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Foreword 
 
 
 

The household manual, or “common book,”  of the Middle Ages sought to bring together the collected 
knowledge, on a wide variety of topics, that was necessary for the running of an estate or manor. Its 
production required specialized knowledge on diverse topics, together with the scribal skills necessary to 
produce a finished manuscript. In seeking to reproduce even a portion of such a manual, the modern 
medievalist is afforded the opportunity to bring together skills and knowledge from multiple disciplines 
into one cohesive project. Allow me to share with you my experience recreating a single article from one 
such household manual, a task that would draw upon nearly every avenue of inquiry of my studies of the 
Middle Ages. 
 
 
 

 

 

Fig. 1: Folio 52r of Harley MS 2320, a household miscellany 
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Chapter  1: In the Manner  of Making an Award Scroll 
 
 
 
Introduction 
 
Imagine a small shop in London or Oxford of the mid-fifteenth century. The owner, an atelier, or book 
agent, welcomes a client and together they sit to discuss the commissioning of a manuscript. The work is to 
be a household manual – a collection of articles on topics as diverse as astrology, poetry, medicinal recipes 
and even the making of “ laces” .1 The atelier accepts from the client a collection of the texts to be included, 
all of which will be meticulously copied into one new volume. Unlike many household manuals that are 
written at home with student ink on linen paper, this volume is to be written on parchment, in a formal 
book hand, and will boast miniature paintings and colored flourished initials. Perhaps this is a gift for a new 
bride, a strategic patron, or a beloved heir. No matter who the recipient, the client clearly wishes to impress 
someone with diversity of knowledge and beauty of presentation. 
 
Imagine again a 21st-century home. The amateur artist and medievalist receives a phone call offering the 
opportunity to produce an award scroll for the prospective recipient of one of the highest honors of the 
Society for Creative Anachronism, induction into the Order of the Pelican. In a moment, the artist envisions 
a project that will draw together multiple interests and skills into one artistic endeavor that will display a 
diversity of knowledge in one, hopefully beautiful, presentation. Knowing the recipient, the artist wishes 
not to impress, but to delight. 
 
Over the course of several weeks, I had the pleasure of creating a miniature booklet to commemorate the 
induction of Lois Swales into the Order of the Pelican, an honor of great distinction in the international 
medievalist group, The Society for Creative Anachronism. Lois Swales is celebrated within the society and 
beyond for her research into the fiber arts, and she has contributed to the growing body of knowledge on 
medieval loopbraiding. In her honor, the commemorative booklet I created for her contains four pieces of 
painted illustration, four samples of newly developed fingerloop braiding, and over nine pages of 
calligraphy, all hand-bound between cloth-covered boards. The text, almost entirely in Middle English, 
includes three pages of scroll wording and six pages of technical instructions for four newly devised 
fingerloop braid patterns.  
 
With this paper, I hope to share with you my journey as I tracked down source material, wrestled with (and 
ultimately conquered) braiding puzzles, and set my findings onto the finished page. Together, we will 
travel from the English atelier’s shop to the British Library in London, to a Romanesque church in Borja 
Spain, across the ether of the world wide web, and finally to a royal Twelfth Night celebration. And for the 
reader less inclined to scholarly matters, rest assured, blood was spilled. 
 
From Burner  to Braiding 
 
Our journey begins with that 21st century telephone call. I had heard that Lois Swales was to receive this 
particular honor, and I had considered actively pursuing the assignment of creating the commemorative 
“scroll.”  I am a calligrapher and an illuminator, but I also enjoy fingerloop braiding, and one of the first 
resources I explored as a fingerloop braider was Lois Swales’s 2000 publication on the subject, which she 
co-authored with Zoe Kuhn Williams. This assignment would give me the opportunity to resurrect The 
Idea. 
 
Numerous English household manuals survive from fifteenth century. Many are familiar to the student of 
medieval cookery, and their accession numbers, Harleian 279, Ashmole 1429, Laud 553, Douce 55, etc., 
evoke in them thoughts of roasting fleysshe and steaming soppes. 2 Only two, however, contain instructions 
for the making of laces: Harley MS 2320 in the British museum and the “Tollemache Book of Secrets” , 

                                                 
1 Benns and Barrett, p. 11. 
2 Anderson, p. 93 
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which is still privately owned by the current Lord Tollemache in Suffolk, England. Not to be confused with 
bobbin lace, the “ laces”  spoken of here are braided cords made by manipulating loops of string on the 
fingers of both hands.  
 
Over the course of my fingerloop braiding explorations, I had obtained the complete transcriptions of both 
the Harley and the Tollemache fingerloop braiding instructions. What fun it would be, I had thought, to 
recreate the braiding section of a household manual, collating the braids from both sources, complete with 
sample braids sewn to the pages (a feature of later seventeenth century manuals). Life being what it is, The 
Idea rested on the back burner. You can imagine my delight when I was offered the task of creating the 
commemorative scroll for Lois Swales’s induction. My long-simmering idea of a fingerloop braiding 
booklet leapt off the back burner and I eagerly accepted the assignment. 
 
Narrowing Down the Wares 
 
Clearly, producing the entire corpus of fifteenth-century braids would be too large a project for the task at 
hand. The project would need to be more narrowly defined. As luck would have it, Ms. Swales had 
suggested two particular pieces of fifteenth-century manuscript painting as the basis for her scroll. One of 
these was the opening initial to the fingerloop braiding article in BL Harley MS 2320. I would distill my 
Idea down to a small booklet based solely on the Harley manuscript, with perhaps four braid recipes 
appended to the requisite award text. 
 
Harley MS 2023 is unusual for a household manual in that it seems to be a presentation copy rather than an 
everyday working copy. Written on uniformly ruled parchment 3 in a simple textura hand 4, it includes 
fairly simple flourished initials, and the braiding treatise begins with a six-line high miniature with initial. 5 
The presence of catchwords suggests it was professionally bound.6 Lastly, the presence of numerous 
mistakes in the instructions, and the absence of marginal corrections suggest that the manuscript was 
commissioned for a lady of leisure who may never have actually used the treatise.7 The Tollemache 
manuscript, in comparison, is written in a less formal hand on un-ruled paper and contains no decorative 
illustration.8 Although the Tollemache manuscript is the more complete source, containing all of the braids 
from the Harley treatise plus another two dozen or so, it is a rather plain manuscript. 
 
So the Harley manuscript would serve as the inspiration for the project. The next task would be to get as 
close to Harley MS 2320 as I could get. 
 
Pixel Dust 
 
Would that I were Tinkerbell, able to simply fly off to London and fly through the open window of the 
British Museum. Alas, being a mere mortal, if I were to actually see the Harley manuscript, it would have 
to be through digital media. I had already acquired the entire text of the Harley braid treatise from E. G. 
Stanley’s 1974 transcription. 9 But Stanley’s work included no photograph of the manuscript. A line 
drawing of the opening initial from folio 52r was created for the 2005 braiding manual by Elizabeth Benns 
& Gina Barrett10, but I really wanted to work from a color photograph of the initial So, I arranged to 
purchase from the British Library a high-resolution digital image of the folio. An unexpected benefit of 
purchasing the image was that it included a centimeter scale in the photo. That allowed me to digitally 

                                                 
3 Benns and Barrett, p. 11 
4 Benns and Barrett, p. 4 
5 Benns and Barrett, p. 15 
6 Benns and Barrett, p. 16. 
7 Benns and Barrett, p. 26 
8 Griffiths, pp. 281-283. 
9 Stanley, E. G. “Directions for Making Many Sorts of Laces,”  Chaucer and Middle English Studies in 

Honour of Rossell Hope Ribbins, edited by B. Rowland, pp. 89-103. Kent State University Press, 1974. 
10 Benns, Elizabeth and Gina Barrett. Tak V Bowes Departed. Leicestershire, England: Soper Lane, 2005. 
 



 

From Atelier to Adobe, page 5 

measure the exact dimensions of the page, the margins, the line ruling, and even the width of the quill tip 
used by the Harley scribe, using Adobe Photoshop image manipulation software. 
 
Encouraged by the acquisition of the Harley image, I turned my attention to the other pieces of illustration 
planned for the booklet. The other image specifically suggested by Ms. Swales was folio 81v of The 
Isabella Breviary, British Library Additional MS 18851. It depicts a bi-colored braid against a gold 
background that forms a frame around a miniature painting and a two-column text block. Ms. Swales had 
provided a black and white digital image, and a bit of Googling determined its source, Janet Backhouse’s 
1993 monograph on the manuscript, The Isabella Breviary. 11 A quick trip to abe.com provided an 
affordable copy of the book, but alas, the bookplate itself was published in grayscale and offered no 
improvement over the digital image from Ms. Swales. 
 
Although Ms. Swales had requested a specific border, she did not indicate what should be placed into the 
braided frame. I left this decision until near the end of the scroll production, hoping that inspiration would 
strike. It came at last when I remembered in image from a book of fingerloop braiding instructions by 
Noemi Speiser published in 2000.12 This monograph on the Tollemache braid instructions includes a black 
and white reproduction of a detail of an altarpiece attributed to Nicolas Zaortiga, 1465.13 In it, two saintly 
women work together to fashion an eight-loop braid. This is the only known period image of someone in 
the process of fingerloop braiding, and is therefore of particular interest to braiders. Wanting to replicate 
the artwork in the original colors, I set about trying to locate a color image of it. 
 
A helpful clue proved to be the name of the copyright holder cited in Speiser’s image caption, Arxiu Mas. 
This turned out to be a foundation in Spain dedicated to the preservation of Catalonian culture, whose 
photographic collection passed in 1997 into the care of the Amatller Institute of Hispanic Art. With only 
days left until the award was to be presented, I was successful in negotiating with the Amatller Institute via 
e-mail (in very rusty Spanish, no less) the purchase of a color digital image of the altarpiece. With color 
exemplar in hand, I was able to finish the frontispiece using the color scheme of the original.  
 
A modern atelier  in action 
 
By the fifteenth-century, manuscript production had long since moved out of the monastic scriptorium and 
into the shops of the ateliers. More a broker than an artist, an atelier worked directly with a client to design 
and negotiate the production of a commissioned piece. The atelier then hired scribes to pen the text, often 
dividing the task by literally dividing the book, each scribe receiving a section of sewn folios, or even loose 
leaves, and the portion of the text that was to fill those pages. Once the text was penned, painted initials 
were added and, if desired, flourished. Lastly, special pages were adorned with miniature paintings, often 
with equally elaborate borders surrounding them. The last business was to sew the folios together onto 
cords or tapes of cloth and set the volume in a binding, usually wooden covered in leather or cloth.14 
 
As the sole artist working on my little booklet, I had to play the role of atelier myself, organizing the tasks 
and executing them in the proper order. Not only an atelier, I would wear many hats throughout my journey 
as scribe, painter, braider and binder. But unlike the atelier who first designed, but did not author, Harley 
MS 2320, I would need to create the text myself. 

