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INTRODUCTION

IN THE course of his original introduction to this book author Johin
G. Merne wrote: ‘

“Man's earliest attempts at decoration were reserved for objects
which were to him of more than ordinary interest or significance:
for the tribal totem, the insignia and ceremonial apparel of the
druid or thé chief, and above all, for the memorials of the might;
dead. In the beginning these decorations were extremely simple in
character; a few %ots, a line, a spiral, or a serics of them, arranged
in a limited variety of patterns formed by repeating a selected unit.

The development of these simple motifs was influenced in a large
measure by the effects of .environment and climatic conditions on
those who employed them, and reflects the gradual progress of the
separate nation-groups along their own lines towards fuller knowl-
edge and power. S

National styles of ornarnentation ultimately emerged, so full of
distinctive detail and complexity that to the lay mind they have
nothing in common. Yet, jt will be found that from the same simple
beginnings have sprung the most dissimilar forms of artistic sym-
bolic expressions, be they Greek, Roman, Moorish, Egyptian or
Celtic.” :

This book is concerned only with the last of these. It takes 2
few basic symbols or ideographs and develops them into @
systemised method of construction for most forms of Celtic decor-
ation. Having used this book in the artroowm for many years I am
glad to have an opportunity to introduce the Meme Method to 8
new- generation. . '

The design that has been conmstructed for print rarely looks at
ease on a piece of pottery. What looks fine on leather may look
ridiculous when embroideted on linen. Realising this, Merne
formulated a carefully graded scheme which enables the reader to
adapt the principles learned here, to other media.

This book is a challenge both to the student and the professional
artist to take a part of our tradition and make it their own, to use,
to repeat, but most of all, to develop.

Caoimhin © Marcaigh
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{ S$YMBOLS OR IDEOGRAPHS

HEre are a number of symbols found in primitive art which are
derived from a common origin. They are simple Ideographs or
signs, and denote what we might call Nature Symbols. It is the aim

of this handbook to show, how from some of these simple symbols, '

the highly intricate ornament found in the copies of the Gospels, on
Crosses, and other works of ancient Irish craftsmen and their pupils
on the continent, has been developed. By a close study of these
symbols, one can make endless patterns of decorative value which
muy be afterwards applied to all classes of craftsmanship.

1. Detetes the Four Seasons; the Four Winds; Four Cardinal Points;
: the Rays of the Sun,

2. aduition of horizontal to vertical gives movement.

Three rays with end lines give movement (Fylfot).

s Swaniive Points of compass, with movement left to right. Sunsign,
Foees faun of Swastika, movement as in 4. Sunslgn.

& Four fays from s cammon centre surtounded by a ring or circle from
whicn the rays project. Sun with rays. Compare with 18.

7 Ths s similar to 2, but line joining horizontals ig oblique instead of
-+ being vertical, .

5. Another form of Swastika got from 7, showing movement,
9. Double Are of Crete, developed from 7, open euds joined.

10. Figure of eight, got from 9. Two circles used instead of two triangles,
and from which the S curve sprang, or vice-versa.

11. Single S curve. This curve is, in the Author's opinion, the importan:
one used in the development of Celtic Knot-work.

12. Chinese Yang-yin. This is the same motif as the Celtic Boss found
upon the old stone crosses.

13, Circle with centre, shows movement.

14. Circle with centre from which springs a apiral, denotes 8 whirlpool
or whirlwind. '

1S. Double spiral deduced from 14, Whirlpool and whirlwind.

16. Circle with tangential rays, showing movement from left to right.
Sut moving through the heavens. (4 combined with 13.)

17. Devclo&d from 12, with tangentia} rays to preduce effect of move
ment. Celtic Boss.

16, Egyptian sunsign or wheel symbol. This is 1 with 13.

19. Double S curve within a circle. Sunsign. Movement shown.

a6, urved form of Swastike. Compare with 4.

21 and 22. Twe symbols found in Celtic ornament.

22. Shield of David. Derived from 9.

24, Triangle with vertical line. Egyptian.

15 Two Sacred Triangles. Compate with 2,

24, Tau Cross, found in Celtic ornament, slgnifying Wisdom.

%3, Circle with tangential rays, derived from 4 and 13, of from 16 and 18
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2 SYMBOLS OR IDEOGRAPHS

THis chart shows the rclauonshxp bctwccn the various symbols
found in primitive art throughout the world. By carefully following
along the directicnal lines drawn. between the symbols, one can
casily trace the gradual growth of each from the one preceding it,
and at the same time determine the common origin from & vertical
and honzontal line, which are showa in hcavy black in the centre
of the chart. :
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3 CURVED SWASTIKA (Ideograph No. 20)

THis plate shows the curved Swastika 20, presenting horizontal and
vertical S curves in a combination from which a Jarge number of
all-over patterns are evolved, and to which all Celtic Knotwork
owes its origin.

The arrangement of the Swastika in the various diapers is desig-
nated as clockwise or anti-clockwise, that is, the appearance of
movement .of the unit seems to be in a right-hand or left-hand
direction. C means clockwise; AC anti-clockwise.

Four examples are given of diaper or all-over patterns, in which
the curved Swastika is the unit of repeat.

