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SINCE 1970 SOME thirty silver-stained roundels 
have entered the collections of The Cloisters.' Origi- 
nating in both the North and the South Lowlands 
and in Germany and all dating to the end of the 
fifteenth century or the opening decades of the six- 
teenth, these small-scale glass paintings encompass a 
rich variety of styles and subject matter.2 One of 
these roundels, representing an elegant table scene 
(Figure 1), raises questions of iconographic interpre- 
tation and provides an insight into the changing 
moral values and preoccupations of an increasingly 
prosperous and independent-minded society in the 
North Lowlands. 

The central figure of the composition is a fashion- 
ably attired, if not dandified, young man seated at a 
table amply laid with food and drink while two atten- 
tive maids see to his immediate wants. A woman of 
high fashion, seen from the back, shares the table. 
Both figures fix their gazes on a man who wears a 
ragtag costume and has a knapsack and a canister- 
shaped object strapped over his shoulder. He care- 
fully eyes the table, but the focus of his attention is 
enigmatically concealed by the seated woman, thus 
casting the subject of the roundel into doubt. 

By the second decade of the sixteenth century, the 
production of silver-stained roundels in the Low- 
lands had reached quasi-industrial proportions. In- 
dividual subjects such as patron saints and, more 
commonly, series of popular histories, allegories, 
parables, and the like were produced in considerable 
numbers. The more successful series were repro- 
duced over and over; as a consequence several rep- 

licas or versions based on a common design have of- 
ten survived. Designs commissioned from eminent 
artists3 were duplicated as working drawings and 
placed under the glass for the painters at the bench 
to trace. Depending on the talent and initiative of in- 
dividual painters, these drawings were slavishly cop- 
ied or freely interpreted. In larger workshops one se- 
ries may have been executed by as many as three or 
four different hands. In these circumstances, mis- 
takes occasionally occurred as a result of carelessness 
and ignorance of the subject matter. This was evi- 
dently so in the case of The Cloisters roundel: the 
painter did not comprehend, or at least he miscon- 
strued, the subject, for in no other version is the ac- 
tivity of the standing figure obscured. 

The best version in glass of this composition is now 
in the Toledo Museum of Art (Figure 2). Another, in 
fragmentary condition, is installed in a composite 
window in the Royal Museum and Free Library, Can- 
terbury, Kent.4 A slightly later replica of the Toledo 
roundel is now exhibited in Cranbrook House, 
Bloomfield Hills.5 The composition, in a slightly 
variant form, is also preserved in a design now in 
Hannover (Figure 3). And finally, the identical com- 
position appears in a tondo now in the Offentliche 
Kunstsammlung, Basel (Figure 4). In all five in- 
stances, the ragtag man with the barrellike case on 
his back is moved to the left side of the table, and the 
focus of his attention is thus made visible: he is point- 
ing to a pair of dice. The Basel tondo is, further- 
more, accompanied by three others6 that expand the 
narrative of the series. 
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1. Silver-stained roundel, Sorgheloos and Lichte Fortuna. 
North Lowlands, probably Leiden, after an Ant- 
werp design(?), ca. 1520. White glass, silver stain, 
vitreous back-paint, Diam. 9'/16 in. (23 cm.). The 
Metropolitan Museum of Art, The Cloisters Collec- 
tion, 1976, 1976.47 
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2. Silver-stained roundel, Sorgheloos and Lichte Fortuna. 
South Lowlands, probably Antwerp, ca. 1520. 
White glass, silver stain, vitreous paint, Diam. 81/8 in. 
(20.6 cm.) without modern border. The Toledo Mu- 
seum of Art, Gift of Rosenberg and Stiebel, Inc., 
57.49 (photo: The Toledo Museum of Art) 

The first of these (Figure 5) shows the extrava- 
gantly dressed young man being clubbed by a man in 
tattered clothes and being bitten by a woman. The 
second (Figure 6) depicts the young man, his clothes 
now in shreds, carrying an old woman on his back; 
three stylishly dressed men standing before an elab- 
orate architectural edifice disdainfully reject the vag- 
abond. In the last of the series (Figure 7), the young 
man sits disconsolately in front of a hearth feeding 
the meager flame with straw; a dog and a cat keep 
him company. 

The series of tondi in Basel (as well as the glass 
and drawings that rely on common designs) has long 
been thematically associated with the parable of the 
Prodigal Son. Hoogewerff assembles around the four 
tondi a number of drawings in an attempt to recon- 
struct a series of some ten to twelve scenes from a 

3. Design for a silver-stained roundel representing 
Sorgheloos and Lichte Fortuna. South Lowlands, 
Antwerp, ca. 1510-20. Ink on prepared paper with 
white highlighting, 87/6 x 81/6 in. (21.5 x 22.1 cm.). 
Hannover, Kestner-Museum, Z 81 (photo: Nieder- 
sachsisches Landesmuseum, Landesgalerie) 

4. Sorgheloos and Lichte Fortuna. South Lowlands, Ant- 
werp, ca. 1520. Distemper on linen, Diam. 317/8 in. 
(81 cm.). Offentliche Kunstsammlung Basel, inv. 
no. 359 (photo: Kunstmuseum Basel) 