                                                 
11 Backhouse, Janet. The Isabella Breviary. London: The British Library, 1993. 
12 Speiser, Noemi. Old English Pattern Books for Loop Braiding. Arboldswil, Switzerland: Self pubished 

by the author, 2000. 
13 Speiser, p. 7. 
14 DeHamel, The British Library Guide to Manuscript Illumination, pp. 36-37. 
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Chapter  2: In the Beginning Was the Word 
 
 
 
The basis for the scroll wording is text of Harley MS 2320 itself. Not only does the manuscript serve as a 
general inspiration for the design of the scroll booklet, but the introductory paragraphs of the braiding 
treatise made an excellent springboard for the wording the award presentation.  
 
Harley MS 2320 is dated roughly from between 1423 and 1483. Linguistic evidence, however, suggests an 
earlier date for the text and the Harley manuscript is most certainly copied from an earlier source.15 The 
contemporary Tollemache manuscript shares nearly the same text, but enough differences exist to support 
the theory that both were copied separately from sources that ultimately derive from a common original 
text.16 
 
The treatise opens with an introduction to the terminology and general principles of fingerloop braiding, 
followed by exact instructions for 40 braids. The instructions end abruptly in the middle of the forty-first 
braid. E. G. Stanley’s transcription methodically documents the special characters and abbreviations used 
by the Harley scribe, so I was able to include these in my prepared text, along with the varying spellings 
used in the manuscript. 
 
The scroll wording 
 
The text of my booklet is divided into two portions. The first section is the bestowing of the award itself. 
The second section is a set of instructions for four newly devised fingerloop braids, created in honor of Ms. 
Swales special day. The award section is based on the introductory paragraphs of the fingerloop braiding 
treatise, while the braid instructions draw from the technical directions in Harley.  
 
Salutation 
 
The scroll wording is prefaced with an address to the listener: 
 

Unto Rhiannon y bwa, esteemed and beloved servant, and unto all to whom þese letters schal 
come greeting. 

 
Such greetings form a standard opening sentence of royal charters from the time. For example, a royal 
charter of Henry VI dated to 1452 opens: 
 

Henricus dei gracia Rex Anglie & Francie & Dominus Hibernie Omnibus ad quos presentes litere 
peruenerint salutem17 

 
Translated as: 
 

Henry, by the grace of God King of England and France, and Lord of Ireland, unto all to whom the 
present letters shall come, greeting.18 

 
The qualities of a peer 
 
The Harley text begins its braiding treatise by explaining that each finger of the hand will be referred to in 
the instructions by a letter: A for the index finger, B for the middle finger, etc. I used this as a basis for 

                                                 
15 Stanley, p. 90. 
16 Benns and Bennett, p. 26. 
17 British History Online. 
18 British History Online. 
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enumerating the qualities of a recipient of a Patent of Arms, an honor which accompanies membership in 
the Order of the Pelican, as listed in the corpora of the Society for Creative Anachronism. 
 
Harley text: 
 

IN þe maner of laces makyng þu schalt vnderstond þat þe furst fynger next þe thombe schal be 
called o A, on þe s(e)c(un)de fynger B, þe iije C, þe iiije D.19 
 
Modernized: In the manner of laces-making thou shalt understand that the first finger next [to] the 
thumb shall be called A, the second finger B, the third C, the fourth D. 

 
Corpora (emphases mine):  
 

Candidates for any order conferring a Patent of Arms must meet the following minimum criteria. 
Additional requirements may be set by law and custom of the kingdoms as deemed appropriate 
and necessary by the Crown. 

·  They shall have been obedient to the governing documents of the Society and the laws of 
the kingdom. 

·  They shall have consistently shown respect for the Crown of the kingdom. 
·  They shall have set an example of courteous and noble behavior suitable to a peer of the 

realm. 
·  They shall have demonstrated support for the aims and ideals of the Society by being as 

authentic in dress, equipment and behavior as is within their power. 
·  They shall have shared their knowledge and skills with others. [teaching] 
·  They shall have practiced hospitality according to their means and as appropriate to the 

circumstances. 
·  They shall have made every effort to learn and practice those skills desirable at and 

worthy of a civilized court. To this end they should have some knowledge of a wide 
range of period forms, including but not limited to literature, dancing, music, heraldry, 
and chess, and they should have some familiarity with combat as practiced in the Society.  

·  They should participate in Society recreations of several aspects of the culture of the 
Middle Ages and Renaissance. [industry]20 

 
The Scroll text 
 

In þe maner of makyng a pelycan þu schalt vnderstond þat þe furst virtue next þe heart schal be 
obedience, þe s(e)c(un)de virtue respect, þe iije courtesy, iiije authen/ticity. On þe oþer hond schal 
þe furst virtue be teaching, þe s(e)c(un)de hospi/tality, þe iije knowledg, iiij ind/ustry. 
 
Modernized: In the manner of making a pelican thou shalt understand that the first virtue next [to] 
the heart shall be obedience, the second virtue respect, the third courtesy, fourth authenticity. On 
the other hand, shall the first virtue be teaching, the second hospitality, the third knowledge, fourth 
industry. 
 

I chose to leave the inserted words from corpora in their modern forms so that the scroll would be a bit 
more readable to the average person. I especially enjoyed incorporating the phrase “on the other hand,”  
which in modern English offers an alternative view, but in the original text refers literally to another hand. 
 
Reversed and unreversed 
 
The Harley text then sets about explaining how loops may be transferred from finger to finger in two ways. 
A reversed transfer rotates the loop 180-degrees; an unreversed transfer does not rotate the loop at all. I 

                                                 
19 Stanley, p. 95. 
20 Society for Creative Anachronism, Corpora, p. 20. 
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used this opportunity to speak about the nature of selfless service – that one should seek to do honor to 
others and elevate them above oneself; and about the nature of modesty – that one should remain humble 
despite honors, not letting position or rank go to one’s head. 
 
Harley text: 
 

When þu schalt take þy bowe reuercyd þu shalt take wyþ þyn one hand þe bowe of þe oþer hond fro 
wtowten, so þt þe syde þat was beneþen upon þyn one hond before þe takyng be aboue one þt oþer 
hond after þe takyng. When hyt axith to be taken vnreuercyd, þu schalt take wt þyn one hand þe 
bowe of þt oþer hond fro wtynne so þt þe syde þt was aboue on þe one hond afore þe takyng be 
aboue on þt other hond aftur the takyng.21 
 
Modernized: When thou shalt take thy bows reversed thou shalt take with thine one hand the bow 
of the other hand from without, so that the side that was beneath upon thine (one) hand before the 
taking be above on that other hand after the taking. When it asks to be taken unreversed, thou shalt 
take with thine one hand the bow of that other hand from within so that the side that was above on 
the one hand before the taking be above on that other hand after the taking. 

 
Scroll text: 
 

When þu schalt take þyy virtues revercyd, þu shalt take wt þyn heart þy felow from wtynne, so þt þe 
gentle þat was beneþen before þe service be above þe after þe honoryng. When þu schalt take þy 
virtues vnreuercyd, þu schalt re/ceve honor from wtowten so þt þe modesty þat was upon þy heart 
afore þe honor remainyþ upon þy heart after þe honoryng. 
 
Modernized: When thou shalt take thy virtues reversed, thou shalt take with thine heart thy fellow 
from within, so that the gentle that was beneath before the service be above thee after the 
honoring. When thou shalt take thy virtues unreversed, thou shalt receive honor from without so 
that the modesty that was upon thy heart before the honor remaineth upon thy heart after the 
honoring. 

 
Hyen and lowen of the bowes 
 
The last bit of generalized instruction in Harley, before the individual braid instructions begin, is how to 
raise and lower loops from one finger to another. Echoing the imagery of a fingerloop being raised from 
one finger to the other, I used the Middle English verb hyen to mean the elevation of the award recipient 
into the order. 
 
Harley text: 
 

And sum tyme thow schalt hy þy bowes, and sum tyme þu schalt lowen ham. When þu scha’ l’ t 
hyen hem þu  schalt take þe bowe B an set on A…22 
 
Modernized: And some time thou schalt high [raise] thy bows, and some time thou schalt lower 
them. When thou schalt highen [raise] them thou schalt take te bow B and set [it] on A… 
 

Scroll text: 
 

And sum tyme, when þe crown byddt þt þu schalt hyen þy virtues, þu schalt take þe virtues set on 
thy heart and hyen hem vpward þt all my� t witness þe eleuation þerof. 
 

                                                 
21 Stanley, p. 95 
22 Stanley, p. 95 
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Modernized: And some time, when the crown biddeth that thou shalt high [raise] thy virtues, thou 
shalt take the virtues set on thy heart and highen [raise] them upward that all might witness the 
elevation thereof. 

 
Disposition of the award 
 
Lastly, the transfer of the award is declared: 
 

And <in> þt maner byddyþ þe þy king and master, Christopher, and hys noble queen, [f. 4r] þy 
model and inspiration, Mor/gen, þt þu schalt be � ehyen into þe most noble order of þe pelycan, by 
letters patent on þs idus januarii, being þe feast of St Hilarius, at our kingdom twelfth ni� t, in our 
shyre of hartstone. 

 
The date (January 13th) is presented in two medieval documentary forms. Medieval documents used a 
variety of dating systems, including the ancient Roman system, the cycle of Catholic saints, and regnum 
years. In the Roman system, January thirteenth is one of the key calendar days of the month, the midpoint, 
known as the “ ides”  in English, and written here in Latin. In the cycle of Saints Days favored in England, 
January 13th is the feast day of Saints Hilarius, Kentigern and Remigius. 23 I chose Saint Hilarius because 
she was the one I was most familiar with. I also thought the recipient would appreciate the reference to 
hilarity.  
 
The lace instructions 
 
The remainder of the scroll wording gives the instructions for the construction of four fingerloop braid 
patterns, derived from laces documented in Harley. I wanted these new instructions to accurately instruct a 
odern braider in making four real braids, but I also wanted to remain as faithful as possible to the wording 
in Harley. Therefore, I lifted sections of the Harley instructions verbatim and pieced them together to form 
the new instructions. The only two sections that are largely original are the instructions on how to join the 
component sub-braids in the Lace Gules Bordered Ermine and the Lace Fretted. 
 