1. Diaper pattern based upon vertical lines of AC curves alternat-
ing with vertical lines of C curves.

2.- Diaper pattern based upon vertical lines of AC curves.

3. Diaper pattern based upon alternate C and AC curves both
vertically and horizontally. :

4, 5, 7 and 8. These show various arrangements of the Greek
Cross as the basis of other patterns, in which the curved
Swastika appears. '

4. Pattern got by using a series of Swastika Symbols 8, to produce
a diaper of Greek crosses,

$. Arrangement of Greek crosses as basis of pattern 6.

7. Basis of design on which diapers 1, 2 and 3 were arranged.

8. Arrangement as 4 to produce pattern { on Plate 4.

Norts

Oue would .be well advised to draw these patterns several
times (not trace) to become familiar with tbe unit and its various
arrangements. The unit will fit within an even-armed cross, contain-
ing three squares in its upright arm and three squares in its hori-
zontal arm and known as a Greek Cross.

10

7

JOMN Q. MEANL




4 CURVED SWASTIKA (Ideograph No. 20)

THE next step from the patterns shown on Plate 3, is to the begin.
ning of the Trumpet Pattern. This is clearly shown in the examples
3, 4andS. : '

In example 3 the S curve is used, and the circles are arranged in
horizontal and vertical lines.

In example 4 the arrangement of the circles is similar to the last
example, but the C curve is here introduced. This C curve is really
the product of two S curves, one right-handed, and one left-handed,
the two crossing over to produce an X or double C curve,

This result of the crossing over is shown clearly in 2. The
tangential lines appearing on Symbol 27 are very clearly discernible
on these Trumpet Patterns.

In S the circles are arrahged in horizontal fows. but are stepped
vertically, and the § curve is used here as in 3.

6 shows a series of horizontal S curves linked together and form-
ing a wave-like border. '

7. Here we have the wave-like border turned over on itself hori-
zontally. This pattern will be found in Grecian and other art,

8. By joining the loose ends of the S curves where they link, we
get a new type of wave pattern. Note the likeness of this pattern to
Symbol 12, Plate 1. )

9. This diaper is got by combining the horizontal wave-like
pattern 8 with a simildr vertical wave-like pattern, and can be used
as a counter-change. The basis of this is the same as that used in
the construction of the Trumpet Pattern shown in 3, 4 gnd S above.

12
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CURVED SWASTIKA (Ideograph No. 20)

Various forms of counter-change as well as boss-like diapoers are
dealt with on this plate.

L

This shows a form of counter-change which uses the same
foundation as the Trumpet Pattern, Plate 4.

This is a further development of 1 as a diaper, and into which

is introduced the Celtic Boss or Chinese Yang-yin Symbol. See -

Plate 1, Symbol 12.

A form of horizontal counter-change is given which is based on
the wave-pattern, the S curves being in a vertical line one above
the other.

In this counter-change the S curves are stepped. Both these
patterns are worked out on the same foundation as the diapers
shown at the right-hand side of each.

5 and 6 give two other forms of boss diapers. If these diapers and

counter-changes are set out as a number of circles first, and
then joined up with the S curves, there will be no difficulty in
drawing and completing them.

7 and 8 show vertical counter-changes, the basis of these being

14

given in 9. The curved vertical arm of the Swastika is used in
this case, the horizontal arm of the Swastika being omitted.

This shows clearly the foundation on which the two couater-
changes 7 and 8 are built,

JOnN G MERNE.
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6 BORDERS AND PATTERNS .

IN example 1 on this plate we have the first: sign of interlacement
which clearly shows that by superimposing the horizontal wave
border (as shown on Plate 8) upon a similar wave border, both
running in the same direction, we produce the first interlaced pat-
tern, the basis of which is shown directly above it.

2. This border is derived by superimposing a right-hand wave
pattern upon a left-hand pattern, producing again another. inier-
laced band or border, whose basis is shown directly above it.

3 and 4 show two types of horizontal counter-change in which the
C curve is used, the basis in each case is the same, but the C
curves are arranged differently. .

S. This shows various methods 6f,trcating the Boss in working
out the Trumpet Pattern. :

6. Curved Swastika,

7. Chinese Yang-yin or Celtic Boss Pattern.

8. Curved Swastika in circle, Symbol 19.

9, 10 and 11. Three other forms of Celtic Boss Patterns.
12. Four spirals springing from a cross or Sﬁvastika.

" 13. Example of spiral ornament in which the C curve is used.

14. Example of spiral ornament in which the S curve is used.
15 and 16 are two examples of curved Swastikas.

.7
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THE TRUMPET PATTERN
This very fine example of the Trumpet Pattern shows clearly

the pecaliar characteristics of that beautiful form of decoration.,

Its construction is shown by analysis, and ogne can easily follow
it out by a study of the small squares.

Centre circle drawn.

Four small circles drawn on diagonals.

S curve drawn in centre circle. (Chinese Yang-yin.)
Curved lines joining small circles to large.

Centre of large circle constructed from 4.

Spirals introduced into small circles and trumpets completed;
drawing ready to finish as 1.

