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Jan van Scorel: biografie 
 
Jan van Scorel was Utrecht’s pre-eminent painter in the first half of the sixteenth 
century.1 Born in Schoorl (in the province of North Holland) 1 August 1495, he 
attended Latin School in Alkmaar until c. 1509, according to the biographer Karel 
van Mander, who provides detailed information about the artist’s training and 
early travels. Scorel first apprenticed in Haarlem for three years with Cornelis 
Willemsz. (whom Van Mander mistakenly called Willem Cornelisz.), and then 
moved to Amsterdam, where he became an assistant in Jacob Cornelisz. van 
Oostsanen's workshop c. 1512. Van Mander adds that Scorel studied briefly with 
Jan Gossaert, who came to Utrecht after his protector, Philip of Burgundy, had 
been elected bishop in 1517. Shortly thereafter, Scorel departed on a long 
journey, eventually joining a pilgrimage from Venice to the Holy Land, most likely 
during the summer of 1520. Van Mander lists the stopovers on the trip south to 
Venice: Cologne, Speyer, Strasbourg, Basel, Nuremberg (where he studied a 
short while with Albrecht Dürer), Regensburg, and Steyr. During the pilgrimage, 
Scorel visited Malta, Rhodes, Cyprus, Bethlehem and Jerusalem, often recording 
views and personages in the sketchbook Van Mander says Scorel took with him.  
 
After returning from the Holy Land to Venice, Scorel executed a number of 
portraits and narratives in a landscape setting before venturing on to Rome, 
probably upon hearing that the Utrecht native, Adriaan Florisz. Boeyens, had 
been elected Pope in January, 1522. Van Mander tells us that Pope Adrian VI 
put Scorel in charge of the Vatican collections in the Belvedere (as Raphael’s 
successor) and that “he practiced assiduously drawing after all antique things, 
statues and ruins, as well as the art-full paintings of Raphael, and 
Michelangelo…and after the works of various other masters.”2  While in Rome, 
Scorel also painted several portraits of Adrian VI (unfortunately surviving today 
only as copies), one of which is in the Centraal Museum’s collection (cat. no. 
33).3 The artist returned to Utrecht in the summer of 1524, where he continued to 
live, interrupted only by a short stay in Haarlem from 1527-30, until his death 6 
December 1562. 
 
Scorel’s life in Utrecht is well-documented, due primarily to the church offices he 
held. He had been promised a canonry in Utrecht by his protector, Adrian VI, 
before the Pope’s untimely death in September 1523, and his expectations were 
met in 1528. It is not surprising, then, to learn from Van Mander that Scorel found 
immediate support in Utrecht from one of Adrian’s life-long friends, the influential 
cleric, Herman II van Lokhorst, Dean of Oudmunster (Oldminster, St. Saviour’s). 
In fact, Herman and his natural son, Willem, who had been in Rome at the same 
time Scorel was there, had been appointed co-executors of Adrian’s will.4 
According to Van Mander, Scorel resided with Herman van Lokhorst and painted 
a number of works for him, including the now-lost organ wings for Oudmunster 
(that were paid for in September 1524) and probably the outer wings of 
Oudmunster’s high altar. The Lokhorst Triptych (c. 1526, cat. no. 21), ordered by 
Herman as a memorial to himself and other members of his family, belongs to 
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this group of commissions that helped establish Scorel as a master painter in 
Utrecht. The Centraal Museum also possesses another crucial early Utrecht work 
by Scorel, the pair of panels with Twelve Members of the Utrecht Brotherhood of 
Jerusalem Pilgrims (c. 1525, cat. no. 20), that undoubtedly came into being via 
the same clerical network. These paintings are representative of major facets of 
Scorel’s work. The Jerusalem brotherhood panels demonstrate Scorel’s skill as 
an accomplished painter of lively, life-sized portraits, while the Lokhorst Triptych 
ushers into the north Netherlands the style that was so highly prized by Karel van 
Mander, a style “illuminated” by the art of Italy. 
 
Scorel was first vicar in the Janskerk and Mariakerk before the chapter of St. 
Mary's admitted him to the office of canon 16 October 1528. The machinations 
involved in the way the artist obtained this office, as well as full chapter rights in 
1534/35, disclose Scorel’s highly-placed backers both in and outside the chapter. 
His supporters included none other than the stadhouders Henry III of 
Nassau-Breda and Floris of Egmond, the most powerful nobles at the Court of 
Holland at the time.5 Scorel must have been held in exceptionally high regard as 
a painter to be able to call on such lofty connections, although it is also true that 
his appointment to a church office suited the aspirations of those promoting the 
new Habsburg regime. Another document from this period establishes that 
Scorel had in fact been ordained as a priest.6 As canon, Scorel carried out 
various tasks for the chapter: he participated, for instance, in negotiations to 
recuperate church property in Guelderland. Around 1536, he made drawings for 
stained glass windows in the north and south transept of the Mariakerk; and in 
1543, he designed a rood loft that was constructed and finished by the carpenter, 
Jan van Oey, the following year. In 1545/46, there are payments to Scorel and 
his assistants for paints and gilding related to the wings of the Mariakerk’s high 
altar, which Van Mander implies took years to complete. Scorel secured similar 
commissions elsewhere in Utrecht, such as painting the wings of the carved 
altarpiece for the Zielbroederschap (Souls' Brotherhood) in 1542/43.7 He was 
also paid for painting banners for the church of the Teutonic Order in 1548.8 
Another Utrecht work can still be seen in the Pieterskerk, the epitaph 
commissioned by Ernest van Schayck in 1554, a painting that most likely derives 
from Jan van Scorel’s workshop.9  
 
Scorel’s fame and activity reached beyond Utrecht. From 1527-30, the artist was 
in Haarlem, and although his stay was brief, it was nonetheless critical, for Scorel 
expanded and standardized the operations of his shop. He found an important 
patron there in Symon van Sanen, Commander of the Knights of St. John, who 
commissioned several of the painter’s major works for the order, the Baptism of 
Christ (Haarlem, Frans Halsmuseum), and the Mary Magdalene (Amsterdam, 
Rijksmuseum). According to Karel van Mander, the painter rented a house in 
Haarlem and took on students, among them Maarten van Heemskerck. (There 
are no records of Scorel renting or buying a house in Utrecht until he returned to 
the city in September 1530.) It was during this period that Scorel established his 
basic repertoire of subjects, making possible the continuing production of original 
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prototypes as well as compositional replicas and workshop variants. Such works 
are particularly well represented in the Centraal Museum, for the collection has 
examples of all the standard subjects: the Virgin and Child (cat. nos.  22-23), the 
Crucifixion (cat. no. 29), and the Adoration of the Magi (cat. no. 28), the latter 
with Scorel’s typical “classicizing” architecture and antique ruins. 
 
While in Haarlem, Van Mander reports that Scorel received a prestigious 
commission for another now-lost altarpiece, a Crucifixion for the Oude Kerk in 
Amsterdam (for which Maarten van Heemskerck painted the wings). Such 
commissions continued when the artist was in Utrecht again, especially c. 
1535-45, when he rented additional quarters outside the immunity of St. Mary's. 
Very few large-scale works survive from what Van Mander calls Scorel’s "most 
important and flourishing period", when the painter and his shop executed 
altarpieces for Gouda, the Nieuwe Kerk in Delft, an abbey called “Grootouwer,” 
thought to be Aduard near Groningen, and the abbey of St. Vaast in Arras in 
northern France, having been destroyed in outbreaks of iconoclasm. Only 
fragments remain from an altarpiece with St. Ursula and the 11,000 Virgins and 
the polyptych of SS. Stephen and James the Great, both for the abbey of 
Marchiennes (c. 1540, Douai, Museé de “la Chartreuse”), but the Finding of the 
True Cross triptych (c. 1533-35, Breda, Grote Kerk) survives in its entirety. 
Although a date in the mid-1530s for the Breda triptych is still tentative, it cannot 
be excluded that the patron of this colossal work may have been Henry III of 
Nassau-Breda, a member of the nobility who was Scorel’s supporter on other 
occasions. The Centraal Museum is fortunate to have a work that relates to the 
scale and grandeur of these altarpieces, with life-sized figures in monumental, 
imposing compositions. Dating from the early to mid 1530s, Jan van Scorel’s 
Lamentation (cat. no. 24) is an example of a large-scale work exemplifying a key 
aspect of the painter’s career.  
 
