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Panels and Dendrochronology: Works by Jan van Scorel and other 
Masters in the Centraal Museum’s Collection 
 
by Molly Faries and Peter Klein 
 
 
Wooden panels, as constructs of planks with framing, are artifacts that can 
provide a record of historical craft traditions in a given locale. When analyzed by 
dendrochronology, a discipline that has been applied to the study of early 
Netherlandish painting since the mid-1980s, panels can yield other types of 
information, such as the identity and provenance of the wood, whether or not the 
wood derives from the same tree, and an approximate date for a panel’s use. Jan 
van Scorel’s works offer a good introduction to the wooden supports artists used 
for their paintings in the fifteenth and sixteenth centuries and to the ways they are 
studied today. 
 

 
 
Fig. 1. Original reverse of the Raising of Lazarus (cat. no. 30) with original hooks for 
hanging. 
 
 
Wood, Panel Construction, and Carpentry Traditions 
All of Scorel’s panels in the Centraal Museum’s collection are oak. Even though 
durable, oak panels can still be cut down and altered in various ways. Some of 
Scorel’s panels have pieces added that change their format, such as the 
Madonna with Wild Roses, cat. no. 23; and almost all have had their reverse 
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sides thinned down or smoothed at some point, usually for the attachment of 
modern braces or cradling. One painting, however, in the Scorel group, the 
Raising of Lazarus, cat. no. 30, has survived in its original state and can give us 
a good idea of a panel’s original appearance -- that is, the original format, the 
original wooden planks, and most likely, the original frame with original hooks for 
hanging.1 

 
The reverse of the Raising of Lazarus has been beveled on all four sides to fit to 
the frame (fig. 1). This is one sign that the format is original. The rough hewn 
appearance of the reverse, in particular, testifies to the originality of the wood 
surfaces. The wood has been split in some areas; the surfaces of the boards are 
irregular, and marks of woodworking tools, such as an adze, also appear. Some 
straight lines have been gouged into the frame which might be traces of marks 
that are now usually interpreted as cargo marks.2 The panel’s construction is 
typical of Scorel’s paintings and those of many other masters, with the boards 
running in the longest direction. The boards are of an average width (from around 
20 to 27.5 cm) and thickness (up to 1.5 cm).3 Since there is no evidence this 
panel has been cut down on any of the sides, the dimensions of this work might 
relate to the historical unit of measure in Utrecht, the Rhineland foot.4 In this 
case, the panel’s size correlates well to a measurement of 3 by 5 ¼ Rhineland 
feet.      
 
In the Centraal Museum’s collection, there are only a few exceptions to the use 
of oak for panels. One is the long board painted on both sides by an anonymous 
artist, the Works of Charity for the Poor of St. James and Last Judgment (cat. no. 
21). The wood has been identified as Scots pine,5 a tree native to Europe from 
Norway to Spain. The use of pine is extremely unusual for Netherlandish 
painting. Only five examples of other wood species (fir, linden, beech, and pear) 
have been identified so far among the thousands of Netherlandish panels that 
have been studied.6 The Works of Charity is exceptionally wide -- it is the full 
width of the tree -- and long, 392.5 cm, and it may have been necessary to go 
outside the usual sources to find a wooden beam of this size.7 Another exception 
is Lambert Sustris’s Preaching of John the Baptist (cat. no. 35), which is painted 
on a panel identified as poplar.8 Since poplar was the customary support for 
paintings made in Italy and southern Europe, this finding is critical and has 
allowed art historians to place the execution of this work in Sustris’s later career 
in Italy. Of the group of portraits attributed to Crispiaen and Daniël van den 
Queecborne and a follower, cat. nos. 15, 16 and 17, one panel is walnut (see cat. 
no. 16, inv. no. 8884), while the other three are oak from the area of western 
Germany. The oak used for all other panels in the Centraal Museum -- and, in 
fact, for almost all Netherlandish paintings -- is from another region. It derives 
from the Baltic area, most likely the forests of coastal Poland and the lands 
accessed by the Vistula River and its tributaries.9 This information about the 
provenance of wood is provided by dendrochronology experts who use the 
identity of wood to determine which regional master chronology should be 
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referenced for dating estimates. The information also helps establish patterns of 
commerce in timber.  
 
