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Daniel Horst, a researcher at the 
Rijksmuseum. In his discussion of a 
previously unknown set of twelve 
prints with Reformation iconography 
purchased by the Rijksmuseum in 
1989, he also used the drawings and 
stained-glass panels as comparison 
material.5 The print series, dating  
from around 1560, bears the mono-
gram of the Antwerp engraver Frans 
Huys (d. before 10 April 1562), but the 
design has since been attributed to the 
Antwerp artist Gerard van Groeningen 
(active 1561-c. 1575/76).6 With the aid 
of the prints, Horst was able to place 
the drawings and panels in the right 
context and analyse them in this still 
convincing sequence. Identifying the 
figures in the prints and the explanatory 
inscriptions were an essential part of 
this. Both series are concerned with 
the question of how mankind can 
attain salvation.
 There are two reasons for revisiting 
Crabeth’s group of glass designs and 
panels. To start with, I want to present 
two drawings by Dirck Crabeth that 
were recently spotted in the art market, 
one of which is the sketch for the second 
glass panel in the Rijksmuseum referred 
to above, and the other the example for 
one of the three drawings in Utrecht.7  
Ilja Veldman’s recent new attribution 
and interpretation of these three sheets 
in the Catharijneconvent collection is 
the second reason for this article. 

< 

t h e  r i j k s
m u s e u m

b u l l e t i n

I n 1986 the Rijksmuseum staged a 
major exhibition, Art before the 

Iconoclasm: Northern Netherlandish 
Art 1525-1580, systematically charting 
all forms of artistic expression from 
that period.1 The exhibits included 
glass painting in the form of stained-
glass roundels, monumental church 
windows and designs. Dirck Crabeth 
(c. 1510/20-1574), the most important 
and probably the most productive glass 
painter in the Northern Netherlands, 
was well represented, with stained-
glass windows and drawings from  
the fifteen-forties until the end of  
his career.2 The drawing and the 
corres ponding roundel Christ as  
the Saviour of Man Reborn, both in  
the Rijksmuseum’s collection, were  
shown together for the first time; the 
catalogue entries also examined three 
iconographically similar drawings 
elsewhere and another panel in the 
Rijksmuseum, The Creation of Eve,  
the Fall of Man, Mankind Bound by 
Disobedience.3 Karel Boon, a former 
director of the Print Room, had 
previously found a link between these 
and other drawings with the same 
theme and style in the collections of  
the Rijksmuseum, the Fondation 
Custodia and the École nationale 
supérieure des Beaux-Arts, both in 
Paris, and the Museum Catharijne-
convent in Utrecht.4 The definitive 
reading of the series is thanks to 

The Road to the Salvation of Mankind: 
Additions to the Series of Glass 

Designs by the Crabeth Brothers

Detail of fig. 11

•  z s u z s a n n a  v a n  r u y v e n - z e m a n *  •
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 Fig. 1
dirck crabeth ,  
The Creation of Eve, 
the Fall of Man,  
Man Bound by 
Disobedience,  
c. 1545-50.  

Pen and brown ink, 
238 x 187 mm. 
Netherlands,  
private collection.
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 Fig. 2
dirck crabeth ,  
The Creation of Eve, 
the Fall of Man,  
Man Bound by 
Disobedience ,  
c. 1545-50.  

Grisaille and silver 
yellow on clear glass, 
25 x 20 cm. 
Amsterdam, 
Rijksmuseum,  
inv. no. bk-1984-46.
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These sheets were previously part  
of the group discussed by Horst as 
coming from the workshop of Dirck 
Crabeth, and are now in my opinion 
erroneously attributed to the Antwerp 
artist Pieter Huys (c. 1520-before April 
1586), a brother of the engraver Frans 
Huys, and detached from the series.8 
After a brief recap of the iconography 
and tradition of Crabeth’s Road to 
Salvation series, which will also look at 
two glass panels mentioned in passing 
at the time but not illustrated, I will 
narrow down the date and establish the 
print series’ relationship to Crabeth’s 
designs. In conclusion, I will propose  
a new attribution to Dirck’s younger 
brother Wouter Crabeth for the three 
copies in Utrecht on the basis of 
stylistic comparison and another 
parallel in their work. 