The pattern shown here is a modern example in which the
centre consists of interlacement.
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% $-CURVE (ldeograph No. 11)

THis plate shows clearly step by step how the S curve in various
arrangements produces the different knot-borders.

The construction of the S curves and the borders developed
therefrom will be easily understood by a close study of the sketches
in conjunction with the letterpress. :

By drawing each arrangement several times (not tracing) one will
become familiar with the method, and develop other types of
Knotwork, bearing in mind the use and application of the § curve,
which is the key to the construction. '

. Siinple S curves.

2. S curves io'med. wave pattern ﬁroduced.

5 Right and left wave patterns -supcrimpéscd.

4. Another wave pattern from joined S curves.

S. Two wave pattcr'ﬂS 4, superimposed. '

6. Right and left wave pattern 4..supcrim_'poscd.

7. S curves linked together. b

8. Ends of S curves 7, joined up producing Figure 8 Knot.

9. Rigut and left S curves linked.

10. Right and left S curves 9, joined, Simple Knot.

11. Right and left S curves linked and opén.

12. Knots Producea by joining the ends of 11.

This method emphasises the simplicity which underlies the con-

struction of all the examples of borders which follow in the book.
By familiarising himself with the Knots, and by drawing these

patterns frequently, the beginner vill attain a skill in Celtic design
in a very short space of time. ' .

NOTB

"1, 2 and 3 are based on the same motif.

4, 5 and 6 are based on ;hc sameé motif,

7 produces 8.
9 produces 10.,
11 produces 12.
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g S.CURVE (ldeograph No. 1) :
Right and left & curves linked. ‘ - Q N
wnots developed by joining euds of S curves 1. . \-/D,z\kf/) (:\)’/\D’j'
Right and left S curves linked. Long S curves used. : (\,7,—/\,\ 1 ~ v \-(,
| R H
. ' 2.

Knots developed by jniniag ends of 3. —

Right and left § curves Jinked. ~ o 2
NS e D -~
N 5 ~ N

.

NV S L A

5 Patiern developed from § -
7, Right and left S curves link2d and open.
8. Pattern developed from 7.

9. Right and left Z or augular S linked.
10. Pattern developed from 9.

{1 Pattern developed from 9.

12 Pattern developed from 9.

———

9 shows the § curve taking a straight form of ideograph, Symbol 7,
which gives a rigid appearance to the Knotwork. Movement is
absent and a restful impression is given. This Z form is introduced
later on in the construction of Fret Patterns and other types of
similar ornament.

10 is got by joining the ends of the Z, and if examined closely will
be found similar to Symbol 23, whilst Symbol 9 is clearly defined.

11. This is a further development of 10.
12. This is a curved form of 10.
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i0 BORDERS

Tis plate shows @ numober of simple borders, in which a simple
Z or S form is used as a basis or foundation of the desigp, ip
combination with the various knots, to produce artistic and useful
decorative motifs. In each case the knot used tc produce each
particular border is given at the side of that border. The drawings
are given as simple line sketches and show the foundation on which

the student can build up and complete the: borders as ribbon-

work, as well as to familiarise him with the autbor's method of

designing. so that be too may originate and develop the work
along lines of his own.
| Basis on which cach border is built.
2. Basis combined with simple knot.
3 Basis combined with double loop
4. Basis combined with single loop;'
5. Basis combined with simple knot.
6. Basis combined with single loop.
7 Basis combined with single loop.
§. Basis combined with double loop koot. .
.9 Basis combined with Figure 8 knot. |
10, Basis combined with simple knot.
t1. Basis combined-Wwith simple knot.
12. Basjs combined with simple knot.
121, Basis combined with double loop.
14, Basis of next two bordcr's.
15, Basis combined with simple knot and open loops.’

16. Basis combined with simple knot and open 100ps.

74

Plate 10
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11 BORDERS

ON this plate are given a number of other, simple borders, and as
in Plate 10 the knot used to produce each particular border is given
at the side of that border.

Basis on which each border is built.

Basis combined with simple knot.

Basis combined with simple knot.

Basis combined with Figure 8 knot.

Basis combined with Figure 8 knot.

Basis combined with simple knot with loop.

Basis combined with double loop knot.

Basis on which each border is built.

Basis combined with simple knot and loop.

Basis combined with simple knot and link.

Basis on which each border is built. Celtic Step Pattern.
Basis combined with simple koot with loop.

. Basis combined with open loops, right and left.

Basis combined with simple closed loops.

Basis combined with simple open loops.

Basis combined with simple knot with loops.

. Basis combined with wave pattern.

. Basis combined with double knot.
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The example of space filling shown at 19 gives a method
whereby the squaring of the corners or outline produces a sense of
rest and stability in the ribbon-work, and at the same time gives a
real decorative feature without in any way interfering with the

. original characteristics of the design.

3

Nots

The use of squared paper in the designing of patterns of all kinds
is advocated by the writer ns well as the drawing of each unit to a
small scale, so that freedom of line may be attained as well as a
pleasing form of filling, properly balanced. From the small sketch
made a larger drawing can then be constructed with the ribbon-
work shown complete and interlaced.