Oak planking called wainscot (wagenschot) was a main staple of Baltic trade, 
which was continuous from the fourteenth to the seventeenth century when it 
was disrupted by the Thirty Years War and the second Swedish-Polish War.10 
We can get some sense of what wainscot was like from the boards found in a 
fifteenth-century shipwreck in Gdansk Bay. Seventy-nine planks of wainscot 
survive from the so-called “Copper Wreck”; these are split boards that still have 
sapwood and cargo marks. The boards are from 2.3 to 4 m long, 30 to 35 cm 
wide, and around 5 cm thick.11 In feet, the lengths can be estimated as from 8 to 
13.9 Gdansk feet or 7.3 to 12.7 Rhineland feet.12  
  
In Scorel’s works, the planks vary in width with the size of the work. Those in the 
Lokhorst Triptych average around 18 cm in width, while planks in Scorel’s later 
altarpieces for the Grote Kerk in Breda and the Benedictine abbey of 
Marchiennes (now in Douai, Musée de “La Chartreuse”) measure up to 30 cm 
wide, close to the width of raw wainscot. The boards in these altarpieces are also 
some of the longest that survive in Scorel’s paintings, but their length would have 
been surpassed by the altarpiece (now lost) that Scorel was commissioned to 
paint for the Nieuwe Kerk in Delft in 1550. According to the contract for this work, 
the Delft altarpiece was to be ten breete van tien voeten ruym en ter lanckte eens 
wageschots ofte 12 voeten in de hooghte (a generous ten feet in width, and in 
height, the length of one wainscot or 12 feet).13 In other words, the height was 
equal to the longest planks then available. The Delft commission shows that 
Scorel could work on a scale that was on a par with the most monumental works 
of the time in either the northern or southern Netherlands.14  
 

 
 
Figs. 2-3. Butterfly cleats in the center panel of the Stoning of Stephen polyptych in 
Douai (left) and the left wing of the Finding of the True Cross altarpiece in the Grote 
Kerk, Breda (right). They are around 4 cm long and are covered by original paint.  
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There is good reason to believe that the Breda and Douai altarpieces were made 
in Utrecht by the same cabinetmaker, and were then painted and shipped from 
Scorel’s shop to their respective locations. It cannot be coincidental that the 
length of the boards in the wings of both altarpieces is almost exactly the same -- 
232-4 cm long, or c. 7 ½ Rhineland feet.15 Moreover, the panel surfaces of both 
altarpieces exhibit the same carpentry trademark: a butterfly cleat inlaid across 
the seams between the planks near the top and bottom of the panels to join and 
align the long boards (figs. 2-3).16  This form of joining is distinctive in Scorel’s 
works, since most of the boards in the group at large have simply been glued or 
joined with the more usual wooden dowels. Altogether seven of Scorel’s panels 
in the Centraal Museum have been joined with dowels. When planking has 
retained its original thickness, dowels cannot be seen, but dowels and/or dowel 
holes can be revealed in X-radiographs.17   
 
There is little evidence for the use of standardized formats in the Scorel group, 
certainly not to the degree it appears in sixteenth-century Antwerp or in the 
seventeenth-century Netherlands.18 Because of alterations made to panels and 
the differences between historical and contemporary measurements, the use of 
standard sizes is difficult to prove. Nonetheless, standardization might be 
expected in compositional replicas. For his repetitions of the Virgin and Child, 
Scorel used large, medium, and small-sized panels measuring ± 60 x 44 cm, ± 
44 x 35 cm, and ± 35 x 25, with an approximate height to width ratio of around 
1.3-4 to 1. The smallest of these panels belongs to a size category that appears 
so frequently that it can be considered a standard format for the period. This is 
also the size of some of Scorel’s smaller portraits. Additionally, the shortest 
dimension (width) of the largest of the Madonna’s is equal to the longest 
dimension (height) of the next size down, a phenomenon that has been observed 
elsewhere in panel groupings.19 It has been shown that Scorel used a system of 
proportional reduction for the compositional elements in these Madonna’s.20 
Using panels of standard sizes would certainly have facilitated this copying 
routine. This practice recurs in other compositional replicas the artist painted later 
in his career (for further discussion, see the essay on Scorel’s drawing and 
painting technique).  
 
 
Method of Dendrochronology 
Dendrochronology is a method for dating wooden artifacts, including panel 
supports.21 At present, oak, beech, fir, spruce, pine and stone pine can be dated, 
while poplar, linden, chestnut and walnut cannot. Dendrochronology has proven 
to be critical for the study of Netherlandish painting, because of the almost 
exclusive use of Baltic oak. Since 1968, the dendrochronology department of the 
University of Hamburg has carried out more than 5000 analyses of panel 
paintings, and dating estimates can be obtained in about 85 percent of the cases. 
 
Oak has to lay down a growth ring each year. These annual rings can be seen on 
the flat surfaces of wood or, occasionally, in X-rays, but they are particularly 
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visible as end grain on the short ends of the planks making up a panel. When 
wood has been split along the straight rays, which is done to produce planks less 
susceptible to warping, these growth rings will stand more or less perpendicular 
to the plank’s flat surface. In dendrochronology, the growth rings are not counted, 
but measured (see fig. 4). The differences in ring width result in a growth-ring 
curve reflecting the pattern of growth that is unique to the climate and region 
where the tree grew. The growth pattern of the undated wood can in turn be 
compared with a master chronology of wood of known age and location. The 
master chronology for Baltic oak covers nearly one thousand years, offering 
ample opportunities for cross-dating. A match results in a date for the annual ring 
that was the last one growing in the wood used for the panel (often called the 
youngest year ring). This date can then provide a terminus post quem for a 
painting, since it allows an estimate of the earliest possible felling date of the tree 
and the wood’s subsequent use. 
 