The Eight Steps on the Road 
to the Salvation of Mankind

The newly discovered drawings by 
Dirck Crabeth in the art trade are  
the first two episodes in the series.  
The first sheet, The Creation of Eve, 
the Fall of Man, Man Bound by 
Disobedience, begins with the Old 
Testament and combines two episodes 
from Genesis (2:21-22; 3:1-7) (fig. 1).  
In the foreground we see the creation 
of Eve from the sleeping Adam’s rib, 
and in the background on the left  
the Fall of Man. The Expulsion from 
Paradise that usually followed this  
is replaced here by an allegorical 
representation in the background on 
the right: Adam is tied to a tree by  
the personification of Disobedience.  
In translation the Latin text on the 
banderol above the figures reads: ‘Now 
the works of the flesh are manifest.’9  
It is a partial quote from Galatians  
5:19, which is followed by a long list  
of sins and the warning ‘that they 
which do such things shall not inherit 
the kingdom of God’ (Galatians 5:21).  
The glass panel in the Rijksmuseum’s 
collection executed to this design was 
changed in several respects (fig. 2).10 

The panel, without an inscription, 
proves to be an expurgated version  
of the original drawing, perhaps at  
the client’s request. The genitalia of  
the still innocent Adam are exposed  
in the sketch but concealed by a blade 
of grass and a twig with leaves in the 
panel. Even more interesting is the 
presentation of Adam as Man in a skirt 
made of fig leaves. This implies Man’s 
newfound realization that he was naked 
after he had eaten of the forbidden fruit 
and that he had to cover himself out of 
shame.
 The second drawing is Moses Points 
the Sinful Man to Hell (fig. 3). Man 
from the previous episode, wearing a 
wreath of fig leaves around his loins,  
is tormented in the background by a 
female figure with a snake’s head and  
a demon with a club. In translation,  

 Fig. 3
dirck crabeth , 
Moses Points 
Sinful Man to Hell,  
c. 1545-50.  
Pen and brown ink, 
246 x 177 mm. 
Netherlands,  
private collection.
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the crossed-out Latin text reads ‘the 
horrible transgressor of every law’, 
freely after St Paul.11 The figure with 
horns, Moses, points sinful Man to the 
fires of hell that await him on the right, 
while God’s wrath manifests itself in 
the form of a sword from his mouth. 
Until now this episode in the Dirck 
Crabeth series was known only from a 
drawn copy in the Museum Catharijne-
convent in Utrecht (fig. 4). Ilja Veldman 
recently named the scene John the 
Baptist Points Man Tormented by his 
Conscience to God’s Word and gave it  

a different interpretation.12 She argues 
that the pointing figure is not Moses 
but John the Baptist, and that he is not 
pointing to the fires of hell before him, 
but to God in heaven. The sword more - 
over would rather symbolize the word 
of God, the Bible. She explains the 
obvious inconsistency with the quatrain 
on the back of the copy, which mentions 
both the law and God’s wrath, as a 
misunderstanding by the sixteenth-
century author, and relates the text  
to the scene in the background.13 Her 
reasoning rests on the fact that in all 

 Fig. 4
Workshop of  
dirck crabeth/
wouter crabeth, 
Moses Points  
Sinful Man to Hell,  
c. 1550-60. 
Pen and dark grey ink 
over black chalk, 
washed in some 
places in light  
brown and grey ink, 
319 x 213 mm.  
Utrecht, Museum 
Catharijneconvent, 
inv. no. abm te27. 
Photo: Ruben de Heer
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hanging on his left hip are unusual.14 
Crabeth may have made a mistake with 
the attributes, as he did with the Latin 
text. The quatrain identifies the two 
goblins as Conscience and Despair. 
Veldman thinks that the demonic figure 
on the right is not Despair but Sin, on 
the basis of a 1545 woodcut by Lieven 
de Witte.15 
 After the previous warnings, Man 
has begun to improve his life. In the 
third episode, Man as a Pilgrim between 
Ingenuity and Good Works, Crabeth’s 
original drawing for which is in Paris, 
École nationale supérieure des Beaux-
Arts, he has put on pilgrim clothes as a 
sign that he has become a follower of 
the Roman practices (fig. 5).16 Blind-
folded Ingenuity – to be understood  
as the inadequate human power of 
reason – points him in the direction  
of a seated monk and the promise of 

