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Five Members of the Utrecht Brotherhood of Jerusalem Pilgrims c. 1541.  
 

 
 

 
 
Panel 79 x 164.1 cm (without frame); 97.7 x 182.5 cm (with frame). Old and 
possibly original frame. Dendrochronology has estimated a possible date for the 
use of the wood in the frame ranging from as early as 1535 to from 1541 on.1 
 
 
Inscriptions,2 Coats of Arms, 3 and Marks  
From left to right, under the portraits: 



under Jan van Dam: Heer Ian van dam vicarius then dom[m]e // hierusalem sach 
ic na mijn begeren // dusent vijfhondert eenenveertich alom[m]e // screefmen na 
die geboort ons heeren.                                                                                                               

under Gijsbert Robbertsz.: Gijsbert robbertsz[oon] van wijck te duerstede // was 
te ierusalem theilich graf visiteren // vijfthienhondert screefmen sene[n]veertich 
mede // god wil hem namaels in vreden logeren.                                                                                 

 
 
Fig. 1. 1611 document listing Jan van Scorel’s panels then  
hanging in the city hall. 11 and 13 March (HUA GAU, Hopluiden  
Kamer Inventaris, II, no. 2866, loose folio). 

under Steven de Wit: Steuen die wit was te hierusalem bin[n]en // alsmen dusent 
vijfhondert eene[n]veertich telde // na goods geboort, om duecht te win[n]en // 
twair goet dat hem ijgelick tot betere[n] stelde.                                                                              

under Cornelis van Amstel van Mijnden: Van aemstel va[n] mijnde[n] heer tot 
ruweel // bin ic Cornelis ionc van iaren // te ierusalem was ic god hebs deel // int 
iair eene[n]veertich bi wairheits verclare[n].  



under Jan Damen: Ian damen was oock ten heiligen lande // int iaer 
eene[n]veertich om dair vermonden // god wil ons bewaren voir scade voir 
scande // ende namaels vergeue[n] ons al onse sonden.                                                                   

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 
mentioned in an inventory of the city hall (fig. 1).4 In 1611, this panel with five 
pilgrims was not hanging with the others, for the document mentions that the 
widow of Jacob van Royestein had absconded with the painting and had been 
requested to return it.5 The painting had still not been returned by 21 December, 
1618; but it was present in 1656, when all the panels portraying Jerusalem 
brothers were taken over by the city.6  
 
Exhibitions 
Utrecht 1913, cat. no. 86, p. 88 (as Jan van Scorel); London 1929, cat. no. 1, p. 1 
(as Jan van Scorel); Rotterdam 1936, vol. 1, cat. no. 109, pp. 46-47, vol. 2, fig. 
129 (as Jan van Scorel); Utrecht 1941, cat. no. 173, pp. 52-53, fig. 4 (as Jan van 
Scorel); Brussels 1946, cat. no. 99, p. 36, fig. 10 (as Jan van Scorel); Bruges 
1953, cat. no. 73, pp. 55-56, fig. 73 (as Jan van Scorel); Utrecht 1955, cat. no. 
61, pp. 65-66, p. 21, fig. 72 (as Jan van Scorel); Ghent 1958, cat. no. 17, p. 155, 
fig. LXXXVI (as Jan van Scorel); Utrecht/Douai 1977, cat. no. 50, p. 127 and pp. 
9, 26, 54, 126, fig. 105 (as Jan van Scorel or Anthonie Mor); Utrecht 1979(b), cat. 
no. IV, 1, p. 15; Utrecht 1979-1980(b) (no cat.); Munich 1984, cat. no. 123, p. 88, 
with fig. (as Anthonie Mor); Utrecht 1994(b) (no cat.); Utrecht 1995(a) (no cat.). 
 
Copies and Variants 
A copy on canvas of Gijsbert Robbertsz., 115 x 90 cm, was once in the collection 
of P.A. Borger in Arnhem, and was auctioned at Frederik Muller & Co., 
Amsterdam, 13 November 1882, p. 19, as no. 47. The same or another copy was 
mentioned in Utrecht 1885, p. 17, as in the collection of Mrs. Suermondt in 
Utrecht. 
 
