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I 

A STUDY OF THE HOURS OF CHARLES BODDAM 

by Celia V; Hewerdine 

Surrnnary 

The paper is based on a study of an illuminated manuscript in the 

possession of St. David's College, Lampeter in Wales. Its title is 

derived from the name of an eighteenth-century owner of the book. 

As the title implies, the manuscript is a Book of Hours of the 

Virgin Mary, a favourite prayer-book of the laity in the fourteenth and 

fifteenth centuries. Various features, such as border decoration, 

classic style architectural framework and interiors, and costume of 

possible donor, indicate that the manuscript was produced in Northern 

France, for the use of Rauen, about the end of the fifteenth century. 

After a brief reference to the historical background of Books of 

Hours and their content, the paper goes on to describe the structure of 

the book, assembly of gatherings, and content. A section on border and 

textual decoration includes references to some other manuscripts which 

contain similar motifs and initials. The following section discusses 

general features of the miniatures, including the framework within which 

each scene is presented, the two main types of background (landscape or 

domestic interior), and characterization of the figures portrayed. 

The miniatures are then discussed in detail, and some comparison 

with other manuscripts provides evidence for the use of pattern-books 

for fragments of a picture. Some links are identified between border 

and miniature and, in a few instances, between border, text, and 

miniature. The textual content is briefly referred to at the end of 

each commentary. 





1. 

A STUDY OF THE HOURS OF CHARLES BODDAM 

I INTRODUCTI ON 

Thi s paper is concerned with the study of an illuminated manuscript 

in the possession of St. David's University College Library at Lampeter in 

Wales. The manuscript, referred to as Lampeter MS vii, has the word 

'Missal' on the spine of its binding but is in fact a Book of Hours of the 

Blessed ~irgin Mary which appears to have been produced in Normandy for the 

1 
use of Rouen. Strictly speaking, the term 'Missal' refers to a book 

containing the text for celebration of Mass, but after the Reformation 

this term was loosely applied by members of the Church of England to any 

Roman Catholic service book up to the middle of the nineteenth century. 2 

It therefore seems likely that the manuscript was rebound after passing 

into Protestant ownership. 

From evidence contained in the full-page miniatures (use of putti, 

classic style interior architecture, and costume of possible donor), the 

manuscript would appear to date from about the end of the fifteenth century. 

The inclusion of a dimidiated coat-of-arms at the foot of The Annunciation 

miniature (see frontispiece) provides a tantalizing clue to origin, and 

may be identified by further research. The Arms appear to be a matrimonial 

achievement with the shield divided per pale (vertically) down the centre, 

the Arms of the husband being placed on the dexter half (right side of 

bearer) and his wiEe's on the sinister half (left side of bearer). This 

type of combination of two coats-of-arms on one shield is known as impale

ment by diminution: the two coats are cut in half vertically and joined so 

that only half of each is shown. It appears that this form of matrimonial 

achievement began during the reign of Edward I (1272-1307) but according 

. 3 
to Dr. Conrad Swan was abandoned by the early fifteenth century. 

The heraldic description of the Arms shown in the manuscript is: 

Dexter 

Sinister 

Argent, three Crescents Gules 

Gules, a Staff raguly in pale Argent 
between four Fleur de lys Or 
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Research carried out so far suggests that the dexter Arms belong to a 

Robert Botevileyn (various spellings) or William Butvileyne. 4 The Arms of 

the wife of the marriage are almost certainly continental and have not been 

identifi ed, though they may belong to a family named Blanchbaston. Regret

tably, an enquiry made to the Centre de sigillographie et de l'heraldique 

~ , 
medievale, St. Cloud, has so far remained unanswered. 

Although the original owner has not been established in name, the 

manuscript contains a possible portrait of its donor in the figure of a 

woman kneeling in adoration of the Madonna and Child in the final miniature. 5 

Patrons habitually had themselves portrayed in this way in works which they 

commissi oned, and were sometimes shown as being formally presented by their 

patron saint or saints. In the Tres Belles Heures of Notre Dame the donor, 

Jean de Berry, is presented by Saint Andrew and St. John the Baptist. 

In view of the above uncertainties as to ownership, I have decided 

to name Lampeter MS vii The Hours of Charles Boddam, after the eighteenth

century owner who wrote his name on folio iiir in 1782. 

Charles Boddam, son of Rawson Hart Boddam, Governor of Bombay, 

attended Eton College and was admitted to Trinity College, Cambridge in 

April 1779 at the age of 18. He gained his B.A. in 1783 and appears to 

have worked in Bengal. After becoming a magistrate and judge he was 

appointed Joint Collector of the revenue of the provinces ceded by Tippoo. 

6 
Charles Boddam died at Fort William on 13th August, 1811. 

In 1846 the manuscript was donated to the Library of St. David's 

College, Lampeter, by Thomas Phillips (1760-1851), who had worked as a 

surgeon for the East India Company. A printed donation label is pasted on 

the inside cover binding. It is not known how the manuscript was acquired 

by this owner, but he was a generous benefactor of the College and donated 

over twenty-two thousand volumes to the Library, having purchased mainly 

from booksellers. 
7 

This study of the manuscript is made in partial fulfilment of require-

ments for the degree of Magister in Artibus in the University of Wales. In 
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v iew of the nature of the subject read, The Word and the Visual Imagination, 

some attention is focused on relationships which may exist between decoration 

or illustration and the written word, either within the text itself (which 

consists of Gospel extracts, prayers, hymns, canticles and psalms) or in 

scriptural passages associated with the scenes depicted in the miniatures, 

most of which are of biblical subjects. Reference will also be made to the 

Mystery Plays, whose combination of verbal message and visual image must 

have made a powerful impact on the minds of a pious fifteenth-century 

audience. A strong impression created by drama could have had an influence 

on a patron's choice of theme or on its treatment by the artist in a private 

prayer-book: although there was some standardization of subjects for 

miniatures in Books of Hours, certain alternatives were available according 

t o the taste of the patron. At the same time, illustrated psalters and 

l iturgical drama no doubt influenced tableaux initially: but it seems likely 

t hat later enactments by the laity gave scope for spontaneous development 

o f religious characters, leading to more humanized portrayals. 

