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Fig. 2
Christ and the Haemorrhoissa, detail of the so-called Trees 
Sarcophagus, Gaul, ca 350-360, Arles, Musée Lapidaire d’Art 
Chrétien.
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‘who touched me and my clothes?’

* This article was written as part of “The 
Haemorrhaging Woman (Mark 5:24-
34parr). An iconological research project 
into the meaning of the bleeding woman 
in mediaeval art (4th-15th centuries) in the 
context of the blood and touching taboo 
before the modern era”, funded by the 
Catholic University Leuven (2008-2012). 
I am grateful to my research team members 
Liesbet Kusters, Emma Sidgwick and Lise 
De Greef for their useful suggestions. This 
text was written in Rome at the Academia 
Belgica in November 2008.

‘Who touched me and my clothes?’ 
The Healing of the Woman with the Haemorrhage 
(Mark 5:24b-34parr) in Early Mediaeval Visual 
Culture* 
Barbara Baert

I do not paint [the object’s] being,
I paint its passage.
[…] 
‘Tis a counterpart of various
and changeable accidents,
 and of irresolute imaginations,
and, as it falls out, sometimes contrary:
whether it be that I am then another self,
Or that I take subjects by other circumstances and considerations:
So it is that I may peradventure contradict myself

Michel de Montaigne, 1580, Essays, Book III

The story of the haemorrhaging woman or Haemorrhoissa (Mark 
5:24-34) occupies a special place among the miracle healings de-
scribed in the Bible. Unusually, the healing occurs through a touch 
initiated by the sick person, a woman who has been bleeding for 
twelve years. In the exegetic literature, it is commonly argued that 
her touching of Christ was beyond the bounds of propriety. More-
over, it is considered to be a charged gesture, as Jesus senses that 
the woman’s touch has sucked power from him. Clearly, then, the 
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complexity of this text from the Synoptic Gospels is great: not only 
does it suggest an extraordinary relationship between touching and 
healing, but it also concerns a woman who would seem to be impure. 
Furthermore, from an entirely literary perspective, it appears as an 
interruptive episode in the story of another miracle, namely the rais-
ing of the daughter of Jairus. 

Already in the early Christian era, the story of the Haemorrhoissa 
gave rise to an iconographical tradition. In this transposition from 
text to image, a tangible tension became apparent between touch, 
gaze and space. What is more, these iconographic elements soon as-
sumed a deeper meaning, as the Haemorrhoissa came to be associated 
with uterine taboos connected with the realms of magic, textiles and 
litholatry.

This article is an initial exploration of the story of the Haemorrhoissa 
on the interface of exegesis, iconology and anthropology. Part one 
(‘Text and Intertext’) analyses the various layers of meaning of the bib-
lical text. Subsequently in part two (‘Crowd and Hem’), this analysis 
is placed in the context of the genesis of the Haemorrhoissa as a mo-
tif in art. Parts three (‘Healing and Magic’) and four (‘Blood, Touch 
and Space’) place the iconography in a broader perspective of blood 
taboos and healing. Finally, in part five (‘Statue, Hem and Stone’), the 
Church History by Eusebius of Caesarea serves as a starting-point for 
a confrontation with some striking anthropological archetypes in the 
context of the earliest image-worshipping in Christianity.

1. Text and Intertext 

In the New Revised Standard Version of the Bible, Mark 5:24b-
34par reads as follows: 

“And a large crowd followed him and pressed in on him. 25Now 
there was a woman who had been suffering from haemorrhages 
for twelve years. 26She had endured much under many physicians, 
and had spent all that she had; and she was no better, but rather 
grew worse. 27She had heard about Jesus, and came up behind 
him in the crowd and touched his cloak, 28for she said, ‘If I but 
touch his clothes, I will be made well.’ 29Immediately her haem-
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1 For exegetic and biblical-historical 
studies of the Haemorrhoissa see: Bovon 
1991, pp. 431-440 ; D’Angelo, 1999, 
pp. 83-109; Fonrobert 1997, pp. 121-
140; Gench 2004, pp. 28-55; Haber 
2003, pp. 171-192; Horsley 2001; 
Lemarquand 2004; Levine 1996, 
pp. 379-397; Marcus 2000; Melzer-
Keller 1997; Oppel 1995; Plaskow 
1993, pp. 117-129; Schüssler Fiorenza 
1994, p. 124; Selvidge 1990; Selvidge 
1984, pp. 619-623; Söding 1985, 21987, 
pp. 414-421; Struthers Malbon 1992, 
pp. 37-29; Wilkinson 1998; Trummer 
1991, pp. 15-21.

2 Marcus 2000, pp. 364-366.
3 Marcus 2000, p. 366.
4 It could be argued that the 

Haemorrhoissa’s healing coincides with the 
onset of menopause: her source had “dried 
up”; Formanek (ed.) 1990. 

5 See notes 35-36.

orrhage stopped; and she felt in her body that she was healed of 
her disease. 30Immediately aware that power had gone forth from 
him, Jesus turned about in the crowd and said, ‘Who touched 
my clothes?’ 31And his disciples said to him, ‘You see the crowd 
pressing in on you; how can you say, “Who touched me?” ’ 32He 
looked all round to see who had done it. 33But the woman, know-
ing what had happened to her, came in fear and trembling, fell 
down before him, and told him the whole truth. 34He said to 
her, ‘Daughter, your faith has made you well; go in peace, and be 
healed of your disease.’”

The biblical episode of the cure of the bleeding woman1 appears in 
the Synoptic Gospels (Mark 5:24-34, Luke 8:42-48 and Matthew 
9:19-22), where it is framed by the story of how Jesus raises the 
daughter of Jairus. It takes place just after Christ’s crossing of the Sea 
of Galilee and his arrival on Jewish soil on the western bank of the 
lake. The Haemorrhoissa is an anonymous woman who steps forward 
from the crowd in the hope of satisfying her inner desire to be cured 
after twelve years of bleeding. She believes this will happen if she 
touches the clothes of Christ. 

Exegetes have drawn attention to some interesting connections and 
parallels between the story of the bleeding woman and that of the 
raising of the daughter of Jairus.2 For one thing, the former is a story 
within a story, an episode that causes a tormenting delay3 in the latter, 
for it is because of the bleeding woman that Jesus arrives too late at 
the bedside of Jairus’ ailing daughter. It is, in other words, a dramatic 
interruption of the frame story. Second, there are a number of sym-
bolic links and contrasts between the sick girl and the haemorrhag-
ing woman. The girl is twelve years old, while the woman has un-
dergone twelve years of ineffective treatment, and the number twelve 
can, moreover, be interpreted as a reference to the twelve tribes of 
Israel. The girl is around the age when the menses begin, whereas the 
woman is seeking an end to her bleeding.4 In the one story the crowd 
is an obstacle to the healing, while in the other it is a catalyst. Jairus 
is wealthy, while the Haemorrhoissa has spent all her money on phy-
sicians. Both women are referred to as “daughter”, although they are 
ritually impure: one through death, the other through menstruation. 
In Numbers 5:1-4, God tells Moses to send away everyone who has a 
“discharge” (so-called Zabâ5) and all those who are “unclean through 
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contact with a corpse”, yet in Mark 5 and Luke 8, the dead and the 
bleeding are not only touched but also cured. So in both instances, 
there is an element of tension with the Jewish tradition. Yet another 
parallel between the two stories is that fear appears as a significant 
emotion. 

Susan Lochrie Graham notes that, in the Haemorrhoissa episode, “no 
word is spoken aloud in [the] healing; there is only touch”.6 The fo-
cus is on the desire of the bleeding woman, which is expressed in an 
internal monologue (“If I but touch his clothes, I will be made well”, 
Mark 5:28). In Mark, the woman feels “in her body” that the disease 
has been halted (29). As soon as the healing has taken place, the first 
word is spoken, as Jesus asks “Who touched my clothes?” (30).7 The 
response from Peter (Luke 8:45) and the disciples that it is the crowd 
that is pressing in on him (Mark 5:31) adds to the drama of the mo-
ment. But Jesus insists: “Someone8 touched me; for I noticed that 
power had gone out from me” (Luke 8:46)”. In Mark 5:32, it is speci-
fied that Christ looks around to see who had done it. In Matthew he 
simply turns around and his words are omitted, as is the suggestion 
that Christ’s action is in response to something (9:22). Here, the fact 
that the woman has been healed is announced verbally by Jesus; it is 
not expressed in the actual touch. Hence, any suggestion of a force or 
power is absent in Matthew. According to Mark and Luke, the trem-
bling woman subsequently identifies herself to Christ and fearfully 
concedes that she was the one who touched him, whereupon Christ 
tells her that her faith has made her well. Her trembling is an archaic 
motif that expresses the impact of theophany on man.9

There is a tension in the various versions between the woman’s sur-
reptitious action and the search for her identity as well as the actual 
nature of the touch. There is moreover a tension between the touch-
ing of Jesus by the crowd and the extraordinary touch of a single 
woman. Equally striking is the tension associated with an element 
of fluidity: her fountain of blood dries up at the precise moment that 
Christ becomes aware that something has ‘flown’ from him. Exegetes 
continue to debate the suggested underlying process of the healing 
(magic?), the action involved (the touch was initiated by a woman), 
the nature of the illness (uterine bleeding or not?) and the possibly 
anti-Judaic undertone of the episode (is there a deliberate reference in 
Mark to Jewish purity laws?).

6 Graham 1991, pp. 145-158, p. 149.
7 MarcuS 2000, pp. 364-366, notes that 

Mark 6, “quis tetigit vestimenta mea”, can 
also be interpreted as “Who has touched 
me and my clothes?”.

8 MarcuS 2000. The utterance “Et 
circumspiciebat videre eam quae hoc 
fecerat” seems to suggest that Christ was 
assuming a female. On the other hand, 
‘eam’ may refer to the perspective of the 
storyteller and his reader.

9 MarcuS 2000, p. 363.
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10 Wilkinson 1998, p. 105.
11 Rhoads 1994, pp. 343-375. Mark 

7:24-30 is regarded by some authors as 
comparable in this respect, but here the 
Greek woman throws herself before the feet 
of Jesus, begging him to heal her daughter.

12 Bieringer 2005, pp. 19-43.
13 Lalleman 1967, pp. 85-86.
14 Cotter 1999, p. 246.
15 This contrasts with Fonrobert 1997, 

p. 127, where it is asserted that “healing 
by touch is also a common element in 
Hellenistic healing stories”. 

16 Kee 1984, pp. 2-4; Cotter 1999, p. 246; 
Kee 1983, pp. 162-63.

17 Bromley 2005, pp. 1-20, p. 10.
18 Hull 1974, p. 136, as a performative act 

resulting in a discharge of power from the 
Messiah.

19 Bromley 2005, p. 6.
20 The so-called power of the mana; Hull 

1974, p. 87 and p. 108.

