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Introduction

Ecclesiastical embroidery – or embroidery for the church or religious use – has been used since early times to decorate clothes worn by a minister (known as vestments) or altar linens.
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Christmas-inspired cross, worked in passing thread, smooth purl and bright check purl with silk shaded holly leaves.



Ecclesiastical embroidery differs from other kinds of embroidery in that it is often very ornate and uses a wide variety of techniques. It is stitched for use in worship and found throughout religious buildings, decorating the altar or pulpit fall or on vestments. The word ‘vestment’ comes from the Latin, meaning clothing, but it is now generally used to denote the garments worn by ministers during acts of worship. The vestments worn by the clergy when celebrating Mass are derived from the clothing worn by Romans in early Christian times (the toga was by that time formal dress). They therefore connect today’s worshippers directly and visibly with the earliest Christians.
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Cross, saint and animal project on linen, worked by the author. The piece includes goldwork, silk shading and tapestry shading techniques.
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Royal School of Needlework (RSN) Training School sampler: This beautiful churchwork sampler, mounted in a triptych frame, was worked by a student at the RSN in the 1910s. It features Mary and a saint along with several ecclesiastical motifs in a variety of techniques, including tapestry shading and goldwork. (Royal School of Needlework: 586)



The techniques used to adorn liturgical vestments vary widely. The most common techniques are goldwork, silk shading and surface stitching, but other techniques can be successfully used, such as appliqué or machine embroidery. Making vestments is not difficult, but it does require many steps to complete. To ensure your projects are a success, allow plenty of time to follow these basic steps.

This book is intended to be a guide to church embroidery. It aims to give you an understanding of what can be achieved and help you develop your ideas and skills for stitching. I’m a firm believer that the basic embroidery techniques need to be learnt before exploring and adapting your own designs. I hope this book will provide all the inspiration and information you need to create your own piece of ecclesiastical embroidery, whether that be for your church or place of worship, or as a gift or a piece of embroidery for yourself.



A Brief History on Ecclesiastical Embroidery

Many of the great embroideries of the past have been inspired by religious devotion. A lot of effort has been given to creating works of art expressing the relationship with God.

In the early Christian era, Christians had been persecuted for their beliefs. As they had been practising their religion in secret, there was no distinction between ecclesiastical and civil clothing. The third century brought great change for the Church, with the ranks of bishop, priest and deacon being created. From then on, religious clothing took on its own identity.

During the fourth century, the adopted Roman dress gradually became the clothing reserved specifically for ordained priests and deacons at worship. These fashions of imperial Rome provide the basic template for the vestments we know and use today, although it took time for churches to become established and vestments to be required.

By the tenth century, the tradition had been established and a wealth of exquisite embroidery was produced, especially in England. Important examples of Anglo-Saxon work are the maniple and stole of Saint Cuthbert. The vestments were decorated with figures of saints and were made at the command of Queen Ælfflæd, wife of King Edward the Elder from AD909–916. The embroidery is of exceptional workmanship, the design being stitched in silks on a background of the finest gold thread.

In 1827 the tomb of Saint Cuthbert was opened; along with the saint’s body, some rare and extraordinary objects were found including a stole, maniple and girdle. They are the earliest pieces of embroidery from this period in England and the only surviving examples featuring full-length figures. The relics can be seen in Durham Cathedral Museum.

In the eleventh century, ecclesiastical vestments became more elaborately decorated. Clergy started to wear copes, which were heavily embroidered with gold threads. Although they never reached any liturgical status, they were used on important festive occasions by all ranks. During this time, liturgical colours were first set down as special to a season.

During the Middle Ages, embroidery was a way of decorating luxury textiles. This resulted in the greatest period of ecclesiastical embroidery. The popular English medieval style of embroidery known as Opus Anglicanum, meaning English work, reached its peak between 1250 and 1350 and refers to the work produced mostly by men in professional embroidery workshops. The main characteristic of this work was the use of underside couching, which enabled large areas of fabric to be closely covered with gold thread while remaining pliable.