 
 
Fig 4. Peter Klein taking growth ring measurements  
in the Centraal Museum (photo: Leeflang)  

 
Certain variables have to be taken into account in order to arrive at dating 
estimates. When cabinetmakers prepared oak for panels, they usually trimmed 
off the bark and the light, perishable sapwood, thereby eliminating the record of 
the tree’s most recent growth. Statistical values must be applied to arrive at an 
estimate of the number of missing sapwood rings that must be added to make 
any calculation of date. These depend not only on the age of the tree but also on 
the provenance of the wood, since sapwood growth varies in the western and 
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eastern regions of Europe. For oak trees in the Baltic region, sapwood growth 
ranges between a minimum of nine and a maximum of thirty-six rings, with a 
median value of fifteen. For Western Europe, the growth varies between seven 
and fifty sapwood rings, with a median of seventeen. These values are used to 
arrive at estimates of a tree’s felling date, both the earliest as well as the more 
probable felling date. Other steps must then be taken to account for the number 
of years that might be involved in the transport and seasoning of the wood. By 
referring to either signed and dated or securely datable works, it has been 
determined that panels of the sixteenth and seventeenth centuries were used 
from two to eight years after the tree was felled. There are fewer dated works 
from the fifteenth century for comparison, but research suggests a period for 
transport and seasoning anywhere from ten to fifteen years, depending on the 
workshop. Dendrochronological analysis thus produces a series of dating 
estimates: the first possible and more probable date for the felling of the tree, and 
options for the plausible dates after which the panel could have been used. This 
is data that is best expressed in tables, to emphasize that the dates are relative.  
 
 
Interpretation of Dendrochronological Data 
When there is a large amount of dendrochronological data available, as is the 
case for Scorel’s paintings, the results lend themselves to various types of 
analysis. In the following discussion, forty-six records in the Scorel group at large 
were selected for study and database analysis.22 For the dendrochronological 
statistics related to Scorel’s paintings in the Centraal Museum, see the table at 
the end of this essay.  

 
As mentioned above, dendrochronology provides an estimate of a panel’s 
earliest use, a terminus post quem. This is based on the date of the year-ring that 
was the last one growing in the wood used for the panel, to which a minimum 
number of years is added to compensate for missing sapwood rings, transport, 
and seasoning. Presuming that the cabinetmaker(s) who trimmed away the 
sapwood did that in a consistent, methodical manner, the dendrochronological 
order should follow the probable order in which the paintings were executed. In 
this way, dendrochronological estimates and art-historical dates can be 
compared.  

 
Sapwood is still present in only two works by Scorel, the Lamentation in the 
Centraal Museum (cat. no. 24) and the Bathsheba in the Rijksmuseum, indicating 
that the trimming of sapwood, and perhaps also some heartwood rings, was 
routine. Comparing the dendrochronological sequence with some of Scorel’s key 
pieces for which there are relatively firm dates results in a good degree of 
correlation, as the following examples demonstrate. The four group portraits of 
members of Utrecht’s brotherhood of Jerusalem pilgrims (cat. nos. 20, 25-26) 
can all be fairly closely dated, based on the latest pilgrimage year mentioned in 
the inscriptions under the portraits. The two twelve-pilgrim panels, datable to c. 
1525, have dendrochronological dates that are at least one decade earlier than 
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the nine-pilgrim panel, which is datable to c. 1535. The latest of the group 
portraits, the five-pilgrim panel, which can be dated to 1541, also has the latest 
dendrochronological estimates of the four paintings. With the addition of an 
average number of sapwood rings to compensate for trimming and ten years for 
seasoning, the art historical and dendrochronological dates for this painting 
coincide almost exactly, 1541 and 1542 respectively. The dendrochronological 
dating range of the Lokhorst Triptych (cat. no. 21) is close to that for Scorel’s 
group portrait of Twelve Members of the Haarlem Brotherhood of Jerusalem 
Pilgrims (Haarlem, Frans Hals Museum).23 Both are important works that have 
traditionally been dated by art historians to just before and just after Scorel’s trip 
to Haarlem in 1527. The dendrochronological dates of the Lokhorst Triptych also 
precede those of the artist’s large Lamentation, with an interval of at least ten 
years between the works, a difference in time that also accords well with art-
historical dating. The Raising of Lazarus (cat. no. 30) with 1543 as the presumed, 
earliest date for use is last in the dendrochronology sequence. Since this 
composition derives from a work associated with Scorel’s late altarpieces in 
Douai, it must date later than c. 1540. Moreover, the dendrochronological date of 
use for the Raising of Lazarus, 1543, is close to that for the St. Sebastian in 
Rotterdam (Museum Boijmans Van Beuningen), which is dated 1542.24 These 
correlations confirm the overall chronological order. 

