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1. Jean Hey : Ecce Homo. Brussels, Musée Royal des Beaux-Arts, (Photo A.C.L.)




Erwin PANOFSKY

JEAN HEY’S ,, ECCE HOMO~”

SPECULATIONS ABOUT ITS AUTHOR, ITS DONOR,
AND ITS ICONOGRAPHY

INTRODUCTION

FEW Northern pictures of the fifteenth century are more positively
and circumstantially documented yet—or perhaps for this very
reason—more enigmatic than the object of these notes : the Christ au
Rosean which in 1923 passed from private ownership into the pos-
session of the Musée d’Art Ancien at Brussels (Fig. 1) . Measuring
39 X 30 cm. without the frame and well preserved (except for some
easily recognizable damage by flaking, particularly in the background,
and the very slight overpainting of the right hand), the panel is an
« Andachtsbild », that is to say, a devotional picture inviting the
beholder to lasting and empathic meditation rather than a narrative
arousing his interest in a specific event; at first glance it gives an
impression not unlike that of the « Gregorian » Man of Sorrows, an
« Andachtsbild » whose origin can be traced back to Byzantine
twelfth-century art (Fig. 2)° A parted, dark-red curtain discloses
the figure of Christ, portrayed in half length and entirely nude, His
head crowned with thorns but foiled by a cruciform halo of golden
rays, His hands crossed before His breast. The inscription ECCE
HOMO, however, suggests precisely what the normal « Andachtshild »
does not suggest, namely, a definite historical situation : « Pilate
therefore », we read in St. John 19 : 4-6, « went forth again [viz., after
Christ had been scourged and mocked by the soldiers who had
« platted a crown of thorns and put it on his head », « put on him a
purple robe » and said, « Hail, King of the Jews»], and saith unto
them [viz., the people], Behold, I bring him forth to you, that ye may
know that I find no fault in him. Then came Jesus forth, wearing the
crown of thorns, and the purple robe. And Pilate saith unto them,
Behold the man [Ecce homo] ! When the chief priests therefore and
officers saw him, they cried out, saying, Crucify him, crucify him » 3.

In conformity with this description—and, consequently, in contrast
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2. Israhel van Meckenem : The
¢ Gregorian» Man of Sorrows
(engraving B.135). Berlin, Kup-
ferstichkabinett.

to the established iconography of the Man of Sorrows—the Saviour
is not represented as He was to appear after His death on the cross
(and will reappear at the Last Judgment) but as He was exposed to
the people before being « led out » to Mount Golgotha. His body does
not exhibit the wound inflicted by the spear of Longinus; His hands,
still fettered, do not show the «print of the nails»; and while He
does not wear the « purple robe » required by the text of St, John, His
right hand carries the reed as in the Derision according to St. Matthew :
« And when they had platted a crown of thorns, they put it upon his
head, and a reed in his right hand » *

Both the author and the destinataire of this remarkable picture
are identified by a commemorative inscription on its back which, to
judge from the beautiful lettering, must be contemporary with the
painting itself (Fig. 3). With abbreviations expanded and punctuation
modernized, it reads as follows : « Magister Johannes cueillete etatis
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3, Inscription on the back of Jean Hey's Ecce Homo (Fig. 1). (Photo A.C.L.




04 [sic] annorum, notarius et secrettarius [sic] regis karoli octaui, hoc
opus insigne fieri fecit per magistrum Johannem hey, teutonicum
pictorem egregium, 1494 » (« Master Jean Cueillete, aged eighty-four
[?]° years, notary and secretary to King Charles VIII, caused this
outstanding work to be produced by Master Jean Hey, the illustrious
Teutonic painter, in 1494 »). But this elaborate inscription poses as
many questions as it answers.

The name of Jean Hey is not connected with any other painting,
nor does it oceur, so far as I know, in any guild roll, record of payment
or similarly official document. He is, however, mentioned as living-
though, unless we are faced with a case of poetic license, not overly
active—in a well-known poem composed in 1504, La Plainte du Desiré :
cestadire, la deploration du trespas de feu Monseigneur Loys de
Luxembourg, by Jean Lemaire de Belges. Here the poet (who was
Louis. de Luxembourg’s personal secretary at the time of the latter’s
death on December 31, 1503) entrusts the principal threnodies to the
personifications of painting and rhetoric, And after having deplored
the passing of such great masters as Simon Marmion, Jean Fouquet,
Jean « Poyer » (recte Poyet), Roger van der Weyden, Hugo van der
Goes, and Jan van Eyck, Peinture exhorts her « modern nurslings »
to make all the more strenuous efforts so that the general grief over
Louis de Luxembourg’s untimely death might find proper expression :

