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21 Jan van Scorel 

6078a and 7991 (left interior wing) 

Entrance of Christ into Jerusalem (middle panel) with Saints (interior wings) and 
Members of the Van Lokhorst Family (exterior wings) c. 1526                                                                                                        

   

Panel 79 x 147 cm (middle panel), 81.4 x 65.2 cm (left interior wing), 81.3 x 65.5 cm 
(left exterior wing), 81.5 x 65.7 cm (right interior wing), 81.5 x 65.7 cm (right exterior 
wing); with the frame,1 the triptych measures 95.7 x 160.5 cm when closed, and 95.7 x 
323.5 cm when open.   
 

 
 
Centre panel of the Lokhorst Altarpiece 
Inscriptions, Coats of Arms, and Marks 
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Left exterior wing, lower edge, in larger and smaller capitals, referring to members of the 
Lokhorst family left to right:  
QVE LAVISSE PEDES TERSISSE VNXISSEQ[VE] SACROS O MVLIER LACRIMIS 
CRINIBVS ATQ[VE] ROSA / DICERIS, OFFICIO REDIMENS TVA CRIMINA PVLCHRO 
ME[M]BRAQ[VE] SIC D[OMI]NI CONTVMVLANDA NOTANS / DECANO LOCHORST 
PETE FEMINA S[AN]C[T]A QVIETEM SACRV[M]QVI MAGNO FV[N]DAT AMORE TIBI 
/ OBIIT HERMAN[N]VS VIII IDVS / AVGVSTI M CCCC  XXVIII / ESSET WERNERVS 
SVBITA NISI MORTE PEREMPTVS TVTATA HV[N]C VIRT[VS] IMPERIOSA FORET/ 
OBIIT III CAL[ENDAS] OCTOB[RIS] M CCCC I                                                                                                                  
(Oh, woman [Mary Magdalene] who, as it is said, washed our Lord’s feet with your 
tears, dried [them] with your hair and anointed [them] with rose oil, atoning for your sins 
by this lovely service and preparing the body of our Lord for the grave, pray, oh holy 
woman, for eternal rest for Dean Lokhorst, who with great love founded an altar in your 
honor./ Herman died 6 August 1438 / If Werner had not been taken from us by his 
sudden death, his mighty virtue would have protected him. He died 29 September 
1401).2 
 

   
 
Inner wings of the Lokhorst Altarpiece 
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Left exterior wing, on John the Baptist’s banderolle:  
ECCE AGNUS (behold the lamb) 
 
Right exterior wing, lower edge, in larger and smaller capitals, referring to members of 
the Lokhorst family reading left to right:3  
GHISBERTVS LOCHORST IACEO SCOLASTICVS ANTRO SI BENE QVID SERVI 
NV[N]C BONA MESSIS ERIT. AN[N]O CHRISTI M CCCC LIIII /  
HERMA[N]NVS DE LOCHORST SACRI SALVATORIS TEMPLI TRAIECTEN[SIS] 
DECANVS ATQ[VE] NVPERHVIVS SACRE SVMME EDIS / CANONICVS AMORIS AC 
PIETATIS STVDIO ERGA AGNATOS IN MEDIO ECCLESIE SEPVLTOS STATVAM / 
PICTVRAMQ[VE] RESTAVRARI CVRAVIT AN[NO] POST VIRGINEVM PARTVM M D 
XXVI                                                                                                                                  
(I, scholasticus, Gijsbert van Lokhorst, lie in my grave; if I ever sowed well, shall the 
harvest now be good. In the year of our Lord 1454./ Herman van Lokhorst, dean of the 
Utrecht church of Our Saviour and former canon of this principal church [the Dom], out 
of love and piety for my blood relatives who lie buried in the middle of the church, had 
their sepulchre with a statue and painting restored in this year 1526 after the Virgin 
[gave] birth.) 4 
 
Right interior wing, on the banderolle held by Saint Gertrude of Nijvelles:  
Su[per] latrones/ vincit ([she] triumphs over vermin).5 
 

 
 
Exteriour wings Lokhorst Altarpiece 
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Provenance  
Herman van Lokhorst, Utrecht, Cathedral of St. Martin (1526/27-1566?). From 1566?-
1617 in the possession of Victor van Scorel, Jan van Scorel’s youngest son, and 
mentioned in his will in 1617.6 In the possession of Bernard van den Bongard, Lord of 
Nijenrode, and Maria van Lokhorst, Castle Nijenrode, Breukelen (1617-1629). In the 
possession of their son, Bernard van den Bongard and his wife, Wilhelmina van 
Bronchorst (1629-1646); to Willem Vincent van Wijttenhorst, the second husband of 
Wilhelmina, and listed among his possessions in 1651, where the triptych is described 
as having been taken to Utrecht and then to Castle Gansoyen in Limburg.7 After 1839, 
the middle panel passed via the painter, Kneip van Luisendorf (Leuisenhof?, 1839) to 
the collection of the Freiherrn von Fu,"rstenberg, Castle Hugenpoet, Ketterig (1839-
1928). On loan from Freiherr Maximilian von Fu,"rstenberg (1928), then in the collection 
of F.H. Fentener van Vlissingen (1928-1941, on loan to the Centraal Museum). Gift of 
F.H. Fentener van Vlissingen, 1941. After 1839, the right wing after 1839 was in the 
Tewson Collection (London, 1904), then at auction Christie, Manson & Woods (London, 
15 February 1904, cat. no. 133, 22, as Mabuse, not sold). In the collection of H.H. 
Howorth, London (1923), at auction Christie, Manson & Woods (London, 14 December 
1923, collection Henry H. Howorth et al., cat. no. 91, p. 16, as German school). In the 
collections of H. von Grundherr, Rome (1923), and Count Lodron, Innsbruck (1927-28); 
at auction R. Lepke, Berlin, 7 February 1928, collection Count Lodron et al., cat. nos. 24 
and 25, 8, illustrated, plate 4, where it was acquired by F.H. Fentener van Vlissingen 
(1928-1941, on loan to the Centraal Museum). Gift of F.H. Fentener van Vlissingen, 
1941. After 1839, the exterior left wing on the art market in Paris (1928). With Van 
Diemen & Co., Amsterdam (1928), where it was acquired by F.H. Fentener van 
Vlissingen (1928-1941, on loan to the Centraal Museum). Gift of F.H. Fentener van 
Vlissingen, 1941. After 1839, the interior left wing was on the art market in Paris (1937). 
With Kunsthandel Paul Cassirer, Amsterdam (1937), where it was acquired by F.H. 
Fentener van Vlissingen, 1937-1941, on loan to the Centraal Museum). Gift of F.H. 
Fentener van Vlissingen, 1941. 
 
Exhibitions 
Düsseldorf 1928, cat. nos. 79-81, pp. 44-45; Utrecht 1941, cat. no. 169, pp. 45-47, fig.  
2; Utrecht 1948(b), cat. no. 53, pp. 50-51, p. 18; Utrecht 1955, cat. no. 11, pp. 33-35, 
pp. 14, 20, 29, 39, 40, 54, 85, figs. 14-16; Utrecht/Leuven 1959, cat. no. 67, p. 87 
(exterior wings), cat. no. 346, p. 251 (middle panel and interior wings), pp. 192, 198, 
200, 203, fig. 12; Utrecht/Douai 1977, cat. no. 28, pp. 79-84, pp. 9, 21, 22, 48, 51, 52, 
53, 54, 85, figs. 23, 39-46; Utrecht 1979-1980(b) (no cat.); Amsterdam 1986, cat. no. 
61, pp. 180-182, pp. 17, 27, 31, 37, 87, 97, 100, 103 (note 34), 111, 113, 114 (note 34), 
179, 229, 238, figs. 61.1-61.5, 61a; Utrecht 1992-1993, cat. no. 3, pp. 10-12, figs. pp. 
10, 12; Utrecht 1994(b) (no cat.); Brussels/Rome 1995, cat. no. 180, pp. 321-322, pp. 
17, 318, 323, fig. 180 (only in Brussels); Utrecht 1995(a) (no cat.) 
 