Restoration History 
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. 2376, Alois Hauser made specific comments in his final report, dated 
April 1902.7 He remarked that the first four portraits on the left were relatively 
well-preserved, although the shaded side of the fifth portrait, on the far right, was 
more heavily damaged. He did not specify if the losses in this panel, including the 
costumes and inscriptions, were more or less extensive than in the other three 
group portraits. According to Muller, writing in 1880 before the 1899-1902 
restoration, one letter in the date of Gijsbert Robbertsz’s pilgrimage had been 



overpainted, so that the date read erroneously “sene[n]veertich” (forty-seven) 
instead of “eene[n]veertich” (forty-one).8  
 

 
 
Fig. 2. Infrared reflectogram assembly showing  
underdrawing in Jan van Dam’s portrait (IRR: Van  
Asperen de Boer; digitale composite: Leeflang). 
 
Technical Investigation 
UV   1975: examination with UV lamp.  
PIR  1968: CLA, details of figures of first and second pilgrims.       
IRR   1971: CLA. 

1974: CLA, details of all heads, hands of the first from the 
left, second, and last figure and sleeve of first pilgrim. 



April 1977: AB104, details of the head and hands of first 
figure on the left, hands of second figure from the left.  

X-radiography          1967: one detail of the fourth head from the left. 
Photomicrographs 1975: MA 30/1-5.  
Paint samples 1975:  A 30/1-6. 
Dendrochronology: the latest year ring in the oak panel that was still growing 
when the tree was felled dates from 1517, allowing an estimate of 1528 for the 
earliest use of the wood, although an execution of the painting from 1534 on is 
more likely (report: Peter Klein d.d. 3 February 2007). 
 
 

 
 
Fig. 3. Infrared reflectogram assembly showing underdrawing and placement lines in Jan 
van Dam’s hands (IRR: Van Asperen de Boer, digitale composite: Leeflang). 
 
Technical Notes  
The support is made up of three horizontal boards, each from 25 to 27.5 cm wide 
and around 0.8-1 cm thick. Thin strips of wood c. 1 cm wide have been added at 
the top and bottom of the panel. The reverse was planed down during the 1899-
1902 Hauser restoration for the attachment of cradling, and the holes containing 
wooden dowels for joining the planks were neatly sliced in half. Six of these holes 
are visible today, three positioned at regular intervals along each of the two 



seams. On the recto side, there is a barb along the two vertical sides and an 
unpainted wooden rim of ca. 1 cm. There are traces of red paint above the head 
of Jan van Dam, and red numbers, 36 and 37, are visible to the naked eye in this 
unpainted edge, implying that the whole series on this panel ran from 34 to 38. 
 

 
 
Fig. 4. Infrared photograph of Jan van Dam, with placement  
lines for a possible coat of arms (IR photograph: CLA). 
 
Underdrawing in a dry material, probably black chalk, was easily detected in all 
heads and hands, as well as Jan van Dam’s white surplice, although the dark 
costumes could not be penetrated by infrared. Some contours are loosely 
underdrawn, such as those in the garments, but features such as eyes, eye 
sockets, and noses have firm, precise outlines. As in other panels in this portrait 
series, the painted contour of the face is often just slightly beyond the 
underdrawn contour (see fig. 2). Other lines function as placement lines, such as 
those along edges of the palm branches, the straight lines running through the 
middle of Gijsbert Robbertsz.’s fingers, and the half circle in Jan van Dam’s 
hands (fig. 3), where the position of the thumbs has also been shifted slightly. 
These placement lines are similar to those in hands in inv. no. 2377. Some 
sketchy lines appear at the bottom of Jan van Dam’s white sleeve, overlapping 
the balustrade’s upper edge (fig. 4). These may mark the position of a shield and 



indicate that this panel was laid out to include coats of arms like the others in the 
series; this plan, however, was abandoned in the paint stage.  
 