Never solely the head of a painter’s workshop or church administrator, Jan van 
Scorel expanded into other entrepreneurial ventures during his Utrecht years. His 
participation in the triumphal entry of Charles V into Utrecht in 1540 was limited 
to designing an allegorical statue, but in 1549, when Philip II journeyed through 
the Netherlands, the town council entrusted Scorel with directing (ordeneren) all 
the "persons, sculptures, paintings, and verses.” A bit later, Scorel gave his 
attention to new plans and designs (including a dredge) that eventually led to an 
imperial charter (1552) to dike the Zijpe in north Holland and create a polder 
which Scorel planned to call Nova Roma. His partners in this enterprise were 
Nicolaas Nicolai, brother of the poet, Janus Secundus, and secretary of the 
Order of the Golden Fleece, and Reinoud III of Brederode, Lord of Brederode, 
Vianen and Ameide (whose portrait Scorel painted, Amsterdam, Rijksmuseum). 
Although this scheme never materialized, it is nonetheless indicative of Scorel’s 
wide-ranging ambitions and eminent associates. Karel van Mander adds that 
Scorel was “familiar with and liked by all the great lords of the Netherlands” and 
was proficient in languages as well as the writing of epigrams, ballads, and 
songs. The artist had visited the courts of Breda and Mechelen by 1533 and 
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Brussels in c. 1552. According to Van Mander, Scorel recommended an architect 
to King Gustav Wasa of Sweden, sending a painting of the Virgin and Child to 
him as well, and Francis I attempted to draw Scorel into his service. Given 
Scorel's apparent wide renown, it is not surprising that a local chronicle records 
that he was chosen to restore the famous Ghent Altarpiece in 1550 with Lancelot 
Blondeel.                  
 
Jan van Scorel occasionally included his self-portrait in his paintings. The first 
time this occurred was in Scorel’s first signed and dated altarpiece in 
Obervellach, Austria (1519). He includes himself again in Twelve Members of the 
Utrecht Brotherhood of Jerusalem Pilgrims, c. 1525 (cat. no. 20) which may be a 
work of his own instigation. Since the self-portrait is overpainted in the Utrecht 
work, Scorel’s appearance can be better judged from the self-portrait in Twelve 
Members of the Haarlem Brotherhood of Jerusalem Pilgrims (Haarlem, Frans 
Halsmuseum, see for fig. cat. no. 20).       
 
Scorel's life-long companion was Aecht Ysacksdochter van Schoonhoven. They 
had four children by 1537, and by 1550, six. Their son Victor was vicar and priest 
in St. Peter's in Utrecht; and another son, Pieter (c. 1529/30 – 1622), followed his 
father as a painter and was listed as a member of the Saddlers’ guild in 1569 and 
the city council from 1576-80.10  
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20 Jan van Scorel 

2379 
 
Twelve Members of the Utrecht Brotherhood of Jerusalem Pilgrims c. 1525 
 

 
 

 
 
Panel 48.4 x 275.5 cm (without frame); 61.7 x 288.1 cm (with frame). 
 
 
Inscriptions,11 Coats of Arms,12 and Marks 
From left to right under the portraits: 
Under an unknown pilgrim: genaemt [...] op die Jorda[e]n // doen men screef 
MCCCCC en negenthin // god wil ons in alle node bewaren // En geven namaels 
syn glori te sie                           
Coat of arms: in goud een blauwe ronde binnenzoom. 
 
Under Jan van der Borch: Nu verthien hondert tweeens[eu]entich iaer // Ian 
vander borch Ierusalem versocht // tiaer Vyfthie hondert en negen daer naer // 
wort hi int gesicht des Vredes gebrocht                                                                                                   
Doorsneden wapen: A. een gedeeld wapen: 1. in goud een half uitkomende rode 
leeuw en 2. in goud een rode burcht van 2 verdiepingen; B. in goud een rode 
burchtvan twee verdiepingen. 
 
Under Hendrik van de Ven: Mine nae[m] es henric van de Ven // ic was te 
ierusalem als broeder va[n] prise // doeme[n] screef M CCCCC en // 
vyfentwintich met wairheits bewise. 
Coat of arms: in zwart een zilveren klimmende leeuw. 
 
Under Hendrik Gerritsz. Nobel: henric Nobel geritz[oon] was ten heiligen lande // 
int iaer ons heren dusent vierhondert // en achtentn[e.]ent[..]h god hoedhem voir 
scande // ende voir den brande daert ewelick dondert                                                                                 
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Coat of arms: in rood een zwarte bemmel met in het schildhoofd drie naast 
elkaar geplaatste zilveren lelies. 
 
Under Cornelis Lambertsz.: Cornelis lambertz[oon] bin ic wilt lesen // ic was te 
ierusale[m] en op die iordan // duysent iaer na goods geboort gepresen // 
vierhondert en[de] achtennege[n]tich dair an                                                                                                                 
Coat of arms: in goud twee zwarte dwarsbalken. 
                                                                                                                
Under Herman Krom: Ic was te ierusalem in myn ionge dage // na goods geboort 
duysent vierhondert // en drien sestich iare sonder vragen // herman krom het ic 
u niet verwo[n]dert    
Coat of arms: in goud drie zwarte enkele haken met de punt naar boven, 2-1. 
 
Under Jan van Huchtenbroeck: heer Ia va huchte[n]broec Rider gepresen Va[n] 
edelen afcoest in Cleef gebore[n] // was te ierusale[m] so ghi moecht lesen dair 
wert hi geciert mit gulde[n] spore[n] // tmocht M CCCCC.XXIIII wese[n] die iare 
na goods geboert vercoren.                                                                                                             
Gedeeld wapen: I. in goud een zwarte klimmende eenhoorn, II. in goud vier 
golvende dwarsbalken beladen met 12 gouden sterren, 4-3-3-2. 
 
Under Jan van Scorel: heer Ian van Scorel wt hollant scildere // vicarius tsint ians 
was ten heiligen graue // M CCCCC ende XX stildere13 // screefme god geef 
hem der glorien haue.   
Coat of arms (fig. 1): goud en rood schuinlinks doorsneden met het een in het 
ander een schuinlinks rood en goud doorsneden dubbele roos (of krans). Voorts 
een blauw schilhart beladen met drie zilveren stukken.14                   
 
Under Adriaan Saal: heer Ariaen sael wilt dit a[en]mercke Canonic toemo[n]ster 
sach thei // lich lant // met Crol voirs[chreven] god wil hair stercken // en glorie 
geuen door syn hant M CCCCC XXII                                                                                                                 
Coat of arms: In rood twee zwarte dwarsbalken beladen met naast elkaar 
geplaatste zilveren schuinkruisjes, 3-2. 
 
Under Jacob Crol: heer Iacob Crol Canonic tsinte Marie.was te ierusale[m] god 
ter ere[n] // M CCCCC te dien tijen Ende XXIIII was tiaer ons heren                                                                 
Een gedeeld wapen: I. in zilver drie zwarte lelies, 2-1, en II. gevierendeeld in 
goud en zwart. 
 