 
 
Copies and Variants 
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1. Herman Beerntz. van Borculo, Civitas Hierusalem, View of Jerusalem with the 
Entrance of Christ, the Crypt of Bethlehem, and the Holy Sepulchre 1538. Woodcut 406 
x 746 mm. Utrecht, Centraal Museum, inv. no. 6869 (see fig. 1). 2. Attributed to Herri 
met de Bles, Entry of Christ into Jerusalem, 33 x 52 cm, Cologne, Gamälde-Galerie 
Abels. 3. Lambert Sustris, Way to Calvary, 106 x 131 cm, no. 132, Milan, Pinacoteca di 
Brera (the vista of Jerusalem in the distance is similar to that in the Lokhorst Triptych).  
 
Restoration History 
1923: the right wing was sawn in half and restored in Vienna.8 1928: the panels were 
sent to The Hague to be restored by Fa. Schuuring & Adama: the middle panel was 
sent in June and returned in October, the wing panels sent by September and returned 
in December.9 In March and April, W. Vogelsang prepared a pre-restoration condition 
report describing extensive retouching, problems with dates and inscriptions, and a 
toned varnish, through which original craquelure could still be seen with a magnifying 
glass.10 A remarkable series of photographs taken during this restoration shows the 
panels before and after treatment, and in two states during restoration: a) when the 
darkened and toned varnish was beginning to be removed, and b), in stripped state.11 In 
addition to many flake losses along the grain, especially as seen in the middle panel, 
fig. 2, the photographs revealed abrasion and paint loss along the seams. Those of the 
right outer wing showed damages that very likely occurred during a period of 
iconoclasm (fig. 3). Long scratches could be seen in the faces of the Lokhorsts, and the 
word ‘SALVATORIS’ had been scraped away in the inscription.12 In addition, the date had 
been compromised, since the position of the last numeral fell precisely on a paint loss 
between two planks. The Roman numeral “I” was restored on the basis of a tiny trace of 
original paint in this spot13 (visible in the stripped state photograph). 1937: the inner left 
wing was sent to be restored by Fa. Schuuring & Adama in The Hague; the panel was 
sent in July and was returned in October.14 Schuuring discovered that the wing had 
suffered just as much as the other panels and that it had also been coated with a toned 
varnish.15 There is also a photographic record of this restoration.16  A discussion then 
ensued about Schuuring’s previous work in 1928. Restorations on two other panels of 
the Lokhorst Triptych had become noticeable; after treatment, these panels had been 
returned along with the left interior wing in October. In an explanation of his methods, 
Schuuring stated that, when glazing inpainted areas, he added black to dark colors in 
order to match the ‘dirt’ of the surrounding, aged paint. Some of these areas had 
become lighter, and Schuuring promised to find a black which would not have this 
characteristic.17 1940: blisters were set down; a crack was repaired, and the whole 
triptych was varnished.18 1954-55: the entire triptych was cleaned and restored again by 
J.C. Traas, who set down blisters, removed overpaint, inpainted losses, retouched, and 
applied new varnish.19 There are also before and after photographs documenting this 
restoration.20  
 
 
Technical Documentation 
UV   1975: examination with UV lamp 
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PIR                1968/ 1971: CLA, PIR 25-26, 167-71: exterior wings; interior wings; 
middle panel; detail Christ and apostles; detail figures carrying palm 
branches.    
1974: CMU (Hulskamp), details: John the Baptist; Werner van 
Lokhorst; robe of Herman I van Lokhorst; detail of the inscription 
below Herman I van Lokhorst.   
1974: MF 24:3a-6a, detail: underdrawn word “coper”.  

IRR   1968: CLA, P 861, 871-72, 877 of Barnes IRR assemblies 
1971: CLA, tape 12: 0 - 1409  
1974: CLA, TVR 186:12 – 193/23a: large assemblies and details of 
all panels.  
1976: AB 63:17-36 - 64: 1-36 - AB 65:1-25  
1977: AB 114:26-37 - AB 115:1-13  
1985: MF 430:2 - MF 431:20, details: vista of Jerusalem; man 
carrying palm branch. 
1991: MF 930:30a - MF 934:16a, details: St. Christopher; St. 
Agnes; St. Sebastian; Christ in middle panel; heads of Peter and 
young boy in middle panel; word “coper”  
23-10-2003: MolArt/ NWO: figures in exterior and interior wings; 
large portion of middle panel; details of heads of John the 
Evangelist, Anna, and city of Jerusalem 
2005: MF (Mitsubitsu) 2005_10_10, digital composites: boys in 
foreground (broadband, 1.1-1.4, and 1.5-2.5 µm), leg of John the 
Baptist, and details, word “coper” (at 1.1-1.4 and 1.5-2.5 µm) and 
date (at 1.1-1.4 and 1.5-2.5 µm)   

X-radiography 1967: three details: apostles on the left side of middle panel; detail 
of left wing; detail of St. Sebastian, right wing   

Photomicrographs  1975: MA 28/1-19  
Paint samples  1975: A 28/1-32  
Dendrochronology: the latest year ring that was still growing when the tree was felled 
dates from 1502, allowing an estimate of 1511 for the earliest possible use of the wood, 
although a more probable execution of the painting would be from 1519 on. The three 
planks from the middle panel derive from the same tree (report: P. Klein d.d. 8 January 
1998).  
 
 
Technical Notes 
The three horizontal boards of the middle panel vary from 18.3 to 30.3-4 cm in width 
and taper from a thickness of 1.2 – 1.3 cm at the center to 0.8 – 1.0 cm at the vertical 
edges, which appear to have been smoothed with a tool like an adze. The sides of the 
middle panel are indented by ca. 1 cm on the back, probably to fit into a slot in the 
original frame. The boards have been joined and aligned with wooden dowels that can 
be seen in X-radiographs. The upper left and lower right corners of the middle panel 
have been reinforced with small, added pieces of wood, and the panel has been 
cradled. The left wing is made up of four vertical boards and the right, three. Both wings 
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have been sawn in half lengthwise and are now ca. 0.3 -0.4 cm thick. In view of the long 
vertical cracks in the wing panels, the planks in the wings might have been separated 
before sawing. Although not pronounced, a barb is visible at the edge of the painted 
surfaces on all panels, and the unpainted wooden rim varies in width from 0.2 – 0.7 cm. 
 
The ground may be assumed to be chalk (calcium carbonate) bound in glue, on the 
basis of analyzed samples from other works by the artist done in the Netherlands. In 
this work, the ground is yellowish in color and often has darker brown staining at the 
bottom. In cross sections the ground is often extremely thin: in one case, the ground 
measures a more typical 120 – 150 µm, but in others, it is under 20 µm, even less than 
the thickness of the paint layers. The documentation of the triptych with the MolArt 
platinum silicide camera, which is a more penetrating form of infrared, reveals oak grain 
showing through the ground in some areas. 
 