The join that is described in the Lace Gules Bordered Ermine appears elsewhere in Harley, in the “Lace 
Bordered On Both Sides,”  but the text in Harley is missing two important moves. I chose to word this 
section from scratch to make the instructions more clear: 
 

when þy felows have each made o pass at þe lace gouty þe felow to þy lyft schal take wt A of hys 
next hond þorow B of þe same hond þy A lyft vnreuerced. [f. 6v] þen take wt þy A lyft from B of 
hys next hond vnreuerced. þen schal þy felow lowe A of hys next hond. þen schal þy lyft felow & 
þe change a� en, so þt þe bowe þt was on þy A lyft afore þe ij changes be a� en on þy A lyft and þe 
bowe þt was on þy felows B next hond be þere a� en. þen do in lyke maner wt þy ry� t felow, save þt 
þy ry� t felow schal change wt þy ry� t B twyes, so þt þe bowe þt was on þy B ry� t afore þe ij 
changes be a� en on þy B ry� t, &c(etera). 

 
The join used in the Lace Fretted does not appear in either Harley or the Tollemache manuscipt, the only 
other fifteenth-century fingerloop braiding source. This braid is a conjectural reconstruction, and so the join 
needed to be described with new wording: 
 

þen hold þy bowes aboue þy felows. þen schal þy D ry� t change wt þe bowe of þy felows A lyft 
reuercyd, and in þe same maner schal þy felows A ry� t change wt þy D lyft. 

 

                                                 
23 Cheney, C. R. A Handbook of Dates for Students of British History. (Cambridge: Cambridge University 
Press, 2000) 
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The names of the  laces 
 
E. G. Stanley’s transcription of the Harley text was occasioned by his desire to discuss the heraldic terms 
used to describe the braids. Many of these heraldic terms, while rare in general Middle English usage, serve 
admirably to describe the color patterns and structures of the braids.24 I thought it fitting to use heraldic 
terms, where appropriate, to describe each of the four new braids developed for this project: a Lace Gouty, 
a Lace Fletched, a Lace Gules Bordered Ermine and a Lace Fretted. 
 
 
From text to textura 
 
With the text of the booklet finalized, it was time to swap my author’s hat for that of the scribe and set 
about putting the words on paper. But first I would need to decide exactly what those words would look 
like. The handwriting of in Middle Ages includes a vast array of letterforms that changed markedly over 
the centuries. Even within a particular region, at any given time, numerous styles of writing were in use. 
Formal bookhands were reserved for special projects, while the daily laundry list might be scribbled in a 
barely-legible scrawl. As was so often the case with this project, I was to turn once again to Harley MS 
2320. 

                                                 
24 Stanley, p. 93. 
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Chapter  3: A Simple Textura 
 
 
 
With my scroll wording finalized, the next step was to choose a book hand. Fortunately, I had already 
acquired the high-resolution digital image of folio 52r from the British Library. My primarily goal had been 
to have a color image of the opening initial, but another fortunate benefit was that I could base my 
letterforms directly on a sample of the original scribe’s hand. 
 
The hand is, overall, a simple textura, a formal book hand, which by the early fifteenth century had lost the 
diamond-shaped serifs of earlier versions.25 Folio 52v only contains the first 20 words of the braiding 
treatise, which begins on the 12th line of the text block and continues on until folio 70v. The upper portion 
of folio 52v, however, contains the last 11 lines of a poem, written in a slightly less condensed version of 
the same hand, probably by the same scribe. The condensing of the fingerloop braid section of that folio is 
most likely a result of the cramped space left next to the opening initial. With only half the width of the text 
block available, the scribe seems to have had greater difficulty dealing with the right margin ruling then in 
the full width lines of the preceding poem. 
 
Special characters 
 
The hand includes the special Middle English letters thorn (þ), which was replaced in modern English with 
th, and yogh (� ), which appears in place of modern gh, as in the word right. Yogh also appears in words in 
place of the letter g, as in the word a�en (again), and instead of y, as in the word �ow (you).26 In addition to 
numerous examples of thorn and yogh, Folio 52r preserves examples of superscripted letters, and three 
types of abbreviation marks. A diamond-shaped dot with a curved tail stands for an omitted vowel-r 
combination, usually er, but occasionally ur. The form is reminiscent of our modern apostrophe. Both a 
straight and a curved tilde are used to stand for a missing n, or sometimes a missing m. I chose to use only 
the straight tilde, as I prefer how it looks on the page. 
 
 

     

þe
 

(the) 
 

a thorn with a 
 superscript e 

ry���� t 
(right) 

 
a yogh 

Oþer 
(Other) 

 
an apostrophe over 

the thorn represents an 
omitted er 

understond 
(understand) 

 
a straight tilde over the o 
represents an omitted n 

manner  
(manner) 

 
a curved tilde over the n 
representing a second n 

Fig. 2: Selected scribal abbreviations from Harley MS 2320, folio 52r 
 
 
From the Ground Up 
 
I sought to give my book the look of the original, but I did refrain from using entirely period materials. 
Most notably, I used pergamenata paper instead of parchment, mostly for budget considerations. Although 
Harley MS 2320 is written on parchment, other household manuals of the time, including the Tollemache 

                                                 
25 Benns and Barrett, p. 4. 
26 Benns and Barrett, p. 5 
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manuscript were written on paper.27 I chose to use pergamenata paper, a 100% cellulose paper made in 
Italy. It has the appearance of parchment, but is much less costly. 
 
Rulings 
 
By the fifteenth century, it had become the practice to use silverpoint to rule pages, although ink ruling had 
begun to appear.28 The digital image of folio 52r reveals that the ruling in Harley 2320 was probably 
silverpoint, which leaves a brownish marking resembling pencil. Because silverpoint requires special 
treatment of the ground to be used effectively, it is well suited to parchment, but is less effective on paper.29 
Pergamenata, especially, has a smooth surface of sizing that would prevent silverpoint from making a good 
mark. Instead, I used a sienna colored pencil to lightly mark the text block grid. I extended the uppermost 
and lowest horizontal lines and the left and right vertical margin lines to the edges of the pages, as they 
were in the original manuscript. The resulting text block measures 3 inches wide and 4.25 inches high. It is 
divided evenly into 17 lines. These measurements were taken directly from the digital image, which 
fortunately includes a centimeter ruling laid to the side of the folio. 
 
Unlike earlier book hands, which were written directly atop a dry point baseline (with or without a minim 
line), textura writing floats between ruling lines. In the past, I had always penciled a base line and minim 
line when writing in textura, but I decided to try and write directly into the text space in the way the scribe 
of Harley 2320 would have done. Although a little unnerved at first, I quickly grew comfortable with 
writing into a space, rather than onto a line. 
 
Quill and Ink 
 
By good fortune, I had been gifted with a sampling of oak gall inks, which, along some purchased 
commercial oak gall ink, gave me a variety of medieval inks to choose from. I tested each sample of oak 
gall ink on scraps of pergamenata, and chose an ink made from a 16th century recipe from John de 
Beauchesne’s A Booke containing divers sortes of hands. This sample had a good flow off the quill, and 
quickly darkened to the deepest black of any of the oak gall inks I tried. I did find that the ink did not set up 
as darkly on the pergamenata as it did on regular scrap paper. I think the sizing on the surface of the 
pergamenata reduces the “ tooth”  of the paper enough to slightly inhibit the caustic reaction of the ink with 
the paper. 
 
For the quill, I used a purchased prepared quill that I re-cut to size. Using the digital image of folio 52r and 
the measuring tools in Adobe Photoshop, I measured sample pen strokes and calculated a nib width of 
almost exactly 1mm. Because of the large amount of text, the quill required repeated re-cutting throughout 
the course of the lettering. 
 
Problems encountered 
 
The scribing went quite well. There are a few instances where I neglected to superscript a letter and wrote it 
after the preceding character, rather than above it. In one place, I wrote th instead of a thorn. Interestingly, 
both of these variances occur at least once in the Harley text. If they are mistakes, they are ones I share with 
the Harley scribe. One word was omitted entirely, and again this is an error not unknown to the Harley 
scribe. The only error I made that is undocumented in the Harley text is one occurrence of the word thy, 
where I used both a superscripted y above the thorn and a y following the thorn. I had intended to scratch 
off the superscripted y before presentation, but forgot to do so. I rest in the knowledge that such an error is 
likely to have been committed in period as well. 
 
I found that my letterforms tended to evolve into a more formal textura than the Harley book hand, mostly 
because I am more visually familiar with earlier forms of textura. In retrospect, I would like to have made a 

                                                 
27 Griffiths, p. 281 
28 Benns and Barrett, p. 4 
29 Benns and Barrett, p. 4. 
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full ductus of the hand before scribing. I have now done so, after the fact, and it appears among the 
appendices. Had I done this ahead of time, I would have used more ligatures from folio 52r. 
 
 

 
 

Fig. 3: A sample page of text from the award scroll shown 80% of actual size. 
 
 
Preaching to the Quire 
 
Part of the atelier’s job was to act as the go-between among the various specialty workers in the manuscript 
industry. Scribes penned the text, but it was the rubricator, or minaturist, who added header text and 
colored initials. The word miniature itself derives from the minium paint that was used for many of these 
small initials, used to mark off paragraphs. Once a manuscript was penned and the initials duly added and 
flourished, the quires (gatherings of folded sheets of parchment) were given over to painters who added 
painted scenes set in frames, often surrounded by elaborate borders. 
 
With my scroll wording penned and the initials and flourishes in place, it was time once again to change 
hats, break out the paint, and begin adding the illustrations to my fingerloop braiding booklet. 
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Chapter  4: Of Spanish Saints, Upturned Chicken Legs and the 
Restoration of a Woman 

 
 
 
Although the Harley manuscript is the product of an English workshop, for an English household, 
fingerloop braiding was by no means restricted to English ingenuity.  In fact, the sole surviving image of a 
figure in the act of fingerloop braiding rests on the altar of a Spanish church. This image, combined with a 
border from a Flemish manuscript commissioned for the Spanish crown, would serve as the frontispiece to 
my little book. With images of the exemplars purchased and received, it was time to make some hard 
decisions about how the painting would proceed, not the least of which was what types of paint to use. 
 
Al maner  of coloyr 30 
 
The medieval painter had at his disposal an array of substances that he mixed with an adhesive medium to 
make paint. Egg white, egg yolk, gum Arabic and even milk were used to bind the brilliantly hued powders 
onto panel paintings, walls and manuscript pages. Most of the earliest pigments were mineral compounds, 
either mined from the earth, or synthesized through chemical reactions. As our period progressed, an 
increasing number of plant-based pigments were added, although they tended to be less stable than their 
mineral cousins. 
 
The making of paints was not a mysterious science guarded among professionals. The Tollemache 
household manual, one of our sources for fingerloop braiding, includes recipes for ink in a variety of 
colors, many of which use paint pigments. A list of the proper binding medium for various pigments is 
included, and even a price list is recorded. Sadly, the Lords Tollemache no longer pay three shillings 
fourpence for an ounce of “ fyne gold.” 31 
 
Because my painting efforts in the Society for Creative Anachronism are a hobby rather than a profession, 
my studio space is carved from a household that includes children and pets. Because several of the 
pigments used by medieval painters are toxic, especially orpiment (an arsenic compound), I choose to 
restrict my regular painting activities to modern gouache paints. In the interest of authentic color choices, 
however, I have collected samples of medieval pigments that I use to match against modern paint swatches. 
A few years ago, I did an extended study of period pigment samples against the full gamut of Winsor-
Newton gouaches and watercolors, and crafted a list of what I consider to be the best substitutes for 
medieval pigments. 
 