 
 
Fig. 5. Cross-section of the green background in inv. no. 2376,  
showing from the bottom up: ground, paint layer containing green,  
white, and blue particles, varnish (Photograph: Van Asperen de Boer). 
 
Compared with the other three panels in Scorel’s Jerusalem portrait series, this 
painting appears to be relatively well-preserved, although there is a good deal of 
retouching in the white robe. Many of the eyes, for instance, have original white 
highlights in them, along with touches of a rose glaze (madder) in the tear ducts. 
There are fewer damages in the green background, which is a simple one-
layered structure. As seen under the stereomicroscope, the composition of the 
green includes large blue and green crystals, the latter the largest seen in the 
portrait series. In cross-section, one of the green crystals measures 30-36 µm in 
diameter (fig. 5).9 The flesh color of the heads does not overlap the green 
background; the colors border each other, and there is often a thin gap in 
between. This is especially noticeable along the left side of Gijsbert 
Robbertszoon’s face, where openings to the ground can be seen in close-up 
study. In an X-radiograph, the gap can be observed as a thin black line running 
along the edge of the face, as in the X-ray of the head fourth from the left 
(Cornelis van Amstel).10 One unusual aspect of this painting’s technique is the 
lack of a lead white priming on the ground. This layer, also termed an isolation 
layer, is almost always present in Scorel’s paintings after his return to Utrecht 
from Italy; and the artist underdraws on top of this layer. The priming could not be 
observed in the six cross-sections of samples taken from this painting (except 
possibly one),11 nor does the X-radiograph show the diagonal streaking that 
results from the broad brush applying the priming.12 The microchemical analysis 
of the yellow in the palm branches suggests an ochre pigment, although 
additional instrumental analysis is necessary in order to confirm this 
identification.13 It was also somewhat more difficult under the stereomicroscope 
to observe the transparent inclusions characteristic of lead-tin yellow in the 
pilgrims’ golden crosses. Generally, the painting technique is similar to inv. nos. 
2378, 2379, and 2377, in the thin application of paint in faces and the 
delimitations of forms (see cat. no. 20 for further discussion). In inv. no. 2377, 



there was a change late in the painting process in one of the hands, and a similar 
change occurs in this work. The fingers of the hand of the second figure from the 
left were first delimited somewhat smaller with the paint of the gray robe; then, 
when painting the flesh color of the hand, the knuckles and one finger were 
enlarged (see fig. 6, where this change is slightly visible). One sample was taken 
in the frame, (A 30/5), to see if the green of the background might have 
continued onto it, thereby implying the originality of the frame. A green layer does 
indeed appear in one of the lower layers in the cross-section and includes pale 
green crystals similar to those in the background. Further instrumental analysis 
would be required, however, to confirm that the identity of the green pigment is 
the same. 
 

 
 
Fig. 6. Infrared reflectogram assembly of the fingers  
of the hand of the second figure from the left (IRR:  
Van Asperen de Boer, digitale composite: Leeflang). 
 
Description and Iconography14 
This panel belongs to Scorel’s series of group portraits of members of Utrecht’s 
Jerusalem brotherhood along with inv. nos. 2378, 2379, and 2377. Having been 
executed around fifteen years later than the two portraits with twelve pilgrims, 
and at least five years later than inv. no. 2377, the painting represents Scorel’s 
last addition to the series. More additions may have been made to the series by 
other artists: such as the 1544 painting in Berlin by Anthonie Mor depicting two 



Utrecht clerics who were members of the brotherhood (fig. 7),15 and possibly, a 
now-lost painting by an unknown artist of three Jerusalem ‘heeren’ (gentlemen), 
dated 1564.16  
 

 
 
Fig. 7. Antonie Mor, Portrait of Two Canons, signed and dated 1544.   
Berlin, Gemäldegalerie (© bpk / Gemäldegalerie, SMB / Jörg P. Anders). 
 
