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From the AUThoR/ARTIST

Growing up in a lamily full of craflsmen and
artisans, [ hod no doubt that 1 would focus my
attention on the arts, It seemed that there was
always something being created in my childhood
home, The dl:i'li:l'lH rocim table was often full
af mewly cut quilt pieces, ceramic bisque and
glazes, or plans for the most recent woodworking
furniture endeavor. | can remember the pleces
ot an old muzzle-loading ritle submerged in
a butter tub of o, waiting for restoration,
while the barrel, coated with bluing, hung
from the patio door curtain rod and the gun
stock ot ready to be carved,

Mol hidden in some basement o workshop,
all the creating seemed to happen right in the
living room or dining room. Wonderful smells are
associated with these memories: turpentine and
linseed o1l, cedar woeod and walnut for carving,
newly bought calico fabrics, and the makings for

strawberry jelly on the stove.

Great Book of Celtic Patterns

My house, just like my mom’s, is tilled with art
and craft supplics. A basket of cloth and thread
sits on the floor next to my |i1.'ing room chair,

The yarn ball basket rests across the room in the
carner with the needles and hooks '!'n'_':ldj' for the
next afghan to be started. My studio area is stuffed
with boxes and totes full of paints, canvases and
papers, ghie, scissors, and accessories.

When Fox Chapel offered me the opportunity
to do a book that focused on presenting
technigues and patterns for Celtic knot work,
it seemed to be the perfect new project. In my
CEperience, few artisans do just one |_'r'.1|['1 OF one
svle of art. Many of us Cnjov a witle variety of
creative endeavors. And many of us already have
a strong understanding of our favorite art; all we
really need are new ideas and patterns with which

o cXpress o ursclves,



bow to use this book

a Celtic knot can change in the middle of the

As you work through the pages of this book, you
will see that there are no spiral, key pattern, or
geometric designs included here, These excellent
design motifs belong to the pre-Christian

Celtic era. However, hecanse the pre-Christian
era covers such a broad span of time and
development, | decided to narrow the focus of
this book to Celtic art from 700 AD to 1150 AD.
During this time, the Vikings invaded the British
Isles and influenced Celtic art, The modern Celtic
art so popular todoy cun be traced back to the
interlaced knot patterns that appear on the carly

illurminated manuscripts, a direct fesult of the

influence of the Viking culture on the British [sles,

We will start by exploring the basics of the
knotted line, including simple twists and braids,
plus cne-line and multiple-line knot patterns,
Enotted line patterns can include inserted
units, such as squares, circles, and hearts, and
they can be created by interocking self-contained
knot pattcrms.

Once you have an understanding of the way
knot patterns cin be created, we will go step-by-
step through the process of plotting and graphing
a hasic knot design, This will teach you how to
adapt the patterns in this book to your crafi or
project and how to graph your own new knot
desipns. Once the knot pattern is created, we
will explore how that knot can be incorporated
into different stvles of pattern layouts, including
squares, circles, line work, and corner ldeas.

Celtic knot work often contalns split lines,
Lendrils, and finjals, and we will study technigques

Lo create these elements next. The lines within

pattern. They can change size, becoming thinner
or thicker than in other arcas of the work, They
can also suddenly split into bwo or maore thin lines
with those lines then reattaching or reuniting in
one line. Because not all Celtic knots are closed
or self-contained, you will learn how to add
arnamentation or animal motif heads to the open
ends of your knot work,

Knot work and interlocked or intecliced line
designs are not constrained just to Celtic art; they
appear in almost every ar stybe and throughout
art history, Early Greek bas-relicl carvings show
b, thin plant stems that flow feom one avea of
the work to another, crossing over other stems
in 2 twist pattern. The Romanesque period
of ornamentation heavily incorporates the
interlocking line design, often with heavy foliage
and turned-back leaves. Early Russian desipns
show the knotted design as both stylized line
patterns and as intricate repeating motifs, Even
the Victorian era used the interlaced line to create
entwined vines of (loral sprays, and, during the
late German Renaissance, this motif appears as
highly detailed ironwork. So, 25 we explore the
idea of adding finials to your Celtic knot designs,
wi will also look at how different historical art
styles can use the Celtic knot work as the basis
for their design.

Finally, we will work through the variations that
the line itself can incorporate, including texturing,
pattern work, and even rope designs. So let’s
hl.!l:il'l aur _|'L:-I,|r'nq,“!." 1,E'|:|'ul;,|,5."h the knotted p;;ll;h af
Celtic art by first exploring the origins of the art.

Great Book of Celtic Patterns | 1x
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the crafter and artisan.
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Che ORIGINS OF
Celcic RNoTS

AN INTRODUCTION TO THE HISTORY OF INTERLOCKING
AND INTERLACING LINE DESIGNS

Today’s Celtic knot worl, the topic of this book, features complex designs

that developed over several centuries in Scotland, Ireland, Wales, amd

Morth England, with strong influences from the Viking culture, The first

examples of knot work in Celtic art appeared after the first Viking invasions

of Britain circa BOO AD. The Viking influence upon Celtic art continued

through six stages of Viking artwork until 1150 AD. In this chapter, we'll

take a look at illuminated manuscripts—writings that were embellished

with hand-decorated and gold-leafed borders, letters, and

illustrations—aof the Christian Bible and explore the ——

merging of these different cultural art styles into T

what is known today as Celtic knot work,




Chapter 1: The OrRIGINS of Celtic Knots

CarRLy Celcic ART

Figure 1.1, The earliest
Celtlc dasigns wane
creatad using the mas
basic of geometiic shapes
and patterns.

Early Celtic art, or pre=-Christian Celtic art,
consisted of spiral, maze, and key pattern
designs (see Figure 1.1). Key patterns arc
often described ag either angular maze designs
or straight-line spirals, Zigzag patterns and
diamond designs were common during this
period. These geometric shapes did not include
the interlocking line designs or the animal motits
that arc associated with Celtic knot work today,
In 635 ADL an [rish monk named Aldan was
summaned by King Oswald of Northumbria to he
the |_1i\|'!|l.:-|_'!- of the northern ares of King Oiavwalds
lands, Aidan, a Scots-Celtic monk from the Isle

of lona, established his monastery on an isolated

island named Lindistarne, His lile wos devoted to
converting the Northumbrians to Christianity.

By the time of St Aidan's arrival at Lindisfarme,
the carliest illuminated manuscripts were
already being created. Around 575 AL, o copy
of the Psalma called the Cathack of 5t. Colimcille
(Columba) was written. 5t. Colmcille, the
author and scribe associated with this carly
wuork, decordted the manuscript with enlarged,
ornate, initial lettering. The mnitial letters in the
manuscript wse the pre-Christian Celtic art style
of n|_1i|‘:'|.|~:. zigzag lines, and curved ling shapes bt

ni i111|.'|‘!u|_'|;-:_:i|1!.; knotg or line des I,

VIKING INFLueNces oN CeLTIC ART

In 700 AD, the Vikings, warriors from the north,
began their movement into Europe, then into
England and Ircland. It was in 793 AD that
Lindisfarne expertenced the first Viking raid on
Britain. These raids continued until 875 AD when
the monks (led the island.

The Boak of Kells, scribed by Irish monks,
is probably the most noted of the iluminated
Chrstian manuscripts and includes the four
Gospels written in Latin. Woerk on this book began
srownd 800 AD, The book is often associated with
[ona and Northumbria, where the writing was
begun, but it is now closely assockated with the
Kells monastery, located thirty miles northwest of
Dubling, Trelamcd, All but two of the manuscript's
680 pages are richly decorated with pre-Christian
Celtic spiral and key pattern art, interfaced Viking
animals, and Celtic knot patterns {see Figure 1.2
and Figure 1.3). Animals and knot patterns are
twisted or incorporated 1o become initial letters of
sections of the text. 5o the Book of Kells shows the

Great Book of Celtic Patterns

blending of the pre-Chrestian Celtic art with the

Viking influence that bad established itself in the

British Isles by the time of its writing,

Figure 1.2. This page from the Book of Kelis features
the symbols for the four evangelists. Matthew is
represented by the man, Mark by the lion, Luke by
the calf, and Jobn by the eagle,



Figure 1.3, This page, often called the Chi Ro page, begins Matthew's description
of the nativity. In addition to the knot work present in Lhe letters, the page also
contains a number of animals and people.

Great Book of Celtic Patterns |13
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Cimeline of Celtic ART

OSEBERG/BROA PERIOD
EARLY CELTIC ART

550 AD 600 AD 650 AD TO0AD 750 AD 800 AD

7N Y

550 AD - 750 AD
EarLy Celtic ART

D3]

830 AD - 970 AD
Oorre stage

880 AD -1000AD

JeLLiNG stage

Great Book of Celtic Patterns
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URNES STAGE
RINGERIKE STAGE
MAMMEN STAGE

JELLIMNG 5TAGE
BORRE STAGE

200 AD 950 AD 1000 AD 1050 AD 1100 AD 1150 AD

1040 AD - 1150 AD esent
UrRNES sTAGE [DoderN Celtic ART

Great Book of Celtic Patterns | 5
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Chapter 1: The ORIGINS of Celtic KNots

Figura 1.4. Earfy Viking
anitmals had little
resermblance (o the
animals they represented,

The Oseberg/Broa
period, between 750
AL amad 8B40 AL, is
considered the first of
the Viking art stages.
Animals have small
heads and extra-wide
bodies created with
curved lines. (ften,
an animal cannaot

be identificd as one

particular species (see Figare 1.4), Geometric

patterns are wsed to surround the amimal motits,

The most notable Viking animal of this stage is

called the Gripping Beast or Great Beast, often

taking on a dragonlike appearance.

Hetween B30 AL
and 970 AD, Viking
art moved into its
second stage: the
Borre stage. Amimal
bodies become thinner,
more fibbonlike, and
begin to intertwine or
twist within the design.
Curved bodies begin
to arch sharply. During

Figure 1.5. Interlacking
pattems, such as this
chalm mail sample, began
to appear during the
Barre Stage

this stage the ring-chain pattern is notable and is
one of the first interlocking repetitive designs of
Celtic knot work. This is the first appearance of
the interlocking knoet design as part of an animal’s
body or as a stand-alone pattern {see Figure 1.5),

The Jelling stage.
the third stage of

Viking art, probably
had the greatest
influence on the

Celtic art of today.

Between 880 AD and
1000 AL, the Viking

animal designs become

Figure 1.6. By 1000 AD,
the animal form had
matured into distinct and

inLrEcate patterns, intrcate in both their

Great Book of Celtic Patterns

interlacing and their decorations (sec Fignre
L.6). The ribbon bodies of the animal during this
period begin to contain their own decoration
of simple circles, stripes, or grometric patterns.
The mouths of the animals are opened and their
lips are extended to become small knot patterns.
Bpiral designs accent hip joints and jaw lines,
The fourth stage of Viking art is called the
Mammen stage, circa 950 AD to 1060 AD. More

realistic or natwral
animals replace the
stylized animals of
vatlier work. Yet the

badies of these animals

o include vory

complex decorations of

lines, dots, and stripes  Flgure 1.7. Viking

animals can create
imerkacking shapes

with their bodies, and
thase bodies can contaln
patterns and designs

(sce Figure 1.7). The
spiral patterns along
the hip joint and jaw
line become more
exaggerated. Mants and leaves begin to appear in
the artwark. The feet of an animal may often be
hard to distinguish becavse they can take on the
appearance of bwo or three plant leaves,

By 80 A D and through 1060 AD, both animals
and knot work appear. This is the Ringerike

slage, the fifth stage
of Viking art. Small,
thin tendrils are added
to the designs. These
thinner lines sphit

from either the line

work or the animal’s

hl.rLI.'!.' b curve and
Figure 1.8. The Ringerike
stage shows the heavily
decorated body designs
of the animals.

curl independently
[see Figure LB}, The
animal bodies lose
much of their interior decoration, and the eyes
begin to take on a strong almond shape. bMore
elaborate follage appears, as does the use of plants

and vines as framework Lo the main design.