Protestant propaganda images, John 
the Baptist is the one who intro duces 
the new (and proper) faith to reborn 
Man, and that Moses is the represen-
tative of the old law (which does not 
work). This assertion is absolutely 
correct. John the Baptist will indeed 
get the chance to show Man the right 
path, but not until the penultimate, 
seventh episode, where he has pushed 
Moses into the back ground (fig. 11). In 
the second episode Man is still the old 
Adam, with a garland of leaves around 
his loins, and he still has to pass through 
different stages in search of his salva-
tion. The pointing figure is not wearing 
a garment of camel’s hair like John the 
Baptist, and in terms of type, clothing, 
the text of the quatrain and the parallels 
with the print series he must represent 
Moses. Nevertheless, the book instead 
of the tablets of the law, and the sword 

 Fig. 5
dirck crabeth , 
Man as a Pilgrim 
between Ingenuity 
and Good Works,  
c. 1545-50.  
Pen and brown ink 
over black chalk,  
236 x 191 mm.  
Paris, École nationale 
supérieure des 
Beaux-Arts, inv. no. 
m699. Photo © 
Beaux-Arts de Paris, 
Dist. rmn-Grand 
Palais / image Beaux-
arts de Paris
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three crowns, on condition that he starts 
to perform good works. However, this 
is window dressing, as expressed in the 
quatrain on the back of the sheet.17 Man’s 
eyes are shut, the Bible under his arm is 
closed, and Ingenuity’s tilted candle is 
extinguished as a sign that the human 
intellect is weak. There is a surviving 
glass panel to this design, which is now 
in St Mary’s Church in Shrewsbury, 
England (fig. 6).18 The burning hellfire 
in the quatrain is clearly visible on the 
left. The design, originally intended for 
a rectangular panel, is now elongated 
to adapt it to the then popular shape of 
glass panels with an arched top.
 Man between Ingenuity and Christ is 
the fourth episode in the series with an 
original drawing in the same Parisian 
collection, this time without an inscrip-
tion on the back (fig. 7).19 Man is still 
shown in the guise of a pilgrim but his 

 Fig. 6
dirck crabeth , 
Man as a Pilgrim 
between Ingenuity 
and Good Works,  
c. 1545-50.  
Grisaille, silver  
yellow and sanguine 
on clear glass,  
32 x 19.5 cm. 
Shrewsbury, 
Shropshire,  
Church of St Mary, 
east window of  
the north porch.

 Fig. 7
dirck crabeth , 
Man between 
Ingenuity and Christ, 
c. 1545-50. Pen and 
brown ink over black 
chalk, 236 x 191 mm. 
Paris, École nationale 
supérieure des 
Beaux-Arts, inv. no. 
m698. Photo ©  
Beaux-Arts de Paris, 
Dist. rmn-Grand 
Palais / image Beaux-
arts de Paris
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eyes are now open; he holds an open 
Bible in his hand and his head is turned 
to listen to Christ. Ingenuity tries to 
prevent this with all her might, using  
a pair of bellows to pump false infor-
ma tion about the value of good works 
into his ear. A bedridden invalid is 
shown in the background probably  
as an illustration of good works.
 The fifth episode has only survived 
as a copy in Utrecht, Tormented Man 
Begs God for Mercy (fig. 8).20 Our 
pilgrim sits on a rock and in spite of  
his good works is still menaced by the 
same goblins he had to face as the old 
Adam in the second scene (figs. 3, 4). 
Conscience, with a scourge in its right 
hand, grabs Man by the hair and gnaws 
at his heart, while Ingenuity pushes  
a burning torch under his nose. They 
force Man to repent in the scene in  
the background. Man begs God for 
forgiveness and mercy, and God hears 
him. Instead of a quatrain on the verso 
the major figures are shown speaking 
Latin. Man, seated, complains: ‘Mine 

iniquities have taken hold of me.’ 21  
From the mouth of the kneeling man  
in the background comes the plea ‘Have 
mercy on me, a sinner’, to which God 
replies ‘Come unto me, all ye that 
labour and are heavy laden.’ 22 Because 
Dirck’s original design has not survived 
we do not know whether the pentimento 
by God’s right arm was an improvement 
by the copyist, or whether he had 
originally experimented with a differ-
ent pose for God the Father and then 
changed it. A badly mutilated glass 
panel in The Hague comes closer to 
Dirck Crabeth’s style than the drawn 
copy in Utrecht (fig. 9). Although 
Veldman identifies the panel as Man 
between God’s Word and Sin it is clearly 
an incorrectly restored version of Dirck 
Crabeth’s design.23 The scene in the 
foreground with Man and Despair is all 
that has survived. The unknown restorer 
turned the figure of Conscience, still 
recognizable from her trunk, into an 
angel and extended her scourge as  
a sword. 