The paint choices I made for this project are: 
 

For minium: Orange Lake Deep 
For vermilion: Spectrum Red 
For azurite: Peacock Blue 
For orpiment: Cadmium Yellow Deep 

For verdigris: Viridian 
For folium: Brilliant Violet w/ Zinc White 
For black: Bone black 
For lead white: Zinc White 

 
Gold 
 
The border of the frontispiece uses 23.5 carat shell gold over a base layer of Winsor-Newton imitation gold. 
The Winsor-Newton base was laid so that the shell gold could be used a bit more sparingly. I wanted a rich 
thick gold, and the amount of shell gold needed to adequately cover such a large area would have been 
quite costly. I was unable to determine for certain whether the background in the exemplar from the 
Isabella Breviary is shell gold, gold leaf, are merely a gold toned paint. Janet Backhouse’s otherwise 

                                                 
30 The Tollemache household manual includes, on folio 15v, an article listing the proper binding for certain 
types of pigments entitled, “To temper al maner of colovr for lymyng.”  
31 Griffiths, p. 59 
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excellent monograph, The Isabella Breviary,32 gives no clarification in the text as to what type of gold was 
used. Some of the color plates seem to suggest that the gold is paint, rather than gilding, as the background 
is somewhat splotchy. I decided to use shell gold, because I wanted to use genuine gold in a way that would 
allow me to nicely shade the drop shadows of the braided stems. 
 
Braided Borders 
 
The border requested by Lois Swales appears on folio 81v of the Isabella Breviary, a spectacular 
manuscript produced in Flanders for Queen Isabella of Castile, best known in America for her patronage of 
Christopher Columbus. In fact, the manuscript was presented to her shortly after Columbus made his fateful 
voyage, to celebrate the double wedding of two of her children to the son and daughter of Maximilian of 
Austria in 1497.33 The borders of this extensive manuscript represent the best of Flemish border design. 
Although much of the manuscript is decorated with trompe-l’oeil borders, known among SCA scribes as 
“squash bug borders” , there are also borders in the older foliated style of acanthus vines.  
 
One border artist of the Isabella Breviary is of particular note. His 
distinctive border style is identifiable on pages in which the Master of 
the Dresden Prayerbook painted the main miniature. A number of his 
borders feature plaited branches, or interwoven strapwork.34 Three 
borders included in Janet Backhouse’s survey of the manuscript 
display borders with tightly twisted and interlaced branches in 
contrasting tones. While the branches are not woven in the manner of 
true fingerloop braiding, their interlaced cord-like appearance makes a 
fine decoration for a booklet that celebrates the joy of playing with 
string. 
  
For the frontispiece, as was done in period, the design was sketched 
and then inked. For the color scheme of the braids, I chose vermilion-
red and white, which together with the gold background comprise the 
heraldic colors of Æthelmearc, Lois Swales’s home kingdom within 
the Society for Creative Anachronism. The book plate of folio 81v in 
Janet Backhouse’s The Isabella Breviary is unfortunately not in color, 
so I can’ t say for certain what the original colors were. A search of the 
Internet yielded no color image of that particular folio. The border 
design was modified in two ways. The birds present in the exemplar were eliminated so as not to compete 
with the image of the braiding, since braiding is the focus of the entire project. Also, one off-shoot of the 
border braiding was eliminated from between the text columns in order to clear the entire frame for the 
miniature painting, for which we must travel from Flanders south to Spain. 
 
Santa Lucia and Fr iends 
 
In the village of Borja, in Aragon, stands the church of Santa Maria. Perhaps more conspicuous for its fine 
Romanesque architecture, the church holds one of the rarest artifacts of the medieval braiding world, an 
altarpiece of the Virgin and Child. Painted in the fifteenth century, and attributed to Nicolas Zaortiga, the 
altarpiece depicts the Madonna and Child surrounded by women saints, many engaged in domestic fiber 
arts. In the lower right corner sits Sainta Lucia, identified by the name on her halo, actively making an 
eight-loop braid.  She is assisted by another saint, whose incomplete halo withholds her identity. The 
assistant holds the finished portion of the braid wrapped around a short dowel, which she grips tightly to 
maintain tension on the loops. Her other hand holds and smooth stick which she uses to tighten the newly 
crossed loops. Another saint gazes at Santa Lucia from behind the braiding as she knits a sock. 
 

                                                 
32 Backhouse, Janet. The Isabella Breviary. London: The British Library, 1993. 
33 Backhouse, p. 5 
34 Backhouse, pp. 44 and 48. 

 Fig. 4: Folio 81v of the 
Isabella Breviary 
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My quest to find a color image of this altarpiece was one of those happy moments in research when luck, 
technology, time pressure and the challenge of inter-lingual communication make the task feel like a real 
adventure. I was able to track down, through Google, a curator at the Amatller Institute for Hispanic Art of 
who could arrange for the purchase of a digital image of the photograph that had appeared in Noemi 
Speiser’s book. With help from an online translator and some vestigal memory of high school Spanish, I 
was able to arrange a bank transfer of the funds necessary for an internet transfer of the file. With jpeg in 
hand, I was ready to try to translate pixels into paint. 

 
I felt confident that the blue in the altarpiece was azurite. The brownish 
red dress seemed to be vermilion. At first, I was a bit perplexed as to 
why the lighter sections of the red dress appeared to be brown, rather 
than a lighter red. I tried mixing Winsor-Newton Spectrum Red, my 
usual substitute for vermilion, with a bit of Burnt Sienna, and the 
resulting paint appeared red at full strength, but brownish when mixed 
with zinc white. I have a few paint swatches of actual vermilion, and 
they too appear to have a brownish element, so I think the Spectrum 
Red / Burnt Sienna mix was a good substitution. 
 
Although the color digital image gives no indication of the size of the 
original painting, it is undoubtedly larger in scale than the miniature in 
my scroll. I therefore needed to simplify the detail of the haloes of the 
saints and the trim of their dresses, which in the original painting 
appear to be rendered in gold leaf over sculpted gesso. I chose to use 
shell gold to harmonize with the gold in the border, and I used Winsor-
Newton imitation silver (which is actually mica powder) to paint 
highlights on the gold. 
 

Armored Chicken 
 
I wanted to include in my booklet the armory that Lois Swales uses in the context of the Society for 
Creative Anachronism. Among my other interests in that society, I am also active in heraldry, the study of 
coats of arms, and it was a simple matter to locate an image of Ms. Swales’s society arms: Azure, two 
chicken©s legs inverted conjoined in base and issuant from base a la quise argent armed Or. In plain 
English, that describes two white-feathered chicken legs sticking up from the bottom edge of a blue shield. 
 
I had the armory, but how would I set it on the page? I turned again to the Isabella Breviary, the manuscript 
source for the border design of the frontispiece. Folio 43v of that manuscript depicts the quartered arms of 
Isabella and Ferdinand, held aloft by an eagle. The folio is a full-page painting with a blue background and 
frame, and also includes the nuptial arms of the two infantes (children of Isabella and Ferdinand) whose 
wedding occasioned the creation of the manuscript.35 I had given thought to making the armorial page in 
my booklet as grand as that in the Isabella Breviary, but two concerns led me to decide otherwise.  
 
Pergemanata paper, like the parchment it mimics, is somewhat translucent. Any painting shows as a ghost 
image on the reverse side of the paper. Also, when painting large sections of pergamenata, it can, like 
parchment, warp slightly. Since the armorial page was to be on the reverse of the page with the award text, 
I decided to be conservation with the use of paint, in order to keep the page flat, and to minimize the ghost 
imaging on the other side. What I did lift from the Breviary is the imagery of a bird holding the shield. 
With a little tweaking, and a bit of Googling for images of real pelicans, the eagle of the Isabella Breviary 
became the Pelican of my little booklet. 
 

                                                 
35 Backhouse, p. 6 

Fig. 5: Detail of the Borja 
altarpiece 
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The Mystery Woman 
 
On folio 52r of the Harley manuscript, the beginning of the fingerloop braiding treatise is marked by a 
miniature painting and initial. The miniature runs the height of the last six lines of the text block and 
extends beyond the last line by about one more line-height. The combination of miniature and initial 
comprise a little less than half the width of the text block. 
 
The miniature depicts a woman, seated, possibly cross-legged, with her hands raised and spread apart. The 
painting is damaged, and it is difficult to see exactly what the position of the lower body and dress are 
meant to be. The paint used for the dress has fallen away, revealing only the underdrawing, which is 
presumably done in silverpoint. Her gesture is a mystery. Is she fingerloop braiding? Her hands are spread 
apart, as if to pull tight a newly executed move, but there is no evidence of strings or loops ever having 
been painted on the page. There is a brownish stripe, but it seems to me to be a later mark, and in any case, 
it doesn’ t run toward either hand. Ms. Swales herself offers the explanation that the woman is displaying 
her hands to aid the reader in understanding the first principle of fingerloop braiding, the naming of the 
fingers A through D, from index finger to pinkie. 
 

 

Fig. 6: Detail of Harley MS 2320, folio 52v 
Figure of seated woman and initial I  

 

Fig. 7: Detail of the scroll 
Figure of seated woman and initial I 

 
In attempting a recreation of the painting, my first dilemma was to decide what pigments has been used in 
the original, especially for the damaged dress area. The red of the background seems to be minium, with 
perhaps a bit of over-painting in vermilion. The blue of the miniature’s frame and of the initial are most 
likely azurite. The ground on which the figure sits is a bluish green, which I took to be verdigris. 
 
The parchment where the dress had been painted seems to be slightly stained 
in some places, and bare in others. It is possible that the paint has fallen 
away in only some areas, and has faded to near transparency where it 
remains. Or, the paint may have fallen away completely, and may have only 
stained the parchment in certain places. 
 
Since minium, azurite and a green pigment are present and largely unfaded, I 
reasoned that none of these pigments had been used for the dress. There are 
traces of a yellow paint left on the hair/headdress, and no similar yellow 
traces in the dress area, so I reasoned that the yellow pigment (likely 
orpiment) had likewise not been used for the dress. A possible candidate is 
folium. It has a range of hues from blue to purple, depending on how it is 
made. As a plant derived lake, it can be unstable and is known to fade. There 
are very slight traces of a bluish hue in the large baglike lines in the dress. 

 
Fig. 8: Close up of dress 

area showing bluish-
purplish tinting 
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Using Adobe Photoshop, I sampled a few pixels in this area, and subtracted from their color CMYK values 
the values of the surrounding plain parchment. The resulting color was a muted pinkish purple that falls 
within the color range of folium. I chose Winsor-Newton Brilliant Violet as a substitute for folium and 
lightened it somewhat with zinc white. 
 