Under Jan van Gorcom: heer Ian va gorcom es my[n] naem vicarius ten doem 
als een broedere // ic was te ierusalem tsi god bequae dair chryst[us] wou lide os 
behoede[n] // met heer dirck taets nee[m]t desen raem so sidi den tijt os reise[n]s 
vroedere                     
Een gedeeld wapen: I.. in zwart twee rechtop geplaatste en van elkaar 
afgewende zilveren vissen, II. in goud drie zilver en rood geschaakte 
schuinkruisjes, 2-1. 
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Under Dirck Taets: heer dirck taets bin ic geheten Canonic [...] en moster hier op 
let // Te ierusalem heb ic te stede gemete[n] dair god verloste van de wedt // 
MCCCCC XXIII wilt wete[n] screefme[n] int iaer ons heere net                                                         
Een gedeeld wapen: I. in zilver een rode dwarsbalk, II. in goud een zwart 
uitgeschulpt schuinkruis. 
 

 
 
Fig. 1. Coat of arms under Jan van Scorel’s self-portrait  
including the arms of the guild of St. Luke at the center.   
(Photograph: J.R.J. van Asperen de Boer) 
 
 
Provenance 
Jerusalem brotherhood, Utrecht, 1525/1527- after 1581; under jurisdiction of the 
municipality of Utrecht, 1581/1611-1656; amortized by the municipality, 1656; on 
loan to Genootschap Kunstliefde, Utrecht, 1872-1911. The earliest written 
reference to the paintings dates from March 1611, when the paintings are listed 
in an inventory of the city hall as hanging in the Hopluyden-Camer (fig. 2).15 
 
 
Exhibitions 
Utrecht 1913, cat. no. 85, pp. 87-88; London 1929, cat. no. 41, p. 30; Utrecht 
1941, cat. no. 170, pp. 47-49; Utrecht 1948(b), cat. no. 54, p. 51 and p. 18; 
Alkmaar 1954, cat. no. 13, p. 5; Utrecht 1955, cat. no. 14, pp. 36-37 and pp. 17, 
20, fig. 18; Utrecht/ Leuven 1959, cat. no. 67A, pp. 87-88; Utrecht 1979-1980(b) 
(no cat.); Utrecht 1994(b) (no cat.); Utrecht 1995(a) (no cat.); Utrecht 1996-
1997(b) (no cat.) 
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Fig. 2. 1611 document listing Jan van Scorel’s panels then hanging  
in the city hall (GAU, Hopluiden Kamer Inventaris, II, no. 2866, loose folio).  
 
Restoration History 
In 1667 the painter, Isaac Willaerts, was paid 185 guilders for work, “ophalen” 
(restoration), carried out on the paintings of the Jerusalem pilgrims, then hanging 
in the so-called Green Chamber of the city hall.16 In 1837 the architect and 
painter, Christiaan Kramm, restored the paintings, as he mentions in his own 
later publication.17 City records of 1837 mention that Kramm would do the work 
together with an Amsterdam painter by the name of Haanen, and that they 
requested that the paintings be sent to Amsterdam.18 In the period 1899-1902 
Alois Hauser, Chief Restorer of the Gemäldegalerie, Berlin, carried out a 
complex and thoroughgoing restoration. As early as 1894, requests for 
restoration had been made to the city government, and involved the officers of 
the Genootschap Kunstliefde, as well as the city archivist, S. Muller, and C. 



 9 

Hofstede de Groot, then Deputy Director of the Royal Cabinet of Paintings in The 
Hague. Hauser’s name was already mentioned as only professional able to 
undertake such work and inpaint in Scorel’s style. Hofstede de Groot, in his letter 
of 26 October 1894, refers to the overpainting that covered whole sections of the 
backgrounds and most of the faces, and he urged restoration of all the paintings, 
not just a portion of them.19  Muller estimated that the overpainting covered more 
than half of the paintings’ surfaces.20 Photographs taken before the restoration 
show the darkened and overpainted state of the paintings at this time.21 Some 
retouches, such as those in the last head on the right in the portrait with nine 
Jerusalem brothers, can be dated to the seventeenth century (see inv. no. 2377). 
Permission for restoration was granted by the city in December, 1898;22 and the 
paintings arrived by mid January, 1999, in Berlin, where they were discussed by 
Hauser and Hofstede de Groot.23 Hauser told Hofstede de Groot that Kramm’s 
overpainting had been done to bring Willaert’s darkened retouchings into an 
overall tone. The Kramm layer of overpainting would be easy to remove, but the 
earlier retouching would require more time. Some heads, including Scorel’s self-
portrait and the sixth portrait in the same panel, were beyond repair. There was 
no trace of the presumed thirteenth portrait in inv. no. 2378, and Hauser doubted 
that there had ever been one (as he reiterated in his final report, see below). As 
agreed with Hauser, new photographs were taken after Kramm’s overpainting 
had been removed in the spring of 1899.24 These photographs show extensive 
dark retouchings (figs. 3-4). Hauser described the retouchings as “stone-hard” 
and said they had discolored to a dark brown. Work continued until the spring 
and summer of 1901, when Hauser re-negotiated his price. According to his 
letters at this time, the paintings had been cradled, and the recent and older 
overpaintings had been removed. The paintings, however, were much more 
damaged than anyone could have anticipated, and it was impossible to complete 
the restoration by the end of the year.25 A letter from Hofstede de Groot dated 1 
May 1901 explains that “het een verschrikkelijk langdradig werk is. Hij moet 
iedere der talryken retouches dagen en dagen lang telkens weer met spiritus 
weeken voor zij verwijderd worden” (it is terribly time-consuming work. He has to 
soak every one of the many retouches time and again for days with a solvent 
before they can be removed). The city authorized the board of the archive to 
reach an agreement with Hauser,26 and the restoration was completed. In 
June1902, the paintings were on view again.27  Hauser’s final report, dated April, 
1902,28 described each of the thirty-eight portraits according to the numbers in 
red paint above the heads. For inv. no. 2379, Hauser commented that the first 
head on the left was badly damaged on the left side and that the sixth and eighth 
portraits (the latter, Scorel’s self-portrait) were added later by another hand and 
were poorly preserved. (Statements often found in the literature describing these 
heads as restorations by Hauser are thus incorrect.) Still, he considered the three 
middle portraits of clerics (in the group of five) the best preserved of all three, 
long panels, although the white vestments showed more damage. The 
backgrounds had been overpainted with a thick, dark brown paint, and many 
losses were to be found throughout the costumes and inscriptions. 1955: the 
paintings were restored by J.C. Traas. Traas had provided an estimate of the 
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paintings’ condition in 1953, in which he notes abraded and thinly-painted parts, 
including heads, and darkened and cracking overpaintings.29 The ensuing 
restoration comprised removal of overpaintings, cleaning, inpainting, and 
varnishing.30  
. 
Technical Investigation 
UV  1975 
IRR  1971: CLA 

1974: CLA 195, details: second from left, fifth, seventh, 
eighth, ninth, eleventh, and twelfth heads. 
10 December 1979: AB 269, details: second from left, 
seventh, ninth, and eleventh heads. 

X-radiography        1967: detail of third head 
Photomicrographs   1975: MA 31/1-3 
Paint samples          1975: A 31/1-7  
Dendrochronology: the latest year ring in the oak panel that was still growing 
when the tree was felled dates from 1484, allowing an estimate of 1495 for the 
earliest possible use of the wood, although an execution of the painting from 
1501 on is more likely. The wood from both boards making up this panel derive 
from the same tree as the upper board of inv. no. 2378 (report: P. Klein d.d. 11 
May 1998 and email d.d. 7 February 2007). 
 