Christ’s miracles of healing are performed by word, by touch, by word 
and touch, or by saliva, and they happen from a distance or through 
incision.10 The Haemorrhoissa clearly belongs to the category of heal-
ing by touch (haptein, tenere), but exceptionally the touch is initiated 
by the person being healed.11 Although the most general meaning of 
the Greek verb haptein is ‘to touch’, it can also mean ‘to approach’, ‘to 
come into contact with’ or ‘to touch emotionally’ (in a positive or a 
negative sense). Comparative research into its frequency and meaning 
in context in the Old and the New Testament also found evidence of a 
cultic meaning (Ex 29, 37) and a relationship with a taboo of touching 
(Leviticus and Numbers) between people, objects and dead bodies.12 

Lalleman considers healing by touch to be a typically Judaeo-Chris-
tian motif.13 In the Greco-Roman tradition, reference is usually made 
to therapy, sacrifice and other such practices.14 Mark and Luke specify 
that the bleeding woman could not be helped by physicians. The 
healing by Christ, on the other hand, is instantaneous, a momentum 
that requires no other means or therapeutic process, and that uniquely 
connects the touch – haptomai – with the possibility of a cure.15 There 
is however more: in this instance, Christ senses that, in the moment 
of healing, a power uncontrollably flows from him (cf. the notion 
of dynamij; virtus).16 Donald Howard Bromley17 and John M. Hull18 
argue on this basis that this episode in Mark and Luke contains ele-
ments of magic: “This was no accidental brush with a stranger; it was 
a risky endeavour to make physical contact with the person of Jesus, 
if even his garment”.19 Dynamai literally means “to be able”. Accord-
ing to Hippocrates (460-377 BC), it refers simply to the existential 
capacity to affect. Dynamij is an oscillating power that moves back 
and forth through the touch of the robe, independently from Christ’s 
volition. It is unusual for the notion to be used in a story of a healing 
by Christ, as it does not stem from a biblical tradition, but is rather 
introduced from a universal, cosmic perspective.20 

On the other hand, the evangelists Mark and Luke clearly discourage 
this magical interpretation. Towards the end of the story, the heal-
ing by Jesus is attributed to the woman’s faith. Jesus also calls the 
Haemorrhoissa ‘daughter’, which suggests a personal relationship 
and introduces an element of intertextuality with the story of the 
daughter of Jairus. Some exegetes interpret the interruption as Jesus 
tries to identify the sick woman in the crowd as an indication that 
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it is his express intention to convince her that what has happened 
transcends her superstition21. Others emphasise that, while the aspect 
of dynamij is described as being beyond Christ’s control, it is he who 
responds to the faith of the Haemorrhoissa.22 There is no magical 
technique involved, as in the story of Simon Magus (Acts 8:18-24), 
but rather a performative act resulting in a discharge of power from 
the Messiah.23 Marla J. Selvidge points out that the woman wishes 
to be healed in both a physical and a spiritual sense (cf. the notion of 
sotesomai) (Mark 5:28: salva ero).24 However, the healing through the 
touch of the robe is physical only: sensit corpore quod sanata esset a plaga 
(31). Subsequently, in verse 34, the process is completed through the 
words of Christ: filia fides tua te saluam fecit, vade in pace.25 Clearly, 
then, the healing encompasses two steps, and in this sense it could 
be classified as a ‘healing by touch and word’, contrary to Wilkinson’s 
assertion that the Haemorrhoissa is cured through touch only.26

There has been considerable debate among scholars not only about the 
characteristics of the healing and the elements of magic and miracle, 
but also in relation to the nature of the illness of the Haemorrhoissa. 
In this context, Susan Haber asserts: “Levine27, like D’Angelo28, sup-
ports that the hemorrhaging woman’s condition may not be vagi-
nal bleeding at all […]. If Levine were correct, and the ailment is 
other than woman-specific, why then is this woman different than 
any other of the afflicted in Mark’s Gospel: the blind, the deaf or the 
man with the withered arm?”29 The debate raged primarily in the 
mid-1990s, a period which, according to Charlotte Fonrobert, was 
characterised by a detrimental magnification of feminism: the Jesus-
was-a-feminist syndrome.30 Authors such as Marla Selvidge and Judith 
Plaskow adopt a similar emancipatory perspective in their interpre-
tation of Jesus’ supposed anti-Judaic tendencies insofar as the latter 
tradition was restrictive for women, as is apparent in the purity laws 
formulated in Leviticus and Deuteronomy.31 Richard A. Horsley, for 
his part, argues that the “importance of the woman who had hemor-
rhaging for twelve years […] has been obscured in recent interpreta-
tion. Indeed, by setting Jesus in opposition to ‘Judaism’, Christian 
theological interpretation has not only blocked recognition of impor-
tant aspects of Mark’s story; it has imposed some highly distorting 
false issues onto these episodes and the significance of these women. 
It is important to dispense with these distorting false issues in order 
to clear the way for a fresh hearing of these intertwined episodes”.32 

21 Marshall 1989, pp. 106-108; May 1952, 
pp. 93-103, p. 98.

22 Bromley 2005, passim.
23 Bromley 2005, p. 19.
24 Selvidge 1990, pp. 91-92.
25 Schüssler Fiorenza 1994, p. 124 on 

the relationship between wholeness and 
holiness.

26 van der Loos 1965, p. 510.
27 Levine 1996, pp. 379-397.
28 D’Angelo 1999, pp. 83-109.
29 Haber 2003, p. 191.
30 Fonrobert 1997, p. 124 refers 

to Selvidge 1984, who speaks of 
“androcentric levitical writers”; Barta 
1991, pp. 24-36, p. 31; Swidler 1971, 
pp. 177-183, p. 181.

31 Selvidge 1990; Plaskow 1993; but also: 
Neusner 1973, p. 65; Sanders 1998 
(1992), pp. 214-230; Sanders 1990, 
pp. 258-271; Fredriksen 1995, pp. 18-
25, pp. 42-47, pp. 22-23; Gilders 2004.
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32 Horsley 2001, p. 208.
33 For a balanced view, see Marcus 2000, 

p. 357 and Robertson & Perschbacher 
2004, passim.

34 This is, for that matter, Marla Selvidge’s 
principal argument in suggesting an 
element of anti-Judaism.

35 Fonrobert 1997, p. 130: On zabâ (zvaha) 
and Leviticus: touching and being touched 
are quite different propositions. “The 
menstruant woman does transfer impurity 
by being touched (= Lev 15: 19). However, 
Leviticus does not mention that she 
communicated impurity by touching. Her 
hand in fact does not transmit impurity”. 
The Zvaha may not be touched indirectly 
either (linen, etc.: Lev 15: 27). The Mishna 
is stricter when it comes to the zvaha: 
“He who touches a zav, or he whom a zav 
touches, transfers a status of impurity to 
food, drink and vessels that can be purified 
by immersion”, Fonrobert 1997, p. 131.

36 We will return to the topic of 
menstruation in due course; see already: 
Cohen 1991, p. 278 ff.; Wood 1981, 
pp. 710-727; Lemay 1990, pp. 189-209; 
Bynum 2007; Biale 2007; Fonrobert 
2000; McCracken 2003; Branham 
1999, pp. 129-161; Buckley & 
Gottlieb 1988; Whitekettle 1996, 
pp. 376-391.

37 Biale 2007, pp. 104-106.
38 Ginzburg 1998, p.101: “Ces images, 

concentrées sur le punctum, sur l’instant 
décisif”.

More recently, there has been growing consensus that the affliction of 
the Haemorrhoissa was indeed uterine bleeding.33 The Bible speaks 
simply of a woman “who had been suffering from haemorrhages for 
twelve years” (mulier quae erat in profluvio sanguinis annis duodecim, 
Mark 5:25). The evangelists seem reluctant to specify from which 
part of her body she was bleeding. Still, Mark 5:29, in a literal trans-
lation, refers to a “fountain of blood”: fons sanguinis eius (siccatus est). 
Similar references are found in Leviticus 12:7; 15:19-33 and 20:18, 
where the zabâ is discussed.34 The zabâ is a pathologically menstruat-
ing woman, who must be isolated. Leviticus prescribes purity rules 
for those who have touched the zabâ35, but it says nothing about the 
zabâ who touches; this aspect is only discussed in the later Mishna, 
where the touching zabâ is also considered to transfer impurity.36 
Still, there can be no doubt whatsoever that menstrual blood was re-
garded as impure in the Jewish tradition. Menstruating women were, 
for example, banned from entering the temple.37 Nonetheless, in the 
Synoptic Gospels, it is the sickness of the Haemorrhoissa that causes 
the tapping of the dynamij from Christ. 

In sum, the exegetic literature sheds light on some crucial aspects of 
the biblical text as well as on important cultural and historical back-
grounds, such as the menstrual taboo and the nature of the touch. 
These textual aspects and backgrounds are relevant to the semantics 
of the visual and iconographic tradition of the Haemorrhoissa. 

2. Crowd and Hem: Narrative and Iconic Space 

In his essay A distance, Carlo Ginzburg argues convincingly that the 
introduction of the Haemorrhoissa in early Christian art cannot be 
detached from a fascination with what he refers to as the punctum: 
l’instant décisif38, a moment when a “shortcut” appears in the space 
that separates text and image: the instant that the garment of Christ 
is touched merges with the moment of the woman’s healing (fons 
sanguinis siccatus est), as well as with the moment that Jesus senses a 
‘power’ (virtus) flowing from his body and turns around. Through the 
compression of energy in these verses (Mark. 5:28-30; Luke 8:44-46), 
an aperture appears towards the image. The text opens up and a visu-
al momentum builds. It is le point décisif. 
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One of the five murals in the catacomb of Peter and Marcellinus 
(Rome, ca 340)39 represents the punctum in the meeting of Christ and 
the Haemorrhoissa (Fig. 1).40 The woman gets down on one knee 
before Christ. His posture suggests that he has just turned around 
(conversus ad turbam: Mark 5:30). The crowd is not represented. The 
scene unfolds in an atmosphere of intimacy between two figures. Per-
haps the artist wanted to evoke the concluding moment: “Your faith 
has made you well; go in peace” (34)”. This would explain Jesus’ 
outstretched hand and the fact that the woman makes eye contact 
with him. On the other hand, the Haemorrhoissa reaches for the hem 
of Christ’s garment (33: procidit ante eum). Christ’s pointing hand 
and the reaching hand of the woman are vertically aligned. In other 
words, the scene may be interpreted as a conflation of the instant of 
healing (confestim, 29) and the instant of Christ’s perception (statim 
iesus cognoscens, 30). 

In the mural, the Haemorrhoissa does not however touch Christ’s 
garment. Instead, another – quite ambivalent – touch occurs: both 
figures have their left hand on their own clothing. The Haemorrhois-
sa touches her veil, while Christ holds his robe at waist height. The 
hands are suggestive of an intimacy between body and clothing. The 
hem represents the boundary between the bodies; a boundary that is 
transgressed in the story of the haemorrhaging woman. 

39 See Deckers & Seeliger & Mietke 
1987, pp. 223-343; Mancinelli 1987, 
pp. 39-43, asserts that the person buried 
here is undoubtedly female.

40 Mathews 1993, p. 63 ff. 
41 Nauerth 1983, pp. 339-446; Mathews 

1993, pp. 54-65; Schiller 1971; Grabar 
1968; Elsner 1995; Weitzmann 1977, 
pp. 2-96; Jensen 2000; Knipp 1998. 

Fig. 2
Christ and the Haemorrhoissa, wall painting in 
the catacomb of SS Peter and Marcellinus - 
Rome, 3rd century.

Fig. 3
Christ and the Haemorrhoissa, sarcophagus 
fragment from the Catacomb of St. Callixtus - 
Rome. 

Fig. 4
Christ and the Haemorrhoissa, detail of the 
Lipsanotheca of Brescia, ivory relief, ca 360-370, 
Brescia, Museo Civico.
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42 Here the iconographical interpretation 
of early Christian art corresponds 
hermeneutically with contemporary 
exegetic interpretations. 

43 Nauerth 1983, Fig. 157 shows a similar 
iconography on a contemporary Roman 
sarcophagus.

44 See Mellinkoff 1993, pp. 220-222, on 
this iconographical aspect as a sign of the 
social outcast. The author focuses mainly 
on the case of Mary Magdalene. See also 
Baert 2009 (forthcoming).

As an early Christian motif, the Haemorrhoissa also appears in im-
ages on other artefacts, such as sarcophaguses and reliquaries.41 What 
follows is an exploration of the iconographic conventions of these de-
pictions and how they each interact with the primary source in the 
Synoptic Gospels.