 Fig. 8
Workshop of  
dirck crabeth/
wouter crabeth, 
Tormented Man  
Begs God for Mercy,  
c. 1550-60.  
Pen and dark grey and 
brown ink over black 
chalk, light brown wash 
in places, 323 x 215 mm. 
Utrecht, Museum 
Catharijneconvent,  
inv. no. abm te28. 
Photo: Ruben de Heer

 Fig. 9
dirck crabeth ,  
Man Tormented  
by Conscience and 
Despair, from the 
panel Tormented 
Man Begs God for 
Mercy, c. 1545-50. 
Grisaille, silver yellow 
and sanguine on clear 
glass, 20 x 25 cm.  
The Hague, C.J. 
Berserik Collection.
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We also know the sixth episode as a 
copy in Utrecht after Dirck Crabeth’s 
design, Reborn Man Is Equipped with 
Christian Armour by God (fig. 10).24  
Man has taken off his pilgrim’s clothes; 
his hat, staff and canteen also lie next 
to him on the ground. The plea from 
his mouth reads: ‘Create in me a clean 
heart, O God.’ to which God replies: 
‘Put on therefore, as the elect of God.’ 25  
The drawing is the only one of the 
three copies to have a quatrain on the 

verso as well as the Latin inscriptions 
on the recto.26 Man is reborn and 
receives from God ‘the shield of faith, 
the helmet of salvation and the sword 
of the spirit’, attributes of the Christian 
warrior.27 Immediately Despair, Blind 
Ingenuity and Death flee from him,  
like the graceful woman in the centre. 
According to the quatrain she is ‘innate 
ability’, Man’s (earlier) conviction to 
perform good works in order to obtain 
salvation of his soul.

 Fig. 10
Workshop of  
dirck crabeth/
wouter crabeth, 
Reborn Man is 
Handed the Christian 
Armour by God,  
c. 1550-60.  
Pen and dark brown 
ink over black chalk; 
some outlines 
touched up in dark 
grey ink, brown  
and grey wash,  
325 x 216 mm. 
Utrecht, Museum 
Catharijneconvent, 
inv. no. abm te29.
Photo:  
Ruben de Heer
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The penultimate, seventh episode, 
which we know from a sketch in the 
Rijksmuseum, shows Christ as the 
Saviour of Man Reborn (fig. 11).28 The 
naked, ‘nieu creatuer’ is now embraced 
by Belief and directed to Christ by 
John the Baptist. This is emphasized  
by John’s words: ‘Behold! The Lamb  
of God, who takes away the sins of the 

 Fig. 11
dirck crabeth , 
Christ as the  
Saviour of Man 
Reborn, c. 1545-50.  
Pen and brown ink 
over black chalk,  
322 x 190 mm. 
Amsterdam, 
Rijksmuseum,  
inv. no. rp-t-1960-175. 

world.’ 29 On the cross are the words  
of Christ: ‘And I, if I am lifted up from 
the earth, will draw all peoples to 
Myself,’ whereupon Man replies: ‘take 
me.’ 30 Christ ascends the cross with  
the Devil, Death, a naked man and two 
women who cannot be further identi-
fied on his back. They may represent 
personifications of various sins.  
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provided for in the design, has been 
lost, and the topmost part of the Cross 
above the horizontal beam is missing.
 The last episode, the drawing in 
Paris, Fondation Custodia (F. Lugt 
Collection), Institut Néerlandais, The 
Fight of New Man against the Forces  
of Evil, brings together the beginning 
and the end: the old Adam and the new 

The quatrain on the verso emphasizes  
that Christ is the only gateway to the 
Father.31 This is why a prophet and 
Moses with his staff have been pushed 
into the background, behind John  
the Baptist. The corresponding glass 
panel, without the Latin inscriptions, 
has survived incomplete (fig. 12).32 As so 
often happens, the semi-circular top, 

 Fig. 12
dirck crabeth , 
Christ as the Saviour 
of Man Reborn,  
c. 1545-50.  
Grisaille and silver 
yellow on clear glass, 
25 x 20.5 cm. 
Amsterdam, 
Rijksmuseum, 
inv. no. bk-1984-45.
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Man (fig. 13).33 In the meantime the latter 
has been dressed as a Christian warrior 
and crosses swords with the Devil, all 
kinds of monsters and a false prophet 
on the right. The old Adam tries to 
intervene but he is held back by Faith. 
Immediately above the action are the 
words ‘Good is set against evil, and so 
also is the sinner against a just man.’ 34 
Christ the Saviour with the cross on 
his shoulder, God the Father and the 
Holy Ghost look down from heaven, 
while Death hands a crown to the 