Apart from the artistic aspects of the manuscript, attention is given 

i n this paper to the structure of the book, which has provided an explanation 

of certain features which were initially puzzling, such as the infrequent 

and irregular use of catchwords. 

During the course of this study a number of other manuscripts have 

been examined. The few that are mentioned in this paper were selected 

because they seemed to contain some element of comparison with The Hours 

of Charles Boddam, either in border motifs used or in iconographic details 

in the miniatures. These manuscripts, their locations and use are listed 

in the Bibliography. A systematic comparison is not attempted, owing to 

the time limit imposed and to the cost of travel for purposes of re

examination of the manuscripts. Some points of detail arose later in the 

study when something of significance was noted in the Boddam manuscript 
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whi ch it would have been of interest to check in the other manuscripts. 

For example, it was only lately discovered that precisely five rays are 

dire cted at Mary in The Annunciation miniature, obviously referring to the 

Five Joys of Mary (see commentary on that miniature). 

Li mitation of time has restricted further research into costume, medieval 

architecture, and copper-plate engraving in respect of the two paste-downs 

which appear on paper leaves in the bound volume under discussion. 

Be f ore moving on to the discussion, a brief summary of the historical 

background of Books of Hours is given below in order to put the prayer-book 

into perspective. 

Historical background of Books of Hours 

A Book of Hours, or Horae, was one of the most popular books of the 

Middl e Ages and Renaissance era. Its name and content derive from the 

texts of Divine Office contained in the Breviary (the official prayer-book 

o f the Church) which were sung by monks and nuns in choir at the Canonical 

8 Hours. Although practice varied in different religious foundations, there 

were typically seven services, comprising Matins and Lauds which were 

frequently linked and held between midnight and dawn, followed at three

hourly intervals by the Hours of Prime, Tierce, Sext, None, Vespers, and 

Compline. To the basic text which formed the constant element of the 

divine office, other texts (including psalms) were added appropriate to 

each day of the liturgical year and to major saintsi days. The saints '' 

days commemorated can give a clue as to the area of origin of devotional 

books, particularly in the case of Books of Hours, which were produced for 

use in a specific diocese for a particular owner. 

In the tenth century a short service in honour of the Virgin Mary 

( the Officium parvum beate Marie Virginis) was added to the Breviary, and 

during the thirteenth century this section became detached to form the 
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basic text of a separate prayer-book, the Book of Hours. Like the offices 

o f the Breviary, a Book of Hours was divided into the canonical hours for 

pr ayer and was composed of hymns, psalms, readings from scripture, and 

s hort prayers. 

Before the thirteenth century the book of private devotions normally 

in the hands of both clerics and laity was the Psalter, which also contained 

Canticles, and invariably the Litany. To this nucleus additions were made, 

no t ably the Office of the Dead. 9 The Book of Hours gradually replaced the 

Psal ter i n popularity and so may be regarded as both a detachment from the 

Breviary and a development from the Psalter. In the fourteenth and fifteenth 

c entu r i es it became a best-seller and the favourite prayer-book of the laity. 

The wealthy spent great sums of money in commissioning the illuminated 

productions which are so treasured today. It is important to remember, 

however, that only a small proportion of the Books of Hours produced were 

of a sumptuous quality: they were intended for devotional use, and since 

they were not produced as works of art in their own right, many were 

artistically of mediocre or of poor quality. The Hours of Charles Boddam 

migh t fairly be described as of good quality while not claiming to be in 

the higher class of production. 10 

Although Books of Hours were based on the Hours of the Virgin, they 

were not standardized but differed in content and sequence according to 

diocese and to the individual taste and wealth of the person commissioning 

t he manuscript. Essential texts taken from the Breviary were: the liturgical 

Calendar, the Hours of the Virgin, the Penitential Psalms, the Litany, the 

Office of the Dead, and Suffrages of Saints. ·Secondary texts customarily 

included were set passages from the four Gospels, followed by prayers to 

the Virgin, the two most likely being the 1 0bsecro te' and 'O Intemerata 2 • 

Short alternative offices were frequently inserted, such as the Hours 

of the Cross, of the Holy Spirit, or of the Holy Trinity. Other additions 



might be the Fifteen Joys of the Virgin and the Seven Requests to the 

Saviour as well as more psalms and prayers. 

6. 

From an early date certain illustrated subjects had been associated 

with the different offices, so that the picture became a kind of guide that 

enabled the user to locate the service for each canonical hour. Although 

deviations occurred, the plan shown below was that customarily followed 

for the Hours of the Virgin in French Horae, and this plan is adopted in 

The Hours of Charles Boddam. 