5. Sorgheloos Smitten by Pouer and Bitten by Aermoede. 
South Lowlands, Antwerp, ca. 1520. Distemper on 
linen, Diam. 3113/16 in. (80.8 cm.). Offentliche 
Kunstsammlung Basel, inv. no. 360 (photo: Kunst- 
museum Basel) 

Prodigal Son cycle, which he attributes to Pieter Cor- 
nelisz. Kunst.7 He erroneously cites as the literary 
source of this series a chapbook, De Historie van den 
verloren Sone, which was published in 1540 but is 
thought to derive from a French version of about 
1500.8 In 1970 Konrad Renger reassembled this pur- 
ported Prodigal Son series, which he asserts is the 
earliest sixteenth-century example and which he also 
attributes to Pieter Cornelisz. Kunst.9 More recently, 
this grouping was repeated by Christine Armstrong 
in her excellent study of the moralizing prints of 
Cornelis Anthonisz.10 

Of these scenes, however, the only drawing that as- 
suredly belongs to a Prodigal Son series is the sheet 
in Amsterdam dated 1528 and representing the feast 
celebrating the son's return." The other three draw- 
ings by Pieter Cornelisz. Kunst have been consis- 
tently identified as "The Birth of the Prodigal Son" 
(Figure 8), "The Prodigal Son in Luxury" (Figure 
9),12 and "The Prodigal Son in Wealth."'3 These sub- 
jects are otherwise unknown in any Prodigal Son 
cycle. Furthermore, on the basis of inscriptions on 
the backs of both the Amsterdam and the Oxford 

6. Sorgheloos Carrying Aermoede and Being Rejected. 
South Lowlands, Antwerp, ca. 1520. Distemper on 
linen, Diam. 31'/16 in. (80.5 cm.). Basel, Kunstmu- 
seum, inv. no. 1579 (photo: Kunstmuseum Basel) 

sheets, K. G. Boon conclusively demonstrated that 
these drawings, all dated 1517, in fact represent 
scenes from the popular story of Gauthier and Gri- 
selde or Patient Griselda, which appears in Petrarch, 
Boccaccio, and Chaucer and is known in the Nether- 
lands as Eene schoone Historie van de goede vrouw Gri- 
seldis. 4 

The details of the Basel compositions, likewise, 
cannot be reconciled with any known version of the 
Prodigal Son. Moreover, a series of six woodcuts fully 
explicates the iconography of the four Basel tondi 
entirely outside the context of the Prodigal Son. 
These woodcuts illustrate the story of a profligate 
called Sorgheloos (Careless). Below each scene are 
two parallel stanzas of text, twelve lines each, the first 
of which gives Sorgheloos's unrepentant account of 
the tale and the other the moralizing commentary of 
the author, Jacob Jacobsz. Jonck.'5 The designs are 
attributed, largely and convincingly on stylistic 
grounds, to Cornelis Anthonisz. of Amsterdam, the 
grandson of Jacob Cornelisz. van Oostsanen, who 
was the only important woodcut artist active in the 
North Lowlands until Lucas van Leyden first used 
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7. Sorgheloos in Poverty. South Lowlands, Antwerp, ca. 
1520. Distemper on linen, Diam. 315/8 in. (80.3 cm.). 
Basel, Kunstmuseum, inv. no. 1578 (photo: Kunst- 
museum Basel) 

the medium in his 1512-16 series, the Power of 
Women.16 The blocks were published by Jan 
Ewoutsz., whose monogram and address appear on 
the last sheet and who enjoyed a productive partner- 
ship with Cornelis Anthonisz. The final sheet is also 
dated 1541, placing the series around twenty years 
after the tondi and the roundels. 

The first scene shows Sorgheloos (Careless) accom- 
panied by Weelde (Luxury), both on horseback, 
while Gemack (Ease), along with two dogs, marches 
along on foot (Figure io). In the first stanza,'7 
Sorgheloos asserts that he is without a care and that 
he intends to squander in feasting and drinking all 
that his parents have earned through hard work. In 
the second scene, Sorgheloos and Weelde settle down 
to a feast in the "house of Spendthrift" (Figure 11); 
he tells his companions that he has pawned all he 
owns, so there is plenty of money to spend. In the 
next scene, the table is cleared and the carefree 
couple dance to the tune Folly's Delight (Figure 12). 
Dancing, far from being considered an innocent pas- 
time, was thought to stir up lust and lewd behavior; 
the empty bedchamber in the background alludes to 

8. Pieter Cornelisz. Kunst (ca. 1490-1551), design for 
a roundel representing the birth of the son of Gau- 
thier and Griselde. North Lowlands, Leiden, 1517. 
Ink on paper, Diam. 9 in. (22.9 cm.). Amsterdam, 
Rijksmuseum, Rijksprentenkabinet, inv. no. 21:475 
(photo: Commissie Rijksmuseum Amsterdam) 

9. Pieter Cornelisz. Kunst, design for a roundel rep- 
resenting Griselde beseeching Gauthier. North 
Lowlands, Leiden, 1517. Ink on paper, Diam. 9 in. 
(22.9 cm.). Oxford, Ashmolean Museum, cat. no. P 
I 36 (photo: Ashmolean Museum) 