 
Anomalous datings, either too-early or too-late, do sometimes occur. Three of 
Scorel’s paintings in the Centraal Museum, the two panels with twelve members 
of Utrecht’s Jerusalem brotherhood and the Virgin and Child  (cat. no. 22), have 
dendrochronological dating estimates that fall in the fifteenth century. Even if the 
maximum number of years is added for sapwood growth, transport and 
seasoning, the estimates still result in dates that are well before Scorel began his 
painting career in Utrecht after returning from Italy. Since, in these cases, there is 
no sapwood present, some heartwood rings may also have been cut off. In some 
cases, trimming away as little as one cm of wood can eliminate as many as 
twenty years of growth,25 an observation that would certainly help account for 
some of the too-early estimates. What makes this situation even more interesting 
is that these three works in the Centraal Museum’s collection have dating 
estimates that are as early as a small group of works that are thought to have 
been painted during Scorel’s Haarlem period from 1527 to 1530 (see Table 1).26 
It is noteworthy that this group of works includes some of Scorel’s most 
prestigious commissions, the panels painted for the Utrecht Jerusalem 
brotherhood and the Baptism of Christ (Haarlem, Frans Hals Museum) that was 
painted for the commander of the Order of St. John in Haarlem. Since the panels 
with Jerusalem pilgrims have such unique shapes and specific dimensions, they 
were probably specially ordered for the chapel where the brotherhood met (see 
cat. nos. 20, 25-26). It must also be concluded that when Scorel painted in 
Haarlem he had access to particularly well-seasoned wood.        
 
The time for transport and seasoning can vary from workshop to workshop.27 By 
comparing dendrochronological and art-historical dates, it is possible to make a 
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closer approximation of this time interval, which can vary from a minimum of 
seventeen years to a maximum of twenty-five, that is, by adding either two or ten 
years to an average amount of sapwood growth (fifteen years). For Scorel’s 
paintings, there is some evidence that the length of time for transport and 
seasoning lessened over the span of the artist’s career. The Lokhorst Triptych is 
datable to c. 1526. By assuming an average number of years for sapwood 
growth and a longer estimate for transport and seasoning (ten years), the 
dendrochronological date matches the art-historical date almost exactly. As 
mentioned above, these calculations also apply to the group portrait with five 
members of the Jerusalem brotherhood. This amount of seasoning fits a number 
of other works dating into the 1530s, but the situation changes with several 
paintings from the decade of the 1540s, including the Raising of Lazarus 
discussed earlier.28 The art-historical dates for these works are firm, and they 
correlate better with shorter drying times.29 A longer estimate of ten years for 
transport and seasoning has been found to be more appropriate for the 
workshops of Rogier van der Weyden and other fifteenth-century masters, and 
researchers have found that this longer estimate also applies to the works of the 
early sixteenth-century Antwerp painter, Joos van Cleve.30 This same finding can 
now be proposed for Scorel’s earlier paintings up to the beginning of the 1540s. 
A comparison with Maarten van Heemskerck, Scorel’s studio assistant in 
Haarlem, produces a markedly different result. Several of this artist’s early works 
were painted on wood for which only a very short period of seasoning is possible. 
It appears that just after Heemskerck left Scorel’s shop, he painted on relatively 
fresh wood while his master clearly had access to well-seasoned panels 
(compare Tables 1 and 2).     
 
Table 1. Panels in the Jan van Scorel Group with Too-Early Datings 
 

Artist Title Museum Inventory 
Number 

Last- 
Growing 

Year Ring 

Art- 
Historical 

Date 

Firm 
Date 

Earliest 
Possible  
Date for 

Use 

Discre-
pancy 

Between 
Dendro-

chronolog-
ical and Art-

Historical 
Date 

Scorel, Jan 
van 

Baptism of Christ Amsterdam, 
Rijksmuseum 

A 1636 1457 1530  1468 62 

Scorel, Jan 
van 

Portrait of a Man Frankfurt, 
Städelsches 
Kunstinstitut 

1154 1466 1530  1477 53 

Scorel, Jan 
van 

Baptism of Christ Haarlem, 
Frans Hals 
Museum 

I,312 1481 1530 1530 1492 38 

Scorel, Jan 
van 

Christ Carrying 
the Cross 

Private 
Collection 

 1485 1530  1496 34 

Scorel, Jan 
van 

Virgin and Child Lisbon, Museu 
Nacional de 
Arte Antiga 

1844 1486 1530  1497 33 
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Scorel, Jan 
van 

Portrait of A Man Amsterdam, 
Rijksmuseum 

A 3853 1488 1529 1529 1499 30 

Scorel, Jan 
van 

Portrait of a 
Man 

Berlin, 
Staatliche 
Museen zu 
Berlin 

644b 1489 1530  1500 30 

 
 
 
Table 2. Early Paintings by Maarten van Heemskerck for which little or no time can be 
estimated for transport and seasoning. 