Between 1040 AD and 1150 AD, amimals can

inchade more than ane head, and snake heads,

serpents, and dragon heads are often part of the

pattern. The open mowths established during the

Jelling stage now grip or bite other animals, or the

Figure 1.9. Late Viking
anirmals contain bBoth
thick and thin line work,
which cften creates a
random knotting pattern.
Heads often turn back 1o
grasp the begs or tail,

head and neck of the
animal turns hack upon
itselt to grasp its own
legs or tail (see Fignre
1.9). The round cyes

ot the earlier stoges
have been replaced
with almond cyes. The
spiral hip jeints bocome
minimal vet still pemain.
By Lhis stage, animals
have become the Celtic

knot pattern, their

bodies interlaced upon themselves and with other

animals er nserted geometric designs. This sixih or

last peniod of Viking art s called the Umes stage.

A NOTE ABOUT 5YMBOLISM

Wiking animals are an important part of the
Celtic knot work design style. The major
animals include deer, wolves, birds, and
dragonlike creatures. Snakes are often found
in Viking knot wark, but many of the early
animals are so stylized that they cannot be
identified. Both the Celtic cutture and the
Viking culture believed that adorning an
ohject with an animal gave that object the
strength or attributes of the animal shown,
yet there is no evidence that individual
animal matifs had special symbalism, spiritual
powers, or association with specific gods,
deities, or mythological stories. Mor do any
individual knot patterns hold a symbaolic
meanmg. Animals, animal knot work, and
line knot work can be used interchangeably
to create a Celtic design, and all three can
appear within one patterm.

DoderN CeLTIC ART

Cine of the last major Viking raids occurred in

10665 when the Saxon King Harold Godwinson,

an Anglicized Viking, defeated the Viking army

led by Harald Hardrade. lrenically, Godwinson

wis defeated later in the same year by William,

the Duke of Mormandy, and his invading army.

Williarm was also of Viking descent,

Althoughthe earhest Vikings arrived inthe British

Isles as invaders, Scandinavian peoples, including

Lhe Vikings, later settled into the areaas farmers,

sl ablishi ng will Ages and smalltowns. Dubling

Ireland, was originally a Viking settilement, Before

the Viking people were absorbed into the British

culture, arcund the eleventh century, they would

cipand their area of influence into the Byzantine

Empire, establish trade with Arab merchants, and

create trade routes inte the Middle East.

Conside ring the
pre-Christian Celtic
love for re petitive
geometric patterns,
spiral turns, and

flowing curved lines, it

1% casy to understand

Figure 1,10, Today's how the Celtic artists
Celtic and Viking animals
can incorporate some or
all of the elements of the

interlocking Celkic knaot.

of Ireland, Scotland,
Wales, arnd North
Britain would embrace
the intricate knot designs and animal motifs of the
Vikings. Today's Celtic knot is an incorporation

of all the cultures that inhabited the British Isles
during the cighth through twelfth centurics (see

Figure 1100,

Great Book of Celtic Patterns






GallLery

USING CELTIC KNOT WORK IN VARIOUS MEDIA

Mow that you understand the history of Celtic knot work, let's take a look at
some examples of knots used in different media to get you thinking about
how you might want to use Celtic art in your particular craft. You will find a
variety of knot work on these pages, everything from simple twists and braids
to complex interacings and large knotted designs. As you browse through
the examples, you'll notlce that Celtlc knot work can stand alone or be part of
an overall plece of art and that the interlecking and interfacing designs can
also form a framework for other art. I've also pointed out how elements from

the six stages of Viking history have influenced some of the designs.




Chapter 2: GALLeRY

Dragon Flight, 8 modern-
style Ceftic design, uses
three separate knotting
patterns fo create

the final design. The
backgmound border i3

a composite of several
knots to make the
rectangular frame for the
dragon. The wing tips of
the dragon in the mid-
ground are interlaced in a
simple trellis pattern. The
dragon's tall then knots in
the foreground to capiure
the background bonder
design, This project was
worked in artist ofl palnts
of canvas and measures
12° x 247 The pattern for
this project can be found
on page 168,

10 | Great Book of Celtic Patterns




| In Green Man, Wolves, and
dirds Panel, the Green
Man face is surmounded
by a comples braided
knat pattern that
transforms into Wiking
wiolves. To add interest
bl ow the face, two
Ringerike-style roosters
with entwined tails
grip the knot border. To
complement the frame
size of the Drogon Flight
painting, the Gheen Man,
Walves, and Birds Panel
wias palnted in artist oils
ona 12%x 18" canvas,
That canvas was matted
with chocolate brown,
and a small woll line
accent worked in colored
pencil finished off the
overset area. The pattern
for this project can ba
found on page 162,

Great Baok of Celtlc Patterns




Che ORIGINS OF
Celcic RNoTS

AN INTRODUCTION TO THE HISTORY OF INTERLOCKING
AND INTERLACING LINE DESIGNS

Today’s Celtic knot worl, the topic of this book, features complex designs

that developed over several centuries in Scotland, Ireland, Wales, amd

Morth England, with strong influences from the Viking culture, The first

examples of knot work in Celtic art appeared after the first Viking invasions

of Britain circa BOO AD. The Viking influence upon Celtic art continued

through six stages of Viking artwork until 1150 AD. In this chapter, we'll

take a look at illuminated manuscripts—writings that were embellished

with hand-decorated and gold-leafed borders, letters, and

illustrations—aof the Christian Bible and explore the ——

merging of these different cultural art styles into T

what is known today as Celtic knot work,
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The Horse and
Dragon Chessboard
complements
Backgamimean Board,
This ane was also
worked by first
woodburming the
design into birch
phrwood. Watercalars
were used to create
the shaded coloring
of the board without
loaing amy of the
woodburmed tones.
Danish of| was
applied, and the
board was framed.
The chessbaard, ton,
will become wall art
when not in use, The
Umnes-style dragon
header shows the
wuse af thick and thin
fines during that

Great Baok of Celtle Patterns




Chapter 2: Gallery

Many a Welsh sailor spent his time at ;

sei carving love spoons for Thase he 1
laft behind. The Four-Line Twined Heart %
Spoon (left} shows a simple entrapped ki
heart within a lattice knot deslgn, The ! |

Lattice Spatuln irght) uses the heart | v
pattern at the top of the spoon, Both

spoond were carved from %% basswood

and finished with boiled linseed oil.

The patterns for these projects can

be found on pages 176 and 177.

14 | Great Book of Celtic Patterns



Both sugar and tea were predious
commodities in the English kitchen.
Special spoons or scoops were carved

o carefully measume sach beaf and grain,
This English Honeycomb Braid Sugar Scoop
has a four-dine knot pattern around the
handle and a smaller cameo knot inslde
the scoop, Carved froma 2" x 2" x 12°
basswood blank, the finlshed scoop was
decorated by woodburning the knot
patterms., The patterns for this project can
e found on pages B4 and 117,

" B

Thils Leal-Tailed Dragon wiolid
be a perfect accent for a young
lachy's Jewelry box o hope Chest,
Woodburned on birch phawood,
the dedgn ako includes a little
lettering to personalize the
burning. Notice how easy it is to
add a small kot to the lettering
to give the name a Celtic look
The Mammen stage of Celtic art
Intrad ced organic elements,
such s this dragon’s keaf tail
The pattern for this project can
be found on page 135,

Great Book of Celtlc Patterns |15



Chapter 2: GALLeRY

Thiz premanufactured wooden clock's face became a wonderful canvas for Times
A-Wasting, a woodburned circular knot design with Laced Lovebinds as the center
accent. A small touch of watercolor work was added to enhance the circular aspects
of the pattern. Gripping beasts were a favorite theme during the Oseberg/Broa stage
of Viking/Celtic artwork. The pattern for this project can be found on page 172,

o R e e 2 i

16 | Great Book of Celtic Patterns




Religious crosses, such as this Ceftic
Cross 2, are popular patterns in today's
Celte art. Though this profect was
created by woodburning a birch
plywood blank, it would be as beautiful
carved, scroll sawn, or even stitched as
an apphiqué quilt 1op. The pattern for
this project can be found on page 181,
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Why reot wear a sample of modern Celtic ant?. Toil Knor Drogon was painted

usinﬁ gorylic artist cobors on the-back of a blue denim vest. | began by tracing 4
Ehe: o tern using dressmakers carbon, which you.can abtain at any fabric 4
store. Next, | applied one to two light cdats of white (o each area of the pattern

to block cot the dark color of the denim. Bright 2odors could then be added.

When the design was completed, | setthe scrylicedion by soaking a tea towel

in vinegar water, laying that towel over the colaranea, and franing until the

bl was dry. Thie patteim for this profect can befaunt on page 165,

18 | Er:h]: Book of Caltic Patterns
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I lightweight, | first

af cardboard and secured the area with straight pins,
Aﬂlrthedengﬂ w-sh‘nplieh:d i thinned each of the colors ﬂ‘lit [uhedirl
the painting with water and splattered the entire area using a toothbrush.
I finished the shirt by 'r-I'l.‘Hl'q the colar with vinegar tows| ironing method
explained on page 18. The pattern for this project can be found on page 164,
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Chapter 2: Gallery

Celtic knot designs lend themselves
easily to stencll work and block cuts.

For this Brocode Birdooge linaleum block,
the patterm was traced using carbon
paper. The autlines of the tracing wers
cut first 1o create the stencil image.
Them, the background area was removed
to create a positive prnt Jelling stage
animals can use their tails, necks, legs,
and bodles as part of the interbocked
line designs, The pattern for this project
can be found on page 142,



Hlock printing can be usad to create
hediday gristing cards, business cands,
and brochures, The two samples on
pages 2and 2 1—Brocaae Birdoage and
Knotted Tall Hart Panel—will become a

signed and numbegred limited edition
block print set. As youcan see inthese
samphes, the pattern that you earve
on your block will print in reverse
on your paper. Umes stage designs
lend themselves well to one-codor
weark because af the changing line
thicknesses The pattern for this project
can be found on page 135,
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Celtic Line ano
KNoT PaTTERNS

UNDERSTANDING TWISTS, BRAIDS, AND KNOTTED LINES
Interlacing and interlocking line designs come in a variety of twisted,
braided, and knotted patterns, known as straight-line designs. The simplest
Type of straight-line design is a twist. Adding additional lines turms a

twist into a braid, Other types of straight-line designs include stand-

alone patterns, such as one-line knots and multiple-line knots, The most
complicated types of straight-line design are tangle designs. In this chapter,

we'll take a look at how to create each of these designs.




Chapter 3
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Chapcer 3: Celtic Line ano KNotT Patcerns

REPEATING PATCERNS IN STRAIGHT-LINE DESIGNS

cunscs

Although some are complicated tangles of
interlaced loops, most Celtic-style knot designs
s r|1!,‘thmi|: repeating pattern to create the
final line work, Those repeating patterns can
easily be seen in stroight-line designs, Celtic
lines can also be made up of interlocking, self-
contained knot poatterns and inserted knot units.
Free-flowing lines interface whereas independent
sclt- contamed knots can interlock,

Within any Celtic knot, twist, braid, or tangle,
the lines that create those knots follow an over-
and-under pattern of weaving. Each line will cross
over another line an an intersection, At the next
intersection this same line comes 1o, it will be
woven under the crossing line. $o cach line will
go over one line, and then go under the next line.