10. Cornelis Anthonisz. (ca. 1499-1553), Sorgheloos Sets 
Out with Weelde and Gemack. North Lowlands, Am- 
sterdam, published in 1541. Woodblock with color, 
1415A6 X 7% in. (37.9 X 20 cm.). Amsterdam, Rijks- 
museum, Rijksprentenkabinet, inv. no. 32:12ia 
(photo: Rijksmuseum-Stichting Amsterdam) 

11. Cornelis Anthonisz., Sorgheloos with Weelde and Ge- 
mack in the "House of Luxury." North Lowlands, Am- 
sterdam, published in 1541. Woodblock with color, 
145/16 x 77/8 in. (37.9 x 20 cm.). Amsterdam, Rijks- 
museum, Rijksprentenkabinet, inv. no. 32: 12 ib 
(photo: Rijksmuseum-Stichting Amsterdam) 

12. Cornelis Anthonisz., Sorgheloos Dancing with Weelde. 
North Lowlands, Amsterdam, published in 1541. 
Woodblock with color, 1415/16 x 77/8 in. (37.9 x 20 

cm.). Amsterdam, Rijksmuseum, Rijksprentenkabi- 
net, inv. no. 32:121C (photo: Rijksmuseum-Sticht- 
ing Amsterdam) 



13. Cornelis Anthonisz., Sorgheloos and Lichte Fortuna. 
North Lowlands, Amsterdam, published in 1541. 
Woodblock with color, 1415/16 x 77/8 in. (37.9 x 20 

cm.). Amsterdam, Rijksmuseum, Rijksprentenkabi- 
net, inv. no. 32:12 d (photo: Rijksmuseum-Sticht- 
ing Amsterdam) 

14. Cornelis Anthonisz., Sorgheloos Driven from the 
"House of Luxury." North Lowlands, Amsterdam, 
published in 1541. Woodblock with color, 1415/6 x 
77/8 in. (37.9 x 20 cm.). Amsterdam, Rijksmuseum, 
Rijksprentenkabinet, inv. no. 32:12 e (photo: Rijks- 
museum-Stichting Amsterdam) 

15. Cornelis Anthonisz., Sorgheloos Carrying Aermoede 
and Sorgheloos in Poverty. North Lowlands, Amster- 
dam, published in 1541. Woodblock with color, 
1415/6 X 77/8 in. (37.9 x 20 cm.). Amsterdam, Rijks- 
museum, Rijksprentenkabinet, inv. no. 32:12 if 
(photo: Rijksmuseum-Stichting Amsterdam) 



this. In the fourth scene, which corresponds to The 
Cloisters roundel, Sorgheloos loses all his remaining 
money playing dice with Lichte Fortuna (Fickle For- 
tune) (Figure 13). This canister-carrying figure has 
been interpreted as a crullerman;18 in the Basel 
tondo (Figure 4), crullers and wafers can be seen on 
the table. At the time it was customary to gamble 
with crullermen for their wares, which they carried 
about in the canister-shaped containers on their 
backs; these wandering peddlers were considered 
tavern frequenters, dissolutes, and ne'er-do-wells. 
Meanwhile, Sorgheloos's new ragtag companions, 
Aermoede (Indigence) and Pouer (Poverty), have just 
entered the room. In the fifth scene, Weelde and Ge- 
mack walk away, leaving Sorgheloos, stripped of his 
luxurious coat, to fend off Aermoede, who smites, 
and Pouer, who bites (Figure 14). The final sheet 
contains two scenes (Figure 15): through a hole in 
the wall of the hovel, Sorgheloos, pushed along by 
Pouer, can be seen carrying Aermoede on his back 
and being spurned by his friends and relations. In 
the main scene, Sorgheloos in total poverty shares a 
ramshackle abode with Pouer and Aermoede, who 
stirs a pot of thin brew over the fire. The sheaf of 
straw with which Sorgheloos will fuel the fire, the cat 
in the empty larder and the dog licking the empty 

16. Silver-stained roundel, Sorgheloos Dancing with 
Weelde. North Lowlands, Leiden(?), ca. 1520. White 
glass, silver stain, vitreous paint, Diam. 87/8 in. (22.5 
cm.). Leiden, Stedelijk Museum "de Lakenhal," inv. 
no. 7684 (photo: A. Dingian) 

pot, the rancid sprats and herring on the grill, and 
Sorgheloos's lack of shoes are all symbols of his im- 
poverished condition.19 The author then admonishes 
the reader to heed this example and know which life 
to shun. 

