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"“ Theory may inform but Practice convinces."



“The Lord hath filled him with the spirit of God, in wisdom,
in understanding, and in knowledge, and in all manner of work-
manship, and to devise curious works, to work m gold, and 1n
silver, and in brass, and in the cutting of stones, lo set them, and
in carving of wood, to make any manner of cunning work.”

“Them hath he filled with wisdom of heart, to work all
manner of work, of the engraver, and the cunning workman, and
of the embroiderer, in blue, and in purple, in scarlet, and in fine
linen, and of the weaver, even of them that do any work, and those

that devise cunning work.”
Exobus, CHAP. 55, VERSES 31, 35.

“And now I have sent a cunming man, endowed with under-
standing—skilful to work in gold and in silver, in brass, in tron, in
stone, and in (imber, in purple, in blue and in fine linen, and in
crimson; also to grave any manner of graving, and to find out
every device which shall be put to him.”

CHRONICLES, CHAP, 2, VERSE 51.

u .‘I.,[m;:,- years may he spent in the search affer km;-w.!':&'dgf, but
if the vight path is hit at first, it may be attained in a little time.”

“ By minds already stored with information, whether it be
acquired by the instruction of others or by dint of personal
application, preceptive books will be frequently rejected. What
has been diligently attained is too often assiduously hoarded ; and
pride and envy co-operate with avarice to render the progress of

knowledge difficult and expensive.”
ANONYMOUS, 1705.
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ETROSPECTION over the past quarter of
a century, when the author first com-
menced to apply, for experimental

purposes, some of the knowledge of
the methods of construction used by
the ancient Celtic Artists, that he had then
acquired, to the Art Curriculum of the Schools
of an area where he was Supervisor of Art,
shows that such an opportunity greatly helped
him in the production of this book. The reads
response of all pupils from infants to higher
secondary and  evening art schools was
remarkable.

To the so-called backward pupils, those who
had not been taught how to lock and those who
had failed to understand how to look at three-
dimensional things so that they could be
represented by copying the wvisual facts, the
Celuic methods brought the joys of creation and
permitted the exercising of individual tastes in
arrangements, rhythms, colours and uses, often
awakening interests in the ordinary representa-
tional [orms of art that bad chief place in
examinations. Someé of the results from the
schools of that period may be seen in the two
lull-page illustrations in the section dealing with
modern application of Celtic Art.

The co-operauon, enthusiasm, untiring
energy and taste of Miss Jane Lundie, a teacher
of needlework and embroidery, made possible
the production of beautiful works by [m:iirirltlal
and communities of pupils, who, by the con
ditions that then existed in the Scottish Schools,
were mainly girls waiting until they reached the
age of 14 to be freed rom school.

The author's real interest in Celtic Art
began after he had been many years in Art
colleges, including a few in the Royal College
of Art, LLondon, as a National scholar in draw-

RFOFAE HEIm

ing and painting. During the whole of his Art
student period the study of Celuc Art was dis
tasteful to most Art students, for no instructions
could be given. 1he only way was to attempt
to copy an example, so that by comparison no
“mistakes " could be found by the teacher,
whose knowledge of the subject was merely that
of ability to classify it with other Arts by general
;lppem‘;lﬁces. Original designs were considered
inpossible and were rarely attempted. Adapta-
tions by copying was the only use.

That such is still the attitude to this great
native art of Britain and Ireland in the system
of Art teaching under the guidance of the
Education Departments of England, Scotland
and Northern Ireland rELluir::a. no furnishing of
proof by the author of this book, unless to state,
that the only opposition during the past quarter
of a century to his self-imposed attempt to spread
a knowledge of the Celtic Art culture amongst
the peoples of Britain and Ireland, has been
from a few holders of Art College diplomas, that
had allowed them to become recognised as
teachers of Art. Resenting the introduction of
the study of a form of Art of which they knew
nothing, except the few copies of fragments that
they had been compelled to do lor histori
ornament examination purposes, they sum up
the attempt to make a modern use of the
principles of the construction methods of the
Celtic Artists, of which they have no knowledge,
as useless for it can only be done by copving.”

In contrast to this attitude numerous leters
[rom artists, craftsmen and scholars from all over
Britain, Ireland, Europe, Canada, U.5.A., South
America, South Africa and Australia have con-
tained congratulations and expressions of
sincere interest and best wishes to the endeavour
to call atention to the greatness of the Celtic
Art cultures of Britain and Ircland. It exceeds
his power of words to hnd expressions for his

leasure when he found that he could attach
1is studies to those of a small group of the most
famous artists since the mddle ages, who,
during lives of great productivity in many
[orms of art, had devoted some of it to the studs
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of Celuc interlacing knotwork and the Celtic
continuous line, the Symbol of * Eternity,”
Leonardo da Vinci's " Concatenation,” Albrecht
Diirer’s " Sechs Knoten" and Michelangelo's
pathway or labyrinth in the guadrangle of the
Capitol, Rome, as it was in 1569 are shown in
the section of modern and ancient application
of Celuc Art

As a book illustrator from his late 'teens,
the author acquired the necessary knowledge of
drawing for reproduction that has enabled him
to display the materials of this book for the
beneiit of the enquiring student. During this
long E\eriﬂd of hgure, costume, animal and
general illustration work, his constant creative
activities (usually without the use of artist's
imodels) r:ciluirtci to be kept in good condition,
otherwise the result was staleness.

To prevent this the author gave himself a
“hobby.” It was to find out from examples of
Celtic Art, from the Pictish stones, Celtic MSS.
etc., the various stages that had been necessary
for the designer to uce his completed
design on the material, [t did not follow that
he would always also be the craftsman to
complete the work, though he would, by
necessity, watch over all of its developments.

A self-imposed restriction was necessary if
chaos was to be avoided. That was to keep
away from everything else ; purposes, meanings,
races, religions, etc. for each could become a

ath from which return would be difficult.
T'his precaution proved to be of great value for
it permitted the accumulation of masses of
materials, that, as years went by, demanded to
be recogmised for their meanings, even although
it mu]ﬁ-ﬂmll}' be done by guess-work. Later
when the publication of some of the work in
booklet form commenced, the publisher desired
that some of the meanings obtained by con-
jecture should be given.

After consultation with an eminent pre-
historical Archaeologist, his advice to pul.}]l:ish
the meanings that the evidences suggested was
accepted, with the qualihcation that if others
could bring evidences to prove other meanings,
agreement to such would benefit truth. In such
a way, the art which was communicative and
ornamental might regain its original communi-
cative purpose.

A few months after the publication of some
of the sernies of booklets, I.Et.! author received
among other congratulatory letters one from
Dr. Ananda Coomaraswamy of the Boston
Museum of Fine Arts who was perhaps the
foremost scholar of Asiatic and Eastern
Mediterranaen Art and Literature, giving proofs
of the correctness of the guesses, with quotations

I6

from the early Vedic literature and other Asiatic
sources of information. Dr. Coomaraswamy
continued to correspond with the author, whom
he supplied with ropies of the engraved plates
of interlacing knotwork designs by Leonardo da
Vinci and Albrecht Diirer and a publicauon by
him concerning these works. The author gave
to him Michelangelo’s design of the continuous
pathway for the quadrangle of the Capitol,
Rome and drawings to show the application of
Leonardo’s and Direr's designs to the garments
and hangings in the portrait of Henry the Eight
by the School of Holbein the Younger.

Death has removed this very important
contact and source of confirmation and informa-
tion in the problems of the beginnings ol the
great art of the Celts in which he was greatly
interested.  He afirmed that its beginnings were
mainly Asiatic and that its primary use was
philological. Two of his letters are included in
this book. The dual-purpose of Celuic Art was
retained throughout the whole of its develop-
ment cumulating in its use as sacred embellish-
ments for the world’s greatest manuscript The
Book of Kells.

In common with other Asiatc PEuFlus
where the Art of the Celt had beginnings
thousands of years before Christ, representations
of the works of the Almighty Creator were
forbidden and have continued to be in some
degrees with certain peoples to the present time.

By the laws of the recapitulation of the lite
history of the species in the Efﬂ of the individual,
“ Modern Art” is sometimes a form of atavistic
groping and the tendency of some European
artists, when the power of realistic representa-
tion has been attained is to no longer a-:meﬁt
this as the fnal achievement of Art. The
inability to change is death in Art; the power
to change is life. The atavistic searchings of
the modern European artist are merely the
reversions to the mental traits of remote
ancestors rather than immediate progenitors.
Hence such gropings, usually done in a state ol
acute consciousness, lead subconsciously to
abstractions that may be inherited racial
memories of the great Celtic cultures and of the
still earlier race of palaeolithic Aurignacian
hunter-artists who were probably the frst ol
modern European man.

Picasso passed through the natural stages ol
an art development in an artistic environment,
led by his own desires and achievements from
infancy with the result that by the age of
sixteen vears he had acquired full maturity of
draughtsmanship and painting in the manner
of the impressionist school that had then gained
recognition after years of condemnation and



opposition. What could he do tor the rest ol
his life? Many others had reached maturity in
their early youth in the kind of drawing and
painting that was recognised at the time.

Michelangelo, Raphael and others did so
and each found that there was much o change
in Art to carry it to greater heights. The
Scottish painter MacTaggart and his country-
man Peploe changed their desires and manners
of representing them throughout their whole
lives. Picasso's early art life had been devoted
to realism in all of its hitherto accepted lorms
and the new revelations of impressionism had
crowned it with an understanding of atmosphere,
colour juxtaposition, selection, Light, movement.
suggestion and many new f[orms of painter’s
technique that all together gave new life and yet
another aspect of the realism of which Picasso
was a master. [t was unthinkable that this was
to be the end-ll of his art. Duty to art is
partly religion 10 such arusts who will
deliberately set aside all that they had previousls
valued in search of the change that mus/ exist
to allow art to live.

Sir John Millais reached maturity about
the same early age in the manner of draughts-
manship and painting that had then gained
recognition in ]Englan . Millais's development
in art had then come to its end. He felt
justified in using the skill that he had acquired,
to paint for the remainder of his life, the
subject pictures and portraits that met popular
and fashionable approval, with the result that
he became more adept in completing the
numerous commissions that occupied the rest of
his lifetime.

There are many artists whose works fall
into the same categories as those of Picas:o and
Millais. Fortunately the imitation of the skill
and art knowledge that made possible the pro-
ductions of Millais, could only Iiu: attempted by

ersons possessing similar talents and skill that
ad resulted from vears of hard study and
practice.

It was not so with Picasso’s productions
after his eschewal of realism. The merest
novice may now by-pass all ordinary art studv
and with effrontery, because of Picasso and
others, claim protection for anvthing he cares
to do, with full support of bewildered press
representatives, Hence there are legions of
imposters who vie with each other to attract
attention to their eccentricities and vulgarities.

To return to the subject, alter these
digressions that on the surface may appear to
have no connection with it, the author states
that Picasso and the other present day great
artists who have forsaken realism in most of its
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fuorms have no knowledge of the methods of
construction necessary for some forms of Celtic
Art though their searchings have penetrated
into the regions of Celtic abstract representi-
tions of the creations by the Almighty, that
conveved facts concerning them without copying
them. Recreation of the kind contained in the
Celtic methods of construction will be beneficial
to most artists whose works are creative. It is
so much removed from the methods required for
other forms of creative art, that it may serve to
banish staleness. As stated elsewhere, the absent-
minded or otherwise mentally engaged educated
doodler, the child and the uneducated female
with pipe-clay decorations on the doorsiep are
merely giving way, subconsciously to atavistic
tendencies with beginnings at the dawn ol

human npprmimmn that later took forms
through the intellects and tastes of Celtic
Progenitors.

When some of the methods of the Celt as
shown in this book have been assimilated, the
various stages appear in an entirely different
perspective and things happen with the ease
that a mouth opens when a spoon is raised to
it. Instruction is not necessarv to know which
muscles are to be used and how and when.
The ancient artists, of necessity, must have
arrived at stages in the uses of their art that
have not vet suggested their existence to the
author, although he has no longer to consider
a few of the stages that were so necessary at the
beginning.

The great Celtic arrists must have had the
power of visualising beforchand a completed
work in its final state and materials. That
ability, as in all forms of art, has to be acquired
by expericnce. The fact that there are no
apparent difficult structural problems in some
forms of Celtic patterns or in the formations of
the so-called Pictish symbals is the explanation
of their absence in this book,

Some of these unique examples of Celtic
pagan religious svmbols are to be found
nowhere else in Europe, Britain or Ireland
except in Scotland and mainly in the north-east.
Thev are often single or in groups on ntherwise
unornamented stones, and are also found with
additional embellishments of matured patterns
of knotwork, keys and spirals on a few of
the finest examples of the richly ornamented
cross slab-stones. They are not to be found in
the Celtic MSS. of Durrow, Kells and
Lindisfarne although these have every other
form of the Pictish Celtic Art.

Their chief purpose was undoubtedly

philological and connected with religion. The
author has read much concerning them and
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what they may signify and he has given much
lhnuf;ht to their purposes and meanings, yet he
has formed no opinion concerning them other
than that the answers may be l%lum] in the
beginnings of Aswatic religions. He had hoped
to get some light and information on this
subject from Dr. Coomaraswamy to whom he
had sent a complete set of drawings, with the
intention of including them and any informa-
tion concerning them in this book, but
unfortunately death intervened. The opinions
held by some that these symbols are all, in one
way or another, connected with phallic worship
15 as unthinkable to the author in regards to
the Celtic Pagan Rites as it is to those ol
Christianity.

That this book may help to provide
materials that will make possible the oppor-
tunity to use again the methods of this great
British art for new achievements and to modern
applications in art and industry is the chief
motive of its author and publisher. It is a
further wish that it may arouse interest in the
other numerous co-eval cultures of the British
Celts without which this great art culture
would have been impossible and so eventually
lead to a placing, historically, of the Britons
along with the very highest civilized nations of
all times, where they belong, if by art alone.

The unique methods of construction and
the motifs of the British and Irish schools of
Celtic Art as shown herein by pictorial demon-
strations of good examples are for the use ol
artists, art-craft workers and designers in
industry,  Many of these demonstrations do not
require wordy explanations or arguments, The
prove themselves conclusively like theorems and
are capable of endless wvarieties from simple
beginnings and have possibilities of further
developments by new methods of the mathe-
nlatir:af formulae and geometrical skill that
produced such great achievements of Celtic Art
over a thousand vears ago.

A knowledge of these methods will shed a
new light upon many problems concerning the
Celts in Britain and Ireland. They will reveal
many falsehoods that should no longer be taught
as the historyv of Britain or Ireland. It is
not the intention to deal with these in this book,
yet the complecte absence of references to what
the evidences in the art can prove, may suggest
to the perceptive student that the author is
ignorant of IEE' implications.