Divine Office 

Matins 

Lauds 

Prime 

Tierce 

Sext 

None 

Vespers 

Compline 

Illustrated subject 

The Annunciation 

The Visitation 

The Nativity 

Annunciation to the Shepherds 

Adoration of the Magi 

The Presentation of Christ in the Temple 

The Flight into Egypt 

Coronation of the Virgin 

Excepting the last one, the above subjects probably derive from earlier 

Psalter illustration. The Hours of the Cross and of the Holy Spirit often 

followed the foregoing sequence, the former being illustrated by a 

Crucifixion scene or a pieta, and the latter by a Pentecost scene. In the 

Boddam manuscript Matins of the Cross and of the Holy Spirit are interpo

lated between Lauds and Prime of the Hours of the Virgin, a practice which 

11 
seems to have been associated with the use of Rouen and of Sarum. 
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II OUTLINE DESCRIPTION OF THE MANUSCRIPT 

The manuscript is of parchment and is bound in leather on boards, 

possibly having been rebound in the seventeenth century or later, when 

perhaps the thick paper leaves were added at each end of the volume. 

At the front of the book a paste-down from a copper-plate engraving 

appears on the verso of the fourth paper folio (Figure 1). This depicts 

St. Michael standing in glory on a cloud, palm in hand to signify his 

triumph over Lucifer, who is portrayed as a devilish man/monster at the 

Figure 1. St. Michael in Glory 
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foot of the picture, enveloped in the flames of hell. A landscape back

ground emphasizes the aspects of heaven, earth, and nether region of 

hell. At the other end of the book, fourth folio (recto) from the end 

of the paper leaves, there is another engraved paste-down, this time 

contained within its own frame (Figure 2). The subject is St. Veronica 

with the sudarium, which clearly reveals Christ's features. Regrettably, 

limitations of time have prevented any research into the engravings. 

Figure 2. St. Veronica with the Sudarium 



Thisengraving contains interesting clues which might be investigated, 

name ly 'Cher' at bottom left and 1 Lundry' at bottom right corners, and 

the fi gure '45 1 at bottom left corner of the sudarium. 

9. 

The _parchment section begins with a gathering of six folios: these 

are blank but badly ruled up, and perhaps acted as a protection to the 

manuscript in its new state, since the quality of the vellum appears to 

ma t ch the manuscript. As there is no Calendar it seemed possible that 

these folios were originally intended for that purpose. However, there 

are not enough lines for a complete Calendar for each month, and Neil 

Ke r has suggested that the folios are waste binding leaves of some book 

whi ch had to be abandoned owing to bad ruling. 

On folio iiir is written: 'Charles Boddam Junr. Trin. Coll. Camb. 

June 1st 1782'. Half way down the page, in a larger hand, is written 

1 13 Illuminations', and on folio vir the same person has written 1 13 

Pa i ntings'. There are in fact fourteen illustrations in the manuscript, 

so that the question arises as to whether one was added later to the 

original book. A careful examination of the gatherings, however, makes 

this seem unlikely, so that it appears to be a miscount. 

The table below sets out the scheme of gatherings, which helps to 

explain the irregular appearance of catchwords (on four folios only) 

written vertically down the page under the final word on the page. 

The normal gathering in the manuscript appears to have been four bifolios, 

giving eight folios (sixteen sides). The deviations from this number 

can be reasonably accounted for, as will be shown. In each case where 

catchwords are given they are correctly repeated on the following folio. 



Folios 

i - vi 

1 - 7 

8 - 15 

16 - 23 

24 - 31 

32 - 37 

38 - 45 

46 - 5 3 

54 - 61 

62 - 71 

72 - 79 

80 - 81 

Gathering 

6 folios 

7 folios 

8 folios 

8 folios 

8 folios 

6 folios 

8 folios 

8 folios 

8 folios 

10 folios 

8 folios 

bi folio 

10. 

Comment 

Blank but badly ruled. 

Miniature followed by text of the customary 
gospel extracts and standard prayers. 

Miniature, then the Hours of the Blessed 
Virgin Mary begin. There is no catchword 
at the end of the gathering, but as the 
break occurs in the middle of the Canticle 
Benedicite, the repetitious nature of the 
text makes a catchword quite unnecessary. 

On folio 23v the catchword 1 gratum' appears. 

Folio 3lr gives rubric 1 Ad vesperas'; folio 
31v contains the appropriate miniature, 
The Flight into Egypt. 

The Hours of the Virgin finish on folio 36v, 
and the rubric gives 'Septem psalmi 
penitenciales'. Folio 37 is blank but ruled, 
both sides. 

Miniature, then Seven Penitential Psalms 
begin. Folio 45v contains catchwords 'Sea 
phi li be rte 1 • 

Continues supplications to saints. Folio 
53v contains catchwords 'Dulas et rec'. 

Folio 61v contains catchwords 'dixi no bidebo ' . 

Completes the original manuscript. 

A gathering of coarser, yellowish parchment 
which is noticeably different from the rest 
of the book. 

Blank, but ruled. Parchment matches main 
manuscript. 

Discounting the blank folios at the beginning and end of the parchment 

section o f the book, it will be noted that there are ten gatherings, 

seven of which comprise eight folios, while the remaining three contain 

seven, six and ten folios respectively. As suggested above, however, 

there are good reasons for this irregularity, which will now be explained. 

Folios 1 to 7 comprise a complete section. The organizer of the 

book would have known exactly how many pages would be required to 

accommodate the text, because the Gospel extracts and prayers which 

comprise this section were standard. It would therefore have been 

realized that a gathering of eight would have given an undesirable b l ank 
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folio i n the early part of the book. In order to avoid this, the device 

of a ti pped- i n f olio was adopted. The additional folio is the first of 

the manuscr i pt (there being no calendar) and contains on the recto the 

minia t ure o f St. John the Divine. On the verso is the customary extract 

from St. John vs Gospel commencing ain principio erat verbum'. It is 

thus c l ear that this was part of the original plan, since the following 

foli o ~ontinues the Gospel extract. 