« Besongnez donc, mes alumnes modernes,
Mes beaux enfans nourris de ma mamelle,
Toy Leonard qui as graces supernes,

Gentil Bellin, dont les loz sont eternes :

Et Perusin qui si bien couleurs mesle :

Et toy Iean Hay, ta noble main chomme elle ?
Vien voir Nature auec Iean de Paris

Pour luy donner ombrage et esperits. » °

In addition to providing Jean Hey with a certificat de vie for
the year 1504, these lines bear witness to the high esteem accorded to
him during his lifetime—and fully justified by the Brussels Ecce Homo
which is, indeed, the work of a « noble hand »; and they acquaint us
with the fact, illuminating from the point of view of historiography
in general, that he as well as the elusive « Jehan de Paris» (Jean
Perréal ?) was held to represent not only a new generation but also
a new style. While the six painters of the past respectfully enumerated
by Lemaire de Belges are all Northerners, his list of living contem-
poraries (modernes) places Jean Hey and Jean de Paris in the company
of three Italian Renaissance masters, Leonardo da Vinci, Giovanni [?]
Bellini’, and Perugino. For more specific information, however, we
must turn back to the Brussels picture itself.




II

From its inscription we learn that Jean Hey was a pictor
teutonicus; but the precise significance attached to this adjective in
fifteenth-century France is not quite easy to determine. Originally, of
course, the word teutonicus was a gencric term denoting all Germans
and «everything pertaining thereunto », and this wide but fairly
well-defined significance remained attached to it ever after, even
though the invasion of the « Cimbrians and Teutons » in 101 B.C. had
tended to narrow it down, for some time, to the East German tribes
inhabiting the region between the Elbe and Vistula rivers. Abbot Suger
could use the phrase impetus teutonicus (a variation on Lucan’s furor
teutonicus) in his delightfully malicious characterization of the German
delegates to the conference of Chélons-sur-Marne in 11078; and in
a document of 920 the «five German peoples » (Franks, Bavarians,
Swabians, Saxons, and Lotharingians) were summed up under the
heading regnum teutonicorum. In the late Middle Ages, however, and
particularly in fifteenth-century France, the meaning of the term was
subject, it seems, to further expansion, on the one hand, and to con-
traction, on the other. The natio Alemannie, or natio reutonica, at
Paris University comprised, together with the Germans in the narrower
sense, the German-speaking Netherlanders (so that the students
hailing from such linguistically dichotomous dioceses as Liége and
Utrecht were divided between the natio teutonica and the natio
picarda), the Scandinavians, the English, and even the Poles; but at
the same time the sense of the word teutonicus came to be restricted,
it seems, to that of Middle Netherlandish dietsch; that is to say, it
came to designate the language—and, by implication, the inhabitants
—of the German-speaking Low Countries (hence the English
« Dutch ») as opposed to Latin, French, and High German® In the
earlier volumes of the excellent Bibliotheca Erasmiana, where the
apparatus is Latin rather than French, all Netherlandish translations
of Erasmus’ writings—later on referred to as néerlandais—are listed as
teutonice in contradistinetion to gallice and germanice Y.

Balancing these possibilities against each other (and we cannot
do more than that), we may presume that the author of our inscription
—very probably Jean Cueillete himself—intended to identify Jean Hey
as a native of the German-speaking Netherlands. Had Jean Hey been
a Gernlall., the Ilnalnbiguous gcrmanu.&', g(.’rman.ir.‘u-s or ﬂlemﬂfiflus
would probably have been preferred to the equivocal teutonicus. Had
he been a native of South-Brabant, the Hainaut—like Jean Lemaire—
or the Artois, he might have been described as belga or belgicus, two
terms just beginning to be revived by humanists. But if he hailed
from Flanders or from the provinces that constitute the modern Hol-
land, teutonicus would have been the Latin adjective most likely to
suggest itself to a Frenchman.
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Setting aside these philological considerations, I think there is no
doubt that the quality of Jean Hey’s Ecce Homo is Netherlandish
rather than Germaniec, and I cannot help feeling an inward affinity
—a kind of spiritual family likeness more easily sensed than defined—
between him and the greatest Dutch painter of his period, Geertgen
tot Sint Jans. Jean Hey’s Christ is both ineffably sad and ineffably
tranquil, His face pensive and forbearing rather than agonized, His
eyes not only avoiding contact with the be]w]de‘r but unaware of the
external world as such. His suffering seems to be softened and deepened
into a gentle melancholy—itristitia absque causa—akin to that which
envelops and isolates Geertgen’s St. John in the Wilderness.