The term Picush is used throughout this
bhook to describe the Cruithne, the ancient
Britons whose art owed much of its perfection
and beauty to the uses of mathematical formulae
for construction.  The hnest examples of orna-
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mented stone monuments, metal work and
jewellery have been found in the areas of
Britain and Ireland that had, at one time, been
inhabited by the * Cruithne.” The term is now
applied to some of the Britons of the parts of
Scotland beyond the Roman Walls where some
southern tribes of Britons, rather than submit
to Roman rule joined and merged with the
northern Britons, who, before the Roman
invasion had also peopled a part of Northern
Ireland.

The nickname Pict given by the Roman
soldiery to these northern Britons was a
descriptive one. It referred to fondness for
colours as a characteristic and to their amazing
skill in hring enamel colours on metal ornaments
for the warrior, his horse and chariot. In
battle, the Britons, for unhampered move-
ments, discarded all clothing and decorated
their bodies in colours with tribal svmbols,
tharms and patterns. |

The ornaments in the Books of Durrow,
Kells, Lindisfarne, St. Chad, MacRegol, and
MacDurnan are similar to those of the Pictish
ornamented stones of the east coast of Britain
from Durham to Shetland and to the orna-
mented stones in the Pictish area of North
Ireland. In the remaining parts of Britain and
Ireland the Celtic ornaments of the stone
monuments are different and belong 1o a varieny
of schools of Celtic Art, A few fragments, that
survived the thoroughness of Augustine and his
Church in the carrving out of the order of Pope
Gregory the Great to completely destroy the
carly British Celiic Christian Church, are
evidences that the Picis returned 1o the midlands
of England after the fall of Rome. The
political purpose of the Synod of Whithy was to
give the glory of the civilizing and Christianizing
of the "Savage Britons” to the Church of
St. Peter.

In Tona and the West of Scotland, late
Romanesque forms of Celtic Art, that are not
included i1n this book receive homage from
Pilgrims as relics of the beginning of Christianity
in Scotland. Tradition has ir, that in Iona and
district over 200 Pictish ornamented cross
slab-stones were destroved and flung into the sea.
That Columba had nothing to do with the
making of the “Book of Kells" or the
ornamented cross slab-stones on the east of the
mountain range of Scotland can be proved by
the studv of the methods of construction of
Celuic (Pictish) Art.  * The calf mav belong to
the cow and the copv of the book to the
original (the verdict of the judge who tried
Columba [or making a copy of a borrowed hook
and claiming to be the owner of that copy, this
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being one of the reasons that compelled Columbi
to leave Ireland) but the ornaments on the
stones in Iena attmibuted to Columba's mission
do not belong to those of the Books of Kells,
Durrow and Lindisfarne. Those on the Pictish
stones of east Scotland and some in north-east
England have ornaments identical to those in
the Books.

There is no other evidence to support the
opposite view apart from what has been built
upon the statements in the Life of Columba
(with no references to the Art) written by
Adamnan a successor of Columba in the lona
Mission about a hundred vears afier his death,
who became a fervid worker for the Augustine
Church of §5t. Peter. When Columba came to
Iona he did excellent work from there in the
West of Scotland in continuing the work of his

Christian  predecessors in  these areas. His
greatest misfortune was to have his biography
written by Adamnan.

In the light of our new knowledge of Celtic
culture, the old picture will no longer satisfy
of the hairy savage, smeared in woad, so beloved
of British educationists intent on proving that
only imported cultures and forms of govern-
ments have made it possible [or us to reach our
present  cultural level from such  primitive
beginnings. When this inadequate impression

of our British ancestors, who fought so bravely
against the aggressive conquest of Rome is
eventually corrected through the accumulation
of greater knowledge, then, indeed may we
mark the commencement of a new era for the
British race.
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Correspondence
from Dr. Ananda K. Coomaraswamy

MuseuMm or FiNe ARTS,
BosToNn 15, MASSACIIUSETTS,
February 26th, 1047.
Dear Mr. Bax,

[ have been a curator in this Museum for 0 vears. I have seen with a greai
deal of pleasure vour excellent booklets on Celtic Art (the first two only; and
am sending you separately a paper of mine published in the Art Quarterly which
will interest vou and perhaps suggest the meaning of the " continuity 7 that you
speak of. I would suggest that vou look up certain of my references, espeaally
F{Iinqhm'n mentioned in Note 45 and Guénon mentioned in Note 4o. I'he
discussion on safetvpins (Abulae) reflerred 1o in Note 46 is now more easily avail
able in my Figures of Speech or Figures of Thought published last vear by
Luzac, London.

For the outline mazes in Malekula and India see also Lavard in Folklore 47
(1936) and in Folklore 48 (1937).

Yours very truly,

A K. CooMARASWAMY.

Museum or FINE ARTS,
BosrtoxN, MASSACHUSETTS,
June a5th, 1047.

DEeEar Mgr., Bamw,

Many thanks for vour letter of Muay 2q4th. 1 have asked Luzac to send vou
a copy of my Figuies of Speech or Figuves of Thaought lor your hilvary,

Regarding vour Alesund design, the two birds are corvectly thought of as
a svinbol of friendship in the highest sense, that s o say ol hoendship between
the inner and outer man, or spirit and soul i evervman, hence ol hnendshap
general, since in the trucst sense * Charify hegins at home”  You may often
have observed the fwo birds on a wree in raduional design ; sometimes alsn
united, so that we have the bivd with one body and two heads.  In the Rgveda
(1-16ig-20) and Mundaka Upanisad (111-1-2) they represent the ||1r|i'|.'.=:|'.~'~.'|’EI and
individualised selves (true scll and Egzol—(that duo sunt in homine is universal
doctrine, Hindu, Islamic, and Christian). The resolution of internal conflict.
or sell-integration is the purpose of all true psvchology—" This selt lends itsell
to that self, and that sclf to this self : they coalesce (or are wedded together).
With this aspect he is united with this world and with that aspect united with
vonder world ' (Aitaremya Aranvake g-3-17).°

Mrs, Goble (of Godalming) lately made a wood cut of the two bivds on
spray, intentionally illustrating the Vedie idea.

The Upanisad passage beging “ Two birds, fast bound companions, clasp
close the selfsame tree ™ (the tree of life) of also Philo Judaeus, quis heres, 126,

Viery sinrerely,

Axaxpa K, CooMvMARASWAMY,

*Lphesians 2-15 * to make of himsell of twain onc new man, so making peace.




s elementary text book 15 prepared
specially for use in elementary and
seccondary schools. It will also serve to
give instruction to Art Students, Arusts
and Art workers in a multitude ol
There i1s much that will be useful 1o the

crafes.
archaologist and the historian, although 1 have

refrained from dealing with such problems, for
the primary purpose of this book 1s to give Lo
others the results of my many years of research
into the methods used by the ancient artists.
[ a larger work on the more advanced methods
uf the Celtic Art worker and his various media,
I give mny own conclusions and the evidences on
which they are founded and their bearing upon
historical, archzological and racial matters.

Realising the meagreness of the written
language, especially when used by me as &
megium for the clear transmitting ol mstructions
on the partly artistic, partly geometrical and
sartly mathematical method peculiar to many
Eurms of Celtic Art and partcularly 1o that of
the Pictish School, I have put the onus of
understanding upon the student by compelling
the close observation of every stage of the
methods with very few words to hinder or to
assist. Manv vears of experimenting have led
me to believe that when once this slight initial
difficulty has been overcome in this manner of
reading, to dispense with words is beneficial
There are a few important rules, The first and
most important is that in the creation of a Cellic
design, each stage must be completed throughout
the design, before the next one is commenced,
otherwise confusion will result,  After the
methods shown on a plate have been assimilated,
original designs by the same methods should be
attempted and the ultimate aim should be the
application to some form of crafiwork.

The mere 'E"':’P'."'i“g of the ancient work 1s as
valueless as it i1s impossible, but by understand-
ing the methods, new designs and even new
methods in this peculiar art mav be produced.
If the methods and their stages that are shown
in this book are not those used by the ancients,
then they can only prove to have been simpler.

21

perhaps more ingenious but not more difficult.
With genuine humility gained by years of
rescarch into the possible methods of the great
intellectual artists and crafismen of the Pictish
nation, who produced the great art of the cross-
slab stones of East Pictland and their counter-
arts in the Books of Durrow, Kells, and

indisfarne, the Tara Brooch, the Ardagh
Chalice and other masterpieces of the Celtic
jewellers' art, I present the results of my studies,
particularly to the inhabitants of the I—ilgl_ilam:la
and Islands of Scotland and of Ireland in the
belicf that with an understanding of the
ingenious and simple mathematical basis of the
art of their ancestors, a great national art may be
re-born to make fresh growths and thus influence
and enrich the lives ol the people. The extreme
minuteness of the art of the MSS. and the
impossibility of ordinary eyes perceiving much
of its conients show, conclusively, that the
artists did not display their skill for human eyes
and human applause.

They were imbued with the idea that the
eves of God would detect crrors and that they
worked solely o glorify Him.

Their aids to evesight and the wools that
enabled them to draw lines with an exactness
bevond the skill of moderns may never be known.
Referring to a page of the " Book of Armagh,”
Professor J. O. Westwood wrote, * In a space of
about a quarter of an inch superficial, I counted
with a magnifving glass no less than one hundred
and fifty-eight interlacements of a slender ribbon
pattern formed of white lines edged with black
ones upon a black ground. No t\'ﬂn!:lE'r Ilha't
tradition should allege that these unerring lines
should have been traced by angels.” One of the
aims of this book is to show that there is nothing
marvellous in a design having not a single
irregular interlacement. Indeed a wrong inter-
lacement would be an impossibility to a designer
conversant with the methods. One might as well
marvel at a piece of knitting that had not a
mistake in its looping. This does not retract
from the marvellous inventive skill and art of
the Pictish designers. The beauty of their art
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would be unaltered whatever the scale although
that of many of its details would certainly be
more r:rce?tihlf: it enlarged.

hen I compare the little that I have tound
out during all these years of study with that of
which I know nothing, my only source of satis-
faction is that my work may show the way to
an aspect of the art of the Celtic peoples, that
has hitherto been unexplored, although some
revious searchers found keys to open some of
its doors and thus allowed me to enter. 1 pay
tribute to the great work of |, Romilly Allen,
the original pioneer of this form of research.
Others incduding Eoghan Carmichael, John
Duncan and Dr. Galbraith of Dingwall have
kept his lamp burning and passed it on to me.
In © My Schools and Schoolmasters,” chap. xi,
Hugh Miller, the geologist. writes about his poor
consumptive friend, the housepainter's appren-
tice, William Ross, in the Parish of Nigg, who
" anticipated the labours of our Antiquarian
Socicties By his elaborate and truthful drawings
of an interesting class of National Antiquities "
(the Nigg, Shandwick, Hilton of Cadboll and
other crossslab stones) and * looking with the
eyes of the stone cutter at his preliminary
sketches, from the first meagre lines that formed
the ground work of some involved and difficult
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knot, to the elaborate knot itself,” Miller felt
that with such a series of drawings before him
he, also, " could learn the complex ancient style
in less than a fortnight.” Poor William Ross,
cf whose works nothing has survived but these
words by his friend Hugh Miller, must be
numbered among the real pioneers. Westwood,
Robinson, Anderson and others have gathered
much material that has assisted research. The
" Studio ' publication of a number of the best
pages of the ™ Book of Kells " in colours and the
British Museum photographic reproduction of
parts of the " Book of Lindisfarne,” edited by
Dr. Eric Miller, Keeper of MSS., are works of
immense value. The Spalding Club’s publica
tion " The Ancient .'Scu}ljptured Stones of Scot-
land,” edited by John Stuart, owes much of its
value to the excellent drawings by A. Gibb of
Aberdeen. Most of the drawings bv P. A. Jas
tresbski in the same volumes, should never have
been published, for the artist had no knowledge
of what he tried to represent. In expressing
gratitude to all past and present scholars for the
contributions they have made, I feel assured that
in the near future a multitude of gifted workers
will clear up most of the problems that in the
meantime hide this and mﬁtr great culturcs of
the Pictish People,

GEORGE BAIN.

September, 1045
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Elementary Knotwork Borders and Panmels

ue Chronology of the ornamental
symbols  commences  with  spirals.
Chevrons and step patterns make an
early with  kev
patterns that are veally spivals in straight Tines.,

appearance, along
Interlacings arrive lawr and e followed Iy

knotwork interlacings, Fhe imutation ol the
three dimcensional arts ol plaiting, weaving
and basketry is the beginning ol interlacing
and there fow

it as a decoration [o

are ritces who have not used
stone, wood and metal.
The last phase ol 115 use is that of the scribe who
represented the thivd dimension by painted out-
lines and dark backgrounds. Kknotwork inter-
lacings are peculiar to the Pictish School of
Celtic Art. Though this text book is concerned
with the problems of the constructional methods
of the Pictish arust-craftsman, and all other
aspects of his art are reserved for another book,
yet reference may be justihable here o the
similarity of the types of key patterns, requiring
great geometrical and mathematical skill, that
have been found in the Ukraine and Yugo-Slavia
dating from 20000 B.C. to 15000 B.C. to those
of the Picush School. Many lie
between the ecarliest gropings and the high
standard ol achievement at this siated period.
The imitation of the works of God was forbidden

to many races and until the Christian Era even

centuries

veretation was tabooed as a motl [or ornament
Pict, his concentration  upon
geometry, mathematics and abstractions  that
were not copies of crcated life.  Interlacing
borders and panels based upon plaiting and
basketry to be found in the art of most
peaples surrounding the Mediterranean, the
Black and the Caspian Scas. Egvptians, Greeks,
Romans, Bvzantines, Moors, Persians, Turks,
Arabs, Syrians, Hebrews and North African
tribes have used this form of ornament in some
A few thousand vears B.C. the

o the henoe

JdA10

way or nther.

25

Chinesc used small interlacing symbols. The
finest achicvement of knotwork interlacing are
by the DPictish School. Interlacing limbs and
bodies of humans, animals, birds and reptiles
cach with interlacing top-knots were developed
in East Pictland and in Ireland to migrate at a
later date to Scandinavia to become a decadent
art.