Thi s arrangement allowed The Annunciation, introducing the most 

important section of the book, The Hours of the Virgin, to appear at 

the be ginning of a new gathering. If the plan of eight folios to a 

gatheri ng had been adhered to, then there would either have been a blank 

foli o at folio 8 (recto and verso) or else the Hours of the Virgin would 

ha ve begun on the last folio of a gathering. It seems highly probable 

tha t t he Hours of the Virgin would normally be scheduled to begin on a 

n ew gath ering, not only because of its status, but also for practical 

r easons. A new section beginning on a new gathering had the advantage 

o f making it easy to rearrange the sequence if required and also facili

t ated distribution of sections of the work to the various craftsmen 

i nvo l ved in its production. 

The gathering of six folios does contain a blank folio, but in this 

case it was evidently not considered too objectionable, since it comes 

at the end of the Hours of the Virgin and provides a natural division 

f rom the rest of the book. That a blank was allowed here might also 

support the view that the tipped-in page at folio 1 was an aesthetic 

decision and not an economic one. Further, the next section of the book, 

The Seven Penitential Psalms and The Litany, was, like the Hours of t he 

Virgin, a standard unit in a Book of Hours and so was likely to have 

started on a new gathering. 
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The t h i r d i r r e gular gathering, of ten folios, is easily explainable 

as comprising t h e f ina l part of the original manuscript. It was probably 

considered pre f era ble to finish the volume with an added bifolio to give 

substance to t h e last gathering rather than end with a flimsy bifolio. 

Folios 72 to 79 constitute an added gathering which must have been 

bound in wi th t h e original manuscript at some later date, though not 

necessarily much later. The parchment is coarser and generally of a 

poorer qua lity , while the writing is in a different hand and is altogether 

inferio r in e x ecu t i on. Large red initials and a peachey-yellow colour

wash t o o r d inary capital letters provide the only decoration. Even so, 

some initia l s hav e been drawn in pencil outline only (folio 72r) and on 

foli o 79r a three-line capital Sis about two-thirds painted red, leaving 

the r emaini ng pencil fragment clearly visible. The content is of hymns 

and prayers in Latin and French. As this section is obviously not a 

part o f t h e original prayer-book and is not illustrated, it will not be 

furth er discussed in this paper. 

So far as could be distinguished, the parchment folios seem to be 

con sistently arranged so that flesh side faces flesh side to an opening 

and hair side faces hair side, in accordance with standard practice. 

This factor, together with the catchwords already noted and reinforced 

by rubrics which are mentioned below, suggests that the main body of 

the manuscript, that is folios 1 to 71, is as originally planned and 

executed. Nevertheless, the manuscript may not be quite complete, 

because it was probably prefaced with a Calendar. 

The size of the individual folio is 12.5 cm x 18 cm, with a ruled 

area of 7.6 cm x 11.5 cm. The ruling up, for miniature pages and for 

text, is in a very fine red ink. There are twenty-five lines of text 

per folio.l The language is Latin for both text and rubrics, though 

b · · the Madonna and Child section are in French. some ru rics in 
The colour 
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used for rubrics is red. At the end of sections, including the separate 

Hours, the rubric directs the reader to the following part, providing an 

added check on the original plan. 

On textual pages the rulings define both the text area on the page 

and the individual lines. Their primary function was to guide · the 

.b 2 scri e. As was customary, the text is not divided into paragraphs but 

is continuous. This is particularly noticeable in the Gospel extracts, 

where the text is not divided into the numbered verses with which we are 

f · 1 · 3 ami 1.ar. Other differences from modern practice are absence of hyphens 

where words are split at the end of a line and inconsistency in the 

method of abbreviation of words. These practices tend to make the text 

difficult to follow. 

Capital letters are used only at the beginning of sentences: they 

are not used for proper names at all, either for persons or places. 

Following convention, however, a capital letter follows an illuminated 

initial. 

When it was desired to indicate a different section of a work, in 

the sense of a new paragraph or a new chapter, then an illuminated initial 

was used, its size following an accepted rule. This practice constitutes 

a hierarchy of text which was consistently adhered to throughout a work 

and is useful in locating sections of a manuscript. It is particularly 

helpful for indicating the start of a different prayer or psalm, as these 

begin with a certain size of illuminated initial while the verses following 

begin with smaller initials. This aspect will be discussed in detail in 

the next section of the paper, as will also the two different types of 

textual frame used in The Hours of Charles Boddam. 

Clues as to date of the manuscript are to be found in the landscape 

4 
backgrounds, which would suggest a date no earlier than the 1430s, and 
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in the interior architecture, which is on classical lines and shows 

Italian influence in the use of pink and green marble panels on the walls, 

separated by pilasters. J. H. Middleton considers that the introduction 

of architectural forms of Italian classic style into backgrounds of 

miniatures occurred around 1475 to 1480. 5 Italian influence is also 

evident in the use of putti in the decorative framework to the miniatures. 

The treatment of the David and Bathsheba subject may be another clue 

as to date of the manuscript (see discussion of that miniature). Finally, 

the costume of the apparent donoress in the Madonna and Child miniature 

is of a fashion in vogue after about 1480 and up to about 1508. This 

will be discussed in the commentary on that miniature. 

The table which follows sets out the sections of The Hours of 

Charles Boddam with folio numbers, which can be compared with the 

gatherings listed earlier in this outline. 