If the intersections of a line continue throughout

Twists are the simplest line designs for Celtic
knot patterns and are created when bwo or more
lines are laid one over the other to create an
interlacing pattern (sce Figure 3.1 and Figure
3.2). Twist patterns always repeat the over-and-
under rhythm.

A twist pattern is easily adapted to specific
measurement needs in pattern work singe cach
twist unit 1s identical to all other twists in the line.
You can vary the helght and width of the twists,
and each pattern can coentaln several different
heaght and width variations (see Figure 3.3 and
Figure 3.4). Several sets of two-line twists can be
I._I.:l‘1'l.|'|ji'|l.'-l| or laicd over each -:!lt||1:l' Lo Cheale msrg
complicated-looking designs (see Figure 3.5 and
Figure 3.6). Twisted line patterns, as with any
Celtic knot design, can use both curved sides and
angled sides (see Figure 3.7). Twists are perfect
for stralght edges, curved or clroular designs, and

curved corners. Simply add or subtract twists

Great Book of Celtic Patterns

the design in this over-and-under pattern, that
pattern is colled a perfoct weave,

For some patterns, because insertions have
been added or becanse the knot pattern is used
to frame an inner design, that over-and-under
weaving pattern can be broken or disturbed.
You will find several patterns in the pattern
section where one line is forced over two or
more intersections or forced under two or more
intersections. Those types of non-continuous
woven designs are called imperfect weaves,

Discovering the repeated knot or interlock
pattern will allow you to easily adapt that knot
1:|1.-.:~.il.',1: to corners, cirches, and Ili'i.'l.'-rlll,,:lh'il:l“
artwork in the following chapters. Let's take a

closer look ot each of these designs.

from a twisted line pattern to adjust that paltern
to fit your particular project requirements. By
dropping a twist, you decrease the kength of the

lime pattern. If you add twists, vou increase the

length of the design (sec Figure 3.8).




Figure 3.1. Two lines twisted one across the other over
an even spacing creates the most basic of interlecking
line patterns. Motice how the top line ahways falls over
thee bottom Ene of, in othes words, how the left lne
always crosses over the right ling,

L3 3

Figure 3.2, The size of the line pattern can be changed
by widening the spacing or by widening the height

of the curves within the twist, but the over-and-under
rhythm of the line remains the same.

4 4

Figure 3.3, This line hat a simple repeat of one
large twist followed by one small twist, creating
arickrack look. Agaln, the aver-and-under thythm
of the line remains,

. 4 3

Figure 3.4, The number of small and large twists
within one line can be easily charged, making this
pattern type extremely versatile,

Figure 3.5. For this pattemn, two sets of twisting lines
have been interlaced. Each wet contains the identical
one-large-twist-and-one-small-twist pattern. Even

im the four-line twist, the rhythm of the interdacing
remaing the same In every repeat of the pattern.

4 4

Figure 3.6. Here, the twao sets of twisted lines are
different from each other, The cuter twist contalng &
one-large-twist-and-one-medium-twist pattemn, whila
the Inmer twist 15 created with a three-small-twisis-and-
one-mediu m-twist pattern

¥ L 2

Figure 3.7. This pattern uses two sets of identical tedst
pattermns. Each twist containg ane curved side and one
angled side to make the diamend edges.

Figure 3.8, This tample has three twists within ome langer twist area, The pumber
of timees thiat you repeat the twist pattern determines the kength of the line,
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Chapter 3: Celtic Line aNo KNoT PATCTERNS

OrADS

Interlacing three or more lines creates a braided
pattern, which is slightly more complicated than a
twist. Here are samples of basic three- (see Figure
3.9), four- (see Figure 3.10), and five-line (see
Figure 3.11) braids. Usually, braids are worked
with an evenly repeated spacing, but you can

vary this spacing. as shown in Figure 3,12 and
Figure 3.13. Braids do not have to be created
with the same size lines throughout, cither. Braids
are excellent design choices for borders, stroight
edges, curves, and corners and can be used to fill
very large areas of pattern work in a lattice effect.

¥ 3

Figure 3.9, The three-line braid is the most basic
interlocking line pattem.

A 4

Figure 3.10. Working a braid with four lines adds an X
pattern to the center of the braid.
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4 4

Flgure 3.11. Tha five-line braid begins to take on the
loak of latticework. The more lines you add to a braid,
the larger the center of the latticework becomes,

Figura 3.12. This pattern uses one pair of thin lnes in
contrast to the second palr of thick lines. Even though
it folkowes the four-Ere bratd weave, by changing the
dze of the loops In different ameas, the overall look of
the braid is altered.

Figure 3.13. Twist and braid patterns can vary in
the number of lines used, In the dze of each loop
area used, and even in the thickness of the lines
that are interlaced.



KNotTced LiNes

Cinee you've mastered twists and braids, knotted
lines are your next challenge. When making
knots, the line turns back wpon itself to create
the interlacing. Knots can be created using only
one line or using multiple lincs, and they can be
as simple as one loop or as complex as multiple
lnops that become tangles.

[f you wish to completely fill an area or move
from one design pattern inte ancther, the knotted
line is an excellent choice, Let's take a look at
the three types of knotted lines: one-line knots,

ultiple-line knots, and tangles.

one-Line Knots

The one-line knot pattern is 2 commaon theme in
Celtic work. It can be as simple as 2 one-line twist
(sce Figure 3.14). The look of the knotted line
can be quickly changed by adjusting the shape of
the loops and by adding angles within the loops
for variety (see Figuree 3.15 and Figure 3.16). You
can thread the line through the loops of a

knot as many limes as you wish bo create larger
knot patterns {sec Figure 3.17). Very simple
looped knots can often create beautiful repeated
patterns that flow throughout the artwork

(sce Figure 3.18).

Figure 3,14, This simple
kraot patterm turns

back upan itself in one
loop, still re peating its
over-and-under rhythm
throughaout the line, You
can séé That the upper
line of the loop always
lies et the curved area
of the koop,

Flgure 3.15. For this
sample, the line creates
& loop, a4 in Figure 3.14,
brut then is threaded
thraugh the opening
made by that loop.

This is a half-hitch knot.

Figure 3.16. In this
pattern, the knot has
been stretched to make
a bomg knot, plus one
of the loops is angled
wihile the cther retains
a curved prafile,

Figure 3.17. Even though
this knot interlaces threa
times through its koops,
the over-and-under
riwythm remains the same
Im all of the knots,

Figure 3.18. Because

""l-, & these samples use simple
%'{ - 4 kit s, youT eye can
quickly folkow the over-
and-under rhythm that
leads into the next knot,
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Mulciple-Line Knots

Line knots can also be created using multiple
lines. In a two-line simple knot pattern, the size
of any loop within 2 knot can be adjusted to make
room for new interlaced lines. These multiple
lines can follow either identical patterns (see
Fignre 3.19 and Figure 3.20) or varied patierns
{sce Figure 3.21} to complete the finished knot.

Cangles

5o far, the patterns in this chapter have featured
repeated patterns, which were created with lines
that cross over once then continue on to a new
knot or twist, Tangles, however, twist, turn, and
fold upon themselves without any predictable
pattern and can turn back inte the knot multiple
times (sec Figure 3.22 and Figure 3.23), making
them the most difficult type of knotted- line work.
Tangles are perfect for filling in large arcas of
work or for enhancing motifs such as animals

{see Figure 3.24],
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Chapter 3: Celtic Line ano KNoT Paccerns

Figurs 3.19. The two-line simple knot pattem is made
using the two identical, simple loop knot lines. The end
af one line is then threaded or interlaced through the
leap of the secand line.

Figure 3.20. Thiz is a varation of Figure 2.19. The lines
create a spiral look by adding circles around the basic
leap. Twe identical lines are uted to make this design.

Flgure 3.21. This Viking Kirng and Horse Pansl
shows & multiple-line design created with varying
knot patterns,



Figure 3.24. This Viking
animal sample shows
hcvar a tangle knol can
b= used to fill the space
of & design. The tangle

|5 created wsing four
Interlaced Unes. One line
% the basic spiral knot
created by the dragons
body. That body spiral
interlocks with a two-line
mirror-image knot, The
fourth tamgbe line is from
the elongated muzzle and
also laces with the two-
line mirrofdmage knot,

Figure 3.22. This pattern sample (s made up of three
identical tangles. Within the actual knot pattem, the
lime turns and Interlaces itsell over and over again until
the kot area has been filled.

Figure 3.23. The shaded version of this knot pattern
chows both the under and over interlacing of the
pattern as well as how the knot is repeated to create
thue final lime.

INSERCED UNITS

Some Celtic knot patterns have inserted units that 1 3 Figure 3.25. This pattern
is @ simple twist design
using twe ines. A cirche

are scli-contained. These inserts enhance a simple

Lwist, braid, or knot pattern. Circles (sce Figure design has been added
3.25), figure cights, and diamonds are some ;:I:i;?:.emumns of
commonly inserted units. Inserted units can he

l..l.'q.l.'d al ¢ver ¥ interseclion Lo ull!l..].:m;l.' 4 QUrNer

or central point in the line.

Just as self-contained unlts can be added Lo a Figure 3.26. This pattern

|5 created by interlocking
one sell-camtained unit
with anather, Each unit
connects to one unit on
one dde and anothes
knot is woven into the knot behind it and the knaot unit an the other side.
Repeating this pattemm
keeps the Ene growing,

line L||,;.\i.ﬁ|1, sevieral self-contained units can be

i|L|,1:1'|r|l<_|n.;|,'L5 I create the kll-.:-tﬁl'lg p allerm of a I.ilI.L',

With interlocking knots (see Figure 3.26), each

ahcad of it to continue the line movement.
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JPLOTTING ANO

GRAPDING KNots

USING GRAPH PAPER TO CREATE AND MODIFY
KNOTTED LINES

Graphing or plotting a knotted ling is the easiest way to create new layouts
and new knot patterns. To plot a line pattern, you will need graph paper,
colored penclls, and an eraser. The scale of the graph paper, from four
sguares 1o the inch to ten squares to the inch, acts as a quids to the size
and thickness of your knotted line. Using graph paper with fewer squares
per inch will give you a large and thick knot. The more squares per inch, the

smaller and thinmer your knot will be. Let's take a closer look

SUPPLY LIST

[] Graph paper, or a photocopy of the
provided sheets

| Colored pencils =
(] Eraser

—



Chapter 4: PLOTTING ANO GRAPhING KNoTs

EXERCISE |. PLOTTING A SIMPLE KNOT PATTERN

This is a simple halt-hitch knot pattern that creates o heart shape. To create a the pattern, graph out

and connect the lines, as shown in the demonstration below,

Start at one end of the thread, and notice how the over-and-under
pattern that we saw throughout Chapter 2 is repeated here.

With a colored pencil, mark where the knot will touch the intersections of
the graph squares. Note how the graph paper can guide you in creating
both straight and diagonal lines. The first pencil plotting will have angular
cormers, These will become curved kater in the graph wark,
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3 Once the knot has been plotted, connect the dots with a pencil line.

Widen the pencil line to the desired thickness by drawing lines on
either side of the original lime, As you establish the thickness of the line,
also smooth aut the curves in the loops,

Place your Ainger on one end of the knotted line. Follow the line up to the
first intersection of your knot. With a pencil, mark the line as lying on top
of or over the intersected line. Move your finger along the same line to
the next intersection. Here, mark the line as going beneath or under the
second line, Continue marking the intersections in an over-and-under
pattern until the entire knot has been worked.