The format of this panel differs markedly from the other three in the series. It is 
not only shorter than the other three panels but also around 30 cm higher. It 
includes the fewest number of pilgrims, five, four of whom are lay persons and 
one a cleric, who leads off the group. The brothers are portrayed as half-length 
figures rather than portrait busts, and their hands are now positioned at about 
waist level. Three in the foreground overlap two in the background, creating the 
most uniform effect of movement in procession in the entire series. All turn to the 
left, while in the painting by Anthonie Mor mentioned above, the clerics turn to 
the right, suggesting that the two might have been placed opposite each other in 
their original setting. Just as in the other three paintings in the series, the 
brothers stand behind a balustrade. In this panel, however, there are no coats of 
arms spaced out along the upper edge. In addition, the rhymes have been 
painted on one continuous, fictive tablet rather than on separate sheets placed 
beneath each portrait. According to the rhymes, all of the brothers depicted in 
this panel completed their pilgrimages to the Holy Land in 1541. The composition 
in this work is more spacious than the others in the series: some green 
background is visible above the heads, and the greater space allotted for 
shoulders brings heads and hands into proper proportion. All the brothers wear 
dark barets and carry golden-brown palm branches. Only the canon, first on the 
left, has a red Jerusalem cross on his white surplice; his brown fur almuce can be 



seen on his proper left arm. The other four brothers all wear golden crosses 
around their necks, which are now in the form of a Jerusalem rather than a Greek 
cross. In contrast to the black cords holding three of these crosses, the fourth 
brother’s cross is on a golden chain, and he holds it up for the viewer to behold. 
This pilgrim also wears a black cloak of silk and velvet, edged in fur. 
 
 

 
 
Fig. 8. Infrared reflectogram assembly showing underdrawing  
in Jan van Scorel’s Portrait of a Man. Now on the art market (IRR  
and assembly: Faries). 
 
As in the other three panels in the series, the brothers depicted in this panel are 
among Utrecht’s urban elite.17 First on the left is Jan van Dam († 1568), who was 
mentioned in 1529/30 as a member of Utrecht’s priests’ brotherhood, and from 
1545-48, was this brotherhood’s treasurer. Gijsbert Robbertsz. († 1557), second 
in the series, was mentioned as sheriff of Wijk bij Duurstede in 1539, 1542, and 
1546. Third from left, Steven die Wit († 1571), was “leenman des Lants” for the 
city of Utrecht in 1539. After later military successes, he was knighted by Philip II, 
King of Spain, and made sheriff of Vianen. Cornelis van Amstel van Mijnden, 



fourth from the left, was present at Charles V’s triumphal entry into Utrecht in 
1549. He is also named along with Jan van Dam, the cleric in this panel, and 
others as present in the document dated March 17, 1544, transferring use of the 
chapel in the Janskerk’s churchyard to the Jerusalem brotherhood.18    
 
 
Attribution and Date 
This panel in Scorel’s series has traditionally been dated to 1541 and shortly 
thereafter, since the rhymes under the portraits state that the brothers had all 
completed their pilgrimages in that year. Recently, however, it has been 
proposed that this group portrait might date closer to Mor’s double portrait in 
Berlin (mentioned above), which is signed and dated 1544.19 The composition 
and format of both these paintings is similar, with heights of 74 and 79 cm for 
Berlin and Utrecht, respectively. This suggests that they might both have been 
made when the brotherhood had access to more spacious surroundings -- 
presumably the chapel in the churchyard of the Janskerk, whose co-use was 
transferred to the Jerusalem brotherhood in 1544. Without more specific 
information about the structure of the brotherhood’s chapels and a more 
definitive date for the brotherhood’s move to the Janskerk’s chapel, this 
suggestion must, of course, remain hypothetical. In any case, this painting is later 
than Scorel’s group portrait of twelve members of the Haarlem brotherhood of 
Jerusalem pilgrims, c. 1528 (see cat. no. 20, fig. 9),20 and shows the direct 
influence of that work in the greater spaciousness of the composition and half-
length portrayal of figures. The authors of the 1955 Scorel exhibition catalogue 
described inv. no. 2376 as a synthesis of the more compositionally-integrated 
Haarlem work and the lively presentation of persons in the earlier Utrecht 
series.21     
 