With infrared photography and reflectography, underdrawing has been revealed 
throughout the entire triptych. It appears to be a dry material, probably black chalk. In 
cross sections, black clumps of underdrawing material form an irregular and sometimes 
discontinuous layer that is always found just under the paint layers and on top of a white 
priming containing lead white. There is a noticeable difference in the degree to which 
the underdrawing has been worked up in the middle panel as opposed to the wings.21 
Outer wings: the most loosely underdrawn of all the panels, with the least hatching. 
Wavering contours outline forms, some of which are quite rudimentary, such as the 
mitten-like shapes of the Lokhorst’s hands in the left wing or the distant angels and 
heavenly figures in the sky in both panels. The head of Herman I van Lokhorst, in the 
left wing panel, was rotated a bit more to the left and Werner’s head was changed from 
a profile to a three-quarter view. In the right wing, Saint Anne’s hand was originally bent 
forward in the underdrawing closer to the back of Herman II’s head. There is a rather 
illegible form (a lamb?) underdrawn near Saint John the Baptist’s knee on the left side 
of the left wing. In the right wing, the sword at the Lokhorst knight’s waist was raised 
slightly from its underdrawn position. The space for the inscriptions at the bottom of the 
outer wings was foreseen in the underdrawing stage, and the lines in the texts were 
also incised. The word ‘coper’ was revealed by infrared just above the top row of text on 
the left wing (see discussion below). Inner wings: somewhat more precisely 
underdrawn, with more areas of hatching for shade. More of the figures and costumes 
are defined, and there are fewer changes. Gertrude of Nivelles’ head was repositioned 
to the left, and the banderole that she holds was added in paint over her dark robe. The 
underdrawn outlines in the figure of Pope Cornelius are quite exacting. (This figure is 
thought to have the features of Pope Adrian VI; see below for more discussion.) The 
Pope’s staff is in paint only. Middle panel: the most fully worked up in terms of shade 
and detail. Both parallel and cross hatching occur, either in bands of short stripes or in 
dense overlays running in different directions. Outlines of forms are firmer and often 
break into overlapping arcs. Despite the fuller layout, finalized volumes in draperies are 
still more complex, due partially to the fact that the highlights are not predicted in the 
underdrawing. Faces are often depicted with open mouths, sloping eyebrows, and 
heavily shaded eye sockets, and hands have extremely long fingers tapering to points. 
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There are several noteworthy modifications. Judas’s sack of silver was given a clearer 
shape in the paint stage, and the hand of the apostle pointing to it was added in paint 
only. The man walking up the hill behind the crouching boy was underdrawn as if nude. 
The most complex change occurs in one of the boys carrying palm branches: the youth 
further in the background was originally underdrawn looking more to the left and both of 
his arms were in different  positions, with his proper left arm stretched down in front of 
his body, and his proper right arm bent up over his chest. The underdrawing in the 
background with the view of Jerusalem is much less detailed than that in the rest of the 
panel (see the discussion below). The small figures in front of the city gates are not 
predicted in the layout.  
 
There is a noticeable difference in the intensity of color between the wings and the 
center panel, where the primaries of red, blue, and yellow concentrate. This was 
predicted already in the layout stage. The outer wings are painted quite thinly, and 
underdrawing is often visible to the naked eye in pinks and ochres. For the blues of the 
donors’ robes and the green in the lower half of the outer wings, it has been suggested 
that Scorel used the cheaper pigments, blue and green verditer. In cross sections, the 
particles of blue and green are small, rounded, and thickly packed into the layers of 
color.22 The donor’s robe, however, on the right exterior wing has been painted with the 
more expensive red-orange pigment, vermilion.23 The color in the visionary scene in the 
background with the Coronation of Mary works out from lead-tin yellow at the center to 
violet, a mixture of white, red, and blue crystals. As the violet darkens, Scorel applied 
the color in long, horizontal brush strokes which register clearly in infrared photographs.  
The angels on the left outer wing were not delimited while those on the right outer wing 
were: the angels on the left wing were thus executed in paint on top of the background 
color. The somewhat simplified paint handling in the outer wings can best be observed 
in the background figures of God the Father and Mary, where highlights are juxtaposed 
with shadows. The differences between the interior wings and middle panel are due to a 
different selection of pigments, more lead white highlights in the center panel, and 
modeling in the wings that corresponds to the modeling of middle- rather than 
foreground figures in the central panel. There are more accents of the red-orange 
pigment, vermilion, in the middle panel along with darker azurite blues,24 and deep rose-
reds built up in the traditional way, with translucent red glazes.25 (Pope Cornelius’s robe 
in the inner left wing is also glazed in areas, but it is thin and quite abraded.) On the left 
of the middle panel, Peter’s blue robe has a grey rather than a greenish cast and a 
more complicated paint-layer build-up. The highlights are one layer of white with rather 
large crystals of azurite blue, while the shadows are glazed with a dark reddish glaze 
with blue particles over a purple underpainting that is a mixture of white, red, and blue.26 
There are also a number of other purples in the middle panel, including that of Christ’s 
robe which is a wet-in-wet, one-layered mixture of blue azurite, red lake, and lead white, 
with more red at the bottom of the layer.27 The yellow in the apostle’s robe in front of 
Christ is probably lead-tin yellow, since the typical translucent inclusions were observed 
under the microscope. The white shirt worn by the kneeling boy in the center of the 
composition has been shaded with true black, and these darker areas remain opaque in 
infrared. The middle ground figures, especially those just behind the kneeling boy, have 
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been painted more thinly; and underdrawing often shows through the paint. The foliage 
in the interior panels has three differently-colored types of leaves: light blue, light green, 
and yellow-green over a dark, transparent green.28 The city of Jerusalem has been 
painted in varying mixtures of azurite blue and white, and some of the buildings are 
tinged with the mixture for violet. Some highlights on buildings in the city are possibly 
lead-tin yellow, but others are pure lead white. 1:1 details of figures and structures on 
the temple plain show Scorel’s deft touches and fluid handling of paint. The tiny figures 
issuing from the two city gates are executed in paint only. 
 
Iconography and Function 
The primary sources documenting the Lokhorst Triptych are the inscriptions on the 
altarpiece itself and Karel van Mander’s Schilder-boeck (1604). Van Mander reported 
that the triptych was commissioned by Herman van Lokhorst, Dean of the Salvatorkerk, 
Oudmunster († 11 August 1527), and was placed in Utrecht Cathedral as a memorial. 
Van Mander describes the triptych in detail in his chapter on the life of Jan van Scorel: 
Voor desen [een Deken van Oudemunster/geheten Lochorst, een hoofs heer/en groot 
Const-beminder] maechte hy [Scorel] verscheyden stucken van water en oly-verwe: 
onder ander ... eenen Palmsondagh/te weten/daer Christus op den Esel rijdt nae 
Jerusalem: hier was de Stadt in nae t'leven: daer waren kinderen en Joden/die boom-
tacken en cleederen spreyden/en anderen omstandt. Dit was een stuck met deuren/en 
was als een gedenck-tafel/van de Dekens vrienden ghestelt t’Utrecht in de Dom-kerck. 
(fol. 235v, “For him [a dean of the Oudemunster called Lochorst, a courtly lord and a 
great lover of art] he [Scorel] made various pieces in watercolor and oils; among others 
… a Palm Sunday in which Christ rides to Jerusalem on an ass wherein the city is 
portrayed from life; in it there were children and Jews spreading branches and clothing, 
with other bystanders. This was a piece with shutters and it was placed in the Cathedral 
in Utrecht as a memorial by the family of the dean”).29 The inscription on the right 
exterior wing provides the additional information that Herman van Lokhorst’s completed 
restoration of the monument honoring his relatives who lay buried in medio ecclesie. 
This phrase has led to the assumption that the Lokhorst Triptych was originally located 
in the crossing of the Domkerk, but, as has been suggested recently, the exact position 
of the memorial must have been against the third nave pier on the south side, and 
would probably have comprised both a pillar statue and a painting, the latter probably 
the triptych.30 The memorial would have been near the tombstones of the Lokhorst 
canons who lay buried in the nave two bays from the crossing.31  
 