Technical Notes 
The support is made up of two oak planks, the upper varying from 22 to 28 cm in 
width, and the lower 20 to 26 cm in width, both approximately 1 cm thick. During 
the Hauser restoration of 1899-1902, the reverse was shaved down for the 
attachment of cradling, in the process revealing several holes across the seam 
between the planks where dowels would have been inserted for the original 
joining. There is a barb and unpainted wooden rim of ca. 1 cm on all four edges 
of the recto side. In this unpainted rim, red numerals can be found above some of 
the portraits. The numbers 18, 19, 21, 22, and 24 are still visible, so that the 
sequence must originally have run from 13 to 24.  
 
Traces of underdrawing could be revealed in the first and fifth portrait, from left to 
right. In the second portrait, very faint underdrawn contours were revealed 
around the eyes and in the nose. No underdrawing could be detected by infrared 
under the third and fourth portraits, or under the overpainted heads of Herman 
Krom and Jan van Scorel. The seventh, and tenth to twelfth portraits are 
underdrawn with loosely-drawn contours that are still quite exacting in outlining 
heads and placing features (fig. 5). Some show a minimal amount of zigzag 
hatching for shade. The underdrawing has been done in a dry material, probably 
black chalk.  
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Fig. 5. Infrared reflectogram assembly showing underdrawing in the portrait of Adriaan 
Saal inv. no. 2379.  (IRR: J.R.J. van Asperen de Boer; IRR assembly: Micha Leeflang). 
 
The poor condition of the painting hampers an evaluation of technique. The flesh 
areas have been painted thinly; abrasion is especially noticeable in the glazes in 
faces, and dark, opaque retouching often occurs in shadow areas. Jacob Crol’s 
head, however, is better preserved, as are the impasto highlights in his 
gesticulating hand (fig. 6). The cross-section of a sample taken in Crol’s forehead 
(very near the upper paint edge) exhibits Scorel’s typical painting routine, with 
underdrawing on top of a white priming layer. Jan van Scorel’s self-portrait has 
been completely overpainted, although some traces of original paint can be seen 
with the stereomicroscope near the left eye and mouth. The cross-section of the 
sample taken in this head shows a thick, brownish fill material in multiple layers 
covering layers of retouch and, presumably, varnish, on top of fragments of 
original paint. The sample from the overpainted sixth head comprises altogether 



 12 

eleven layers; only those at the bottom are original and include the ground and 
white priming layer with underdrawing on top of it. (No foil layer was encountered 
in either one of these overpainted heads.)31 The green background is a one-
layered mixture of green with a few blue crystals, painted on top of the white 
priming. The flesh color in heads does not overlap the green background; the 
colors border each other (as can be seen when studied close-up unless 
retouching obscures the juncture, as often occurs in this painting). The painted 
outer contours of faces often extend just a bit beyond the outlines of the 
underdrawing. Palm branches are sometimes delimited by the paint of the 
figure’s costume, as in the palm branch Scorel holds, but Crol’s has been painted 
on top of the white surplice; all have then painted out over the green background 
color. The ochre-colored upper edge of the balustrade overlaps the paint of the 
figures, and the coats of arms are, in turn, painted on top of the balustrade. The 
color and details of the coats of arms are fairly well preserved, as are the golden 
crosses with impasto, lead-tin yellow highlights, the latter exhibiting typical 
transparent inclusions under the stereomicroscope. 
 
Fig. 6. Detail of Jacob Crol in inv. no. 2379. 
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2378                                                                                                      

Twelve Members of the Utrecht Brotherhood of Jerusalem Pilgrims c. 1525 

 

 

Panel 46 x 275.6 cm (without frame); 59 x 288.3 cm (with frame).                                                             

 
Inscriptions,32 Coats of Arms 33 and Marks (from left to right, under the portraits)                                           
under Hendrik van Ravenswaai: Jck hendrick van Rauenswaeyen // gereyst ben 
na Jerusalem // Sach tlant daer god syn gunst lies hoore // en eertyts sprach met 
claerder stem                                                 
Coat of arms: In rood een gouden ankerkruis. 
                          
under Evert Geerlofsz. van Buren: Euert geerlofz[oon] bin ic geheten van bueren 
// M CCCCC en XX was tiaer // Doen reysdic wt liefden met groot besueren // 
Tenheiligen grave verstaet dit claer.                                                                                                           
Coat of arms: In goud drie zwarte schoorsteenhalen, 2-1. 

under Gerrit Cornelisz. van Zwol: Gerit va swol bin ic Cornelis sone // ic was te 
ierusalem de plaetsen besoecken // na goods geboirt vander maget scone // iare 
M CCCCC en XX te boecken                                                                             
Een gedeeld wapen: I. in zilver boven elkaar twee zwarte kepers en II. in zilver 
drie dito rode kepers. 

under Cornelis Claasz.: Cornelis claesz[oon] bin ic tsheilich grafs besoeckere // 
doeme[n] M CCCCC XXIII screef // god make mi ten hoge ierusale[m] cloeckere 
// en stiere mi duechdelic so lange ic leef                                                                                
Coat of arms: In zilver zes rode lelies boven en onder drie naast elkaar. 
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under Dirk Dirksz.: M CCCCC XXII men telde // na goods geboert die iaren ons 
heren // doen ic dieric diericsz[oon] mi ten wege stelde // om theilige graf te 
visiteren.                                                                                                               
No coat of arms.                     

under Simon Dirksz.: Ic bin Simon diericsz[oon] mi wel verstaet // ic was te 
ierusale[m] doeme[n] mocht scriuen // M CCCCC XXIII geraet // bid dat goods 
gratie mi wil bibliuen  
Coat of arms: Gevierendeeld wapen: I. en IV. in goud een klimmende rode 
leeuw, II. en III. in zwart een zilveren schuinkruis. 
 
under Lambert Gerritsz.: Ic lambert Geritz sach theilige landt // doeme screef M 
CCCCC en viere // met twintich iaren dair an geplandt // god geue dattet mi tot 
salicheit stiere. 
Gedeeld wapen: I. in goud drie zwarte molenijzers, 2-1; II. in zilver een rood 
schuinkruis. 
 
under Gijsbert Gerbrantsz.: Te ierusalem reisdic Gijsbert Garbrants soone // ter 
eeren de plaetse daer god wou steruen // twas M CCCCC sonder hoone // en 
XXIIII god laet mi niet bederuen                                                                                                             
Gedeeld wapen: I. in rood een tweezijdig gekanteelde zilveren dwarsbalk met 
daaronder boven elkaar geplaatst een zwart symbool, lijkt op een zesarmig 
muurijzer (of een karbonkel) en een zwarte bemmel; II. Gedwarsbalkt van goud 
en zwart van 8 stukken en over alles heen een in twee rijen geschaakt 
schuinkruis. 
 
under Jan Aartsz. van Beusichem: Ian aertsz[oon] bin ic van bueseco kinelick // 
ic omgorde huchtenbroec tridderlic swairt // int heilich graf als broeder minelick // 
verwinelic ons god laet in duechden gespairt // twas M CCCCC dit weest 
versinnelick // en XXIIII dair an gepairt                                                                                                         
Coat of arms: In goud drie evenwijdig schuin naar boven geplaatste messen met 
zwarte gevesten. 
 
under Hendrik van Moudwijck: Ic bin henricus van Moudwijes geslachte // tlant 
van beloften heb ic versocht // twas M CCCCC na goods kersnachte // en XXIII 
dereys volbracht                                                                                 
Coat of arms: Wapen: in zwart een gouden dwarsbalk met daarboven 4 naast 
elkaar geplaatste zilveren sterren en eronder 6 zilveren sterren, 3-2-1. 
 
under Aert Wemmersz.: Aert Wem[m]ersz[oon] bin ic hoort myn vermanen // Ick 
sach het land daer Christus leed // omhangen met bebloede tranen // en smolt 
voor ons in bloedich sweet                                                                                                                 
Coat of arms: In zwart een gouden wassenaar met daarboven een zespuntige 
gouden ster. 
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under Hieronymus van Ravenswaai: Ich hieronemus van Rauensways 
geslachten // Sach oock het lant van Canaan // daar Abrams kindren theyl 
verwachten // dus bracht ick dese veer daer van                         
Coat of arms: In rood een gouden ankerkruis. 
 