Christian warrior. In the clouds are the 
words ‘the glorious death of the saints’.35 
The quatrain on the back literally puts 
the scene into words.36 
 The Christian warrior also figures in 
yet another drawing by Dirck Crabeth 
in the Rijksmuseum, Man as a Christian 
Warrior between God’s Wrath and the 
Devil. This scene, which Horst had 
already regarded as problematically 
fitting into the series, does indeed not 
belong in our group. It forms a pair with 
an as yet unpublished drawing by Dirck 
Crabeth in New York. On the sword in 
both drawings there is the inscription 
‘tlevende / woert’ (The Living Word) 
instead of the Latin inscriptions in our 
series, and stylistically they appear to 
have been created later.37 

Dating of Dirck Crabeth’s 
Original Designs and the
Relationship to Huys’s Print
Series 

Dirck Crabeth has a large oeuvre of 
drawings, which are entirely devoted 
to his glass painting. As well as four-
teen designs for church windows and 
an impressive series of cartoons for six 
of his Gouda windows, we also know of 
thirty or so pen-and-ink drawings for 
glass panels, not all of which, however, 
are by his hand.38 The execution differs 
according to the function of the draw-
ing. As before, the designs for glass 
panels are usually line drawings, those 
for church windows are washed pen-
and-ink drawings, and the cartoons were 
executed in chalk. He signed neither 
his drawings nor his stained glass, but 
his characteristic style is now well 
known. The four drawings of the Road 
to Salvation, one in Amsterdam and 
three in Paris referred to above, were 
long ago recognized as by his hand, 
and the three in Utrecht as workshop 
pieces produced to his designs. In 
literature the four are usually dated  
in the fifteen-sixties and only on one 
occasion to the first half of the fifteen-
fifties.39 Similarities to designs for the 
only surviving dated series of glass 

 Fig. 13
dirck crabeth ,  
The Fight of New Man 
against the Forces  
of Evil, c. 1545-50.  
Pen and brown ink 
over black chalk,  
335 x 194 mm.  
Paris, Fondation 
Custodia (F. Lugt 
Collection), Institut 
Néerlandais,  
inv. no. 3950.
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panels by Dirck Crabeth from the house 
at 9 Pieterskerkgracht in Leiden may 
argue in favour of early work. Since 
the first publication of this combined 
series, dating from 1543 and now in the 
Musée des Arts Décoratifs in Paris, we 
know of seven designs in total, six for 
the Samuel cycle and one for the Paul 
cycle placed below it.40 In the drawing 
Samuel Anoints Saul King, Saul looks 
strikingly like the pilgrim in the two 
drawings in Paris (figs. 5, 7, 14), while 
Samuel is similar to Moses in type and 
physique, with the stocky legs implied 
under their clothes and the swords at 
their sides (figs. 3, 14). Another parallel 
with the Samuel cycle is found in the 
figures of Adam and the man who 
empties a pitcher on the left in the 
drawing Samuel Sacrifices a Ram to 
Jahweh in Amsterdam. There are even 
more likenesses between various men’s 
heads, like Samuel and Moses, or the 
second man on the left with the long 
beard and God the Father (figs. 3, 15). 
Finally, in addition to the Leiden series 
of 1543, a design for a church window, 
Christ and the Tribute Money with 
Emperor Charles v, likewise in 
Amsterdam (fig. 16), can be seen as  
an argument for the early dating of 
the Road to Salvation cycle.41 Despite 
the difference in function, scale and 
drawing technique, the similarity 
between the Christ figure in this design 
and this figure in one of the sheets  
in Paris (fig. 7) is unmistakable.  

 Fig. 14
dirck crabeth , 
Samuel Anoints  
Saul King, 1543.  
Pen and brownish 
black ink over black 
chalk, 250 x 193 mm. 
Paris, Haboldt & Co.