 
 
Dendrochronology has still more applications. Comparable growth-ring curves 
can indicate that the planks making up a panel derive from the same tree. This is 
the case for five of Scorel’s paintings in the Centraal Museum, implying that the 
wood was ordered together as a batch from the same panel maker’s shop for the 
commission in question. This finding is particularly important for Scorel’s two 
group portraits of twelve members of Utrecht Jerusalem Brotherhood (cat. nos. 
20), for it supports the notion to give them the same date and consider them a 
pair. Dendrochronology can also distinguish original from later copy. In the Scorel 
group, the copy of the Mary Magdalene in Palermo and the Portrait of Adrian VI 
in Utrecht are copies that date after Scorel’s lifetime, that is, from the late 
sixteenth- and early seventeenth century, respectively.31 Based on the paintings 
studied so far, the situation is different for compositional replicas produced in 
Scorel’s shop: the Madonna with Wild Roses in Utrecht and the Madonna with 
Celandine in Berlin have dendrochronological datings that are close enough to 
suggest that the works could have been painted “side by side”.32 In addition, 
other paintings in the Centraal Museum’s collection, such as the Virgin and Child 
(cat. no. 32, on loan), the Preaching of John the Baptist, and the Burning of Troy 
(cat. nos. 34), that might otherwise be considered later copies by other 
workshops or by later followers of Scorel, are actually on wood contemporary 
with the period of Jan van Scorel’s activity (see the overall Dendrochronology 
Table below). 

Artist Title Museum Inventory 
Number 

Last- 
Growing 
Year Ring 

Art- 
Historical 

Date 

Firm 
Date 

Earliest 
Possible  
Date for 

Use 

Discrepancy 
Between 

Dendrochro
nological 
and Art-

Historical 
Date 

Heemskerck, 
Maarten van 

Rest on the 
Flight into Egypt 

Washington, 
D.C., National 
Gallery of Art 

1961.9.36 
(1398) 

1516 1530  1527 3 

Heemskerck, 
Maarten van 

Portrait of a 
Young Scholar 

Rotterdam, 
Museum 
Boijmans Van 
Beuningen 

1797 1525 1531 1531 1536 -5 
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DENDROCHRONOLOGY TABLE OF PAINTINGS THE CENTRAAL MUSEUM 
 

This table includes all of the works in the Centraal Museum that have been studied by 
dendrochronology. It follows the sequence of catalogue numbers, so that works 
attributed to the same master(s) and workshops can be grouped together. The mark  
( �  ) indicates the presence of sapwood on the specified board. Boards in one painting 
indicated with an asterisk ( * ) signify that they derive from the same tree. The mark ( �  ) 
indicates boards from more than one painting that derive from the same tree.  
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DENDROCHRONOLOGY TABLE OF PAINTINGS THE CENTRAAL MUSEUM 
 
 

 
Cat. 
No. 

Artist Title Inv. 
No. 

Wood 
Type 

Number of Boards 
and Growth Rings 

Last- 
Growing 

Year 
Ring 

Earliest 
Possible 
Felling 
Date 

Estimated 
Felling 
Date 

Presumed 
Date of Use 
After 2 or 10 

Years 
Seasoning 

4 Boecoep, 
Mechtelt van 
Lichtenbergh toe 

Pietá with 
Mary 
Magdalene 

18073 Oak Baltic I*:    125 growth rings 
II*:   128 growth rings 
III*:  127 growth rings 

1527 1536 1542 1544/1552 

5 Bosch, 
Hieronymus, 
follower 

Temptation of 
Saint Anthony 

2537 Oak Baltic I:      160 growth rings 1433 1442 1448 1450/1458 

6 Claesz. van 
Utrecht, Jacob 

Portrait of a 
Knight of 
Saint John 

10583 Oak Baltic I:    127 growth rings   1450 1459 1465 1467/1475 

8 Cornelisz. van 
Oostsanen, 
Jacob 

Crucifixion 27855 Oak Baltic I*:   149 growth rings                            
II*:  130 growth rings 

1495 1504 1510 1512/1520 

12 Monogrammist 
N.D. 

Portrait of a 
Cleric 

2475 Oak Baltic I:     224 growth rings 1531 1540 1546 1548/1556 

15 Queecborne, 
Crispiaen van 
den 

Portrait of 
Marcus (de) 
Mamuchet 

8887 Oak, 
western 
European 

I:      92 growth rings 
II:    174 growth rings 
III:    77 growth rings 

1609 1613 1623 1625/1633 

16 Queecborne, 
Daniel van den 

Portrait of 
Nicolas de 
Malapert 

8885 Oak 
western 
European 

I:    142 growth rings                                
II:   146 growth rings                               
III:   92 growth rings 