The high standard of embroidery in English workshops was founded on seven-year apprenticeships and was sought after throughout Europe. The Black Death of 1348 ended this great period of Opus Anglicanum.

Ecclesiastical embroidery was still being produced and exported, but not to the extent it had been. During the fifteenth and early sixteenth centuries, individual scattered motifs were frequently stitched on linen, cut out and applied to rich silk and velvet backgrounds. Delicate gold rays and spangles were then embroidered to the background. The work being produced now was very different to the work of medieval times. Embroidery was less common with richly patterned fabrics now used throughout Europe – the focus being on the silk brocades rather than the embroidery. Much of the embroidery produced during the Middle Ages had not survived; with the Reformation vast quantities of vestments were destroyed; jewels were removed and any gold reclaimed.

Very little ecclesiastical embroidery was produced during the sixteenth century; there was a just brief revival during the seventeenth century, inspired by the richness and splendour in church decoration. After this period, there was little ecclesiastical embroidery produced until the middle of the nineteenth century, when a revival of church embroidery was underway. Churches were being built in the Gothic revival style, which in turn stimulated a revival in medieval church embroidery. This was mainly influenced by the architects Augustus W.N. Pugin and George E. Street. Pugin designed many churches in England as well as many damask fabrics that are used today.

In 1854, Agnes Blencowe founded the Ladies Ecclesiastical Embroidery Society. The aim of the society was to supply altar cloths of ecclesiastical design, either by reproducing ancient examples or working under the supervision of an architect. Much of their work was inspired by medieval designs, especially those created by Augustus W.N. Pugin, who reinvented the Gothic style. Designer William Morris and architect George E. Street worked with the society to produce designs that were regarded as suitable.

In 1872, the Royal School of Needlework was founded, which was originally known as the ‘School of Art Needlework’, with the aim of training young girls in hand embroidery. Part of the students’ training included working a piece of churchwork with several symbols being embroidered on a single piece of linen.
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RSN Training School sampler: Classic churchwork sampler worked by a student at the RSN, about 1920. The three symbols at the top of the design – fleur-de-lys, crown and pomegranate – are used to introduce the student to goldwork, and are still taught to today’s trainees. The piece also features several other motifs in a variety of techniques. (Royal School of Needlework: 575)



In the 1950s, Beryl Dean recognised the need for a contemporary approach to ecclesiastical embroidery, and set about producing and exhibiting examples with imaginative designs. Beryl Dean set up the first ecclesiastical embroidery course and led it for twenty years. She also wrote several books on the subject.

Later in the twentieth century, Jane Lemon used fabrics and metal threads in an imaginative way and founded the Sarum Group in 1978. Her work can be seen in the Cathedrals of St Albans, Exeter, Salisbury and Wells, along with Bath and Sherborne Abbeys and many other churches around the UK and America.

Ecclesiastical embroidery continues today, often with a modern approach, being created by professional studios and church groups alike.



The Eucharistic Vestments

The full set of vestments consists of the chasuble, dalmatic, tunicle, stole, chalice veil, humeral veil, burse and occasionally a cope. There should be a set in each of the liturgical colours.

The Amice

This is a neck cloth, worn under the alb. It is a rectangle piece of cloth, usually of white linen, and tied with tapes.

The Alb

The alb is a long tunic, worn to conceal everyday clothes; the word ‘alb’ derives from the Roman tunica alba. It is worn by both lay and ordained ministers at the Eucharist, and is white and quite plain.

The Girdle

The girdle is a belt or cord worn around the waist.

The Stole

The stole is a long, scarf-like garment worn around the neck over the cassock or alb as part of the set of liturgical vestments, and symbolizes the priest’s authority. It is narrower at the centre and wider at the two ends. The Eucharistic stole is long enough to be crossed and shows below the chasuble. Today the stole is made in a variety of styles and colours.

The Maniple

The maniple is a strip of cloth worn on the left arm by a priest during Holy Communion.