As a symbol of continuity, interlacing knot-
work 1s found on the ornamented cross slab.
stones of East Pictland from Durham to Shetland
and in the metal work and the earlier MSS. of
Durrow and Kells.  Continuity of interlacing
knotwork is not insisted upon in the later period
of the Lindisfarne and St. Chad MSS. and in the
stone work ol the same school. From Perthshire
to Caithness there are many beautiful examples
ol intentional continuity of Enotwork that [orm
part of artistsculptors’ creations. Other stones
show that the designers entrusted the carving to
workmen who blundered, and there arc a few
stones by untrained designers and infcrior
carvers. 1'he art of Iona and the West ol Scot-
land is & Romanesque Celue similar to the stone
monuments of Ireland with the exception of the
Irishi Pictish work ot the North-East. The work
of Scotland east of Drumalban is similar to the
lincst of the MSS. Durrow, Kells and Lindisfarne.
Different localitics different treatments.
An maised line in the middle of the band was
the [ashion from Durham to St. Andrews. In
Cumberland, Westmoreland  and  south-west
Scotland the tendency was to break the plaitung
into interlacing rings.  Wales and the Midlands
around Wolverhampton must be considered as
ereatly influenced by, if not part of, the Pictish
School. The “S§t. Andrew’s Cross™ is the
beginning of most circular knotwork of the
Scottish and Irish Pictish interlacing panels.
Interlacing knotwork is sometimes inspired by
spirals and is sometimes in straight lines,

have
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| Precursors and ntar“reliﬁuﬂﬁ af mtiﬂaflngﬁ of the Pictish school of Celtic Art.
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| The Methods of Construction of Celtic Knotwork Art. .||
Commence wilth a row of Eﬂiu;d;ﬂunt poinks, then arch over and uﬂd.rr-u.ﬁ.?;pa::i._
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| Stage |.  Stage? Stage3.
BArch.
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o
If the shape A it used to ."f zx'“r-
cammegnce the ﬂ-r:hinq_

| meny elaborate knots
| may be made.

Arching over 2, -
| W . Arching over three spaces.
Designs For carving, embroidery, quilting, leatherwork, rugmaking, jewellery moy be made.
/_\Thﬁﬁl below are in one band orin double bands -
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THe-tjéﬁerul rinciples for dEE.iE,nirlq_ Celtic _-HﬁDtWﬂt‘-k,{Pl.Et!-Sh Sc:hﬂ:rl'.i ‘
“Freehand knotwork bands may be done if two lines only are crossed at one point and \f each of

the enclosed shapes is large enough lo allow for the desired width of the banmd to be drawn.
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The stages of various treatments are shown below. Narrow. broad and doubled interlacing bands
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The general principles of the methods of construction for Celtic Knotwork.
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The methods of construction for simple Celtic Interlacing Borders, (Pictish Schoal) 70
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Two borders may be used to make abroad border or panel. There are numerous variations of these,
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The methods of construction and of application to craftwork For simple Celtic Interlacings.

Stage |. El:nqe 2 Stage3. Stage 4.  Avariation by different breaking and ju[nim:l

This unit is -n"i' spaces. Below, The method of npply;nq a border dﬂi:gn
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|Mark avertical
line on the bowl
land one paint on
circumference of
Circle on the paper

Circles may be Filled
by breaking the lines of
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to interlacings drawn
in the centre.

Designs of this nature are very
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J;,r embroidery,quilting rugmaking,

carving, potltery elc, Place o

e
| T

A e & ]

n circle with the markedline X ko fil,
The same order will qive mark o the spaces te the bowl,

! . TV mm.m “.%.2.2 avariety Draw line or lings around bowl
i“’f Ed'i-u R e Tl ﬂ-r' d!i;l'.]h“h. ) indesired Flu-! lth:rﬂ -

2-2-% Plate 5

ns and af their nlnlcnt;nn to ':iI'CIEEH

Absolute accuracy of division of acircle is not
necessary, but in many cases suchas the
pentagonal division of the underpart of the base

of Ehi'ﬂrdngh Chalice, accuracy is observed.

The method below may have been in use befare the Lime
of Archimedes. IEis very nn-rh_, accurake.

Mark the requirr::: number of

equal parts on the diamelter.
Find point O and draw a
stra |'q|1!.“ line ]'hrnuqh poin

The division of the circumference To divide inte Sequal parts.
ofa ¢cirele inta I.S.ﬁ.ﬁarﬂ wal Fl'l_"'l-t divide "'l"'ﬂ'*fql-fﬂi F'ﬂ:ft_i; - \
parls, requires little explanation with centre A describe semi-citcle \ 2 (always) on the diameter.

: Draw line AhE- with radivs B.C. The intersection with the
find peints D =*'§u-1'ﬁirtumflrm:r. 7

- circle gives the size that will
% divide the circumference inte
lll'...-|I| i 4. ]
Y A, the required number ot parks
g =5

3

W The order 15

. G an chevron \WAANS
| .] ? . \'i../:\" "/ . '_'T'-

This unit 15 in
mu'l.hp'li.:&-ni 2.

Circles or Fiqures based on circles may be
drawn by the above methed, The side of the An even

square 1% also the side of the 4. triangle. mulhiple
.ﬁ:‘ur:l: 1§ described through <arners chEquh F' 6

and a |t e tq‘r.n:l“l' -dl.ln.l"lldllﬂ both is entended aiwt& '2 lines
at righl anqles to the common bose.

The space batween centres Sand 4 is repealed i
abave Lo The number required frorga Ba,n

An odd
multiple 7




1 : & W i o l"'!'#.fll-,
JThe methods of construction forCeltic Knotwork Borders, (Pictish School.) ¥

This order 15 2 % above = =

,_ 2 b N

- m? 1 1 ook Tt W Y ﬁ *
Ne sy © 2 "‘C@ 9\ % =
stage | Staqe ¢ 4 %, Stage 3. “Narre Tioad, |
Awvarialion ol the order 2 Ty A OO ey

2~ e g0

WAk WP
Naote & '.ﬁ.pumf-;".{'n&l'end of 5 asinltordér
and 2 Ephceﬁ: instead of | as in |* order

2

- 7 2-_\\ ' T e T B P

8.

2

Plate




R e e

rrrrrr

The F:'lerhf:sda of Construction for _Celtic Interlacing B_{':-rd_-e_r&l ( Prit;ﬁhﬁ:h?d]_j =]
spiral Lo |

This '3 avariation of N21 Plate B L s an adaptation of a mtEr'nhr.mg,

o, | .E f!'_'ﬂ

e

This seemingly ditficult method of interlacing becomes eas
B wilh praclice and uﬁdergtandlnq.

---------------

| Equidistant

¢ | From and on

. | each side of

‘ | the First hine
- . |draw aline.
D | Thiswill make
; | bwo bands.

| | |Interlace at

ey al) iﬂJ&E-iﬁgﬁ

Five spaces. An
odd number of
18 (X8| Fives gives oneline
7 Fives are
vsed here

‘The methods of cnrzstruf-:l-:i{;-n for Celtic Interlacing Bﬂr{_j_ETE' ( Pictish School.)

P \*" ——

I‘t{‘ = * = S >

...................

G S R S ST GENE S
o4 X S S & Y RY A
SIS ICAEONS)

Numerous variations may be made on two rows of Pn:-inllﬁ




The methods of CD.I:SI:H-..ICt;Dﬁ fu:CEitiE Burc_i_g_r_';.,(lf’ic_tish S¢ h.q:.::_;i..

R RS

KKK K K XX ‘--~:.j o
A N BN

= A " o

The Methﬂd for doubling Celtic Interlacings, (Pictish School,

frE*ar-iri' we [N

Stage 5.

34



The methods of mitring Celtic Knotwork Borders,

3 B Jp— B ﬁ |

HirSna el N (22|
¢ REATEA S

E_,..E;:J | Iii:.'ll'ul:IE'-l- %nlmuﬂ.,i'i:mlnw Chevron. {@

i W= : >

S | VA MRS
VA (=

. !
. 4 (" : The unit 1scontained In 4‘5p&££~:5.

‘b: EE || q_‘:;) i_E,rUH_“‘_E qre-uaed to make2lines. (&2)
|

(Pictish School.)

- ——

e ——

The melhndr;c;?mil:rin Celtic Knotwork Borders, (Pictish School.)

| ((ﬁ&‘ é‘i!»})\" (ﬁéj\ (/%%,@ 4
(I f*{ﬁ‘) A
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ONE OF THE NUMEROUS METHODS USED BY THE PICTISH ARTISTS
TO E{}M‘.'-T'RUCT TH_EI-H ORNAMENTS, CEORGE BAIN

INTERLACINGS FROM THE MONYMUS H“RE,Llﬂ_UF#H-"I"
Stagel . Staqﬂﬂ . Stage Il E-taqt"l'i?, ':':[’a.qﬂ_'ir'.. Stagqe VT,

TheUnit is contained in Ispaces . An EVEN multiple givesZ lines, 2n OB D moltiple |
-E-mu.ﬂﬁpi'i: of 3 "._ﬁmult.'.ulq-s of 3 _ A givi‘: |line when ysed in 2 ¢ircle |

One lineg ——
Design in Middle of Ridge of the
MONYMUSK RELIQUARY, It i5 also |

For an unknown reason Lhe order ©Nn A 3heeps boneg From an lrish crannog |

| I- broaken and rl;m'_nld at A, and in variovs lrish Mss. lp:ludqhg the
P 2 Ridge Finials of the Sook of Kells.
oo PN MONYMUSK RELIGUARY. -

| Ridge Fineal, left 12 mulfiples
of 3

:!-'mulh'F-lﬁ
{eF3

4 multiples of 3, Vline

MUMEROUS DESICNS mayY BE MADE BY
. THE PICTISH METHODS, SUITABLE FOR |

- CARVING METALWORK JEWELLAY , POTTERY
6 multiples of 3 -y o GUILTING, LEATRER WORK, ETE

l & mulﬁplﬂ ot g i
Plate C

Jh



ONE OF THE NUMEROUS METHODS USED BY THE PICTISH ARTISTS TO
CONSTRUCT THEIR ORNAMENTS, CEORCE BAIN

The order of the So-called Viking Ornament, from Lewis, erroneously
described as sueh in The Reyal Commission of Ancient Monuments,
Outer Hebrides, Skye etc. [t isa Pictish Ornament(Viking Loot])

RS
(2

| II.'.'.'I-'L . '-:' E'.- :':.1‘1-{.. .:-1'-4:-. .-' :*' *q' E:} e 2,

N e S ¢ > S
4@?’11 Unit 1s conktained in 10 Spaces.

Reconstruction

I,\;:r!L the so-called
iKing Ornament.

| Line

| Ling

Numerous original designs may be
made by the Piclish melhoas,
Svilable for Carving Melal worlk,

8 mulliples of 10 3paces Jewellry. Pottery. Embroidery.

The outside border is in 4 lines. Quilling. Leatherwork. ele.
The additien of the Lenltra makes
the complete clesign infe | ling .

Plate D

37
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T ———— —

Pictish knotwork borders from Gospels of Lindisfarne and Book of Kells.
Lindisfarne, F13b and F. 14 Compare with Book of HE”E-I-,I&LJ:E VI Studio

2222, e S | N RN e
RO, (0 X0 o e SRR
FEEERS Y e g Yt ¥t ¥ et e el |
' .T’:_i 2.2 Variations of these orders.
o '-.,_.-"FH‘ . I|||,.._:|- - " ""'-.':rj

T |
| 2-¢.3'% Lindistarne, F il b.

o - --'.:-ll‘-""‘.-"'_ o Sl
() (R
ittt b b,

-

S e .

One grouvp of si1x
One line

roups of six

One line

Lindistarne ‘
FI153 band F 14

1% groups

ofF Six SpPaces Various apphicalions of
Two lines LindisFarne order Cap leFL .

A 2 ¥ . 2 2 5 L. 2
Lindiskarne F13.b, This unit regquires |11 Spaces.

'l:.fnrqe- Bain.

Plate E



j-Th-i.:F"_mhh.:;l"!- E:'F- a-l“;ictiah_duiqn -ur'- &-!:i:ﬂnt at _EnTil'fﬂrd near Eahﬁhur}r_
withh a Few similar dEEI-IiHE- on stones L chth;h_i-'-ct_lipl:_l._ -

] _'J'r- *. J'J.ll::;.
: e 7 5t "H"igt-ans., Pexthshire,
> 5 placed diagonally

'5'.'"'|"|q¢-z.r|-5. Perlhshire

on Potiak Socclacle symbol |‘ A7 A

Plate F

il



| Stage |1,
| Two unibs are used -

|Caithness.

i

CELTIC ART. Frﬁm (ross-slab-Stone, Ulbster, Caithness.

One Continuous line, probably a symbol of Eternity.
Thﬁr;nfﬁtinuit EEIHT“TJ'.‘?L_",I:’J:*E‘IIF intentional.
Etagell.f."m“““

Draw diagonal .
. lines from
. pointsat corners;

: Draw lines
. parallel to

i . - . —- - o e

—_— = =
-

A,
";:é;?”ﬁand oneat B Stage IV ~TSE o ) Stage V
o Ak a Draw lines fE.‘.-.,";ﬂ 7 ) Remove
- ,‘ﬁ"“"__ ; parallel lo '_f{ﬂ?.{_'.'}.'? a P { centre lines
Vo AaN Y lines of Stagelll\ P Loy 9] of Stage il

One at A

TODEA VAN \LasNENNA0
At Ulbster ' ' TP

SN ] Stage VI, Interl DN 74) AtUlbster
wi Ay LR Ef Caithness.
<

Stage |.

nd vnder all.'trnahly- '1.,_.-&- N

AI :.-I." o

The interl a:ing 1% raised. bulr.qm-rnd i lowered

A il - — = — SE———_—

Plate

42

Goerqe Baim 90T, l

 IRNRr Squate I




|CELTIC ART. Example from Bookof Kells.

Methods of Construction.

One continuous line, Symbolical of Eternity.
The continuity is undoubtedly intentional.

| Stagel. _ Stagell ——

(<)
: % g; X (‘SZ‘) () (’”‘))
>

o

A K (><) @
* Method of breaking /*
andﬂwjnlmng. (><)

| i~ X Stage IV. Stage V.
( -, ; " e
| Q2 Denie(OETR) cene ine
\ #  tolines of " ) ;:fr.;::r}.rﬁer
| '1 ] *vf f;-ta.lat Hi. -. ail"frnatfl')r.
HNY QY ESRD |
i DG There are numero us :

East Scotland, particularly
in Fife, Anqus and Perthshire .

3 %, examples of similar ‘f,i ﬁ ,
g interlacings on the & : »
Cross-slab-Stones of \~_ 3

nlnlrir."l' .”

43
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The Methods of Construction for Simple Celtic Knotwork Panels,(Pictish School.)
In Pictish Panels,the proportion of the lay-out is not rectangular, it is lozengeQor> I by 3

| Stage |. Stage I]. Stagellll,

, Nopbers withno commen 7 1/ MR * /

| © line whenusedwith half-sizes : :

| : at the fourcorners. Exaniple, : ’ ;

. Topand botlom 4 and 2 halves.