 Fig. 15
dirck crabeth , 
Samuel Sacrifices a 
Ram to Jahweh, 1543. 
Pen in brownish black 
ink over black chalk, 
257 x 200 mm. 
Amsterdam, 
Rijksmuseum,  
inv. no. rp-t-1992-85.
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 Fig. 16
dirck crabeth , 
Christ and the Tribute 
Money with Emperor 
Charles v, 1543-49. 
Pen and black ink, 
grey and red wash,  
371 x 178 mm. 
Amsterdam, 
Rijksmuseum,  
inv. no. rp-t-1937-13.

In Dirck’s later works, starting with his 
first Gouda window in 1555, the compact 
figure style gives way to more elongated 
figures, which justifies the early dating 
of the Road to Salvation cycle to the 
period 1545-50. Another characteristic 
also points to this dating. Dirck 
Crabeth often used Latin inscriptions 
in his monumental stained glass. In  
the designs/corresponding panels of  
the story of St Paul and the Road to 
Salvation, however, we find the only 
examples of integrated texts in panels, 

albeit that in the Road to Salvation series 
there is a text on only one surviving 
panel (fig. 6).42 
 Given the difference in dating 
between Crabeth’s glass designs and 
Frans Huys’s prints – the designs from 
the second half of the fifteen-forties 
and the prints from around 1560 – 
there can be no question of the prints 
having any influence on the drawings.43  
As yet we cannot identify a common 
source; but in view of the unusually 
large iconographic similarities to the 
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print series, the German multi-scene 
woodcut by the Monogrammist N.G., 
The Origin of Sin and the Judgment of 
Man before God, may well have served 
as the example for it.44 The reverse 
influence of Crabeth’s designs on 
Gerard van Groeningen’s is also doubt-
ful. The greatest similarity is in the 
episode Man between Ingenuity and 
Christ (figs. 7, 17). For the rest, similar 
ideas are always depicted differently, 
spread over more scenes with additions 
and with figures in different clothes, and 
the story has a different conclusion: 
new Man dies without having gone 
through the stage of being a militant 
warrior of Christ.45 Crabeth’s glass 
panels and Huys’s prints are expressions 
of Reformation ideas common in the 
sixteenth century, and were intended 
for a Lutheran clientele, as Horst had 
already argued.46 

The Maker of the Three Copies
in Museum Catharijneconvent 
in Utrecht

With the discovery of Dirck Crabeth’s 
original design from which one of the 

drawings in Utrecht was copied, the 
old attribution to one of the artist’s 
assistants can be reinstated.47 Like the 
originals, the copies are pen-and-ink 
drawings over black chalk, now with 
some wash for the shadow passages. 
Compared to the original, their style is 
far more Mannerist, which is particularly 
obvious in the two versions of Moses 
Points Sinful Man to Hell (figs. 3, 4). 
The squat proportions of the two 
figures in the foreground of Dirck’s 
design are lengthened and Moses’s 
slim legs show through his long, thin 
tunic much more clearly. The copyist 
remained true to the original down to 
the tiniest details, like the hands and 
the feet, but with subtle alterations. 
For example, the left hand of the old 
Adam in Dirck Crabeth’s drawing, 
which corresponds exactly to Saul’s 
left hand (figs. 1, 14), was given 
somewhat longer, slim fingers in the 
Utrecht copy. Aside from the materials 
used and the figure style, the drawing 
technique is also different. Crabeth’s 
characteristic short, arch-like dashes 
he used to articulate the faces and 

 Fig. 17
frans huys  
after gerard  
van groeningen, 
Annunciation/ 
Man between 
Ingenuity and Christ, 
from the series The 
Road to the Salvation 
of Man, c. 1560.  
Engraving,  
275 x 362 mm. 
Amsterdam, 
Rijksmuseum,  
inv. no. rp-p-1989-168.



116

t h e  r i j k s m u s e u m  b u l l e t i n

bodies are replaced by short parallel 
lines, and hatching was even added  
in the robe of God the Father. This 
copyist’s hand cannot be detected in 
any of Dirck Crabeth’s workshop 
drawings. It points to someone who 
was close to Dirck Crabeth but at  
the same time had developed a more 
advanced, individual style, which is 
why it is tempting to see the hand of 
the young Wouter Crabeth (c. 1520/ 
30 - September 1589). 
 We do not know the exact date of 
birth of this younger brother, nor 
Dirck’s. It is generally accepted that 
there was a difference of ten to twenty 
years between them.48 Wouter, like 
Dirck, would have learnt his trade in 
their father’s workshop and he later 

 Fig. 18
dirck crabeth ,  
St Catherine from  
the Cartoon for 
Window 6, 1571.  
Black chalk, approx. 
3,200 x 680 mm. 
Gouda, Church of  
St John, strip B1, 
detail.

