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Panel 47.3 x 247.5 cm (without frame); 59.9 x 259.7 cm (without frame). 

Inscriptions,1 Coats of Arms,2 and Marks                                                          
From left to right, under the portraits:                                                                
under Gelis van Royen:3 Ick Jelis [...] van Royen was visiteren // dat heilich       
graf te ierusalem inde stede // dit is geschiet na de geboort ons heeren // vyftien 
hondert en vyfentwintig mede                                                                            
Gedeeld wapen: I. in zilver een klimmende zwarte leeuw, II. doorsneden: a. in 
zilver een rood molenijzer, b. in rood een zilveren keper. 

under Jan van Ede: Ic Ian van ede sach die stede dair god wou steruen // veel 
tekenen dede om onse vrede ewelic te weruen // int jaer ons here[n] M CCCCC 
XXV // Genaede hem god                                                                                                                         
Gedeeld wapen: I. in goud een halve zwarte leeuw, II. in goud drie rode 
dwarsbalken. 

under Jan Verheul: Heer Ian verhueil Canonick then doeme // ic was te 
Hierusalem int iaer ons heren // vijftienhondert en dertich so ict u noeme // bidt 
dattet mi ewelic moet profiteren   
Een gevierendeeld wapen: I. en IV. in rood drie zwartgebekte zilveren zwanen 
koppen met dito hals, 2-1. II. en III. in rood drie zilveren weerhaken, 2-1 gesteld, 
met in het schildhart een gouden ster. 
 



under Heiltje Dirk Evertsdr.: Ic Heyltgen dirck euerts dochter reysde deuotelick // 
te hierusalem bi[n]nen [...] met mynen man was // (ian Willemszo) alsme[n] 
screef blotelick // dusent vyfhondert en[de] dertich dair an was // mey out wel de 
XXIIII Jaer en bidt dat mi god wil in vruechde sparen.                                                                                   
Coat of arms: In zilver 3 zwarte rood gekroonde en getongde leeuwenkoppen, 2-
1. 
 
under Jan van Ravenswaai: Ick Jan va[n] Rauensway was ten heiligen lande // 
alsme screef Dusent vyfhondert en[de] driendertich // god wil mey bescermen vor 
scadelike scande // en vor alle quaet der sielen smertich                                                                  
Coat of arms: In rood een gouden ankerkruis. 
 
under Jacob Jansz.: Wt die Westbroeck ben ic Jacob jansz gehete // te 
Ierusalem was ic alsme screef bloot // viefthienhondert en dertich me laet u 
weten // twee Iaren daer en wast dat ic bleef doet                                                                                                         
No coat of arms. 
 
under Johan van Bovinia: Meester Johan Joachimus van bouinia geboren // 
canonick den dome als een ygelick weet // was te ierusalem so gey moecht 
horen // ano vyfthien hondert vierendertich geevet                                                                                             
Coat of arms: In rood een gouden draak en een hartschild met dwarsbalk. 
 
under Evert Hendriksz. de Greef: Euert henricus die greue bin ick genaamt // ic 
was te ierusalem int iaer ons heren // vyfthienhondert vyfendertich wel geraamt // 
die heilige plaetsen ginc ick visiteren                                                                                                     
Coat of arms: In rood een beurtelings gekanteelde zilveren dwarsbalk, beladen 
met naast elkaar drie rode kookpotten. 
                                                                                                         
under Frans Bogaart: frans bogairt bin ick wilt wel verstaen // ic was te ierusalem 
ter selverteyt // alsme[n] vyfthien hondert vyfendertich daer aen // telde va[n] 
goods geboort gebenedyt                                                                                                          
Coat of arms: Golvend gedwarsbalkt in zilver en rood en van acht stukken. 
 
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 (see cat. no. 
20, fig. 2).4  
 
Exhibitions 
Utrecht 1941, cat. no. 172, pp. 50-52; Utrecht 1955, cat. no. 45, pp. 55-56, pp. 
17, 21, 37, fig. 21; Utrecht 1979-1980(b) (no cat.); Utrecht 1994(b) (no cat.). 
 