On the so-called Trees Sarcophagus of Arles (ca 360), the Haemor-
rhoissa kneels down before Christ, firmly grasping the hem of his 
garment with both hands (Fig. 2). Christ touches her head, as in the 
fragment of a sarcophagus from the Callixtus catacomb of the same 
era (Fig. 3). This touching by Christ is not mentioned in the textual 
sources. So it is in the visual translation that a tactile relationship is 
established between hem and head or, if you will, between a stealthy 
touch near the lower regions of the body and a deliberate touch of the 
upper extremity of the body. Christ’s touch was probably regarded 
as necessary in order for contemporary viewers to be able to correctly 
interpret the scene as a healing. Hence, Christ is attributed a more 
active role: the miracle occurs not by the mere touch of his robe, but 
requires a reciprocal gesture.42 In this rendering of the scene, there is 
no eye contact between Christ and the Haemorrhoissa. Instead, his 
gaze is fixed on Peter, a reference to the moment when Christ was 
still trying to identify the person by whom he had been touched.43 
The approach from behind was an established visual topos for the out-
cast.44

Fig. 5
Christ and the Haemorrhoissa, detail of the 
sarcophagus of Adelphia and Syracuse, Rome, 
ca 340, Syracuse (Sicily), Museo Nazionale.
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On the ivory Brescia lipsanotheca (also known as the Brescia Cas-
ket) from the 4th century, a kneeling Haemorrhoissa holds the hem of 
Christ’s garment (Fig. 4). Christ blesses her without touching. Her 
gaze is fixed on Christ, but his eyes seem to search elsewhere.45 Sev-
eral moments in the story are thus combined within the limitations 
of the tectonics of the casket. This conflation of moments (i.e. the 
woman’s action and Christ’s perception), combined with the touch-
ing of the head is recurrent: it also appears on the sarcophagus of 
Adelphia in Syracuse (ca 340) (Fig. 5), on a sarcophagus at the Vati-
can (Fig. 6) and on a sarcophagus at Rijksmuseum van Oudheden in 
Leiden, where Peter is identified by the cockerel (Fig. 7).46 On a later, 
5th century, sarcophagus kept at the archaeological museum in Istan-
bul, the configuration of the catacomb of Peter and Marcellinus is 
repeated. Here, too, there is intimate contact (Fig. 8). The Haemor-
rhoissa is down on one knee, while Christ stretches out a hand above 
the woman’s head and holds his robe together with the other. In this 
rendering, it is she, not Christ, who tries to make eye contact. 

In the miniature of Otto III (Reichenau, 998-1000), featuring the 
raising of the daughter of Jairus, the Haemorrhoissa is barely iden-
tifiable (Fig. 9).47 Confined to the bottom-left corner, like an outcast 
within the frame of the composition, she tentatively touches the hem 
of Christ’s garment with a finger. Inserted into the resurrection scene, 
she cuts an altogether marginalised figure. Christ is preoccupied 

45 Watson 1981, pp. 283-298, with 
bibliography.

46 Inv. no. Pb 35; Mathews 1993 on the 
cock as a sacrificial animal to Asclepius, 
p. 66. Christ often replaces the figure of 
Asclepius; Baert 2005, pp. 1-22.

47 Reichenau, late 10th century, Munich, 
Bayerischen Staatsbibliothek, Cod. Lat. 
Cim 58, fol. 44; Boeckler 1961, p. 9 
and figs. 10-14; Dressler & Mutherick 
(eds.) 1978; Schulmeyer 2000, pp. 456-
457. 

48 Trier, Stadtbibliothek, codex 24, fol. 91; 
Schiel 1960; Ronig 2005, p. 78 ff.

49 On the origin of visual conventions, see: 
Bremmer 1993, pp. 15-35; Baert & 
Kusters 2007, pp. 255-308; Barasch 
1987.

Fig. 6
Christ and the Haemorrhoissa, sarcophagus, 
4th century, Rome, Vatican.
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50 As seen on an ivory from Munich 
dating back to ca. 400 (myrrhophores) 
(Mueller 1955, cat. no. 3; Stiegemann 
& Wemhoff (eds.) 1999, cat. X.2) and 
on the so-called Apostle Sarcophagus 
(Chairete) from the same period (known 
through an engraving in Bosio 1651, and 
Aringhi 1659).

51 Reinhartz 1998, p. 188.
52 Due to the somewhat ambiguous posture 

of the Haemorrhoissa, she is sometimes 
confused in the literature with Noli me 
tangere. This has been the case with the 
murals in the catacomb, the Brescia 
lipsanotheca and the so-called capsa of 
Brivio (the latter in Noga-Banai 2008, 
pp. 38-61, Fig. 3). In all three examples, 
the disciples are indeed lacking. The 
kneeling posture of the woman towards the 
hem (and the outstretched hand of Christ) 
can indeed be interpreted either in tactile 
terms (cf. Chairete) or as a rejection (Noli 
me tangere). The twisted torso of Christ 
can also be interpreted in accordance with 
either story. However, there is good reason 
to believe that Noli me tangere only emerged 
as an independent iconographic motif from 
the Carolingian era. On this confusion, see 
also: de Bruyne 1943, pp. 166-174 and 
Knipp 1998, passim.

with the other miracle, yet he looks back at Peter, in a reference to 
the moment when he becomes aware of the touch. The caution with 
which the woman touches the hem is quite exceptional. The only 
other such example is found in the Codex Egberti (Reichenau, ca. 
977-993), where the tip of her index finger merely brushes Christ’s 
robe (Fig. 10).48 In these two Ottonian examples, there is no question 
of grabbing or holding; there is just the most fleeting touch that is 
physically and pictorially possible.

It appears, then, that the nameless Haemorrhoissa was given a picto-
rial and sculptural identity.49 Often, she is completely veiled, a motif 
that also appears in early Christian depictions of the Chairete or the 
holy women at the tomb (Fig. 11).50 In the case of the Haemorrhois-
sa, the veil emphasises her anonymity, her desire to conceal her iden-
tity.51 The subtle changes in the emotionality and tension of the text 
are reflected in the nuances of the body language expressed in the ico-
nography. A first nuance is the crawling, yearning movement towards 
the hem. This posture refers to the stealthy, furtive approach by the 
Haemorrhoissa. Her surreptitious plan is inspired not by pride, but 
by fear, shame and isolation, and hope is her strongest motivation. A 
second emotion and corresponding physical expression refers to Mark 
5:33 (venit et procidit), where the fearful woman falls down trembling 
before Christ. Arguably a third nuance is found in depictions on vari-
ous sarcophaguses and in catacombs, where the Haemorrhoissa falls 
down on one knee. In most examples, the genuflection coincides with 
eye contact, suggesting that what is being represented is the story’s 
ending, as Christ confirms that she is healed52: fides tua te salvam fecit 
(v. 35). In sum, one could say that the crawling body represents ex-

Fig. 7
Christ and the Haemorrhoissa, detail of a 
sarcophagus, Rome, 390, Leiden, Rijksmuseum 
van Oudheden, inv. no. Pb 35. 
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pectation and hope, the prostrate body the healing, and the kneeling 
body the recognition of the true faith.

The iconographic corpus contains no explicit references to the wom-
an’s illness: obviously its intimate nature imposes considerable re-
strictions on the pictorial tradition. In representations of the blind 
man at the Pool of Siloam (John 9:1-14), attention is drawn to the 
eyes53, while in depictions of the curing of the paraplegic at the Pis-
cina Probatica (John 5:1-8), the disability is hinted at by the presence 
of a bed or crutches.54 But in the case of the haemorrhaging woman, 
there is nothing to suggest that the miracle concerns the healing of 
pathological uterine bleeding. The iconography rests on the conven-
tions of the healing Saviour (by the touch of a hand) on the one hand 
and elements from the biblical story (a prostrate woman, the hem, 
the presence of Peter and the disciples) on the other. However, on the 
sarcophagus of Celsus in Milan (4th century) (Fig. 12), the Haemor-
rhoissa is typologically associated with Peter who turns the wall of 
the prison into water.55 This parataxis articulates a contrast between 
miraculous flowing and miraculous drying up. Both are instances of a 
necessary restoration of nature for the benefit of an individual and the 
community. The parallel that is drawn in this sarcophagus opens up 
an interpretative frame that is connected with a deeper awareness of 
the impact of the healing of the Haemorrhoissa in a Biblical context 
on the one hand and the basic polarity between solidity and fluidity 
(fons sanguinis) on the other. We will return to this polarity in due 
course. 

53 Baert 2007a, pp. 49-60; 2007b, pp. 121-
130.

54 Baert 2005, pp. 1-22.
55 Knipp 1998, pp. 124-125.

Fig. 8 ▷
Christ and the Haemorrhoissa, detail of 
a sarcophagus, 5th century, Istanbul, 
Archeological Museum. 

Fig. 9 △
Healing of the Haemorrhoissa and the daughter of 
Jairus, miniature from the Gospel of Otto III, 
Reichenau, end of the 10th century, Munich, 
Bayerischen Staatsbibliothek, Cod. Lat. Cim 58.
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56 Mathews 1993, pp. 65-66.

The next question to arise concerns the position of the Haemorrhoissa 
in early Christian thought. How should we interpret her popularity 
on sarcophaguses? And are there indications of a particular percep-
tion of the bleeding woman in the 4th and 5th centuries in, for exam-
ple, contemporary sources or scholarly commentaries?

3. Healing and Magic

In the early Christian era, Christ’s miracles were the predominant 
evangelical motif. In his book The Clash of Gods. A Reinterpretation of 
Early Christian Art, Thomas Mathews places the miraculous healings 
by Christ in the context of a still ambivalent view of the Saviour.56 
He argues that the healings can be interpreted as expressions of a 
belief in a world pervaded by magic. The iconographic preoccupation 
– qualitatively and quantitatively – with the miraculous healings 
may be seen as a strong rebuttal of the ancient traditions: the central 
figure is not Asclepius, the wizard-god, but the Son of God who cures 
by a single word, a single touch, thereby affirming the supremacy of 
monotheism. Consequently, the apologetic nature of the iconic pro-
grammes of the sarcophaguses finds expression in the recognition of 
Christ as the ‘true’ wizard. This makes the iconography rather am-

Fig. 10
Healing of Haemorrhoissa, miniature from the 
Codex Egberti, Reichenau, 977-993, Trier, 
Stadtbibliothek, ms. 24, fol. 90v. 

Fig. 11
The Myrrhophores at the Tomb and the Assumption 
of Christ, detail from the so-called “Reidersche 
Tafel”, ivory, northern Italy or Rome, ca 400, 
Munich, Bayerisches Nationalmuseum, inv. no. 
MA 157.
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bivalent, suspended somewhere in between ancient conventions and 
new Christian symbolism: “The force of the Early Christian miracle 
images is their radical novelty. (…) The moment of the miracle is 
critical (..) this was a new kind of imagery, for which, surprisingly 
enough, non-Christian art had no answer. Paganism had no images 
to compare with this propaganda”.57 Origen (ca 284), in his defence 
of Christ against mockery by heathens, does not deny that Christ 
had magic powers, but instead depicts him as a true healer, devoid of 
quackery and not driven by financial gain. What is more, the mere 
utterance of his name could drive away demons.58 

The notion of ‘magic’, particularly in the context of a generalised 
fear for calamity, ill-health and evil possession, was very much alive 
during the Palaeo-Christian and early-Mediaeval eras. This explains 
why the motif of the Christian healer penetrated into various expres-
sions of material culture, including sarcophaguses, ceramic artefacts, 
jewellery, cameos, amulets and textiles. Asterius, Bishop of Amasea 
in Turkey, wrote the following (ca 400): “The more religious among 
rich men and women, having picked out the story of the Gospels, 
have handed it over to the weavers – I mean our Christ together with 
all his disciples, and each one of the miracles the way it is related. 
You may see the wedding of Galilee with the water jars, the paralytic 
carrying his bed on his shoulder, the blind man healed by means of 
clay, the woman with an issue of blood seizing Christ’s hem, the sin-
ful woman falling at the feet of Jesus, Lazarus coming back to life 

57 As in the footnote above, p. 68.
58 Origen, Contra Celsum, I: 67.

Fig. 12
Healing of the Haemorrhoissa and Peter turning 
the prison wall into water, 4th century, Milan, S. 
Maria presso S. Celso.