Miniature Content Folios 

St. John Gospel extracts and prayers lr 7v 

Annunciation Matins 8r - 13r 

Visitation Lauds 13v - 18v 

Crucifixion Matins of the Cross 19r - 19v 

Pentecost Matins of the Holy Spirit 20r - 20v 

Nativity Prime 2lr - 24r 

Annunciation to Tierce 24v - 26v 

Shepherds 

Adoration of Magi Sext 27r 28v 

Presentation None 29r - 3lr 

Flight into Egypt Vespers 31v - 33r 

Coronation of Virgin Compline 33v - 36v 

David and Bathsheba Seven Penitential Psalms 38r - 47v 

with Litany 

of Lazarus Vigils of the Dead and 48r - 67v 
Raising 

Suffrages to Saints 

Madonna and Child Prayers in honour of the 68r - 71 V 

Virgin Mary 
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III BORDER AND TEXTUAL DECORATION 

The textual pages of The Hours of Charles Boddam present a pleasing 

aspect to the eye which is aesthetically satisfying whether viewing the 

individual folio or a complete opening. A harmonious tone is achieved 

partly by a clear, regular script which is supplemented by coloured line

fillers, giving a neat and even appearance to the textual area; and partly 

by a fra~e which surrounds the text on each folio so that the page is 

effectively a finished product in its own right. The effect is enhanced, 

however, when viewing a complete opening, because balance is provided by 

the decorative borders at the outer edges of the book. 

The borders consist of a gold ground decorated with fruit and flower 

motifs which are interspersed with acanthus-like scrolls. The gold ground 

fits the description of the 'aurum musicum' referred to in The G8ttingen 

1 
Model Book as a sort of imitation gold leaf of a brownish tint with a 

light metallic sparkle. This base is used in a number of manuscripts which 

have the same border motifs as those of the Boddam manuscript. The quality 

of the paint, however, and the evenness of its application, differ greatly. 

In The Hours of Charles Boddam the evenness is a little variable, but 

the sparkle is still visibl~ on many of the pages. 

Many of the fruit and flower motifs appear to be fairly standardized 

and may have been stencilled, since they are repeated in a number of 

illuminated manuscripts produced in France in the fifteenth century. At 

the same time many of the flower motifs in the Boddam manuscript, notably 

in those borders without scrolls, are proportionately larger and are 

painted with a precision which suggests they are of significance and not 

merely decorative. Time and accessibility of manuscript have restricted 

investigation of this aspect, but the unique appearance in the book of 

three distinctive white flowers is discussed in the commentary on the 

Adoration of the Magi. 
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The border of folio 18v (Plate 6) contains some of the most frequently 

recurring motifs in the book: the acanthus-style scroll in silver-grey as 

shown here or in other colours such as blue and red, sprigs of small red 

or blue flowers, and rather flat-looking red roses. In other borders red

tipped daisies recur, also a brownish-purple sawwort (or possibly thistle), 

violets, and bunches of grapes on the vine. Rather less recurring but 

carefully painted are the columbine, pansy, white rose, cornflower, straw

berry and strawberry flower. There are no human figures, birds, animals, 

or grotesques in the borders 0 

Since strawberries are sparingly used as a motif, it seems likely 

that their symbolic meaning is intended. Generally, they signify good 

works or fruits of the spirit; as applied to the Virgin Mary, they refer 

to her righteousness (see commentary on the Coronation of the Virgin). 

The daisy was a symbol of simplicity and innocence, and was also known as 

the 'eye of God'; the violet signified humility, the pansy remembrance 

and reflection (see commentary on The Raising of Lazarus). 

The border of folio 4v, alongside a prayer to the Virgin Mary, contains 

blue columbine, a red rose, and a bunch of grapes on the vine. The name 

of the columbine comes from a word meaning adovelikea (an allusion to its 

wing-shaped flower) so that it became the botanical emblem of the Holy 

Spirit. Placed here it may stand for the Seven Gifts of ' the Holy Spirit 

(a bunch of seven columbine, however, was a symbol for sorrow). The red 

rose signified life force, suffering, or passion, and might well refer 

here to the suffering of Mary in connection with Christ's sacrifice as 

foreshadowed by the grapes, which were used as a eucharistic symbol. 

Certain flowers were associated with the different qualities of Mary: thus 

St. Bernard of Clairvaux describes her as the 1 violet of humility, lily 

. 2 
of chastity, rose of charity'. When these flowers appear in Books of 

Hours, therefore, they are likely to refer to those qualities. 



17. 

A close resemblance to the more standardized borders of The Hours of 

Charles Boddam is to be found in the Buchanan and Dillwyn manuscripts, 

thoug h the latter are slightly more crowded. Further, the border artist 

has h ad to cope with the problem of the scribe's encroaching on his terri

tory and has in several places ruined his border by drawing an indentation 

in order to accommodate the intruding script. This disfigurement could 

ha v e been avoided by simply moving the whole border very slightly towards 

t h e outer edge, since there is plenty of margin; but it would appear that 

the outer ruled lines of the manuscript were sacrosanct, even to the detri

men t of the border. 

Manuscripts Keble 12 and Sloane 2732b contain the same border motifs 

bu t i n the former they are on a parchment ground; in the latter they are 

arranged in geometrical sections alternately on a parchment or gold ground. 

The borders of Keble MS 23 are extraordinarily mixed. Many folios have 

a double border, wide at outer edge with a narrow inner border. The outer 

borders are divided into various geometrical and serpentine sections which 

are filled with a selection of the familiar motifs noted above. The effect 

is restless and confused. Borders to the miniatures use similar motifs 

but are better executed, presumably by the miniaturist instead of the 

border artist. They are also much more stylized (Figures 6 and 8). A 

very formalized geometric border featuring some of the same motifs occurs 

on the dedication page of a secular book which was printed in Paris by 

v;rard in 1494 and illuminated by hand (see Figure 4). 3 The motifs here, 

however, are entirely decorative. 