Great Book of Celtic Patterns
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Chapter 4: PLOTTING ANO GRAPDING KNoTs

EXERCISE 2: CREATING A NEW PATTERN FROM A PLOTTED PATTERN

Mow that you have created o halt-hitch knot, let's alter it to make it o self-contained knot

by looping the lines back through the design and joining them together.

Study the pattern. You can se¢ the basic heart-shaped knot shown in Step 1
of Exercise 1 within this new pattern. In the previous exercise, the knot
ended with straight lines. For this pattern, those lines will be looped back
inta the knot to join at the top of the heart. If you trace your finger along the
path of the knot, yvou'll notice that the over-and-under pattern is still present.
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Plot the original haart-shaped knot pattern n red ink. Here, 've marked
the ends of the lines at the bottom of the heart knot in gold. These gold
plot marks will not be used in the new knot. The blue plot marks show
where the end lines loop back into the knot to join at the top of the heart
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3 Here Is the new pattern plotted out.
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Place vour finger on one area of the line. Move your finger along
that line, marking each intersection as an over or under jJunction.
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Chapter 4: PLOTTING ANO GRAPDING KNoTs

EXERCISE 3: CREATING MORE COMPLICATED PATTERNS
FROM PLOTTED DESIGNS

As you become more 2t ease with plotting Celtic knots, you will begin to work more complicated
designs from the patterns in this book. Breaking a line into two segmenis then lengthening those

new segments is o simple way to give your pattern more depth,

Study the pattem. This one is worked from the knot we just finished
in Exercise 7, and you can still see the simple heart pattern knot fram
Exercie 1 that both knots are based on.

*e P LR X ]

L] L ] » L ]
L ] aoe S e L]
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L
]
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Using red, draw the plot marks that will be incorporated from Step 3 of
Exercise 2, Because this new pattern will need space for the additional
lines inside the loops of the heart, the original loops (gold plot marks)
have been changed. Draw the larger loop in blue plotting marks. The
gold plotting marks will not be used In the new design.
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Here are the plot marks for the new knot up toe this point. You can
make the loops as large as necessary 1o create room fof a5 many new
interlocking lines as you like. Here, I'll be adding just one additional line,

Extend and cross the original interlocking lines that run through the
center of the heart, shown in red, to break the line into two places,
Use blue plot marks to show where these lines will cross in between
the two loops then fold back down into the loop areas above the
orlginal interlocking lines. The gold plot mark will not be used in
the new design.
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Chapter 4: PLOTTING ANO GRAPDING KNoTs

EXERCISE 3: CREATING MORE COMPLICATED PATTERNS
FROM PLOTTED DESIGNS (continued)

Add a pencil line to connect the plot marks. You can see the two new
lines inside the upper sections of the loops,

b Widen your guideling to the correct thickness for your knot.
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Place vour inger on one end of the knot. Follow along the line,
marking each intersection as an over or under junction,
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Chapter 4: PLOTTING ANO GRAPDING KNoTs

EXeErcise q: BREAKING A KNOT PATTERN INTO MULTIPLE LINES

Mew loops and turns are not the only clements you can add to a plotted pattern

You con also break the pattern lines into new sections Lo create multiple-line patterns.,

Study the pattern. Again, this pattern is worked from the previously
plotted pattem for Exercise 3. The new pattern contains two lines,
One line is very similar to the original heart pattern in Exercise 1.

It is interlocked with a second line that encircles the heart.

LE & *e e
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] L 2 R L B § L & 8 L
] - L X L ] LR L L ]
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L] ] » . » L
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L] L > L
LS e L S N
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Begin by plotting out the pattern from Step 5 of Exercise 3, shown

in red plot marks, The loops of the original heart shape are marked
in gold and will not be used in the new pattern, Widen the loops to
allow room for the new intersection lines, shown in blue,
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Break the bottom tight loops into twe individual lines, The new
plot marks are shown in blue: the old plot marks in gold.
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Your new design should have three open-ended lines on each

slde of the heart area.
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Chapter 4: PLOTTING ANO GRAPDING KNoTs

Exercise t.’]: BREAKING A KNOT PATTERN INTO MULTIPLE LINES (continued

Connect the upper open-ended lines to each other by plotting a large
lpop below the heart area, as shown in blue,

b Draw a pendil line between the plot marks to connect the dots.
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7 Widen the guideline to the thickness you want for your finished knaot.

Place vour iinger on one end of the knoL Follow that line, marking each
intersection as an over or under junction. Becauss this pattem is created
using twao separate lines, you will need to repeat this step for the secand
line, continuing the over-and-under layout for each junclion point

Che Next steps

Any tvpe of Cellic twist, braid, or knot can be
plotted and altered in the same manner. Il you
would like to practice on some designs, try
plotting the ilustrations in Chapter 3 and then
altering them.

Once vour knot is plotted, youll want to trace

it onto plain paper. After vou have become familiar

wilh the process of graphing Celtic designs, you
may also want to try out one of the drawing or
Celtic knot computer programs that are available.
These may help speed up the process. Your final
illustration should show all of the over-and-under
intersections cdearly, similar 1o the final step in

each of the exercises shown here.
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Layout Toeas

CREATING EORDERS, CORNERS, AND MULTIPLE
INTERLOCKING KNOTS

Once you have created a knot pattern, it's time to place that pattern in a
layout for vour design work, Interlaced and interlocked pattermns are easily
adapted and can be used for any design area, including line work, corners,
circles, and cameo maotifs. This section will explore a few of the basic layouts

used with knot patterns and lines.




46

Chaptcer 5. Layout loeas

Oasic layoucs

Figure 5.1, In this sample,

the heart knot has been
connected to create a
straight-line pattern with
each knot standing alone.

Figure 5.2, Here, the
leaps of one heart
interlace with the lcops
af the next heart Knot,
This pattern connects
multipde knots with
new Intersections.

The half-hitch pattern, or heart, that we plotied
in Exercise 1 in Chapter 4 is an excellent knot
sample to show how lavouts can be arranged. Two
or more hearts can be strung together side-by-

side {see Fignre 5.1), or they can be intertwined

(see Figure 5.2), A seli-contained knot can casily
be placed in the corners or along the sides of a

square (see Figure 5.3). By orienting the hearts to
different positions, other complex designs can be

created (see Fignre 5.4 to Fignre 5.5).
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CORNER 10€AS

Line designs will need to be adjusted when in finiale {see Figure 5.6). A second option is
they are wsed around the corner of a square or to interlock two independent line patterns {see
rectangular lavout pattern, and using a ditferent Figure 5.7). If your design incorporates braids,

knot pattern in the corner gives greater umplm.&is the hraids can be woven together to create one

to that corner area, sclf-contained corner pattern (see Figure 5.8), A
Several visually interesting options are available  final option includes the use of newly created knot

for corners. One option is to create a corner patterns that are simply placed over the corners

by overlapping two ane-line designs that end [see Fignre 5.9 and Figure 5.10). Corner motifs

can be placed directly over the adjoining knot

lines so that the hnes disappear under that motif.
As you've scen in this chapter, not all knot
patterns are self-contained, meaning that not all
knots are created from one continuous, connected
lime. Celtic knot patterns and lines can use finials,
can have added decorations on a line, and can

have stopped or broken lines.

Figure 5.6, This corner is created using two one-line designs, Each ling has a finial,
which is an added decoration on a line to stop or break that line, The finials ame
allowed to simply overlap at the corner intersection.

Fh_ll.lr- 5.7.Inthit tam P, the carner it also created
from two independent lime patterns. The open loop
at the end of one line 15 allowed 1o overlap and there
interleck with the loop of the second line.
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Figure 5.8. A four-fine
braid pattern makes up
this corner Idea. Two of
th lires froam the braid
are moved through the
corner area and inta the
brald on the ather side,
The corner has a simple
overlap patterm as the
transition point. With the
usa af the carrer lines,
these two braided side
sections have become
ane seli-contained
corner pattern.

Figure 5.9, Because this cormer is created from a one-ling knot partern, it is easy to
insert a new and different one-line knot for the cormer tranzitlon.

Figure 5.10. Square motifs can be easily added to a
corne joint where twi lines meet. Adding a square
miotif eliminates the problem of creating a new knot
pattern in the comer area and creates a focal point
within the design.
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JPATTERN
ChanNges

ALTERING DESIGNS TO WORK WITHIN A SPECIFIC
LAYOUT OR SPACE

Because there are no rules In Celtic knot work, other than the over-and-
under pattem of intersections, knotted line patterns can easily be changed
or adjusted 1o fit within the space requirements of your craft or art Splits,
polnts, and insertions are just & few of the tricks that can be employed wo
alter Celtic kmots to fit any scenario, Each of these changes is equally easy

to accomplish, and several can be used together o create a new design.




Chapcer O. PactrerN Changes

SpLICTING the Line

The lines within a Celtic knot pattern can be split
or divided at any place inside the knot, These
split sections can follow the original line’s over-
and-under lacing pattern, or they can becormne

new lines that interlock independently from the

original line (see Figure 6.1). Split ines can oven

join other split lines to create new loops within
the knot {see Fignre 6.2).

Adding split sections to your knot pattern
creates more over-and-under work within the

lacing. [t also gives varicty to the line work within

the knot because some of the lines will be thick in

comparison (o the thinner split lines.

Figure 6.1. The D-ring knat pattern (top) employs Figure 6.2. The body of thi:s double bird pattern splits
a lime of the same thickness throughout the design at the top of the circular loop, one split line per side

It has a simple and sasy-to-follow [nterlacing. The Those twao <plit lines than [oln within the loop to creats
Bottam sample (5 Based on the above D-ring knot a knot inside the circle arsa. The long scroll feathers
pattern. In the new design, the right-hand side of at the top of the design also join 1o become & knot
each curve in the knat has been split into two pleces. pattern. This design shows the use of thick and thin
Each part of the split lime has then been allowed 1o lines, with the body area being the widest portion of

irmerlace. The very simple knat from the D-ring pattern the lire and the split knots becaming the thinnest.
now has a complex look. The use of thick and thin

line areas in the design emphasizes the wide vertical

and harzontal crossed Enes.
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ADDING ANGLES AND POINCS TO FILL your Space

Adding angles and points to 2 curved design alsoe
lends interest to the work. In an otherwise curved
and flowing pattern, the occasional point pulls the
eye to that area of the knot design (see Figure 6.3).

Figure &.3. This is a two-line pattern that has open areas between the knotted
sections of the line. Angles have been uted to emphasize the tilangle shape
within the main knot.

ADDING INSERTED UNITS

Inserted units can be added to fill in an otherwise
open, lacy design (see Figure 6.4). Squares,
diamonds, circles, and heart designs are simple
inserts that can add interest to a knotted line
desipn, Figure-eight designs and self-contained
knot designs can also be wsed to create a more

complicated look.

Figure &.4. A heart-shaped insert unit has been added to fill the paces between
the original knotted Ene design, The point of the heart has been placed to match
the points created in the orginal loop. The pattern now has a solld feeling to it

ADDING SPIRAL TURNS

Twisting spirals thal continue the over-and-under
pattcen of the knot can quickly and easily fill ot
any open space ina knot patiern (see Figure 6.5).

Figure 6.5. These new
2 4 L ] loops can be circular
or pointed or some of
bath, as shown hers,

| depending on the aiea
that you need 1o fill

StrecchiNg the Lines AND Loops

Angles and points can be added in the loop areas
Lo bring the design down to touch the outline of
ancther area. Loops can be pulled and stretched to
give added length to your pattern (see Figure G.6).