The Chasuble

Worn over the head, hanging down in front and behind, this is the main vestment. Originally circular, with a hole in the centre for the head, it derives from the outdoor cloak worn by Greeks and Romans in the first century AD. It is usually cut away at the sides, symbolizing Jesus’ seamless purple robe and the grace of charity.
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Eighteenth-century fiddleback chasuble. The item features heavy gold embroidery with flowers worked in silk threads. (Royal School of Needlework-LB3)



The Dalmatic

The dalmatic is a three-quarter-length sleeved tunic that is open at the sides. It is worn by a deacon.

The Tunicle

The tunicle is slightly shorter and plainer than the dalmatic. It is worn by the sub-deacon.

The Cope

The cope is a long semi-circular cloak. It may be worn by anyone, but is typically worn by a bishop. It is fastened at the neck with a large clasp, known as a morse. The early copes had hoods at the back. This has evolved into a decorative shield that hangs down at the back and varies in shape. A Gothic hood is smaller and pointed, while a Roman hood is wider and more rounded.
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A cope, made in about 1970 or 1980. It is in the style of Beryl Dean and Jane Lemon and is worked on heavy silk ground fabric with applied contemporary fabrics such as lurex. (Royal School of Needlework Collection)



The Humeral Veil

This is a scarf-like veil worn by the deacon at High Mass and by the priest at benediction.

The Chalice Veil

A veil is often used to cover the chalice, to keep away dust and insects. It also demonstrates respect for vessels used for the sacrament.

The Burse

A flat, square case in which a folded corporal cloth is carried to and from the altar. The burse is placed on top of the chalice veil.

The Mitre

A high liturgical headdress that can be both plain (Mitre simplex) or highly decorated (Mitre pretiosa). There are slight variations in shape. These are worn by bishops and archbishops.



The Liturgical Colours

The use of different colours for altar cloths and vestments signify the various festivals, and this dates back over many centuries. The fabric colour follows a regular pattern and also marks the passing seasons of the church’s year. When describing vestments by their colour, it is assumed to be the colour of the main fabric, however any colour can be used for embroidery or other decoration.

Liturgical colours are used on sacred vestments but they are also used on altar frontals, super frontals, banners and pulpit falls, as well as on the burse and chalice veil. A brief summary follows explaining when each colour is used.
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Damask fabrics use the colour appropriate to the liturgical season.



White

White is the colour of purity and symbolizes innocence, holiness and the Virgin Mary. It evokes a mood of celebration and rejoicing and is used for all high feast days and days devoted to the Virgin. White also includes shades of ivory and cream; it does not always have to be optic white.

‘The best’, white is worn on Easter and the Sundays following it; Christmas and the days after it, up to Epiphany; and Festivals of the Blessed Virgin Mary (often blue and white).

Red

Red symbolizes passion, fire, blood, divine love for the Holy Spirit and God’s creative power.

Red is worn on Palm Sunday, during Holy Week, and for the commemoration of the Holy Innocents and martyrs, to symbolize the shedding of Christ’s blood and that of his followers. At Pentecost and ordinations, it symbolizes the descent of the Holy Spirit in the form of tongues of fire on the assembled apostles. It is usually a fairly bright red, but can be closer to burgundy.

Purple

Purple is used during times of repentance, fasting and preparation – during Advent and for the first four weeks in Lent. Some traditions make a distinction between a violet (blue) purple for Advent and a red purple (Roman) for Lent.

Blue

Blue symbolizes heavens, constancy and fidelity. Blue can also be used as an alternative colour to purple for Advent and Lent.

Green

Green – the prevailing colour of nature – represents growth, the hope of spring, new life and immorality. Green dominates most of the liturgical year; it is used during ‘Ordinary Time’, the rest of the year.

Rose

Rose symbolizes anticipation and rejoicing.

Black

Black symbolizes death and mourning, and is the traditional colour used for funerals. It is used for All Souls’ Day and is sometimes used for Good Friday.