With the color scheme decided, all that remained was to execute the painting. My last bit of illuminatation 
was complete, and it was time for me to lay down my scribal hats. From thedim quiet of a medieval 
atelier’s shop, I had traveled to Flanders and Aragon, and from there taken up the trail of the Isabella 
Breviary, whose acquisition by the British Library led it, and hence me, back to London. From there, it was 
a short jaunt to Soper Lane. 
 
 

  
 

Fig 9: The frontispiece of the scroll booklet 
 

Fig. 10: The coat of arms 
 

 



 

From Atelier to Adobe, page 19 

Chapter  5: Soper  Lane and Four  New Laces 
 
 
Soper Lane, a small street in London’s Cheapside district, was once home to pepperers and grocers, 
cordwainers and curriers, and may possibly have derived its name from soap-makers, although this theory 
remains disputed36. Badly damaged in the great fire of 1666, it was rebuilt, but also renamed, obscuring its 
exact location. Modern sleuthing equated it with the northern end of modern London’s Queen Street, and a 
privately issued publican’s token from 1669 confirms this. It seems one Will Clerke ran a tavern called The 
Cock and Sack Bottle in “Soper Lane, alias Queen Street.” 37 
 
But why are we here, in this tiny lane? What has it to do with the little booklet that is the cause of our 
travels? Among the grocers and pepperers in Soper Lane, there were silkwomen,38 professional braiders of 
narrow wares for use as lacings for dresses, hatbands, purse strings, clothing trim, seal cords and anything 
else for which a strong colorful cord was suited.39 It was here that braid patterns were likely developed, 
their formulas passed from mistress to apprentice, and where ladies of leisure (and even the royal 
household) purchased goods.40 And it is from this street that another Soper Lane takes its name.  
 

The modern Soper Lane is a group of English women who study and 
recreate the silkweaving arts of the 15th century, including fingerloop 
braiding. Their organization, based in Leicestershire, England, 
published the 2005 volume, Tak V Bowes Departed by Elizabeth Benns 
& Gina Barrett, the first complete analysis and modernization of the 
braid instructions in Harley MS 2320. Although Noemi Speiser’s 2000 
release, Old English Pattern Books fr Loop Braiding, included 
instructions for all the braid structures described in Harley, Speiser uses 
the Tollemache manuscript as her primary text, and some important 
differences result. It is the Soper Lane volume that offered my first 
glimpse of the Harley manuscript initial painting, recreated by the 

authors in pen and ink. A pleasant e-mail exchange with author Gina Barrett led me to the British Library, 
where I acquired the high-resolution image of folio 52v.  
 
I wanted to include actual samples of fingerloop braids in my booklet for Lois Swales. My first thought was 
to simply select a few favorites, but the notion of creating new braids specifically for the occasion was too 
tempting, and I set about trying to craft four new formulas. If I wanted to craft new fingerloop instructions, 
I knew I had better become very familiar with the instructions in Harley. As always, it proved best to start 
with the basics. 
 
What is finger loop braiding? 
 
Fingerloop braiding is a braiding system whereby long loops 
of string, anchored as a group at one end to a central point, are 
looped onto the individual fingers of both hands under tension.  
The braiding is achieved by passing the loops through each 
other, from finger to finger, following specific sets of 
instructions. The resulting braids could be used for structural 
purposes, such as points for hose, lacing for garment closures 
or purse strings. The more elaborate braids could be used as 
decorative trim on garments and accessories.41  

                                                 
36 Benns, “The Name of Soper Lane.”  
37 Benns, “The Location of Soper Lane.”  
38 Benns and Barrett, p. 25. 
39 Swales and Williams, 16-17. 
40 Benns and Barrett, p. 25. 
41 Swales and Williams, pp. 4 and 16-17. 

 Fig. 12: Loops placed on fingers 
(after Benns & Barrett) 

 

Fig. 11: Modern Queens St., 
London. Formerly Soper Lane 
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Multiple examples of 5-, 7-, 10- and 14- loop braids were discovered during archeological excavations in 
and near the Thames River in London in the 1970s and 80s. A single example of a 20-loop braid was also 
found. These date from as early as the late 12th century, with most (18 of 24 items) dating from the 14th 
century. Two braid samples had been used as the edge bands of hairnets, including one dated from the late 
13th century.42  
 
The appearance of braid instructions in household manuals like Harley and Tollemache suggests that at 
least some braids were produced domestically, although braids were undoubtedly also purchased from the 
professional braiders in places like Soper Lane. Silk workers were well established in London and other 
major European cities, as evidenced by surviving accounts of the Royal wardrobe and apprenticeship 
indentures.43 Domestic fingerloop braiding even survived as a folk craft into modern times. A photo from 
Scandinavia c. 1920, shows a group of women creating a three-person braid in Dalarna, Sweden.44 
 
Secret Secrets and Secrets Revealed 
 
 The braiding instructions contained in Harley 2320 and the Tollemache manuscript remained for centuries 
unstudied by the fiber art community. Makers of bobbin lace dismissed them.45 Braiders hadn’ t heard of 
them.  In fact, “ loop braiding” , as it is generally called, has only enjoyed modern scholarly study in the last 
one hundred years, beginning with a report on the arts and crafts of the people of Guiana in 1916.46 A 
genuine understanding of the art form didn’ t develop, however, until very recently.  
 
Beginning in the late 1960s, Noemi Spieser, working in Switzerland, began studying samples of braid trim 
in light of the 1916 article, looking for evidence of loop-manipulated braiding. She noted the findings of 
fellow researchers, who documented loop-braiding traditions from Columbia (Marianne Cardale), Morocco 
(Frieda Sorber) and Oman (Gigi Crocker). In 1983, Speiser published her Manual of Braiding, which 
decodes loop-braiding instructions from 17th century English sources. 1994 saw the publication of Masako 
Kinoshita’s comprehensive study of loop-braiding from a 19th century Japanese source, corroborated by 
studies of surviving loops braids on medieval Japanese artifacts.  
 
Meanwhile, an English gentleman with a fondness for obscure Middle English terms was preparing an 
article for Chaucer and Middle English Studies, a volume published in honor of Rossell Hope Robbins by 
Kent State University in 1974. Stanley was intrigued by the use of heraldry terms to describe braided cords. 
As his contribution to the Robbins project, he transcribed the entire fingerloop section of Harley 2320. 
While he was apparently successful at duplicating the first of the 40 braids, he left it to others more 
interested in the fiber arts to interpret the instructions for practical use. 
 
The dawn of the 21st century saw the secrets of fifteenth-century braids revealed at last. The year 2000 saw 
the publication of modernized instructions for selected braids from Harley, by Lois Swales and Elizbeth 
Kuhn Williams, and the entire set of Tollemache braids by Noemi Speiser. The most recent publication by 
Benns and Barrett in 2005 finally brought the entire Harley set into modernized form. 
 
Four  New Braids 
 
I had already worked through Stanley’s transcription of the Harley instructions and had made samples of 
nearly all of the braids. I looked over my carefully organizes samples, and thought about the imagery of the 
SCA’s Order of the Pelican. The heraldic badge of the order is a pelican in her piety, that is, she sits on a 
nest amidst her young, pecking at her own breast to draw blood with which to nourish them. I thought, too, 

                                                 
42 Crowfoot, pp. 138 and 146-149 
43 Benns & Barrett, p. 25 
44 Speiser, p. 33 
45 Stanley, p. 89. 
46 Speiser, p. 10. 
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of the chapeau, the ermine-trimmed red cap worm by members of the order. It didn’ t take long to find 
braids that, with some modification, would evoke the imagery of the order’s regalia. 
  

 
 

Fig. 13: The four braids as they appear in the scroll booklet 
 
 
Here follows a brief description of each braid. Complete instructions appear in appendix A. 
 
The Lace Gouty is a six loop braid based on the Grene Dorge 
(“Barleycorn” ) braid found in both Harley and Tollemache. It is 
structurally identical to the Grene Dorge, but is a color variant. In the 
Grene Dorge, three colors are used and the result is a braid with matching 
solid edges with alternating colored “grains”  down the center. The Lace 
Gouty uses white for the outside edges and for one of the central colors, 
the other central color being red. This results in a series of red “drops”  
down the center of the braid, and is meant to evoke the white breast of the 
Pelican with its drops of blood. A gout is a heraldic charge representing a 
drop of fluid. Originally, a gout did not appear as a single charge, but 
rather “semy”  or strewn over the field or over a charge. The phrase “semy 
of gouts”  is equivalent to “gouty”  (also spelled gutté, or gutty, goutty, 
gouté). Examples of both goutty fields and goutty charges date to 1282. 
After our period, the phrase “goutty de sang”  developed specifically for 
red gouts.47 
  
The Lace Fletched is an eight-loop braid based on the Broad Lace Chevron, found in both Harley and 
Tollemache. The Broad Lace Chevron is an 8-loop braid with alternating V-shaped stripes (chevrons). The 
Lace Fletched reduces this pattern to a six-loop braid, alternating a double-pass white chevron with a 
single-pass black chevron. Down the center, a black stripe is worked with the two remaining loops, using a 
set of steps borrowed from the Grene Dorge braid. A more heraldic term would have been plumeté or 
plumetty, meaning “ feathered,”  but the heraldic depiction of plumetty is more like a set of scales than of a 
single feather. Instead, I chose the word fletched, which is used to describe the feathering, or flight feathers, 
on an arrow.48 
 
The Lace Gules Bordered Ermine is a three-person 19-loop 
braid that joins two Grene Dorge braids to either side of a central 
seven-loop version of the Broad Lace of 5 Bows, found in both 
Harley and Tollemache. The side braids are identical to the Lace 
Gouty, except that the red “droplets”  are replaced with black 
ermine tail flecks. The central braid is worked entirely in red. The 
three braids are worked by three separate workers and are joined 

                                                 
47 Munday, Kevin and Bruce Miller, A Pictorial Dictionary of Heraldry, s.n. Gout. 
48 Munday, Kevin and Bruce Miller, A Pictorial Dictionary of Heraldry, s.n. Plumetty. 

 
 

Fig. 14: A "gouty" shield 

 

Fig. 15: A chapeau 
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after each complete turn by exchanging (twice) each braid’s edge-loop with that of its adjoining neighbor. 
This method of joining braids is evidenced in several multi-worker braids in both manuscripts. Gules is the 
heraldic term for red, and the coloring of the braid refers to the chapeau, the red cap with ermine fur trim 
worn by members of the Order of the Pelican. 
 