Fig. 13
The raising of Lazarus and the healing of the 
Haemorrhoissa, fragment of Coptic textile with 
scenes from the Old and the New Testament, 
Egypt, 5th century, London, Victoria and Albert 
Museum, 722-1897. 
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59 Asterius of Amasea, Homily 1, PG 40, 
cols. 165-168; Mango 1972, p. 51.

60 Mathews 1993, p. 59.
61 PG 26, 925-928; Selvidge 1990, p. 20.
62 Mathews 1993, afb. 40, p. 60: here 

the author again associates the raising of 
Lazarus with the Haemorrhoissa.

63 Spier 2007; Spier 1993, pp. 25-62; 
Ritner 1984, pp. 209-221.

from his tomb. In doing this, they consider themselves to be reli-
gious and to be wearing clothes that are agreeable to God”.59 To some 
of the early Christians, the life of Christ consisted simply in a series 
of healing miracles, aspects of Christianity that related directly to 
their day-to-day worries and anxieties.60 Athanasius of Alexandria, 
in his Vita St Antonii (356-362), writes about a paralytic girl who 
discharged fluid from her eyes, nose and ears that turned into worms 
as it fell on the ground. Her parents, having heard of Antonines who 
were undertaking a pilgrimage, and – believing that the Lord had 
healed the “woman with the issue of blood” – asked to be allowed, 
together with their daughter, to travel with the monks, and hence 
the girl was healed.61

The common presence of the Haemorrhoissa in the early Christian 
iconography may also be indicative of a fascination for the miracle-
working Lord as such, and thus of a pragmatic interpretation of 
Christ’s message of Salvation. This would in turn explain how the 
motif of the Haemorrhoissa also became embedded in the culture 
of daily life. A female figure on a 5th-century domestic textile has, 
for example, been identified as the Haemorrhoissa on the basis of 
an inscription (Fig. 13).62 As one descends further into the material 
culture of the early Christians, one even encounters her on gems, in 
incantations, and on talismanic stones and amulets.63 The transfer of 
the motif from the evangelic miracle story as it appears in the clas-
sical sarcophagus cycles to the world of everyday artefacts and apo-
tropaia is quite remarkable. What follows is an attempt to describe 
the pattern underlying this process.

Fig. 14
Amulet with healing scenes, Byzantine, London, 
British Museum, reg. no. 1938. 

Fig. 15
Amulet featuring the healing of the Haemorrhoissa, 
rock crystal, New York, America Numismatic 
Society, inv. 307.
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64 Barb 1964, pp. 1-22, p. 10; Plate 2a-b.
65 Spier 2007, cat. no. 684 a and b: New 

York, America Numismatic Society, rock 
crystal, 30-20-4 cm.

66 Spier 1993, p. 44, pl. 6b, inv. 1917, 6th-7th 
century; also shown by Kötzsche 1979, 
p. 440 and Nauerth 1983, p. 560, cat. 
no. 165. In note 111, p. 44, Spier also 
refers to the Benaki Museum in Athens, 
where a green mid-Byzantine Chalcedony 
amulet is kept featuring the Haemorrhoissa 
and the Crucifixion, without inscription. 
Haematite is not particularly rare. It 
characteristically has a red core that turns 
black to silver-grey when cut and polished.

A.A. Barb discusses an amulet in the British Museum bearing Greek 
inscriptions from the early Byzantine era, and featuring Christian 
iconography on one side and Gnostic-inspired iconography on the 
other (Fig. 14).64 The former displays four rows with Biblical scenes 
and healing miracles, including that of the blind man at Siloam and 
the paralytic at the Piscina Probatica. At the centre of the third row of 
figures appears the Haemorrhoissa, recognisable by the hands reach-
ing out for the hem of Christ’s garment. The inscription is a sup-
plication for strength for the bearer of the amulet and weakness for 
his enemies. On the Gnostic side, one recognises the image of ‘Horus 
on the crocodiles’ of ancient Egyptian magic. The inscription reads: 
“Sisinnos Bisisinnos [sic], tread down the abominable (female) one 
that she should no longer have strength. The Seal of Solomon has an-
nihilated thee. Michael, Gabriel, Uriel, Raphael fetter thee”.

The catalogue of early Christian cameos compiled by Jeffrey Spier 
shows a rock crystal with a representation of the Haemorrhoissa at 
the feet of Christ (Fig. 15).65 Christ does not touch the woman, but 
he holds his hand above her head in a protective gesture. In his article 
Medieval Byzantine Magical Amulets and Their Tradition, the author 
highlights two other remarkable amulets. The intaglio hanger in sil-
ver, now kept at the New York Metropolitan Museum, is a 5-cm-
high haematite depicting the Haemorrhoissa at the feet of Christ on 
one side and Mary Orant on the other (Fig. 16).66 The inscriptions are 
corrupt references to the passage in Mark: “Und da war die Frau, die 

Fig. 16
Haematite amulet with the healing of the 
Haemorrhoissa, Egypt, Late Antiquity, 
New York, Metropolitan Museum of Art, 
17.190.491.

Fig. 17
Bronze amulet from a private collection in 
Asia Minor, representing the Haemorrhoissa 
(EMOROYC) o none side and the Hysteria 
motif (i.e. a head with seven protruding snakes) 
on the other.
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67 After Nauerth 1983; See also: Frazer & 
Weitzman (eds.) 1977, p. 440.

68 Meier 1977, pp. 392-395.
69 Spier 1993, p. 28, 30, 44, 56; p. 44: 

“the bronze token with the haemorhoissa 
suggests that it had to help women in 
some way”.

70 Veith 1965.
71 Pointon 1986, pp. 5-22.
72 Spier 1993, as in Fig. 40 - 4d: silver 

ring, and also on a lead amulet, both from 
Corinth.

73 Spier 1993, p. 30.
74 Spier 1993, p. 43. Often , the portrait 

represents an octopus-like creature (infra, 
see note 86).

75 Spier 1993, p. 43.
76 Spier 1993, p. 43.
77 The literature on the womb and 

menstruation in the pre-medical world is 
extensive: 

 Lemay 1990, pp. 189-209; Cayleff 
1992, pp. 229-235; Dean-Jones 1989, 
pp. 177-192; Green 1990, pp. 127-158; 
Hanson 1975, pp. 567-584; Horowitz 
1976, pp. 183-213, reveals Aristotle’s 
biological and political sexism. For 
another viewpoint, see Morsink 1979, 
pp. 83-112; Jacquart & Thomasset 
& Adamson (trans.) 1988; Delancy & 
Lupton & Toth, The Curse. A Cultural 
History of Menstruation 1988; Formanek 
1990. 

78 According to Barb 1964, Pl. 6a, this 
notion originated in Mesopotamian 
archetypes. Amulets could also protect 
men who had been ‘infected’ by a womb, 
as in the case of the amulet (pl. 6a) for the 
Russian Basileos  See also: Aubert 1989, 
pp. 421-449; Bodemer 1983, pp. 1-11; 
Griffin 1978.

79 Spier 1993, p. 45.
80 Spier 1993, p. 46.

hatte jahrelang den Blutfluss und viel zu leiden. Und sie hatte viel aufge-
wendet, aber es hatte ihr nichts genutzt, sondern es wurde noch schlimmer mit 
ihr. Es trocknete die Quelle ihres Blutflusses aus in dem Namen ihres Glau-
bens”.67 Haematite – a form of iron oxide – is also known as blood-
stone, and, because of its characteristic red colour with black oxi-
dation, it is attributed healing powers for blood-related ailments.68 
I will return to the topic of haematites in due course. 

An amulet from a private collection in Asia Minor represents the 
Haemorrhoissa with the caption ‘EMOROYC’ on one side and a head 
with seven protruding snakes on the other (Fig. 17).69 The head with 
snakes for hair is the Gorgon, and it connects the Haemorrhoissa 
with the hysteria motif in amulets.70 Medusa was, after all, seen to be 
one of the appearances of the womb.71 According to Spier, amulets 
featuring the Gorgon should not be interpreted as a threat to the 
womb, but rather as its portrait. In this capacity, they were consid-
ered to dispel and to exorcise, much as a demon could be dispelled 
by its own name.

Uterine amulets often bear the short inscription Hysterijkon phylak-
tijrion72. Many others have inscriptions derived from a longer Byz-
antine incantation: “Womb, black, blackening, as a snake you coil, 
and as a serpent you hiss, and as a lion you hoar and as a lamb, lie 
down”.73 The magic formula was supposed to calm down the uterus 
and help it shrink.74 A 6th-century Coptic papyrus contains a charm 
to control hysteria: “Make the womb of so-and-so, who bore so-and-
so, relax into the natural position, and be uninflamed”.75 Yet another 
possible formula was: “Set the womb of so-and-so in its proper place, 
you who lifts up the disk of the sun”.76 The charms and incantations 
were used for a variety of uterine problems: childbirth, contracep-
tion, afterbirth, labour pains, severe menstrual bleeding, etc.77 

Such amulets should be seen in the context of the belief that the 
womb is animate, a demon, an animal that constantly needs to be 
tamed.78 A bronze amulet in the British Museum (5 th-6th centuries) 
asks79: “Why do you munch like a wolf; why do you devour like a 
crocodile, why do you bite like a lion, why do you gore like a bull, 
why do you coil like a serpent, why do you lie down like a tame crea-
ture?”. Occasionally, the hysteria formula is followed by the phrase 
“Eat and drink blood!”.80 Stopping the bleeding was often essential, 
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81 Other examples in Ritner 1984, passim.
82 Leyerle 2001, pp. 26-48; 

Vandenbroeck 2000, p. 141. The throat 
is a ‘tube’, a gorgo (cf. infra), a transit 
which in the early-mediaeval medical and 
magical perception was seen as a mirror of 
the uterus. 

83 It is beyond the scope of the present study 
to describe the genealogy that ultimately 
connects the uterine phantasm as a symbol 
and an anthropomorphous shape with the 
Gorgon/Medusa. The visual genealogy of 
hysteria starts in the stain, an amorphous 
pulsating darkness that is exteriorised 
through aspects of nature that are likewise 
associated with pulsating, spasmodic 
movements, as in the case of the octopus. 
The uterine imagination makes use of 
protrusions, extensions, flaring hair, 
snakes, etc. This imagination arguably 
corresponds with the uterus’s capacity to 
swell and shrink, to expand and shrivel. 
P. Vandenbroeck (Vandenbroeck 2000, 
passim) argues that, once the phantasm 
of the frightful uterus has moved from 
abstraction to recognisable image (animal, 
human), the rupture becomes visible 
between matrilinear and patrilinear 
patterns of sensation. The former belongs 
to the order of the proto-figurative, the 
latter to that of the delineation, the 
form, mimesis. From a psychoanalytical 
perspective, this dichotomy corresponds 
with the duality of the phallic and the 
matrixial analysis. On this implication, 
see: Bronfen 1998, p. 53 and passim; 
Lichtenberg-Ettinger 1995; 
Lichtenberg-Ettinger 2006; de 
Zegher (ed.) 1996. 

84 Barb 1948, pp. 35-67.
85 Resnick 2000, pp. 241-263.
86 Geyer (ed.) 1898, p. 22.
87 A physiological detail in Eusebius (332) 

(Monatschrift für Geschichte und Wissenschaft 
des Judentums 19 (1870) p. 187 ff.

