to a 
considerable extent set the tone for later appreciation 
of his life and career. He was referred to as a ‘noted 
sculptor and engraver’ while much was made of his 
long connection with Ampleforth: 

 ‘Bunting was the drawing and art master at the 

school for 40 years. His former pupils included the 

portraitist Andrew Festing and the sculptor Anthony 

Gormley ... Despite his reputation as a formidable 

teacher, Bunting was, first and foremost, a sculptor, 

whose work consistently celebrated and sustained 

the religious ideals that inspired him throughout his 

life. Wrought in stone and hard woods, his sculptures 

were deliberately crude and primitive, for although 

in his early days he had embraced modernism, he 

later rejected it and reverted to the pre-Renaissance 

tradition of craftsmanship. His figures were simple – almost always celebrating Christian themes such as 

the lives of the Saints, the Madonna and Child and the Stations of the Cross – but they were infused with 

life, twisting, writhing and cavorting in dramatic portrayals of human suffering and love.’236 

Attention was then drawn to the importance of his sculptures for the north of England and of the chapel 
he built at Sutton Bank:

 ‘His most enduring monument, however, is the multi-denominational Memorial Chapel on the North 

Yorkshire Moors … It contains, carved from a large block of York stone, one of his best-known pieces, 

The Soldier, a recumbent figure wearing a paratrooper’s helmet … Bunting described the monument as a 

repayment ‘on a debt that cannot be repaid.’237

His stylistic debt to Robert Thompson and Eric Gill is highlighted and then the critical importance of 
his friendship with Leon Underwood: ‘a dominant and profound influence on Bunting ... From the mid 
1950’s he was becoming increasingly sought after as a church sculptor … An avid reader of histories and 
biographies, Bunting was also a clubman, a bon-vivant and a fine trencherman who was never happier 
than when in company.’238

 A fortnight later the Times published its obituary which opened with an overall summation of Bunting’s 
sculptural achievement:

236 Daily Telegraph, 5 December 2002, p.27.
237 Ibid.
238 Ibid



John Bunting: The Legacy

109

 ‘Powerfully primitive, sometimes even Neanderthal, John Bunting’s robust sculptures, worked in 

stone, bronze and hard woods, are infused with a dignity and compassion that celebrates his religious 

conviction. Life, death and suffering were his constant themes, vigorously expressed in subjects such as 

the Madonna and Child, Christ Crucified and the poignant soldier from his memorial chapel of 1957-60. A 

Roman Catholic, he wrote in 1957: ‘It is obvious that a sculptor who has conviction will have more power 

than one who has not realised his beliefs.’ His work proves the point.’239 

Attention was then drawn to his relationship with Robert Thompson:

‘Years later he was to write of the older man in The Tablet: “He had only to be true to what lay close at 

hand – English oak; solid workmanship; reverence and love for the craft he practised; greater joy in what 

he did than in the money he gained from it.” Apart from the fact that he also worked in stone and bronze, 

much the same might be said of Bunting’s own career.’

His long association with Ampleforth and contacts with Moore and Underwood are mentioned along with 
passing reference to some of his important early wood carvings such as The Sower and Dark Lament. The 
article concludes with the assertion that:

 ‘Bunting’s most significant legacy to his old school was the memorial chapel he created between 1957 and 

1960 on a hill overlooking Oldstead, on the edge of the North York Moors and dedicated to old Amplefordians 

killed in action [this contains] what has become one of his best-known and most poignant sculptures … a 

recumbent soldier, representing Hugh Dormer, wearing a paratrooper’s helmet and commando boots and 

holding a rosary. It was carved, in a manner evocative of an old Crusader tomb, from a large block of York 

stone.’240 

 On the same day, perhaps the most perceptive immediate evaluation of Bunting was offered in the 
Guardian by his former pupil Robert Hamilton Dalrymple. As he knew the man well, he emphasised the 
central importance to Bunting of his Roman Catholic faith and his admiration for the writings on art, 
culture and the nature of a desirable future society by such Catholic polemicists as Belloc, Chesterton 
and Gill. Dalrymple also drew attention not only to the significance of the carving at Sutton Bank – the 
recumbent figure within has ‘the round face, stocky build and heavy boots of its creator’ – but also to 
some of Bunting’s often overlooked larger public commissions from the 1960’s such as: the monumental 
relief panel depicting the martyrdom of 37 St. Thomas à Becket in Wakefield, the dynamic figure of 46 St. 
Bernard at Rotherham, as well as the reliefs 54, 55, 74 at the Hospital of God at Greatham; perhaps all too 
easily out of sight and mind for critics based in the metropolis.241 

 Bunting’s story is indeed one of struggle and commitment to an increasingly unfashionable mode of 
sculpture which was sustained by a spirit of optimism and unwavering faith in the Roman Catholic religion. 

239 The Times, 19 December 2002, p.34. 
240 Ibid.
241 The Guardian, 19 December 2002, p.22.
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Chronology

1927 Born London

1941 Ampleforth College, North Yorkshire – meets  
 Robert Thompson at Kilburn

1942 Meets sculptor Arthur Pollen and family at   
 Grantham

1945 Studies at Oriel College, Oxford, and then   
 National Service with the  Royal Marines

1947 Robert Thompson’s workshop Kilburn, North   
 Yorkshire

1949 Meets Henry Moore at Perry Green

1949 Central St Martin’s School of Art – meets Leon   
 Underwood at Gerdler’s Road studio

1951 Royal College of Art – studies under Frank Dobson  
 and John Skeeping

1955 Travels in Spain and North Africa with British   
 Council Scholarship – pilgrimage to Beni-Abbes,  
 Southern Algeria

1955 Art Master at Ampleforth College and York Art   
 School until 1987

1956 Marries Romola Farquharson, moves to the Old   
 Rectory at Oswaldkirk, North Yorkshire

1956 Publishes First Edition of Monthly Report (to 1960)

1957 First of five children born

1957 Begins work on the War Memorial Chapel at   
 Oldstead, Sutton Bank

1961 Completes St. Thomas à Becket, Wakefield, South  
 Yorkshire

1963 Exhibits at the William Farnsworth Studio, York

1964 Completes St. Wilfrid, Featherstone, West 

 Yorkshire

1965 Solo exhibition at Fishbacher, Rue de Seine, Paris  
 - befriends Ossip Zadkine, David Jones

1966 Elected Associate of the Royal British Society of  
 Sculptors

1968 Completes St. Bernard, Rotherham, South   
 Yorkshire

1969 Publishes Thoughts for a statue of St. Bernard in  
 the Catholic Herald

1970 Publishes Stone Crosses

1971 Solo exhibition at Stonegate, York

1972 Solo exhibition at Billingham Forum, Teesside

1972  Elected Fellow of the Royal British Society of   
 Sculptors

1974  First commission for the Hospital of God at   
 Greatham, Cleveland

1979  Completes the Croxdale Cross, Durham

1983  Completes Elvira, the first commission for Mr. and  
 Mrs. John Pitts at Bedale, North Yorkshire

1985  Awarded the Sir Otto Beit Bronze Medal by the   
 Royal British Society of Sculptors

1986  Moves to Nunnington village in Ryedale

1992  Publishes Sculptor’s Luck

2000  Completes Annunciation for the Hospital of God  
 at Greatham

2002  Dies in London