 Fig. 19
wouter crabeth ,  
St Margaret from  
the Cartoon for 
Window 23, 1562.  
Black chalk, brush and 
brown ink, approx. 
3,400 x 700 mm. 
Gouda, Church of  
St John, strip E1, 
detail. 

worked with his brother for a time. In 
1560 and 1562 he carried out portrait 
commissions for Dirck for his windows 
whether they were executed or not. He 
did not make his debut until 1561 in the 
Church of St John with a stained-glass 
window of the abbess of Rijnsburg,  
the first of his four windows in Gouda. 
Far fewer works by him are known out-
side Gouda, all taking their attributions 
from his documented work in Gouda, 
and with one exception all undated. 
They are three designs for church 
windows (one dated 1567), one design 
that may be for a tapestry, two designs 
for small glass panels and eleven such 
glass panels, the latter all sold to 
England. In his first window, Solomon 
and the Queen of Sheba, Wouter’s style 
was already different from Dirck’s. 
Whereas the older artist was clearly 
classically inspired, the younger artist’s 
work has a more Mannerist touch, 
based on artists such as Frans Floris 
(1515/20-1570). We do not know where 
Wouter mastered this style, perhaps  
on supposed trips to France and Italy 
or from prints he had seen. The three 
copies in Utrecht after Dirck’s work 
could be an interim stage in Wouter’s 
development from the late fifteen-
fifties, and can be regarded as Wouter’s 
earliest drawings. It is interesting how 
Conscience’s small-breasted body in 
Dirck’s drawing was changed into a sen-
sual being in the copy. This is reflected 
in the female saints in the brothers’ 
later cartoons for windows, despite  
the difference in size and technique 
compared to the designs: Dirck’s 
monumental, robust St Catherine  
in a diaphanous robe, and the more 
elegant, supple figure of Wouter’s  
St Margaret, whose voluptuous lines 
are accentuated by ‘wet drapery’  
(figs. 18, 19). As we have seen, Wouter’s 
small drawn oeuvre known up till  
now contained only two sketches for 
glass panels (fig. 20).49 Despite their 
identical function and the fact that they 
are almost the same size as the Utrecht 
sheets, these later drawings of Bible 
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scenes do not lend themselves well  
to comparison. This is due not only  
to the meticulous finishing touches  
in pen and brush, but also to the 
refined composition with Renaissance 
architec ture, partly influenced by the 
three Gouda windows to a design by 
Lambert van Noort (c. 1520-1570/71).  
It is only the swift drawing of the back-
ground, the mountain landscape and 
the tree with short strokes in pen in 
The Pharisee and the Innkeeper that 
show some similarity to one of the 
sheets in Utrecht (figs. 20, 8). Wouter 
Crabeth would go on to use the typical 
kneeling pose of reborn Man (fig. 10) 
again, not only for the Pharisee, but  
for the high priest in his stained-glass 
window with Heliodorus (1566) in the 
Church of St John in Gouda.
 The collaboration between the 
brothers may have lasted until around 
1564. We still have an example from 
that period showing how Wouter 
appeared to have followed in Dirck’s 
footsteps. It is the repetition of Dirck’s 
scene Moses before the Pharaoh (Exodus 
7:10-12) in St Michael’s Mount, in 
Wouter’s panel in Cholmondeley  
(figs. 21, 22).50 The different styles of 
the two artists are easily recognizable 
despite the severe damage to both 

 Fig. 20
wouter crabeth ,  
The Pharisee and the 
Innkeeper, c. 1565-70. 
Black chalk, pen and 

brush and brown ink,  
312 x 215 mm.  
Brussels, private 
collection.

 Fig. 21
dirck crabeth  
or workshop,  
Moses before the  
Pharaoh, c. 1555-60.  
Grisaille, silver yellow 
and sanguine on clear 
glass, 30.5 x 25.5 cm. 
Cornwall, St Michael’s 
Mount, Chevy Chase 
Room.