The Cornelis Anthonisz. woodcuts allow several 
heretofore unexplained scenes in a number of roun- 
dels to be correctly identified and to be grouped to- 
gether in a partial reconstruction of the original se- 
ries. No known executed roundels or designs have 
survived that correspond to the first two scenes, 
Sorgheloos setting out and Sorgheloos feasting.20 A 
roundel now in Leiden appears to be a variant of the 
composition of the third scene, Sorgheloos dancing 
with Luxury (Figure 16). A replica of this roundel is 
in Castle Cholmondeley, Cheshire,21 and another, 
rather weak version is in the parish church at Dun- 
dalk, County Cork, Ireland. Six examples of the 
fourth scene, Sorgheloos gambling with Fickle For- 
tune, are mentioned above. In addition to the Basel 
tondo, versions of the fifth scene, Sorgheloos at- 
tacked by Pouer and Aermoede, are found in a roun- 
del in Aerdenhout22 and one formerly in Baltimore 
(Figure 17).23 The sixth scene of the Anthonisz. 
woodcut series conflates two scenes that are pre- 
sented separately in all earlier versions. The first of 

17. Silver-stained roundel, Sorgheloos Smitten by Pouer 
and Bitten by Aermoede. South Lowlands, Antwerp(?), 
ca. 1520-30. White glass, silver stain, vitreous paint, 
Diam. 87/8 in. (22.5 cm.). Private collection, Crow- 
link, Rotten Row, Lewes, Sussex (photo: Lightner 
Photographs) 
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these, Sorgheloos carrying Aermoede and prodded 
along by Pouer is found in a number of executed 
roundels, in addition to the Basel tondo. One is now 
in Darmstadt;24 two replicas are in Christ Church, 
Llanwarne, Hereford and Worcester, one of which is 
shown in Figure 18;25 one is in London;26 another is 
in Vienna;27 and a somewhat later version is in a pri- 
vate collection at Melksham Court, Wiltshire. The fi- 
nal scene, Sorgheloos in poverty, is depicted in a 
drawing, now in Stockholm,28 and in three other 
roundels: one of which is now in a private collection 
in Sussex,29 one at Llanwarne (Figure 19),30 and one 
in London.3' 

The iconographic and compositional correspon- 
dences between the various series of roundels and 
the Anthonisz. woodcuts controvert any substantive 
connection of Sorgheloos with the parable of the 
Prodigal Son. The Jacob Jacobsz. Jonck text rein- 
forces the distinction. Unlike the parable of Luke 
15:24, in which the repentant sinner is forgiven and 
returned to grace-"For this my son was dead, and is 
alive again; he was lost, and is found"-there is no 
such homecoming and forgiveness for Sorgheloos.32 
He is rejected by family and friends-"My friends 
and relations all turn away. Through my folly and 
wickedness all is quite spoiled." 

18. Silver-stained roundel, Sorgheloos Carrying Aermoede 
and Being Rejected. North Lowlands, Leiden(?), ca. 
1520. White glass, silver stain, vitreous paint, Diam. 
9'/8 in. (23.2 cm.) without modern border. Christ 
Church, Llanwarne, Hereford and Worcester 
(photo: author) 

L .EEPP- I InlU I III 

Other roughly contemporary texts, such as Grego- 
rius Macropedius's Asotus Evangelicus, written about 
1507, or Guglielmus Gnapheus's Acolastus, written 
about 1529, were allegorical school plays in Latin 
based on the Prodigal, in which the central figure is a 
drunken spendthrift who eventually repents, returns 
home, and is forgiven.33 But Sorgheloos cannot even 
be considered an imitation of the Prodigal.34 The 
saga of Sorgheloos conveys the simple lesson that 
wanton spendthriftiness, the most vitiating manifes- 
tation of concupiscence, leads ineluctably to material 
ruin and a life of unremitting, relentless poverty. In 
a period of economic expansion, it is not surprising 
that popular culture would reflect the very ethical 
values that were much credited for the new prosper- 
ity. Sorgheloos was a pointed morality tailored for an 
audience of sober, hardworking, industrious town 
folk who took an ever-increasing interest in their ma- 
terial well-being. 

Although the name "Sorgheloos" does not appear 
in popular literature prior to the sixteenth century, 
the topos is frequently encountered in moralities that 
have similar themes of concupiscence and date back 
to the early fifteenth century. Close parallels can be 
found in Laurent Gallus's 1408 Somme le Roi, known 
in the Netherlands as Des Coninx Summe, in De Blauwe 

19. Silver-stained roundel, Sorgheloos in Poverty. South 
Lowlands, Antwerp(?), ca. 1520-30. White glass, sil- 
ver stain, vitreous paint, Diam. 815/l6 in. (22.8 cm.) 
without modern border. Christ Church, Llanwarne, 
Hereford and Worcester (photo: author) 



20. Silver-stained panel representing Rhetorica, from a 
series of the Liberal Arts, based on an engraving 
of Cornelis Cort after Frans Floris, after 1565. 
Through the window at the left is a view of a reder- 
ijker play being publicly performed on a temporary 
stage set up against a wall of a building. White glass, 
silver stain, vitreous paint, 8 x 61/2 in. (20.3 x 16.5 
cm.). Haarlem, Frans Hals Museum (photo: author) 

Schuit, a poem also written in the early fifteenth cen- 
tury, and in Sebastian Brant's Narrenschiff, which also 
uses the navicular metaphor but was written toward 
the end of the century.35 Included in a sixteenth-cen- 
tury anthology of assorted poems, table plays, and 
refrains, all conveying similar themes, is a piece en- 
titled Oorden der Aernoet Broeder populated by close 
relatives of Sorgheloos such as "Spil penning" 
(Spend-penny), "Droogh-pot" (Dry-pot), and "Son- 
dert geldt" (Moneyless).36 The name "Sorgheloos" 
apparently first appears in an almanac of parodic 
forecasts, or prognostications, compiled by "heer 
Sorgheloos van Kommerkercke" and printed in Ant- 
werp around 1540.37 By this time the Sorgheloos nar- 
rative had already coalesced, as the roundel series in- 
dicate, into a conventionalized pictorial cycle, and 
Sorgheloos himself had become a recognizable type 
absorbed into other forms of popular culture. 