4 PSidea,?: and 2 halves. . b ’ ‘ . : 5 ’ o
| : Eoghan Carmichael, Sonof Dr. A, : : ; : 2
I - Carmichael Firs discovéred that : : : : -
9 the Pictish artists used thismethod ¢ . : 3 . |
, . lo produce a conlinuous line. : : ’ ‘ . : E ” " (] W
d :

| . J.Enmillz Allen First discovered : ’
e thatkn was basedon Plaiting. o :

: |k took him20years research Eudalth:s_i' }\\

‘... 'l .r..-.--.-. |...“.--‘u--|.|.p.|-‘|.+p-i 'i-

senesonifran
Stage IV

| e

Puass® aad#f Hig T 1 L I s Lk " a ! T S PR L S g !
- A |
The Pictish Proportions I,b‘f%ﬂf’ﬁ" not used in this example (for Simplification to beginners). Plate .l :

rk Panels (Pictish scrlmj.!

AL

i i I1‘| IJ' L a" ¥ ‘rI|‘|
a " n a” n - = = .
- .y A . I
.I: L I‘. LY "= I.' 3 I.I Ir L ]

L i |1‘ ot .
e "n .ll." !F‘ +-'l " l‘.r
L I = st . o 5 - ! o f |.r
1 TR gk ‘..‘ .:-- “E o ..I.I Llna.‘-‘ll..-

]
% -

The Pictish Proportions |.by% are used, as
i3




An example of an em:-é.ptic::n“t:r the methods of Plates land 2, Celtic Interlacing Panels.

From the Bookof Kells, Studio Publication
Si‘ﬂgeI-‘T’Spﬁ-:ﬁi‘!pm:eﬁﬂtmrnemh o

LKL
0:0:0:0
SRS

: ;

Th:& ql:v.:;“:":%hl;:ll'wi.

2

The r:muining
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b
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-
o

b 4
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P
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Plate 3.

o

A

An example of continuity From the StMadoes Stone, Perthshire. in Pictish proportions.
| : 5 The student will

be able to dathe
4 istages(shown

AinPlate)inthis
y design and will
appreciale the
great skill taste|
§ and inventiveness|
of the Pictish artist
who successfolly
%4 compleled Che
) ] problem of

§ making theline
-~ X ) a conlinuous

4 one.

p The spaces are
¥ 1 lopand bottom
LY .71
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A Few of the numerous Methods used by Pictish Artists for dimple Knotwork Panels.

Barrochan, R:nfrewﬁh-m.

- #
) Etnqe?&, e

A T B . a MU'IIFIE‘S-DF th?ﬁfﬁﬂy
ANl | be used to make large
v Lyl yectangular panels.
S P PSE(sy]| The example on the
R A NaNE top righl shows how
7225 RN to join them Logelher.

el ol P D ) it H

A example from Ulbster Stone Caithness.and one from "S_tmthmnrtin Stone, Anqus.

” ] This 15 the UlbsterStone design
From the Ulbster Stone. | From Ulbster Stone. Road Fur Ernets 608 jained bogather
.?.-,.I.....rr.---..q.:';-:-‘...... .._......._. t <
; R

AN Z
-%j\f%‘k?)
AN
VAR

N e 7 >

| LFan®

—

FR o
l‘_l— rrrrrrrrr ;;.-::.'l&'l-- "-"""

“steges 2 and 3.
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The Methods of Constructionfor Celtic Knotwork Panels of the Pictish School.
Reptile knotwork panel from the Shandwick Stone' . eorge Bain.

. ’ — . 3 £
" v %H‘ME N (NS & AT
‘:.L'}ﬂ?i:f::il - :_._\-j:;_ o '.fr..:.)::‘ : 2 '._ N

- l‘.‘ P g . - ‘s _- " ﬁ - - -

Note how the centre ring was joined into the design by making ita spiral. s

St —

-F.'I

I

D_ilw_d_t-gt curved line into |l spaces. Lindiﬁ?q_rne, St."u.'"igeans., Dunfa“undy, I'f_n:ur.f.if:—*+ GG5PE|5nF M Durnan ete.

&
‘®

On the curved lines, first mark the  Continue in order of stages Multiples of thismay be used fora panel.
large pninta,l'_hen thesmallerones. as shown in previous plates. PiﬂtE?ﬁ

i e = = S e i S = - = = E—— = = L

The Meﬁad;'l’ CunstractinnT; C.el-l’.i; Knotwc}rk Panels of tEe- Pi-:tish School
R " Book of Lim_:i.SF_ﬂrne n.ndJL[Ih';:ter SI:EF\E.,”-_ - E::
iR -,

1;;;::; r._lr-utﬁ are used

@ ﬁ] in the above design Multiples of them may be joined together as shown.

Cn__-i:thneé.s .

R g

"'.I'fnrgr. Bain

This unit is used on the

’ : . . 3 - s Lised olso as a borderdesign.
Collieburn, Sutherland,ond the Glammis, Angus,stones. Mulliples may be joined . Plate 8.

4



The Methodsof

1-.1-

Construction of Pictish Knotwork Panels, Ni
N;gg Stnﬁ;Pnrtiun of top left pup_ﬂil.: ‘

MY Nigg-Stone panels.
,‘g e Plate 9. '

Sgﬁnﬂ,éuai;k_&l
(D)) M.,L') 5

5
(I

=)

Q!
Some of the other unitsof |

| An example From
| llr'.——------ll--I.,I-.-Ii-----.ar-----.,;-

An :xumph From

WL R ]

Irish-Pictish School of Celtic Knotwork.

"Book of Durrow . The unit is used to Fill a panel in one line ‘

| The Methods of Construction of

a border in th

Py
& B

?Eurqr Bein

The stages of the twe
urmits os borders are
o shown on lefFl bolttom.

0. |
PhlutE__ @




The Methods of Knotwork Construction of the Irish-Pictish St-hr:-c:f of Celtic Art.

=i 0) BReT—=1
SeismiaTe e | RS ATENB N,
ASTERTeRS KA N e g *’E—? %
R T

w\/"‘ ....
S)/\
b “"l:‘p

Uﬁ
i
. e AT e

S e :-.:'-"")

LA ".
(NG
A%

>

| 35 | S
F (&

‘\.‘:’M!

The Methods of Knotwork Construction of the rrish-Picﬁshgc.};uﬂl-&CEII‘:i::Art-

A unit From the Book of Durrow. It is a {Ejﬂﬂt.'.l exumpie of an intentional continuous line. |

------------- LS P RN TR RN PN NS B .‘.,.H.-

H \\%%&w\@\v“

AV A ;§J{)/\@)
S0 Ol

" Sigealal, S suek. {{\-/ —
L Al A A< ! S & DA
A

R‘}.ﬂA
o

| Etﬂ{j‘?s Sto8 StagesJ and 1O The Irish-Pictish Designer seems to have used
| The units may be_jﬂine.d as shown here this design to embellish the Cross Eymhcﬁﬂlﬁte %

——e e ——— - - —

20




The Methods of Construction for an:.-twmr-k__ m Circu]ur P-an_eiﬁ, F’ict-imsh_ Ark.

: LEFI"-‘:I mIIBJ::-:-H of Kells.

! i ; - __I ™ r / I A I- A ? I-_.;:I;_;-ﬂl -"' b - : . . - & ) ! - o L

(‘\; > 1; - ; : L ':-I:: I.:;:.M. 3 __.‘ .. B R a1l & ‘_

’ | - i \ ’ ; :r - .‘....."::* ¥ '-:;,...‘.:: ‘*.r_- :_-I.

ey NP Y ) — From the Pt S M

The Pictish Qrtist did not adhere skrictly to his _ . TP G

n{:f '-:'Ltn_lﬁlaf-;uqt_. Ht' nﬁ:céred itrtﬂ suit_yhis idea os it developed 5mdwm|~c Etﬂpf‘ i _ Plate |3.

= ——— ——— —_ - e — ——— _i__.l———__m - - o r-. —e ﬁ
'The Methods of Construction for Knotwork in Circular Panels, Pictish Art. |
prm————Thrs Tonatte s Trom . Remember thE TUTE ————— 3 Only two lines may _ =
T onattals ope ﬁh‘aFiﬁeﬁ?ﬂﬁ:{nugE- N t};u:; -:-I:;f-.e 2 [E-i\

L5y \
D)
e }.:}';"': Y

/.
b
"‘.._..."I.. ""l.' "._j::‘qﬁ

Stoge 2. tage b

5':::1:4 Stage 5. .
This de's.i;n is from the Hilton of Cadbol Stone Ross-shire. Plate 4.

i ™ — - z e e — —— I ——— -
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| From the Book of Durrow. (PlateIl.Celtic llluminative Ar't,Rn.&.FH.FE.:binmn.j[
e e — -

Thisplote shows the construction orders and the methods of the various knoks.
The succeeding plate shows the final stages for the completion of the knotwark,

g I'ﬂ
.. The order of 4 3 Seges et

Ehis umik in = 3 o AT
beees Bh hi Sk AN BRRrAR s,
( :Fnl:::.i r:ﬁtu -%.‘ < C:T\L
This unik i!':-{ﬂntninﬂl:" n a mult;plt of 5 spaces. |Fn|:|:|||'t.d as a border of a circle, an
even mthpl-l of 5 will make 2 lines, an odd mu“‘.iplt will make | line.
Thi:ardirid,‘?.l : 5, - 3 &
e A B b L e ; : : o L

2 2 2 X this order are used ta
. jnFn the border to the renktre group. |

The order of the central group halnngs O 0 0 Qo
another method of construckion.
The urik 13 r:F:nttd. A times [nn%l and o o O a

4 times small, one at each corner of group. 3 Stage 2nd 5, 3rd ¢
qi - dgi

Methad af jﬂ;ﬂ;n? wniks,

e i . g

a multiple o ] e ; , .
Itis u!.-tﬁ 2 mil‘.r.---... | WA W S )
the corners. e e ' -

_I-_.-' e L W 1 yul T 1 el e i o -_-_..! ] . o e gy S o . L

) The bordar is in (]

i' . : D50 40 spaces by L
I' e 23 spaces.
t}’ N |




[From the Book of Durrow.(Platell.Celtic Illuminative Art,RevSFH.Robinson,

The original is not a continuous line. it hﬁ'_i::hréee irl.r:g-guflqr mrl::i, one large, bwo small. |
Probably an assistant scribe was responsible Far this slig

c:ﬁ'h:. -:Enil‘.ructiuq methods shows the design to be the work of a Great Master, |
| Two simple changes asshewn ot Axx, make'the whole of thus knotwork inte one line.

grror. The excellence

The preceding Flnta shows theconstruction orders nf_tl-.: various hh:}h-_-

60) (533559) (3559 @:LE‘EE;_ E"’-:;_:_a &.‘:‘: |
= G
t_ " ﬁ' K + Q) E

EXC
o e e, ) —
DN JEINEANEEN

S
3
©
3
%
©
e

S
©
N
©
53

A

This is the order a-F. the knalks TT-I'. t;'-m ﬂ'ﬂilrl-gi'!- abk XX o mahe

iri Lhe nriq;ngﬂ_ the whole knaobtwork inte eng hine.

: (T — I|'| |—-'-'——'_ I % i a B E 2
J/ Eﬁﬁﬂ.ﬂ %, 8 This design would makea
"?LI_.I___'I =1 @ beautiful quilted bed-cover.| __
A = | ¥ i > | ' : ’ :

A
A
I

. )

(75
+

= =

SlEsTE ] CHRENENES )

Y
J

#
A

3 - _

. ‘-_tl--:l'll

Leorge Baim

Plate J



One of lhe numerous methads used by the Pictish
Artists to conskruct their ornaments, This design
isused 4 times on the Border of the Page of the
Eight-Circled Cross and it is less|
than the size ofa sixpence

[A design From the |
BOOKof KELLS

5.1'55-2 I. Normal Order |
l:ji.l.l't:. _F_F__'Ip_l'! Lines

Suo

R Stagell The change of
A order givas Jwo lines

Stagelll The changes abt X give
gne line, made into an inlterlnung
band.The band is doubled mlw.:

The Method was
probably as balow on
|5 spaces, squared.

ERIFT N
LT TR I
EESFEAErAN

(T 11 F]

LT I FR T

EEEER

= .
r ¥,
T ] T
ﬁllh_r_l d aryma
IF g mame ™ ‘guil
T IATANTIAITT

armREg YaNawgsrw
TLAT IS Y RATLXAT T

The small 'ia‘f:'ﬂ-ﬂ Jep right, is For Nov. I* Al Saint's -ﬁ:u;.run staffordshire Clogg.
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Spirals

HE Spiral as a symbol and as an orna-

ment had a beginning at the dawn of

man’s intellect. It was the development

of the inherited impulse that made
man construct the first circular hut.  With very
few exceptions (if any) the constructions by
insects, birds and animals are made by circular
motions. The circle may be considered as man's
first step in art. As a recapitulative impulse
it is every child's beginning in drawing, and
it is as much used by the educated doodler
as it is by the uneducated female for pipe-clay
decoration on the doorstep. The spiral 1s an
application of its constructional methods that
rapidly became magical. It could be performed
to the right or to the left, sunwise or anu-
sSunwise,

The beauty of nature’s spirals was probably
observed by man’s carliest ancestors, for the shell
was also the container of his staple [ood.

From the terminating point to the opaung
in the shell to the f[ood, the movement of the
spiral is to the right or sunwise and the motion
of extracting the food is to the left or anti-
SUTTWISE,

Most of nature's spirals are to the right with
a notable exception in pairs ol horns, which are
svimmetrical. The Scottish Highlander's sword-
dance, being a war dance, is anti-sunwise, but
finishes sunwise svinbohical of vicwory,

An assessment of the dating of the com
mencement of the use of spirals as an ornamental
and magical art may be conjectured from the
fact, already stated, that highly developed key
patterns, cngraved on mammoth ivory were
found in the Ukraine and in Yugo-Slavia, and
are dated from 23000 B.C. to 15000 B.C. Key
patterns are reallv spirals in straight lines, and

man had to travel long in time before he " in-
vented "' the square. Although one-coil spirals
are to be found in the arts of most peoples of
Europe, Asia, Africa, Polynesia and the
Americas, with the Greek lonic as the acme, yet
the finest developments of spiral ornament were
made by the Celtic race, who at an early period
found the methods of making two, thice, lour or
more coils, There is a coutinuity of the evolu-
tion of the spiral three-dimensional art in Scot-
land, England, Wales and Irelund Irom pre-
prehistoric times, commencing with two incised
puints continued as two incised coils that have
between them a raised spiral line that revolves
back upon itself. This double spiral is also
found in the metal bronzeage work of the
peoples of the Baltic countries.  The Mycenaean
artist-craftsman used the spiral motive n a
manner that suggests one of the courses of the
migration of Celtic peoples to Britain and
Ireland. The Egvptians used spirals as all-over
motifs from gooe B.C, 10 15300 B.C.