Chapter 1

Materials and Equipment

This chapter will introduce the traditional materials and equipment required to complete a piece of ecclesiastical embroidery. The four main fabrics used are: linen, silk, wool and cotton, however, man-made fabrics or those that use a combination of natural and synthetic fibres are also suitable if they are in keeping with the dignity of the vestment. Most fabrics are suitable for church embroidery – it is important to consider the budget for the project along with the weight, suppleness and durability. Patterns must also be chosen wisely so as not to interfere with any embroidery.
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A selection of fabric, threads and other materials used to create a piece of ecclesiastical embroidery.



It is worth investing in the best-quality materials for ecclesiastical vestments and other items as they will invariably be in use for a long period of time. However, if some materials are difficult to source they can be substituted, often with satisfactory results.

Before you start any project, it is advisable to gather together everything that you will need. It is disappointing when you start a project, only to discover later that you do not have sufficient thread to finish.



Fabrics

It is important to choose a ground fabric that is substantial enough to support the embroidery threads. If this is not the case, you will need to support the fabric using a medium-weight calico or cotton fabric underneath to provide the strength required for the technique.
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Fabrics for ecclesiastical embroidery, from top to bottom: cotton, silk dupion, cloth of gold, linen and velvet.



Ecclesiastical embroidery is traditionally worked on damask fabric, which is available in many colours and patterns. Linen and silk are also suitable, but any fabric must be closely woven. Natural fibres are always easier to work with, however don’t be afraid to try out other fabrics to suit your design and budget.

Damask Fabric

There are a huge variety of damasks, brocades and brocatelles available today, which are the traditional fabrics used for ecclesiastical embroidery. These fabrics are manufactured in both a single liturgical colour and a combination of two or more colours, which can sometimes include the addition of artificial gold and silver yarns to replicate eighteenth-and nineteenth-century cloths of gold and silver. They have a high concentration of threads in both the warp and weft, giving a strong yet sumptuous fabric. Damasks are often made using natural fibres such as silk and cotton.
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Tudor Rose damask fabric.



Which is the Right Side?

When looking at a piece of fabric, it is not always obvious which side is the right side. Many brocades and damasks have a high density of threads in the warp giving a strong satin and shiny appearance to the background.
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A Tudor Rose silk damask fabric, showing the right side on the left and the reverse side on the right.



Pattern Repeat

There is a great variety of damask fabrics and many of them have different pattern repeats. The pattern repeat is the distance between the two different design elements, which helps to determine how much fabric is needed. Do allow extra fabric when making vestments, as it is often not possible to lay out the pattern pieces in an economical way, resulting in a lot of waste fabric.

Silk Dupion

Silk dupion is a medium-weight silk fabric made in India that is distinctive in appearance. Slubs in the fabric, which occur when two silkworms spin cocoons close together, give it a textured effect that varies from colour to colour. Different silk dupion fabrics have varying degrees of texture depending on how they were woven. Hand-woven silks often have more texture, while power-woven silks have less texture, giving a smoother appearance with only a little slub.

Some silk fabrics have one colour woven in the weft and a different colour woven in the warp, producing a ‘shot’ silk fabric. Careful consideration must be given when using a shot silk as the shade changes depending on the direction of the fabric – this could detract from any embroidery.

Velvet

Velvet is a type of woven tufted fabric that has a short, dense pile, giving it a distinctive soft feel. It can be made from natural fibres such as cotton and silk or synthetic fibres such as viscose or a rayon/nylon blend. Ecclesiastical embroidery can be successfully worked on velvet. My preference is to embroiderer onto a good-quality cotton velvet.

Take care while working to avoid ‘bruising’ the fabric, causing the pile to be crushed and therefore spoiling the appearance of the fabric. To help avoid crushing the fabric, protect areas from excess pressure using tissue paper or cotton padding.

Cloth of Gold

Cloth of gold and cloth of silver have a long history in ecclesiastical wear. Cloth of gold can be used within ecclesiastical embroidery designs to produce a dramatic effect. It consists of gold worked into long strips and wound around a core. This thread is used in weaving a very rich, expensive fabric. It is not to be confused with a golden lamé fabric, which is made out of synthetics and has a bright metallic sheen.