The origins of the Sorgheloos story are uncertain, 
but it has often been suggested that it derived from a 
rederijker drama.38 By the fifteenth century virtually 
every sizable town in the Lowlands had at least one 

rederijker kamer-a rhetoricians' society or amateur 
theatrical group-composed largely of artists, mer- 
chants, and craftsmen. The rederijkers wrote and 
performed their own material in festivals and 
processions, at landjuwelen, or outdoor literary com- 
petitions, and at other celebrations both public and 
private (Figure 20). 

The rederijker dramatic literature can generally be 
subdivided into the categories offacties, or humorous 
works of moralizing or satirical content; kluchten, or 
farces; and spelen van sinne. The last group, to which 
the story of Sorgheloos would belong, abounds with 
personifications of virtues and vices, or sinnekens. 
The names of the characters in the Sorgheloos story 
are typical sinnekens. These plays, which tend toward 
broad allegorical and moralizing themes, descend 
from medieval mystery and morality plays.39 Perhaps 
the best known of these is Elckerlijc, of which Every- 
man is considered a translation.40 

The text of the Sorgheloos woodcuts published by 
Jan Ewoutsz. can be associated with rederijker drama 
with greater certainty. The author, Jacob Jacobsz. 
Jonck, was active in at least two Amsterdam rederijker 
kamers, "In Liefde Vierdich" and "In Liefde Bloey- 
ende" and three of his plays have survived.41 It is 
therefore probable that the Sorgheloos verses were 
based on a lost play and that the sheets were pub- 
lished for one of the Amsterdam kamers. It is even 
possible that they were intended to be read to an au- 
dience.42 

The compositional and iconographic sources for 
the Sorgheloos series are unknown. The Anthonisz. 
woodcuts are stylistically conservative, and many de- 
tails were drawn from a variety of sources. Weelde on 
horseback in the first sheet of the series (Figure o1) is 
based on Anthonisz.'s own composition of a year ear- 
lier representing Isabella of Portugal on horseback.43 
Gemack in the second sheet (Figure 1 1) and Sorghe- 
loos dancing with Weelde in the third sheet (Figure 
12) are based on the corresponding figures in Jorg 
Breu the Younger's woodcut of a Venetian Banquet," 
also dating from 1540. The fool and the embracing 
couple in the third scene (Figure 12) and Gemack in 
the fifth scene (Figure 14) are based on figures in 
Hans Schaufelein's woodcut series of a Wedding 
Dance,45 dating from 1530-35. Sorgheloos on horse- 
back in the first sheet (Figure o1) is modeled after 
Diirer's horseman Famine, in the woodcut of the 
Four Horsemen of the Apocalypse.46 In this case the 
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21. Attributed to the Master of the Death of Absalom, 
design for a silver-stained roundel representing 
Sorgheloos carrying Aermoede and being rejected. 
North Lowlands, ca. 1500-20. Ink on prepared pa- 
per with white highlighting, Diam. 7'5/16 in. (20.2 
cm.). Amsterdam, P. and N. de Boer Stichting 
(photo: Rijksmuseum Amsterdam) 

model was undoubtedly not merely a formal conve- 
nience; rather, given the protagonist's eventual fate, 
it was employed for its ironic bite. 

Although these details were almost all drawn from 
material dating to the decade immediately preceding 
the publication of the woodcuts, Anthonisz. seems to 
have relied on an older source for the overall icono- 
graphic format of the scenes. This is indicated by a 
North Netherlandish drawing, generally dated be- 
tween 1500 and 1510 and attributed to the Master of 
the Death of Absalom, that represents Sorgheloos 
carrying Aermoede (Figure 21).47 The close corre- 
spondence of the formal and iconographic elements 
indicates that Anthonisz. and, more immediately, the 
designer of the roundel series relied upon a narra- 
tive convention that, like the literary sources, was al- 
ready established by the beginning of the century. 