Whether or not this hypothesis is accepted, and whether or not
Jean Hey may be considered as a possible compatriot and frater spiri-
tualis of Geertgen tot Sint Jans, certain it is that he, like Geertgen,
became what he was thanks to the influence of the great Flemings,
particularly Hugo van der Goes. But while Geertgen’s contact with the
Flemish masters of the past was limited to Roger van der Weyden,
the treatment of the nude in Jean Hey’s Ecce Homo, especially the
use of reflected lights as a means of m':kmcr the shadows diaphanous
and disengaging the forms from the (rruund and from each other,
wou]d seem to IBVEd]_ a thDrOugll Btl‘d} Of Ja[l var ]"J}’(‘k 8 Adanl. and
Eve. And while Geertgen’s familiarity with Hugo van der Goes did
not extend beyond the latter’s earlier works, up to and including the
Monforte altarpiece (ca. 1470-1472) which left an indelible impression
on Geertgen’s mind, Jean Hey's Ecce Homo—subdued in color, taut
in design and tending towards a certain overparticularization—clearly
reveals the influence of Hugo’s later phdae—the phaﬁc that }Jf-gzm with
the Portinari altarpiece of ca. 1475-1476 11,

In this respect the style of Jean Hey, as far as it can be judged
from the lone picture attributable to him on documentary grounds,
parallels that of the « Maitre de Moulins » who also drew inspiration
from only the later works of Hugo van der Goes. Everyone agrees on
this similarity, and it has even been claimed that Jean Hey and the
« Maitre de Moulins » were one and the same person 2 I believe that
these masters are as different in substance as they appear congenerous
in accidents, and that they arrived at an apparently similar style much
as two ships will reach the same degree of latitude when crossing the
Atlantic in opposite directions. The « Maitre de Moulins » was in all
probability a native of the Bourbonnais or the Lyonnais, brought up
in the tradition of his homeland, who happened to be drawn into
the orbit of Hugo van der Goes!. Jean Hey was demonstrably a
Northerner, brought up within the orbit of Hugoe van der Goes, who
happened to be transplanted to France. The former learned to express
himself in Goesian Flemish while retaining a French accent; the
latter acquired a French accent while continuing to express himsell
in Goesian Flemish. The question is : what kind of French accent did
he acquire ?

100




111

The critics who have coupled the name of Jean Hey with either
that of Jean Clouet or Jean Bourdichon'* were probably wrong with
regard to persons but probably right with regard to place : there are,
it seems, good reasons to believe that he was active in Tours. In the
first place, it is, so far as I can see, only by the influence of the Tours
tradition—to speak more precisely, the tradition established by Jean
Fouquet—that we can account for that which is not Netherlandish,
and therefore presumably French, in Jean Hey’s Ecce Homo. The motif
of curtains neither manipulated by ancillary figures nor attached to
a ceremonial tent or canopy—and thus producing the impression of
majesty in the absolute, if one may say so—appears to be borrowed
from Fouquet’s portrait of Charles VI, And it is, T believe, only
the atmosphere of Touraine, « the only region in France that—thanks
to Fouquet, who had seen Rome about 1445—was familiar with the
art of the Quattrocento and represented a quite exceptional case in this
respeet » 6, which could impart to Jean Hey’s Christ an unmistakably
Italianate quality : a certain fullness of form and harmony of propor-
tion, a certain sweetness of outline, and above all, a truly « classic »
equilibrium of movement and repose almost unique in a Northern
picture produced as early as 1494, If anywhere, the tendencies here
manifested are anticipated, in more provincial form, in the triptych
of St-Antoine-de-Loches, dated 1485, which has been tentatively
attributed to one or both of Fouquet’s sons, Louis and Frangois, and
has been described as « aprés les ceuvres de Fouquet lui-méme la pein-
ture la plus classique d’esprit que l'on connaisse au XV sidele en
France » V7,

In the second place, Jean Hey can be connected with Tours by
some documentary evidence. At the very time at which his Eece Homo
was painted—to be exact, between 1492 and 1496—one Colin Hay (or
Hey) practiced the art of book illumination in the parish of St.-Vincent
at Tours . In view of the rarity of the family name « Hey » and the
Netherlandish character of the Christian name « Colin » (Colijn) we
may conjecture that this peintre enlumineur was a compatriot and
possibly a relative of our painter; and that no reference to the latter
has thus far been discovered in the archives of Tours may be accounted
for either by our insufficient knowledge of the records!’ or by the
assumption that Jean Hey was directly attached to the French court,
in which case he would not necessarily appear in municipal documents,