There has been a long-standing debate about the attribution of this panel: to 
either Scorel or his renown assistant, the portrait painter, Anthonie Mor.22 The 
attribution to Mor, however, was never strongly argued and never seems to have 
gained a consensus among art historians. G. J. Hoogewerff even persisted for a 
number of years in attributing the painting to Jan Vermeyen. Muller initiated the 
doubts in 1880, by referring to the more “modern,” relaxed conceptualization of 
the figures that could not be by Scorel. Karl Justi seems to have been the first to 
suggest the name of Mor in 1881, and opinion has remained divided ever since. 
One discussion of this issue is usually not cited in the literature: that between 
Alois Hauser and Cornelis Hofstede de Groot at the time of the 1899-1902 
restoration in Berlin. These experts had the advantage of making a direct 
comparison with the signed and dated Mor in Berlin -- the same painting 
mentioned above -- and immediately came to the conclusion that inv. no. 2376 
was by Scorel.23 Max J. Friedländer never seriously doubted the attribution to 
Scorel.  
 
Research around the time of the 1977 Scorel exhibition did not generate any 
technical evidence either way that could confirm or deny the attribution. The 



authors of the catalogue suggested that a more thoroughgoing comparison with 
Mor’s double portrait in Berlin was necessary in order to advance the argument.24 
The last time the painting was given again to Mor was in 1979.25 Since then, 
more results of technical investigation have become available for Anthonie Mor’s 
first signed and dated work, the 1544 Portrait of Two Canons in Berlin. 
Comparisons with this painting are not entirely straightforward, since, not 
surprisingly, in the medium of the underdrawing and in some aspects of the 
paint-layer structure, Mor appears to be following the studio practices of his 
master. The white priming layer that typifies Scorel’s routine may be present in 
this work.26 In addition, the underdrawing in Mor’s portrait appears to have been 
done in a dry material, probably black chalk, and is contour in type, as are 
Scorel’s in his Jerusalem brotherhood series. Mor’s outlining in the faces, 
however, seems somewhat tighter than Scorel’s; the contours are not as 
undulating and some exhibit an unusual, scalloped shape.27 Nonetheless, it is 
primarily Mor’s distinctive manner of painting that can be distinguished from 
Scorel’s. Mor often applies paint with a small brush, in short, thin strokes that are 
often hatched and crosshatched, as evident, for instance, in the canons’ faces in 
the Berlin portrait.28 Scorel’s painting technique is entirely different: his portraits 
are smoothly modeled, with a buttery, paint build-up strictly limited to the 
highlighted forehead, cheekbones, and areas around the eyes and mouth. Thin, 
gently nuanced glazing then suggests the facetted planar structure of faces. This 
manner of working characterizes this painting and the other three, earlier group 
portraits in Scorel’s Utrecht series.29  
 
The portraits in inv. no. 2376 can be compared further, in both painting and 
underdrawing technique, with other portraits that are close in date and securely 
attributed to Jan van Scorel. These works include, among others, the wings with 
a male and female donor, both portrayed half-length, in the Museum 
Catharijneconvent, Utrecht,30 and a Portrait of a Man, now on the art market.31 
As noted by Liesbeth Helmus, inv. no. 2376 was not included as an Anthonie Mor 
in the most recent (1990), authoritative monograph on that artist; 32 and in 1999, 
she reaffirmed the attribution of the Centraal Museum’s Five Members of the 
Utrecht Brotherhood of Jerusalem Pilgrims to Jan van Scorel.  
 