87 Onomasticon 58, 21; Larsow 1862; van 
der Vliet 1938, p. 139, who mentions 
the striking reddish colour of the water. 
This was most probably due to the soil, but 
the Church Fathers associated it with the 
blood of Zechariah, the father of John the 
Baptist, who had been slain in the temple 

for example to save an unborn child. The purpose of the formula was 
to make the demon hysteria ‘devour’ the blood.81 A uterus can swell 
dangerously and either retain or discharge large quantities of blood. 
It was seen as a creature with tentacles that can reach out to other 
parts of the body, including the throat.82 In view of this combina-
tion of swelling and tentacles, the womb came to be symbolised by, 
among other creatures, octopuses and sea urchins. They are ‘gorgo-
nian’ representations of the uterus, which also appear on para- and 
proto-Christian amulets and in feminine incantation culture, includ-
ing in Berber textiles.83

In his St. Zacharias the Prophet and Martyr: A Study in Charms and 
Incantations, Barb analyses a group of formulas that may also be as-
sociated with the Haemorrhoissa.84 They are all connected with the 
prophet Zacharias and were believed to help against sudden bleeding, 
e.g. from the nose. Nose bleeding was seen as a demonic sign that 
called for exorcism-like incantations. Besides the vagina, the nose is 
arguably the only body orifice from where blood can flow ‘sponta-
neously’.85 The Jewish priest Zacharias (or Zechariah), the father of 
John the Baptist, had come to be associated with bleeding since the 
shedding of his blood in the temple by King Herod’s soldiers. His 
blood was believed to have turned into stone. The Itinerarium Burdi-
galense reads: “In the building, where Solomon’s temple was, on the 
marble (stones) before the altar, the blood of Zacharias (was to be 
seen) as if just spilled there to-day”.86 The Talmud recounts how the 
blood of Zechariah found no rest for many years. The red water that 
bubbled up warm in the ducts and springs of Jerusalem, such as the 
tides of the Piscina Probatica, was traditionally regarded to have been 
the blood of Zechariah.87 In Tertullian (160-230), we read: “Zacha-
rias [was] killed between temple and altar, marking the stones with 
the perennial stains of his blood; the very consummation of the Law 
and the Prophets, who was called not a prophet but an angel, [was] 
beheaded in foul murder as salary for a girl dancer” (the author con-
fuses Zacharias with his son, John the Baptist).88 

The notion of ‘solidified blood’ is again conducive to the associa-
tion of haematite with Zacharias. Many incantations used to refer to 
haematite as ‘bloodstone’ or ‘petrified blood’.89 Etymologically, too, 
haematite - haima- tithenai – means ‘blood that stops’.90 The history 
of haematite as a kind of ‘mineral blood’ runs deep. In Orphica, a 4th-

2x dezelfde voetnoot( 87)!!!
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and whose spilt blood had discoloured the 
groundwater forever.

88 Barb 1948, p. 49; Tertullianus, 
Scorpiace, 8: PL 2, col. 160.

89 As in footnote above, p. 63 en 67.
90 Meier 1977, p. 394: “Hematites (…) 

dicitur ab hema, quod est sanguis, et 
tithein, quod est sistere, quasi sistens 
sanguinem”, after Petrus Berchorius 
(ca. 1290-1362), Reductorium morale XI, 
p. 440a. In the same passage, Berchorius 
attributes the bleeding to “luxuria,” and to 
“carnalis voluptas, mundana prosperitas, 
fluxusque cujuscunque iniquitatis”, and he 
refers in this context to Mark: “Figura de 
haemorrhoissa, quae ad tactum vestimenti 
Christi a fluxu sanguinis est sanata. 
Vestimentum Christi est abstinentia, quae 
re vera sanat ab istis fluxibus animam 
peccatricem”. The precise association 
between the illness and sin, at least in the 
late Middle Ages, requires further research. 

91 Abel (ed.) 1885, mp. 131n, verses 642 ff.; 
Barb 1948, p. 67.

92 Ebermann 1903; Barb 1948, pp. 38-42; 
Sometimes the daughter of the Canaanite 
woman (Mat 15:22) is also referred to 
as Bernice. In the Pericopes of Heny III 
(1039-143), Bremen, Staatsbibliothek M. 
21, fol. 28v, the haemorrhaging woman is 
represented at the bottom and the women 
from Canaan in the top register of the same 
page. In the latter episode, too, Christ is 
approached from behind. 

93 Barb 1948, p. 42; James 1924, p. 102: 
Bernice; p. 183: Beronice, p. 306: Berenice 
and p. 157: Veronica. The name would also 
become a ‘versatile’ incantation. It may 
also refer to fine nitrate.

94 As in footnote above, p. 43 note 1; von 
Steinmeyer 1916.

95 Jasper stones can be yellow or brown in 
colour, but also red.

century poem about the magical qualities of stones that originated in 
ancient Asia, haematite is referred to as the petrified blood of Kronos. 
The verses on haematite begin with the words: “A leech come down 
from heaven”.91 

Early Byzantine and Germanic incantations for Zacharias usually go 
something like this92: “By the great name of the almighty God. The 
prophet Zacharias was slaughtered in the temple to the Lord and his 
blood solidified in the middle of the sanctuary like a stone. So thou 
too stop the blood of the servant of God, congeal disease, as that one 
and as a stone, may it be annulled. I exorcise thee by the Faith of 
Veronica [= Beraioonikij], blood, that you may not drip further; let 
us stay good, let us stay in fear; amen. Jesus Christ conquers”. Sub-
sequently, one would write the name of Veronica on one’s forehead 
using one’s own blood, for example with a stalk of straw. Also worth 
noting is the mention in the formula of Veronica/Berenice. “Her con-
nection with blood dates, not from the miraculous portrait (..) but 
from the apocryphal legend which identified her with the woman 
of the bloody issue”. Beraioonikij is the name given to the Haemor-
rhoissa from the 3rd-century apocrypha onwards.93 I will discuss this 
name in further detail later. 

So an exorcism takes place “by the faith of Berenice”, a reference to 
the final verses in the Synoptics, where it is revealed that her faith 
made her well. The power of the Haemorrhoissa is twofold: she has 
the power of her own faith and the ability to drain power from Christ. 
Thus she embodies a combination of orthodoxy on the one hand with 
superstition and magic on the other. It is on this interface that the 
Haemorrhoissa assumes the ambivalence that is so typical of charms 
and incantations. A mediaeval Latin text, for example, reads: Ad san-
guinem de naribus sistendum. In Christi nomine in fronte scribis de ipso san-
huine ipsius nomen Beronicae, ipsa est quae dixit: se tetigero fimbriam vesti-
menti domini mei salvo ero.94 A similar reference is made in a formula in 
a 13th-century Greek pharmacopoeia by Nicholas Myrepsus. He first 
literally cites the passage from the Gospel according to Matthew and 
then continues in the exorcism passage: “ ‘In the name of the Father 
and the Son and the Holy Ghost. Amen.’ But whoever is going to re-
cite this exorcism must hold in his hand a jasper-stone95 or a haema-
tite and say as follows: ‘By the judgment that shall see the Fathers 
and the Priests and those taking usury and crucifying the Lord Jesus 
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96 The words “Stijson to aima!” are engraved 
on a haematite amulet in Preisendanz; 
Barb 1948, p. 43 note 6: Berliner 
Philologisches Wochenschrift 52 (1932), p. 37.

97 On this practice, see: Pradel 1907, p. 130 
and Barb 1948, p. 53. See also p. 62 on 
Berenice’s hair in the context of exorcism: 
“Berenikij plokamoi”; Boll 1903, p. 275.

98 Pliny, Historia naturalis, 7.15.64. 

Christ, stop the blood96!’ And taking hold of the hair on the patient’s 
head97 repeat Thrice. Then put the jasper into the bleeding nostrils 
and say: ‘I believe in one Father almighty’ and ‘Our Father who art in 
heaven’ and ‘Hail full of grace’ right to the end and that thrice. Then 
say: ‘By the great name of almighty God the prophet Zacharias was 
slaughtered in the temple of the Lord by wicked men and his blood 
congealed like stone. So thy blood too may congeal and be stopped 
by the servant of God. I exorcise thee by the Faith of Veronica that 
thou mayest drip no more blood. Stay good, stay with fear. Amen.’ 
Repeat this thrice.”

The fact that the Haemorrhoissa became associated in a performa-
tive way with exorcism, incantations and pre-medical perceptions 
of haemorrhaging raises questions regarding the precise relationship 
between her, the aspects of bleeding and touching, and the realm of 
sacrality in which the motif appears. 

4. Blood, Touch and Space

Blood is the essence of life (Lev. 17:10-14; it possesses the magical 
power to give and take life. Pliny the Elder, in his Historia naturalis, 
notes that “nothing could easily be found that is more remarkable 
than the monthly flux of women” and that menses has the peculiar 
power to blight trees, kill bees and dull metal. But above all else, he 
sees it as “the material for human generation”.98

In the section on text and intertext, we already discussed some in-
terpretational issues of the Haemorrhoissa episode in the light of the 
Jewish and Antique menstruation taboo. Subsequently, in the sec-
tion on healing and magic, we found indications that the bleeding 
woman became charged in the Palaeo-Christian era with anxieties 
over and fascinations with the ‘wild uterus’. In the present section, 
we consider the spatial liminality of the Haemorrhoissa. How should 
we understand the manifestation and Nachleben of this woman in the 
context of the spatial boundaries stemming from the blood taboo, 
given that the Christian sacred space is also a space of blood, i.e. 
sacrificial blood? How did the confrontation between the two blood 
entities – one physical and feminine, the other dogmatic and mascu-
line – find expression in contemporary texts and images? And does 
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the story of the Haemorrhoissa appear as an exemplum? One of the 
pre-eminent experts on the relationship between blood and space in 
the Latin West and the Greek East is Joan Branham.99

In the early Christian era, there was still a tangible tension between 
the Judaic menstruation taboo and the Christian response to this tra-
dition.100 The story of Hekhalot Rabbati 18 (3rd-4th centuries) is il-
lustrative of the Jewish obsession: a rabbi travels through heaven but 
is hurled down to earth by another rabbi, who had some wool on his 
knee that had been touched by a menstruating woman.101 In Juda-
ism, menstrual blood is by definition impure; it is a consequence of 
the Fall of man.102 

In Didascalia Apostolorum, a third-century Syrian text, it is argued 
that men should not reject women during their monthly periods: “In 
like manner also you shall not separate those (women) who are in the 
wonted courses; for she also who had the flow of blood was not chid-
den when she touched the skirt of our Saviour’s cloak, but was even 
vouchsafed the forgiveness of all her sins. And when (your wives) suf-
fer those issues which are according to nature, have a care that, in a 
manner that is right, you cleave to them; for you know that they are 
your members” (26, 62, 5).103 Also in the third century, however, 
Dionysius of Alexandria (+264), a student of Origen, argued the op-
posite: “Concerning women in their menstrual separation, whether 
it is right for them in such a condition to enter the house of God, I 
think it is unnecessary even to inquire. For I think that they, being 
faithful and pious, would not dare in such a condition either to ap-
proach the holy table or to touch the body and blood of Christ”.104 
Dionysius supports his claim by referring explicitly to the fact that 
even the woman who had the twelve-year discharge touched only the 
fringe of Christ’s garment105 and he suggests that the Christian altar 
space is equally as sensitive as the Jewish Temple Space to impurity 
of the blood.106 So Dionysius’ focus is on the Eucharist (i.e. the altar), 
whereas the author of Didascalia is more preoccupied with the aspect 
of domestic isolation. Certainly the text of the former would appear 
to be an expression of the 3rd-century concern with contamination 
caused by “rivalrous bloods in the same space”.107 A text attributed 
to Hippolytus of Rome (c. 170-c. 236) similarly states that any men-
struating women should be put aside and baptised on another day, 
which testifies to the impact of Eucharist as a barrier, a delimitation 