 



Copies and Variants  
There is a related portrait of Jan van Ede in Antwerp, Koninklijk Museum voor 
Schone Kunsten, attributed to Cornelis Engelbrechts: panel, 31 x 21 cm, inv. no. 
848,5 with an inscription identifying van Ede as knight [of the Holy Sepulchre]. A 
text attached to the frame is the same as that in the Utrecht series and mentions 
the 1525 pilgrimage. A copy on paper exists after Frans Bogaart’s portrait, done 
c. 1675 by J. van Attevelt in pen and brush, 255 x 179 mm; private collection, 
Warnsveld, The Netherlands.6 
 
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 under cat. no. 20. 
For inv. no. 2377, Alois Hauser made specific comments in his final report, dated 
April 1902.7 He mentioned that the first two portraits on the left were relatively 
well-preserved but that the third and fourth had been badly abraded. The last 
portrait on the right had been completely overpainted, and cleaning revealed a 
relatively well-preserved head. The rest of the portraits showed losses 
throughout, as did the costumes and inscriptions. A thick, dark brown overpaint 
that once covered the background was removed. This panel was once cut into 
two sections, and these were re-joined during the Hauser restoration. A pre-
restoration photograph exists showing the two panels, framed separately, with 
four pilgrims on the left panel and five on the right (fig. 1).8 The same photograph 
shows that before Hauser’s restoration Frans Bogaart’s portrait (the last on the 
right) looked out to the viewer and had a beard, exactly as he appears in J. van 
Attevelt’s c. 1675 drawn copy (see above under Copies and Variants). Presently, 
the portrait looks to the left, and the face is clean-shaven.9 See also the 
comments on the paint surface below. 
 
Technical Investigation 
UV   1975 
IRR   1971: CLA  

1974: CLA 194-95, details: first and second heads from left, 
fourth, sixth, and ninth heads; hand of second figure from left                                 
10 December 1979: AB 268-69, details: fourth, seventh, and 
eighth heads from left; coat of arms of female pilgrim; hand 
of seventh pilgrim. 

X-radiography:         1967: detail of the seventh pilgrim from left. 
Photomicrographs 1975: MA 33/1-2 
Paint samples  1975: A 33/1-5  
Dendrochronology: the latest year ring in the oak panel that was still growing 
when the tree was felled dates from 1495, allowing an estimate of 1506 for the 
earliest use of the wood, although an execution of the painting from 1512 on is 
more likely (report: P. Klein d.d. 8 January 1983). 
 



 
 
Figs. 2. Infrared reflectogram assembly showing underdrawing in the portrait of Johan 
van Bovinia: accurate outlining of the features of the face (IRR: Van Asperen de Boer, 
digitale composite: Leeflang). 
 
Technical Notes  
The panel is made up of two boards, the upper 28.5 to 30 cm wide, and the lower 
17-18 cm, both around 1 cm thick. During the Hauser restoration of 1899-1902, 
the reverse was shaved down for the attachment of cradling, and one hole 
containing the wooden pin used for joining the planks is now visible. There is a 
barb and unpainted wooden rim of ca. 1 cm on all four edges of the recto side. In 
this unpainted rim, traces of red numerals can be found above each portrait, with 
the exception of the last on the right. Numbers 25 and 29 are still visible, so that 
the series must originally have run from 25 to 33. Klein mentions in his report 



(see above) that there is a piece of wood 9 cm wide in between the two boards, 
but that the year-ring sequence is continuous. 
 
Although no underdrawing could be detected in the second portrait from the left 
and only traces in the first, underdrawing was otherwise revealed throughout this 
panel, in faces as well as some hands and coats of arms. The underdrawing, 
probably done in black chalk, is similar to that in inv. nos. 2379 and 2378, with 
somewhat loose outlining for the heads and precise contours for eyes and noses, 
even including the angle of foreshortening (fig. 2-3). Placement lines in hands 
also occur, similar to those in inv. no. 2376, in the seventh and ninth portraits (fig. 
3).            
 

 
 
Fig. 3. Infrared reflectogram assembly showing  
underdrawing in the portrait of Johan van Bovinia:  
placement lines in the underdrawing of the hand  
(IRR: Van Asperen de Boer, digitale composite:  
Leeflang). 
 
It has frequently been stated that the condition of this work is the best of the 
three earliest panels in Scorel’s Jerusalem portrait series; but, in fact, the paint is 
more abraded than in inv. no. 2378, especially in the faces. The composition of 
the green in the background of this panel is slightly different, with more blue 
crystals mixed into the layer; as in inv. nos. 2378 and 2379, the background color 
is applied on top of white priming. One sample shows that the underdrawing was 
executed on top of the priming, as is characteristic of Scorel’s painting routine 
after his return to Utrecht. As in the earlier two portraits, the flesh color of the 



heads does not overlap the green background; the colors border each other. The 
flesh color includes bright red (vermilion?) particles in the white matrix, and 
madder-like particles were also observed in the mixture under the 
stereomicroscope. The palm branches appear to have been painted with an 
ochre pigment, rather than lead-tin yellow. Generally, the painting technique is 
similar to inv. nos. 2378 and 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 cat. no. 20 for further discussion). 
Another change late in the painting process can be observed in the hand of the 
fifth pilgrim from the left: the hand must have originally been delimited as a fist, 
similar to other hands, then the tips of the fingers were extended out over the 
dark paint of the pilgrim’s garment just to the left. It can be presumed that lead-tin 
yellow was used again for the highlights on the golden crosses, since the typical 
transparent inclusions can be observed under the stereomicroscope.       
 