The Lace Fretted is a 16-loop double-width version of a conjectural 
correction of the 8-loop Lace Mascle, found in both Harley and 
Tollemache. Two workers each make an identical lattice-like braid, 
which are joined after each turn by exchanging the lowest bows of the 
left worker with the uppermost bows of the right worker. The result is an 
eight-stranded lattice-like mesh. The fret is an ancient heraldic charge 
that resembles a lattice. Originally, the fret pattern covered the field, but 
later, an isolated fret segment became a separate charge in its own right. 
When covering a field or charge, the preferred term is fretty.49 The 
Tollemache manuscript includes a braid, structurally different from this 
one, called the Lace Frettys, which includes the instruction, “þan do þer 
in a lace of a noþer colour & þan xal it be frettyd.” 50 In retrospect, I 
should liked to have spelled the name “Frettyd”  as it appears in the 
Tollemache manuscript. 
 
Mater ials 
 
The surviving examples of fingerloop braiding from the London excavations are all worked in reeled silk,51 
as are the braid samples in the 17th century instruction manual.52 Reeled silk is silk which has been 
unwound from the silk cocoon in a continuous strand, and differs from spun silk, in which shorter lengths 
of filament are spun into thread, similar to linen or wool. It is possible that braids were also worked in linen 
and wool, but little direct evidence has survived. Linen, especially, decomposes rapidly when buried, as 
evidenced by garment fragments unearthed in London, where the wool and silk components have survived, 
but the linen stitching and facing has decomposed. I know of no surviving period example of linen loop 
braiding. One lace in course wool has survived.53 
 
For this project, I would have liked to construct the braids in reeled silk. I had assumed that dyed reeled silk 
would be readily available over the internet, and so I left the purchase of that until fairly late in the process 
of making the scroll. A survey of online sources, however, yielded only spun silk, or un-dyed reeled silk. In 
the end, I considered using either spun silk, which I had, or rayon DMC floss. The spun silk would have 
worked well, but it didn’ t exhibit the glossy sheen which seems to be present in photos of reeled silk braid 
samples. I thought the rayon would look more like reeled silk. I look forward to gaining first hand 
experience with reeled silk so that I may better evaluate that choice. 
 
Developing the Recipes – Problems encountered 
 
For the Lace Fletched, my original idea was to use the structure of the Broad Lace Chevron. Instead of 
having two double-thick chevrons of alternating colors, I planned to have a triple-wide white chevron 
alternate with a single-wide back chevron. In my first test in crochet cotton, however,  it seemed obvious 
that a center stripe was needed to mimic the shaft of the feather. Having just worked with the Grene Dorge 
braid in creating the Lace Gouty, I hit upon the idea of reducing the Lace Chevron to six loops and using 
the two remaining fingers to work the central stripe, using the technique from the Grene Dorge. A cotton 
test was structurally satisfactory, but the black loops seemed too heavy. Another test was made in DMC 
rayon floss, this time using two strands of floss for each of the white loops, and only a single strand of floss 

                                                 
49 Munday, Kevin and Bruce Miller, A Pictorial Dictionary of Heraldry, s.n. .Fret 
50 Griffiths, p.90 
51 Crowfoot, p. 138. 
52 Swales and Wiliams, p. 2. 
53 Swales and Williams, p. 6. 

 

Fig. 16: A “ fretty”  shield 



 

From Atelier to Adobe, page 23 

for the black loops. The result was that the black lines looked limp and unbalanced. Another test was made 
in rayon using double strands of floss for all the loops, and the satisfactory result was used in the finished 
booklet. The heaviness of the black was much less pronounced in rayon, compared to the same structure in 
cotton. 
 
The Lace Gules Bordered Ermine was more of a challenge. I knew I wanted to attach two Laces Gouty 
(substituting black for the red loop) to either side of a wide red braid. One challenge was to choose a central 
braid that would both lie fairly flat and could be joined to another braid along the sides using the standard 
loop-swapping technique from the manuscripts. A test was done in cotton attempting to attach a single 
Grene Dorge structure to one side of the Lace Piol, a flat eight-loop braid, but the result was unsatisfactory. 
Another test using a seven-loop broad lace was better. This seven-loop braid is unattested in either Harley 
or Tollemache, but I had encountered it in an introductory web article on fingerloop braiding by Andy 
Goddard.54 It is, essentially, a thicker version of the Broad Lace of Five Bows that appears in both Harley 
and Tollemache. I chose to use the seven-loop version to help balance the weight of the central red portion 
of the braid with the ermine borders. 
 
The second challenge of the Lace Gules Bordered Ermine was to test the joining technique. A full test was 
made using three braiders, while I supervised and tightened the braid. For this cotton test, I executed the 
exchanges between braiders myself as a fourth-party. I place the outside braiders so the their free index 
finger was to the outside of the entire braid. The swap was made between the “near B”  fingers of the 
outside braiders and the uppermost outside loops of the central braider. When we worked the braid in 
rayon, however, I wanted the workers to execute the exchanges themselves. To facilitate this, I swapped the 
positions of the two outside braiders in order the free up their “near A”  fingers. Also, when making the 
exchanges myself, I had drawn the outside braider’s loop through the central braider’s loop. When the 
workers performed the exchange themselves, as directed in the Harley manuscript, the central braider’s 
loop is pulled through the outside braider’s loop. This made a subtle but noticeable difference in how the 
join looked. When the workers performed the exchange themselves, the central red stripe was slightly more 
prominent, and the underside of the braid appeared (to me) to be the more attractive side. 
 
For the Lace Fretted I chose to use Noemi Speiser’s conjectural correction of the Lace Mascle, even though 
I suspect it takes the structure further from, rather than closer to, the braid intended in the manuscripts. To 
Noemi Speiser’s braid I chose to add a color modification by Cindy Myers. Noemi Speiser suggests a 
method of joining the braids, which unfortunately does not work. My contribution is to correct the join, 
which is done by cross-exchanging the lowest two loops of the left worker with the uppermost two loops of 
the right worker. 
 
Lastly, the Lace Fretted presented the problem of maintaining tightness in the braid. When working the 
tests in cotton, the braid benefited greatly from being tightened, or beaten, by a third party. When working 
in rayon, neither spreading the arms nor beating the braid kept the braid tight. In the end, we worked the 
braid in rayon, and I later tightened up the braiding manually, a tedious process, but necessary to match the 
scale of this braid to the others in the booklet. Subsequent tests in cotton suggested that further altering the 
pattern might address the scale issues. 
 
Fretting About Mascles 
 
The small problems I encountered with the first three braids were simple matters to address. The last braid, 
however, brought me back to the ongoing mystery of the Lace Mascle. Clearly the Harley manuscript and 
the Tollemache manuscript don’ t agree on the structure. But which version is in error? I decided to 
investigate the manuscripts text, the conjectures of others, do some tests, and decided for myself. 

                                                 
54 Goddard, Andy. “Fingerloop Braids”  (WWW: Andy Goddard, 2005) [URL: www.thirteenthcentury.com] 
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Chapter  6: Don’ t Fret the Small Stuff 
 
 
 
The Lace Mascle  appears in both the Harley MS and the Tollemache MS (called Maskel in Harley and  
Maskell in Tollemache). There are two discrepancies between the two sets of instructions. Firstly, the 
Harley MS omits the initial placement of four of the necessary eight loops. This omission is easily 
remedied by comparing the Harley text against the Tollemache version, where the loop placement 
instructions are complete. 
 
The second discrepancy is more problematic. The Tollemache MS omits a step found in the Harley MS. 
Fortunately, the Tollemache MS offers a clue as to which set of instructions is correct in a description of 
the resulting braid that reads: “& þe on syd schal haue colour con<t>rary to þe oþer it<em> A & B be of 
on colour & C & D of anoþer”  (and the one side shall have color contrary to the other [if] A & B be of one 
color and C & D of another).55 We may also look to the name “Maskel”  for a further clue to the braid’s 
desired appearance. A mascle is a heraldic charge defined as a voided lozenge. A lozenge is a diamond 
shape, somewhat longer than wide. So, a mascle is a diamond-shaped outline.56 Lastly, we have the 
knowledge that errors by omission are more common, in general, than errors by erroneous insertion. 
 

                     
 mascle fret fretty 
 

Fig. 17 
 
If we correct the initial braid placement in the Harley MS and then work the braid as instructed there, the 
resulting braid does give the appearance of a series of diamonds. Further, the initial color arrangement does 
indeed result in each side having the contrasting color of the opposite side, although the colors trade sides 
in alternate mascles. I believe that this is intended braid in both manuscripts. 
 

 

Fig 18: The Harley Lace Mascle 

 
If the braid is worked as instructed in the Tollemache manuscript, the resulting braid is opened up into a 
somewhat unbalanced mesh. The omitted Harley steps had served to bind the juncture of the mascles in the 
Harley version. Omitting the Harley steps allows that juncture to open into a secondary midline diamond. 
The Tollemache mascle braid is unusually open. Noemi Speiser remarks, “Here we have the only openwork 
braids of the Tollemache collection.” 57 

                                                 
55 Griffiths, p. 84 
56 Munday, Kevin and Bruce Miller, A Pictorial Dictionary of Heraldry, s.n. Mascle. 
57 Speiser, p. 65. 
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Fig. 19: The Tollemache Lace Mascle 

 
 
Speiser ’s Depar ture 
 
Speiser takes the Tollemache MS as her primary source, and presumes its omission of the Harley step to be 
correct. She further assumes that the braid is intended to be an openwork net. She notes, however, that the 
net is unbalanced and corrects this by inserting a duplication of steps 1-4, after the crossing of the upper 
and lower loops, as steps 9-12, specifying that both sets be performed twice. 58 
 

 

Fig. 20: The Speiser Lace Mascle 

 
The resulting “Speiser Mascle”  is an open lattice that tends to curl on itself. She notes the problem of an 
accumulating twist, and suggests “crossing the loops periodically in the other direction.” 59 
 
It is my opinion that the “Speiser Mascle”  is not the braid intended in either manuscript. While the resulting 
mesh is composed of diamonds, they intersect in a manner for which there is another more specific heraldic 
term, fretted or fretty, meaning woven in a diagonal lattice pattern. The braids in Harley and Tollemache all 
bear strikingly accurate heraldic terms. The terms mascle, fret and fretted are all rather common in heraldry 
of the fifteenth century and earlier, and so I find it odd that a braid like the “Speiser Mascle”  would not 
have been described as fretted. The braid that results from the Harley instructions, while somewhat 
rounded, looks more like a mascle than the Tollemache braid. The Harley braid, giving no appearance of a 
lattice, would in no way suggest the term fretted. 
 