Much more important, however, is what we happen to know about
the two men one of whom must have commissioned the Brussels Ecce
Homo. Depending on how we interpret the enigmatical 04 in its
inscription, the Jean Cueillete referred to was either Jean Cueillete IV,
Seigneur de Chicheray et de Freschines, recorded from 1442 to 1491:
or his son, Jean Cueillete V (« Jean Cueillete le jeune », recorded from
1479 to 1524), who, in addition, bore the title of Seigneur des Gesvres
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and held the office of « controlleur général des finances aux états
de Languedoc ». Both these gentlemen were not only attached to a
court which, ever since Louis XI had built the Chaiteau Plessis, had
considered Tours as a favorite place of residence but also belonged to
a family settled not far from Tours—in the Blésois and the Vendomois
—for about two hundred years and maintaining increasingly close
relations with Tours itself. The older Jean Cueillete, though remaining
a citizen of Vendome (ca. thirty-five miles to the northeast of Tours),
was married to a Tourangelle, Eléonore Rozé; the younger Jean
Cueillete even transferred his residence to Tours, where he was elected
maire for the year 1511-1512 and was buried in a chapel, founded
by himself, in the church of St.-Pierre-le-Puellier *.

The habitat of a patron does not of itself, needless to say, warrant
any conclusions as to the habitat of his artist. But when the man who
ordered the picture had close personal connections with, or was even
a resident of, the very town which the picture itself suggests on
purely stylistic grounds, it is difficult to believe in mere coincidence.

IV

The «unmistakably Italianate quality » that seems to link the
style of Jean Hey’s Ecce Homo to the tradition of Touraine can be more
sharply defined by an analysis of its iconography *'.

As recognized by the excellent Mrs. Jameson almost one hundred
years ago, works of art inspired by John 19 : 4-6 fall into two main
classes : historical narratives representing the scene of Christ’s presen-
tation to the people of Jerusalem: and devotional images offering the
figure of the Lord, as He was thus presented, to the contemplation of
the beholder *2, For the sake of clarity as well as brevity it may be
advisable to designate the subject of the historical narratives by the
fine mediaeval term Ostentatio (or Ostensio) Christi and to reserve
the appellation Ecce Homo for the devotional images.

Narrated in the Gospels only once, the Ostentatio Christi was not
included in the early- and high-mediaeval Passion cycles (reflected in
the scenes accompanying the Heures de la Passion in illuminated
manuscripts) and does not figure in either the Bible moralisée or the
Speculum humanae salvationis®, Representations of the scene were
thus extremely rare until the simultaneous rise of emotional subjec
tivism and optical naturalism, accompanied by an impressive body
of edifying literature, occasioned their sudden popularity in the
fifteenth century.

The few early mediaeval instances which have come down to us
show a remarkable lack of iconographical stability. According to the
locus unicus in St. John, we should expect to see Pilate cast in the
role of him who «brings forth» the Lord; to see Christ clad in a
« purple robe » and crowned with thorns but not carrying the reed
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which is not mentioned in St. John; and to see the « chief priests and
officers » (pontifices et ministri) as well as the populace demanding
His death but not « bowing the knee before him » in mock reverence.
The fact, however, that the Ostentatio Christi, described in St. John
alone, overlaps, to some extent, the episode of the Derision, which
occurs in all the Gospels, led to the representational confusion of the
two incidents, A lone Carolingian ivory, preserved in the British
Museum, shows less than is contained in the text of St. John in that
Pilate and the Jews are absent, but more in that the Lord carries the
reed in addition to wearing the crown of thorns. The miniatures in
two Ottonian manuscripts—characteristically Pericopes rather than
regular Gospel books—agree with the text of St. John in that the task
of presentation devolves upon Pilate but so emphatically differ from
it in other respects that they may be =aid to illustrate a combination
of Ostentatio Christi and Derision rather than the Ostentatio Christi
pure and simple. The « chief priests and officers » (the latter inscribed,
in the earlier miniature, as milites according to John 19: 2 rather than
as ministri according to John 19: 6) do mocking homage to Christ
instead of clamoring for His death, while in the later miniature the
ecrown of thorns, absent from the earlier one, is placed on His head
ex post facto, as it were (Figs. 4, 5). Only the so-called Farfa Bible of
the eleventh century conforms to St. John’s description in nearly all
particulars; but even here the crown of thorns is suppressed. And in
none of these early mediaeval renderings ** does the costume of Christ
differ from that which He wears in the other scenes from His public life.