Inscriptions are a typical feature of memorial paintings.32 In this work, Latin texts run 
across the bottom of the exterior wings with the names of the Lokhorst clerics depicted 
and the dates they died. The death dates are recorded in smaller capitals that are 
somewhat crowded into the remaining space, suggesting that they might have been 
added after the main commemorative phrases had been completed.33 The texts, in 
black on a grayish white background color, are surrounded on both wings by reddish-
brown edges that divide the inscription into two separate text panels, one on each wing. 
In the underdrawn layout for left wing’s inscription, the word, coper (probably the Dutch 
for ‘copper’ or ‘brass’), was found along the upper edge of the inscription near the left 



 10 

side. It may indicate that the edges of the text panels were to be painted in imitation of 
metal plaques.34  
 
Five members of the Lokhorst family, mostly clerics, are depicted above the inscriptions 
on the exterior wings. The commissioner of the gedenck-tafel, Herman II van Lokhorst, 
is shown accompanied by three of his fifteenth-century forebearers. He occupies the 
foremost position at the center of the right wing. This cleric held many church offices in 
Utrecht, including an influential one of vicar-general to Frederik van Baden, bishop of 
Utrecht, but he is depicted here as dean of Oudmunster at the end of his long, forty-four 
year tenure in that office (1483-1527).35 Scorel depicts him wearing a white, gauze-like 
surplice over a red undergarment with a gray fur almuce draped over his proper left 
arm. Herman II van Lokhorst was probably well into his seventies by the mid 1520s,36 
and in the painting, his rather heavy jowls and wisps of white hair suggest his age. This 
portrait, nonetheless, is somewhat generalized when compared with the lively portrayal 
of Herman van Lokhorst that Scorel must have done slightly earlier (Münster, 
Westfälisches Landesmuseum für Kunst und Kulturgeschichte).37 Herman’s 
countenance in the Lokhorst Triptych is more abstracted, only half the size of the 
Münster portrait, and underdrawn with only rather loose, schematic contours. Scorel 
must have been working here from a more informative model -- most likely the Münster 
portrait or the drawings for it.38  
 
Herman II kneels opposite his fifteenth-century namesake on the left wing, Herman I 
van Lokhorst († 6 August 1438), the original founder of the Lokhorst altar, dean of the 
Domkerk from 1400, and canon and scholasticus of Oudmunster.39 Herman I’s position 
on the left, or preferred, side of the image may indicate that the donor, Herman II, has 
given deference to him. Herman I, wearing a white alb and dark blue chasuble, is 
accompanied by his younger brother, Werner van Lokhorst, who kneels just behind him, 
and, as the inscription beneath informs us, died in 1401. Werner is depicted wearing a 
surplice and a gray fur almuce that appears here in its earlier form as a shoulder 
garment (that could also serve as a hood) rather than a stole draped over the arm.40 
Opposite Werner on the right wing is another of Herman I’s brothers and Herman II’s 
great uncles, the canon Gijsbert van Lokhorst († 25 April 1454), who had a prebend in 
Oudmunster from 1399 and in the Dom from 1412.41 The only figure not identified in the 
inscription and the only non-cleric in the family group kneels to Herman II’s right. Clad in 
armor and a tabard with the Lokhorst coat of arms, a lobed black cross on gold, this 
figure is usually identified as heir to the family name before or at the time the triptych 
was commissioned, either Jacob or Gerrit van Lokhorst.42 The arrangement of clerics 
across the outer wings contrasts with that of an earlier altarpiece (c.1510) also 
commemorating members of the Lokhorst family,43 which had clerics on one wing and 
knights on the other. The Centraal Museum’s triptych commemorates only the clerics 
associated with the church where the altarpiece was installed.  
   
The saints standing behind the members of the Lokhorst family, two on the exterior left 
wing and three on the right wing, are protector saints -- not name saints -- which was 
usual in the bishopric of Utrecht.44 From left to right, they are: John the Baptist, Thomas, 
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John the Evangelist, St. Anne with the Virgin and Child, and a bishop saint, perhaps 
Willibrord.45 The Coronation of Mary that appears further in the background surrounded 
by clouds overlaps both wings, suggesting that the space inhabited by the Lokhorst’s 
and other holy figures is continuous. John the Evangelist is a standard choice in 
memorial altarpieces, and both John the Evangelist and John the Baptist occur in the 
calendar of the bishopric of Utrecht.46 Willibrord (if the identification is correct) is also a 
suitable choice, since he was venerated as the monk who converted the Netherlands 
and became the one of Utrecht’s first bishops in the seventh century CE.  
 
In the interior wings, isolated figures of saints, three to each wing, stand full-length 
against open space which is implied as continuous with the background of the middle 
panel. In the inner left wing, from left to right, are: Agnes with her attribute of a lamb, 
Pope Cornelius with his attribute, a horn, and Anthony Abbot, with his traditional 
attributes of a T-shaped crutch, a bell, and a hog. Pope Cornelius has been portrayed 
as Pope Adrian VI († 1523), Scorel’s benefactor when he was in Rome. Adrian’s 
features are recognizable in both the paint surface and the underdrawing, suggesting 
that Scorel may have been following a model, perhaps a portrait drawing, when 
completing this figure.47 The inclusion of Adrian’s portrait is reminiscent of another 
commission Scorel may have painted soon after his return from Rome: the (now lost) 
outer wings of the high altar of Oudmunster.48 Saints Sebastian and Christopher stand 
on either side of the inner right wing, with Gertrude of Nivelles at the center, holding a 
banderole covered with illustrations of mice.49 Most of the saints on the interior were 
likely chosen for their apotropaic function. With the exception of Agnes (who represents 
purity), it has been suggested that they were particularly venerated for their protection 
against the plague, sudden death, and fevers. It is known that the so-called sweetende 
sieckte ravaged Germany and the Netherlands in the 1520s. The fact that the environs 
of Utrecht were the battleground at this time for the bishop of Utrecht and the Duke of 
Guelders would have only made the area more vulnerable to the spread of disease.50 
The inscription on the banderolle held by Gertrude of Nivelles stating that ‘[she] 
triumphs over vermin’ certainly supports this interpretation.  
 
Christ’s entrance into Jerusalem is depicted in the middle panel. On the far left, Christ’s 
twelve apostles cluster around him as they move forward in space from under oak trees 
cut-off by the upper edge of the panel. The hillside they stand on is intended to 
represent the Mount of Olives, the location given in the gospels as the beginning point 
of Christ’s triumphal procession. Peter is the most readily recognized apostle, walking 
into the scene from the left corner while glancing out to the viewer, as if inviting 
participation in the procession. Just above, the red-headed Judas holds the sack of 
silver, and the disciple to his right points to it. This episode alludes to the betrayal of 
Christ and his coming Passion and triumph over death. Christ, riding on a donkey, 
wears a purple robe and carries a palm branch which is similar to those included in 
Scorel's portraits of members of Utrecht’s Jerusalem brotherhood (see cat. nos. 20, 25-
26). He is greeted by a young boy kneeling immediately before him (often misidentified 
as a woman) and others who prepare his way by spreading garments and branches, 
motifs mentioned in the biblical accounts which appear in some of the most ancient 
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depictions of this scene.51 The apostle seen from the back, just in front of Christ, helps 
direct our gaze out over the drop-off beyond the hill into the far distance where 
Jerusalem is displayed in its full expanse along with crowds issuing from the city gates. 
Although the subject of the Entry into Jerusalem is not common in memorial 
altarpieces,52 it is still particularly apt. Christ's entry into terrestrial Jerusalem, in the 
pictorial tradition, signifies the entry into Heavenly Jerusalem and the triumph of the soul 
over death.53 In the liturgy, the funereal mass makes reference to the entrance into 
Heavenly Jerusalem as the deceased is carried out of the church.54  
 
Since Jan van Scorel was a pilgrim to Jerusalem himself, he brings an eye-witness 
veracity to his rendering of this subject (see below for further discussion). The sense of 
wonder pilgrims experienced when viewing Jerusalem from this vantage point 
sometimes resonates in their pilgrimage accounts. One pilgrim, a contemporary of 
Scorel’s, stated that the view was almost too glorious to describe, while another said 
that it was if one beheld Heavenly Jerusalem itself.55 In the Lokhorst Triptych, the 
distant city seems suspended in space, because of the gulf between foreground and 
background. Although topographical, Scorel’s depiction of Jerusalem maintains the 
sense of a sublime, visionary city, in keeping with the function of the altarpiece. 
 