Lastly, the “Speiser Mascle”  presents a problem in coloration. If the colors are set up as specified in 
Tollemache (and implied in Harley), the resulting lattice is asymmetrical. Two neighboring strands of one 
color weave around two neighboring strands of the other. A further modification has been suggested by 
Cindy Myers, which alters the initial color placement to yield an open net that is vertically symmetrical, 
with the strands alternating color down the entire length of the braid.60 
 

                                                 
58 Speiser, p. 65. 
59 Speiser, p. 65. 
60 Swales, “Fingerloop Braiding: Gothic secrets and modern delights.”  
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Fig. 21: The Myers Lace Mascle 

 
A fur ther  modification 
 
The Speiser Mascle with Myers’s color modification is a pleasant enough braid, but it is notably large in 
scale compared to other fingerloop braids worked with the same size string. In preparing the braid samples 
for the Pelican scroll under discussion above, it was obvious that the “Lace Fretted”  was inappropriately 
large when placed next to the other three braids in the collection. My method of correcting this was to 
painstakingly tighten the braid after it was worked, a tedious task made easier by the slipperiness of the 
DMC rayon. 
 
In subsequent studies after the scroll was completed, I came to believe that the Speiser Mascle, even with 
Cindy Myers’s color modification, is not the Lace Maskel of either Harley or Tollemache. That allowed me 
to feel free seek another way of correcting the scale issue. The first, and most obvious, tactic was to omit 
the repetitions of steps 1-4, both before and after the exchange of the idle loops. This results in a nice 
lattice, much closer in scale to other braids in the Harley and Tollemache collections, if still somewhat 
loosely woven. Further, this returns the braid to the same number of steps in the Tollemache version, but 
changes the order in which they occur. Interestingly, this braid has much less tendency to curl on itself, 
compared to the Speiser Mascle. Had I completed this study before finishing the Pelican scroll, I would 
most certainly have omitted the repetitions of steps 1-4 at both places where they occur in the pattern. 

 
Fig. 22: My Lace Mascle 

 
 
The Tollemache Lace Fretted 
 
The Tollemache collection includes a variant of the lace mascle called “a lace frettys” . It includes the steps 
from Harley that had been omitted from the Lace Maskell, but with a modification. That modification 
opens up the braid into a mesh (as produced by the Tollemache Lace Mascle instructions) and then wraps 
that mesh around an imaginary core to create a hollow netted tube. The instructions then suggest 
introducing a separate lace of a contrasting color into the core. 
 

 
Fig. 23: The “Lace Frettys”  variation 
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It is important to note that this net-like braid carries a different heraldic term than the Lace Mascle. If the 
Lace Mascle had been intended as an openwork net, I think the two braids would have born names along 
the lines of “Broad Lace Fretted”  and “Round Lace Fretted”  in keeping with the naming patterns of other 
related braids. In fact, however, a completely different term has been applied to each braid. 
 
Steps Summary for  the Lace Mascle 
 
 Har ley Tollemache Speiser  Myers M ine 

Loop Placement Color 1 on A & B 
[Color 2 on C & D] 

Color 1 on A & B 
Color 2 on C & D 

Color 1 on A & B 
Color 2 on C & D 

Color 1 on A & D 
Color 2 on B & C 

Color 1 on A & D 
Color 2 on B & C 

      
Step 1 Exchange A loops Exchange A loops Exchange A loops Exchange A loops Exchange A loops 

Step 2 Exchange B loops Exchange B loops Exchange B loops Exchange B loops Exchange B loops 
Step 3 Exchange C loops Exchange C loops Exchange C loops Exchange C loops Exchange C loops 

Step 4 Exchange D loops Exchange D loops Exchange D loops Exchange D loops Exchange D loops 
 repeat repeat repeat repeat  

Step 5 Exchange A & B Exchange A & B Exchange A & B Exchange A & B Exchange A & B 
Step 6 Exchange B & A Exchange B & A Exchange B & A Exchange B & A Exchange B & A 
Step 7 Exchange C & D Exchange C & D Exchange C & D Exchange C & D Exchange C & D 

Step 8 Exchange D & C Exchange D & C Exchange D & C Exchange D & C Exchange D & C 
Step 9   Exchange A loops Exchange A loops Exchange A loops 

Step 10   Exchange B loops Exchange B loops Exchange B loops 
Step 11   Exchange C loops Exchange C loops Exchange C loops 
Step 12   Exchange D loops Exchange D loops Exchange D loops 

   repeat repeat  
Step 13 (or  9) Exchange B & C Exchange B & C Exchange B & C Exchange B & C Exchange B & C 

Step 14 (or  10) Exchange C & B Exchange C & B Exchange C & B Exchange C & B Exchange C & B 
Step 15 (or  11) Exchange A & D     
Step 16 (or  12) Exchange D & A     

Fig. 24: Table of steps for the lace mascle 
 
Har ley had it r ight 
 
I believe the Harley MS version of the Lace Macle to be the correct version of the macle braid, requiring 
only the correction (from the Tollemache MS) of the starting positions of four of the eight loops. While the 
attempts made by Noemi Speiser to correct the Tollemache braid yield an interesting braid in its own right, 
I do not believe the Speiser Mascle to be the braid intended by writers of the Harley and Tollemache MSs. 
Further, the corrections made by Noemi Speiser require additional modifications to make a braid that is 
both symmetrical in color and balanced in scale with the other braids in the Harley-Tollemache set. Cindy 
Myers color modifications address the color symmetry, while my suggested omission of the repetitions of 
steps 1-4, both before and after the exchange of the middle (B & C) loops, address the scale issues. These 
further modifications yield a fine braid that, though not a documented fifteenth-century braid, makes a fine 
addition to the fingerloop repertoire. 
 
And that repertoire had now been expanded by four new braids whose debut was fast approaching. My 
little booklet still needed it braids.  I sewed a rayon floss sample of each braid to the last page of the 
booklet, which was cut wider than the other pages so that the braids would remain visible regardless of 
which page the book was opened to. With all of the elements prepared, it was time to bring it all home. 
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Chapter  7: I ’ ll Be Home For  Twelfth Night 
 
 
 
With all of the leaves of my little booklet penned and painted, and all four lace samples braided and sewn 
to the pages, it was time to bring it all together. My original hope had been to create a genuine medieval 
binding for the project, but as so often happens in the real world of deadlines, time was running short. With 
literally 15 hours until I needed to leave for the presentation ceremony (and at least a few of those ear-
marked for sleep), I set about binding the book. A quick trip to the local commercial art store would yield 
modern bookbinding supplies, but alas, there was no time to make the project as authentic as I had hoped. 
 
I had explored bookbinding a few years before, so I was already familiar with the general principles. The 
idea is to sew pieces of paper or parchment together down a central fold. Small bundles, known as quires, 
gatherings, signature or sections, are together, and if more than one bundle comprises the book, multiple 
bundles are sewn to each other at the same time. The entire stack of folded and sewn bundles is placed 
between protective covers.61 The modern process of bookbinding has scarcely changed since the early 
Middle Ages. Only the materials differentiate a modern traditional book binding from a medieval artifact.  
 
Sewing the gather ings 
 
The first step in bookbinding is the sewing. With only four sheets of pergamenata to bind, one gathering 
would suffice for the whole volume. Normally, multiple gatherings were sewing onto cords in the Middle 
Ages. These cords cause the horizontal raised bands on the spines of leather covered, traditionally bound 
books.62 I decided to sew my gathering onto grosgrain ribbon and leave the sewing exposed. I had made 
books in this manner before, and I knew that the result would be attractive, even if not typical of a medieval 
book. The added benefit of sewing onto ribbon was that the ribbon at the midpoint of the spine could be 
extended at the fore edge of the covers to create ties. These would secure the book closed, and help prevent 
any warping of the pergamenata pages. Medieval books routinely had clasps on their bindings to serve the 
same purpose, as parchment is notoriously reactive to ambient humidity and buckles readily. 
 
I promised in my introduction that blood was spilled for this project, so here is the story. Now the thing 
about an awl, as a tool, is that it is designed to make holes in things without putting a hole in anything else. 
The thing about a sewing needle, is that it is relatively sharp at both ends. The thing about four layers of 
pergamenata paper, is that it really is more puncture-resistant than the average fingernail. If I have one 
lesson to share from this entire project, it is this. Don’ t use your fingernail as a makeshift awl on the back 
of a sewing needle. It is bad enough to puncture a fingernail, but when the back end of the needle continues 
its journey clean through the neighboring finger, it is rather unpleasant. But enough battle tales, on with the 
binding. 
 
Prepar ing the Boards 
 
With the gathering sewn, I prepared the boards. In the Middle Ages, the boards used to cover books were 
wood. In one example from around the time that the Harley instructions were composed, the owner has 
carved a recess in the inside of the front cover to hold a pair of eyeglases.63 The wooden book covers were 
most often covered with leather that might be intricately tooled. Exceptionally spectacular books bore 
carved ivory covers or jewel-encrusted metal casings. The earliest surviving decorated European 
bookbinding, the Cuthbert Gospel from the late 7th century, has a tooled leather cover with Celtic knot 
work, that would look right at home among the Celtic stamped leather blank books found in today’s 
bookstores.64 So little has the craft of book binding changed in 1300 years. 
 

                                                 
61 Doggett, p. 10. 
62 Doggett, p. 50. 
63 DeHamel, A History of Illuminated Manuscripts, 1st ed., p. 193. 
64 DeHamel, A History of Illuminated Manuscripts, 1st ed., p. 24. 
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Modern books replace wooden boards with a material known as Davey board, a high-grade acid-free 
cardboard.  The Davey board can be covered with book binding leather, as in the Middle Ages, or with 
cloth. Modern bookbinders cloth is pre-backed with paper to prevent any glue from weeping through the 
fabric. In the interest of having my booklet finished on time, I opted for Davey board covered with red 
commercial binding cloth. 
 
Preparing the boards takes some time. A channel must be carved into inside of the boards to accept a length 
of each end of each binding cord, or in this case ribbon. The channels, with the cords glued in place, are 
later concealed by the endpapers. In order to extend the center ribbon as a closure at the fore edge, its 
channels needed to be extended almost the full width of the cover boards. Close to the fore edge, the ribbon 
pokes through the cover boards to the outside.  
 
Once the channels were carved, it was time to cover the boards. Two pieces of binders cloth were cut with 
a generous margin and glued to the outside of the binding boards. The cloth was trimmed and the corners 
cut at an angle in order to miter the edges on the inside. The last task was to glue in the endpapers.  
 
Medieval bookbinders would likely have used scrap parchment as endpapers. Indeed, many endpapers in 
post-reformation English volumes preserve pages ripped from earlier monastic books as a result of the 
dissolution of the English monastic system. Isolated leaves from as early as the first decades of the eighth 
century, once part of the so-called Ceolfrith Bibles, have been discovered as flyleaves, first in 1889 as part 
of an “old register”  and again in 1982 as part of a later book binding.65 
 
I chose a sample of French-made hand-marbled paper, even though marbled endpapers date only from the 
17th century.66 Once the endpapers were glued, the entire booklet was placed flat overnight under heavy 
weight to allow the glued portioned to dry flat. Plastic sheets protected the interior pages from any seeping 
dampness. In the morning, my little booklet finished, I made the journey to the Twelfth Night celebration at 
which Lois Swales was inducted into the Order of the Pelican of the Society for Creative Anachronism, 
where, I am happy to report, my original goal to delight was successful. 