It was in Britain and Ireland, however, that
spirals found full artistic growth, firsy, in the
cnamelled bronze ornaments for the horse, the
chariot and man, then, in the age of the orna-
mented stone monuments and the late Pagan
and early Christian Jewellers” Avt.

The noble spirals of Aberlemno, Shandwick,
Tarbet, Hilton of Cadboll, Nigg, the Tara
brooch, and the Ardagh chalice led the way to
the great art of the scribes, who produced the
supreme masterpieces of the world’s decoration
of books, profuscly embellished with spiral art.

The few survivers of a great artistic period,
the books of Durrow, Kells, Lindisfurne, and St.
Chad will shed a light for future gencrations
upon the greatness of the art and the other
cultures of the Pict and the Briton,



The CONSTRUCTION of the SPIRAL GROUP in centre of ABERLEMNO CROSS.

The designer of this Group of Spirals could net have conceived the design if
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Snme Methods For the Construction of Spirals of the Pictish Sn';hr::u'- of Celtic Fwt__:
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| A reconstruction of the Spiral Panel onthe Hilton of Cadboll Stone,Ross shire.(Pictish School)

The stages of Construction.
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Key Patterns

HERE are numerous references to, and a

few descriptions of, Celtic Key Patterns

by writers who have been blinded by the

" classical U education that stll canus

to be the basis of all European artistic
achievements.

J. Romilly Allen was of the opinion that the
essential difference between the classical Key
patterns and those used by the Christian Celts
of Britain and Ireland, consisted in the intro-
duction of diagonal lines by the latter.

The square Kev patterns of the " classical ™
Greek lrew type were seldom used in the art ot
the Pagan or the Christian pcoples of Britain
and Ireland. They oceur still less in the Pictish
School of Celtic Art. The diagonal cross, which
at a later period had the Saint Andrew story
grafted on it, became the St. Andrew’s Cross
that emerged in a new dressing to be svmbolical
of the Scotland that succeeded the Pictland of
Malcolm Canmore. This diagonal cross is the
basic construction of many key pattern panels
and interlacing knotwork panels of Pictish art.

According o J. Romilly Allen, these
diagonal arrangements, and the necessary adjust-
ments to fill the spaces in order to it the pattern
to a straight line, are supposed to be the cause
of the distinctive Celtic character, but the result,
nevertheless, was merely an imitation of the
Greek fret. Westwood, who preceded him, had
less art knowledge but a greater vision, He
described Celtic key patterns as “a series of
diagonal lines, forming various kinds of Chinese-
like patterns. These ornaments are generally
introduced into small compartments, a number
of which are arranged so as to [orm the large
initial letters and borders, or tesselated pages,
with which the finest manuscripts are decorated.”

Some Chinese key patterns belonging to
periods prior to B.C, 1000 are very similar to the
Pictish key patterns. What is probably a refer-
ence to key patterns 15 in the Old Testament,
1st Kings, chiapter 5, verse 41, in the description
cf the building of Selomon's ITouse. This is
dated B.C. 1005. " And also upon the mouth
of it were gravings with their borders, four-
square, not round.” This qualification ™ not

/1

round " suggests that the reference in 2nd Kings,
chapter 25, verse 17 (Solomon's Temple of the
Lord) is to spirals as a more customary torm ol
ornament, " And like unto these had the sccond
pillar with wreathen work.”

In the British Museum there is a much
damaged Egyptian carving in ivory of a priest
whose robe shows a key pattern panel and inter-
lacings on its borders. It is dated at B.C. 3500—

B.C. j000.

The most interesting of all discoveries arc
those of the square and diagonal key patterns
engraved on mammoth ivories in the Ukraine
and Yugo-Slavia and dated by authoritics as the
period B.C. 20,000 to B.C. 15,000. Many of these
are panelled like the key panels of the Orna-
mented stones of East Pictland, from Durham o
Caithness, and also like those of the Books of
Durrow, Kells, Lindisfarne, and other Early
Celtic MSS.

An cxample of this great art of distant pre-
history is shown in this text-book on Plate 14.
It is from a pair of bracelets made of mammoth
ivory, and the pattern is engraved. The unit of
the design is a swastika with anti-clockwise
motion. The interlocking swastikas are part ol
an  all-over pattern, and it will serve to draw
attention to the mathematical and geomctrical
knowledge and the engraving skill that was
necessary, ‘

A very small percentage of the inhabitants
of the present-day civilised Europe could copy it
without the instructions given on the plate, and
fewer still could make a new design comparable
with it. On Plate 13 of the spiral text-book the
triskele unit of the spiral group in the centre of
the cross of the Aberlemno Stone is also anti-
clockwise and a portion of an all-over pattern.
In both cases the symbols are magical and are
probably charms to avert evil.

The Isle of Man Triskele svinbol has sulered
at the hands of a waggish invader, who added a
foot to each of what looked to him like three
legs. Later these legs and feet became encased
in armour. This is on a par with those places
having the Celtic name Reston or Restan that
are on the top of a hill (being probably on the
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site of a hill fort),  The wags wurned the name
into Rest and (be thankful).

There are many examples of human figures,
amimals and  birds arranged in triskele and
swastika designs on Pictish stones and in Celtic
MSS. On Plate 13 of the Studio publication of
a numbcr of the finest pages of the Book of Kells
in colours, there are six circles with diameters ol
less than half an inch and each containing threc
men with a forearm of each forming the triskele.
Each man has a leg thrown over his forearm, and
he is complete with hair, topknot, beard and
clothing.

Four of the circles have clockwise and two
anti-clockwise motion,

The Pre-Columbus Central American key
patterns used by the priests of the Maya religion
to decorate the interiors and exteriors of their
temples of cruciform (Greek cross) plan, as at
Mitla, are-not carved or incised, They are
designed so that the projections of the prepared
stones or bricks produced the patterns, and the
keys are both square and diagonal, resembling
those of the Perthshire Pictish type named by
Romilly Allen the " Tree key pattern.” This
special use of prepared stones or bricks by the
Maya pricsts to produce kev patterns in the
building of their temples is proof that key
patterns  were long  antecedent. The  key
patterns of the Pre-Columbus Centeal American,
Mexican, and South American poetiery that also
contained the highly siylised spiral, animal, bird

and human  decorations  have much that is
comparable to Picuish art.
The first Hp:uli!-.h invaders of  Centeal

America were astonished w find in the Mava
teimples highly  ornamented carvings ol stone
crosses that were held in the greatest reverence,
Lhe proportions of this type of cross are veTy
similar to those ol the Pictish crossslab stones,
The Mayva pricsts were manuscript artists ol
great skill, who decorated their books profusely
with colours.  ‘The religious intolerance of the
Spanish priests led 1o the almost wtal destruc-
tion of this form of Mavs art. The * Dresden ™
Mava MS. is one of the very few survivors of
the fury that grew out of and obscured the
situple teachings of Christ,

The manuscripts, records and chronicles of
the carly British and Pictish Christian churches
sulfered a somewhat simnilar destruction ar the
hands of the Augustine Church over the dilfer

cnees ol dogma and  over the use of the

i

" Barbaric " native language instead of polished
Latin in the writing of the Gospels. The manu-
scripts that survived were again greatly reduced
in numbers by the Viking raids and, later, in
the throes of the Reformation.

The connections between Scythian, Mycen-
aean, Cretan, Maltese and the British and Irish
Celtic art cultures are very apparent in key and
spiral patterns.

The labyrinth or maze and the meander
symbols have both influenced the key patterns
ol the Pictish school of Celtic art.  The labyrinth
is to be found in the Books of Durrow, Kells,
Lindisfarne, and probably in other early Celtic
MSS. It is repeated four times on the X of the
Christ name-page of the Book of Kells, and there
15 an excellent example of an ornamented stone
with a labyrinth design in the National Museum,
Dublin. The * classicists " will find difficulty in
atributing Mava key patterns and other art
symbols to Greck sources, though the connection
between  Egyptian, Greek, Roman, Maya,
Chinese and Pictish key patterns becomes clearer
when considered in juxtapesition with the
B.C. 20000—B.C. 15000 Ukrainian and old
serbian key patterns.  Viewed in this way, it will
become apparent that key patterns and also
spirals and interlacings, as represented by the
fret, the Tonic spiral and the guilloche, are
exotics in Greek art. They ave invaders due 1o
contact with migrating peoples,

From the [irst appearance of the Greck
nationality that emerged from the union of 1he
vartous tribes there does not appear o have
been any religious prohibitions of the copying
of created Torins of Tife. The rehigions of many
Asiatic races prohibited the copving ol living
things, “ in the heavens, on the earth, ur in the
waters under the earth.” The Piciish people
appear to have been strictly forbidden to copy
plants or any form of vegetation until the
Christian eva, and then it was used rarely and
anly symbolically until after the seventh century,
when it commenced o decadence that Finalis
destroyed the art.  Before this pertod the plant
which wias used, with very few  exceptions,
emerged [rom a pot.  The whole of its growth
was continuous and it threw off branches that
terminated ina horn or cornucopia to throw oll
other branches. 1t was sometines developed into
merlacings or knotwork with men, animals,
reptiles, bivds and nccasionally fish. The leaves
and Trwits or berries resemble mistletoe more
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than the “ classical * vine, and the potted plant
symbol is probably the " tree of life.” Taken
with the other symbols mentioned, 1t 15 appar-
ent that they are the total of living things. Man,
animal, bird, reptile, fish, insect and plant are all
on the X Christ name-page of the Book of Kells.
This plant or tree symbol of life emerging from
a pot is to be found on some of the Pictish
ornamented cross-slab stones, for example at
Nige, and occurs in the Book of Kells where its
minuteness has hitherto hidden most of it. It
15 connected with Persian and Chincse- T urkestan
art, In a fragment of Maya MS,, the ” Bﬂi'giall
Codex,” two priests cach hold an inverted pot
[rom which emerges a plant with onc long stem
with numerous willow-like leaves and termminat-
ing in fruits or berries. Beneath the archway
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thus formed is a small man, or his soul, under-
going an examination of a sort. There is a some-
what similar representation in Egyptian art.

The evidences available show that the key
patterns of Britain and Ireland arrived many
centuries before the Romans, and that the
peoples who brought them made contacts In
their migrations with the tribes that later became
the makers of the Greck Empire.

“The Classicists,” however, have another
explanation, t.e. from a Greek source to Roman,
to Byzantine, and then as a by-product of Early
Byzantine Christian Art to the British and Irish
Art to be distorted into the Celtic version of the
Greek keyv pattern. The evidences that are now
available do not uphold this view,
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_Thé;l"-"lethc:ds of Construction of Key Pﬂtl:erns of the Pictish Schanl uF Celtic A'rt

The stages of the most elementary borders are s are shown below. Panels are

N/

F'u trent_:_"rwnl: nf the I:rﬂnd.

; 13+5i
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spn::e:. down. T spaces down. This unit is 5 spaces across.

multiples may be joined together to make all- over PnttemE
T

5 spaces down, ¢
Eaflm:e& across. |

4 spaces down, Sﬁpqces across. 3i spaces down,Sspaces across.

| o |13 spaces down, p
N |[Mitred by multiples | B
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Lettering

He work of an artst-observer, who has

little or no knowledge of ancient

languages, mav be a verv uscful aid to

research into the written words of Celtic

ornamented manuscripts, By a diligent
sorting out of the varietics of treatments and the
uses of letters, freed from their embellishments,
much mav be arranged w simplify the work of
the language expert. If the artist-observer has
in his possession a few examples of the alphabets
of the principal ancient languages of the Eastern
Mediterranzan that preceded the ancient Greek
and Latin alphabets, it will not be difficult o
fimd a svstem of tabulating the results of his
works, and if it happens 1o be m a known
language, a language expert will do the rest. A
[ew examples are on Plate 14.

In every publication known to the author
that deals with the paze of the opening words of
the Gospel of St I]u:':-hr.l in the Book ot kells the
language experts have given " In principio erat
verbum et verbum,” which is a wrong reading.
Because of their knowledge from other versions
of these opening words they were contented with
an unfinished sentence as the theme for the
decoration of a whole page of the Book of kells.
The Rev. Sianford F, H. Robinson, M.A., gave it
up after the first part ™ In principio erat verbum,”
The artist-abserver, with some knowledze of
letter shapes. but only the vaguest bovhood
Latin, is able 1o show that the sentence 15 a
complete one and that the letters are "lIn

rincipioc erat verbum  verum.” " In  the
eginning was the true word.”

Another interesting example shown on the
same plate is the unornamented inscription on
the Newton Pillar Stone, Garioch, Aberdeen-
shire, Tt is in an unknown language, but most
of its letters appear to he similar 1o Phoenician
or Farlv Greek. 1t has also an inscription in
Ogam letters, and by this it probably resembles
the * Rosetta Stone.” Unforiunately the Ogam
letters are much defaced, and all photographs
andd drawings examined by the author show that
it is extremely difficult 1o make u correct reading
of the Ogam inscription. Shepherds appear to
have noticed the inscriptions on it and to have
called attention to them in 1805. There have
been numerous attempts during the past century,
auid no two readings have anv similarity,

The artist-observer who is unbiassed by a

knowledge of ancient languages can sort out the
letters to wive an interesting and unexpected

result connected with the entry of Christianity
into North Britain. In the middle of the main
inscription the Greek letters for “ Christ,” a
variation of the monogram X.P.I. probably
** Christis * or * Chrestus,” an ancient mutilated
spelling, are followed by the Greek letters for
“Jesus " L.HS.S., and then immediately by the
Greek word “ LOGOU,” * of the word.”

The circumstances of these letters appearing
together supports this interpretation even in an
unknown language, for such words would
undergo little change on entering any language.
Following these words, but with less certainty, is
cither “Sotr" (Seter) Saviour or " Patr”
(Father). Further support of the corrcciness of
this reading is found in the Ogam nscription.
Although it is much defaced, ver, il it is read
from the right 1o the left in the Celiic Ogam
manner, which in this case means commencing
under the other inscription and reading down-
wards and bending upwards to the left 10 the
height of the top of I\e other inscription, then
the letters IEASOISE are followed by X on the
stemline, which is unusual in Ogam. Assuming
this to be the X Greek CHI, or merely the X
symbol of Christ’s name as in Xmas, the next
letter is R or 1. This civcumstance added to
those of the other inscription goes to strengthen
the suggestion that the Ogam also refers to
* Jesus Christ " whatever the language may be.
I am of the opinion that when these inscriptions
are [ully deaphercd they will be found to be
dedicated to a " Servant of the word of Jesus
Christ, the Son of God, the Saviouwr.” The
evidences shown mayv give some enlightenment
regarding the Pre-Niman Christianity of Fast
Scotland, and particularly to * the Scots who
believed in Christ.” They had presbyters and
ecclesiastics until Palladius was sent from Rome
in q20 A.D. to be their first bishop (Bedc).