Turning now to the method of framing of text, a feature peculiar to 

The Hours of Charles Boddam is the alternative form of frame. On some 

folios the gold ground of the outer border extends into a continuous narrow 

band surrounding the text (see, for example, Plate 3), while on other 

folios the ragged staff which appears in the heraldic Arms on The Annunciation 

page is utilized as a motif for the framework. The three staves are 
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coloured brown, blue, and green on each folio (for example, Plate 15). 

Invest igation shows that the folios on whi"ch the staves appear form 

compl e t e g ather i n g s, with one interesting exception: 

f olios 1 ~ 7 = one gathering 

" 19 20 bifolio - = one at centre of gathering 
" 24 37 gatherings - = two 

" 46 71 three gatherings - = 

This arr?ng emen t suggests a way in which the work may have been divided 

amongst border artists. The bifolio noted above contains the miniatures 

and t ext for Matins of the Cross and of the Holy Spirit, an interpolated 

section whi ch was often placed at the end of the Hours of the Virgin. 

This s uggests a standardized format which could be produced for insertion 

at a r e quired point in the manuscript. In this instance, the rubrics at 

the foo t o f the previous page give a clear indication of what is to follow. 

Plates 6 and 7 show how the opening appears in the manuscript. 

Simi lar rubrics are given for Matins of the Holy Spirit and thence 

to Pr i me o f t h e Hours of the Virgin. There is no doubt, therefore, that 

the manuscr i pt was planned in this way, but the mixed style of framing 

here i s still a little puzzling. 

P l ate 6 provides a good example of the variety that could be achieved 

in t e x tual appearance by use of different size scripts and by red rubrics 

in addition to co l oured line-fillers and illuminated initials. 

The l argest illuminated initial in The Hours of Charles Boddam is 

t h e f ive-line capital D which appears at the beginning of the Hours of 

t he Virgin (see Plate 3). As will be noted, within those five lines there 

are two one-line initials, so that the scribe had to take care to l eave 

s pace for these as well as for the large initial. As a guide to the 

1 . ·1 4 i n i tialer he would write a small initial or guide etter in penci. 

Four-line initials occur at the cocmnencement of Prime on fol i o 21v and 

f or the first of the Seven Penitential Psalms. Each succeed i ng psalm 
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begins wi th a two-line initial (as do the G 1 ) ospe extracts , while each 

succeeding v erse has a one-line in1.·t1.· a1. Th f· e 1.rst prayer to the Virgin, 

the 'Obs e cro te', beg ins with a three-line initial, as also does Vigils 

of the De a d. 

The difference in size of illuminated initials was not arbitrary but 

indicated a hi erarchy of text, for which there were certain rules. The 

most importan t sections of a Book of Hours were marked by miniatures, 

followed by tex t beginning with a large illuminated initial. Where text 

actually b e gan on the miniature, however, the initial might be smaller than 

it would o therwise have been. This is the case in the Offices of the Hours 

of the Vi r gin, which begin (except for Matins and Prime) on the appropriate 

miniature. The two exceptions referred to begin with the largest 

illuminated i n i tials of the manuscript, as noted above (five-line and 

four - line respectively). 

No rma l ly, succeeding parts of text within a section contain only 

smaller i n i tials. A liturgical text therefore needed very careful thought 

and planning , and it would be interesting to know whether scribes had hand

books on hierarchy of liturgical texts, as painters had model-books for 

reference. As the organization of a Book of Hours was so complicated in 

thi s r espect, it seems likely that such an aid would be indispensable in 

any atel i e r . 

As f requency of borders and illuminated initials in a manuscript 

affected its cost, there were variations in quantity as well as in quality 

and style. Consequently, Books of Hours can differ widely in the visual 

a spects they present to the reader, even though the text may be identical 

i n content. Whatever decoration was adopted, however, was subject to the 

r u l es pertaining to hierarchy of text. 

The type of border and initials used in an illuminated manus cr i pt can 

Of Production becau se workshops tended to go 
he l p to identify its centre 
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on us i ng the same desi gns. Since innovation was not an · aim, it is evident 

that some d es ign s were used with little change over a very long period, 

perhaps nearly a century. Furth th · 
er, as e painters of borders and initials 

were less accompli s hed than the miniaturists, they did not travel about so 

much and did n o t ha v e the same opportunity or stimulus to adopt new ideas. 

For this r e a son , t h e less important decorations, together with the lay-out 

of a page , can yi e l d useful clues in localizing a manuscript, 5 though they 

do not help mu c h i n dat i ng it. As the border motifs in The Hours of Charles 

Boddam s e em to have been used widely in Northern France, however, it would 

seem that ini t i a l s and lay-out might be a more fruitful source for clues 

for localization . 

In f ac t only the Buchanan manuscript bears a close resemblance to the 

Boddam manuscr i pt in g eneral appearance of textual pages and in lay-out of 

the book . Not only are the decorated borders in the same style, but the 

text i s f ramed by a narrow gold band which extends from the border in the 

same ma nner as in t h e Boddam manuscript. As the initials are also of the 

same s tyl e and colour scheme, it would seem highly probable that the books 

were produced in the same centre of production even if not in the same 

works hop. Un f o r tunately, a direct comparison of the script has not been 

made , as photographs of the Boddam script were not available when the 

Buchanan manuscr ipt was studied. The fragment of text (in French) on the 

Ma donna and Child miniature of the latter, however, shows a similar script 

( Plate 24). Exceptionally, the illuminated initial M here is of a differen t 

style from the other initials in the manuscript. 