Style and Date 
Given the inscription on the outer wing, it seems self-evident to date the Lokhorst 
Triptych c. 1526 and consider it part of the restoration of family memorial undertaken by 
Herman van Lokhorst at that time. The work must have been just one of many Lokhorst 
commissioned from Scorel soon after the artist’s return to Utrecht in 1524 from Rome, 
where the artist had portrayed Pope Adrian VI, Herman’s life-long friend.56 Although Van 
Mander informs us that the triptych was not placed in the Domkerk until after Herman 
van Lokhorst’s death in August, 1527, it is not clear if this is because Scorel was still 
working on the painting or because Herman had kept the finished work in his residence 
earlier. It is more likely that Scorel completed the memorial well before April, 1527, 
when the artist appointed procurators and left Utrecht for the city of Haarlem.57  
 
As one of Scorel’s first, major works after his return from Italy, the Lokhorst Triptych 
encapsulates many of Scorel’s impressions during his journey through Germany to Italy, 
and to Venice, the Holy Land, and Rome. Before Scorel, it was traditional to depict the 
scene of Christ`s Entry into Jerusalem as a procession moving horizontally across the 
picture plane to the gate of Jerusalem. Scorel's painting, by contrast, is divided along a 
diagonal, with the foreground figures of Christ and his apostles on the left silhouetted 
sharply against the distant panorama of Jerusalem on the right. The fact that the 
foreground plateau overlaps some of the greeting figures helps accomplish what Max J. 
Friedländer noted as a surprising two-fold sensation of space in this painting: it not only 
plunges into depth but it also falls away under the feet of the foreground figures.58 
Scorel has taken this motif as well as the general idea for the composition from 
Michelangelo's Deluge in the Sistine Ceiling (1508-12).59 The scale of the figures does 
not differ as much in the Deluge, however, so that the gap between near and far is not 
as exaggerated as in Scorel's painting. The strong contrast in tone seen in Scorel’s 
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Entry is in fact closer to some of the frescoes in Raphael's Logge (c. 1518-19), where 
the landscape schema of a dark, raised foreground plateau set against a brighter 
distance often occurs.60 There are also links between the Lokhorst Triptych and some of 
Scorel’s earlier paintings. The wholesale takeover of a motif or composition is common 
in Scorel’s works done in Venice. In addition, the artist developed several compositions 
there using a low, oblong format and the diagonal projection of space over a vast 
expanse, as in the Drowning of the Pharaoh’s Army in the Red Sea, c. 1520 (Milan, 
private collection).61  
 
The Lokhorst Triptych displays Scorel’s new figural ideal. The artist has now replaced 
the bulky robes and decorative brocades that he inherited from Jacob Cornelisz. van 
Oostsanen’s shop that can still be seen in his Obervellach altarpiece (1519) and some 
of the works done in Venice, although the apostles’ humped backs and small feet betray 
remaining traces of the influence of southern German masters which Scorel would have 
absorbed via Leiden masters.62 He has assimilated the figure types and brightly-
colored, “historical” costume that he encountered in Italy, especially in works by the late 
Raphael and his studio assistants, such as Polidoro da Caravaggio. Juxtaposed heads, 
deeply-set eyes, and windblown hair characterize many of the personages in Raphael's 
Logge as well as the other great commissions from this period, such as Raphael’s 
tapestries for the Sistine Chapel. After the tapestries had been woven in Brussels c. 
1517-20, they had been pawned, and Scorel probably saw them when they were 
re-hung in the Vatican 31 August 1523 on the occasion of the first anniversary of Adrian 
VI's coronation.63 A figure such as that of St. Sebastian on the inner right wing of the 
Lokhorst Triptych (mirrored by the figure of St. Agnes on the inner left wing) exemplifies 
the kind of visual source Scorel was integrating into his work. The pose derives 
ultimately from an Apollo Citharoedus statue that was also known to Gossaert and 
Heemskerck.64 Scorel probably knew this pose more directly from another example 
influenced by this Apollo figure, the more svelte and elegant fictive statue in the niche in 
the background of Raphael’s School of Athens.65 Scorel already revealed his knowledge 
of such figure types in some of his works done in Venice,66 and he also responded to 
figural types and poses in works by painters in the Venetian milieu, such as Lorenzo 
Lotto and Pordenone.67 Scorel must also have become familiar with Italian workshop 
paraphernalia, such as preparatory sketches and cartoons, for Italianate influence also 
pervades his drawing and underdrawing style.68 The head of St. Peter on the left side of 
the middle panel can be related to a drawing attributed to Baldassare Peruzzi,69 and the 
flowing, spontaneous underdrawing in John the Evangelist's head shows Scorel’s 
acquaintance with a Raphaelesque manner of sketching.  
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Fig. ***. Jan Provoost, The Crucifixion 1515-1520. Paneel 102 x 79,5 cm. Bruges, Brugse 
musea. 
 
It has long been thought that the remarkable topographic view of Jerusalem in the 
background of the middle panel has no precedent, but this is not entirely the case. Jan 
Provoost’s Crucifixion in Bruges (Groeningemuseum), datable to c. 1505, is also a low, 
oblong panel with an architecturally accurate depiction of the Dome of the Rock in a 
landscape background that is reminiscent of the Holy Land. Pilgrimage sites are 
scattered across rather barren hills in the distance, and monumental structures are 
found on the left and right: respectively, the Dome of the Rock in Jerusalem and the 
Ayasophia and Hippodrome of Constantinople (Istanbul).70 Provoost’s painting is 
thought to have been part of an altarpiece that once stood in the chancel of the 
Jerusalem Chapel in Bruges. Like Scorel, Provoost had undertaken a pilgrimage to the 
Holy Land and was a member of a brotherhood of Jerusalem pilgrims.71 These 
circumstances can hardly be coincidental; it seems likely that the decoration of Bruges’s 
Jerusalem Chapel was known in Utrecht when the Lokhorst Triptych was 
commissioned.    
 