The other inscription shown on Plate 14,
that of the St. Vigeans Stone, Angus, is mostly in
the Celtic letters used in the Book of Durrow,
qth to 6th century, 'The contraction ol the
letter A (derived from the Phoenician), as used
in that book and those of Kells and Lindisfarne,
appears in RA ol the word VORAET. In this
text-book on Celtic Letters numerous survivals
of Phoenician and Earlv Greek letters are shown
from the Books of Durrow, Kells and Lindis-
[arne. The appearance of Greek letters on this
and on other Celtic inscribed and ornamented
stones 15 not unusual. The hirst two lines are
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purely Celtic lewers of 4th 1o Gth century
"DROSTEN: - IPE VORALET,” and che author
has given what he can decipher [rom it on Plate
14.

The reason of the mystical use of the hsh o
syinbolise Christianity is that the flirst letters of
the words " Jesus Christ, Son of God, Saviour ™
i the Greek language are the letters of the

CGreel word for a ” Fish.,” The salmon (or the
sturgeon) in the Celue pagan periods 15 the
VI luture, The

| of all knowledge past an
“ Bracket " symbol, also 5I11u1.~.'n on Plate 14, was
used by the Celtic scribe in the same way that o
modern letter-writer, when cramped for space,
adds a bracket in the available space above the
line and completes the sentence there,  The
scribe appears to have roughly drafted out his
page arrangement by making space allowances
tor the lengths of the sentences. He then
designed and completed the initial letrers on
the left of she page, and when he failed 10 com-
plete the sentence in the allotted line he placed
the bracket symbol alter the full stop of the
sentence above, precedad it by the cross svimbol
placed over the full stop amd added ithe
remainder of the sentence, usually conmmencing
part of a word. This is 1o he seen on Plate 111
of the Studio publication of some of the best
pages of the l!m:-k of Kells. In one of these
examples an excellent decorative drawing of the
ighting dog of the ancient Britons is placed
hetween the cross symbol and the bracket svmbol.
The Irish authorities name this bracket the
" Head under the wing "™ or * Turn under the
path ™ ssmbol. Tt seems to have originated in
the Altaic svinbol " Pak,” which signifies
" Above,” " the Firmament,” * Supreme,” etc.
When placed over the symbol of a ¥ King " it
means ' King of Kings™ in Hittite cuneform
letters. It is also similar in outline to an old
form of the Greek 1.

Many of the Celtic letters are derived direct
[rom the Phoenician and Farly Greek alpha-
bets and are to be found by the side of Roman
letters in the Books of Durrow, Kells and
Lindisfarnc.  The Phoenician or Egvptian M is
used when it is the last letter in o line il the
space is scanty. A good example of this is on
the page of St. Luke's Gospel, Chapter 1.
Book of Durrow, with the large letters
QUONIAM. The same use is made of the
Phoenician N. The Greek D Delta and the
C:reck small d are the basic lorms of the Celtic D.
The Ccltic capital A and its Celtic contraction
are derived from the Phoznician A. The Greek
(). small letter, omegza, which resembles the W oin
scripl, s seen an the page of the opening words
¢f the Gospel of St. Luke, QUONIAM, Plate
NIV, Studio Book of Kells. The eradation from

the larger decorated capital letters on the lelt of
the page to the small script on the right is varely
abrupt. The second letter, which is smaller,
usually has somz ornamentation. The third
letter is still smaller and with less decoration,
and then the ordinary script follows. In the
Celtic languages of Britain and Ireland K and
W are not used.  The author has added them
in forms to be in keeping with the others. K
docs not appear in Anglo-Saxon letter until
about the 12th centmry.  Selected letters from
the works of the various scribes of the Book ol
hells 1o form a complete alphabet are shown on
Plate 1. "They will justifv 1o the Celiic scribes i
prominent place in the front rank of lettering
artists of any period or nation. It is with greai
misgivings that the author tampers with such
beauty 1o attempt o give a suggested modifice-
tion for modern uses on the same plate.  Thas
cdhitfers muindy in the G and Y,

No other ireaument can compete with the
Celtic G of the 4th o 6th century [or its sheer
beauty of form, and the sugzested modernising
of it only makes it more readable on lirst sight.
With such an alphabet 1o be obtiined from the
Book of kells, it s o wonder that the enthusiasts
of Eire searched for the grotesque in their
endeavour o revive this Celuc cultore,

Evidences that the Phoenician and other
Lastern cultures inHuenced British cultures many
centurics hefore the invasions by the Romans
are 0o be found in cvery form of Early British
art, and it is not surprising to find similar
evidences in the Celtic ornamented stones and
the Celtic manuscripts of the Early Christian
period.  1he author is indebted 1o his friend,
Heney I Cunningham, M.A., Exhibitioner ol
Christ Church, Oxford. for his part as ancient
language expert to lis artist-ohserver activities.
and he leaves it 1o the readers to assess the
results.

A book in Celtic soript ivpe, printed  In
Ebhlin Everingham in London 1711, Gone into
the author’s possession recently,  In it are o few
letters  and  comtractions  of  letters  hitherio
unkonown o him.  Plate 15 shows s contents ;
capitals. smalls. contractions, numbers, etc. A
reproduction of one of its pages, with some of
its capitals, all ol the "i.'I:I];IIIi)‘j and most of the
contractions, shows the beauty of such Celtic
letters when put to their real uses on the printed
page.  Sentences show no gaps, and although
the letters and the spaces between words are of
varving widihs, vet the patern produced is
Hat tone with an interesting effect even o the
unimiated,  The hirst capital A, which s used
specially 1o connmence paragraphs, is similar 1o
the German stith century L':int;l}l A. The second
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capital A which is derived from the carly Celug
M55, is used to commence sentences. lhe
capital M partly resembles the hrst capital A
and may be derived from the German
16th century M which it pardy resembles,
Comparisons with the Phoemwian A show its
afhnity to paris of the Celtic contractions for
Air, ea and ao. The contraction for Ul is
robably the Greek capital upsilon u and 1.
I'he seven-like symbol used as a contraction for
“agus" or “and " has a resemblance to the
Greek Tau, middle T. The author does not
know why it should be selected 1o act as an
ampersand. There is probably some other
simple explanation that he is unable o give.

Professor MacAlister 1n his ™ Secret
Languages of Ireland ™ says " Thus it comes
about that these letters are provided with vewel
or dipthong values in the M.S. tradition and
their true but unnecessary consonant values are
forgotien .

He also savs. ™ after Cacsar’s ume the Druids
abandoned the Greek fn_r the dominant Roman
letters.  All bilingu:l! Ugh:un il'l"-.L'.'l'iPliD-I'l?:i are

accompanied by Roman, never by Greek letters
and no trace suggesting the conunuance of
Greek letters appears o have survived.,”  There
are examples on the various plates of Celtic
letters in this book, from Celtic MSS. written
in Laun and on the Newton Stone, in Greek
and Ogham, plate 14, confuting Prolessor
MacAlister's last statement.

Comparisons of Celuc leuers, 4th 1o 6th
Century will show that A, D, M, N, ew. are
derived from Pheenician and Early Greek. One
M form is from Egvptian. The Greek O, omega
is wused on the page of the opening  word
“Quoniam " 51, Luke's Gospel, Beok ol Kells,
I'he scribe has hidden it from vulgar prving
eves, " Ouo” hlls more than hall cf the page,
and " NIAM " forms the decorative structure
that shows the Samaritan woman offering Christ
water from a goblet, as described on page 102

The Hebrew letter VAU, which resembles
the number SEVEN, is sometimes used
Hebrew for ANIL  This is probably the reazon
for its use in the later Irish Gaelic veligious MSS,
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Plate O
[ many publications this is erroneousiy
described us ' a man plaving a harp.”
[tis ' aman, a beast, a bird and perhaps
a reptile,
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Zoomorphics

OOMORPHIC ornaments are those based

upon the forms of animals, birds and

reptiles. Anthropomorphic ornaments

are those based upon the forms of the

human body. hey make an early
appearance in the Art of Bronge-age Britain and
Ireland, and in the Bronze-age Gaulish, La Tene,
and other European forms of Celtic Art. They
are usually in conjunction with spiral ornaments,
and the leg-joints and rib-forms of the animals
in ornamental rendering have spiral terminal
treatments. This peculiar manner of expressing
the forms and movements of animals may be
seen in the metal work of the soo0 B.OC. o 4000
B.C. period of culture of the City of Ur. What
are probably the representations of the sacred
animals of the various Families or tribes of North
Britain are carved on the otherwise unorna-
mented stones of Prehistoric Scotland.  These
depict in a manner that is intensely realistic, and
of great artistry, a result that cannot be obtained
by the imitation of Nature.

In this way the Burghecad Bulls cxpress the
great strength and character of these animals and
surpass in the expression of truth what realism
of the purely imitative kind could achicve. The
Boar, the Wolf, the Stag. the Hind, the Horse,
the Goose, the Eagle, the fish and the reptile
stones are all * picked " out with great skill in
the manner of the incised stone carvings of Egypt
and Assvria. Examples of the semi-realistic
treatment of animals and mythical animals of
Celtic Britain and Ireland, including the winged
Lion and the winged Bull from the Book of
Kells, containing much of the character of
Assyrian Art, are shown on Plate 10. Every form
and manner of treatment of the Scribes’” works in
the Book of Kells show that the origins are to be
found in the arts of the carver, the metal worker,
and the embroiderer. No matter how small and
loaded with details the Scribe made his work,
even il a magnifving glass is required to see it,
then the smallest details of forms and surfaces
will be found to have been thoroughly worked
out as if to meet the demands of the carver or
worker in three dimensions.

Artistic abandon that is not interested in
the designing of every shape of the background
with the same importance as the forms of the
motif will not be found in the Book of Kells,

Lacertine or reptile ornaments, as shown on
Plates 6 and 7, are numerous in the Books of
Durrow, Kells, Lindisfarne, and St. Chad's.
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Their beginnings ave certainly in Pagan serpent
worship. In the prehistoric Giant’s Tower at
Gozo, Malta, the only representation of any
living thing is a basrelief ol a serpent in the
vicinity of the altar, which is also decorated with
spirals and geometric figures in the manner of
Pictish Art, neatly and sharply cut in the stone.
Numerous stones cach bearing an incised serpent
and sometimes other svmbols are among the
remains of Prehistoric Scotland.

The suggestion arises that these are the
serpents that St. Patrick banished from Ireland,
but, as he was educated in his religious and other
cultures by the priests of the Southern Pictish
Christian Ehurcﬁ in Strath Clvde before he
returned early in the sth century to the land of
his birth and earlv childhood, he did not banish
them from the Manuscript Art, where they
persisted for a fow centuries after his time.

Abstract representations of human male
ficures with interlacing limbs, bodies, hair, top
knots and beards are used to decorate the sacred
pages of the Gospels of the Book of Kells. In
the same book there are pairs of birds, animals,
and groups of pairs of reptiles, comparable in
some tespects with those of Assyrian, Persian,
Chinese, and Chinese-Turkestan Arts. Pairs of
birds with interlaced or entwined necks are
found in modern native art in Ceylon.

Groups of beard-pullers occur on Celtic
Stones and in the Book of Kells. There are two
pairs of beard-pullers with checked trousers or
painted checks on their legs in a small panel on
the right of the Christ monogram page of that
book, see Plate 14. On another page the robed
priests calmly survey the pairs of beard-pullers
beneath them. As they descend in the panel the
lowest pairs are topsy-turvy and are coloured in
violet and dark green, a suggestion of the under-
world more than mere taste in colour decoration.
Perhaps beard-pullers are used as the symbol of
the marketing or bartering of the Early British
husiness men, the equivalent of those that Christ
cleared out of thc Temple. The problem of
the purpose of such figures in the pages of the
Gospels is awaiting serious investigators. It is
more than a forerunner of the leg-puller. There
are numerous examples of humour in Gospels
of the Book of Kells, including a little fellow in
tartan * cocking a snoot.”

The author has reserved for an advanced
hook numerous examples of hitherto unnoticed
or wrongly interpreted groups. One of the first



CELTIC ART

mentioned is built around the letiers NIAM
(sce page 120). In it are depicted two figures with
halos, ascending 1o heaven, welve robed hgures,
the Apastles, two figures undergoing mental
tortures for wickedness (all tortures are mental
ones, that is, the head of the wicked sufferer is in
the jaws of the beast). A woman (Samaritan)
offering a goblet of water to a seated figure
(Christ), who holds in His own hand a cup or
beaker with the water ol everlasting life. A
hgure (faith) reclines at Christ’s feet and holds
Christ’s left leg. Nearby a young man lies dead,
This excellently designed group has never been
commented upon by any expert.  An example of
wrongful interpretation by experts of Celtic Art
of the past century is to be found in many works
on the subject. It has persisted for nearly a
century, :mdl it is even repeated in the * Studio
sublication of some of the finest pages of the
ook of Kells edited by Sir Edward Sullivan,
Referring to the opening words of St John's
Gospel, the letters CI of principio are said to
(see page 115) represent a " man playing a harp.”
This is an example of careless or casual looking
and of the encouragement of the imagination.
The Book of Kells is gencrally classed as Irish in
origin: so is the harp. Thus by a casual glance
" a man playing a harp " is born. Careful look-
ing and the absence of imagination reveal a man.
a beast, a bird, and perhaps a reptile—and
nothing more. The probable meaning of this
group is the “created forms of life on land,”
1he preceding letters RIN are used 1o display
the Celtic Tree of Life (sve page 125), which
emerges from a pot or beaker and has leaves
and fruits that resemble mistletoe more than
any other plant form. It branches from the
main  stem o form cornucopiae from  which
other brianches with leaves and fruits emerge.
Two birds pick the fruit, The letters RIN arc
formed into zoomorphic doglike animals with
top-knots, tails. tongues forelegs, hindlegs, and
toes with claws, This Celtic rendering of the
Tree of Life, which alwavs emerges from a pot
or beaker, 15 the only plant form 1o be found in
the Book of Kells, nan not more than ten times.
Two of these are beautiful examples, with
tropical birds that have hitherto been unnoticed
by cxperis. There are a number of examples of
the Celtic Tree of Life on the Scottish Pictish
Stones, including the Nige and Hilton of
Cadboll Stones,

There are also on the same page two inter
esting panels ol beard-pullers with embroidered
garments i the manner of Eastern Europe or
Asia. Minor. These and other intcresting dis-
coveries are reserved for an advanced work. On
the centre of the Greek letter X of the Christ

monogram page a multiple of the Cl symbol ma

be seen. El"ﬁl:n: are four hairy males wit

ribbon-like bodies, arms, legs, feet, and top-knots,
four reptiles, four beasts, and twelve birds all
with top-knots, etc. Sce Plate 12, Also on the
Christ monogram page a complete list of life on
land, in air, and in water is to be found—man,
beast, bird, reptile, fish, insect and plant. All
Celtic zoomorphic and anthropomorphic designs
are logically completed and conform to the laws
of Nature, no matter how the artist may have
interlaced and contorted his motif. However
crazy the result may appear by the rules of
modern art, limbs and bodies, though elongated,
and heads, legs, arms, tails, wings, and top-knots
will be in relation to their positions in Nature,

The golden rule in the study of the orna-
ments of the Book of Kells and other Celtic
MSS. is “ beware ol what vou think it looks
like.” A scrutiny in minute portions may enable
the student to draw each portion large, with no
consideration of what they may portrav. When
these are put together t]1t'f.' may make sense,
Unless reason and imagination are divorced
from observation, the results may be of the
wrong kind already shown. There are a few
examples of zoomorphic and other ornaments
carved very minutely on the bones of sheep and
deer. These were found in a crannog in Ireland
and are illustrated in the preface by Dr. Stuari
in the “ Sculpiured Stones of Scotland.”