Literature 
Utrecht [1838], cat. no. 5, p. 10 (first official publication associating panel with 
Jan van Scorel); Muller 1880(a), pp. 17, 18, 19, 27-28, 38-42 (the first to suggest 
that the panel was not by Jan van Scorel); Justi 1881, p. 207 (as Anthonie Mor); 
Gonnet 1884, pp. LXXXIII-LXXXIV (ostensibly a study of Scorel’s group portrait 
of Jerusalem pilgrims in Haarlem but with reference to Utrecht’s brotherhood); 
Hymans 1884-1885, vol. 1 (1884), pp. 281, 319 (as Anthonie Mor?); Friedländer 
1921, pp. 166, 202 (as Jan van Scorel or Anthonie Mor); Hoogewerff 1923(a), p. 
46 (note 3) (without doubt, a work by the young Anthonie Mor); Hoogewerff 1929, 
p. 197 (as Jan Cornelisz. Vermeyen?); Hoogewerff 1931, p. 209 (as Jan 
Cornelisz. Vermeyen?); Riegl 1931, vol. 1, pp. 26, 34, vol. 2, fig. 5 (the portraits 
display a presence beyond anything Scorel did); Utrecht 1933, cat. no. 173, pp. 



78-79 and pp. II, III, V, VI, XXVI, fig. (as Jan van Scorel); van Campen 1935, pp. 
75, 78-79, 80, 84, fig. 9 (a crucial study expanding on Muller’s research regarding 
the identify of the historical figures, the Palm Sunday procession, and the Utrecht 
brotherhood’s chapels); Friedländer 1924-1937, vol. 12 (1935), cat. no. 348, p. 
204 (as Jan van Scorel); De Jonge [1940], pp. 44-45, figs. on pp. 55, 56 (the 
painting displays Jan van Scorel’s refined, transparent manner of painting); 
Hoogewerff 1936-1947, vol. 4 (1941-1942), pp. 79, 273, fig. 124 (more plausible 
as J. Cornelisz. Vermeyen); Utrecht 1952, cat. no. 260, pp. 119-120 and pp. VI, 
VII, XX, fig. 7 (as Jan van Scorel); Houtzager e.a. 1967, pp. 28-32, 77, 106-07, 
264-265, figs. VII a-c, fig. 12 (considered as Jan van Scorel; noted apparent lack 
of priming, mistakenly called underpainting); Faries 1975, pp. 203 (note 16), 224 
(no. 13), 227 (as Jan van Scorel); Friedländer 1967-1976, vol. 12 (1975), cat. no. 
348, p. 125, fig. in plate 185 (as Jan van Scorel, although painting sometimes 
given to Anthonie Mor); Utrecht/ Douai 1977, cat. no. 50, p. 127 and pp. 9, 26, 
54, 126, fig. 105 (as Jan van Scorel or Anthonie Mor); De Meyere 1978(d), p. 130 
(as Jan van Scorel or Anthonie Mor); De Jongh en De Meyere 1979, pp. 7, 15, 
21, fig. 14 (as Anthonie Mor); De Meyere 1981(a), cat. nr. 11, p. 53, with fig. (as 
Jan van Scorel or Anthonie Mor); Schneider 1982, pp. 94 (note 3), 95 (note 2), 
96, 180, 181, 186, 190, 275, 276,  fig. p. 185 (as Jan van Scorel or Anthonie 
Mor); Kloek, Halsema-Kubes en Baarsen 1986, p. 68, fig. 107 (as Jan van 
Scorel); Faries in Amsterdam 1986, cat. no. 65 (attribution of inv. no. 2376 to 
Scorel is implied); Woodall 1989, pp. 150, 156, 158-59, fig. 6 (as Jan van Scorel); 
Woodall 1990, p. 72, note 33 (supports an attribution to Jan van Scorel on the 
basis of the more abstract conception of volumes and rendering of surfaces); 
Helmus 1999a, pp. 94-97, cat. no. 598 (discusses the history of attribution and 
retains an attribution to Jan van Scorel); Utrecht, pp. 1388-1391, cat. no. 598 (as 
Jan van Scorel, with transcriptions of inscriptions and full bibliography); van 
Tongerloo 2005, pp. 229-236, fig. 100, 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 devotional function).  
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1 The latest year ring in the frame that was still growing when the tree was felled dates 
from 1524, allowing an estimate of 1535 for the earliest use of the wood, although use 
from 1541 is more likely (report Peter Klein: 3 February 2007). Since there were only two 
short sections of the frame that could be measured, it cannot be excluded that there are 
missing year rings that would make the date later. The frames of this and the other 
panels in this series should be investigated further. 
2 Muller 1880, 20, note 2, 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 Helmus 1999b, cat. no. 598; and the latter transcriptions are 
repeated here. 
3 See Muller 1880, fold-out at the end of the text, for publication of drawings of the coats 
of arms in this panel. 