Provenance                                                                                                                    
See above under inv. no. 2379. 
 
Exhibitions 
Utrecht 1941, cat. no. 171, pp. 49-50; Utrecht 1948(b), cat. no. 55, p. 51 and p. 
18; Utrecht 1955, cat. no. 15, p. 38 and pp. 17, 20, 36-37, fig. 19; Utrecht 1979-
1980(b) (no cat.); Utrecht 1994(b) (no cat.); Utrecht 1995(a) (no cat.) 
                                                                                                                             
Restoration History and Condition 
The painting was restored along with others in the portrait series in 1667 (by 
Isaac Willaerts), 1837 (by Christiaan Kramm), 1899-1902 (by Alois Hauser in 
Berlin), and in 1955 (by J.C. Traas). For a full discussion, see above under inv. 
no. 2379. For inv. no. 2378, Alois Hauser made specific comments in his final 
report, dated April 1902.34 The first portrait from the left had been almost 
completely destroyed, except for some remaining paint in the nose and eyes, and 
the twelfth had been seriously damaged and required considerable restoration. 
Hauser found no trace of the presumed thirteenth pilgrim who supposedly 
occupied the position at the far right; he felt this assumption was erroneous, 
since the panel’s right edge was original and had not been cut down. The rest of 
the portraits showed losses throughout, as did the costumes and inscriptions. 
During his restoration, Hauser removed a thick, dark brown overpaint from the 
background. See also the comments on the paint surface below.   
 
Technical Investigation 
UV  1975 
IRR  1971: CLA 

1974: CLA 195, details: the fourth from the left, fifth, and 
eleventh heads.  
10 December 1979: AB 268, details: fifth pilgrim from left, 
head and hands, and eleventh head. 

X-radiography        1967: detail of eleventh head from left. 
Photomicrographs  1975: MA 32/1-5  
Paint samples         1975: A 32/1-2   
Dendrochronology: the latest year ring in the oak panel that was still growing 
when the tree was felled dates from 1457, allowing an estimate of 1468 for the 
earliest possible use of the wood, although an execution of the painting from 
1474 on is more likely. The wood of the uppermost board in this panel derives 
from the same tree as both boards in inv. no. 2379 (report: P. Klein d.d. 8 
January 1998 and e-mail d.d. 7 February 2007).  
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Technical Notes  
The support is made up of two oak planks, the upper varying from 23 to 28.5 cm 
in width, and the lower 16.5 to 22.5 cm in width, both approximately 1 cm thick. 
During the Hauser restoration of 1899-1902, the reverse was shaved down for 
the attachment of cradling, in the process revealing three holes across the seam 
between the planks where dowels would have been inserted for the original 
joining. Two of the holes still retain the dowel. There is a barb and unpainted 
wooden rim of ca. 1 cm on all four edges of the recto side. In this unpainted rim, 
red numerals must once have run from 1 to 12 above the portraits. Numbers 1, 2, 
3, 10, and 11 are still visible; numbers 6 to 9 do not appear at all, and there are 
only slight traces of red paint over portraits four and five.  
 
Less underdrawing could be made visible in this panel than in inv. no. 2379, with 
none at all under the heavily restored heads at both ends of the panel, the fifth 
and seventh to tenth portraits. When detectable, the outlines in faces were 
similar in character to those in inv. no. 2379 and were done in a dry material, 
probably black chalk.  
 

 
 
Figs. 7-8. Photomicrographs of two gold chains in inv. no. 2378, showing original paint 
as opposed to retouchings.  3 x magnification on 35 mm film.  (Photomicrographs: J.R.J. 
van Asperen de Boer). 
 
The condition of this panel is generally better than inv. no. 2379, except for the 
first and last portraits. Still, some original traces of paint can be seen with the 
stereomicroscope in the first head on the left in the eyes, nose, and cross. The 
rose-colored glazes the artist uses to subtly model faces can be observed in 
some of the better preserved heads, particularly the fifth, sixth, and seventh. The 
green background also exhibits less retouching than inv. no. 2379, except at the 
two ends of the panel. A sample taken in the background shows the green in one 
layer painted on top of white priming on a ground identified as calcium carbonate 
(chalk). As in inv. no. 2379, the green background and flesh colored paint in the 
heads do not overlap, but are juxtaposed. Generally, the painting technique is 
similar to inv. no. 2379, in the thin application of paint in faces, the delimitations 
of forms, and the painting sequence with coats of arms added in a late stage 
over the paint of the balustrade (see inv. no. 2379 for further discussion). It can 
be presumed that lead-tin yellow was used again for the highlights on the golden 
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crosses: the creamy paint application, with the typical transparent inclusions in 
the yellow, can easily been seen in photomicrographs and distinguished from 
retouched details (figs. 7-8).       
     
Description and Iconography                                                                                           
Jan van Scorel’s group portraits depicting Twelve Members of the Utrecht 
Brotherhood of Jerusalem Pilgrims (inv. nos. 2379 and 2378) are part of a series 
that includes two more paintings in the Centraal Museum (inv. nos. 2376 and 
2377) as well as a painting in Berlin by Anthonie Mor depicting two Utrecht 
clerics who were also members of the brotherhood (see cat. no. 25-26).35 
Another painting by an unknown artist may also have belonged to the series. 
This now-lost painting was an oblong, wooden panel with three Jerusalem 
‘heeren’ (gentlemen) and was dated 1564,36 which of course would preclude 
Scorel’s authorship. In Scorel’s portrait series, the artist depicted himself along 
with thirty-seven other members of Utrecht’s Jerusalem brotherhood, which was 
not only the largest in the Netherlands but also the oldest (founded 1394).37  

In these panels, all of the brothers are portrayed against a green background as 
portrait busts in three-quarter view, in which heads and gesturing hands often 
seem overly large in relation to the size of the shoulders. The emphasis on the 
individual portraits is enhanced by the cramped space the brothers occupy: some 
of their heads are in fact slightly cut off by the upper edge of the painting. In inv. 
no. 2379, the figures are lit from the right, and all of them turn into it and give the 
impression they are walking in a procession. Movement is in the opposite 
direction in inv. no. 2378, where the figures all turn to the left.38 Because some of 
the brothers are positioned closer to the foreground and overlap others, they 
appear to walk in pairs (although this effect is more successful in inv. no. 2378). 
The procession leads off in inv. no. 2379 with clerics, three canons and two 
vicars, one of whom is Jan van Scorel, followed by seven lay persons. Selecting 
twelve pilgrims for inclusion in the panels must have been intentional, and the 
number may allude to the twelve apostles, as some have suggested.39 The 
spacing of the five clerics on the right half of inv. no. 2379 is more generous, 
while the seven lay figures are crammed together in the left half. All of the 
brothers in both panels appear behind a balustrade decorated with coats of arms, 
and inscriptions identifying each person. The inscriptions, mostly four-line 
rhymes, have been painted below each portrait on fictive sheets of paper, or 
parchment, and mention the name of the individual and the year of his pilgrimage 
to the Holy Land. These may make reference to the various certificates and 
letters of safe conduct that pilgrims were known to have obtained during their 
journeys.40  