Linen

Linen is a strong natural fabric made from the fibres of the flax plant. It is considered to be the oldest fabric in the world and is suitable to use as a base fabric for any piece of ecclesiastical embroidery or for the use of liturgical garments. It is advisable to choose a fine, densely woven linen.

Cotton

Cotton fabric can be used successfully on ecclesiastical embroidery, however it does not give the luxurious finish that is often required. It is easily sourced, can suit every budget and can be easily dyed to create the desired shade.

Backing Fabrics

It is essential to have a backing fabric for most pieces of ecclesiastical embroidery. Without this, many fabrics will not be sufficiently strong to support the weight of the embroidery, especially when stitching with metal threads. Backing fabrics can also be used to line the back of vestments when they are constructed.
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An assortment of backing fabrics.



Calico

The best way to add an extra layer of fabric to the back is by using a medium-weight calico. It is advisable to use a pre-shrunk calico; however, if you are using a white fabric, it is advisable to support this using a medium-weight bleached calico or plain cotton.

Sateen

Cotton sateen is useful for backing vestments to cover the construction stitches or interlining. It is available in a good range of shades.

Dowlas

Dowlas is a traditional linen interlining that is used to give extra weight and support to fabric during the making-up process. It is usually composed of a mixture of cotton and linen.



Padding

Padding is used on ecclesiastical embroidery to add height and interest. It also provides a complementary background on which to work the metal threads.

Felt Padding

Several graduated layers can be used to add height to the embroidery. Use a cotton felt in a colour to match the metal threads.

String Padding

Lengths of waxed, soft cotton string are bundled together and stitched in place to create a dense, firm padding that is used for cutwork. Use a similar-coloured string to match the metal threads.

Carpet Felt Padding

To give extra height to a project, layers of carpet felt are chamfered and then stitched in place. The carpet felt is covered in felt padding before any embroidery is worked over the top.

Hard String Padding

Lengths of waxed parcel string are used as padding and stitched in place at regular intervals, usually with a space between. Gold threads are then couched over in a ‘basketweave’ pattern to create texture. If working with gold threads, soften the harsh appearance of the string by dying it using tea.
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An assortment of padding materials used in metal thread embroidery. If possible, match the colour of the metal threads to the colour of the padding. The hard string has been dyed using tea.



Estimating the Amount of Fabric Required


The easiest way to estimate the amount of fabric required is to cut the pattern pieces out of scrap paper and lay them out on your work surface within the width of the proposed fabric, considering the pattern repeat of the fabric. Remember to allow for seam allowances and turnings. The grain of the fabric will run down the length of each piece.





Threads

Embroidery Threads

There is a wide range of embroidery threads available, and many come in different weights and colours. The most widely used threads are those made from natural fibres such as cotton, silk or wool. Some threads can be separated and the desired number of threads then used. Choose the thread that best suits you and your budget.

Silk Threads

Ecclesiastical embroidery was traditionally worked with silk threads. They give a lovely appearance and slide through the fabric effortlessly, but can be more challenging to work with. Silk threads are available in different weights and thicknesses in a wide range of colours.

Stranded Cotton

Stranded cotton is a widely available and popular thread to use. It is made up of six strands that are twisted together and usually separated before stitching. This slightly shiny thread is available in 8m (8¾yd) skeins.

Cotton Perlé

A tightly twisted thread with a lustrous finish, available in a range of sizes and colours. Cotton perlé is worked in the needle without separating the strands.

Metallic Threads

Available as a single strand, these metallic threads have the advantage that they can be used in the needle. They are softer than the metal threads used for goldwork, making them ideal for surface embroidery and perfect to use for small details.
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A variety of embroidery threads that can be used within the design to complement any metal thread embroidery.



Wool Threads

Wool threads, such as crewel wool, are available in a wide variety of colours. These threads are inexpensive and, due to the thickness of the thread, can cover large areas quickly. Crewel wool creates a rougher texture, and for ecclesiastical embroidery is better suited to working on heavier fabrics such as a velvet or furnishing fabrics.