The identity of the author of these designs re- 
mains elusive. J. Bruyn maintained that the style of 

\~ ~ ~ ~ ~ ~~~q i S^' *^ ̂  ^^i^.--C-'; 

'" 
'^ -' i '' 

22. Pieter Cornelisz. Kunst, design for a silver-stained 
roundel representing St. Peter and Simon Magus. 
North Lowlands, Leiden, 15i6(?). Ink on paper, 
Diam. 9%/8 in. (23.8 cm.). Amsterdam, Rijksmuseum, 
Rijksprentenkabinet, inv. no. 68:41 (photo: Com- 
missie Rijksmuseum Amsterdam) 

the roundels pointed unmistakably to an Antwerp 
artist, although visits by Leiden artists to the South 
Lowlands may have had some influence.48 He, like 
Friedlander before him,49 looked to Jan de Beer as a 
possible author.50 While no designs of Pieter Corne- 
lisz. Kunst (whom van Mander mentions only as a 
glass painter)5' relating to the Sorgheloos series have 
survived, close parallels can be found in his work.52 
The striking pose of the seated woman seen from the 
rear in his drawing of St. Peter and the magician Si- 
mon (Figure 22), for example, has much in common, 
both in figure style and drapery treatment, with the 
woman assuming the same pose in the Toledo roun- 
del (Figure 2). By comparison, the handling of the 
corresponding woman in The Cloisters roundel (Fig- 
ure i) is weightier, less attenuated, and the drapery 
is rendered with an abundance of stiff, crumpled 
folds. The pose is more mannered and robust, traits 
whose effect is heightened by the strong contrasts in 
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modeling. A very similar stylistic treatment is found 
in a roundel representing Delilah cutting the hair of 
Samson (Figure 23). This panel and two others rep- 
resenting the Idolatry of Solomon and Jezebel prom- 
ising Naboth's Vineyard to King Ahab53 may well be 

23. Silver-stained panel, Delilah Cutting the Hair of Sam- 
son. North Lowlands, Leiden(?), ca. 1520. White 
glass, silver stain, vitreous paint, 11 x 71Vl6 in. (28 x 
19.5 cm.). Darmstadt, Hessisches Landesmuseum, 
inv. no. KG 70:3 (photo: Erwin Kiienzi) 

part of a series of the Power of Women designed by 
Lucas van Leyden around 1520.54 As designs were 
freely circulated, the series of the Sorgheloos story 
could have been produced in a number of widely 
separated workshops. This raises the possibility that 
The Cloisters roundel was executed in Leiden and 
the Toledo roundel in Antwerp. If so, it would ac- 
count for the contrasts in treatment, which are con- 
siderable enough to suggest altogether different 
workshops rather than merely different hands. 

The designs for the Sorgheloos roundel series are 
highly theatrical. Gestures are broad, movements ex- 
aggerated, poses overly mannered, and costumes 
caricatured. One is led to wonder whether these de- 
signs originated, as the story itself apparently did, 
with the rederijkers. The relationship between artists 
and the rederijkers is well established,55 and if the 
Sorgheloos story was created for such a group, an 
artist would have undoubtedly been at hand to give it 
visual rendering. Sorgheloos, in any event, was a 
compelling character on the stage of a worldly 
people who thoroughly believed that "if a place in 
heaven is deemed crucial, so too is a solid position in 
this world."56 

NOTES 

1. Some of this material was first presented in a paper given 
at the Twelfth International Colloquium of the Corpus Vi- 
trearum, held in Vienna in 1986. I am grateful to Michael 
Hoyle, who provided the translation of the Jacob Jacobz. Jonck 
text of Sorgheloos, and to Jan Piet Filedt Kok of the Rijkspren- 
tenkabinet, Amsterdam, for his valuable help and suggestions. 

In 1932 sixty-nine silver-stained roundels were purchased 
from Roy Grosvenor Thomas in New York and were installed 
in the windows of the Glass Gallery by the time the building 
opened in 1938. No other roundels were added to the collec- 
tions until 1970; since then a concerted effort has been made to 
upgrade the collections, by replacing roundels of questionable 
authenticity or lesser quality, and by achieving a more balanced 
and representative collection in terms of dates and styles. 

2. These roundels and all others in the Metropolitan Mu- 
seum, as well as those in collections throughout the United 
States, will be published in Stained Glass before I700 in American 

Collections: Silver-Stained Roundels and other White Glass Panels 
(Corpus Vitrearum Checklist IV), Studies in the History of Art, 
Monograph Series, I (National Gallery of Art, Washington, 
D.C.) compiled by this author. Any circular-or rectilinear- 
clear, unleaded glass panel painted in matte, vitreous paint, and 
tinted with fired silver oxide to produce translucent hues of 
pale yellow to rich, deep gold or even copper is referred to as a 
silver-stained roundel. 

3. The relationship of designer to glass painter is, for ex- 
ample, documented in the case of Rijnsburg Abbey, where 
roundel designs commissioned from Cornelis Engebrechtsz. 
were executed by Ewout Vos and two assistants. See Jeremy 
Bangs, "Rijnsburg Abbey: Additional Documentation on Fur- 
niture, Artists, Musicians, and Buildings, 1500-1517," Bulletin 
van der Koninklijke Nederlandse Oudheidkundige Bond (1974) 
p. 186. 

4. See W. Pugin Thornton, Catalogue of Two Old Dutch Painted 
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and Stained Windows in The Royal Museum and Free Library of Can- 
terbury (Canterbury, 1899) pl. entitled "Window on the Stair- 
case," ii e, lower right corner. 