26
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12 KNOTS ;

THis plate shows how a number of difflerent knots can be developed

from a single one, :

. L C. This is known as the Simple: Knot. Its development into .

more complex knots can be easily traced. It may only repeat over
itself to fill a panel, but it can continue indefinitely in a horizontal
direction either by repeating itself thus V.,V.V,V,oras V, A, V,
A, or as up, -up, -up, -up, or up, -down, -up, -down, -up, -down.

I3 D. This is the Figure-of-8 knot Its development into other
knots-is shown from 13 to 24. This knot having two loose ends, one
at the top and one at the bottom, can be used for borders, or if
locked or linked with another knot, can be used in the construction
of diapers or allover patterns. '

25 E. This is known as the Granny Enot. From 25 to 36 are shown
different arrangements, using this knot 25 as the basis. This form
of knot is extremely useful in the contruction of diapers as having

four loose ends it can be worked into this particular class of decor-’

ation, as well as being suitable for borders.

NoTE

By the use of a thin mirror-one can easily determine what the
repeat of any of these knots will look like as borders or as diapers.
The use of a mirror or mirrors in arranging designs is shown on

Plate 22, -

28
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13 KNOTS

A serigs of asymmetrical knots is given on the upper balf of this
plate. In cach case 1 on each row is the unit from which the four
succeeding knots are constructed. These knots can be used for ends
of ribbon-work, or turned over for panels.

On the lower half of this plate are given a number of four ended
symmetrical knots which can be used in the construction of diapers.
by selecting a particular knot as the unit, then planning out the net

~ on which the diaper is to be built, and completing same.—(See

examples given in this book.)
These examples are given to show the vast number of types of

. knots that can be created when one has a knowledge of the simple

knots.
1n all cases of knot-work, the “under and over” must be regular.

No knot-work or ribbon-work should cross over or under twice in
immediate succession, but it must B0 under, over, under, over,

~under, over, and so on until the work is complete.

30
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14 NEW AND ORIGINAL METHOD OF DESIGNING
INTERLACED'RIBBON-WORK : :

WHEN patterns of any kind are symmetrical. they have a ceatral
- axis, ‘either vertical or horizontal, and whatever ornatnent lies at
the left-hand side must be repeated on the right-hand side. Herein
lies the simple solution to the difficulties of papel interlacement. By
carefully following the instructions given below, one will have little
trouble in producing very good designs after a little practice.

First draw the panel to the shape required, and with a central
axis. Next draw a line from left to right, cutting across the central
axis and continue until the line reaches nearly to the right edge of
panel. Now draw a similar line from right t0:left, cutting through
point of intersection of first line with the central axis, continue this
line to left edge of panel. From one end of first line continue to
draw a short distance in any direction. Repeat this on second line,
starting from same corresponding point but working in opposite
direction. Continue another portion of first line, and repeat same
on second line, doing short steps at a-time, eventually finishing up
by joining the two loose ends of the original first lines.

Proceed next 1o draw a line at each side of the foundation line
50 that the space enclosed between these lines is equal in width to
the Ribbon required. Continue ur:il all the Ribbon is completed
in this manner. '

It is now an easy matter to thicken the necessary lines, so that
the ribbon interlaces, that is, passes under, then over, then under,
then over, and so on throughout the design. The writer can offer no
rule as to the width of the ribbon in relation to the background,
except, that the areas of ribbon should balance the area of back-
ground exposed. If the ribbon is narrow, the bareness of the back-
ground can in a great measure be relieved by the use of simple line
ornament. (See Plate 34.) Defects that are liable to crop up, in the
course of filling in the ribbon-work are dealt with on Plate 18.

1, 2, 3 and 4 show the building up of the foundation line.

5. The foundation line is shown dotted. The lines at eacli side
of the foundation line give the width of ribbon-work.

6. Lines cleaned up, and the under and over arrangements of the
interlacing put in correctly. :

7, 8 and 9 shows three different treatments of the ribbon-work.
The comers are squared to make the ribbon conform to the shape
of the pancl, and to give the whole 4 more restful appearance.

ko]
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15 PANEL DESIGNING

ON this plate are given further examples of the method used in
designing interlaced ribbon.work of all kinds.

1. This gives the panel with central axis shown dotted, and with
“the first part of foundation lines drawn.

2. Foundation lines continued further.
3. A further continuation of the foundation lines.

4. Foundation lines completed, and the lines at each side of the
foundation lines drawn. These are shown dotted, and are ready
for the arrangement of the under, over, under, over, and the
final completion of the ribbon-work.

5. This shows the finished panel design, with ribbon-work light
on a dark background.

6, 7, 8 and 9 show four different designs worked out on this
principle.

1]

NoTtE

Mark out a number of similar panels on a scale not bigger than
the ones given. This can be done by cutting an opening in a piece
of card, to the shape required, and by using this to act as a guide
or template. Place the card down on the paper and run a pencil
round the opening. Draw the axis and then experiment in produc-
ing designs of different kinds to fill the particular panel drawn,
using the method shown on Plates 14, 15 and 16.

The writer recommends drawing to a small scale, as by this
procedure the designing becomes much ecasier, less stringy, better
balanced, and more satisfying. When complete, it is easy enough
to draw to the size required, from the small gketch already made.