The brothers display other attributes of pilgrimage and common identity. All of 
them carry golden-brown palm branches. Ancient symbols of victory and the 
triumph of faith, palm branches were also emblematic of the journey to the Holy 
Land.41 They were called palms of Jericho or Jerusalem feathers, as in the 
inscription under Hieronymus van Ravenswaey’s portrait in inv. no. 2378: 
“…Sach oock het lant van Canaan … dus bracht ick dese veer daer van” (I also 
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saw the land of Canaan … [and] thus brought this feather from there).42 The 
1394 foundation document of the Utrecht brotherhood states that these 
branches, “palmen van Jhericho”, were carried by the members during their 
yearly procession on Palm Sunday.43 Many of the brothers have red Jerusalem 
crosses (sewn, painted, or stamped?) on their robes or vestments. This cross 
was the badge of a pilgrim to the Holy Land: a contemporary pilgrimage account 
mentions, for instance, that pilgrims marched together in procession with red 
crosses ‘getekend’ (marked) on their costumes in Venice, where they gathered 
before embarking on their journey overseas.44 In inv. no. 2379, two brothers have 
golden crosses, in the form of Greek crosses, hanging from their necks on gold 
chains. Jan van Huchtenbroeck’s cross hangs on a double chain, and the 
inscription below his portrait states that "te ierusale[m] … wert hi geciert mit 
gulde[n] spore[n]” (he was decorated with golden spurs … in Jerusalem), alluding 
to his elevation to knight of the Holy Sepulchre. During pilgrimage, knighthood 
was conferred at the site of the Holy Sepulchre by the Guardian of the 
Franciscan monastery (Mount Sion) in a ceremony that included being girded 
with a sword, having golden spurs laid on one’s feet, and after the dubbing, 
having a chain with a Jerusalem cross placed around one’s neck.45 Although 
knighthood was at first restricted to the nobility, this prescription appears to have 
been relaxed by the beginning of the sixteenth century;46 and in Scorel’s series, a 
number of brothers depicted with golden crosses are commoners.47 There is also 
some evidence that the demand was high in Germanic lands for obtaining 
knighthood in this way.48   

Inv. no. 2379 includes four older brothers who had made their pilgrimage to the 
Holy Land in the fifteenth century. They were probably included in the first panel 
in the series by virtue of their seniority.49 The other brothers in this panel did not 
undertake their pilgrimages as a group but over a span of years between 1519 
and 1525. Many of them were of high social standing, as were the members of 
this brotherhood in general.50 Several of the lay persons in this panel, for 
instance, are richly attired and wear dark cloaks that in the other panels, inv. nos. 
2376, 2377, and 2378, are often lined or edged with fur.51 Shirts sometimes show 
at the necks of the pilgrims, and that of Jan van Huchtenbroeck, seventh from the 
left, is embroidered with gold thread.52 This observation about the brothers’ elite 
status is borne out further by the biographical data we have in addition to that 
given in the inscriptions. 53 The individual second from the left in the series, Jan 
van der Borch († 1509), perhaps a sculptor, was dean of the Saddlers’ Guild in 
1464, 1469, 1471, and 1494, and in 1490, sheriff of Utrecht. Herman Krom, sixth 
from the left, was sheriff of Utrecht in 1489 and 1506, on the city council in 1498, 
1502, and 1508, and “meenteman” (city official) in 1491 and 1492. The 
inscription under Jan van Huchtenbroeck († 1542) states that he was a “Rider 
gepresen Va[n] edelen afcoest” (an admired knight of noble birth). He was sheriff 
of Utrecht in 1527 and played an important role in the city’s history in the 
following year as head of the faction against the newly-elected bishop, Hendrik 
van Beieren. Cornelis Lambertsz, fifth in the series, was an influential figure in 
the corn merchants’ guild.54 Among the clerics, Adriaan Saal († 1567), who is just 
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to the right of Scorel, held multiple church offices. Dirck Taets († 1552), canon in 
the Domkerk, was the nephew of Herman van Lokhorst,55 one of Scorel’s 
important early patrons in Utrecht. Jan van Scorel, in a white surplice, is 
positioned near the center of the panel and is described under his self-portrait as 
vicar in the Janskerk. 

All the brothers in inv. no. 2378 are lay persons, of which nine wear golden 
crosses on golden chains and three have red Jerusalem crosses on their robes. 
As in the previous painting, many of the brothers depicted in this panel were 
members of Utrecht’s urban elite.56 Beginning at the left and leading the 
procession is Hendrik van Ravenswaai, who was on the city council in 1528. He 
was also mentioned along with two other brothers portrayed in inv. no. 2376 as 
present in the document dated March 17, 1544, transferring use of the chapel in 
the Janskerk’s churchyard to the Jerusalem brotherhood.57 Gerrit Cornelisz van 
Zwol († 1528), third from the left, was “eerste kameraar” (treasurer) of Utrecht in 
1527. Sixth in the series, Simon Dirksz was a member of the city council in 1524 
and of the “Vijven” in 1525. Ninth in the series, Jan Aartsz van Beusichem was 
second treasurer of Utrecht in 1522, member of the city council in 1525, 
burgomaster “opde straet” in 1526, and sheriff in 1528. Hendrik van Moudwijck († 
1517), tenth from the left, was a canon in the Domkerk. Last in the series is 
Hieronymus van Ravenswaai, a member of the “Vijven” in 1524 and on the city 
council in 1525. One brother was a shipbuilder by profession, Lambert Gerritsz, 
seventh in the series.58  

In addition to Utrecht, there were at least eleven other Jerusalem brotherhoods in 
the Netherlands.59 These organizations garnered respect for their members and 
continued the devotion that ostensibly motivated their journeys in the first place. 
As can be implied from the Utrecht brotherhood’s foundation document (1394), 
brothers were able to re-enact their pilgrimages each year as participants in the 
Palm Sunday procession. Beginning at the Domkerk, the procession moved first 
to the Pieterskerk, symbolizing the crowds gathering outside Jerusalem on the 
Mount of Olives. The procession then returned to the cathedral in emulation of 
Christ’s entry into Jerusalem. Holding palm branches that had been consecrated 
at the Pieterskerk, the Jerusalem brothers pulled a wooden statue on wheels of 
Christ on a donkey through the so-called Donkey’s Alley (the present-day 
Voetiusstraat) to the door of the cathedral, and then inside to the choir.60 The 
brothers then withdrew for Mass at their own chapel, which was followed by a 
communal meal at an “eerbaer huys” (respectable inn). Archival records indicate 
that the city of Utrecht offered wine at these occasions. The meeting ended with 
brotherhood business, the election of a new officer, and the remembrance of 
deceased brothers.61 Utrecht’s foundation document may also have been read 
during these gatherings, reiterating the brotherhood’s professed devotion “…tot 
eenre eewiger gedenckenisse ende memori deser heyliger steden, ende aldier 
wercken die onse heer Jhesus Christus aldaer ende anderswaer gewrocht heeft, 
…” (to the eternal remembrance and memory of these holy places, and all the 
deeds that Our Lord Jesus Christ wrought there and elsewhere).62. 
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The portrait series by Scorel would have hung in one or both of the brotherhood’s 
chapels, which were in themselves symbolic structures. Like many of the chapels 
of Jerusalem brotherhoods in the Netherlands, both of those the Utrecht 
brotherhood is known to have occupied were copies of the Holy Sepulchre in 
Jerusalem. Such chapels were twelve-sided -- centrally-planned buildings -- and 
often had an eastern extension.63 By 1399, only five years after it was 
established, Utrecht’s brotherhood had a chapel outside Utrecht in the Nieuwe 
Weerd called “Jerusalem”.64 In form, this chapel was modeled on the church of 
the Holy Sepulchre, as we know from its description in the application associated 
with the papal indulgence granted to the brotherhood in 1434.65 Exactly how long 
the brotherhood remained in this chapel is not known, for in 1494, the 
organization attempted to relocate inside the city walls with plans to build a 
“tempel” in the Catharijneveld (St. Catherine’s meadow).66 It was not until 1544, 
however, that the brotherhood was able to acquire official use of a free-standing 
chapel in the churchyard of the Janskerk, although it is entirely possible that the 
brotherhood had moved to the chapel before this date.67 This chapel had existed 
since the end of the fourteenth century, and in the fifteenth and early sixteenth 
century, there are repeated references to it as the “capella rotunda” of the church 
of St. John.68 According to Aernout van Buchell, writing in 1587 and 1592, the 
portraits of the [Jerusalem] knights once hung in this chapel, which had the 
precise form of the Lord’s tomb, having been built following the appearance of 
the church of the Holy Sepulchre.69 A partial ground plan of the structure exists, 
made at the time of its demolition in 1581,70 showing that this chapel was not 
“round” but twelve-sided. Although lost to us today, the original setting for 
Scorel’s portrait series must have been impressive. The paintings hung in an 
environment meant to recall Christ’s Passion, and Scorel’s ensemble may have 
been joined by more portraits, some possibly in stained glass windows.71 The 
brothers in Scorel’s paintings, oriented to the right or left, would have been 
placed on either side of a common focal point, perhaps an altar and/or a model of 
the Holy Sepulchre.72 Scorel’s slightly later group portrait of Twelve Members of 
the Haarlem Brotherhood of Jerusalem Pilgrims shows the brothers moving in 
the direction of just such a model, in this case, in the form of a painted panel (fig. 
9). Scorel’s depiction of the Holy Sepulchre was probably based on drawings 
Van Mander reports Scorel made of the monument when he was in the Holy 
Land. 73 