These are probably the models made by a
jeweller for making moulds for casting metal
ornamented pancls for rivetting. A * squeeze "
m a moist suitable clay would make such a
mould and could be repeated as often as
required.

A common device of which there are many
examples in the Book of Kells and a few on the
Scottish Pictish Cross slab-stones is a man and 2
bird or a man with a bird in each hand. On the
page of the eight circled Cross of the Book ot
Kells there is a panel composed of [our men and
cight birds.

The Scottish ornamented Cross slab-stone of
Rossie Priory has two small panels, one on each
side of the space formed by the Cross and the
Halo, In one there is a man with a goose in each
hand. The other contains a winged and armless
hgure with a skirtlike garment covering  the
knees. In the British Muscum there is a Minoan
vory plagque showing the Boeotian Goddess
Artemis with a water-bird rcsembling a goosc
in each hand. She is winged and wears a skirt-
like sarment.

The following references show that in the
Gaclic period of Scotland the zoomorphic art
wias in use. In Dr. Alexander Carmichael’s
collected Barra version in Gaclic of the Pre-
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Christian “ Tale of Deirdire” Fillan Fionn is
described thus, * and the voung hero, fresh-noble,
fresh-manly, fresh-glorious with his lovely brown
locks, went out girded in his war weapons of
hard battle, that were polished, gleaming,
glittering, brilliant, flushing, on which were the
many figures of beasts, birds and creeping things
(reptiles).” T'he use of “the” signifies that it was
a customary form ol ornamentation. A descrip-
tion of the arming ot John, the last Lord of the
Isles, in the 15th century mentions ™ an encircling
belt with good clasps made of bronze with
hgures of ‘flying birds’ on the borders. An
artist exerciscd his best skill in making that
excellent girdle” There are numerous refer-
ences to the skilled work of the Celiic artist
craftsmen in jewellery, hammered metal work,
repousee, casting, engraving and enamelling, n
sculpture of ivory, bone, wood and stone, and o
embroideries in  Gaelic Pagan and Early
Christian literature. The absence ot any reler-
ences to the spiral, key and interlacing
ornaments peculiar to Celtic Art suggests thal
many of the Celtic motils of Scotland and Ircland
are pre-Gaelic, Neither are there any references
to these in the writings of Bede, Adamnan, and
other adhercnts of the Roman Church of
Augustine.

The rare appearance of female hgures on
the Scottish East Coast ornamented stoncs, and
their complete absence in the Anthropomorphic
Art of the Celtic MSS. is worth remarking on,
and the reason may vet be found.

Representations of the Virgin Mary begin
with the entry of the Roman Church of
Augustine to England and to Ireland, and they
are not found in the Pictish arcas of Scotland.
A pgreat mass of valuable manuscripts was
destroved by the Augustine Church by the orders
of Pope Gregory the Great. The great and
matured skill shown in cvery form of the art
contained in the few surviving manuscripts

would be impossible without many earlier books
that gradually developed the prototype of Celtic
Sacred Books. The prototype of the torms of the
ornamentations and the peculiar methods of
construction required to produce them is that of
the ornamented Cross 513%-3111:1&:. of Picush East
Scotland. This great art was a religious one.
Throughout the whole of the zoomorphic and
anthropomorphic and the semi-rcalism of Celtic
Art of the MSS. and of the Pictish Stones of
Scotland there are no obscene carvings of any
kind. This is not so in Roman and other
Classical Arts. The study of the methods of
construction of Celtic ornaments will shed a new
light that will correct many wrongful ideas
regarding the Celtic Race in Britain and Ireland.
Words are often liars, and the older they are the
more powerful and the more difhicult to disprove.
The evidence obtained by this new method of
research cannot lie,

with such evidence already gained, the
order of the periods of the so-called Irish
Manuscripls are:

The Book of Durrow—Early sth to Early

bih Century.
The Book of Kells—Middle 6th 1o Early 7th
Century.

The Book of Lindisflarne—Late 5th Century.

The Book of S5t. Chads—Late 7th to 8th
Century.

The Book of MacRegol—Not later than 8th
Century,

In same manner as Durrow and Kells, but

by inferior artists.

The Book of MacDurnan—qgth to 1oth

Century,

By this method of research the author hopes
to include in an advanted work a classification
of the Great Masters, Masters, assistants, and
pupils who built up the world’s greatest Celtic
Art treasure—the Book of Kells.
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[The Methods of Construction of Reptiles as Ornaments, from the Book of Kells,
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The Celtic

HE references Lo the plant forms which

rarely occur in the Book of Kells and

not at all in the Books of Durrow and

Lindisfarne, have been used to prove
that the two latter books belong to an earlier
period. It is the author's opinion, based upon
many cvidences, that the Book of Lindistarne
later than the Book of Kells. Foliated
ornaments cntered Southern Britain with the
Roman invasions, and forms of Gothic foliage
came with the invaders after the fall of Rome,
but they differ from those of the Pictish Stones of
East Scotland and those of the Book of Kells. In
the portions of that Book which have been avail-
able to the author for research, namely the
* Studio " publication in colours, of some of its
most important pages, and * Celtic Illuminative
Art " in black and white, by Rev. Stanford F. H.
Robinson, M.A., the examples, with one excep-
tion, emerge from pots or beakers, and are shown
on Plates A.1 to A.5.  The extreme minuteness
of these examples make it probable that the pots
have not been noticed and no known mention of
them has hitherto been made. Without any
possible doubt, this is a pagan and, later, a
Christian symbol and its use was a religious one
and not merely decorative.

The Celtic " Tree of Life ™ is used by the
author to name this symbol. It completes the
total of created life, the seven created beings of
the Celtic world, Plant, Insect, Fish, Reptile,
Bird, Animal and Man. As such it occupies a
place on the “ Christ Monogram " page of the
" Book of Kells,” see Plate A.5. The British
and Pictish Christian Churches of Pelagius
believed that God gave seven faculties to man,
Sight, Smell, Taste, Hearing, Feeling, Good and
Evil. The belief in the last two faculties was
the chief cause of the Pelagian heresies.

Prototypes of the Celtic " Tree of Life”
growing from pots in the manner of those of the
Pictish stones of East Scotland and of the Book
of Kells were very difficult to find from all avail-
able works on Asiatic and Europea: ornaments.
The few examples found by the author over a
number of years of scarching are now shown in

15

Tree of Life
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the plates. They are from Pre-historic Greece,
Cnossus (Crete), Mava (Central America) and
Buddhist (India).

The most remarkable similitude of the
“ Tree of Life " symbol on a Buddhist vessel of
elephant ivory, to an example from the Book of
Kells, Plate A.z, should be of value to future
historians in writing about the migrations and
cultures of the peoples of Britain and Ireland
prior to the Roman invasions. A well-known
autharity of pre-historic archaeology named some
of the pot types that hold the " Tree of Life”
from the author's drawings which are now shown
on these plates. The search for similar forms
of earthenware, glass and metal pots, shows that
Pre-Dynastic Egvptian and pre-historic British,
Irish and European food vessels and cinerary
urns are very similar,

In two panels on Plate A4, the singing
types of birds are also fruits of the plant which
grows out of the pot. It will be observed that
in every example, the tree or plant has a logical
growih, It branches from the main stem to
form cornucopiae from which other branches
with leaves and fruits emerge. These have more
resemblance to mistletoe than to any other
plant.

After the victory of the * Synod of Whitby ™
664 A.D., the British and Pictish Christian
Churches suffered extirpation as heretics.
Following the victorious Church of Augustine,
the Romanesque vine and other plant forms
replaced the Celtic " Tree of Life " and rapidly
produced decadent forms of Celtic Art.  These
eventually became submerged in the ever-
changing artistic fashions of the medieval manu-
scripts that ended in meaningless scrolls and
vegetation realism of the crudest types.

That the Celtic spirit lived on in pockets of
culture, is shown by the works of the artists of
the Winchester Bible, already referred to where
some of the charms of the plant forms of the
artists of the Book of Kells are retained, though
the pot and the significance of the ™ lree of
Life " have disappeared into the vast world of
decoration,
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Celtic Art. The Tree of Life’ Symbol, From the Book of Kells. Pictish Stones and Asiatic

Sources.

—i-‘___-" -

N S A o D o N AL

Example from the Book of Kells. Censtruction below.

= — = T ' v.\ ~ _— q . 2 =

i
b T

. : . : . y . - i
Mote the S]n-'u'lﬂr'll‘::,.ihuf the corving on this Buddhist Vessel of lvory(elephant busk). Diameter 4%,

1 Ly

EE';W, '-:-I:'-‘ll"lﬁtruﬂ.l:'ll::-l"l of Buddhist Tree of Life on lvory Tusk 1n the possession of t_h-:r Author

' 7 AN Y N Y
CA I CAER T R Y B

Hiltan of Cadball Stane.

- L.
T i‘-_
ey - wlilh
.

SOSEONA |

yzankine Fin-:_gg Stone

R Qﬁ:}! - .." : .
RS
72N [N SN

Greece. |/

Thare ara

g Moy H.-ur'n[llu
im Persign dark

Base MiISSing. Fftltlﬂhl"f Nt ‘:nl::ﬁ.s.u';‘.{'l:rttﬁ"].
like Fragment From Tarbet 7oo- 1600 B.C Searge Bain

T

Thﬂ'ITI'-EE' af L1FE1: from the Book of Kells, with construction /

123

F?fﬂte. A2



Celtic Art. Examples of the Potted Tree of Life 'from the Book of Kells and elsewhere . ——a
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Semi-realistic Human Figures

and Probable Portraits
from the Books of Kells and Lindisfarme

HE representations of human figures by

Celtic Artists were influenced by the

Pagan Laws that forbade the copying

of the works of the Almighty Creator.

In Celtic Zoomorphic ornaments the

hysical appearance of man was not copied. His

egs, arms, body, topknot, hair and beard inter-

laced with each other. Portraiture of a living

person, in his created form was a heinous crime.

The porwrayal of the Saints of the sacred Gospels

in the Books of Kells and Lindistarne was that ol

ersons who had long departed from earthly

abitation and of the angels who were migrants
of the Heavenly Host.

In a similar way persons were dead before
they were depicted on the Pictish stones of East
Scotland and could no longer be injured by the
copies that were made of them. Such beliefs
have survived from prehistoric times in many
countries and in the Highlands and Islands of
Scotland even to the present day. Numerous
instances of this may be found.

A sculptor on holiday in Western Scotland
was inspired by the figure of an old Highland
lady who sat in a chair outside her cottage. He
asked permission to make a sludg' of her and was
refused. Thinking that the refusal was due to
shyness, he made a study mainly by observation
and memory. He eventually completed the
work in his London studio and sent a plaster copy
to her as a present. When she opened the case
containing it, she at once got a hammer and
smashed the image to pieces. Finding the
armature of iron, inside the plaster, she showed
it to her friends as further proof of its evil.

Most of the hitherto accepted authorities of
Celtic Art thought it necessary to apply the
measuring rod of Greek Classical Art to this
human hgure form of Celtic Art and not to its
other forms. Because the British and Irish
Celtic artists were ignorant of, or indifferent to
the rules of the Greek idealistic and realistic
human figures in drawing, painting and
sculpture, their abstract statements of human
physigue and physiogmony were ridiculed and
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condemned, while all other aspects of their art
were given the highest praise.

These critics, who condemned the Celtic
Artists for their inability to copy from living
Pe:.:rFlt, with the skill of Leonardo da Vinci, and
for their ignorance of the manners and rules of
the great Greek sculptors and painters, and who
could go into raptures over the other forms of
Celtic Art, cannot be reliable authorities. They
may have had some knowledge of the art of the
Greeks but their knowledge of all other forms of
Celtic Art was mere ability to distinguish its
differences from the arts of other peoples as one
may compare a cow with a motor car and yet
know nothing of the anatomy or structure of
either.

‘These other forms of Celtic Art may be
described as a combination of magic, invention
and imagination, with logic, mathematics and
geometry which had an original function of
teaching as well as adorming. This dual-
purpose-art retained its philological or com-
municative purpose throughout its whole
development which reached its apex in the Book
of Kells, One such authority, after spending
hours with a magnifying glass examining the
pages of the Book of Armagh, without finding a
single mistake in interlacing looked upon that
as i1ts miraculous qualiy! |

Volumes of praise containing few words of
understanding and none of its methods of
construction, have been written and are stll
heing written on Celtic Art, alt" ough it is over
fifty years since Romilly Allen opened a way to
research by finding that some knotwork panels
were based upon pleating. Even he thought
that Celtic Artists were mere copyists who
unwittingly imparted their Celucsms to the
things they had copied [rom Classical Art. The
intense personalities of the imaginary portraits
of Matthew, Mark, Luke and John from the
Book of Kells and the manners of representing
the features, hair, hands, feet and dress, etc.,
show conclusively that the Celtic Artists had
eained the required knowledge of such forms
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from the three dimensional arts of the carver
and the metal worker., The heads of the saints
are designed and constructed without under-
cutting, as models should be carved, for metal
casung Irom sand, where every shape must be
designed for that purpose,

The picturesque abandon of the artist in
paint, who has no other controlling medium than
his paint 15 not found in the Book of Kells. All
Evitﬁncﬂ point to craft traditions that had
beginnings at the same source as the Asiatic Arts,
the Assyrian, the Persian, the Indian and the
Chinese. The stylised Egyptian profile figures
with two right or two left feet or hands have
counterparts in Celuc Art, and the great intercst
in the beauty and movemcents of animals,
particularly the horse on the Pictish stones of
Fast Scotland, undoubrtedly show a connecton
with the art of the Assyrians. Most of the human
tigures of the Pictish stones whether on foot or

on horse are in profile—5See Plate B.4.