1530 1537 1547 1549/1557 

17 Queecborne, 
Daniel van den, 
follower 

Portrait of 
Jehan 
Mamuchet 

8886 Oak  
western 
European 

I:     59 growth rings                                 
II:   152 growth rings                              
III:   68 growth rings 

1523 1530 1540 1542/1550 
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20 Scorel, Jan van Portraits of 
Twelve 
Members of 
the Utrecht 
Jerusalem 
Brotherhood 

2379 Oak Baltic I*� :  180 growth rings                             
I*� :  166 growth rings 

1484 1493 1499 1501/1509 

20 Scorel, Jan van Portraits of 
Twelve 
Members of 
the Utrecht 
Jerusalem 
Brotherhood 

2378 Oak Baltic I� :   120 growth rings                          
II:    174 growth rings 

1457 1466 1472 1474/1482 

21 Scorel, Jan van Lokhorst 
Triptych, 
middle panel 

6078a Oak Baltic I*:    160 growth rings                                
II*:   129 growth rings                              
III*:  178 growth rings 

1502 1511 1517 1519/1527 

22 Scorel, Jan van Virgin and 
Child 

28224 Oak Baltic I:      216 growth rings 1480 1489 1495 1497/1505 

23 Scorel, Jan van Madonna with 
Wild Roses 

12432a Oak Baltic I:      192 growth rings                                    
II:     129 growth rings  

1491 1500 1506 1508/1516 

24 Scorel, Jan van Lamentation 
of Christ 

6450 Oak Baltic I*:    161 growth rings                                  
II*:   247 growth rings                                
III:     83 growth rings                                
IV� : 272 growth rings                                 
V:     214 growth rings 

1516 1525 1531 1533/1541 

25 Scorel, Jan van Portraits of 
Nine 
Members of 
the Utrecht 
Jerusalem 
Brotherhood 

2377 Oak Baltic I:    150 growth rings                       
II:   114 growth rings 

1495 1504 1510 1512/1520 

26 Scorel, Jan van Portraits of 
Five 
Members of 
the Utrecht 
Jerusalem 
Brotherhood 

2376 Oak 
Baltic 

I*:    163 growth rings 
II*:   107 growth rings 
III:   163 growth rings 

1517 1526 1532 1534/1542 
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27 Scorel, Jan van, 
workshop 

Lamentation 
of Christ with 
Portraits of 
Members of 
the Egmond 
Family 

11208 Oak Baltic I:      115 growth rings                                
II:     148 growth rings 

1516 1525 1531 1533/1541 

28 Scorel, Jan van, 
workshop 

Adoration of 
the Magi 

23542 Oak Baltic I33                                   
II                                   
III:     90 growth rings                     
IV:   104 growth rings 

1506 1515 1521 1523/1531 

29 Scorel, Jan van, 
workshop 

Crucifixion 

  

Oak Baltic I*:    297 growth rings                                 
II*:   156 growth rings                               
III*:  275 growth rings 

1505 1514 1520 1522/1530 

30 Scorel, Jan van, 
copy after 

Raising of 
Lazarus 

7646 Oak Baltic I:      125 growth rings    
II:     196 growth rings                                  
III:    127 growth rings                                 
IV:   190 growth rings 

1526 1535 1541 1543/1551 

31 Scorel, Jan van, 
workshop 

Triptych of 
the Family De 
Visscher van 
der Gheer, 
middle panel 

2375 Oak Baltic I*:    228 growth rings                                
II:     139 growth rings                                 
III*:  195 growth rings 

1511 1520 1526 1528/1536 

32 Scorel, Jan van, 
follower 

Virgin and 
Child 

  

Oak Baltic I*:       90 growth rings                                
II*� : 250 growth rings                               
III*:  198 growth rings 

152234 1527 1533 1535/1543 

33 Scorel, Jan van, 
copy after 

Portrait of 
Pope Adrian 
VI 

2244 Oak Baltic I*:   183 growth rings                                   
II:    195 growth rings                                     
III*: 160 growth rings 

1603 1612 1618 1620/1628 

34 Suavius, 
Lambert 

The Burning 
of Troy 

2374 Oak Baltic I:      229 growth rings 1531 1540 1546 1548/1556 

37 Anonymous Epitaph of 
Raas van 
Haamstede 

2482 Oak Baltic I:      156 growth rings                         
II:     162 growth rings                   
III:    156 growth rings 

1436 1445 1451 1453/1463 
 

39 Anonymous, 
Utrecht Master 

Portrait of 
Evert 
Zoudenbalch 

286 Oak Baltic I:      221 growth rings 1474 
 

1483 1489 1491/1499 
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40 Anonymous, 
North 
Netherlands 