34
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16 PANEL DESIGNING

THE examples of space filling shown on this plate are worked out
o' the system explained on Plates 14 and 15, the basis of all the
designs being given in 1. ;

Altention is drawn to the rectangular panel at the bottom of the
sheet. This shows how by squaring out the:ribbon to fill the space.
a better and more restful design may be got. This method is
adopted also in the circular panels, the arrangement of the under
and over, in all cases can be plainly seen.

The writer rciterates the advantages of constantly sketching, to
a small scale, the numerous examples to be found on crosses,
metalwork, and other objects bearing Celtic Omament, so that the
student will be cnabled to learn the various phases of that work,
and thereby produce original work of a high standard, and full of
the spirit of the old craftsmen. o

36.
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17 FAULTS IN RIBBON.-WORK AND CORRECT
METHODS

O the upper portion of this plate are shown & number of defects

. which are liable to occur with a beginner. Should they unavoidably

oceur, methods are shown of correcting them, and at the same time
retaining the original character of the ribbon-work.

1. Weak right-angle bend.

5. Same strengthened by inner curve or fillet.

3. Looss loop which seems liable to untwist.

4. Ring added which locks loop.

s Double loop which looks liable to straighten out.

6. Ring or link added which locks loops.

7. Loose twist with loop.

8. Same converted into kaot.

9. No interlacement. Weak and loose looking.

10. Crossing over correct, but with loose loop.

11. Improved, but still weak at bottom.

12 and 13. Two methods of completing the knot.

14. This panel is given as a typical example of bad ribbon-work.

15 and 19. An example of space filling using the writer’s method.

16, 17 and 18 give the correct methods for arranging angles or
bends in ribbon-work, by the use of a fillet.

20. Two ribbons ¢rossing over.

21. Four ribbons crossing over.

22. Three ribbons crossing over. ,

23. Example of weak interlacing with sharp inner corners.

24. Same strengthened by inner fillets and squaring outline.

The method of filling that the writer uses, and shown in 19 and
24, produces a very restful and satisfactory result, for whilst main-
taining the original feeling, it conforms better to the shape of the
panel itself.

In all cases the ribbon-work shou'd continue properly behind
these forms when adopted, so that though parts be hidden, the eye
will naturally follow the flow of the ribbon line. The introduction
of Animal ot Bird forms should not be atternpted until such time
as one is a master of ribbon-work or interlacing.

Plate 17



18. CORNERS

" TuHE metbod of constructing corners is the same as that gmploycd
for panei design, and the student who has worked through the
previous lessons, and understood the principles involved, will have
o difficulty in grasping the idea undcr}:ying the development of
all types of corners. ‘ ‘

METHOD

. The centre axis of the corner is first drawn as well as the space
that the ribbon-work has to occupy. It is an easy matter to work,in
the design, in the same way as designing a pauel, as described on
Plates 14 and 15. ’

A pumber of corners are given, in. which only the lines of
foundation are drawn, to give the student an idea of the method
used. so that he will be able to complete the design by building out
the ribbon-work from these foundation lines.

Plate 1R




" will be found of great value in the construction of Panels, Tiles,

19 CORNERS
SoMe further examples of corners are given on this plate which

etc., and to give the student some other types to work from and
to develop along lines of his own.
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20 CROSSOVERS

Tiis plate deals with triplc-gibbon.crosso?ers and the means of
making them highly decorative. '

1.

This shows three ribbons crossing, and held together by a
circular ring. Symbols 13 and 25 used here. .

Similar to 1, but with ribbon and ring split and interlocked.
The Symbol used is shown beside it.

Further splitting and interlocking. Basis as 1.
Another mode of treatment. Basis ‘as 2.
Ribbons interlaced with three loops. Basis shown at side.

Ribbons interlaced with separatc; interlacing ribbon of three
closed loops. Symbol as §..

Ribbons éu{ved and interlaced with circular ring. Basis of this
is same as 1. '

Ribbons looped and interlaced with ring. Three Sacred Circles

within a circle'form the basis of this crossover..

JUMN G MERNE,

Plate 20
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21 CROSSOVERS

THis plate gives examples of new and original crossovers from
which many beautiful diapers can be designed by using the strap-
work or ribbon to join up the bosses which can be used as the unit
of repeat. '

1. The ribbons split into two bands and interlaced with four inter-
lacing links. Symbols 5 and 13 combined give the basis on
which this pattern is built.

2. The ribbon is here split into two bands and interlaced with a
ring. Symbol 13 is used here.

3. Ribbons split in two and interlaced with two loops. Symbol 6
is used in this case.

4. In this case the ribbons are split into three narrow bands, and
interlaced with four interlacing links. Symbol 1 is the basis of
this unit,

5. Ribbons split in two and interlaced with two loops. Symbol 21
is the basis in this case.

6. In this case the ribbons are split into two narrow bands, and
interlaced with a separate ribbon of four loops. Symbol 21 is
the basis of this design. '

7. The ribbon is here again split into two bands and interlaced
with a four loop ribbon. Symbol 22 is the basis. -

8. The ribbon is split into seven bands interlaced and the original
ribbons foined. Symbol 21 is used in this.

All these designs can be used in the construction of Diapers, as
Lattice joints, or as decorative Units or Bosses.