5. Cranbrook Art Museum, Cranbrook Educational Com- 
munity, Bloomfield Hills, Mich. White glass, silver stain, and vit- 
reous paint, Diam. 9 in. (22.8 cm.), 1939.57. 

6. Inv. nos. 360, 1579, 1578. 

7. G. J. Hoogewerff, De Noord-Nederlandsche Schilderkunst III 
(The Hague, 1939) pp. 327-334. He comments (p. 331) that in 
folk art the Prodigal Son takes on the allegorical name "Sorghe- 
loos." This, to my mind, is a misconception, and will be dis- 
cussed below. 

8. Ibid., pp. 330-331. Hoogewerff was referring to a version 
published in 1655 (1635?); for the text, see De Historie van den 
Verloren Sone, G.J. Boeknoogen, ed., Nederlandsche Volksboeken 
XI (Leiden, 1908). He was apparently unaware of the 1540 edi- 
tion in the British Library cited by W. Nijhoff and M. E. Kro- 
nenberg, Nederlandsche Bibliografie van 1500 tot 1540 (The 
Hague, 1923) I, no. 1909. See also Konrad Renger, Lockere Ge- 
sellschaft: Zur Ikonographie des Verlorenen Sohnes und von Wirts- 
hausszenen in der Niederliindischen Malerei (Berlin, 1970) p. 35 and 
n.8o. As there are no specific details in common, it is hard to 
understand why Hoogewerff felt this text (or any version of it) 
was the source for the scenes he grouped together. 

9. Renger, Lockere Gesellschaft, pp. 38-42. 
lo. Christine Armstrong, "The Moralizing Prints of Cornelis 

Anthonisz." (Ph.D. diss., Princeton University, 1985) pp. 33-34. 
Although I disagree with Dr. Armstrong's interpretation of 
Sorgheloos as a version of the Prodigal Son, her otherwise 
sound and well-documented treatment of the Anthonisz. series 
was very helpful in the preparation of this paper. 

11. Rijksprentenkabinet, Amsterdam, inv. no. A 4249. Ren- 
ger, Lockere Gesellschaft, fig. 24. The drawing is inscribed, "Den 
vader heeft den Zoon en maeltijt berijt / dies halbe den bruder 
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(ibid., figs. 22, 23). An additional tondo, formerly in the Figdor 
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12. K. T. Parker, Catalogue of the Collection of Drawings in the 
Ashmolean Museum (Oxford, 1938) I, no. 36. 

13. Kupferstichkabinett, Berlin. Renger, Lockere Gesellschaft, 
fig. 15. 

14. K. G. Boon, Catalogue of the Dutch and Flemish Drawings in 
the Rijksmuseum II, Netherlandish Drawings of the Fifteenth and Six- 
teenth Centuries (The Hague, 1978) I, p. 55, no. 151. The par- 
tially cut distich on the verso reads, "... rken Gautier nu 
doende als voren ... bleef patienlich die wort vercoren." 

15. There are two complete sets of these woodcuts in the 
Rijksprentenkabinet, a unique one with frames, text, and hand 
coloring, illustrated here (inv. nos. 32:12la-f) and another 

without frames, text, or coloring. Two other sets of the latter 
type are in the Albertina and the Teyler Stichting, Haarlem, 
and broken sets are in the print rooms of Berlin, Rotterdam, 
and London. See Hollstein's Dutch and Flemish Etchings, Engrav- 
ings and Woodcuts XXX (Amsterdam, 1986) pp. 30-32, nos. 29- 
34. Jan Piet Filedt Kok has pointed out that the Rijksprenten- 
kabinet set with the frames is the only contemporary set to sur- 
vive; all others are late impressions from worn blocks, probably 
of the 17th century or later. 

16. See Kunst voor de beeldenstorm, exh. cat., Rijksmuseum 
(Amsterdam, 1986) p. 271, no. 151. 

17. For a translation of the complete text, see the Appendix. 
18. Bernet Kempers, "De speler met de ronde bus," Oud Hol- 

land 87 (1973) pp. 240-242, and Armstrong, "Moralizing 
Prints," pp. 51-52. 

19. Virginia C. Tuttle, "Bosch's Image of Poverty," Art Bulletin 
43 (1981) p. 94, and Armstrong, "Moralizing Prints," pp. 54- 
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20. A roundel in the Institut Neerlandais (inv. no. 8575a); a 
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York, 1913) no. 54; and a variant in the Victoria and Albert 
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21. I am grateful to Dr. William Cole, who generously gave 
me access to his remarkable inventory of roundels in English 
parish churches; without the use of this resource, many of the 
versions and variants cited here would be unknown to me. 
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Boone collection, Oak Hill House, The Johns Hopkins Univer- 
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Appendix 

Careless am I, at sport gay and lively 
With Luxury, my darling, my love. 
My page is Ease, dressed all in his finery. 
Here are the two who have my heart and my mind, 
Who soothe me as I gaze upon them. 
Troubles I know not 
If I stand in their favor 
For sorrow and care are rank strangers to them. 
Possessions I scorn, hard earned by my parents, 
I shall squander them all in feasting and drinking. 
The days draw in when money is shrinking. 

