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Descr iption 
 
This is an SCA award scroll based on German woodcuts of the Reichsadler, the Imperial Heraldic Eagle of 
the Holy Roman Empire, and depicts the constituent groups of the Kingdom of Æthelmearc at the time of 
the award, organized by group type and arranged in order of precedent within each group. 
 
 
The Reichsadler  
 
Depictions of the Reichsadler, the heraldic Imperial Eagle of the Holy Roman Empire, appeared in 
decorative arts within the Empire, and is perhaps best known from its appearance in enameling on large 
German drinking vessels called Humpen, beginning in the 1570’s. The appearance of the motif in enamel, 
however, is based on woodcuts and engravings, which in turn were based on literary sources. These 
engravings offered a visual representation of the system of Quaterniones Imperii, a categorization of the 
types of political entities that comprised the empire. 1 
 

 
Fig 1: Hans Burgkmair, 1510 (Saldern, fig. 43) 

 
In 1510, the oldest surviving complete representation of the Reichsadler was issued as a woodcut by Hans 
Burgkmair, and it is this version on which I based my scroll. All 12 types of constituents are represented, 

                                                 
1 Saldern, pp. 50-54. 
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and symbols of the Order of the Golden Fleece make their earliest surviving appearance in the upper 
corners of the print. Burgkmair reissued the print in 1511,and subsequent woodcuts by other artists, 
including David de Necker of Augsburg and Nickel Nerlich of Leipzig were relatively unchanged from 
Burgkmair’s prototype.2 
 
 
My adaptation 
 
The double-headed Reichsadler eagle typically has a crucifix on its breast, although later depictions 
substitute the imperial orb. Along the top of the wings, one finds the arms of the seven Electors who held 
the power to vote on the office of Emperor, along with the arms of the Papal See for the sake of symmetry. 
Each wing is comprised of six feathers hanging below the Electorate shields. Each of the feathers 
represents a different category of political power or profession, with the arms of four representative 
examples. The choice of examples remained fairly fixed although some changes did occur.3 
 
From the outset, I knew I wanted to include the arms of all of the 34 groups within the Kingdom of 
Æthelmearc at the time that the award was given. Using Adobe Photoshop, I cut and pasted together a 
reworking of the wing structure, and began repositioning the shields. My original intent had been to place 
the arms of the kingdom and those of the seven baronies along the top of the wings, in the same manner as 
the arms of the Papal See and seven electors on the Reichsadler. However, this would have left an odd 
number of groups to be placed on the feathers and it quickly became apparent that the smaller wings would 
not hold all eight prioritized shields in a balanced composition. To make an even number of shields, I 
added the society arms to the line-up, and instead of placing the kingdom and baronial shields along the top 
of the wings, I ran the entire set of arms down the feathers in order of precedence from largest to smallest, 
and within each group, oldest to newest. 
 
The arms of each group, excepting Riversedge which does not have registered arms, was based on a series 
of graphic file that were compiled for the pennant project of Duchess Tessa the Huntress during her second 
reign. These were largely taken from the Rolls of Arm project created by William Castille of the kingdom 
of Lochac, although some missing group arms and the arms of newer groups were emblazoned anew. In 
adapting the emblazons to a black and white medium, I chose to color in only those charges and field areas 
which were sable. Thus, some arms lacking any sable whatsoever appear only as line art. This seems to be 
the practice followed by Hans Burgkmair in his treatment of the arms on his 1510 Reichsadler print. My 
presumption is that some Reichsadler prints might have been hand tinted, and so it would make sense to 
leave anything that wasn’ t sable un-inked.  
 
 
Inverse thinking 
 
The eagle of the Reichsadler prints is meant to be black. The body is usually a near-solid mass of black, 
given textural interest with small isolated V-shaped cuts to imply the tips of feathers. One print, however, 
by  Johannes Koelhoff of 1499 departs from the norm and depicts the individual feathers in outline, perhaps 
to be hand-tinted after printing.4 For my design, I tried to make the feathers look white, since the heraldic 
pelican of the order is argent. To accomplish this, I needed to outline each feather and its central shaft, and 
give evidence of the individual barbs of the feather without making the whole design too dark. With each 
pen stroke, I tried to imagine the path of the woodworker’s gouge, which would be left white on a print. I 
imagined how the gouge would enter the wood, and how it would exit the wood. These entrances and exits 
would taper to a point with a V-shaped gouge, and be more rounded with a U-shaped gouge. I tried to see 
the outline of the gouge cut and draw around it, bearing in mind where neighboring gouge cuts would meet. 
This mental exercise was extremely difficult at first, but grew easier is the drawing progressed. The results 
grew to look more like genuine woodcut, and a comparison between the first feather I drew and later 
feathers shows this progression: 
 

                                                 
2 Saldern, pp. 55-57. 
3 Saldern, p. 51. 
4 Saldern, p. 57. 
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First feather  drawn (upper  left) 

Clean outlining 
Here I presumed that the woodworker would have 
run the gouge along both the outside and the inside 
of the outlining of the feather. This leaves no 
connection between the outline and the barbs. The 
result looks like a feather, but lacks life and depth. 

 
Later  feathers (bottom left) 

Barbed outling 
Here I presumed that the woodworker’s gouge ran only 
along the outside of the feather’s outlining, followed by a 
cut to make the central shaft. Then I imagined individual 
cuts pushed away from the central shaft, and another set 
of cuts pushed away from the outlining The result is 
much improved, giving the feather depth and softness. 

 
Woodcut vs. Pen and Ink 
 
My exemplar was a heraldic woodcut, and so it was important to me to preserve to “ look”  of a woodcut. 
However, since this project was meant to be a single issue, rather than a series of identical prints, there was 
no advantage in creating an actual woodblock, and so I chose to ink the design directly onto the ground. 
Pen and ink drawing was a highly developed art form in its own right. German artists from the time of our 
1510 exemplar are known to have worked in both media, and undoubtedly each art form influenced and 
informed the other. Hans Baldung (c. 1485 – 1545), for example, worked in the atelier of Albrecht Dürer 
and among his surviving works are two treatments of the same subject matter, one a pen and ink drawing, 
and one a woodcut. 5 
 

 
Hans Baldung, Phyllis and Aristotle, 1503 

Pen and black ink 

 
Hans Baldung, Aristotle and Phyllis, 1513 

Woodcut 
 

                                                 
5 Pioch. 



Drawing of a Woodcut-style Heraldic Pelican based on the Reichsadler of the Holy Roman Empire, page 4 

 
Mater ials  
 
Period pen and ink drawings would have been executed with crow quill pens and either oak gall or lamp 
black ink. I strongly considered using modern metal crow quill nibs for this project, as I have use them 
successfully in the past, but in the end I opted to use Rapidograph pens to ensure the maximum amount of 
control over the width of the penstrokes. 
 
16th century prints were generally printed on linen or hemp laid paper. I wanted to imply to the use of 
parchment, since this is a peerage scroll, and so I chose Pergamenata as the ground 
 
 
Mater ials Summary 
 
Pr int Bock text (header , shield and r ibbon captions) 
 
Ground: I chose to use pergamenata paper, a 100% cellulose paper made in Italy. It has the appearance of 
parchment, but is much less costly. 
Pen: Rapidograph technical pens: size .30 (yellow band) and .25 (beige band) 
Ink: Rapidograph Ultradraw Black India ink. 
 
Surrounding Calligraphy 
 
Pen: Mitchell calligraphy nibs. 
Ink: Higgins Black Magic India Ink. 
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