The overal l plan of the two books is the same, including the insertion 

o f Hours of the Cross and of the Holy Spirit between Lauds and Prime, but 

· f · · t · ls used For 1· nstan ce, whi l e t h e t here are differences in size o i n1 ia • 

Boddam manuscript gives two-line initials at t h e beg inni n g o f e a ch gos pe l 

t · 1 ct· the first the Buchanan manuscript gives St. J ohn's ex ract , 1nc u 1ng , 
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extract · a four -line initial and the other extracts two-line initials. Also, 

the Boddam manuscript differentiates the two prayers to the Virgin by 

starting the 'Obsecro tew with a three-line initial and the 1 0 Intemerate' 

with a two-line initial, while the Buchanan manuscript uses four-line 

initials for both prayers. In both manuscripts all initials taking up two 

or more lines in size are made up of a grey and white acanthus design on 

black placed on a gold base, while all initials of one-line are painted 

gold on an alternating ground of blue or red. The line-fillers are bars 

of blue or red alternately, decorated with gold patterns. There are thus 

no gaps in lines where the text does not take up the whole space, which 

adds to the neatness of the page and gives colour interest to the text. 

This was standard practice. Ordinary capital letters in the text contain 

a pale yellow colour-wash in both manuscripts (just discernible in Plate3) 

as they do also in the Eastbourne manuscript. The illuminated initials 

generally contain flower or strawberry motifs borrowed from the border, 

linking border decoration with text. 

A comparison of Plates 16 and 6 shows the same style initial in both 
~ 

the Dillwyn and Boddam manuscripts. 
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IV AN INTRODUCTION TO THE MINIATURES 

In order to avoid unnecessary repetition in commentaries, 
some 

general po ints r egarding the miniatures are discussed here before attention 

is turned to i n divi dual scenes. The commentaries will concentrate on the 

subject contained i n the picture, its interpretation, and its relation

ship to 'th e wo r d'. In respect of the latter, the texts of Mystery Plays 

may prove hel p f u l ( i n addition to the Bible) in giving us insight into 

ideas be hin d the imagery. 

With t h e exception of the Coronation of the Virgin, the miniatures 

fall in to t wo broad categories: landscape exterior or domestic interior. 

Each s c ene is presented within an architectural frame set upon a raised 

platform. Th e shape of the frame-tops varies considerably, some being 

arche d like a window frame while others are flat, resembling a portico 

and surmounted by a pediment or other decoration. The Annunciation and 

The Cruc ifixion are given depressed arches, and The Presentation of Christ 

in the Temple has a double arcade. 

The framed miniatures might be interpreted in various ways as 

showing a v i ew through a window or a doorway, as presenting a tableau, 

or s imply as a framed picture hanging on a wall. Devotional pictures 

f or domestic use were evidently framed in this manner, as can be seen 
~ 

i n the r i ght -hand panel of a painting by Carpaccio (1455-1526) of 

Th e Reception of the English Ambassadors and St. Ursula talking to her 

Father. 1 The scene is a domestic interior, and on the wall there hangs 

a picture of the Madonna and Child, set in a portico-style frame. It 

i s likely that images of saints were similarly framed for pr i vate devotion. 

The architectural frames of the Boddam miniatures are not drawn with 

precision and so make no pretension to reality. On the contra ry, t h e 

rather carefree structures create an air of informality which suggests 

b · In this respect the Boddam manuscript a tableau or theatrical asis. 
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differ s f rom Sloane MS 2732b and the Dillwyn manuscript, where the frames 

that are a rchi tectural consist oft· f 
iers o canopied niches containing 

2 statuet tes. 
Th e style is Gothic and is executed completely in a matt 

gold , l endin g a much more formal tone to the paintings. The theatrical 

tone of t h e Boddam miniatures is reinforced by the presence of two 

entertaining putti on the base plinth of most frames, which serves as 

a platfo rm f or their playful antics. Just what their gestures are 

intended to convey i s not always apparent, but it seems clear that they 

are pre s enting their own drama as a reaction to or parody of the scene 

above t h em. On arched frames only, gold putti figures appear as part 

of the ornamentation and clamber along as if to gain a better vantage 

point o f the scene below. Putti faces are also depicted on the framework, 

and decorati ve swags dangle down . each side. 

In spite of a tableau-like appearance, however, it is evident that 

the f ramework has been planned for book decoration. This may be deduced 

fr om t h e unequal thickness of the pillars at each side of the architec

tural f rame: the thicker one is invariably placed at the outer edge of 

an openi ng. One glance at any miniature reproduced in this paper there

f ore informs the viewer whether the scene appears on the left or right 

hand side of an opening. A deliberate complementary use of colours links 

the pillars with the scene within, adding to the balance and unity of 

the painting. In addition, colour links are established between 

miniature and border as, for instance, in the border which faces The 

Visitation (see commentary thereon). While it is evident that the work

shop concerned with the production of the manuscript was limited in its 

range of colours (and this may well imply that all the illumination was 

t 1 . ) there appears to be a conscious economy carried out in the same a e ier, 

in use of colour which aims for harmony rather than variety. 
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An i nte r esting feature of th · · e miniatures is that the landscape 

scenes contain French medieval bui·ldi·ngs, whi·le h t e architecture of 

interiors is in the classical Renaissance style from Italy. The French 

medieval cha teau which recurs in several of the · · miniatures might con-

ceivably r e present the residence of the manuscript's owner. Although 

on a mo r e modest scale, it bears a resemblance in style to the castle 

of Do urdan be l onging to Jean de Berry, which is featured in the miniature 

illustra t ing t h e month of April in the Calendar of the Tres Riches 
3 

Heures. Further, the little houses included in that picture are not 

unlike those in the Boddam miniatures (see Plates 13, and 19). 