Scorel’s depiction of the city of Jerusalem still goes beyond that by Provoost in its 
breadth of view and more map-like rendering. Looking west from the Mount of Olives 
over the Kidron valley, many of the city’s celebrated landmarks are recognizable.72 The 
famed Dome of the Rock (Qubbat a-Sakhra, built in 692 CE), standing on its platform 
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near the center of the compound, dominates the space of the Temple Mount (Haram al-
Sharif). The round, lead roof belonging to the open pavilion known as the Dome of the 
Chain (Qubbat al-Silsilah) can be seen immediately in front of the Dome of the Rock, 
partially overlapped by the free-standing colonnade and stairs leading to the lower level 
of the Haram in the direction of the Golden Gate. Scorel has painted a domed building 
(perhaps overlapping another) on the platform immediately to the left of the Dome of the 
Rock, approximately in the position of the Dome of Grammar (Al-Qubba al-Nahawiyya, 
built 1207-08).73 There is an imposing two-storied structure with a loggia (?) between 
the Dome of the Rock and the Bab al-Sisila Minaret that perhaps portrays the 
Ashrafiyya Madrasa (1482), a school called “the third jewel of the Haram.”74 The 
monumental al-Aqsa Mosque is further to the left, built up against the southern wall of 
the sanctuary on the lower level. Just below the al-Aqsa Mosque, one dome of the 
shrine of Suq al-Marifa (built c. 1200-27) is visible inside the walls of the southeastern 
corner of the Haram.75 The city gate to the right -- or north -- of the Golden Gate is St. 
Stephen’s Gate. In the city proper beyond the northern wall of the Haram, Scorel has 
depicted a domed basilica, the Church of the Holy Sepulchre, with its tall bell tower. To 
the left, the citadel known as the Tower of David occupies the highest point on the city’s 
skyline, and mountains stretch into the distance beyond, with Mount Zion and its 
monastic buildings to the left.  
 
There is only minimal preparation in the underdrawing for this view. Two loose 
horizontals mark the position of the sanctuary wall on the near, or east, side, and the 
two minarets on the north are loosely outlined along with the wall between them. Scorel 
sketched in the structure and openings in the Golden Gate, although in a higher position 
than the painted gate. He used short vertical strokes to predict the position of the 
arcade of the west wall of the temple compound. The Dome of the Rock and the 
building just to the left are vaguely outlined along with the minaret, but the minarets to 
the left and in the far distance do not appear in the underdrawing. A profile above the 
Dome of the Rock predicts the citadel in the distance, and two verticals just to the right 
probably refer to the bell tower of the Church of the Holy Sepulchre. Scorel has done no 
more than position some of the city’s important landmarks, apparently knowing their 
positions relative to each other. It would be impossible to lay out the panorama of 
Jerusalem in this way or paint the details without consulting an outside model or 
drawing, lending support to Van Mander's report that Scorel had made sketches of 
Jerusalem that he later used in his paintings, including “the picture in which Christ rides 
down from the Mount of Olives to the city”. 76    
 
Scorel’s sketches of Jerusalem probably served as the basis for a woodcut of the city 
published by the Utrecht printmaker, Herman Beerntz. van Borculo, in 1538. A scene 
that clearly derives from Christ’s Entry into Jerusalem in the Lokhorst Triptych appears 
along the lower border of the print, along with other episodes from Christ’s ministry.77 
Since the general disposition of the city in both Scorel and van Borculo is similar to the 
large, fold-out woodcut of Jerusalem in Bernhard von Breydenbach’s Peregrinatio in 
Terram Sanctam (1486), designed by Erhard Reuwich, it may have been known to the 
artists. Yet, small deviations from Reuwich’s woodcut in Scorel’s painting testify to the 
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greater topographic accuracy of Scorel’s view. The minarets and the slightly pointed 
cupola of the Dome of the Rock are details which the painter could have noticed when 
there as a pilgrim in c.1520. Scorel underdrew the Dome of the Rock with a round 
cupola, then painted it in a slightly more pointed form, and enlarged it once again in the 
paint stage (as can be seen with the naked eye). He also gave the Church of the Holy 
Sepulchre its proper orientation as seen from the east, rather than from the south as in 
Reuwich’s view. St. Stephen’s Gate is shown in accord with a higher vantage point and 
in its pre-1537 condition before the rebuilding of the city walls by Suleiman the 
Magnificent.78 
 