When the use of the “capella rotunda” was transferred to the Jerusalem brothers 
in 1544, they were not to disturb any existing altars or tombstones without 
consent of the chapter of St. John; 74 and recent research has shown that 
members of the brotherhood were usually buried somewhere else.75 This calls 
into question whether Scorel’s panels were purely memorial in function. The 
portrait series undoubtedly served as a visual testimonial of the members’ 
pilgrimages:76 the brothers are shown in procession, blending the processions of 
the past in the Holy Land with those of the present in Utrecht. In addition, they 
are bound together in their piety for the holy sites they visited, where, as some of 
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the rhymes state, the brothers were able to see the places where the Lord 
suffered and died. Some of the brothers in these panels even hold their hands in 
a praying position. Rather than prayers for the soul’s salvation, which would be 
expected in memorial portraits, the texts echo the sentiments expressed in the 
brotherhood’s foundation document. Given these circumstances, it is possible to 
propose that Scorel’s panels were not primarily commemorative, but devotional.77  

It is likely that Jan van Scorel donated his group portrait of twelve Haarlem 
pilgrims to the Jerusalem brotherhood in that city. The artist also included his 
self-portrait in this slightly later work, and in the inscription underneath it, states 
“… so scencte ic mijnen broeders uyt jo[n]ste[n] mildere …” (I gave [this] to my 
brothers out of kindness).78 Such donations by artists were not unusual. Rogier 
van der Weyden and Gerard David are known to have made donations of some 
of their paintings, and in 1532, Maarten van Heemskerck presented his St. Luke 
Painting a Portrait of the Virgin (Haarlem, Frans Halsmuseum) as a personal 
remembrance to his fellow painters in the Haarlem guild of St. Luke.79 With the 
Utrecht panels, Scorel may have been making a similar gesture -- not to fellow 
guild members, but to his fellow pilgrim brothers. Other scholars have also 
assumed that Scorel was the instigator of this project.80 If so, one wonders if the 
rhymes painted on the balustrade were not also of his devising. Van Mander 
mentions that the writing of poems was among the artist’s many talents.81  

 

Attribution and Date                                                                                            
Both panels with twelve brothers, inv. nos. 2379 and 2378, must have been 
executed at the same time, in late 1525 and shortly thereafter. According to the 
rhymes below the portraits, the brothers depicted in these two panels had all 
completed their pilgrimages in or before that date. These were the pilgrims 
responsible for the influx in the Jerusalem brotherhood’s membership just at this 
time, bringing the number of members to around thirty.82 The panels would 
certainly have been completed before October 1528, since Scorel does not refer 
to the canonry he obtained on that date in the rhyme under his self portrait. He is 
identified instead as vicar in the Janskerk, an office Scorel was obliged to resign 
upon his installation as canon in the Mariakerk.83 Most likely, the panels were 
finished well before April of 1527, when Scorel appointed procurators and left 
Utrecht for the city of Haarlem.84 It was discovered recently that both boards of 
inv. no. 2379 and one board of inv. no. 2378 derive from the same tree;85 this 
suggests that the wood was ordered as a batch for this project, and that the 
panels can be considered a pair.  

These panels were first published in connection with Scorel in the 1838 
catalogue of city archive’s collection, and the information was quickly taken up in 
art-historical literature by Passavant (1841), Immerzeel (1843), Kramm (1861), 
and others.86 The attribution to Scorel has never been doubted since. Although 
no payments survive for the Utrecht series, other historical records can help 
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substantiate Scorel’s authorship. The artist painted fellow members of Haarlem’s 
Jerusalem brotherhood just a few years later, in c. 1528. Karel van Mander 
stated in 1604 that he had seen this painting, which he knew to be by Scorel, 
hanging in the Prinsenhof in Haarlem.87 Somewhat later the members of another 
Jerusalem brotherhood wanted the same painter to portray them: in 1541 or 
1542, Scorel was called to Leiden to paint portraits of Jerusalem brothers in that 
city on panels that had already been prepared for him (although the resulting 
work does not survive). 88  

These panels and the others in the series typify Jan van Scorel’s portrait method, 
both stylistically and technically. Portraiture was a mainstay of the artist’s career 
from his earliest works on. In his first dated work, the Obervellach altarpiece of 
1519, Scorel included his own self-portrait along with portraits of his patron’s 
family. Slightly later in Venice, c. 1520-21, the artist obviously continued to 
receive commissions for portraits, judging by the six that survive from this 
period.89 Even though they are usually set against landscape backgrounds, the 
Venetian portraits are the direct prototypes for the Utrecht paintings. These 
portrayals are bust length and life-sized, cut off at mid chest, and often include a 
gesturing hand placed along the lower edge of the painting. In the slope of the 
shoulder, the turn of the head, the shapes of the eyes and the glance that often 
connects with the viewer, these portraits are identical in disposition to Scorel’s 
Jerusalem pilgrims. The same format can be found in Scorel’s Portrait of Herman 
van Lokhorst (Münster, Westfälisches Landesmuseum für Kunst und 
Kulturgeschichte),90 a painting that must be contemporary with the first two 
panels in the Jerusalem brotherhood series. Another portrait from this period 
exhibits the same features: the Portrait of a Cleric recently acquired by the 
Princeton University Art Museum.91  
 
Scorel’s technique is consistent in these works. The artist limits the impasto 
build-up of paint to the highlighted areas, especially the forehead, upper cheek, 
and areas under the eye and around the mouth. Darker and thinner glazes are 
used to bring out the planar structure of the face in the nose and cheeks. 
Technical documents show that Scorel underdrew the Venetian and Jerusalem 
portraits with a dry material, probably black chalk, and restricted the layout to 
contours.92 Since the features are already quite idiosyncratic in the underdrawn 
layout and often include accurate foreshortenings, it is likely that Scorel had 
portrait drawings of his sitters at his disposal. The white priming that is 
characteristic of Scorel’s paintings after his return from Italy appears in the two 
panels of the Jerusalem series done c. 1525 as well as in inv. no. 2377. Although 
the Jerusalem portraits have often been seen as strictly Netherlandish in 
character, this notion must be revised, insofar as they continue the routine Scorel 
developed earlier for his clientele in Venice.  
 
