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The Rembrandt pupil Ferdinand Bol is known primarily for his paintings, being one of the
most sought-after portraitists in Amsterdam from the mid-1650s through the 1660s, who
also received extremely prestigious public commissions from the City of Amsterdam and
The Admiralty through the 1660s." Print scholars and enthusiasts know him as one of only a
few of Rembrandt's pupils who also etched, leaving us
with approximately 20 prints. One of his earliest efforts
in the medium is the etching known as The Hour of
Death (fig. 1). New research into its publication as a
book illustration changes its place in Bol's earliest
period as a printmaker, and its relationship to his early
paintings as well.?

It has been commonly thought that Bol made this
etching as an illustration for Jan Krul's (1601/2 - 1646)
Pampiere Wereld, first published in 1644.3 This book
was a compilation of some of Krul's writings. Bol's
etching was added to one of the texts in the book, a
moral dialogue called Den Christelyken Hovelingh.*
However, this was not the earliest publication of this
text. It had already appeared separately in Amsterdam,
in 1642, with Bol's etching included after the title
page.® It was in its fourth state, and was subsequently Fig 1. £ Bol, The Hour of Death, H.18, etching,

modified again for inclusion in the Pampiere Wereld. ;29%267723337; 89 mm, The Albertina, Vienna, inv.

The new terminus ante quem of 1642 places The Hour of Death among the group of Bol's
earliest datable prints. These include the Old Man with Flowing Beard and Velvet Cap (H.9),
and Portrait of an Officer (H.12), both of 1642. The majority of Bol's prints (approximately
thirteen or fourteen of approximately twenty) seems to have been made in the years 1641/2-
1645, evidently a period of substantial interest in the medium in the years immediately after
Bol had left Rembrandt's studio.® His departure is marked by his earliest signed and dated
painting, Gideon's Sacrifice (Museum Catharijneconvent, Utrecht), of 1640.7
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Copies of this first edition of Krul's Den
Christelyken ~ Hovelingh ~ of 1642,
incorporating  Bol's  print as the
frontispiece, are extremely rare. It is likely
that it was published in a very limited
edition by the author himself.2Krul himself
also likely published the Pampiere Wereld
in 1644, in a lavish folio edition.? Around
the same time he also published an octavo
edition, but without giving the publisher,
location, or date. The date of 1644 does
however appear with an excerpt of the

privilege inside, and on the title page of
the play Theodorus and Dianira (on p. === —=— - — e
297)10 The same. printer, Jan Jacobss 742 Yoo e fOet 66445
Schipper, produced both editions, but did  Amsterdam, 1644/45, private collection.

not include Bol's etching in the smaller

format, instead replacing it with an anonymous copy, one which has not been described
previously (fig. 2)."" Only seven of the 94 illustration plates of the folio edition of 1644 were
of a size such that they would fit in the smaller octavo edition (16.9 x 10.4 cm) of 1644-1645.
Of these seven, all appeared in the latter volume except for Bol's etching, although it would
have been small enough (13.3 x 9.0 cm), likely because the lower price of the edition would
not have justified the wear of the fine etching plate. It was likely a financial calculation in

what were difficult economic times for Krul.” Krul's text appeared in yet another volume of
his works, in 1650, again without Bol's print. Other earlier and later editions of that volume
contain neither Krul's Den Christelyken Hovelingh, nor Bol's print.'* A later edition of the
1644 anthology, containing a previously unidentified later state of the original Hour of
Death, appeared in Amsterdam in 1681, this time in quarto format.™

In the process of arriving at the frontispiece for Den
Christelyken Hovelingh, Bol went through at least three
known proof states of the plate, printed in very low
numbers and remaining extremely rare. The composition
was already largely laid out in the first state, known only
from an impression in the Albertina (DG 72373) (fig 1.). It
is a touched proof, with Bol's name added in red chalk to
the blank square that appears to be the end of a coffin, to
the lower left (fig. 3). Bol's signature can be seen etched
on the blade of the spade, in reverse, so this appears to
have been a proposal for a change. His signature on the
end of the coffin was not however included in the second
state, even though in the second state his name on the
spade is partially erased. The second state has substantial
changes to the plate.” The need arose to include a Latin
text, for which the space at the end of the coffin was too

Fig 3. F. Bol, The Hour of Death, H.18, etching,
state ii/6, 133 x 90 mm, Rijksmuseum,
Amsterdam (RP-P-OB-189).
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small (see below). An outline of a cartouche is visible in retouching in white body colour, of
the unique impression of the second state (Rijksmuseum, Amsterdam [RP-P-OB-189]),
stretching out beyond the small confines of this space.