The Lokhorst Triptych is unquestionably an autograph work by Jan van Scorel, with no 
discernable workshop collaboration. Although traditional in its function, its form shows 
that Scorel has offered his contemporaries something completely new: a low, oblong 
format, complicated poses, colorful costumes, and a luminous and expansive 
representation of space. The Lokhorst Triptych is the result of a remarkable re-
unification of scattered, separate panels from c. 1926 to 1937 accomplished by the 
Centraal Museum’s curator, C.H. de Jonge, with the assistance of other scholars such 
as Max J. Friedländer and C. Hofstede de Groot.79 It now stands as the major 
touchstone of Jan van Scorel’s early career in Utrecht.  
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1 The frame is not original; it was made when the panels were reconstructed as a triptych in 
1976.  
2 Taken from the translation, in Dutch, in De Jonge 1929, 76, note 1. 
3 Taken from the translation, in Dutch, in De Jonge 1929, 75, note 3. 
4 For the argument interpreting the inscription as a painting along with a pillar statue rather than 
a carved and painted retable, see de Groot 1994, 79. 
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5 Madou 1975, vol. 1, 101.  
6 27 Item tabulam pictam de Dominica Palmarum cum ostiolis suis utpote confectam et datam 
ad memoriam dominorum Lockhorst, canonicorum Maioris ecclesiae Traiectensis et olim e 
Maiori ecclesia sublatam, volo per executors meos fideliter custodiri, non vendi, consentiens 
tamen eandem per executors meos tradi sub custodia domini et dominae de Nyenrode 
posterorumque consanguineorum proximorum domus sive stemmatis de Lochorst in finem quo 
suo tempore ad memoriam donatorum Maiori ecclesiae restitui possit. 
(Item, it is my wish that the panel painting of Palm Sunday with wings, made and given in 
memory of the lords of Lokhorst, canons of the major church of Utrecht, and later taken out of 
the church, be carefully preserved by my executors, and not sold. I agree that the 
abovementioned work be given into the custody of Lord and Lady Van Nijenrode and their 
descendants, as the nearest relatives of the house, or better said, the Lokhorst family, until such 
time that it can be returned to the major church in memory of the donors. RAU, Inv. Arch. St. 
Pieter, no. 41, De Jonge 1929, 84; for the translation, see De Meyere 1981, 41.) 
7 Noch een stuck niet genumereert up het huys te Nienroide met twee deuren van binnen en 
buyten geschildert, het binnenste representerende een palmsondag met de stadt van Jerusalem 
naer het leven en veel cleyne beeldekes in het versciet en Christus up den eesel ende voorts 
alle anders personagien heel natuerlick afgemaelt, de eene deur siende naer het binnenste 
paneel een St. Stephanus met een St. Cristoffel ende de andere St. ... ende van buyten de 
eene sy een deel geestelicke ende de andere die van den huyse van Lockhorst met haer 
wapenrokken ende onder anderen oock diegenige, die het heeft laten maken, naer het leeven 
affgeschildert seer curieus van Jan Schorell ende wort seer hoog geestimeert, gelyck Carel van 
Mander in syn schilderboek fol. 130 verso mentie maeckt, syn naem staet daer under up, ende 
hiet Herman van Lochhorst, scholaster van Oudemunster, mynvrow meede aengecomen by 
afsterven van haer man zalig, heer Bernaerdt van den Bongaert, heere van Nienroide, dus etc. 
/In a marginal note: Is mijn vrow aengecomen van haer man zalig./Is van Nienrode naer Utrecht 
gebrogt ende van daer op Gansoyen. 
(Another piece at Nijenrode House, not numbered, with two wings painted on the inner and 
outer sides, the interior depicting a Palm Sunday with the city of Jerusalem done from life and 
with many small forms in the distance, with Christ on the donkey and other figures painted very 
naturalistically; the one panel viewed on the inside has a St. Stephen and St. Christopher and 
another St. …, and on the exterior on the one side clerics, and the other a member of the house 
Lokhorst with coats of arms, and among others also those who had the work made, taken from 
life and curiously done by Jan Schorell; [it] is highly esteemed, mentioned by Carel van Mander 
in his Schilder-boeck on fol. 130; a name appears below, that of Herman van Lokhorst, 
scholaster of Oudmunster; [it] came to my wife upon the death of her husband, Bernaerdt van 
den Bongaert, Lord of Nienroide, etc. /In a marginal note] [it] came to my wife from her departed 
husband. Was taken from Nienrode to Utrecht and from there to Gansoyen.) 
Text taken from “Afschrift van den Inventaris Wyttenhorst op Kasteel Herdringen”, copied by Dr. 
Rich Knipping, Archivist, Düsseldorf, February, 1905; see De Jonge 1929, 73. 
8 De Jonge 1929, 75, mentions that this information comes from the owner who bought the 
panel in 1923. Pre-treatment photographs exist of the right wing (interior and exterior) taken by 
A.C. Cooper, London, presumably for the auction at Christie’s in 1923 (photo at Frick Art History 
Library, New York; negatives destroyed during World War II). 
9 Notulen 1928, nos. 347, 518, 500, and 712. 
10 Correspondence 1928, nos. 455-56; Vogelsang described a “dunne egalizeerende saus”.  
11 Center panel:); CM neg. nos. 154-55 (detail of left and right sides during removal of darkened 
varnish); J203 of Frequin 1 (stripped state); J206 of Frequin 1 (stripped state); CM 6078a, repro 
photo of J206 or Frequin 1 (stripped state, before July 27, 1928; see Notulen 1928, nos. 421-
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2);); J202 of Frequin 26 (after restoration, September 1928; see Notulen 1928, no. 511); J203 of 
Frequin 88 (detail of Jerusalem after restoration). Left exterior wing: CM neg. 159 (before 1928 
restoration); CM neg. 157 (during varnish removal); J204 of Frequin 15 (stripped state); J196 of 
Frequin 51/55 (after restoration, see Notulen 1928, no. 712). Right exterior wing: CM neg. 158 
(during varnish removal); J205 of Frequin 16 (stripped state); J197 of Frequin 53/56 (after 
restoration, see Notulen 1928, no. 712). Right interior wing: CM neg. no. 156 (during varnish 
removal); J204 of Frequin 17 (stripped state); J196 of Frequin 52/54 (after restoration, 
December 1928, see Notulen 1928, no. 712).  
12 See for a discussion of these damages, De Jonge 1929, 75-76, who also mentions that traces 
of the “V” and the “T” of SALVATORIS were found during the restoration. 
13 As stated by De Jonge 1929, 76; see also Notulen 1928, nos. 616, 702, where it was 
mentioned that it could not be determined with certainty that there had been an “I” after the 
“XXVV ”. Nonetheless, the tiny dark strip looks more like the serif of a Roman numeral than a 
period. No periods occur at the end of phrases in the inscriptions of the exterior left wing, 
although there is one (or a speck of dirt) at the end of the first line on the exterior right wing.  
14 Notulen 1937, nos. 582 and 689. 
15 Notulen 1937, no. 689. 
16 Repro. J200 (before restoration, see Notulen 1937, no. 747); J197 of Frequin 442 (stripped 
state); J199 of Frequin 56a/450 (after restoration, October 1938, see Notulen 1937, no. 683).  
17 19 October 1937, Notulen 1937, no. 705: …ik de plekken moest glaceeren met vuilzwart om 
het ouden omsvuil, excuseer deze uitdrukking, ik weet op ‘t ogenblik geen betere, te 
imiteeren…. 
18 Notulen 1940, no. 39, and Correspondence 1940, nos. 606-07. 
19 Correspondence 4 November 1953, 29 November 1954, and 1955, no. 3801. 
20 Photographs by de Wilde, Oegstgeest: CM neg. nos. 50, 50a-b, 51-54, 1674-80, 1710, 3573, 
4168, 50 A II (detail of Jerusalem before restoration), 50 A I (detail of Jerusalem after 
restoration). 
21 This is not necessarily attributable to a difference in hand; similar discrepancies in layout have 
been found in other altarpieces at this time; they most likely relate to a customary shop routine 
that distinguishes the outer and inner surfaces of panels and singles out the panel which is to be 
painted in the most intense colors; see Faries 1975, 99. 
22 van Asperen de Boer 1977, 52, 54, with reference to sample nos. A28/1-2 and A28/7. 
23 Probably mixed with some “madder” red, since the cross-section showed some rose-red 
mixed with bright red, and some black particles in the red layer; microchemistry showed the 
presence of sulfide; see van Asperen de Boer’s report form for sample no. A28/10. 
24 See, for instance, the cross-section of a dark blue of an apostle’s robe, sample no. A28/15, 
where the azurite is double-layered and has some small red particles in the lower layer. 
25 See, for instance, cross-sections of sample nos. A28/12-13, taken in the red mantle of the 
apostle in the foreground, showing a transparent layer on top of rose-colored underpainting.   
26 See van Asperen de Boer’s report forms for sample nos. A28/16-17. 
27 See the illustration and discussion of this build-up in Faries’s essay on Scorel’s painting 
technique. 
28 See the discussion in Faries’s essay on Scorel’s painting technique. 
29 Van Mander/Miedema 1994, vol. 1, 200-201.  