Since Alois Riegl’s classic publication in 1931, Jan van Scorel’s portraits of 
Jerusalem brothers have been considered as some of the earliest, extant group 
portraits in the Netherlands.93 The character of Scorel’s panels, however, differs 
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from that of a corporate, civic commission. There is also no certain evidence that 
the brotherhood, as a collective entity, ordered these paintings from the artist. 
Apparently, it was the shared experience of pilgrimage and devotion that 
provided the motivation for Scorel’s paintings and resulted in their unique format, 
joining single devotional portraits in a horizontal sequence, facing in opposing 
directions.  
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48 van Herwaarden 1998, 277, and 2003, 295. 
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Tongerloo 2005, 226, who, on the basis of studying burial customs, states that members 
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54 Schneider 1982, 270. 
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(c. 1517), Kampen (c. 1526), and Delft (c. 1495). 
60 For the procession, see van Campen 1935, esp. 60-65 and 88-89; such a statue must 
have existed, since van Campen cites payments for re-painting and repairs made to the 
Dom’s donkey up to c. 1485. 
61 van Campen 1935, 69-71, discusses the communal meals, at which each year, the 
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transcription (1884, 197). 
63 For a brief overview of these chapels in Delft, Gouda, Leiden, Bruges, and 
Amsterdam, see H. Janse, “Middeleeuwse kapellen,” Delftse Studiën, een bundel 
historische opstellen over de stad Delft geschreven voor dr. E.H. ter Kuile, Assen, 1967, 
esp. 49-50; and E.J. Nusselder, “De Marthakapel te Delft, een onderzoek,” Bulletin 
K.N.O.B. 79 (1980), 51-87.   
64 van Campen 1935, 66-69, and 82, who assumes this first chapel was a copy of the 
Holy Sepulchre because the second chapel must have been modeled on it.  
65 van Tongerloo 2005, 234 and note 100, citing Archivio Segreto Vaticano, Reg. Suppl. 
297, fol. 124v-125.  
66 van Campen 1935, 74-75.  
67 van Campen 1935, 79-82, assumes the brothers would have forced to move earlier 
because of the ruinous state of the buildings in the Nieuwe Weerd outside the city; 
Muller 1880, 13, was also of this opinion. 
68 G.G. Calkoen, Het Sint Janskerkhof en de St. Janskerk, GAU, ms. no. 464, 1902, 4, 
78, 80. 
69 As cited in van Campen 1935, 82; according to de Jongh and de Meyere 1979, 19, 21, 
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the Holy Sepulchre. 
70 Faries 1972, 68, 115-16, note 32, first drew attention to this ground plan (Rijksarchief, 
Utrecht, Kapittel S. Jan, ms no. 328, fol. 9); in 1979, 20, De Jongh and De Meyere 
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as 57 Rhineland feet on the ground plan, which, if the measurement can be believed, 
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71 As van Tongerloo 2005, 229, 232, 236, implies, mentioning several other Utrecht 
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72 de Jongh and de Meyere 1979, 21, with citations. 
73 Muller 1880, 14, note 2, and repeated by others, such as de Jongh and de Meyere 
1979, 19, 21; for the Haarlem painting, see Faries in exh. cat. Kunst voor de 
Beeldenstorm 1986, cat. no. 65. 
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58), 81. The document states that the canons of the Janskerk maintained their right to 
be buried in the chapel and implies that the Jerusalem brothers had burial rights, too, 
since anyone who was not a brother or sister, or spouse, would have to pay to be buried 
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75 van Tongerloo 2005, 226, 234, and appendix 1. 
76 de Jongh and de Meyere 1979, 8. 
77 See for this interpretation of the function of Scorel’s portraits, van Tongerloo 2005, 
esp. 233-35; van Tongerloo draws attention to the lack of death dates in the inscriptions, 
which are customary in memorial portraits, and the similarities between the foundation 
document and the rhymes on the portraits.   
78 Faries in exh. cat. Kunst voor de Beeldenstorm 1986, cat. no. 65. 
79 See Molly Faries, “The Infrared Studies of Rogier van der Weyden’s St. Luke Drawing 
the Virgin, Stages of Investigation and Perception,” Rogier van der Weden, St. Luke 
Drawing the Virgin, Selected Essays in Context, ed. Carol Purtle, Turnhout, 1997, 98, for 
comments on such donations by artists. 
80 van Tongerloo 2005, 233, postulates the Scorel took the initiative for this project, since 
the brotherhood as a collective entity could not had given the commission; not all 
possible brothers are portrayed; earlier Muller (1880, 14) felt Scorel had even helped in 
remodeling the chapel when he was vicar in the Janskerk.  
81 Van Mander/Miedema 1994, fol. 236v. 
82 See the pilgrims listed for the years 1519-25 in Schneider 1982, 271-74; van 
Tongerloo 2005, 232, mentions that twenty-five brothers were present at the communal 
meal in 1525. 
83 Faries 1970, 12-13 (doc. no. 3). 
84 Faries 1970, 13 (doc. no. 4). 
85 Email from Peter Klein, Universität Hamburg, 7 February 2007, in answer to Molly 
Faries’ query about the possible derivation of the wood from the same source.  
86 Muller 1880, 16, believed Kramm was the first to make a definitive attribution to 
Scorel. 
87 Van Mander/Miedema 1994, fol. 235v; see also, Faries in exh. cat. Kunst voor de 
Beeldenstorm 1986, cat. no. 65.  
88 For the documents, see J.D. Bangs, “The Sixteenth-Century Organ of the Pieterskerk 
Leiden,” Oud Holland 88 (1974), 225-26. 
89 See Faries 1997, 107-08, for Obervellach and these early portraits, including the 
dated work in Paris that is key to the Venetian group: 1) Portrait of a Man, dated 1521, 
inv. no. R.F. 120, Paris, Louvre; 2) Portrait of a Man, inv. no. 531, Stuttgart, 
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Although the present author accepts the Venetian portraits as works by Scorel, the 
attribution of these works has been fiercely debated in the past by F. Winkler, L. 
Baldass, Max J. Friedländer, and G.J. Hoogewerff, who continued to reject Scorel’s 
authorship. C.H. de Jonge (Jan van Scorel, Palet Serie, [1940], 12-14) attempted to 
avoid the issue of attribution but still saw similarities between the Venetian panels and 
Scorel’s later portraits. 
90 For the portrait of Herman van Lokhorst (35.5 x 30 cm, Münster, Westfälisches 
Landesmuseum für Kunst und Kulturgeschichte), see this catalogue, cat. no. 21 and 
Faries 1997, 107-08; G.J. Hoogewerff (“Jan van Scorel of ‘Zuan Fiamengo’,” Oud 
Holland 47 [1930], 181) saw similarities to the portrait of Herman van Lokhorst, while still 
opposing the attribution of the Venetian portraits to Scorel. 
91 The Art Museum, Princeton University, inv. no. 1995.54, 36.2 x 23.3 cm,; first 
published as  
Scorel in Faries 1997, 111-12.  
92 Four of Scorel’s Venetian portraits were examined by IRR by M. Faries in 1991 and 
1995, revealing precise contours in some faces and loosely sketched contours 
elsewhere, primarily in the landscape backgrounds.  
93 Riegl 1931, vol. 1, 26, 27, 31-32, 33; and the English edition, Riegl 1999, 87-94. 