Description and Iconography10 
This panel belongs to Scorel’s series of group portraits of members of Utrecht’s 
Jerusalem brotherhood along with inv. nos. 2378, 2379, and 2376. Although it 
was executed around ten years later than the two group portraits with twelve 
pilgrims, the basic format for the work has not changed. The height of the panel 
is almost exactly the same as the two earlier paintings, although the length is 
around 28 cm shorter. As such, the panel represents an obvious addition to the 
original pair. The general disposition of portraits across the surface of the panel 
is similar to inv. nos. 2378 and 2379, except that nine pilgrims are portrayed 
instead of twelve, one pilgrim is female, and one portrait is frontal while all the 
others are in three-quarter view turned to the left, matching the direction of inv. 
no. 2378. The artist has placed four figures in the background, overlapped by five 
in the foreground, to create the effect of a double-rowed procession. There is 
more space between the figures in this panel than in inv. nos. 2378 and 2379. 
The group in this panel is again a combination of clerics (two) and lay persons 
(seven). As in inv. nos. 2378 and 2379, coats of arms and fictive sheets of paper 
with rhymes are placed on a balustrade beneath the portrait busts. According to 
the rhymes, the pilgrims depicted in this panel completed their pilgrimages 
between 1525 and 1535. They are arranged in chronological order according to 
the year of their pilgrimage, with those undertaking the journey in 1525 leading 
the procession on the left, and those completing the journey in 1535 on the far 
right. All but one pilgrim carry golden-brown palm branches. None wears a red 
Jerusalem cross, but each one of the lay brothers has a golden cross, in the form 
of a Greek cross, around his neck. Three crosses hang on red or brown cords, 
while the others hang on golden chains. Both clerics are canons and wear a 
white surplice with a brown fur almuce over the proper left arm. Several of the 
brothers’ mantles and collars are edged with fur.  
 
As in inv. nos. 2378 and 2379, the pilgrims depicted are members of Utrecht’s 
urban elite.11 Second from left, Jan van Ede († 1528) was sheriff of Utrecht, 
member of the “Vijven” in 1526, and on the city council in 1528. Jan Verheul († 



1543), third from left, was installed as canon in the Domkerk in 1535 and was 
also mentioned in 1520 and 1524 as a member of Utrecht’s priests’ brotherhood. 
Ninth in series is Frans Bogaart († 1555), who was a member of the city council 
nine times between 1539-53 and city treasurer in 1546 and 1551; in 1549, he 
was in charge of the triumphal entry of Philip II into Utrecht. The female pilgrim, 
Heiltje Dirk Evertsdr, who is fourth in the series, was the wife of Jan Willemsz, a 
pharmacist,12 with whom she had traveled to Jerusalem. Women were also 
members of the Jerusalem brotherhoods in Amsterdam, Antwerp, Dordrecht, 
Gouda, Kampen, and Leiden.13  
 
Attribution and Date 
Although more portraits are underdrawn in this panel than in the earlier pair 
depicting Jerusalem brothers, Scorel’s portrait method is essentially the same; 
for more discussion, see cat. no. 20. The fuller underdrawn layout may indicate 
that the artist was following the more systematic workshop routine that had been 
introduced during his stay in Haarlem (1527-30).  
 
This panel in Scorel’s series can be dated to 1535 and shortly thereafter, since 
the rhymes under the portraits state that the brothers had completed their 
pilgrimages between 1525 and 1535. Because Jan Verhuel is described as 
canon in the Domkerk in the text under his portrait and he was only installed as 
canon in January of 1535,14 Scorel cannot have begun work on the panel until 
after that date. The two brothers who undertook their pilgrimage in 1535 may 
also have returned even later in that year. By that time, the number of new 
members of the Jerusalem brotherhood must have created the need for a new 
group portrait that would augment the previous two. The dendrochronlogical 
datings for this panel are also around one decade later than those for the two 
panels with twelve pilgrims (see the Faries/Klein essay). 
 