 Fig. 22
wouter crabeth ,  
Moses before the  
Pharaoh, c. 1560.  
Grisaille and silver 
yellow on clear glass,  
25 x 20 cm.  
Cholmondeley,  
Cheshire, Cholmondeley 
Castle Chapel.
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panels. This parallel once again 
illustrates the old practice of repeated 
use of successful designs, either in an 
identical style, as in the case of the 
Samuel cycle in Leiden, replicas of 
which were made later, or in an 
individual idiom of the copyist, as  
in the Road to Salvation series.51 In 
1564 both Dirck and Wouter bought 
houses in different locations in Gouda, 
where they must have continued their 
workshops separately.52 From 1563 
Wouter Crabeth went his own way, 
not only in the drawing technique of 
his designs for glass panels but also in 
his cartoons by adding washes. Unlike 
Dirck, he never used Latin inscriptions 
in his drawings or windows. In the two 
copies in Utrecht he undoubtedly did 
so in imitation of the still unknown 
original by Dirck. One of the sheets 
has no inscription because the text in 
the original was crossed out (figs. 3, 4).

 In Conclusion
The quatrains on the verso of five 
drawings out of the group of eight, 
sometimes in combination with Latin 
bible quotes on the recto, present us 
with a mystery. If they were intended 
as a text panel under the picture, we 
would expect to see them on all the 
sheets, particularly on those with the 
same provenance like the sheets in 
Utrecht or those in the École nationale 
supérieure des Beaux-Arts in Paris. 
Similar quatrains on the back can be 
found on at least three more sheets from 
other series from the Crabeth work-
shop.53 A study of the characteristics of 
the sixteenth-century handwriting on 
all the sheets suggests that they are all 
by the same hand, but were not written 
at the same time or with the same pen. 
They were not penned by the Crabeths, 
whose handwriting we know from the 
Gouda documents. Perhaps someone 
added appropriate passages to a number 
of drawings from Dirck’s workshop 
stock shortly after his death with the 
intention of making an inventory or 
repeat.

In view of the Protestant nature of  
the Road to Salvation series the glass 
panels must have been intended for a 
private house and made for the first 
time around 1550. Nothing whatsoever 
is known about the original provenance 
of any fifteenth- or sixteenth-century 
Netherlandish roundels, with the ex-
ception of the Samuel and Paul cycles 
in Leiden. Historical interiors of homes 
were susceptible to fashion, change  
of function or even demolition. With 
the arrival of sash windows in the 
eighteenth century, cross windows  
fell out of fashion and their roundels 
were removed and sold. Most of them 
were shipped to England and installed 
in churches and country houses. Three 
of the four recovered panels in the 
Road to Salvation series evidently 
spent some time together in Oxford, 
judging by the earliest documented 
provenance of the two glass panels  
in the Rijksmuseum from the Lady 
Chapel of Christ Church Cathedral, 
and that of the panel in the Berserik 
Collection in the Bodleian Library. 
The eight episodes discussed in this 
article would have fitted into two cross 
windows, that is if there were no more 
episodes in the series. The designs of 
the seventh and eighth episodes suggest 
a glass panel with a semi-circular top. 
The panel in Shrewsbury, corres pon d-
ing to the third episode, is the only  
one in this original shape. The drawings 
and the glass panels have clearly not 
stood the test of time unscathed. They 
have been cut and sometimes down-
right mutilated. Nevertheless, they  
still give us a fascinating glimpse into 
the thinking in Lutheran circles with 
spiritualist influences. The idea that 
Man is judged by his belief in Christ 
and not by Good Works had literally 
served as a shining example for the 
client who commissioned the series.
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The two newly-discovered drawings by the glass painter Dirck Crabeth presented 
here fit seamlessly into his series The Road to the Salvation of Man, which has long 
been known. The drawings are the design for the first episode, until recently known 
only as a glass panel, and the original of the second episode, the copy of which, 
along with two copies of other episodes are in Museum Catharijneconvent in 
Utrecht. Stylistic clues have made it possible to date Dirck Crabeth’s drawings and 
the corresponding surviving glass panels earlier, to around 1545-50. They share the 
thinking represented in a Lutheran series of prints by Frans Huys dating from 
around 1560 to a design by Gerard van Groeningen, which was discussed by Daniel 
Horst. An analysis of the career of the young Wouter Crabeth, his collaboration 
with Dirck and characteristics of their different styles demonstrates that the three 
copies in Utrecht could be by Wouter Crabeth, contrary to the recent attribution by 
Ilja Veldman to the Antwerp artist Pieter Huys, Frans’s brother, and in line with the 
previously held attribution to one of Dirck’s assistants.
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