                                                 
65 DeHamel, A History of Illuminated Manuscripts, 1st ed. p. 18 
66 Wikipedia, “Paper Marbling”  
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Afterword 
 
 
 

We began our journey together in the atelier’s shop, where the Harley manuscript was first planned and 
designed. We have traveled from London to Flanders, to Aragon, and back to London’s Cheapside. Before 

we part company, I would return you again to an atelier’s shop, but this time to one of the 21st century. I 
would invite you gather paper and pen and to write a miscellany of your own. No one but you holds your 
particular collection of knowledge and skills, and what a delight it would be to think that someone, half a 

millennium into the future, might embark on a scholarly adventure following the trail that you have blazed. 
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Appendix A – Instructions for  the new braids 
 
 
 
The instructions for each new braid include the Middle English text as it appeared in the Pelican 
scroll (with abbreviations expanded) and the modernized steps, following the format used in 
Benns and Barrett’s Take V Bowes Departed. The diagrams are adapted from those in Benns & 
Barrett. 
 
 
A Lace Gouty 
 
Scroll Text 
 
A lace gouty of vj bowes: set v bowes of whyte on B, C & D ry� t and B, C lyft, and one bowe 
gules on A lyft. þen take wt A ri/� t þorow B, C ry� t þe bowe of C lyft reuerced. þen lowe þy bowe 
of B lift vnto C. þen schal B lyft take þorw C lyft þe bowe C ry� t reuerced. þen lowe þy ry� t 
bowes. þen schal A lyft change wt D ry� t, &c(et)er(a). 
 
Modern instructions 
 
A. Put a loop of white onto B, C & D right and B & C left. 
B. Put a loop of red onto A left. 
 
1. A right goes through B & C right to take C left REVERSED. 
2. Lower B left to C left. 
3. B left goes through C left to take C right REVERSED. 
4. Lower the right loops. (B to C and A to B). 
5. A left exchanges with D right. 

Begin again. 
 

 
 
 
A Lace Fletched 
 
Scroll text 
 
A lace fletched of viij bowes: set iiij bowes of whyte on B, C lyft and A, B ry� t, & iiij bowes 
sable on A, D lyft and C, D ry� t. þen schal A ry� t take þoro�  D, C lyft þe bowe of B lyft 
vnreuerced. þen hye þy lyft bowys, and set þe same bowe on D lyft þat was taken of B lyft. þenne 
schal A lyft take þorow C, B ry� t þe bowe of A ry� t vnreuerced. þen hye þy B and C ry� t bowes, 
and set þe self bowe on C þt was taken of A. þen schal D lyft change hys bowe wt C ry� t. þen 
reuerce þy B, C, D lyft and A, B, C ry� t bowes. þen change A lyft wt D ry� t and begyn a� en. 
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A Lace Fletched, cont. 
 
Modern instructions 
 
A. Put a loop of white onto A & B right and B & C left. 
B. Put a loop of black onto C & D right and A & D left. 
 
1. A right goes through D & C left to take B left UNREVERSED. 
2. Raise C & D left (C to B and D to C). 
3. D left takes the inner loop of A right UNREVERSED. 
4. A left goes through C & B right to take A right UNREVERSED. 
5. Raise B & C right (B to A and C to B). 
6. C right takes the inner loop of A left UNREVERSED. 
7. C right exchanges with D left. 
8. Reverse A, B & C right and B, C & D left. 
9. A left exchanges with D right. 

Begin again. 
 

 
 
 
A Lace Gules Bordered Ermine 
 
Scroll text 
 
A lace gules bordred ermi/ne: þake ij felowes on eiþer syde. each felow schal set vj bowes on hys 
hondes in þe maner of þe lace gouty, but save þt þe bowe þt was gules schal be sable. þy fel/ows 
schal set x whyte bowes on B, C, D of þere next hondes and B, C of þere ferþer hondes; and ij 
bowes sable on A of þere ferþer hondes. On þy hondes set iij bowes gules on A, B, C [should 
read B, C, D] ry� t, and iiij bowes gules on A, B, C, D lyft. þen schal A of þe ry� t hond go þoro�  B 
of þe same hond and take þe bowe D of þe lyft hond reuerced, þen lowe þy lyft bowes, and A lyft 
schal go þorow B of þe same hond and take þe bowe D of þe ry� t hond reverced. þen lowe þy ry� t 
bowes. when þy felows have each made o pass at þe lace gouty þe felow to þy lyft schal take wt A 
of hys next hond þorow B of þe same hond þy A lyft vnreuerced. þen take wt þy A lyft from B of 
hys next hond vnreuerced. þen schal þy felow lowe A of hys next hond. þen schal þy lyft felow & 
þe change a� en, so þt þe bowe þt was on þy A lyft afore þe ij changes be a� en on þy A lyft and þe  
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A Lace Gules Bordered Ermine, cont. 
 
bowe þt was on þy felows B next hond be þere a� en. þen do in lyke maner wt þy ry� t felow, save 
þt þy ry� t felow schal change wt þy ry� t B twyes, so þt þe bowe þt was on þy B ry� t afore þe ij 
changes be a� en on þy B ry� t, &c(etera). þen begyn a� en. 
 
Modern instructions 
 
This braid calls for three workers. The “Self”  should sit between the “Left Partner,”  who sits to 
the Self’s left, and the “Right Partner,”  who sits to the Self’s right. 
 
A. Self: Put a loop of red onto B, C & D right and A, B, C & D left. 
B. Left Partner: Put a loop of white onto B, C & D right and B & C left. 
C. Left Partner: Put a loop of black onto A left. 
D. Right Partner: Put a loop of white onto B & C right and B, C & D left. 
E. Right Partner: Put a loop of black onto A right. 
 
1. Self: A right goes through B right to take D left REVERSED. 
2. Self: Lower the left loops (C to D, B to C and A to B). 
3. Self:A left goes through B left to take D right REVERSED. 
4. Self: Lower the right loops (C to D, B to C and A to B). 
5. Left Partner: A right goes through B & C right to take C left REVERSED. 
6. Right Partner: A left goes through B & C left to take C right REVERSED. 
7. Left Partner: Lower B left to C left. 
8. Right Partner: Lower B right to C right. 
9. Left Partner: B left goes through C left to take C right REVERSED. 
10. Right Partner: B right goes through C right to take C left REVERSED. 
11. Left Partner: Lower the right loops. (B to C and A to B). 
12. Right Partner: Lower the left loops. (B to C and A to B). 
13. Left Partner: A left exchanges with D right. 
14. Right Partner: A right exchanges with D left. 
15. Left Partner and Self: Left Partner’s B right exchanges with Self’s A left 

UNREVERSED*. Repeat. 
16. Right Partner and Self: Right Partner’s B left exchanges with Self’s B right 

UNREVERSED**. Repeat. 
 
*   Expanded directions for the exchange move in step 16: 
16.a.  Left Partner: A right goes through B right outward to take Self’s A left UNREVERSED. 
16.b.  Self: A left takes Left Partner’s B right UNREVERSED. 
16.c.  Left Partner: Lower A right (A to B). 
 
* *   Expanded directions for the exchange move in step 17: 
16.a.  Right Partner: A left goes through B left outward to take Self’s B right UNREVERSED. 
16.b.  Self: B right takes Right Partner’s B left UNREVERSED. 
16.c.  Right Partner: Lower A left (A to B). 
 
(Diagram on following page) 
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A Gules Bordered Ermine, cont. 
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A Lace fretted 
 
Scroll text 
 
A lace fretted of 16 bowes: þake 8 bowes of o colour on boþe � owre hondes on A & D and 8 of 
anoþer colour on C & D. þen schal � e boþe wt A of � owr ri� t chan/ge wt A of � our lyft, so þat A 
ry� t take þe bowe of A lyft þorowout hys bo/we reuercyd; and in þe same maner schal � e change 
þe bowe of B ri� t wyth B lyft, and C ry� t wt C lyft and D ry� t wt D lyft. In þe same maner � e schal 
change al þy bowes a� en. and when � e have changed twyes, so þat al � owre bowes þat were on 
� owre ry� t hondes be on � owre ry� t hondes a� en. þen schal � e boþe change A ry� t wt B lyft 
reuerced. In þe same maner schal B ry� t change wt A lyft, and C ry� t wt D lyft, and D ry� t wt C 
lyft. þen schal � e boþe a� en wt A of � our ri� t change wt A lyft reuercyd; and in þe same maner B 
ry� t wt B lyft, and C ry� t wt C lyft, and D ry� t wt D lyft. In þe same maner � e schal change al þy 
bowes a� en. and when � e have changed A to A, &c(etera) twyes, þen schal � e boþe change B ry� t 
wt C lyft and C ry� t wt B lyft reuerced. þen hold þy bowes aboue þy felows. þen schal þy D ry� t 
change wt þe bowe of þy felows A lyft reuercyd, and in þe same maner schal þy felows A ry� t 
change wt þy D lyft. þen begyn a� en. 
 
Modern instructions 
 
This braid calls for two workers. The “Self”  should sit to the left of the “Partner”  who sits to the 
Self’s right. 
 
A. Both: Put a loop of colour 1 onto A & D right and A & D left. 
B. Both: Put a loop of colour 2 onto B & C right and B & C left. 
 
1. Both: A right exchanges with A left. 
2. Both: B right exchanges with B left. 
3. Both: C right exchanges with C left. 
4. Both: D right exchanges with D left. 

Repeat steps 1 to 4*  
5. Both: A right exchanges with B left. 
6. Both: B right exchanges with A left. 
7. Both: C right exchanges with D left. 
8. Both: D right exchanges with C left. 
9. Both: A right exchanges with A left. 
10. Both: B right exchanges with B left. 
11. Both: C right exchanges with C left. 
12. Both: D right exchanges with D left. 

Repeat steps 9 to 12*  
13. Both: B right exchanges with C left. 
14. Both: C right exchanges with B left. 
15. Both: Self’s D right exchanges with Partner’s A left.* *  
16. Both: Partner’s A right exchanges with Self’s D left.* *  
 
*   The repetition of steps 1 to 4 and 9 to 12 produced a rather large open net. The braid sample 
used in the Pelican scroll includes the repetition of these steps, but the braid was later tightened 
by carefully working the weave upward toward the anchor end of the braid. In the future, I would  
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A Lace Fretted, cont. 
 
forego the repetitions. (See appendix B for a further discussion of the Lace Maskel and the Lace 
Fretted.) 
 
* *   To facilitate steps 15 and 16, Self should suspect his/her arms above those of the Partner.  
 

 
 