Figure 6.6. Loops can be
pulled and stretched to
fill open areas in a desig.
Here, one af the lower
loops has been pulled
toward the center of the

knat pattern and has

been sharply pointed 1o
fill the space.
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fNiaLs For
INCERLOCKING
OeSIGNS

USING ANIMALS, LEAVES, AND SCROLLS TO FINISH
KNOTTED LINES

Adding finials, the ormamental elements that cap open lines. is a great way
to add interest to your Celtic knot work. In addition to completing any apen
lines in your designs, finials can establish the style of a design through the
use of histarical elements, such as Viking animals and Romanesque leaves, or
ather embelfishments, such as scrolls and flowers. And, because interlocking
line designs are used in so many art styles and throughout many historical
periods, the variety of finials is wide open to your imagination. You may

oven decide to break some of the lines in your knot work to allow for

the addition of finlals. In this chapter, we'll take a closer look at

the various types of finlals that cover the end of a line.




Chapter 7: FINIALS FOR INCERLOCKING O€ESIGNS

Dow to Add FINIALS TO YOUR DESIGNS

Let's take a look at some examples of ways to add
finials to vour Celtic knots, The most common
wavs to add finials is to add them o
a knot with open-ended lines or to break a knot
to create open-cnded lines for your finials,
Figure 7.1 shows a simple, open-ended knot
that is a perfect candidate for the addition of
finials. In Figure 7.2, I've added stylized animal
heads to the open line arcas, Notice how all of the
vlements koep the weaving pattern of the design.
Figure 7.3 shows a self-contained knot that can

be adapted to allow for finials by breaking a line to

Flgure 7.1. This Celtic knot pattern has twao open- create two open ends, Figare 7.4 illustrates how
ended lines that can be adapted to create a Viking

- . Rt the finials were added to the broken line.
animal design using finials.

Figure 7.3. This self-contained line patterncan be
adapted to accept finials by breaking one lime to create the
openends that anre needed to accept the animal heads

Figure 7.2, Stylized animal heads have been added

to the open ines of the knat in Figure 7.9, Notice how
the head scroll lines interlace with the knot and the
mauths and tongues alsa interlock. These particular
animals have three scroll lines coming from their heads.
The longest scroll line, the one on the cuter edge Figure 7.4, Here, the top arched line of Figure 7.5 has
of the pattern, laces twice through one loop of the bean broken to allow for the addition of this pair of
ofiginal knot pattern, The two smaller ones lace as a s6t  stylized bird heads, Notlce how the birds grasp the
with ane over the ariginal loop and the next under tha kot line below. Leaf-styled feet have been added
ariginal leop, keeping the rhythm of the knot. to the angled loops of the criginal knot,
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Whenever you add finials to your work, you'll
find that it best to do so in paies, even if they
have the illusion of being a single unit, to keep
with the weaving pattern of your design. A one-
line design, for example, can easily be changed
into a Viking animal with a twisted tail and

entwined neck (sec Figure 7.5), a briar rose with

interlocked stemn and leaves, or even a classic

Romanesque acanthus leaf design. Your finials
1 ; & Figure 7.6. This knot features two very distinct animal heads as finials, Notice how

can also be two distinet units, such as two animal  they are Incorporated into the weaving pattern of the design.

heads (see Figure 7.6). Adding two interlacing

arcas from a finial is a way to enhance this offect.

This means that one aren will become the "over”
part and the other area will become the “under”
part that keeps the thythm of your knot design
{see Figure 7.7).

Figure 7.5. In this design, the knot pattern is also the
animal’s body, legs, and tail. Though the animal makes
the design feel like a single unit, the head and the tail
serve as the two finfals capping the ends of the knot,
This particular design contains an inserted figure-sight
unit that adds more dimension 1o the piece.

Figure 7.7. Celtic knats can be windows ar frames for
Viking animals, This knotted pattern contains a large
open circle. The space within that circle can be filled
with any designor pattern. The twe head sorell finials
keep the thythm of the original frame knot, The tall
feathers are split to retain the over-and-under weaving
pattern when crossing the circle,
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Chapter 7: FINIALS FOR INCERLOCKING O€ESIGNS

VIKING ANITDALS AS [INIALS

Figure 7.8, The top row
shows the classic Viking
dear design. Dear antlers
are aften thown 8t curved
sereldl lines, The second
row shows the Yiking
horse, and the bottom row
shows the snake panem.
This smake head can also
appear asa bied's head

if feathers are added as
alopknot

Figure 7.9, Dogs and
wolves are very common
images found In'Viking
animal patterns. &s this
image evolved, It took
on exaggerated teeth
and elongated muzzles.
tome dog and woll
patterns become 5o
exaggerated that they
take on the appearance
of wingless dragons,

Figure 7.10. Birds

were a favorite Viking
image. Their beaks can
be stretched to clasp
the kreatted line, and
their topknots are often
clusters of soroll linmes
that tangle with the
knot patterm.

Figure 7.11. A wide
variety of leq, feet, and
tail designs go with the
Yiking animal heads.
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Wiking animals of all sorts make inleresting
fininls. Becawse the animals are go stylized, it s
often hard to determine exactly what species an
animal represents. Fignre 7.8 to Fignee 7.10
show examples of what artists have come to call
deer, dogs, and hirds. Figure 7.11 shows some
of the ditferent ways to stylize your animals' feet
and tails. Legs in these designs tend to appear
as it they were attached to the animal’s body as
a separate picce, and that attachment point can
happen anywhoere within the knot design. As
vou can see in Figure 7.7, foeet can be anything
firom a vory simple hoof design to twisted and
curved toes, Some feet even appear to become
leaf patterns. Tails are important parts of Viking
animal patterns because they can easily be
lengthened or stretched to interlock with the
original knot {see Figure 7.12). Additionally,
¥iking animals have no rules regarding where
heads, legs, bodies, or tails fall within a pattern.
Any of the loops in the original knot can be used

to create any varicty of body parts,

Flgure 7.12. Motice how the tall s lengthened

and how it is the only element of this Viking desr
pattern that twists and interlocks. This keeps the desr
as a recognizable image wet still has the fun of the
aver-and-under weave pattern found In Celtic knots,



OtheRr 8tyles of FINALS

Asside from Viking animals, many possible finials
can be added to any knotted line pattern, Here
are just a few ideas to get your imagination going.
Figure 7.13 and Figure 7.14 show a variety

of arganic and geometric H]‘lapuﬁ that YouL Can

use in your finials.

HLGLSLI4YY

@@@a{!% 4 @/ﬁ/

Figure 7.13. Leaves, flowers, and other organic materals create a Figure 7.14. Geometric finials add a crisp finish to a line.

lighter finished effect and give the overall design a beautiful flair.
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Chapter 7: FINIALS FOR INCERLOCKING O€ESIGNS

Flgure 7.15. This self-contained twist patbern would
make & wonderful accent paint to any craftwork and
can be easily modified to accommodate finials,

Figure 7.16. Breaking the knot from Figure 715 at

the top lcop allows for the addition of a simple scroll
finial, Thase wrolls could now be Interlaced with

another knat pantern, & straight accent ing, of even
# mioncgram ketter,
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Lets look at a vancty of ways finials can
enhance your designs, Breaking a self-contained
kmot allows tor the addition of scrolls or more

complex designs {(see Figure 7,15 to Figure 7.17).

Figure 7.17. Here, the knot from Figure 7.15 has been
trandformed into a Romanesg ue-style design, Leaves
have been added as finlals and incorporated into the
interlocking pattern.



simple, self-contained mirror image knots
(where the top part of the knot is identical
to the lower part of the knot) can provide
an excellent starting point tor adding finials
(sce Figure 7.18 to Figure 7.20),

Figure 7.20, For this sample, the leafl pattern from
Figure 7.19 has been changed from & stylized leaf inlo
a raalistic leaf deslgn. Notice how the tips of the leawves
have been elongated 1o intedace with the leaf stems,
Figure 7.18. This self-contained miror image knot can  Thege leaves can be found in Italian Renaissance panels
be easily broken to include finials. srd fieans.

Figure 7.19. The knot pattern in Figure 7.18 has been
broken at the center to retain one half of the arginal
pattern, A VikingCelic leafl design was added to the
oper-ended lines.
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Chapter 7: FINIALS FOR INCERLOCKING O€ESIGNS

Recognizable symbols can make great finials
andl can change the appearance of a design
dramatically, lo Figure 7.21 1o Figure 7,23,

a simple knot was wsed (o create a bird-catchings

a-fish knot and an lrish thistle knat.

Figure T.22. Here, the top line has been broken and
animal heads have been added, The original pattern
fram Figure 7.21 has gone from a simple knot to a
Figure 7.21. This simple pattern is a good starting bird-catching-a-fish pattern.

point for creating knets with symbols.

o O

)
)

Figure 7.23. Classic Irish thisthkes were uied here 1o create the finials for the knom
patterm from Figure 7.21. The thistle flower is a good luck symbol for the lish culture.

Ve
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Larger knots, like the mirror image knot in
Figure 7.24, can be modified to include finials,
and these designs could il a tabletop or chair
back (see Figure 7.25). You can also retain anly
part of the mirror image for smaller options

(sce Figure 7.26).

Figure 7.25. Here, the knot from Flgure 724 goes into
a Gathic-styled leaf design. The leaf pattern seems 1o
sit on top of the knot design as if it were a separate
piece of unit.

Flgure 7.24. This knot is a large mimmor image pattern,
which could fill a large area of work, such as a tabletop
or chair back, It is perfact for working with finlals.

Figure 7.268. The design from Figure 7.24 has been
broken to retain one part of the mirror Image. A small

leaf flourish has been added.
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ChapteRr 7: FINIALS FOR INCERLOCKING O€ESIGNS

Diouble knots are easily altered to become Remember, the variations on finials and their
unigue finials. | transformed the one in placements are endless, and pairs of finials don't
Figure 7.27 into 2 Victorian design as an necessarily hove to be the same size, As you
example (see Figure 7.28) develop your own, keep in mind the final use

You can also keep any finials very simple so that of the project. The elements of the finished
the emphasis remains on the knot itself, Fignre piece may dictate how many and what types
7.29 and Figure 7,30 show two cxamples of of finials should be used (see Figure 7.31).

simple but decorative finials.

Figure 7.27. This is a double knot pattern where one Figure 7.28. The double knots in Figure 7.27
kmot from one line section interlaces with the mimror quickly became entwined branches for this
image knot an the ather line section. Breaking this Victorian berry pattern.

type of pattern can create unigue finials because of

irterlacing and rhythm,
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Figure 7.249. This simple twist design ends with a ball finlal.

Figurg 7.30. Thiz butterfly knat ends with a three-piece scroll leaf finial that was
comimaon in Viking and Celtic work,

L

Figure 7.21. The same butterfly knaot from Figure 730
appears in later Renaissance art as a doorplate accent,
The top portion of the open-ended line has become

a Green Man face (a face or figure that incorporates

or is made of leaves, branches, or vines], and the
bettom portion has been transformed into a finlal

10 accent the doorplate’s screw. Notice that the

finials do not have 1o be the same size,
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Chapter 8




Line
ENDhANCEIDENTS

ADDING ACCENTS AND INTERIOR DESIGNS TO CREATE
MORE COMPLEX, TEXTURED PATTERNS

How vou treat the actual line within a knot can greatly change the way

the patterm |ooks when it is finished. The line does not need to be a smooth,
flowing line. It can become the body and legs of a Viking animal, the
branches of a vine, or even a geometric pattermn. Let's lock at a few ideas

on how to adjust the line within a knot pattern.