32

barbara baert

108 Cohen 1991, p. 288; Branham 2004, 
p. 7; Dox 1968: 20, 6.

109 Epistola 14; Gryson 1976, p. 53.
110 Wood 1981, p. 713; Epistola 64, PL 77, 

col. 1183-1199.
111 Payer 1984, p. 36.
112 PL 187-188, Ch. 2, col.106.

of the sacred space.108 Also, in the 5th century, Pope Gelasius asserted 
that priests should keep away from menstruating conhospitae.109 

The controversy surrounding menses and the sacred space would per-
sist. In 597, Gregory the Great asserted the following in response to 
Augustine of Canterbury’s question of whether a menstruating wom-
en could take communion: “A woman must not be prohibited from 
entering a church during her usual periods, for this natural overflow-
ing cannot be reckoned a crime. If the woman who was suffering 
from the issue of blood humbly came behind the Lord’s back and 
touched the hem of his garment (...) (and) was justified in her bold-
ness, why is it that what was permitted to one was not permitted to 
all women? A woman ought not be forbidden to receive the mystery 
of the Holy Communion at these times. (…) If they do not venture 
to approach the sacrament of the Body (...) when they are in their pe-
riods, they are to be praised for their right thinking”.110 However, in 
688, Theodore of Tarsus, the Bishop of Canterbury, expressed quite 
a different opinion: he prohibited women from entering church and 
taking communion and moreover established a waiting period after 
childbirth.111 A century later, Jonas of Orléans, in his De institutione 
laicali, maintained that women in the West “do not enter church 
during their times of carnal impurity”.112 In sum, a conceptual bridge 

Fig. 18
Christ and the Haemorrhoissa, mosaic, 520-526, 
Ravenna, S. Apollinare Nuovo.
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was built from the Palaeo-Christian era to early mediaeval Western 
Europe whereby “symbolically bloody realms remain[ed] inaccessible 
to physically bloody women”.113

Paradoxically, though, the iconography of the Haemorrhoissa mani-
fests itself inside the sacred space itself.

The motif of the haemorrhaging woman appears in the archi-
tectural programme in one of the wall paintings in the catacomb of 
 Peter and Marcellinus (ca. 340), in the Basilica of Sant’Apollinare in 
Ravenna (6th century) (Fig. 18), in Reichenau in Constance (ca 1000) 
(Fig. 19), in the mosaic of the Cathedral of Monreale from 1182-1190 
(Fig. 20) and in the 14th century mosaics in the Chora Church in Is-
tanbul (Fig. 21)114. As it is an integral part of the conventional cycles 
of miracles, it is difficult to ascertain whether the Haemorrhoissa mo-
tif also used to bring across to churchgoers a (subversive) message re-
garding the boundaries of the sacred. In what follows, we will further 
consider the scene in the catacomb of Peter and Marcellinus and the 
mosaic at Istanbul’s Chora Church, where the Haemorrhoissa appears 
outside the context of a cycle representing Christ’s miracles. 

In one of the murals in the aforementioned catacomb, the Haem-
orrhoissa is not isolated. The representation is to be interpreted in 

Fig. 19
Christ and the Haemorrhoissa, mural in 
Reichenau, ca 1000, Constance.

Fig. 20
Christ and the Haemorrhoissa, mosaic, 
1182-1190, Monreale, Dom.

Fig. 21
Christ and the Haemorrhoissa, mosaic, 
14th century, Istanbul, Kariye Djamai.
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119 The motif of fluids as lifeblood appears in 
the catacombs not only in a Eucharistic 
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symbolism. Wine is the food of the 
dead; it seeps through the ground to the 
underworld, says Pliny. Many of the gods 
and goddesses of the Underworld, like 
Selene, were considered to be drinkers of 
blood; see also: Spier 1993, p. 46. 

120 It is beyond the scope of this article to 
extend this reasoning to the Noli me tangere 
motif and the paradigm of Christ as the 
untouchable Visible Invisibility. See on 
this matter: Krüger 2001, p. 104; Baert 
2006. It speaks for itself that, in the 
context of tactility issue in the Biblical 
tradition, the Haemorrhoissa and Mary 
Magdalene are closely related prototypes. 

121 The conversus notion is highly charged 
in both a nominal and a narrative sense. 
Psalm 6:5 reads: “Turn to me, O Lord, 
and deliver my soul: O save me for thy 
mercy’s sake”. This phrase was of great 
influence on the Augustine’s Confessions; 
Reta 1999, p. 239. Similarly in the Noli 
me tangere episode of John 20:14 (conversa 
est retrorsum et videt Iesum) turning around 
plays an important role. It is the moment 
when reversal occurs at a narrative and 
spiritual level: searching becomes finding 
and seeing, and subsequently in the 
text it leads to insight in the ultimate 
appearance of Christ, i.e. His resurrected 

conjunction with the Agape scene in the same catacomb (Fig. 22).115 
Here, a woman holds up a chalice of wine as she conducts the sacrifi-
cial meal. This prefiguration of the Eucharist, led by a woman priest, 
interacts with the depiction of the Haemorrhoissa in the same space. 
Both women are associated with the body of Christ. They also have in 
common an association with a fluid: the fons sanguinis and the wine, 
or the blood of Christ. Blood plays an important role in both scenes: 
subcutaneously in the case of the Haemorrhoissa and symbolically in 
the agape. The relationship between the two is contrastive: impure 
female blood versus hypostatic sacrificial blood. Yet in the story of 
the Haemorrhoïssa, the contradistinction is transcended.

The Haemorrhoissa crosses boundaries in a sacral-spatial sense (the 
hem), in a tactile sense (the touching by the zabâ), and in a heal-
ing sense (the purity of the woman is restored through Christ). The 
healed body of the Haemorrhoissa thus becomes part of the pure body 
that is the young Church. In this transition, a switch takes place from 
her dried-up source to another fluxus: the blood of Christ, which is 
also shed for her. With this, the emphasis is clearly on the final verse 
(Mark 5:34, Luke 8:48, Mat. 9:22): “Your faith has made you well”. 

The interpretation of the Haemorrhoissa as the embodiment of faith 
was developed by the Church Fathers. Notably, she was contrasted 
with the Mary Magdalene of the Noli me tangere motif, suggesting 
that they were already aware of a tension between touching and not 
touching. In his Explanatio psalmorum XII (24, 2), Ambrose explains 
the Noli me tangere motif as an expression of an incomplete state of 
faith, unlike the Haemorrhoissa, who, because of her complete sub-
mission to faith, is permitted to touch Christ’s robe.116 In his De fide 
libri V ad Gratianum Augustum (14, 90), he interprets Noli me tangere 
as a gate too small for the capacity of faith in Christ.117 Augustine 
(354-430) explains Noli me tangere in his Sermo 246 and Epistola 120 
in terms of a transition from faith in Christ the man to faith in Christ 
as God.118 Touch implies belief in Christ’s divine nature, hence the 
Haemorrhoissa is allowed to touch Christ’s robe. Augustine elaborates 
on this opposition in his discussion of Thomas (Sermo 375C), who 
touches for lack of faith. Thomas has yet to do what Mary had already 
done in verse 16 (“Rabboni”), namely to recognise Christ in his di-
vine manifestation.
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form. Likewise in the iconography of 
the Noli me tangere motif, the position of 
Mary Magdalene may be associated with 
looking back, the so-called ‘iconic turn’. 
This idea is developed in further detail in 
Baert 2009 (forthcoming). Pardo 1989, 
pp. 67-91, discusses the ‘conversa’ issue 
in the light of a number of humanist-
aesthetic premises, such as the paragone. In 
the Haemorrhoissa episode, however, it is 
not the woman who must turn around in 
order to attain insight, but rather Christ 
himself. At one level, his turning around 
is a response to a semi-magical impact of 
the touch (supra), while at a second level, 
it also induces change in the woman: it 
affirms her faith and thereby completes 
her healing. So in this instance, it is, quite 
exceptionally, Christ/the Divine that turns 
around for the benefit of man. Hence, 
it may be interpreted as the necessary 
‘interruption’ (temporally, textually, in the 
context of the fluxus) in order to achieve 
healing in the deepest, magic-transcending 
core (supra and infra Conclusion).

122 Demus 1966, pp. 107-60; Nikodijm 
1918; Nelson 1999, pp. 56-82; Nelson, 
1999, pp. 67-101; Oates 1960, pp. 223-
31; Ousterhout 1987; Ousterhout 
1995a, pp. 91-109; Ousterhout 1995b, 
pp. 63-76; Ousterhout 2002.

The healed Haemorrhoissa holds up the sick and socially isolated 
Haemorrhoissa as an exemplum of faith. There are, in other words, dif-
ferent manifestations of the bleeding woman, as had already become 
apparent through nuances in the visual expression of the motif: the 
crawling, the prostrate and the kneeling Haemorrhoissa.119 The pre-
viously discussed mural in the catacomb features the third Haemor-
rhoissa and, strikingly, the aspect of touching no longer comes into 
play at this stage in her development. Faith has been attained; the 
touch has been withdrawn. If we apply the same reasoning to the Ra-
venna mosaic, we recognise a similar closing scene, as Christ has al-
ready turned towards the woman and is addressing her. The moment 
of touching has already passed. However, the Haemorrhoissa is not 
yet a fully healed and proudly erect woman, but still a withdrawn, 
veiled figure. The previous stage in her healing process lingers on. 
The woman abases herself upon Christ’s venit et procidit. She is the 
second Haemorrhoissa, who finds herself in the intermediate stage 
between expectation and having been healed. Her covered hands are 
a reference to the prevailing purity laws. Relics, for example, could 
only be touched with a piece of cloth. At a visual level, text and 
gesture are connected with the convention of proskynesis before the 
Holiest. The Haemorrhoissa of Ravenna thus reverses the text’s un-
derlying theme by highlighting the untouchable Christ120, a reversal 
that occurs as soon as the latter has turned around and identified the 
Haemorrhoissa to complete the healing by his word.121

An altogether more ambivalent and remarkably emotive representa-
tion of the Haemorrhoissa is found in a 14th-century mosaic in Istan-
bul.122 Here, the bleeding woman is depicted as a contorted crawl-
ing outcast. Her robe covers her entire body, turning her into an 
amorphous organic shape that is not instantly recognisable and has 
no apparent identity. Her entire body is committed to grasping this 
last straw. Her contours are echoed by the undulating land: as she 
crawls along, she becomes one with the earth itself. The Haemor-
rhoissa moreover connects two groups: the disciples to the left and 
the Jews from the story of Jairus to the right. Her body constitutes 
a bridge, as it were, between the old laws and the New Covenant; 
between Leviticus and Christ himself. The scene is incorporated into 
a pendant of the dome, which is a prominent place inside the church: 
above the altar and in the proximity of the Heavenly Jerusalem and 
the Christ of the parousia. This Haemorrhoissa is conspicuous in her 

Fig. 22
Agape, mural in de catacomb of Peter and 
Marcellinus, ca 340, Rome.

deze foto heb ik 236% moeten vergroten 
zodat de resolutie maar 127dpi meer is
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mosaic with the presentation of Mary in 
the Temple in the vaulted ceiling at the 
entrance to the nave. The presentation 
of the twelve-year-old to the High Priest 
also functions as a transition from Old to 
New. At the altar of the Holiest of Holy, 
an inscription reads: “Ta hagia toon hagioon. 
The young Mary at the beginning of 
childbearing age contrasts with the woman 
who has suffered haemorrhaging for twelve 
years. Mary is at the beginning of the 
cycle, the Haemorrhoissa has reached the 
end. Both represent a rite of passage. On 
Mary and on the controversial analyses of 
her menses, see also Demyttenaere 1990, 
pp. 141-166. 