Crucifixion 14175 Oak Baltic I:     200 growth rings                        
II:    186 growth rings 

1480 1489 1495 1497/1505 

41 Anonymous, 
Utrecht Master 

Portrait of 
Jacob van 
Driebergen 

12432 Oak Baltic I :    238 growth rings                                      
II:    195 growth rings                                 
III:    74 growth rings 

1478 1487 1493 1495/1503 

45 Anonymous, 
North 
Netherlands 

Preaching of 
John the 
Baptist 

11949a Oak Baltic I:       20 growth rings                                      
II*: 100 growth rings                                   
III*:  98 growth rings 

1525 1534 1540 1542/1550 

48 Anonymous, 
North 
Netherlands 

Memorial 
Panel with the 
Family of 
Borre van 
Amerongen 

2470 Oak Baltic I*:   150 growth rings                                    
II*:  140 growth rings                                   
III:   184 growth rings                                    
IV:   186 growth rings                    
V:  227 growth rings 

1561 1570 1576 1578/1586 

52 Anonymous, 
Southern 
Netherlands 

Virgin and 
Child 

2480 Oak Baltic I:   222 growth rings 1517 1526 1532 1534/1542 

55 Anonymous, 
Southern 
Netherlands 

Portrait of 
Charles V 

2478 Oak Baltic I:   289 growth rings 1523 1532 1538 1540/1548 
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1 There are only three other panels in the Scorel group with original reverses. It can only 
be assumed that the frame of the Raising is original, since it was not possible to date the 
wood (report by P. Klein dated 2 June 2006). Although there are aspects of style and 
painting technique that deviate from Scorel’s usual practice, the possibility that the 
Raising of Lazarus still derives from Scorel’s workshop cannot be excluded entirely. 
Dendrochronology dates the panel to within the lifetime of the artist. 
2 See, for instance, T. Wazny and D. Eckstein, “Der Holzhandel von Danzig-Geschichte, 
Umfang und Reichweite,” in Holz als Roh- und Werkstoff 45 (1987), 509 -13, and I. 
Tyers, “The European trade in boards, 1200 – 1700,” lecture at the symposium, 
European Trade in Painters’ Materials to 1700, Courtauld Institute of Art and National 
Gallery, London, February 11-12, 2005 (forthcoming Archetype Publications, 2008). 
Such marks have also been interpreted as carpenters’ or lumberjacks’ marks; see 
Wadum 1995, 162. 
3 Wadum 1995, 154, states that boards were usually 25 to 29 cm wide and 8 to 30 mm 
thick. The overall width of boards in Scorel’s paintings ranges from under 18 cm up to 33 
cm, and the thickness ranges from 20 to 30 mm. The only X-radiograph taken of the 
Raising of Lazarus does not reveal the use of dowels to join and align the boards. 
4 For the length of feet in different Netherlandish cities and regions, see Verougstraete 
and Van Schoute 1989, 76; the Rhineland foot = 31.38 cm.   
5 Report P. Klein, dated 12 June 2001. 
6 See Klein 2003, 72-73 and table 4, and for the identification of pear, Peter Klein, 
“Appendix B, Dendrochronological Analyses of Panels Attributed to Gerard David,” in 
M.W. Ainsworth, Gerard David: Purity of Vision in an Age of Transition, New York, 1998, 
323.   
7 For the width, P. Klein (oral communication, 12 February 2007); see also the text by T. 
Van Fulpen in the pamphlet accompanying the Stichting Victor V exhibition: The 
workshop of Jan van Scorel, research and restoration, Centraal Museum Utrecht, 16 
September 2006 – 14 January 2007.   
8 Report: P. Klein, d.d. 29 April 1998. 
9 See Klein 2003, 69, with citations (notes 3 and 4) on timber export from the Baltic and 
Riga, including D. Eckstein, T. Wazny, J. Bauch, and P. Klein, “New Evidence for the 
Dendrochronological Dating of Netherlandish Paintings,” in Nature 320 (1986), 465–66.  
10 Ibid. 
11 I. Tyers, “The European trade in boards, 1200 – 1700,” lecture at the symposium, 
“European Trade in Painters’ Materials to 1700”, Courtauld Institute of Art and National 
Gallery, London, February 11-12, 2005 (forthcoming Archetype, 2008). The felling date 
of the boards has been estimated to 1404. 
12 Verougstraete and Van Schoute, 76. A Gdansk foot = 28.69 cm, and 35 Gdansk feet = 
32 Rhineland feet. 
13 Scorel was to exceed the size of the high altarpiece in the Utrecht Domkerk, which 
was “eight feet less two thumbs wide and nine feet less one and one-half thumb high”; 
Scorel had been asked to obtain these measurements, which he did by using a string, 
and then sent them by letter to the Delft church masters; see Faries 1972, 270-71. 
14 Verougstraete and Van Schoute 1989, 77, also mention that twelve feet was the 
maximum length of boards. The authors refer to Bernard van Orley’s Passion Altarpiece 
(Onze-Lieve-Vrouwkerk, Bruges) with a central panel made up of eleven vertical planks, 
± 311 cm in length, 30 to 35 cm wide, and 2 to 3 cm thick, surmounted by a section 
constructed from two horizontal boards. 
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15 There are only a few other instances of the use of planks of the same length: Scorel’s 
portraits of members of the Brotherhoods of Pilgrims to Jerusalem in both Utrecht and 
Haarlem (three of which are ± 275 cm long; see cat. nos. 20, 25-26) and two other 
portraits, of George of Egmond and Jean Carondolet, both ± 57 x 80 cm.   
16 Van Asperen de Boer and Faries 1977, 172. 
17 Of those panels with joined planking and sufficient thickness, dowels have been 
ascertained in the portraits of Members of the Utrecht Jerusalem Brotherhood, the 
Lokhorst Triptych, the Lamentation, and the small Lamentation with Members of the 
Egmond Family (cat. nos. 21); see Houtzager 1967, 262-65. The Crucifixion also has 
butterfly cleats on the image side, see cat. no. 29.  
18 Wadum 1995, 160. 
19 J. Bruyn, “Een onderzoek naar 17de-eeuwse schilderijformaten, voornamelijk in 
Noord-Nederland,” Oud Holland 93 (1979), 113. 
20 Faries and Helmus 2000, appendix. 
21 For a recent overview of dendrochronology of early Netherlandish painting, see Klein 
2003. 
22 Using data provided by Peter Klein, dendrochronological estimates, comparisons, and 
dating discrepancies were calculated by Molly Faries using FileMakerPro. 
23 Using the more probable felling date for the trees and adding ten years for seasoning, 
the Lokhorst Triptych has a dendrochronological probable-use date of 1527 and the 
Haarlem painting, 1526. 
24 The youngest tree-ring in the St. Sebastian is 1521 while that of the Raising is 1526. 
With the addition of an average number of sapwood rings (15), both a lower (2) and 
higher (10) estimate for transport and seasoning accord well with the date of the St. 
Sebastian. 
25 In Scorel’s Baptism of Christ (Amsterdam, Rijksmuseum, inv. no. A1636), 253 growth 
rings were measured on the left board, with the average width of the youngest fifty rings 
varying between 0.5 to 1.0 mm. This suggests that a missing amount of one cm of 
heartwood would correspond to ten to twenty growth rings. 
26 In addition to the paintings cited in Table 1, the list includes two more paintings, Donor 
Portraits in Dessau and a Carrying of the Cross, now on the art market.  
27 Klein 2003, 69-71. 
28 In addition to the Raising of Lazarus, the works include the St. Sebastian dated 1542 
(Rotterdam, Boijmans Van Beuningen Museum); Landscape with Bathsheba at her Bath 
(Amsterdam, Rijkmuseum); and the Calling of Peter (private collection). 
29 The dendrochronology for Mechtelt toe Boecop’s Pietà tends to support this finding: 
the painting is dated 1546, which correlates better with a shorter rather than a longer 
period of seasoning (see table). 