Chapter 8: Line ENbaNcemeNTs

‘CEXTURING ThE PATCERN

The three-line-braid pattern appears in many Just about any knot pattern can become a rope
historic styles of imerlocking line patterns (see design (soe Figure §.3), The addition of leaves
Fignre B.1). The lines in this pattern are smaoath and flowers makes the design more complex
sided and without detail. Altering this line to [see Figure B.4). These simple techniques

create vines (seo r'lgl,ln,! B.2) creates a mare will allow vou (o create any nurmhber of iJE\i!.’.:'I'&
detailed look. [see Fignre B.5).

Figure 8,1, Let’s start with this example of a simple three-line braid pattern.

Figure 8.2, Here, aach line of the same t hree-braid line from Figure 8.1 has become
two stems of a vine. Each pair of vine stems interlock as if they were one unit; both
oo over then under the other pairs of stems in the design. Tendrlls were added as
accent pieces to the braided vines,
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Chapter 8: Line ENbaNcemeNTs

ADDING SPACE AND GEOIDETRIC DESIGNS

TO PATCERNS

In Figure 8.6, the lines of the original braid from

Figure 8.1 have been hroken in two. Because the thin

lines do not have texture, the emphasis of this design

is focused on the intersection points. Angles can

also add interest to any knot design (sce Fignre 8.7).
A stencil design cam be created by drawing

a thin, open space in cach line where an

intersection occurs (see Figure B,.8), and patterns
and textures can he added to any line in a koot
design (see Figure 8.9 and Figure 8.10).

The intersections of knots and the space
between the loops of the pattern are perfect for
accent images and texture work [sce l-'igurc B.11

to Figure 8,12},

Figure B.6, Each line af
the criginal braid has
been broken into two
thim lines far this pattemn

Flgure B.7. For this
cample, each lina
becomes wider and
angles along the outar
curvies af the braid then
tapers to a thin spot
where it intersects in the
center of the braid,

Figure B.8. The braid
pattern mow takes on the
look of a brick design.
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Figure B9, The simplest
of designs can be
transfarmed into vary
complex patterns. This
heayy Gathic leaf accent
uses a ball patiern within
the line a5 well as a

detailled pattarm in the

leaf areas.
Figure 8.10. This sample
=, uses the same pattem
) [ _— = |~ -~ ) _.-‘- ] »- £ - ~ Y fiot all three lines, but you

can use different pamenns
r“-‘ 'r1‘ r‘ﬁ" 11 1 1 fer mach lire within the

[7 ’1 v, ’1 v ~ Fr - rr ~ 4 original knot.
[ 7 ’ . ’
N /AN 4 7N 73 7

Figure B.11. Accent
Images can be used lor
the intersection areas
of the knot pattern.
This braid vses a small
diamand design in the
center interlaced ansas.

Figure 8.12. Celtic knaots
capiure Lpace e rvessn
tha loops of the pattem,
This space is perfect

for accent images and

rexiura wor k.
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AQOING ColLor

A STEP-BY-STEP GUIDETO ENHANCING YOUR WORK
WITH COLOR

Many of the colored samples throughout this book have been created in
artist’s colored pencils. | enjoy this medium because of the flexibility it gives
me as an artist and the vibrancy it creates. Unlike many other media, colored
pencils require no water or cleaning media. You can easily sharpen them to
the finest of points for very thin line work or use a wide or blunt point for
easy fill work. By working the designs in very light layers of color, one over
the other, on heavy weight, toothed paper or colored paper, your entire
finished project can have a wide range of colars, tones, detailing, and
texture. Using lots and lots of different colors is what gives

the vibrancy to colored pencil work. Colored pencils
are available in several styles, including artist-grade
wax-based pencils, watercolor pencils, and ol
pencils. Any of the three styles can be used

for Celtic knot work designs. All of this

means easy and quick fun in creating

your awn Celtic knot designs.
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Chaptcer : ADOING CoLor

USING COLORED PENCILS

Figure 9.1, Thes bluskbird
pattern shows the effect
that layers of colored
percils can create. The
braided vines have a
brownish ook even though
little browr coloned pancil
was used. Instead, orange,
yellow ochre, apple green,
dark cherry red, indigo
blue, and dark French
gray were applied for the
highlights snd shadows,
A thin layer of mediem
browen was added 1o the
entire vine arsa at the end.
MNetice howe meh the vine
codor looks compared to
the Bluebird's wimng area,
where only shades of blue
WEne used.

As | mentioned carlien, 1 used a heavy weight,
80-pound, colored, textured paper for the
illusiratinns in this book. The coloring of the
paper not only provides a colored background,
but it can also become part of the shading and
color mixing of the drawing. The texture of the
paper gives a stone-carved focling to the finished
drawing. Colored pencils can also be used over
many craft surfaces, including papicr-miché,
pottery, and even woodburning.

Because colored pencils are translucent,
allowing some light to show theough, 1 like 1o star
shading by using dark-toned pencil colors first.
Over these dark tones, layers of brighter hues are
added. Highlights can be added to an area with
the use of top layers of light colors and white.
Mew colors can alse be created by this layering
technigue: a light yellow pencil coler laid over
a bright red will tint the red area to a shade of
orange. A colored pencil drewing can easily have
20t 40 lavers of color applicd (see Figane 9.1)

On the following pages, Il show vou step-by-
step how to add color to your Celtic designs, We'll
start with the darkest shading first and work our

way through the final layer of color,

TIPS FOR WORKING WITH
COLORED PENCILS

| Keep your pencils very sharp.
Fine polnts create finely drawn lines

2 Lay down the color in very thin layers,
and then develop the color by adding
new thin layers. The wax in colored
pencils can build up quickly if the colored
pencil is applied too heavily, and that
thick wax |ayer will resist new colors
being added.

3 Using many different colors in one
area enriches the look of a colored
pencil drawing. Experiment with the
colors in your set to see which ones give
you the best combinations. For example,
you may develop a medium blue area
by using dark recls and purples for the
shading and pale greens or light grays
for the highlights.

q Shading and highlights are often
applied first. Once these are applied,
several light layers of a color can then
be applied to the entire area, This will
transform the shading and highlight
colors into tones of the overall color.

D Mistakes with colored pencilscan
be easily corrected using clear tape,
First, gently lay tape over the area that
you wish to remove. Do not press the
tape down. Next, use an ink pen to mark
the tape over just the area of color to be
lifted. When you pick up the tape, it will
pick up the colored pencil that was under
the ink pen lines.

b Colored pencil work can be sealed
with a spray sealer when the work
is completed. Spray sealer protects
the drawing from dirt and dust buildup.
I often use a reworkable spray sealer for
my drawings. This type of spray protects
the drawing but allows for new work to
be applied over the spray surface. | can
set a drawing aside and then go back
and add new color to the work.
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@enZJONS”CRAmN: USE COLOR TO ENHANCE A CELTIC KNOT

This sample pattern is a four-line interlocking
knot pattern done in tones of orange and brown
colored pencil on a light ochre, textured paper
background, {You can find the products listed in
the supply list at most hobby and craft stores or
online.} As we work through the steps to create
this calored pencil worlk, the arca contained
within the white rectangle will be shown as a
closc-up with cach step.

This is a mmple hali-hitch knot pattern that
creates a heart shape. To create the pattern,
graph out and connect the lines, a8 shown in the

following demonstration,

SUPPLY LIST

[} 80-lb. textured, acid-free, scrapbook
paper (I used Rainbow Tonal C5
Paper Pack.)

|J Wax-based artist-quality colored pencils
{l used Prismacolor Colored Pencils.)

] Acid-free white glue paste for archival
work (| used Yes! Paste.)

] Reworkable spray sealer for drawings,
including graphite and colored pencils
il used Reworkable Blue Label Fixatif.)

- X-acto knife
. Pencil sharpener

COLORED PENCIL CHART

1 Black

IJ Sienna brown (medium gelden brown)
] Light umber (medium brown)

] Dark umber (chocolate)

| Bumnt achre (light golden brown)

| Pale vermilion (light red orange)

| Henna (medium-dark red brown)

] White

I s

-.1|‘*
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Chapter Q: ADDING COLOR

Make a copy of the pattern from
page 125. Turn the pattern copy

to the back and rub an even layer
of pencil graphite over the paper,
Place the pattern face up on your
textured paper and lightly tape into
place. With a colared ink pen, trace
ower the pattern lines. Do not use
hard pressure during the tracing
steps; the ink pen's point can cause
an indent in the paper.

Great Book of Celtic Patterns

Here's the pattern transfermed
o the textured paper. Any
additions or changes to the
pattemn can be made at this
point using a scft No. 2 pencil.

Choose one side of the pattern to
become the shaded side and the
opposite side

of the design

ta become the
highlighted side,
For this sample, |
have chosen the
left side of the
design to receive
the shadows with
the right side Lo

be highlighted.
Working a very light layer of color,
use black to shade along the
shadow side of the lines, About
ane-third of each line thickness

is colored during this step.




On the highlighted side, shade
the line with sienna brown, This

: shading also fills
about one-third
of the line area.
At this paint,
notice that you
have established
the rounded-over
fealing of the limes,
Each line has one
dark side, a pale
center area, and a
medium-shaded side to create that
rolled-over feeling.

With a very sharp point, lay a thin
line of black along the edge of the

shaded side of the
limes. With light
umber, go along
the outer edge of
the highlighted

side of the lines.

With dark umber, begin the
shading where one line crosses
under another line,
Bring this shading
up to touch the
crassover line,
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Chapter Q: ADDING CoLor

With white, color the center of
each line at the highest point.

The high paoint is
the area of the line
that crosses aver
another line, Use a
thin, wida layering
first, and then add
one of tWa more
lavers just in the
very center of the
high area.
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colored paper
]

To push the lines away from the

background, add
a small amount
of shading to the
negative space
surrounding the
knot patterm,
This step uses
buimt odhre as
the shading calor
because it is just
one color tone
darker than the

paper color. The background or
negative space coloring lies against
the dark, shaded side of the line,
The background space that lies
against the highlighted side of the
lines is net shaded,

Q

A thin layer of pale vermilion

has been laid over the entire

1 line except for
the center white
highlights.
By laying the
vermilion aver
all of the other
colors, each color
becomes
atone or shade
of vermilion.



]

Henna has been added to the
areas of the line that tuck under
crossover lines.,
This strengthens
the shading in this
area and brings
the crossover
shadows into a
deep orange tone,

OPTIONS FOR FINISHING

YOUR PROJECT

Light on Dark Marble Effect

In this sample, the drawing was done on an extremely
dark-colored background paper. To bring the knot
waork off the paper, the shading tones begin with
miechium-dark to medium colors. Here, | used a
medium tone called peacock blue as my shadow
color against the dark tergquoise background,

Black has been used as the shading color for the

background or negative space areas.
Coloring the Background Areas

The negative space captured within a Celtic knaot

In the fellowang examples, 've shown several different
techniques that you can use once you've mastered the
basics of colored pencil work. Each of these different
finishing ideas will help your final Celtic design stand
out from the background that you choose.

design is a great place to add coloring. For this Option 1: Light on
pattern, the knot work has a minimal amount dark marble effect
of medium brown shading where

one line wcks under another line.
Otherwise, all the color work is done
in the spaces captured by the
changing knot pattern.

Working the Lines with One Color
Enots can be worked in colored pencil
on one color of textured paper then
cut and pasted to another color of
paper. This technbgue uses the color
of the paper. In this sample, the dark
rust red is the main color of the lines.
By using two different paper colors,
you add emphasis to the spaces
between the knot lines.

Working the Lines with

Multiple Colors

Many of the patterns in this book
are created wsing more than one
line to work the knot pattern,
During vour colored pendl drawing
sesslons, you can show the multiple
lines in a knot pattern by making
each line a new color.