127 It would lead us too far astray if we were 
to further explore the mediaeval traces 
of blood, Eucharist and the sacred space. 
I therefore refer the reader instead to 
Bynum 1992, p. 99 and Bynum 2007. 
See also BAERT 2000, pp. 11-43 for an 
analysis of the motif of the face of Christ 
and the fascination with blood. It is also 
beyond the scope of this study to discuss in 
detail the late-Mediaeval connections with 
the Haemorrhoissa character. Suffice it for 
me to indicate some research avenues and 
sources. In A Revelation of Love by Julian of 
Norwich, we read: “That I might have seen 
bodily the passion that our lord suffered 
for me” (Hilles 1998, pp. 553-579). Not 
coincidentally, Julian initially compares 
herself with Mary Magdalene, another 
‘bride’ of Christ. The blood of Christ is 
like the blood of birth and of fertility, of 
salvation through pain and the death of a 
generation. It is essentially regenerative: 
“Blood and body parts were part of a vast 
economy of salvation, a sort of symbolic 
cannibalism between generations” (Rubin 
1994, p. 115). The ‘feminisation’ of Christ 
as the image of Salvation through the 
blood sacrifice thus led to a transgendering 

role of connecting and healing, as the embodiment of commitment 
and faith, even though this is contrary to her function as described in 
sources of the era. 

In the 14th century, Matthew Blastares from Thessalonica compiled a 
collection of canonical law, known as the Syntagma (1335). The text 
denies menstruating women access to the altar, and justifies this posi-
tion by referring to the New Testament story: “The woman with a 
flow of blood did not even dare to touch the lord short of the border 
of His outer-garments”.123 Previously, in the 12th century, Theodore 
Balsamon (+ after 1195), had even suggested that women in their 
menses should be isolated in a separate vestibule.124 However, the 
negative exemplum of the Haemorrhoissa never prevented the repre-
sentation of the haemorrhaging woman in sacred spaces.125 Perhaps 
the mosaic in the Chora Church provides an indication that the realm 
of the purity laws, although they explicitly used the Haemorrhoissa 
as an example, was distinct from the iconographical programme and 
biblical interpretations.126 The question arises, though, what went 
through female worshippers when confronted with such images? 
Moreover, what might have gone through Matthew Blastares’s mind 
when he saw women looking at those images? And what might other 
women or Matthew Blastares have thought when they saw someone 
wear the hysteria amulet featuring the Haemorrhoissa? Whatever the 
answer to these questions, there can be no doubt that, from the early 
middle ages, the Haemorrhoisssa developed into a highly ambivalent 
persona.127

At this point, we have arrived at some important intersections of 
the literary sources and the iconography: between the evangelical 
sources, the exempla for the belief in the commentaries of the Church 
Fathers, the house rules of the liturgy, the formulas and incantations 
against the recalcitrant uterus and the sarcophaguses, catacombs, 
amulets and textiles. 

5. Statue, Hem and Stone

As we have seen in the previous sections, the iconography of the 
Haemorrhoissa lived on in most places during the first centuries of 
Christianity. We have also established that her body language divides 
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in the Eucharistic iconography. If the body 
of Christ is feminine on the basis of the 
incarnation, then this should be apparent 
from his wounds. Here are just a few 
examples: in the iconography of the arma 
Christi, the isolated wound in Christ’s side 
is represented as a unequivocally dominant 
vertical cut. The motif refers to the groom 
who laments in the Song of Songs: “You 
have stolen my heart, my sister, my bride; 
you have stolen my heart with one glance 
of your eyes (4, 9)”. The vulnus amoris or 
wound of love is associated with vulva 
(Hamburger 1997, p. 102 and p. 219). 
A prayer in the Waldburg Prayer Book 
from 1475 describes the wound as follows: 
Das blut gottes trenk mich, Das wasser 
der syten gottes wasch mich (Stuttgart, 
Württembergische Landesbibliothek, ms. 
Brev. 12, fol. 15); Hamburger 1997, p. 
289, note 34. The prayer is illustrated 
with the infant Jesus who appears out of 
the wound. The wound, which discharges 
blood and water, is regarded as a genitrix. 
In other examples, the monumentalisation 
of the vulnus-vulva reveals a micro-
cosmological meaning. In an arma Christi 
from 1320, the wound appears centrally 
on the vertical axis of the Crucifixion 
and the Column (Paris, Bibliothèque 
Nationale de France, ms. fr. 547, fol. 140v; 
Areford 1998, pp. 210-238, pl. 4). 
The vulnus is isolated from the Crucified 
One, transposed vertically, and expanded 
to the dimensions of Christ himself. The 
wound is damaged more severely than the 
two other registers. Perhaps it served as 
a Kussbild, like the vera icon, which often 
exhibits similar kind of damage. The 
crucifix and the column are well-known 
symbols of the axis mundi, the world axis, 
and the medium of the divine hierophany. 
Now the wound is ‘enlarged’ and added 
in a ‘detached’ manner. It appears as a 
diva matrix, in which the dark fluids are 
clearly visible. The association could go 
too far and lead to delusions. A known 
example is an inquisition report on the case 
of Aude Faure, a Cathar from Montaillou 
(first quarter of the 14th century) (Rubin 
1994, pp. 111-113; Bynum 1987, p. 266). 
She refused to accept the real presence of 
Christ in the Eucharist. In her testimony, 

the iconography into three categories. In the present section, we con-
sider a further bifurcation in the tradition, which is traceable to a 
specific location in Palestine. 

One important source in this respect is Eusebius’s Church History, 
Book 7, Chapter 18128

Chapter XVIII.—The Statue which the Woman with an Issue of 
Blood erected. 
1. Since I have mentioned this city I do not think it proper to 
omit an account which is worthy of record for posterity. For they 
say that the woman with an issue of blood, who, as we learn from 
the sacred Gospel, received from our Saviour deliverance from her 
affliction, came from this place, and that her house is shown in 
the city, and that remarkable memorials of the kindness of the 
Saviour to her remain there.
2. For there stands upon an elevated stone, by the gates of her 
house, a brazen image of a woman kneeling, with her hands 
stretched out, as if she were praying. Opposite this is another up-
right image of a man, made of the same material, clothed decently 
in a double cloak, and extending his hand toward the woman. At 
his feet, beside the statue itself, is a certain strange plant, which 
climbs up to the hem of the brazen cloak, and is a remedy for all 
kinds of diseases.
3. They say that this statue is an image of Jesus. It has remained 
to our day, so that we ourselves also saw it when we were staying 
in the city.
4. Nor is it strange that those of the Gentiles who, of old, were 
benefited by our Saviour, should have done such things, since 
we have learned also that the likenesses of his apostles Paul and 
Peter, and of Christ himself, are preserved in paintings, the an-
cients being accustomed, as it is likely, according to a habit of 
the Gentiles, to pay this kind of honour indiscriminately to those 
regarded by them as deliverers.

A homily by Basilius Magnus (329-379), Bishop of Caesarea, de-
scribes a variant.129 The woman who was cured hailed from the city 
of Paneas in Palestine, where she erected a bronze statue in honour 
of the one who had healed her. The statue long stood as a “bulwark 
against those who had said the Evangelists had lied.” Basilius Mag-
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she recalled that, one day she heard a story 
about a woman who had had given birth 
by the roadside. She could not help but 
associate the Eucharist – the body of Christ 
– with the horrors of childbirth and the 
‘disgusting’ afterbirth. Therefore, she could 
no longer believe that the Eucharist was 
the real body of Christ. 

128 Eusebius van Caesarea, Histoire 
écclesiastique, trans. G. Bardy 1955; 
Brugge 1975, pp. 127-139; von 
Dobschütz 1899, p. 31 and p. 197; 
Fabre 1997, p. 122 ; Selvidge 1990, 
p. 20.

129 Preserved in a 9th-century text by Photius: 
Fabre 1997, p. 237, note 19.

130 Nicephorus of Constantinople, 13th 
century (Historia Ecclesiaticae X. 30), cites 
Macarius Magnes in his Antirrhétiques: 
Discours contre les iconoclastes, ed. M.-
J. Baudinet-Mondzain 1989. 
Theophylactus, end of the 9th century, 
repeats Eusebius’s words in his Enarratio 
in Evangelium Matthaei, IX, Migne 
PG 123, col. 230-231. Zosimus (c. 
400-c. 450) (Historia Ecclesiasticae, V. 21) 
and Philostorgius (368-430) (Historia 
Ecclesiasticae, VII. 3) mention that, when 
Julian the Apostate pulled down the 
statue and replaced it with his own image, 
it was destroyed by lightning; Fabre 
1997, p. 242. Nicephorus changes the 
tradition by suggesting that the statue 
was made by the woman herself. Pierre-
Antoine Fabre speaks of a densification 
of the Haemorrhoissa at the level of the 
text, as well as at the level of the visual 
anthropology: “un double phénomène 
d’incorporation et de débordement: la 
femme incorpore la force venue du Christ 
et c’est cette incorporation qui, en arrêtant 
le flux, intensifie le corps (au lieu qu’il soit 
dilué par l’écoulement du sang), et rend 
possible une image définie” (Fabre 1997, 
p. 244).

131 Kitzinger 1954, pp. 83-150.
132 Eusebius himself, as we learn from his 

letter to the Empress Constantia Augusta 
(see above, p. 44), did not approve of 
the use of images or representations of 
Christ, on the ground that it tended to 
idolatry. In consequence of this disapproval 
he fell into great disrepute in the later 

nus goes on to say that it would still have stood as “a testimony to the 
miracle” had Maximinian not had it removed. So the statue disap-
peared, but the Gospel and the story of the Haemorrhoissa continued 
to spread in East and West, so that Maximinian’s attempt proved 
futile. The speechless sculpture was nothing else than a monument 
animated by miracle. 

Macarius Magnes wrote in 360-370 that Berenice “made [him] to be 
celebrated and famous in story till the present day in Mesopotamia. 
[…] For the woman, having had the record of the deed itself nobly 
represented in bronze, gave it to her son, as something done recently, 
not long before”.130 So already in this early text the name Berenice is 
associated with the Haemorrhoissa.

These sources are fascinating for at least three reasons. 
First and foremost, the passage in Eusebius is an important tes-

timony regarding the emergence of the visual culture.131 We know 
Eusebius was reticent about the representation of Christ, as he makes 
clear at the end of his text.132 Basilius Magnus and Macarius Magnes, 
on the other hand, speak of the statue in the context of their defence 
of iconoclasm. John of Damascus (676-749) likewise refers to the 
statue at Paneas in his “Apologetic Treatises against those Decrying 
the Holy Images”.133 Besides the fact that the episode reflects emerg-
ing opinions regarding the (il)legitimacy of worshipping images, the 
words of Eusebius and the two other authors testify to the remarkable 
longevity of the Haemorrhoissa character. She was assumed to have 
lived in Caesarea Philippi, or Paneas, a town in Northern Palestine. 
It was she herself who had the bronze statue made, in commemora-
tion of her miraculous healing. According to the source, it stood on 
a pedestal outside her home. Eusebius himself was said to have seen 
it there with his own eyes. In other words, the statue was conceived, 
produced and erected in consequence of an autobiographic miracle. 

The statue at Caesaera Phillippi is part of an exceptional group of 
testimonies regarding the ‘true face’ of Christ. The tradition of the 
Image at Edessa – also known as the Holy Mandylion – originated in 
the 6th century and would continue to flourish in Byzantium.134 Some 
authors suggest that it competed with the Abgar Legend. Certain 
sources claim that the head of the bronze statue was preserved and 
displayed in a local church, where it emitted a miraculous light. Ac-
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image-worshipping Church, his epistle 
being cited by the iconoclasts at the 
second Council of Nicæa, in 787, and his 
orthodoxy being in consequence fiercely 
attacked by the defenders of image-
worship, who dominated the council, and 
won the day. 