Synthetic Embroidery Threads

There are various synthetic threads available in different thicknesses and colours. Made from a range of fibres including rayon and viscose, these threads have a high sheen that can look stunning. However, they can be challenging to work with.



Metal Threads

Many types of metal thread are used in ecclesiastical embroidery. The following section shows some of the standard, most useful threads. They generally fall into two categories: metal threads that are stitched down with a sewing thread, known as couching, and metal threads or purls that are like coils of wire that are cut up and stitched down like beads. There are also other materials to consider, such as kid leather and spangles. It is always worth sourcing the best-quality metal threads, whenever possible.
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A variety of metal threads, purls and spangles.



Certain metal threads can tarnish over time and unfortunately, nothing can prevent this happening. Storing the metal threads in glassine bags in an airtight container will help. Wrap the embroidery in acid-free tissue paper and try not handle the metal threads unnecessarily.

Couching Threads

Japanese Thread

Japanese gold is the most basic and widely used metal thread for church embroidery. Japanese thread is made from narrow strips of gilded paper around a yellow or orange core thread. It is very shiny and does not tarnish. Sometimes it is referred to as imitation ‘Jap’.

Passing Thread

Passing thread is a bright, smooth thread that resembles a gold wire. Like Japanese thread, it also has a cotton core, but with a much finer metallic thread wrapped around it.

Twist

Twist is made from three metallic threads that are twisted together to produce a thread similar to a fine cord.

Rococo/Check Thread

Similar to a passing thread, it is made from a core thread with a finer metallic thread wrapped around it. Both rococo and check thread have a wavy appearance, but rococo has a much more defined zigzag wave.

Elizabethan Twist

Elizabethan twist is a much finer thread, useful for fine details. Usually it is a twoply twisted thread.
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A variety of metal couching threads including passing thread, Japanese thread, check thread, twist, Grecian and Elizabethan twist.



Medium Grecian

Grecian twists are a two-toned twisted cord comprising of four separate strands. The twists alternate between a shiny, serrated finish and a smooth, matt finish.

Metal Wires

Pearl Purl

Pearl purl is a thicker wire coiled to resemble a fine string of beads.

Smooth Purl

Smooth purl is a fine wire coiled to produce a shiny, smooth spring coil. It is cut into lengths and stitched in place, usually over string padding. Take care when handling smooth purl as it can get damaged easily.

Rough Purl

Rough purl is similar to smooth purl, except it has matte surface.

Bright Check

Bright check is made from a fine wire twisted in a spiral, like a spring. Being hollow, it is cut into tiny pieces and stitched down like a bead, producing a rough, sparkling texture.

Spangles

Spangles look similar to sequins, except that they are made from a coil of metal that is cut and then pressed flat. Each one has a slit, due to the manufacturing process.

Kid Leather

A fine leather that has a metallic finish on one side. It is available in a range of colours and finishes.
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A variety of metal wires including pearl purl, smooth purl and bright check, along with leather kid and spangles.



Storage Containers

Metal threads should be stored correctly to preserve them and prevent them from tarnishing. Ideally, they should be stored in airtight containers, glassine bags or wrapped in acid-free tissue paper.



Other Threads

Sewing Threads

Machine sewing threads are used for both securing metal threads to the fabric and making up the vestments. A polyester thread is preferable to a cotton or silk thread as it is less likely to snap. Sewing threads are readily available in an extensive range of colours.
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Polyester sewing threads are used to secure the metal threads and wires to the fabric. Choose a colour that matches the colour of the metal.



Buttonhole Thread

This is an extra-strong thread used for framing up and mounting. It can also be useful when making up vestments.
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Strong buttonhole thread in a range of shades.





Embellishments

Crystals and Stones

Crystals, jewels, imitation gemstones or semi-precious stones can be used to decorate any piece of ecclesiastical embroidery. They give a wonderful sense of texture and add extra light to any embroidery. Jewels and crystals are available from specialist suppliers in all shapes, colours and sizes; take care to choose ones that complement your design.
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Flat-backed crystals are available in a range of colours and sizes.