Opthon 4: Working the lines with
multiple cobars
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Celcic KNnot
JDACTTERNS

On the following pages, you'll find more than 200 ready-to-use Celtic
patterns. These pattemns show all of the Celtic knot variations discussed

in the earlier chapters, including twists and braids, knotted lines, comer
patterns, self-contained knots, finials, and Viking animals. Any of one these
patterns can be altered to create dozens of additional pattemns for your own
artwork, giving vou the potential to create hundreds of designs. I've also
included many colored examples of the patterns to ghve you ideas for ways

1o use color in your own work.,
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SIMPLETWO-LINE TWIST

Line patterns

WIDE TWO-LINETWIST

ROLLER COASTER TWIST

e OsOses e

FENCEWIRETWIST

82 | Great Book of Celtic Patterns




Line patcerns
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ORePONgF

HILL ‘N DALE BRAID

Live pacterns

N AN

OVER THE MOUNTAIN ERAID

THREE-LIME BERAID

84 | Great Book of Celtic Patterns Matepn



Line patcerns







SIMPLE KMOT LINE
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FOINTED SHOELACE KNOT LINE

SHOELACE KNOT LINE
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DOUBLE POINT KNOT LINE
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Line patterns

SEED SPIRALS KNOT LINE

SIDE-BY-SIDE HEARTS LINE
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ZIGZAG KNOT LINE
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TIGHT KNOTTY PROBLEMS LINE

Qlova 5. Irish
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TIC TAC TOE KNOT LINE
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OVER THE RIVER TANGLE LINE

THREE BLIND MICE KNOT LINE
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CORNER JDATTERNS
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CORMER MOTIF 7
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POINTED SHOELACE CORMER

sN¥222v( ¥eNE0D

WOVEN CORDS CORNER
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HONEYCOME TWIST CORNER
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HOURGLASS TWIST CORNER
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WYVERN DRAGOMN CORNER
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Circles, SQuaRes, AND TDOTIES
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KING'S RANSOM KNOT

COMPLEX BOXWOOD MAZE

@&

SUMMER SOLSTICE KNOT

FOUR-LIME BRAID
HONEYCOME MOTIF
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SPLIT BOOK SCROLL

CAMED CIRCLEORNAMERNT
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CIRCles, SQuares, ANO DOTIES

BROCADE LOOPS KNOT

5
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QUEEN'S LACE KNOT
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LARGE DRAGON
TANGLE INSERT

DOUBLE CROSSED
BOOK ORNAMENT

CLASSIC LEATHER
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LATTICE-TAILED DEER

VIKING ANITDALS

132 | Great Book of Celtic Patterns



ENTWINED WOLVES

STYCUINY DNIMIA

Dlova 5. Irish
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VIKING ANITDALS

LEAF-TAILED DRAGON

135
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VIKING ANITDALS
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ViIKING ANITDALS
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VIKING ANIDALS

144

VIKING WOLVES AND DOGS
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NATURE'S TALES KNOT e : VICTORIAN BERRY KNOT

SIMPLE TWIST MOTIF
MARINER'S KNOT
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HEAVY GOTHIC LEAF KNOT

SAILOR™S DOUBLE KNOT
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PAMEL KNOT

FLAGSHIP'S KNOT =
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LEAF AND ORGANIC FINIALS
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RENAISSANCE DOORPLATE
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PLAITED PERCH ACCENT BRANCH
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Fancasy
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VIKING KING AND HORSE PANEL

Fancasy

164 | Great Book of Celtic Patterns
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Fancasy
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Dlova 5. Irish
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Religious Symbols
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GLossary Of CERIDS

Finkals: Small designs that can be added 1o the open

or broken end lines to complete the pattems. In this
patbern, the soroll leaves,
shown in red, are finial
designs that finish off
the pattern. Finials
can determine the
historic art style of your
finished pattarn.

Imperfect Weave Pattern: Any Celiic line design
that does not have a perfect weave patlern. These
pattems will sometimes contain an area that breaks the
rhythm of the lacings. which aften happens wwhen two
independent line patterns are overlapped to create &
frama effect or when a new dasign is added to the knot
pattern, Imperfect weaves can be avoided by adding
[ ey new linet to the design
| s irs, ame new line to
"\._ rﬁ- { ) in palrs,
{ i L '-1 } go ‘over” and the second
' ' 1-_-.1, niew line to go “under”
r’r the arginal line work.
(@ F""""1 i The ¥iking H.'ng! and Horse
' Pane! dasgn pictured
m combines three designs
and uses &n imperfect
“ y -: ,r"' weave pattern. & four-
- line braid pattern that
\RH—‘M g."si'.f'“‘v’: interlocks with a palr of
Viking horses is used to
create the frame, ard a Viking king design is contained
inside that frarme. Because the tail of one horse crosses
the tail of the miror image hore 1o complete the

frame, the overand-under rhythm is lost at that point
in the desigmn.

Inserted Unit: A self-cantained ¢irle, square, or
diamond that is interocked within an open-erded

ine or anather, larger,
self-contalned knot
pattarn. This four-line
braid pattern has an
inserted unit In the shape of a diamand, shown in blue,

Interlace or Interlacing: To weave one independent
line over then under ancther independent line to
create a twist, braid, or knot open-ended pattern. The

= red lime i4 werven inan
. * # over-and-under pattern

o = when that line [ntersects

anather line in the pattern. This over-and-under ehythm
is worked throughour the entire design.

interlock or Interlockimg: To join bwo or mone
sglf-contained knot patterns (nto a new design. One
self-contained knot
patbern is shown in red,
and it Is interdocked with
the kot pattern shown in Blus. Lines can be mads
up of ane repeated self-contained knol patten or
different kot patterns.

Great Book of Celtic Patterns

Dpen or Broken Line Patterns: Designi or patterns
that have unfinished or unjoined line ends, Thee

openends can be
M completed by adding
animal or finial motfs,

Perfect Weave Pattem: This pattern uses the cver-

and-under weave throughout the entire design. If the

pattern is sell-contained, one line (4 joined 1o make a
continuouws line design,
amd the over-and-under
pattern is maintained at
the joining point, A perfect
weave can be made up of
arvy Weaving parerm as
long as the weave paltem
is completed throughout
the entire lne work.

Rhythm: The repeated patterns of over-and-under
‘weaves that appear in a line that uses a repeated twist,
braid, or knot design. In this repeating pattemn, each

= — Intersectlon crasses in an
m identical direction to the
= nextintersection. When
creating new knot patterns, you can use the visual

thythm of the design to check if you have correctly
marked your weaving pattern,

Sell-Contalned: Twists, braids, or knot patterns that
= S are created using one
continuous line, There
are no breaks or
open-ernded lines,

Split Lines: Split lines can act as if they were one line
going through the weaving pattern together or as
independent |lr|=l- that are woven separately. Parallel

; and split ines can be
used throughout the
entire deslgn or just in
certain segments of the
pattern. bn this pattern, each braid ne is made up of
twea thin lines that weave over and under the other
limes in the pattern as if they were one line,

Waeaving Patterns: The number of times & ine goes
awer then under is its weaving pattern. Most Celtic
knaots use a basic one-
aver-and-cne-under
pattern, but there can
b warations in the
weave Just as with basker weaving technlgues, Celtic
knets can use a two-over-and-ong-under pattem, a

twio-over-and-two-undar pattern, or any cther possible
combination of weaves,
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Mate: Bold page numbers
indicate patterns.

adding ta designs
angles/paints, inserted units,
spiral fums, 23
calar, 13-79
fimials, 55-57
space ard geometnc dessgns, F0-71
pextures, 6B-63, 132-155
angels. Serreligious symbals
anmmals. 5ee Yiking animals
braids, M See also circles, squanes and
mifs; cormer pattems
Accented Honeycomb, 154
Berry Branches, 152
Dauble Line, 153
Frve-Lire, 85
FourLine, BS
Grapeyine Branches, 152
Hill'm’ Craes, B
Large Three-Line, 152
Motif Intersections, 154
Cmamental Line, 153
Lrver the Mauntain, B4
PFlaited P=rch, 154-158
Sallor's Aops, 152

changing patterns, 51-53
cicles, squares and motifs, 111-127
Aubumn Twigs Knothed Frame, 114,
Brncade Laaps Knat 125
Brocade'n' Hearts Knatted
Frame 111
Cameo Circle Ormnament. 121
Classac Leather, 127
Complex Bococwead Mazs, 117
Carner Motifs 1-4, 98-99
Caurtry Hoad Souane, 119
Dauble Crassed Book
Omarment, 127
Dragon Flame Knot, 113
Fae's Eternal Promise, 118
Fickle Moan Knat, 120
Forever Lost Maze, 122
Four-Line Braid Horeycaomb
Moif, 15 117
Fox and Hound Knat, 113
Hasvest Moon Dance Frame, 116
Intefasced Hearts Knat, 120
Irarwork Trivet Maze, 116
Kmg's Raniom Knot, 117
Large Dragen Tangle Insert, 127
Merry-Go-Aound Circles, 115
Totif Intersections, 154
Dpen Brocade Knot, 118
Fixie Path Kratted Circle, 114
Thie Queers Garden Knort, 120
Qs Lace Knot, 128
Rapes and Riggings Knat, 123
Faughed Cress, 112
Shoelace Knotted Frame, 112
Simple Brewaod Maze, 116
Simple Celtic Cross, 124
Sirnple Twe-Line Twist, 118
Split Book Scrall, 121
Summer Solstice Knat, 117
Taal Biter Knat, 191
Three-Line Braid Frame, 111
calor, adding, 73-79
carrer pattems, #8-110
Carner Motifs 1-8, 98-99
Dwagon Fury, 110
Cwagon Heart, 105
Dragon’s Tongue, 104
Eyeletsn’' Lace, 104
Free-Lire Braid, 100
Four-Line Braid, 100
Honeyoamb Twist, 102
Hiurglass Twist, 103
layour icens, 4B-09
Lowers Knot 104
Dpen Brocade, 107
Peacock, 107

