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This piece is a court baronetcy scroll for Her Excellency, Baroness Una de Saint Luc. It is based 
upon a full-page miniature depicting Saint Luke painting the Virgin Mary, found in a French 
Book of Hours c. 1480 (New York, Pierpont Mogan Library, MS M.330, fol. 9v). 
 
The Exemplar  
 
The exemplar painting appears in a Book of Hours for Rome use, produced by the workshop of 
Jean Colombe in Bourges, France, c. 1480. The painting marks the opening of the annunciation 
readings from Luke’s Gospel. I have not tried to emulate the painting style of Jean Colombe, but 
rather I have used the general subject matter and composition as a starting point for my piece. 
 
Iconography of the Exemplar  
 
Saint Luke, the author of the Gospel of Luke and the Book of Acts, is believed to have been a 
physician and companion of Saint Paul. Tradition claims he was also a painter, and in the Middle 
Ages he was popularly believed to have painted a portrait of the mother of Christ from life. For 
this reason, Saint Luke is often depicted in Books of Hours sitting at an easel, painting the Virgin 
Mary. Although there is no evidence to support the tradition, Saint Luke remains the patron saint 
of painters.  
 
 
Iconography in the scroll 
 
Medieval miniature painting often employed detailed and specific iconography, especially in 
depictions of Saints. For example, Saint Sebastian is almost universally depicted with an arrow, 
the instrument of his martyrdom. Portraits of the nobility often include references to their armory, 
their personal badges, their land holdings, and to notable biographical events. 
 
For this scroll, I explored including iconographic elements related to Baroness Una de Saint Luc: 
 
The Winged Ox of Saint Luke – Each of the four evangelists is traditionally associated with a 
symbol gleaned from Ezekiel’s Old Testament description of a heavenly vision, in which he saw 
four-faced winged creatures. (Ezekiel 1:10) Although the correlation between the four symbols 
(man, lion, ox and eagle) and the four evangelists (Matthew, Mark, Luke and John) was 
inconsistent in very early manuscript art, it had long been codified by time of the Books of Hours. 
I have placed a stone relief of the winged ox above the window. 

The cathedral of Char tres – Her Excellency is, by persona, a resident of Chartres, and she is 
especially fond of the labyrinth within. The cathedral can be seen through the leaded window. 

The escarbuncle gonfalon – This is a reference to Her Excellency’s role as Sylvan Signet to the 
crown of Æthelmearc. Period gonfalons, unlike knight’s banners, generally did not depict actual 
arms, but rather badges. The populace badge of Æthelmearc, Gules, an escarbuncle argent within 



a bordure Or, is slightly modified here in that the gold bordure is merely suggested by the gold 
fringe at the bottom of the gonfalon. This suggests period badge usage, especially considering 
that period badges were generally fieldless and therefore generally did not incorporate bordures. 

The Three Ravens – The three ravens of the arms of the Barony of Thesscore appear in the 
arched window at the rear of the room, a reference to Her Excellency’s home in Æthelmearc. 

The coronet of six pear ls – A reference to Her Excellency’s newly granted status as a court 
baroness. 

The scroll and paintbrushes – Her Excellency holds these in reference to her vocation as a 
scribe. 

The Rosary – Her Excellency presented such a rosary to her student in sign and commemoration 
of their relationship as teacher and student. 

The blue dress – This is a reference to the blue mantle in which the Virgin Mary almost always 
appears in Book of Hours. 

The por trait – This is the portrait of Her Excellency that appears on her scribal web site. 

The three scallop shells – These are a reference to the three escallops on Her Excellency’s 
armory, which are in turn a reference to the practice of medieval artists of using scallop shells as 
storage containers for paint. 

The marbled floor  – Her Excellency is apprenticed to Master Brendan Brisbane, who specializes 
in and teaches wall painting, including the art of faux marbling. 
 
 
Altered Perspective 
 
My goal for this scroll was to be as photo realistic as my skills would allow. That said, some 
concessions were deliberately made concerning perspective. The scene uses a variety of 
vanishing points, as does the exemplar. The vanishing point for the main section of the ceiling 
draws the eye to the scroll text. The vanishing point for the ceiling of the alcove draws the eye to 
the three ravens. The vanishing point for the left window is the coronet. 
 
 
Mater ials 
 
Ground: The ground is Strathmore 400 Series cold press blocked watercolor paper. Because I 
was aiming for photo realism, I chose to use modern watercolor technique, which relies on light 
being reflected off the paper and through the overlying wash of pigment. My limited experience 
with modern watercolor technique was solely with modern watercolor paper. I did not want to 
jeopardize the project by experimenting with a different ground. 
 
Lettering: The lettering was done with Higgins Black Magic waterproof ink using Brause 
calligraphy nibs. The style is a mixture of English and French batardes. 
 
Inking: The frame outlining was done with Higgins Black Magic waterproof ink using a Hunt 
102 crow quill style nib. There was no inking in the scene itself. 
 
Gold: The gold frame is under-painted with Winsor-Newton imitation gold Designers Gouache, 
and over-painted with Schminke gold pan watercolor. 
 



Pigments: The pigments are primarily Reeves watercolors, with limited use of Winsor-Newton 
Designer’s Gouache. Because I have young children and a pet, I do not use period pigments for 
scroll production.  
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Exemplar Painting and photographs used as reference: 

 
 
The miniature is from Wieck, Painted Prayers, p. 45 
The photographs are from a variety of websites. 
The relief of the ox of Saint Luke is from a pre-Reformation baptismal font at All Saints Church, Sutton, 

England 