JORN G MERANE
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22 DESIGNING BY MEANS OF:A MIRROR

LeT us take for example a border Lhait we wish to return at right
angles. The angle of mitre will thus be 45 degrees.

METHOD

Place the edge of a thin mirror on the border at the angle of
mitre, holding the mirror face at right angles to the surface of the
paper or drawing. The reflection of the border will then be seen in
the mirror, at right angles to the border itself, Move the mirror
along the border, kecping it at angle of mitre, ugtil a certain’ posi-
tion is found where the return looks: best. Keeping the mirror in
that position, draw a line across the border, using the face of the
mirror to act as a straight edge. The line thus drawn is the mitre
for that border. It will, of course, be necessary to make slight
changes and corrections afterwards, so that the ribbon-work may
be complete in, every way. .'

In the case of the examples shown on this plate, the motif from

which all the designs were evolved, isigiven as 1, and a line X—Y .

is shown drawn across this- motif. If a piece of thin mirror be
placed on this line so as to give a reflexion of the larger portion,
the pattern produced will be the sameias 2.

The part of the motif used to produce the other designs is that
which is contained within the angle shown in each, and which we

will call the unit of repeat. Its reflection in two mirrors at right

angles or othgrwisc produces the resultant pattern.

1. This is the motif used to produce all the patterns on this plate,
used in conjunction with a mirror or mirrors.

Unit turned over once to produce design,

Unit turned over four times to produce design.

Unit turned over four times to produce design.

Unit turned over six times to produce design.

Unit turned over six tiincs" to produce design.

Unit turned over four times to préduce design.

48
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23 EXAMPLES FROM OLD MANUSCRIPTS

EXAMPLES are here given of different types of motifs found in old
rianuscripts. These owe their origin to the Swastika Symbol 4,
Plate 1, and from them has been developed a number of all-over
and counter-change patterns. A careful study of these motifs will
make clear all that is set forth in Plates 24 to 28.

Step ormament.

Four Tau crosses with Swastika.
Tessellated pattern.

Four Tau crosses.

Pattern developed from 2.

Four Tau crosses.

Simple Fret pattern.

Angulér Spiral Fret pattern.

Diagonal Fret pattern.

Marginal ornament, Step and Tau.

. Portion of Virgin’s Chair, Book of Kells.
. Omament at A.

Orament at C.

Ornament at B,

15. Marginal ornament on frame of Virgin's Chair.

A

R I R A

——
O -0

STHP ORNAMENT. A Saw-tooth pattern found on primitive urns.
The centre consists of four L-shaped pieces, which ¢an be resolved

into two Tau crosses.

TeSSELLATED PATTBRN. This is similar to the Step Ornament. In
the simple and diagonal frets, one can casily trace the Z pattern,
Symbol 7, Plate 1, being the underlying principle.

MARGINAL ORNAMENT. This shows a series of Tau crosses and the
Saw-tooth pattern nrnament.
Ornament 12 cousists of four Tau crosses, forming a Swastika,

13, This is the Tau cross. 14 is considered by some to be floral,
but it is the same as the tessellated pattern shown in 3, I feel.

16, 17 and 18 are forms of counter-change patterns based on
the above examples. The circle at bottom contains the Symbol

from which each pattern is evolved.
50
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24 DIAPERS, COUNTER-CHANGE AND ALL-OVER

PATTERNS

THE examples given on these plates are based on the Swastika,
Tau Cross, Step Ornament, and L and Z symbols.

The basis from which each pattern is derived is shown in the
small circle at bottom left-hand corner of each design.

52 - ' Nate 26



25 DIAPERS, COUNTER-CHANGE AND ALL-OVER : , ]
PATTERNS .

THE examples given on this plate are based on the Swastika,
Tau Cross, Step Ornament, and L and Z symbols.

The basis from which each pattern is derived is shown in the
small circle at bottom left-hand comer of cach design.

54 ' Plate 25 55



26 DIAPERS, COUNTER-CHANGE AND ALL-OVER
PATTERNS ;

' #» THB examples given on this;platc_ are based on the Swastika,

Tau Cross, Step Ornament, and L and Z symbols,

The basis from which cach,pattern is derived is shown in the
small circle at bottom left-hand corner of each design.

o
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27 DIAPERS, COUNTER-CHANGE AND ALL-OVER
PATTERNS

THE examples given on this plate are based on the Swastika,
Tau Cross, Step Ornament, and L and Z symbols.

The basis from which each pattern is derived is shown in the
small circle at bottom left-hand corner of each design.

58




i 28 DIAPERS, COUNTER-CHANGE AND ALL-OVER
' ' PATTERNS " e

‘ WL THE examples given on this plate are based on the Swastika,
‘ Tau Cross, Step Ornament, and L and Z symbols.
The basis from which each pattern is derived is shown in the
small circle at bottom left-hand corner of each design.
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29 EXAMPLES OF CELTIC ORNAMENT FROM OLD

THEB

WORK
introduction of this plate of old examples into the book, is

done to give the student some idea of the work executed by the
old craftsmen.

| and 2. Interlaced ribbon-work from the Gospels of St. Gaul.
3, 4 and 5. Examples of multiple ribbon-work.