Bol proceeded to plan
further changes in this
proof, which appear in
the third state, of which
only two impressions are
known (Paris [Reserve
Cb-13(A, 37)-Boite Ecu];
and Munich [1921-16];
fig. 4). He incorporated
the cartouche for the
Latin inscription, but left
the lettering to be
added, likely by a
specialized letter
engraver.'® This

occurred in the fourth =

state, which was used for Fig 4. F. Bol, The Hour of Death, H.18, Fig 5. F. Bol, The Hour of Death, H.18,
the initial oublication of etching, state iii/6, 133 x 90 mm, etching, state iv/6, 133 x 90 mm, in Jan

P Bibliothéque Nationale de France, Paris Harmensz.  Krul:  Den  Christelyken
Den Christe/yken (Réserve Cb-13 (A,37)-Boite ECU). Hovelingh, 1642; Allard Pierson, University

Hove/ingh in 1642 (flg 5), of Amsterdam (O 60-4669).

With each of the following publications of the print, the plate was altered. The fifth state
incorporates changes to the background, addition of details, and reworking, and was

(R e ey s included in the 1644
edition of Krul's book (fig.

6)." A critical review of the
hand suggests  that,
contrary  to previous
assumptions, Bol was no
longer involved. This very
obviously applies to the
crude reworkings of the
sixth state, included in the
1681 volume (fig. 7)."® The
print  was undoubtedly
commissioned by Krul, who
may have known
Rembrandt.” Krul may

Fig 6. F. Bol, The Hour of Death, H.18, Fig 7. F. Bol, The Hour of Death, H.18, have been aware, as well, of

etching, state v/6, 133 x 89 mm, in Jan etching and burin, vi/é, 133 x 89 mm, in ' ;
Harmensz.  Krul: ~ Pampiere =~ Wereld, Jan Harmensz. Krul: Pampiere Wereld, Rembrand’F S etChmg known
Amsterdam, 1644, private collection. Amsterdam, 1681, private collection. as The Shlp of Fortune, of

Kroniek van het Rembrandthuis 2024/25 40



1633 [B. 111, NH 123] as it had appeared one year later in the publication of Elias
Herckmans's narrative poem: Der Zee-Vaert lof Handelende vande gedenckwaerdighste Zee
['In Praise of Sea-Faring’], (Amsterdam, 1634). By the early 1640s, Bol had also developed
literary connections. Van Sloten has recently convincingly proposed® that a Bol painting in
the Rembrandthuis Museum, Amsterdam, Shepherdess in a Landscape, which she dates to
1640, is associated with a play by Soet (1610-1674), Clorinde en Dambise.?' The play was
both published and performed (in May and June) in Amsterdam in 1640.?? It seems likely
that Krul would have known of the play and perhaps the painting.

Krul was asking Bol to illustrate a text that he had not yet published, and which he had to
share with him. In its introduction, Krul described it as an allegory; it is about a wise courtier
(the man in the tent, who has left the Court) who is a reformed sinner and sought to reform
the ways of the courtly courtesan sinner (the woman, Florentina). Wijngaards®® concluded
that for the portrayal of Florentina, Krul referred to the 1539 treatise decrying court life,?* by
the Spanish bishop and writer Antonio de Guevara (c. 1480-1545), which was well-known in
The Netherlands at that time. Bol echoed the general composition of one of Rembrandt’s
recent etchings, Death Appearing to the Wedded Couple, 1639 (B.109, NH 174), also with a
moral message, which he saw take shape during his time in the studio. This was much the
same as Bol did with other prints from this period, for instance his Holy Family in a Dark
Room of 1643, (H.4) emulating Saint Jerome in a Dark Chamber, 1642, (NH 212) and Bol's
self-portrait, Portrait of an Officer (H.12). In following his master, Bol was wisely cautious in
rendering restrained emotions and expressing the action mainly through gestures: the
man's pointing is the theme of Krul's work, and the woman stretching out her arms suggests
that she responds to the man's urgings.

In Krul's text, the “Christian Courtier” stresses to Florentina (and the reader) that one should
reject sin now, while the opportunity exists, before death intervenes. Bol places his skeleton
off to the edge of the print, not centrally, and depicts it only partially. The hourglass, the
scythe, the coffin, and the spade complete the Vanitas reference.?® However, it may not have
been clear enough for Krul. Bol modified his design of the first state, very likely at his request,
by including a cartouche for the addition of a written note in the Latin text in the fourth state,
that expressed Krul's theme specifically and explicitly: translated as “You who see this image,

why do you not reject mortal things, For in such a home every man is buried”.?®

Bol's etching known as The Hour of Death would be his only commissioned print. It was
created several years earlier than thought, in 1642 or perhaps even 1641.% Six states can be
identified, the first three ascribed to Bol; in addition, four copy prints are known now. With
the alterations from state to state, at the behest of the patron, Bol demonstrated the pliability
that later served him well as a painter. Bol effectively graphically represented Krul's written
theme that sin should be rejected now.
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Notes

This article is the result of my investigation into the etched work of Ferdinand Bol. Further results of this research,
including additional descriptive details for this print, will be published as part of the forthcoming New Hollstein
volume on the etchings of the artists from Rembrandt's School compiled by Jaco Rutgers, together with the
present author, for the section on Ferdinand Bol.
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