Crystals can be flat-backed with holes on the edges or attached with a claw setting. The metal setting is stitched to the fabric first, before the crystal is fitted into the setting. Be sure to attach any embellishments securely.



Trimmings

Fine trimmings lend a finishing touch to church vestments and hangings.

Braids

Braids are added to vestments as a form of decoration. Bands along the edges of copes and down the sides of altar frontals are known as orphreys.

Braids can be used to conceal raw edges of orphreys when they are applied to vestments. Braids are available in a range of designs, liturgical colours and widths from specialist suppliers.

Fringes

The fringe is a group of threads, bundled together and held in place with several rows of stitching at the top edge. They can add a finishing touch to altar frontals, super frontals and stoles. Fringes are available from specialist suppliers in a range of colours and widths.
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An assortment of ecclesiastical braids and a fringe.





Essential Tools

There are many tools that are an essential addition to any embroiderer’s toolbox.



Basic Embroidery Kit

Scissors

For ecclesiastical embroidery, it is important to have several pairs of scissors. Ensure they are kept sharp. Treat all scissors with respect and they will last for years.

A large pair of fabric or dressmaking shears is essential for cutting fabrics and a pair of small, sharp embroidery scissors is useful for cutting sewing threads, along with a separate pair of small, sharp embroidery scissors for cutting metal threads. (Cutting metal threads will quickly blunt scissors, so it is advisable to have a separate pair.) It is also useful to have a pair of paper scissors to cut out your pattern pieces.

Mellor

This flat, pointed tool is useful when working with metal threads to manipulate them. It is also an essential tool during the mounting process to neaten up laced threads or help remove tacking stitches.

Thimbles

A thimble is useful to protect the middle finger when pushing the needle through the fabric, especially when working through several layers of padding or stitching leather. Buy a good-quality one and make sure it fits well.

Bracing Needle

A very large curved needle with a large eye is used to lace string through the webbing and around the arms on a slate frame. It is also known as a curved spring needle.

Pricking Tool

This tool holds a fine needle that is used to make a series of small holes through a piece of tracing paper to mark the outline of a design – known as a ‘pricking’.

Glass-headed Pins

Glass-headed pins are easy to use and are kind on fingers when pinning on pattern pieces or for holding fabric in place before stitching.

Tape Measure/Ruler

A small retractable tape measure with both metric and imperial measurements is essential for double-checking sizes of fabric. A plastic ruler is also useful when drawing out and refining your design.

Tweezers

Fine-pointed tweezers are useful in working gold and metalwork embroidery, as they help in manipulating threads or removing any unwanted stitching.

Stiletto

This small tool with a tapered point is used to make holes in fabric without breaking the threads. Stilettos can be made from metal, bone, wood or plastic.

Baby Brush

A soft baby hairbrush is used to brush away any excess pounce after transferring the design to the fabric.

Screwdriver

A small flathead screwdriver is essential for tightening the screw on your hoop frame, ensuring your fabric is kept as taut as possible.
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A selection of tools that are essential for any embroiderer.





Other Useful Tools and Equipment

Pens and Pencils

Fine-tip artist pens, a selection of pencils and a mechanical pencil are all useful when designing a piece of ecclesiastical embroidery.

Acid-free Tissue Paper

Use acid-free tissue paper to protect your work and keep it clean. Alternatively, use a clean sheet or pillowcase.

Tracing Paper

This is useful when designing a piece of embroidery. It is also used to create a ‘pricking’, which is used to transfer the design to fabric.

Pounce

Pounce is used to rub through the pricking to transfer the design temporarily to the fabric. It is made from ground charcoal (black) or ground cuttlefish (white). A mid-tone grey can be made by blending the two together. To apply the pounce onto the pricking, a pouncer is made from a roll of felt or soft cloth.

Artist’s Paintbrush

Use a very fine paintbrush to transfer your design to the fabric. Use a larger paintbrush to paint background fabric as necessary.

Watercolour Paint

Use watercolour paint to transfer the design onto the fabric. It is advisable to try to match the paint to either the colour of the fabric or to the colour of the metal threads to be used.