6.
7.
8.
9.
10.

Initial letter M from Gospels of Lindisfarne.

Letter Q from Psalter of Ricemarchus, Trinity College, Dublin.

Bird forms from the Gospels of St. Chad.
Example of terminal endings.
Zoomorphic ornament from Gospel of Mac Regol, Oxford.

UTTING
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32 TRIANGULAR FRET PATTERNS

Twuis plate shows the probable method whereby the Triangular
Fret Patterns were evolved from the primitive line decoration

~ found on funeral and other urns, which method shows true develop-

ment and growth,

I. Here we see the saw:tooth decoration which is a form of S or
Z incised upon the soft clay, giving aesimple line ornament,
which is a very common feature.

2. The ends of the lines are thickened. Here we have the dawning
introduction of the triangle into the decoration.

3. In this case the altémate ends of the lines -are joined, thus
giving the beginning of the fref.

4. By combining stages 2 and 3, we arrive at the fret proper. The

next step is to produce horizontal lines outward from the saw-

tooth lines, which lines will divide the ribboan.

and 6 show the division of the strap‘o'r ribbon being carried
out, and producing two different fret patterns based on the
example above. :

wy

A number of line drawings are. also given, with the frets partly
finished, so that the reader may be able to work them out, By this
means a better understanding of the system will be obtained than
by giving finished drawings of the frets.

These drawings from 11 to 17 show on the left-hand side of the
sheet the simple line ornament, whilst those at the right-hand side
show the partly finished fret. . '

Border 17 is based on oblique lines only, and the method of
developing the frets in this case,:is similar to that shown in the
example which is first given. :

=y | — k
NNV TR,
I.lt.lllll‘x‘.‘“\l:l'lm \//////\\\\.\,/?z§\y%~§

JOMN G MERNE.

Plate 32
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33 MODERN BIRD FORMS

SoMe examples of the filling of spaces with simple bird and
animal-like forms are given on this plate.

! and 2. Simple snake-like forms.
3. This example shows the unit turned over on itself vertically.

4 and 5 give two different treatments of the same shaped pane]
in which bird-form is introduced.

6. This circular design is based on the repetition of unit 3, which

1s arranged in a swastika-like form.

7. In this panel the unit is turned over on itself vertically as in 3.

The method by which this type of ornament is designed is that
employed in panel design, in which a foundation line is first
arranged and the shapes then built out from the foundation line.

Other methods of feather treatment than those shown will sug-
gest themselves to the earnest student.

70 -

1OHN G MERNE.




. ) . — e e oL - 8l
34 MODERN TYPES OF FRET PATTERNS ' o '
ON this plate will be found an original treatment, which though ) 3 |
still retaining the character of old craftsmanship hes certainly lg _ ‘
something to recommend it as a -decorative feature, and may be )
applied in many ways—the introduction of the spiral and C curves 1 : >
io the form of frets for example.’ Various examples are given as ' : !
borders, but the idea can also be used in the construction of all- Z N\ 72
over patterns and for the decoration of irregular spaces and back- M)
grounds. ‘1
' - ' . -
¢ 3
i
|
4
8
7
8
JINN G MERNE
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3§ BACKGROUND DECORATION IN LINE

THis plate shows a method whereby decorative and artistic effects
can be got by using simple line-work as a background decoration,
keeping the character of the spiral and fret to produce the results.
Some examples are given to show how backgrounds can be filled.
The method of doing this can be easily understood, if the surface
be first divided into a number of spaces by spirals and triangles,
and parallel lines then drawn until the whole surface is covered. A
close study of this plate will easily show the simple principle
involved and will enable the student to produce similar results.
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36 SQUARE MOTIFS : | ﬂ (—\/—/\7
THIs plate shows steps in the production of artistic designs by v A A 8 (/\/\ 74 ¢ /\\ .
using as a foundation one or more rings or links in combination, } N

In all cases the top drawing is the basis of all those underneath
" it The character is kept throughout, but the original motif is .

altered by breaking, joining up and interlacing the various parts

e 7 .8 75
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10 KNOT-WORK DIAPERS

, . . L ‘ , | X K | ,;7 @
THE introduction of continuous diapers into Celtic work is an 1 (\/\7 </\/\/» L
‘ ) : . o . ANS N\ o~
- lnnovation that probably will cause some comment, but it is hoped P ) \ ; S .

oot that the rcsul‘t.s shown will justify (he]tl‘ adoption into that art, ! ' \ /_; N % @ |
Examples are here shown on this plate of diapers constructed by [ / \ / R ,,.’.’.\/
connecting a number of knot units to form all-over patterns. An e bovoey e )
infinite variety of diapers can be designed in this manner by ficst > (-_:,,Q/> CN ,E-/) (@ 3
; drawing the definite knot as in panel designing, leaving the four e 5 A
- ends of the ribbon-work free to join up to the other knots. / : T ) :
b Arrange the knots in horizontal lines as shown on this plate / ’ \ . k\\
L spacing them so as to form a net and then joining the loose ends \\/ \ 7 ' n @ ;
- of the knots to one another in graceful lines. The panel space can i | — A i
~ be filled in with ornament, if one so desires, CZ?)\,\/)/‘ (f\/ /) v ‘ v ’
o : + The drawings on this plate are given in simple line, so that the ' . “) i o '*\ . . 1
student will be easily able to follow the system of constructing y e Lo (/ o '
diapers of his own. N S ¢ ! :
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SPACE FILLING
Tuis plate gives several exam
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42 UNITS

THis plate gives examples of the use of a unit as the basis of the
different designs shown as well as the method of splitting the
strap-work for decorative effects.