All i nter i or scenes in The Hours of Charles Boddam are set in 

chambe r s o f s i milar design: the grey stone walls are adorned with panels 

of marb l e, alternately coloured green and pink and separated by pilasters. 

Mat ching green and pink tiles cover the floor. This scheme is followed 

even f or Th e Presentation of Christ in the Temple, which is more usually 

given an ecclesiastical setting. Indeed the lack of any ecclesiastical 

i n ter i or in the miniatures is noteworthy, since The Annunciation and the 

Coronation o f the Virgin might also have been set in a church, as was 

common practice. The only religious tone in The Presentation is provided 

by the altar and by the bishop's mitre worn by Simeon. 

The style and colouring of interiors is similar to that followed 

by Jean Bourdichon in a beautifully serene painting of the Virgin, 

presumably part of an Annunciation, which has survived from a Book of 

4 
Hours reputedly belonging to King Henry VII. 

The basic style of classical architecture adopted f or the interiors , 

together with landscape scenes, gives the Boddam miniatures a decidedly 

Italian tone. These features and the theatrical nature of the architectural 

h links that existed between f rames may be explained byte strong 

architectural studies and stage design. 
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I t has been observed by R" h d 5 ic ar Krautheimer that Renaissance stage 

design was c l osely linked to the development of perspective, so that 

for nea rly three centuries perspective and stage design were almost 

synonymous. This situation grew from the large-scale architectural 

backgrounds o f paintings and reliefs in places such Fl as orence, Perugia, 

and Urb i no. It was Alberti who first conceived the idea of using 

archi t ~ctural perspectives for stage backdrops, and by the 1480s 

Vitruvian studies and the revival of theatre were closely linked. At 

tha t t ime Urbino was a centre of stage design as well as a centre of 

pers pective studies, of architecture, and architectural theory. The 

Rena i ssance concept of three types of background for theatrical perfor

mances, according to species (tragedy, comedy, or satire), goes back to 

Vitruvius's brief statement that tragic scenes are designed with columns, 

pediments, statues and other regal surroundings such as triumphal arches; 

comic scenes have appearance of private buildings with balconies (we 

mi ght, then, consider the putti as appearing on their own balcony); and 

satiric (in the pastoral sense) settings are painted with trees, caves, 

mountains and other features to imitate landscape. Richard Krautheimer 

fu rther notes, however, that from 1470 to 1520 even the comic scene was 

still conceived in an overall classic design. 

A lively concern with perspective is evident in most of the Boddam 

miniatures, with varying degrees of success. The one painting which 

differs notably from the rest in this respect is the Coronation of the 

Virgin, where the decidedly flat background is distinctly medieval in 

R · Generally, the artist shows a good design rather than enaissance. 

Of aer1.al perspective in the landscape scenes, which is 
appreciation 

effect1·ve in the miniature of St. John on the island of 
particularly 

Patmos. 
d f exterior scenes is composed of hilly slopes 

The backgroun o 

dotted with trees and some buildings. 
Water flows in the valleys, and 
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in several miniatures a chateau is situated on a river or lakeside. 

These minia tures show the artist's pronounced interest in naturalistic 
6 

landscape. His interest is not confined to external nature, however, 

but extends to human nature and portrayal of h t e psychological state of 

his characters. Here he was perhaps mindful of Alberti 1 s advice to amove 

the soul of the spectator 1 • Thi· t b ff d b k s was o e e ecte y ma ing known the 

movemen..ts of the body, since motion reveals emotion. 7 

In a number of scenes the artist has given special attention to 

expressiveness , as will be noted in the commentaries. There is also some 

attempt at consistency in the features of characters portrayed, notably 

of Mary and John in two of the miniatures which form an artistic pair, 

The Crucifixion and Pentecost. Mary's youthful features are consistent 

in The Annunciation, The Visitation, The Nativity and The Presentation 

(in these she appears bare-headed) and are also in accord in The Flight 

into Egypt and the Adoration of the Magi (in which she wears a coif 

covered by a fold of her mantle). Joseph appears as the same character 

in The Nativity and The Flight into Egypt, but somewhat differently (and 

a - little cross~eyed!) in The Presentation. 

The artist has also given some attention to skin tone, painting 

women with generally paler faces than the men except in the case of the 

youngest magus, whose youth is deliberately accentuated by his fair 

complexion. There is also careful distinction in skin tone between the 

naked figures of Bathsheba and Lazarus, the former 1 s warm pink body 

contrasting with the latter's deathlike pallor. 

d about the incorporation of text into some of the Finally, a wor 

miniatures. With the exception of The Nativity (Prime), the miniatures 

each Off1·ce from Lauds to Compline contain two lines of 
introducing 

script. 
Lauds to Vespers opens with the words Deus in 

Each Hour from 

G d to deliver me), while 
adiutorium meum intende (Haste thee, 0 °, 

1 t ris noster (Convert us, 0 God 
Compline begins Converte nos deus sa u a 
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our Saviour) . On these pages, there are thus three elements vying for 

the attention of the eye: the religious subject portrayed, the opening 

words of the prayer, and the putti. The words do not, however, intrude 

on the scene as in some Horae, but are neatly fitted into their allotted 

space at the foot of the pillars. 
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