                                                                                                                                                 
4 1611, 11 and 13 March (GAU, Hopluiden Kamer Inventaris, II, no. 2866, loose folio); 
see Muller 1880, 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 Muller 1880, 42. 
6 See the annotated copy of Muller 1880 owned by the GAU, and the notes interleaved 
between pages 18-19, and 26-27; see also Helmus 1999b, 1391, who assumed the 
painting might have been returned by 1611 or later.  
7 GAU, Archief Kunstliefde, inv. no. 197, letter dated April, 1902 (copy in the files of the 
Centraal Museum.) 
8 Muller 1880, 30, note 1. 
9 Sample no. A 30/1, also showing blue and white particles, along with a bit of brown and 
black; during study of the cross-sections in July, 1975, J.R.J. van Asperen de Boer noted 
that the green in this sample and A 30/2 should be submitted for further instrumental 
analysis and compared with the greens in the other portraits in the series. 
10 Houtzager 1967, 106-07, fig. 12. 
11 The cross-section of sample A 30/6 shows what might be the barest trace of a priming 
under the underdrawing: a very thin (c. 3 µm) white layer that can be distinguished from 
the ground. 
12 Houtzager 1967, 106-07, fig. 12, and 77, where it is stated that the painting lacks “ … 
eendere onderschilderingsopbouw … [een] brede, met grofharig penseel uitgevoerde 
streken ... zonder betrekking tot de voorstelling” (an underpainting, [in] wide, bristly 
brushstrokes, unrelated to what is depicted). See also Helmus 1999a, 96. 
13 See van Asperen de Boer’s report form for A 30/ 4. 
14 See cat. no. 20 for iconography and function, Utrecht’s Jerusalem brotherhood, and its 
chapels.   
15 Berlin, Gemäldegalerie, inv. no. 585 A, Portrait of Two Canons (Cornelis van Horn and 
Anthonis Taets van Amerongen), signed and dated 1544, 74 x 96 cm, with a red 
Jerusalem cross on the balustrade along with inscriptions similar to those of the Centraal 
Museum panels:  
“Meister cornelis van horn Doctor ut west vrieslant gheboren // Canonick in den dom 
thutrecht was the iherusalem inde heilichge stee // Domen screef dusent vyfhondert en 
tuyntich so shi mocht horen // hy hebbe daervoor hier naemals den euichghe vree” 
“heer Anthonis taets van Ameronghen wel becant // gheboren van vtrecht canonick in 
den Dom // is gheweest the iherusalem in dat hylich lant // the romen sant iacops ende al 
om end om” 
See also Woodall 1989, 152, who presumes that these individuals were the two 
procurators of the brotherhood in the year the painting was executed. 
16 The “Ierusalemse Heeren” were identified in the seventeenth-century document as 
Lubbertsz. van Pallaes, Floris Lubbertsz. van Pallaes, and Anthonis Laurensz.; see 
Muller 1880, 18; also cited in van Tongerloo 2005, 233, along with a portrait of another 