The Celtic Artists of the MSS. period were
more interested in front or three quarter front
face than in profile. Comparisons of the types
of features, tonsures and colours of hair and eyes
with such descriptions as are to be found in the
Celuic pagan and Early Celtic Christian litcrature
show that they are similar. Of the examples
from the Book of Kells shown on Plate B.1 and
B.2, 15 persons have gtllﬂ.:}' or blue-grey eyes, 4 have
yellowgrey eyes, 5 have brown eyes, 15 have

ellow hair, 5 have red-gold hair, 4 have brown
air, 5 have brown beards, 2 have black beards.

R. A, 5. Macalister, Litt., D.F.5.A., remarks
in " Ireland in pre-Celtic Times " * Al persons
of tmportance native o Ireland are described as
having Golden Hair. Most persons in subor-
dinate positions and those who are spoken of
with scorn are Dark-Haired."”

In all Erﬂbahilit}r the same conditions existed
in North Britain.

" As a rule yellow hair is described as lon
and flowing. Dark hair as close-cropped.

Ruling classes are marked by long flowing locks.
Enslaved classes with closecropped black or
brown heads.” In this connection it is interest-
ing to note the 4 panels on Plate B.s.

King Cormac MacAirt is thus described in
the Book of Ballymote. " Hair-braids slightly
curled, all golden upon him, like blue-bells his
eyes, like the sheen of a dark-blue blade his eye-
brows.” Yellow hair, bluish eves with black
eyelashes and eyebrows are plentiful with the
vouth of North and West Scotland.,  The Book
of Kells shows many of this type.

The great variety of hairdressing styles
including those of the angels, who, if thev are
females are the only ones depicted, except the
Virgin Mother, and the Samaritan woman hold-
ing a goblet of water for Christ to drink in the
letter A of QUONIAM, on the anf: of the open-
ing word of 5t. Luke's Gos shows that the
artists of the Book of Kells appreciated the
skilful work of the tonsurc-artists of the period.
The symbol of Sanctity, three circles forming an
equilateral triangle, adorns the garments, sacred
books and haloes of the saints and angels. A
comparison of the 5t. John of the Book of Kells
and the St. John of the Book of Lindisfarne,
shows that the latter has the Romanesque
influence of the Church of Augustine. This
portrait which occupies a full page and the
portraits of the other apostles on full pages are
probably later additions and are painted by
artists who were not conversant with all the
methods of construction of the native Celtic
Artists.

That the Celtic spirit was not extinguished
15 shown by the work of the Arusts of the
the Winchester Bible 1140-1160 A.D., who
produced human figures which are the direct
descendants of the schools that produced the
human figures of the Book of Kells, but they
lacked the knowledge of the mathematical

formulae which made possible the other forms
of Celuic Art.
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Celtic Art. Hands and Feet from the Books of Kells, Lindisfarne and MacDurnan, —

Book of Kalls. Boak of Kells. Boskef Lindisfarne
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Applications of Celtic Art,

Ancient and Modern

HE many processes and technicalities
necessary for the wvarious crafts to
which the methods of construction of
Celtic Art may be nEplitd will not be
described in this book.

Most craftismen have such knowledge and
students who wish to acquire it, have the
libraries, artcraft classes and the craftsmen in
their own districts to aid them.

The mathematical formulac methods of

construction for knotwork, kevs and sgiral
patterns, that enable the student to draw
intricate designs for many purposes, with

simplicity, must be translated into charts to suit
the requirements of knitting, carpet making and
weaving. A system suitable for knitung may be
the subject of a separate text book. The
examples of knitwear illustrated herein were
knitted from charts of this system.

The old testament is a reliable source of
information for the bronze age processes of
metal workers', jewellers’ and embroiderers’ arts.
A reference to brass casting in 1st Kings, 7th
Chap., 46th Verse, states “and all these vessels,
which Hiram made to King Soloman, in the
plains of Jordan did the King cast them, in the
clay ground between Succoth and Zirthen .
In the preface to Zéomorphics mention is made
of ornaments carved on the bones of deer, and
sheep (found in an Irish Crannog). Their
robable uses were as models to make moulds
or casting small panels in metals for jewellers'
art. A '“squeeze ' in a moist clay or in some
other plastic material would make such a
mould. If the ornament had been carved upon
a curved surface of bone, it could be flattened
by being laid upon a flat surface, with no
injury to its carved details, Moulds carved in
stone were used for casting bronze spear-heads
and hammers in the earliest bronze-age.

Great art and technical skill are expressed
in Ecclesiesticus, Chap. 65, Verse 12, " He set
a crown of gold upon the mitre wherein was
engraved Holiness an ornament of honour, a
costly work, the desires of the eyes, goodly and
beautiful ".

There are references to embroidery (gredsta),
to engraving (breac), and to wrought metal
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(cumhdaigh, fair-wrought), in the Dean of
Lismore’s Book and in other collections of
Gaelic literature.

“ Da bhfaicthea na catha is na bratacha
gréasta.”’

“If you could see the battalions and the
embroidered banners.”

“Ni roibh i Nalmhain na lann inbreac.”

“There was not in Almhain of
engraved blades.”

" Jomdha cathbharr, cumhaigh caomh.”

“Many a helm, fair-wrought and hne.”

The following quotations referring to
ewellers art are %mm the Gaelic Norwegian
Ballad ** Seurlus an Dobhair " (Son of the King
of Bergen) “and there was found on the
maiden’s fingers the gold, locked up like
taileasg (draughtboard squares), and there
were the nine sets of stones of victory (amber)
on each side of the vulture of her ring".
“The maiden girdle . . . so full of conquering
power and artful stratagems of jewels set in
gold,"” . . . and sooth, the ring with the yellow
stones she left round the finger of the King of
Bergen's Son."” “ Brought to him was the true
seer, who came from the countries of the world
to inspect the spell ornaments (garrlannaibh).”

British and Irish jewellers, of the Pagan
and the Early Christian periods, used thin
hammered plates and bent and twisted wires
as in Cloisonné, where the design is made in
compartments of wires so that they may be flled
with different metallic colours mixed with a
vitreous paste, which when fired showed the
splendour of the colours and probably fixed the
wires to the plates.

Other Celtic methods were, by beating the
metal into a thin plate and then raising the
ornament by tooling it from the reverse side
(repoussé) and hL lowering the background

arts, that were to be filled with metallic colours,
y cutting out with tools (champ-levé). The
“ Battersea Shield,” with its repousséd curves and
spirals and anti-sunwise swastikas in 27 small
circles that are points of the spirals or centres of
bosses, belongs to the same pre-Roman Celtic
period of British culture as the enamelled and
engraved bronze hand-mirrors with cast bronze
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handles. These mirrors are unique in beauty and
craftsmanship. Their backs are engraved with
designs of spirals and scrolls that were filled in
with enamel colours. The first stages of the
construction of such designs would probably be
the arranging of symmetrical groups of various
sizes of circles by the use of discs. The selection
of the shapes to be filled in with enamel colours
would be chosen as the artist-craftsman
developed his design. Outlines would then be
deeply engraved and the shapes to be coloured
would be lowered by punches or cut out by
gravers. These sunken parts would be covered
with groups of engraved short lines at all angles
to give the necessary textures to hold the
enamel colours when fired (as a plasterer scarifies
a surface to make plaster adhere to it). The
enamel colours and bronze back of the hand-
mirror would be polished as one surface.

Leonardo da Vinci, Albrecht Diirer and
Michelangelo were engaged in a renaissance of
the Byzantine forms of Celtic knotwork.
Vasari says that ” Leonardo spent much time in
making a regular design of a series of knots so
that the cord may be traced from one end to
the other, the whole filling a round space".
The example of his work shown herein cannot
be the one that Vasari had traced its line from
end to end, for it has a number of lines. The
student can find how many. The designs by
these most famous artists were engraved and
printed for the use of painters, goldsmiths,
weavers, damaskeeners and needleworkers.

The few surviving prints show conclusively
that these great artists were aware of some of
the differences of the methods of construction
of Celtic Art from the methods of construction
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of the other great arts in which they excelled.
The portrait of Henry VIII of the School of
Holbein, the Younger, in the Walker Gallery,
Liverpool, has interlacing designs embroidered
and braided on the garments and curtains that
were probably done g}' craftsmen who had used
designs made by Leonardo da Vinci or Albrecht
Diirer.

An enFraving by Du Pérac in 156q, of
Michelangelo’s Capitol, Rome, shows in the
foreground, a quadrangle filled with a circle,
containing a continuous pathway, probably in
mosaics, leading from the circumference where
it touches twelve points to the centre where it
touches twelve points of a star where an
equestrian figure on a lestal occupies the
gn}mintnt position. This design is probabls
ased upon the labyrinth and if the sides of the
spaces made by the intersecting courses of the
pathway were built high, and with only one
entrance from the outer circumlerence, and one
to a point of the inner star, with a few minor
adjustments it would be most difficult to enter
the centre star and to return to the outer
entrance again.

There will soon be available, a facsimile
edition of the world's greatest monument of
Celtic Art, the " Book of Kells,” edited by Peter
Meyer, Lecturer at the University of Zurich,
who has kindly presented a few reproductions
of its plates to the author. This great and
costly replica will be an exact copy from which
scholars will be able to make important studies
and discoveries, at their own fresides, that will
result in new valuable contributions shedding
light upon the hitherto obscured truths of Celtic
achievements in Art and other Cultures.
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Leonardes Concatenation.

Plate 1

Une of Leonardo da Vinci's designs for the
use of craftworker.
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Albrecht Diirers Sechs Knoten'.

Plate 2

A design by Albrecht Diirer for the use of
craftworkers.
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Plate

Plate 4

Bronze champfrein from Torrs, Kirkcudbrightshire
a beautiful example showing the great skill of the
pre Roman Celtic craftsmen of Britain.
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Plate Y

Design for magazine cover. This is almost entirely made
by variations of keypattern order 1-8-1 see keypattern
plates 1, 11 and 14, pages 75, 80 and 81,
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Design for Greeting Card.
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Plate 13

Design for New Year Greeting Card.
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Plate 14
Design for Greeting Card.
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Early British Enamel from Somerset

Plate 16
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Early British Enamel from Canterbury
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Plate 1

“ Doorway " design for New Year Greeting Card.

145



Pl
dfe Jr
¥

“
I.-l-
LY
E
i
f i
-] .j
y
f;F'lf
el
i'-i
18 (
« L
-
cl

146



EEACT) 50. Cuth OTRRe 3 %
~ —— —— ] .. .-..u..lluuul.n...r- .,..W_”"_ = .
A NN
: .f.f#_fl..fl : - 0 .
RN i,
DXL XX a2 3
N 5%
NN e |
L XX/ X3
| ’.#.#m - el
@ _\\-\\1\_6_ KK 3% 3
LY Mﬂi\ﬂiﬂtﬂiﬁﬂ@#. : ﬁﬂﬁﬂtﬂ‘.ﬂv . mbm F
2 | DX STANURNN $ 4
WM ,.rh“...“tﬂﬁrﬂ_ﬂ;ﬂﬁ:HﬁﬁﬁﬁﬁAﬁuﬂt 63
VRSN Y P SSNNY Ko
@0 | (RPN LALLM <8
| AR r AN 15
b | (Ml \ﬂ*ﬂ .ME g
[ARAES :
RA%RY
Velsls Usg2 |
LK b £
NARERS 2
YN ..
75 RSN 4.3
N 22052 [, 7

R —_— <
? Yovd THemsie v 4

e5q Mogfas &

)
147

Plate

Isle of Man.
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Wheh acknowledcements to the Unknown Celtie Aatist of
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GCaelic Gy pupils of
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Plate 2]

Greeting Card adupted from the Rossie-Priory
Stone. It is probable that the stone was
similarly coloured in its own dav, the Celtic

artist being fumed for his love of colour,
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Aberlenmmo Stone.
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I'he Battersea Shield.
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Border on Cape and Siceves of Henry VIII portrait in
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Plate 30
A portion of a Celtic carpet showing the interlacement
of Zoo-morphic forms in a pleasing all-over pattern.
Manufactured by Quavle and Tranter. Kidderminster,
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BLEST BE THEJHOUSE, |,
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'BLEST BE THE PEOPLE ALL,

N
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The fireplace pane! of the blue-room
aof ** The Binns ' Linlithgowshire.
Desisned and carved by the author.

156



3T e

o %
L.
&
%
| =
-
=
-
L]
' &

“Iﬂ..

Ty "
" ma

Designed "I'_“" -'-'f“"-'l u'l.:;:."-::'I 16 vears, bused
wpon motifs from Book of Kells etc.

Fanbhroidered Ir*_‘-' girls unden 14 vears.

J”|ru'!'a_' '-II'-II

hy school-girls.
=

Plate 34

All-over carpet desien by the author.

1l pet design | hh

Manufactured by Quavle and Iranter,
Kidderminster.
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Embroidery designed and worked
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Plate o3

Articles 'I"_'L the author and -r'""'r'-'l'.-*:_
Iigures by the author, left ** The Ceomtimuity of Life,”’ H:fmn.l"'fu':m_ln.x
tooth ; ebony buse. Centre ™ T'he last work of the Creator ' @ wood
Right *' Deirdire and Naoise, Bone ; -Irri':;'l'n'l'”-’-“-'m bhase and

cigarette box; wood.
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Plate Ji
Desisn and model by the author. Sand

C.asting in bronze hy Messrs. Macdonald and
(Creswick, Fdinbursh.
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Plate 38

The manufacturer (lefty and the designer (right) at the
British Carpet Manufacturers' Exhibition, Horticultural
Hall, Westminster.
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A Celtic Hunting Rug, designed by the author.
Vunufactured bv Messrs. Quavle and Tranter, Kidderminster.
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Plate 39

j,.‘-.n'h.'.."'ur__u al Geltic Art in knitwear. enibroidered house dress.
embroidered hand-bags, sporran, etc.
By pupils, from charts and designs by the author.
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Reproduction of Bronze Plaque designed and carved
by the author. Sand Cast by Messrs. Mucdonald and
Creswick, Gorgie, Fdinburgh.
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