Compass

A compass is essential for drawing an accurate circle.

Beeswax

Source good-quality beeswax to coat your sewing thread before stitching metal threads. The beeswax adds strength to the thread to prevent it becoming worn or frayed.

OEBPS/images/pg-015-2.jpg





OEBPS/images/pg-016-1.jpg
Ao AN AR A |






OEBPS/images/pg-014-2.jpg





OEBPS/images/pg-015-1.jpg





OEBPS/images/pg-014-1.jpg





OEBPS/images/pg-013-1.jpg





OEBPS/images/pg-018-3.jpg





OEBPS/images/pg-019-2.jpg





OEBPS/images/pg-018-2.jpg
ol: 488
%)
“co._38

p O
i
/i _ 40
171, :
o -
L






OEBPS/images/pg-019-1.jpg





OEBPS/images/pg-017-2.jpg





OEBPS/images/pg-018-1.jpg





OEBPS/images/pg-017-1.jpg





OEBPS/images/pg-020-1.jpg





OEBPS/images/tit.jpg
HEATHER
LEWIS

Ecclesiastical

EMBROIDERY

TECHNIQUES
AND PROJECTS

3% THE CROWOOD PRESS






OEBPS/nav.xhtml






		Cover



		Half Title



		Title



		Contents



		Introduction



		Chapter 1 Materials and Equipment



		Chapter 2 Embroidery Design



		Chapter 3 Preparation



		Chapter 4 Techniques and Stitches



		Chapter 5 Advent and Lent



		Chapter 6 Festivals



		Chapter 7 Pentecost



		Chapter 8 Ordinary Time



		Chapter 9 Construction



		Storing Your Embroidery



		Templates



		Glossary



		Suppliers



		Index



		Copyright



		Dedication



		Acknowledgements











Page List





		1



		2



		3



		4



		5



		7



		6



		8



		9



		10



		11



		13



		12



		14



		15



		16



		17



		18



		19



		20



		21



		22



		23



		25



		24



		26



		27



		28



		29



		31



		30



		32



		33



		34



		35



		36



		37



		38



		39



		40



		41



		43



		42



		44



		45



		46



		47



		48



		49



		50



		51



		52



		53



		54



		55



		56



		57



		58



		59



		60



		61



		62



		63



		64



		65



		66



		67



		68



		69



		70



		71



		72



		73



		74



		75



		76



		77



		78



		79



		80



		81



		82



		83



		85



		84



		86



		87



		88



		89



		90



		91



		92



		93



		94



		95



		96



		97



		98



		99



		101



		100



		102



		103



		104



		105



		106



		107



		108



		109



		110



		111



		112



		113



		114



		115



		116



		117



		118



		119



		120



		121



		122



		123



		125



		124



		126



		127



		128



		129



		130



		131



		132



		133



		134



		135



		137



		136



		138



		139



		140



		141



		142



		143



		144



		145



		146



		147



		149



		148



		150



		151



		152



		153



		154



		155



		156



		157



		158



		159



		160



		161



		162



		163



		164



		165



		166



		167



		168



		169



		171



		170



		173



		172



		174



		175



		176











OEBPS/images/pg-004-1.jpg





OEBPS/images/pg-002-1.jpg





OEBPS/images/pg-008-1.jpg





OEBPS/images/pg-009-1.jpg





OEBPS/images/pg-006-1.jpg





OEBPS/images/pg-007-1.jpg





OEBPS/images/half-tit.jpg
Ecclesiastical

EMBROIDERY

TECHNIQUES
AND PROJECTS






OEBPS/images/cover.jpg
Ecclesiastical

EMBROIDERY

TECHNIQUES
AND PROJTECTS

HEATHER
LEWIS






OEBPS/images/pg-010-2.jpg





OEBPS/images/pg-011-1.jpg
e
Ll
i

i)
e
i

AL

A N AT






OEBPS/images/pg-012-1.jpg





OEBPS/images/pg-010-1.jpg