Plaited Ladder, 104
Pednted Shoelace, 101
Howghed Crass, 105
Sun Spiral, 106
Theee-Line Braid, 100
Tic Tac Tor, 105
Winged Dragon, 108
‘Waven Cords, 101
‘Wyvern Dragen, 109
crosses. See religicus symbeds
dragens. See circles, sguares and
matils; corner pﬂ'll!:rns;{anl!us:f_:
Viking anir.als
fartasy
Backgemman Bagrd, 12 178-17%
Celtie Hunt Frams, 161
Celtic Winged Dragon, 174
Dragar Flight, 10, 168-15%
Cragen Headboard, 168
Greer Man, Walees, and Bide
Pare), 11 162-163
Hovie and Dvagon Chassbadrd, 13,
186-157
Lavebirds Fanel, 160
Parchment Paper Dragan, 158-155%
Passing Thraugh, 170-171
Seales and Tails, 175
Summer Sedstice Dance, 167
S Doar Topper, 166
Toi! Knot Dragon, 18, 165
Timed A-Woiling, 16 172-173
Twisted Vine Frame, 176
Viking King and Horse Ponel 19 164
‘Welsh Love Spaons, 14,177
fineals, 56-45, 146-151
sdding ta dedigns, 56-57
geametric, 151
Larger knots as, 62
recognizable symbals as, G2
Renaissance Doonplate, 150
wanaus styles of, 55-45, 146151
Viking ankmals as, 38
frames, See circles, sguares and matifs;
fanitasy; relighous sypmibals
history, af Cedtic knots, 1-7
Horre stage, 4. 5.5
warky art, 2.4
Jellireg stage, 4 5.8
Marmimen stage, 5.8
meadern art, 5.2
Osebergilroa perad, 4.8
averview, ik L
Mirmgerike sage, 56
timeline, 4-5
Urnes stage, 3.7
Viking influsnces, 2-7
inserted units, 29 53
interlecking units, 249
knatted Bnes, 27-24%
Art Deca Omament, 36
Brecade Ladder Line, 87
Hrocade Maze Tangle Line, 96
Brecade ‘' Hearts Knot Line, 84
Hrocade Tangles Line, 94
Country Road Hearts Line, &%
Ciarnond Lattice Knot Line, 93
Double Point Knat Line, 87
Eyelets and Lace Knot Line, 92
Garder Path Knot Line, B
Harvest Maon Knot Line, 21
Honeyeamb Wire Knot Line, G4
Interlaced Hearts Line, 89
Lacked Tight Knat Line, 92
Lapse Knetiy Problem Line, $3
Lower's Knat Line, 92
Wermry-Ga-Raund Knet Line, 20
Ocean Waves Ornament, 96
Open Bracade Knat Line, 93
COpen Brocade Tangle Line, 97
Ot the River Ta.ng|: Line, @5
Pixie Dance Enot Line, B0
Plaited Ladder Knot Line, 93
Pranted Sheelace Knat Lire, 82
Geed Spirals Knot Line, B8
Shaelace Knot Line, B2
Side-by-Side Hearts Line, B8

wmple ¥not Line, 1
Sun Spiral Knot Line, 20
Thres Blind Mice Krat Line, 95
Tic Tac Tae Knot Ling, 25
Tight Knotty Prablems Line, 91
Twist 'n’ Turns Knaf Line, 93
Wowven Cards Knat Lire, 90
Ligzag Krat Line, 81
layowt ideas, 45-43
line enharcemants, §7-T1
line patterns. Feealio braids;
knotted lines
Inserted units, 29, 53
interiocking wnits, 29
ovrryiew, 14
line bwists, 24-25
Double Fence Wire, 82
Fernce Wire, 82
Honeycomb, 83
Huourglass, BS
Rollsr Coaster, £2
Siengle Two-Line, 82
Wide Tovo-Line, B2
muotifs, See oncles, sguares and motifs
pletting and graphing krats, 31-43
religious symbals
Angel Keystone Frame, 184
Celfic Cross 1180
Calrie Crodx 2 17, 181
Celtic Winged fingel, 182-183
Heran Celtic Crods, 186-187
Heren Cross Knats, 185
Stone Celtic Cross, 180
space, filing, 51
splisting lines, 52
sejUanes, See cineles, squares
and mifs
strenching limes/loogs, 53
symbalism, abowt, L
tangies. See cincles, squares and
matifs; knotted lines
textuning patbems, G8-69, 152-155
twists See line twists
Wiking animals, 128-145
birds, 128, 138-143, 144
deer, 132,145
|:|rl|g\:|n5.I 128 134137
asfinials, 58
herses, 134, 145
legs and tails, 145
levebinds, 139-140
snakes, 128-130, 145
walves and dogs, 129-131,
133-134. 144
Wiking Influences, 3-7

Pattamn Index

Accented Honeycomb Brald, 154
Angel Keystone Frames, 184

Art Deco Ormament, 36

Auturnn Tevigs Knatted Frame, 114
Backgamman Board, 178

Be"y Enat 'Warm, 128

Barry Branches Braid, 152
Bracade Birdcane, 142

Bracade Dragon, 134

Bracade Ladder Line, 97

Bracade Leaps Knod, 125
Bracade Maze Tangle Lire, 96
Eracads ‘m Hearts Knot Line, 54
Bracade ' Hearts Knoted Frame, 111
Bracade Tangles Line, &4
Butterfly Kniot, 151

Camea Cirde Qmament, 121
Celtic Cross 1180

Celtic Crass 2 181

Celtic Hunt Frame, 141

Celtic Leaf Krot, 145

Celtic Winged Angel. 182

Celtic Winged Diragon, 174
Classic Irish Thistle, 145

Classic Leather, 137

Cosriphex Boxwood Maze, 117
Comer Motifs 1-8, 95-99
Country Road Hearts Line, 85
Country Road Soquare, 115

‘Crowing Rooster, 128

Crentrn West Viking Bird, 139

Ciamand Latlice Knst Line, 53

Cauble Crossed Book Omamens, 122

Dauble Erernaty Krot, 185

Dauble Ferce Wine Twist, B3

Draubbe Lire Braid. 153

Pauble Foint Knat Line, &3

Dragon Flame Knot, 113

Dragen Flight, 168

Dragon Fury Comer, 110

Dragon Headbearnd, 165

Dragon Heart Comer, 105

Dragon's Tengue Comer, 104

Dragon Twist, 128

Entwinsd Wohees, 133

Eternity Knot, 148

Eyelets and Lace Krat Line, 32

Eyelets 'n’ Lace Cormer, 14

Fae's Eternal Prodise, 118

Famce Wire Twist, B2

Fickha Maam Knat, 120

Free-Line= Braid, 45

Freg-Lime Braid Comer, 100

Flagship's Knot, 149

Farever Lost Maze, 133

Faur-Line Braid, BS

Faur-Line Braid Cormer, 100

Faur-Line Braid Honeyeamb Medif, 117

Faur-Line Twined Heart Spaon, 176

Fax arnd Hound Knar, 113

‘Garden Path Knot Line, B4

Geametric Firals, 151

‘Gothic Leaf Knot, 147

Grapevine Branches, 152

Green Man, Wolves, and Birds
Panel, 162

Harvest Moo Dance Frame, 118

Harvest Moan Knot Line, 21

Heswy Gathie Leaf Knat, 148

Heran Celtic Cross, 1848

Hesom Cross Knots, 185

Hill'ri* Dl Braid, &4

Horeyoork Twist, B3

Horeycamb Twist Comer, 102

Horeyoork Wire Knat Line, 24

Harse and Dragon Chesshoard,

Hnurghu.s Twisk, 45
Hourglass Twist Corner, 103
Imterlaced Hearts Kmat, 120
Interlaced Hearts Line, 8
Irarrwary Trivet Maze, 116
Iealiani Leaf Krot, 147
King's Rarsom Knat, 117
Knotted Tail Hasrt Panel, 135
Laced Lovetirds, 139
Ladder Bird, 120
Large Dragen Tangle, 157
Large Dragen Tangle Insert, 127
Large Three-Line Brasd, 153
Lattice Spatula, 177
Lattice-Taiked Desr, 1312
Leal and Organic Firnaly, 150
Leaf-Tailed Dragon, 115
Leaf-Taibed Wolf, 134
Leaf-Tangued Lewer Birds, 140
Lacked Tight Krat Line, 92
Laase Knoity Prablem Line, 53
Lawelinds Paned, 160
Lawer Birds KEnot, 140
Laver’s Knat Corner, 104
Lawer™ Knat Line, 92
Marmer’s Knat, 148
Mearry-Go-Round Clased Folnt
Circle, 115
Mearry-Ge-Round Knot Ling, 20
Merry-Ge-Reund Dpen Paing
Circle, 115
Martil Intersectians Braid, |54
Nature's Tales Knot, 148
Deean Wayves Dmament, 56
Dpen Arocade Corner, 100
O Bracade Krot, 118
e Brocade Kot Line, 43
Opeen Bracade Tangle Line, 57
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Crnamental Lire Braicl, 153

Crer the Mowntain Braid, 84

Ower the River Tangle Line, 35

Panel Knot, 14%

Parchment Faper Dragan, 158

Passing Throwgh, 170

Peacock Corner, 107

Piwie Dance Knot Line, 50

Pixie Path Knotted Circle, 114

Plaited Dragon, 136

Plalted Ladder Cormer, 104

Plaited Ladder Bnot Line, 5%

Plaited Perch {and Accent Branchl,
154-155

Pointed Sheelace Comer, 101

Painted Shoelacs Knot Line, 52

Thee Queen's Garden Knot, L20

Cueen's Lace Kpst, 126

Remaissanoe Docrplate, 150

Holler Caaster Twist, B2

Bomarssqus Knat, 146

Aopes and Fggings Knot, 123

Roughed Crass, 112

Rowghed Cross Comer, 105

Eailor’s Double Knat, 148

Lailor'’s Rope Brakd, 153

Eeales and Talls, 175

Eeed Spirals Knot Line, 88

Shaelace Knot Line, 87

shoelace Knotied Frame, 112

Shaulder Braids Knat, 147

Side-by-5ide Hearts Line, 88

Simpde Boxwood Maze, 116

Simple Celtic Cross, 124

Simpde Knot Line, 57

Simiphe Scrall Kran, 145

Simple Twist Maotif, Ls8

Sirmiple Twa-Line Twist, 82,118

Snake Scales, 128

Split Boak Seroll, 121

Epfit-Tailed Wol 131

Stencll Brasd, 153

Stane Celtic Cross, 140

Surnemer Solsbios Dance, 167

Surmnmer Solstice Knot, 113

Sun Door Topper, 166

Sun Spiral Corner, 106

Sun Spiral Knot Line, 33

Tail Biter Birds, 141

Tail Biter Knet, 111

Tail Kt Dragor, 163

Tall Hart Kniot Parel, 135

Tamgled Birds Border, 136

Thick '™ Thini Braid,. 85, 153

Three Blind Mice Krot Line, 25

Three-Line Braid, B4

Three-Line Braid Corner, 100

Three-Line Braid Frame, 111

Tic Tac Toe Corner, 105

Tie Tac Toe Knot Line, 95

Tight Knotty Problems Line, 91

Tarree's A-Wasting, 172

Twisted Vine Frame, 176

Twast'n’ Turnd Knot Lins, 93

Victorian Berry Knot, 148

Viking Anemal Legs ard Talls, 145

Wiking Hirds, 1d2

Viking Deer, Horses, and Snakes, 145

Viking Hart Panel, 136

Viking Horse, 134

Viking Humting Hound, 130

Viking King and Horse Panel, 164

Viking Rowster, 138

Viking Snake, 126

Viking Snake Panel, 130

Viking Wolf, 139

Viking Wolves and Diogs, 144

Wielsh Love Spaons, 177

‘Wi Twoo-Line Twist, B2

Winged Dragon Carmer, 108

‘Waven Cords Comes, 100

Wawen Cords Krat Lire, 80

Wywern Dragen Comer, 109

Zigzag Enot Line, 21
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Arts/Crafts 519.95 US

Cake a Journey Chrough the
KNotted Patch of Celtic ART

= In Great Book of Celtic Parterns, nationally known artist

and best-selling author Lora 5. Irish introduces
yvou to the influential art form known as Celtic knot
work and unravels the secrets to creating its intricate

and beautiful designs.

With over 200 original patterns and easy-to-follow
lessons that can be applied to a multitude of arts

and crafts, youw'll learn the basics of creating the

knotted line and the simple twists and braids that

form the basis of Celtic art. In no time, you'll be able to incorporate knot patterns and j \
finkals, such as animals, leaves, or scroll work, into an unfimited number of styles and layouts K| ., A

that can artistically stand alone or adom any form of craft.

Great Book of Celtic Patterns is the essential guide for amy artist or crafter

seeking Lo create the historical beauty of Celtic art

Inside You'll Find:
* The origins and history of Celtic art
* Step-by-step instructions for creating twists, braids, and knotted lines

* Easy methods for crafting your own layouts and knot patterns
* A guide to enhancing your work with color
* A gallery of the author's Caltic knot work

ISBN 878-1-56523-314-0

| I ||I ‘5“';‘?5
9 178156523314

Chapel Publishing

1;2 1970 Broad Street = East Folersburg, A 17520
www FoxChapelPublishing com
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