Between the eleventh and the fifteenth centuries, there was, ac-
cording to the most recent survey of our subject, a « lange Pause » %.
It should be noted, however, that this long interruption existed only in
the Romanesque and Gothic tradition of northwest Europe, and that
the « new representational types coined in the early fifteenth century »
did not, in fact, spring up e vacuo; they were derived from compositions
evolved in Byzantine and Italian art.

In two iconographically affiliated though chronologically distant
East European manuscripts—an elcvenlh»cunturv szautme Gospels
lIl lhe Blb]lotllf‘f{“[_. Natlorldle aﬂ(], a fot!ltf'enth (‘entur‘ Bl.‘.l]trarlan
Gospels in the British Museum—the Flagellation is followed b}' two
scenes which, though depicted in separate miniatures found on sue-
cessive pages, form part of a continuous narrative. In the first miniature
we see Christ—crowned with thorns only in the Paris manuseript—
dragged before Pilate by two henchmen and accused by three « priests »
and three « officers », two of the latter trying to persuade Pilate,
the third leading the « priests ». In the second miniature His lonely
figure, framed by a flat aedicula which may be taken to represent the
« hall of judgment » (John 18: 28,33; 19: 9), is contrasted with a hostile
group of four, this time composed of only one « priest » and three
«officers » (Figs. 6, 7) 26

Here, then, we have an Ostentatio Christi minus Pilate, whose
omission may be explained by the fact that he occurs twice in the
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4, Tréves, Municipal Library : MS. 24 (Codex Egberti), fol. 82.
Derision of Christ Combined with Ostentatio Christi.

5. Bremen, Municipal Library : MS. b 21 (Peri-
" cope), fol. 53 v. Derision of Christ Combined
104 with Ostentatio Christi.



6a. Paris, Biblidthéque Nationale : MS. gr.
74 (Byzantine Gospels), fol. 205 v. Christ
before Pilate,

6b. Paris, Bibliothéque Nationale : MS. gr.
74 (Byzantine Gospels), fol. 206, Christ
Presented to the High Priests and Officers.

Ta. London, British Museum : MS5.
Add. 39627 (Gospels of John Alexan-
der), fol. 264. Christ before Pilate.

7b. London, British Museum : MS5.
Add. 39627 (Gospels of John Alexan-
der), fol. 264 v. Christ Presented to
the High Priests and Officers.
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preceding scenes. But just this iso-
lation of the suffering Christ—
stressed by the framing aedicula,
which later on was to develop into
a more or less elaborate architec-
tural setting—is not without signi-
ficance; and even more important
is the fact that the hands of Christ
are crossed in both the Paris and
the London manuseripts and were,
very probably fettered in their
common archetype *'.

With Pilate restored to his right-
ful place, this Byzantine version
was developed in Italy. First, it
was fused with the Ottonian sche-
me in a remarkable mosaic in St.
Mark’s at Venice, datable about
1200, where the Ostentatio Christi
is merged not only with the Deri-
sion but also with the Bearing of

8. Venice, San Marco : Derision of the Cross, and where .Christ—a
Christ Combined with Ostentatio Christi regal figure crowned with thorns
and Bearing of the Cross (mosaic). and carrying the reed but free from

fetters and rigidly frontolized as

well as verticalized—{forms the cen-
ter of a composition so symmetrical that it gives the impression of a cult
image rather than a narrative (Fig. 8) **. Subsequently, it was monu-
mentalized in Duceio’s panel in the Siena Maesta of 1308-1311, which
shows an undiluted Ostentatio Christi except for the fact that the
crown of thorns is omitted : the hands of Christ are tied; His figure—
almost as hieratically frontalized though not quite so rigidly verticalized
as in the fresco in St. Mark’s—is presented by Pilate to a multitudinous
crowd; and the little aedicula of the book illuminations has blossomed
forth into a magnificent loggia (Fig. 9). Finally, it was simplified—
and, as it were, humanized—into a straightforward narrative where
Christ, crowned with thorns and led like a common criminal by the
cord which binds His hands, is made to face His foes instead of being
turned toward the beholder, and where (though this may be peculiar
to the provincial Veronese workshop through which this composition
has come down to us) an architectural setting has been dispensed with
altogether (Fig. 10) .

The wave of Italianism that began to sweep over the transalpine
world about 1320 and did not recede until about one hundred years
later carried these and other redactions of the Ostentatio Christi®® to
the North—with the surprising but not inexplicable result that the
situation obtaining from the eleventh to the fourteenth century was
reversed. In the fifteenth century, we have a «lange Pause » in the
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