 30 See van J. R. J. Asperen de Boer, J. Dijkstra, and R. Van Schoute, Underdrawing in 
Paintings of the Rogier van der Weyden and Master of Flémalle Groups, Nederlands 
Kunsthistorisch Jaarboek 41 (1992), Appendix, 44-46; and M. Leeflang and P. Klein, 
“Dating Paintings: the Workshop of Joos van Cleve, a Dendrochronological and Art 
Historical Approach,” Colloque XV pour l’étude de la technologie et du dessin sous-
jacent dans la peinture: la peinture ancienne et ses procédés, copies, répliques, 
pastiches, ed. Hélène Verougstraete and Jacqueline Couvert, Leuven, 2006, 121-30. 

 31 For Adrian VI, see the overall dendrochronological table for paintings studied in the 
Centraal Museum; and for the Palermo copy, see M.A. Faries, “Jan van Scorel’s Mary 
Magdalene: Original and Copy,” Colloque XV pour l’étude de la technologie et du dessin 
sous-jacent dans la peinture: la peinture ancienne et ses procédés, copies, répliques, 
pastiches, ed. H. Verougstraete and J. Couvert, Leuven 2006, 150-58. 
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32 The estimated felling date for the tree supplying the wood for the Madonna with Wild 
Roses is 1506 (see the table below), while that for the compositional replica in Berlin is 
only three years later, 1509 (report by P. Klein, d.d. March 25, 1997).  
33 No measurement was possible for boards I and II. 
34 This includes four sapwood rings, so that the last heartwood ring dates 1518. 