Ye young stalwarts, so fine and so strong, 
Play not the careless, let measure prevail. 
Remember that life in this vale is but fleeting. 
The careless are damned in the eyes of God, 
And shall never ascend to lofty estate. 
Yea, after one joy come a thousand sighings, 
So devote your purse to the relief of the poor, 
And the fruits that ye bear shall be righteous. 
Fear not that luxury or ease will desert you, 
For wealth shall immediately grow. 
Pause for a moment and learn from the old. 

Come let us squander, feast and carouse, 
Here in the house of Spendthrift. 
Luxury, my love, be free and make merry, 
Here is food and drink in abundance. 
Ease, my page, relinquish all care, 
My purse is still weighty with many a pound. 
For your well-being is my dearest desire, 
And my heart is yours to command. 
I live for the flesh, so round out your bellies, 
Not for this hour either sorrow or care. 
I have pawned all I have, so there's money to spare. 

All ye young stalwarts, hark to my words, 
Let temperance govern your bold young lives. 
Scorn is the price for a life such as this. 
One may drink, to be sure, small ale and wine, 
And pay court to luxury-moderately, mind. 
But lodge not with Spendthrift 
For indulgence decays, as daily you see. 
Ease is also a worthy desire 
But employ it as soon as it comes. 
Enjoy yourselves thus as you see fit, 
For a handful of money just passes like shit. 

Come piper, play up, the banquet is cleared, 
It is time for a dance and a roundelay: 

You shall be paid, and well never fear. 
Luxury and I, Careless, we two between us 
Shall now dance a measure to dissipate care, 
So that Ease, my page, may savor our joy. 
So come, play up, play Folly's Delight, 
E'en if you make my purse feather light; 
For unlucky in money is lucky in love. 
Let us dance, let us feast, and tedium spurn, 
Even if fortune to misfortune turn. 
Ye young flowers, be ye lad be ye maid, 
Reflect on the life of Careless, here. 
Think of the Scriptures, the story they tell 
Of folk who sat feasting then rose for their pleasure 
To cavort and to play; shun their example. 
Instead give thanks for your heavenly gifts, 
And take your delights in seemly style. 
Visit each other, sweet and kindly. 
Yea, dance with measure, avoid profligate ways. 
Remember my teaching, take this rule from me: 
'Tis better to reflect than a mirror be. 
Ah cruel fortune, why cast me so low 
That nothing remains of my patrimony? 
My heart is stricken, I grieve within, 
For Luxury, my love, is turning to go 
With Ease, my page, who both have my heart. 
Indigence and Poverty have just started beckoning. 
From good I am cast down to evil, 
For I have naught to pay my reckoning. 
My money, my pledge, and all my fine gowns 
Have I lost at the table of chance. 
But even in my tunic with Luxury I'll dance. 

All ye young spirits, use sweet moderation 
Throughout your lives, short though they be. 
Do not hasten to wager for nobles and ducats. 
Note Careless, presented symbolically here, 
And live your lives purely 
As true Christians should. 
Do not boast of it openly, but live by the Gospel. 
Hasten not to learn evil, for it comes of its own. 
Embrace marriage with hearts full of joy, 
So that none your loved one shall steal, 
For they learn soon enough what the heart conceals. 
Alas and alack, what am I to do? 
Luxury and Ease ignore me entirely; 
And despair is my master now, 
For upon them I had pinned all my hopes. 
And now, if I cry, they would turn a deaf ear, 
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Forgetful of all I have done, 
Because now my purse is fast closed. 
For Indigence bites me, yea Poverty smites me 
Oh, would that I had a morsel to eat. 
I bathed in abundance but a short while ago, 
But now I must lie in the straw with the rogues. 

The end of joy is sadness truly 
As Solomon explained most purely 
So all should keep their lives in order, 
Be moderate and be prepared, 
Lest you rue your life's beginning, 
Like Careless does, as all can see, 
Felled by women's hearts so variously. 
There is little to place one's trust in here. 
With their faithless words they will lead you a dance. 
The sorrow is heavy when it finally comes, 
For often the heart and the words are not one. 

Poverty rides me, I shrink at the pain, 
While Indigence urges me onwards. 
My friends and relations all turn away. 
Through my folly and wickedness all is quite spoiled; 

The dog and the cat pipe their agreement. 
The cat's in the larder, the dog licks the pot, 
And Poverty cooks with a sullen air. 
Our fuel is straw, old stools and clogs, 
For there's nothing to pay for peat and logs. 
Yea, with stinking sprats and rancid herring, 
Must Careless now seek to fill his belly. 

Take this now, everyone, be grateful, 
It was brought to you by the spark of love 
To show you of the life to shun. 
Take this now, everyone be grateful, 
Our tale was not of honest enjoyment, 
Of a good glass raised with friends and relations. 
Take this now, everyone, be grateful, 
It was brought to you by the spark of love 
Of one named Jacob Jacobszoon Jonck. 

Imprinted at Amsterdam on the Old Side in 
Kerkstraat by me, Jan Ewoutzoon, woodcutter, 
At the sign of the Golden Compasses. 

Translation by Michael Hoyle, 
Amsterdam, 1985 
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