                                                                                                                                                 
member of Utrecht’s Jerusalem brotherhood, Jan Spijker, alias De Veer (her fig. 107), in 
Cologne.  
17 See Muller 1880, 38-41, for historical information pertaining to the brothers portrayed 
in this panel. 
18 See the transcription by S. Muller, interleaved between pages 12-13 in the annotated 
copy of Muller 1880 in the GAU. Hendrick van Ravenswaey, who is depicted in inv. no. 
2378, is also mentioned. 
19 Suggested by van Tongerloo 2005, 223, in the caption under fig. 100; see also 
Helmus 1999a, 96, who proposes that the similarities in format might be due to the 
commissioner’s desire to see the panels as belonging to the same group. For the double 
portrait by Mor, see note 14 above. 
20 For this painting in the Frans Halsmuseum, Haarlem, see Faries in Kunst voor de 
Beeldenstorm 1986, cat. no. 65. 
21 Utrecht 1955, cat. no. 61. 
22 For Mor’s biography, see cat. no. 13. For a selection of attributions, see the 
bibliography at the end of this entry; for more on the review of opinion, see Helmus 
1999a, 94-97, whose catalogue entry contains a full bibliography (Helmus 1999b, 1388-
1391, cat. no. 598). 
23 Gemeente Archief Utrecht, Archief Kunstliefde, inv. no. 197, letter from Hofstede de 
Groot dated [23] January 1899. 
24 Utrecht/Douai 1977, cat. no. 50; see also Helmus, 1999a, 96, for a discussion of 
research around the time of the 1977 exhibition.  
25 De Jongh and De Meyere exh. cat. 1979, 7. 
26 According to the analysis by Dr. Herman Kühn of a paint sample taken near the top 
edge of the panel, the main element in the composition of the somewhat thin ground was 
lead white, along with calcium carbonate (chalk), and a yellowish material, probably 
medium (oral communication to Faries by Dr. Rainald Grosshans, 1 November 1979). A 
plausible explanation of this result is that Kühn analyzed a particle of the ground as a 
whole, that is, along with a priming layer that contained lead white. 
27 As seen in the infrared photograph taken by the museum, gratiously provided to 
Faries by Dr. Rainald Grosshans during the interview cited above (see note 25). 
28 This was observed already in Utrecht 1955, cat. no. 61; see also Faries’s notes 
describing the thin, linear application of brush strokes in different directions in the 
canons’ faces, made when studying the painting in the conservation laboratory in Berlin, 
25 February 1974. 
29 The planarity of the faces is also emphasized by the contrast of the highlighted areas 
that project out, and the dark glazed areas that “sink” in. The fact that the underdrawings 
were similar in the series was already noted by Faries 1975, 203, note 16. For more 
discussion of Scorel’s portrait method, see cat. nos. 19-20. 
30 Goddelijk geschilderd, honderd meesterwerken van Museum Catharijneconvent, with 
contributions by H.L.M. Defoer, J. Dijkstra, X. van Eck, T.G. Kootte, and edited by E.J.F. 
van Schooten and W.C.M. Wüstefeld, Zwolle, 2003, cat. no. 25, dated c. 1535, and with 
an illustration of the underdrawing in the woman’s portrait (published previously by 
Faries 1975, fig. 4). 
31 Panel, 45.5 x 36.3 cm, auctioned at Christie’s, New York, 15 January 1988, lot 91; 
Molly Faries studied the painting by IRR at the M. Roy Fisher Gallery in New York, 20 
October 1993, revealing an underdrawing laid out in firm, chalk contours similar to those 
in inv. no. 2376 (see the letter by M. Faries to William Bracken, 25 November 1993, and 
IRR MF 1160). Although somewhat later, the underdrawing in Scorel’s Portrait of 



                                                                                                                                                 
Reinoud van Brederode, Amsterdam, Rijksmuseum, inv. no. A1619, is also closely 
related in type (IRR MF 524).  
32 Helmus 1999a, 96, citing the monograph by Joanna Woodall; Helmus further mentions 
that the attribution to Scorel was also implied in publications associated with the 1986 
Kunst voor de Beeldenstorm exhibition. 