It has been suggested several times that the portrait of Jan van Ede in Antwerp 
(see above, under Copies and Variants) may have either served as the model for 
the second portrait in Scorel’s Utrecht series or was copied after it.15 No 
underdrawing was detected under this portrait, which would tend to support the 
hypothesis that an already-existing model served as the guide for the application 
of paint. The correspondence between the two portraits, however, is not 
exacting: the placement of features differs enough in the two works that neither 
one could be an exact copy of the other.16 The portrait heads are less dominant 
in this painting, and the pilgrims appear less cramped than in the two done 
around ten years earlier. Scorel accomplished this somewhat more comfortable 
arrangement by actually making some of the heads smaller than those in the 
earlier paintings, and by spacing the figures out more along the length of the 
panel. The greater space between the heads and the more apparent shoulders 
lessen the disproportionate relationship between heads and hands that existed in 
the earlier panels. In between the earliest panels in the Utrecht series and this 
work, Scorel painted his group portrait of twelve members of Haarlem’s 
Jerusalem brotherhood c. 1528.17 The format of the Haarlem painting was much 



more expansive, with the figures depicted half-length (see cat. nos. 20, fig. 9). In 
arriving at a somewhat more spacious disposition of the figures in this panel, 
Scorel may have benefited from the experience of the Haarlem group portrait.                                  
 
At the time of the Scorel exhibition in Utrecht in 1955, the curators of the 
exhibition noted that there had been some reservations about the attribution of 
this painting to Scorel. The authors of the exhibition catalogue rightly countered 
any lingering doubts, referring to the recent restoration of the panel and the 
artist’s characteristic underdrawing in black chalk that showed through the paint 
layers in various areas.18 The overall painting technique is also consistent with 
Scorel’s other group portraits in the series (see above, under Technical Notes). 
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the inscriptions and full bibliography); van Tongerloo 2005, pp. 229-236, fig. 99, 
and appendix 1 (a valuable archival study on the burial customs of Utrecht’s 
pilgrim brotherhoods, leading to the proposal that Scorel’s panels had a 
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1 Muller 1880, p. 20, note 2, pp. 20-26, first transcribed the inscriptions with reference to 
a copy of the texts dating c. 1667 (Rijksarchief Utrecht, Booth Collection, B. 91); the 
texts were transcribed again for Utrecht, cat. no. 596; and the latter transcriptions are 
repeated here. 
2 See Muller 1880, fold-out at the end of the text, for publication of drawings of the coats 
of arms in this panel. 
3 This pilgrim’s name was originally lacking in the inscription (the present text is a 
restoration); he can be identified as Gelis van Royen on the basis of a copy of the 
inscriptions dated 1611 and the notes of G. Lapp van Waveren, also dating from the 
beginning of the seventeenth century; see Utrecht 1952, p. 118, and de Meyere 1981, p. 
47. 
4 1611, 11 and 13 March (GAU Hopluiden Kamer Inventaris, II, no. 2866, loose folio); 
see Muller 1880, p. 27, for the transcription:  
“Item eerst een Caerte van heylige lantbroeders tot xij geschilderde parsoenen besyde 
de andere staende In een bordt met 1 lysten 
Noch een van negenen parsoenen 
Noch een van dertienen parsoenen  
Goederen die de wedue van Royesteyn ute camere gelicht heeft  
In een bordt vijff heylige lantbroeders geschildert zijnde, nammelych  
1  Heer Jan van Dam 
2  Ghijsbert robbertsz van wijck te duijrstede 
3  Seven dewit 
4  Jan damen 
5  Cornelis van Aemstel van mijnden” 
5 De Meyere 1981, p. 47. 
6 Published in Utrecht 1977, cat. no. 10. 
7 HUA GAU, Archief Kunstliefde, inv. no. 197, letter dated April, 1902 (copy in the files of 
the Centraal Museum). 
8 HUA GAU, Ikonogr. Atlas, no C6.628. 
9 Utrecht 1999, p. 1384. 
10 See cat. no. 20 for iconography and function, the Jerusalem brotherhood, and its 
chapels. 
11 See Muller 1880, pp. 34-37, for historical information pertaining to the pilgrims in this 
panel. 



                                                                                                                                                 
12 van Tongerloo 2005, p. 226, who mentions that Heiltje was married twice, both times 
to pharmacists.  
13 See Schneider 1982, 244-45, 247, 255-56, 261, and 265.  
14 van Tongerloo 2005, 232. 
15 Catalogus Schilderkunst, Oude Meesters, Antwerp, 1988, p. 129. van Tongerloo 2005, 
233, believe the Antwerp painting is the model; and Utrecht 1999, p. 1384, suggests that 
the Antwerp portrait is a copy. 
16 Using Photoshop, the computer overlay of the two portraits shows that there is no 
exact match; the eyes and nose differ significantly in form and position. 
17 The painting is in the Frans Halsmuseum, Haarlem; see Faries in Kunst voor de 
Beeldenstorm 1986, cat. no. 65. 
18 Utrecht 1955, cat. no. 45 and cat. no. 14, where the authors mistakenly identify the 
underdrawing as metalpoint. 