1

[= T <N )

88

'

2,3, 4 and S are all derived fro@n different arrangements of
a unit, | being turned over and repeated.

and 3. Borders constructed from I.
and 5. Square tile patterns constructed from 1,

+ 7. 8,9, 10 and 11 show the interlacing of two links as well
as the different modifications arrived at by splitting the links
into two ribbons and interlacing ‘them, the character of the
first motif 6 being retained throughout. This method of split-

ting the ribbon-work into a number of parts gives great scope
for inventiveness in,dcsign-. :

The two square tile designs, 17 and 18, are built on the
same unit of repeat shown as 15. The top point of this unit

goes to the outside of 17, and to the inside of 16, and the ~

crossover ends of units are closed or joined.

The small panel design 12 is utilised to construct panels
13 and 14. 13 is got by using the lower half of unit and turn-
ing this over on itself,

is constructed by using the upper half of Unit 12. This is also
turned over on itself. '

e

-

17

——————— e
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Plate 42
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43 UNIT DESIGNING

1 to 16 on this plate show the Simple Knot and its application
to the construction of Borders and Panels. 1 being the unit of
repeat.

17 to 21 show a number of different designs which are pro-
duced from different arrangements of 17.

22 to 26 give examples of different forms of simple knot diapers.
27. Example of panel design in ribbon-work.

28. Modern type of Border in ribbon-work.

ESISS] oS
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44 SPACE FILLING

I. This panel shows an example of the combination of interlaced

2

-~

92

ribbon-work with natural forms: The butterflies were used in
conjunction with the ribbon which acts as a framework for any
natural forms being introduced: The natural forms are first

drawn in position and then the ribbon-work designed to enclose
them. . '

and 3 show two different treatments of ends of panels,
whilst the centre 4 gives an cxample of light ribbon-work

filling with background treated in line and dot.

JOWN G WERNE
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45 APPLICATION OF RIBBON-WORK TO
LEATHERCRAFT '

- . THE sketches on this plate are typical of the type of ribbon-work

that is suitable for Leathercraft.

1 is a small leather Pocket Wallet.

2. Here the ends of the interlaced ribbon are treated as birds’
heads.

3. This is a design for a bead bag which was finished in brilliant
colours, which gave it an enamel-like effect.

94
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48 MODERN APPLICATION OF CELTIC WORK,
ON this plate are given a number of examples of the use of Celtic
ornament in modern design. -

1. Playing-card back in Ribbon-work.
2. Playing-card back with Bird forms.

3. Design based on Rose and Peacock suitable for leaded or
painted glass. Note the treatment of tail feathers. in which the
Trumpet pattern is embodied.

4. Panel design suitable for wodd-carving or leather work. Roots
treated, as ribbon-work. '

5. Panel design for leadlight.
6. Celtic stencil treatment,

7. Design for book jacket. Ribbon-work treatment of border and
fret treatment of panels. ' .

]
l’/’

!
J

)

\
/X

Ay,

)

N\

A

RS

7

'
% )

o

§

7.

..'.(/

R
s

3

pags

R 4
.

s

—

APeE

> R~y
A A (2 AN

v,
».
3 L

{

S

-

T
Y,

-~

-




RN IR

e M e Y e AT S N T s AN

e A O

N PSR

49 TERMINAL ENDINGS

THis plate gives a number of useful terminal endings as well as
suggestions in the treatment of Zoomorphic forms which the
student would be well advised to study carefully.

1,2, 3, 4,5 6, 10 and 11 give some examples of Animal and

Bird terminal endings, from the Book of Lindisfarne, which
show very clearly the simple methods adopted by the old
craftsmen to produce artistic results.

7 and 8 give examples of the type of wing treatment adopted
in old work. From the Book of Lindisfarne.

9. This example from the Book of Lindisfarne is given as a
single unit from a bird border, and shows the scale-like treat-
ment of the feathers,

'12. 13, 14 and ‘15 are examples of terminal endings showing bird
~and snake-like forms with the characteristic Trumpet Pattern
treatment. From the Book of Lindisfarne.

16 -to 22. Modern treatment of Bird, Animal, and Fish-like
forms in which the Trumpet Pattern and Spiral are introduced
to produce decorative results.

23, Method of treating the Tall or Fin in Fish forms.

Nore

The treatment of the eyes in the various drawings shown on this
plate are well worthy of study, and the student would be advised
to draw them frequently so as to become familiar with each
particular type.

102 -

JORN O MEIANE

Plate 49 103

“

-,

¢