30 de Groot 1994, 77-79. See also note 1. 
31 Ibid. and De Jonge 1929, 83, who very plausibly suggests that the three Lokhorst clerics are 
probably the same three Lokhorst’s who were buried nearby. 
32 See van Buren 1999, 103-05, for texts on memorial panels. 
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33 In that case, the donor’s (Herman II) date of death was never added, although there is space 
for it. 
34 Faries 1975, 99. See also Faries’s essay in this catalogue on painting technique.   
35 Herman II was also canon in the Domkerk (1482-1510) and Mariakerk (1482-1486); see 
Faries 1997, 107, and van den Hoven van Genderen 2003, 229, 721. 
36 He suffered so severely from gout during the eight years before his death that he was given 
dispensation from climbing the stairs into Oudmunster’s choir for services; see van den Hoven 
van Genderen 2003, 113. 
37 Loan, Freiherrn van Fürstenberg, Herdringen; panel, 36.5 x 30 cm. This portrait came into the 
Wyttenhorst collection along with Scorel’s Lokhorst Triptych and is described in the 1651 
inventory of Castle Herdringen: No. LXV. Tconterfeytsel van heer Herman van Lochorst, 
scholaster van Outmunster, met syn geestelick habijt, ende sijn wapenen voor int panel, seer 
curieus ende aerdig gedaen van Schorell, mijn vrow aengecomen deur afsterven van heer 
Bernaerdt van den Bongaert, heere van Nienroide, haren man, dus etc.; see above, under 
provenance.  
38 As proposed by Faries 1997, 107-08. The painting was examined in Münster by IRR by Molly 
Faries, 18 August 1995, with the helpful assistance of the curator, Dr. Angelika Lorenz. Scorel’s 
Münster portrait could have been taken from life, since, as Van Mander informs us, Scorel lived 
in Herman van Lokhorst’s residence after his return from Italy (Van Mander/Miedema 1994, vol. 
1, fol. 235v). Another donor portrait of Herman survives, but it is unlikely that it could have 
served as a model: a much younger Herman appears in the left wing of another memorial 
altarpiece for the Lokhorst family that was commissioned c. 1510 (Heeswijk Castle); see van 
Bueren 1999, cat. no. 98.  
39 De Jonge 1929, 82; van den Hoven van Genderen 2003, 721.  
40 van Bueren 1999. 252.  
41 De Jonge 1929, 82; van den Hoven van Genderen 2003, 347, 721. 
42 De Jonge 1928, 83; De Jonge 1952, 113; De Meyere 1981, 43. 
43 See van Bueren 1999, cat. no. 98. 
44 van Bueren 1999, 94. 
45 Willibrord is suggested in Utrecht 1955, cat. no. 11. 
46 Van Bueren 1999, 95-97. 
47 Helmus 1999a, 79, note 14, refers to the similar depiction of Adrian VI on the medal struck in 
commemoration of his election as pope. 
48 Faries (1972, 51, note 42, 157-58) mentioned the organ wings and wings of the high altar for 
Oudmunster as commissions possibly secured for Scorel by Herman van Lokhorst; van den 
Hoven van Genderen 2003, 510, also believes that the exterior wings of the high altar were 
likely done by Scorel, although he adds that this suggestion must remain hypothetical since 
there is no documentary evidence. See also E.J. Haslinghuis and C.J.A.C. Peeters, De Dom 
van Utrecht, The Hague, 1965, 152, for references to these lost art works. 
49 Helmus 1999a, 78, mentions that Gertrude’s staff is ornamented with the image of a rat. 
50 Dippel 1955, p. 253-256. 
51 Lexikon der christlichen Ikonografie, vol. I, col. 593-594.  
52 van Bueren 1999, 97; scenes from Christ’s Passion and the Crucifixion are the most 
frequently appearing subjects.  
53 First noted by Faries 1972, 72; see Schiller 1966, p. 28-29. 
54 Helmus 1999a, 78-79. 
55 Respectively, Faries 1998, 126, and 133, note 72, citing Arent Willemsz. (1525), and van 
Campen 1935, 53, citing Wilbrand van Oldenburg (1212). 
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56 Herman and Adrian may have been schoolmates; see van den Hoven van Genderen 2003, 
243-44. Herman, whom Van Mander describes as an art-lover, apparently put Scorel up upon 
his return to Utrecht and ordered a number of works from the young painter. Both Herman and 
his natural son, Willem, had lived in Italy. Willem, who was later a fellow canon of Scorel in St. 
Mary's, was in Rome at the exactly the same time Scorel was there; see Faries 1997, 108-09. 
57 Faries 1970, 13, no. 4. 
58 Friedländer vol. 12 (1975), 70. 
59 As noted in Utrecht 1955, cat. no. 11.  
60 Faries 1972, 79-81, and Faries in Amsterdam 1986, cat. no. 61. 
61 See Faries and Wolff 1996, 732-33, for the increasingly sophisticated handling of pronounced 
horizontal formats in Scorel’s Venetian paintings, and 726-27, for takeovers from prints by 
Cranach and Dürer; Molly Faries, “Another New Early Jan van Scorel,” in Polyptiek, een veelluik 
van Groninger bijdragen aan de kunstgeschiedenis, ed. Henk Th. van Veen, Victor M. Schmidt, 
Joost M. Keizer, Zwolle, 2002, 41-49, for the derivation of a figure in Scorel’s Landscape with 
St. George and the Dragon (England, private collection) from a print after Raphael’s Stanze; 
and Meijer 1992, 4, for similarities in the distant landscape, sky, and miniature figures in the 
Drowning of the Pharaoh’s Army with the middle panel of the Lokhorst Triptych. 
62 Kloek in Kloek, Halsema-Kubes en Baarsen 1986, 24, sees the humped backs as the 
influence of south German masters; his observation is confirmed by the figures in Scorel’s 
Drowning of the Pharaoh’s Army in the Red Sea, c. 1520, which was discovered after Kloek 
published in 1986, and the obvious influence of Leiden artists that can be seen in the small, 
rotund figures. 
63 Faries 1972, p. 62, citing Pastor, and Faries in Amsterdam 1986, cat. no. 61. Such an event 
could hardly have escaped Scorel, since the painter had been working for Adrian VI since May 
of that year. 
64 For the influence on Gossaert and Heemskerck, see J.R. Judson, “Observations on the Use 
of the Antique in Sixteenth-Century Netherlandish Art,” in Rubens and his World, Bijdragen 
opgedragen aan Prof. Dr. Ir. R.-A. d’Hulst, Antwerp, 1985, 49-59; and for the statue, today in the 
Museo Nazionale, Naples, see Phyllis Pray Bober and Ruth Rubinstein, Renaissance Arts & 
Antique Sculpture, London, 1986, 76-77 (no. 35). 
65 For the influence on Raphael, see Bober and Rubinstein 1986 (cited in the note just above), 
76; see also Faries in Dacos 1995, cat. no. 180. 
66 See note 61 above, as well as Faries’s discussion of Scorel’s 1521 Tobias and the Angel in 
the essay on Scorel’s drawing and painting technique. 
67 Kloek in Kloek, Halsema-Kubes en Baarsen 1986, 24, and note 33, for the influences of Lotto, 
seen in the figure of St. Anthony, and Pordenone, seen in the figure of St. Christopher. 
68 See the essay by Faries on Scorel’s drawing and painting technique. 
69 Faries 1986, 130, figs.18, 19 
70 Faries 1998, 124-25, was the first to associate Provoost’s depiction of Jerusalem with 
Scorel’s; for a more recent study of the painting, see Ron Spronk, The reconstruction of a 
triptych by Jan Provoost for the Jerusalem Chapel in Bruges,” Burlington Magazine 147 (2005), 
109-11. 
71 Provoost’s pilgrimage to the Holy Land has been proposed for either in c. 1498-1501 or c. 
1502-05; see Spronk 2005 (cited in the note above), 111. 
72 De Jonge 1929, 80-81, was the first to describe the view in detail, mentioning that the vista 
could best be understood with a “Baedeker at hand”. 
73 For this structure (and the possibly overlapped Dome of Musa, both built in the thirteenth 
century), see Sabri Jarrar, “Suq al-Marifa: An Ayyubid Hanbalite Shrine in al-Haram al-Sharif,” 
Muqarnas 15 (1998), 71-74. 
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74 For this school, see Sabri Jarrar, in “Two Islamic Construction Plans for al-Haram al-Sharif,” 
City of the Great King, Jerusalem from David to the Present,  ed. Nitza Rosovksy, Cambridge, 
Mass., 1996, 403-07. 
75 For the rediscovery of this now-lost building, which originally had two domes see Jarrar 1998 
(cited above in note … [2] …) 71-100. 
76 Hy [Scorel] hadde oock gheconterfeyt de stadt Hierusalem/die hy somtijts in zijn wercken 
heeft te pas ghebracht/als daer Christus den Olijfbergh afrijdt ne der Stadt/ ( He [Scorel] also 
portrayed the city of Jerusalem and at times introduced it into his works: for instance in the 
picture in which Christ rides down from the Mount of Olives to the city), Van Mander/Miedema 
1994, 200-201, fol. 235v. 
77 For Borculo’s print, see Utrecht/Douai 1977, cat. no. 29; other scenes include the Stoning of 
Stephen, Christ Cleansing the Temple, and Christ and the Woman Taken in Adultery. Scorel’s 
portrayal of Jerusalem (and Borculo’s) was also cited as a source by later authors and map 
makers, G. Braun (1574) and Adrichomius (1584); see Faries 1998, 126-27. 
78 Marshall 1984, 617-19; Faries 1998, 126. 
79 Friedländer had published a description of the Lokhorst Triptych in a seventeenth-century 
inventory in 1905 and recognized that the middle panel and two sides of the right wing belonged 
together in 1928, while Hofstede de Groot had traced the wing in auction catalogues, as 
explained by De Jonge 1929, 73-75; see also, provenance. 