133 III, 43; Fabre 1997, p. 236.
134 Wolf 1998, pp. 153-179; Wolf et al. 

2004. 
135 Wolf 2002, p. 287. The merger could 

proceed on the basis of Macarius Magnes, 
who gave the Haemorrhoissa the name 
Berenice, one of the many equivalents of 
Veronica; Kuryluk 1991, passim.

136 This could be argued to be an ekphrastic 
response to Eusebius’s description. 
A further issue is the twofold movement 
in Mark 9: “venit et procidit ante eum”. 
Was this perhaps meant to be dynamically 
represented by the genuflection?

137 Eisler 1930, pp. 18-27.
138 Mathews 1993, p. 62, fig. 42.
139 Mentioned in: Pradel 1907, p. 111.

cording to the inhabitants of Paneas, the statue originally adorned 
the market square, where it stood near a fountain, as befits a figure 
associated with bleeding.135 

Second, there is a striking detail in the description of the scene that 
has previously gone unnoticed in the literature: Eusebius specifies 
that the Haemorrhoissa kneels. This information may be an inter-
pretation of the synoptic source: Venit et procidit (Mark 5:33). The 
genuflection also appears on sarcophaguses and in Palaeo-Christian 
art from the mid-4th century. Examples that come to mind are the 
previously discussed catacomb scene, the Brescia lipsanotheca, the 
Istanbul sarcophagus, and an ivory dating from the age of Charle-
magne (Fig. 23). Moreover, in all of these representations save the 
Carolingian ivory, the genuflection coincides with Christ (and often 
also the woman) stretching out a hand, gestures which are also speci-
fied by Eusebius.136 Eusebius claims to have seen the statute with his 
own eyes. So how did Eusebius’s specifications and the early Christian 
and Carolingian iconography interact? Was it the source of Eusebius 
or the statue at Paneas itself that affected the iconography as a kind 
of ekphrasis? Or did the images respond somewhat independently to 
a broader ancient pagan prototype of ‘man versus kneeling woman’? 
Some scholars believe that the bronzes represented Asclepius and 
Panacea, but were subsequently reinterpreted by Christians as Christ 
and the Haemorrhoissa.137 Mathews refers to an ancient coin featur-
ing Hadrian and Judea in a similar pose (Fig. 24).138

 
Third, the text by Eusebius makes mention of a “strange plant”, 
which is described as climbing “up to the hem of [Christ’s] brazen 
cloak” and said to be “a remedy for all kinds of diseases”. The essence 
of the story – i.e. the healing – is thus connected with the statue 
itself. The motif is literally a trace. The plant keeps alive the ear-
lier event in the inert matter of the bronze and transfers its remedial 
qualities to the statue. In Greek and Southern Italian incantations 
and formulas, the creeper is also referred to as berenikij. Originally a 
Persian border or rock plant, it is known today under the botanical 
name veronica chamaedrys or spicata, or its English name speedwell. It 
takes hold easily and is common in European gardens.139 It is said to 
have a tonic effect on blood.

Fig. 24
Coin with Hadrian restoring Judaea, Naples, 
Museo Nazionale.
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of the side of the bed and the shoreline of 
the island. The shore of the Sea of Galilee 
is also perceived as a boundary and a point 
of transit in the exegesis of the Gospel 
according to Mark; see: Struthers 
Malbon 1984, pp. 363-377. 

The hem’s function in the story of the Haemorrhoissa is that of a 
delicate sensor, an entry and exit point of powers. Its role reverberates 
in all branches of the tradition. In this instance, it is emphasised by 
the approaching speedwell, which, quite appropriately, is a border 
plant. Moreover, there is clearly a parallel to be drawn between this 
creeper that slowly grows towards the statue of Jesus and the crawl-
ing Haemorrhoissa who stealthily reaches out at her only remaining 
hope: the border or hem of Christ’s garment. 

The hem of Christ’s robe was most likely a frayed, seamless hem. 
It was customary in Jewish dress for left-over pieces of wool to be 
tied together into tassels, the tciyci (tzit tzit) mentioned in Numbers 
15:37-38, which would be counted in the name of Jahweh as a form 
of mental concentration.140 The tassels were to be tied together with 
a blue cord and attached to the borders of garments to remind the 
Israelites of the Commandments of the Lord. In the Judaeo-Christian 
tradition, there was a strong belief that clothing could transfer pow-
er, as in the case of Elijah’s cloak in 2 Kings 2:8-14. And Zech 8:23 
reads: “In those days ten men from all languages and nations will 
take firm hold of one Jew by the hem of his robe and say, ‘Let us go 
with you, because we have heard that God is with you’”.141 Mark 6:56 
recounts how all who touched the hem of Christ’s cloak were healed.

The hem’s materiality and technique – be it the tying of the fabric 
or the twisting of the yarns – embodies the vital principle.142 Child-
birth and the tying off of the umbilical cord are in all cultures associ-
ated closely with the symbolism of textile itself.143 The hem delimits 
and constitutes a transition. It is a transit zone. Its fringes vibrate 
and come to life, so that an association is established with vegetation 
and growth. For that matter, OHG brom, brum (‘young twig’), Dutch 
braam (‘bramble’, ‘knife edge’), brem (‘broom’) and berm (‘edge’), and 
English bramble and brim all share the same Indo-European root (i.e. 
bherem, ‘to stick out’, ‘edge’, ‘hem’), an association that, remarkably, is 
expressed almost literally in the previously cited Eusebius excerpt.144 

The analysis of the hem as a vegetative principle that connects and 
separates, that delimits and transposes, reveals a second archetype of 
the Haemorrhoissa, which is associated with the notion of fluidity. 
Upon the Haemorrhoissa’s touching of the hem, the fluxus is inter-
rupted (i.e. her source dries up). But at the same time, another kind 

Fig. 23
Healings and miracles of Christ, Court School 
of Charlemagne, ivory book cover, early 9th 
century, Oxford, Bodleian Library, Cod. Douce 
176.
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of ‘fluidity’ is suggested, namely the draining of power from Christ 
in response to the stimulus of the menstrual taboo, epitomised in the 
touch, a process in which the hem serves both as the ‘entry’ and the 
‘exit’ point. The result of this collision of fluxes - Fabre calls them 
flux and counterflux145 - manifests itself in the border, in solidity, in the 
healing. The notion of flux followed by stability is echoed metaphori-
cally in the casting of the statue, a process whereby the liquid bronze 
cools and hardens, so that the Haemorrhoissa lives on in a solidified 
state. The bronze thus evokes the moment when the uterine spasms 
have subsided after the hysteria is healed. 

Late-Byzantine sources speak of a stone known as the Petra haemor-
rhoissa146, which indicated the place in Capernaum where the woman 
was healed. The original rock has since been replaced with a copy 
(Fig. 25). The notion of the stone opens up an associative network 
that connects the Haemorrhoissa with litholatry on the one hand and 
blood solidification phantasms on the other. 

There is a connection between litholatry and the most ancient achei-
ropoieta or “images not made by hand”: diipetes, i.e. meteor frag-
ments with a coincidental human form, were believed to have been 
hurled to the earth by the Gods. Much as textile is a vital principle 
that is associated with the uterus, so litholatry contains matriarchal 
symbolism. In Phrygia, for example, a conical stone was venerated as 
Cybele. When Pausanias (2nd century AD) visited Pharae in Achaea, 
he recorded the veneration of thirty squared stones, which he referred 
to as Argoi lithoi or baitulia (‘animated stones’, i.e. meteorites). The 
sacred aspect was rooted in the material itself. Arnobius (late 3rd cen-
tury-327) describes the stone that was said to represent Cybele as 
rather small and faintly resembling a face. The meteorite was inher-
ent in Cybele and had been animated by the Magna Mater, but it had 
no face or limbs.147

Solidification phantasms belong to the broader category of metamor-
phoses from an animate to an inanimate state and vice versa. The su-
pernatural intervention or hierophany manifests itself here in impos-
sible transformations, as in the story of Lot and the transformation of 
his wife Ruth into a pillar of salt. In the case of the Haemorrhoissa, 
there is a tension between morphous and amorphous, between liquid-
ity and solidification, as finds expression in the stopping of the flow 

Fig. 25
Petra Haemorrhoissae, near Capernaum.



42

barbara baert

148 In another blood solidification phantasm, 
the corals of the Red Sea are formed of 
Medusa’s blood. Julia Kristeva therefore 
refers to the Medusa myth as the archetype 
of incarnation: the assumption of a material 
form; Kristeva 1998, p. 40. Coral was 
also used for protective amulets, especially 
for children. Although the Gorgon motif 
is also connected with that of Hysteria / 
Haemorrhoissa, I have thus far found no 
references to coral in the vicinity of the 
latter. 

149 See Bronfen 1998.
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of blood. Similarly in the realm of amulets and charms, the stopping 
of the fluxus or the coagulation or solidification of blood is a recurring 
motif. Haematite, which was believed to consist in solidified blood, 
was regarded as the magical homeopathic element.148 Pathological co-
agulation leading to paralysis is, moreover, associated with hysteria.149

6. Conclusion: Eruption - interruption – rupture.

So how to represent the miracle visually? How to express the dry-
ing of the fountain and the discharge of power? How to transform 
the iconographical space into a narrative space? The image can be 
powerful, yet here it inevitably falls short. Let us briefly return to the 
relationship between image and text, to the contexts in which the 
iconography emerged, the function of the blood and the structures 
underlying the Haemorrhoissa motif.

In essence, the story of the Haemorrhoissa thematises eruption, inter-
ruption and rupture.150 The element of ‘eruption’ is apparent in the 
motif of fluxes that pervades the tradition of the Haemorrhoissa: 
the flow of blood to be stemmed, the draining of Christ’s power, the 
‘flowing’ of the robe in the tsi tsi, the casting of the bronze statue at 
Paneas, and its location near a fountain. The aspect of ‘interruption’ 
is first and foremost related to the structure of the relevant texts in 
the Synoptic Gospels: the Haemorrhoissa is a peculiar narrative, a 
story within the story of the resurrection of the daughter of Jairus. 
The bleeding woman literally crawls onto the scene out of nowhere 
and interrupts the frame story. This interruption defines her as a nui-
sance and an outcast, the zabâ. It also marks a magical-hierophanic 
intervention in the temporal structure, emphasised even further by 
the draining of power from Jesus’ body. Together, ‘eruption’ and ‘in-
terruption’ lead to a third hermeneutic key, which we may refer to as 
a ‘rupture’. The Haemorrhoissa finds herself on the fissure between 
fluidity and solidification, between bleeding and dryness; a marginal 
position that is symbolised by the hem of Christ’s garment.

In what follows, I will discuss further the ruptures of the touch 
and the gaze.

In the iconography of the healing of the Haemorrhoissa, different 
moments from the biblical story are represented separately or in an 
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amalgamated form. Other visual elements are authentically generat-
ed. This results in an economical and concentrated imagery relating 
to the well-known Christian visual motifs of touch, gaze and physical 
interaction. The touching of the hem is a crucial moment in the text, 
and hence it commonly appears in the iconography. In some repre-
sentations, Christ reciprocates with a touch of the woman’s head, so 
that the moment of healing by the word of Christ is conflated with 
the woman’s act of despair. In addition, there are various examples 
of visual representations where the touching of the hem has already 
taken place, and where the artist concentrates instead on the story’s 
ending: “Your faith has made you well.” 

There are also differences to be discerned in terms of the gaze that 
the Haemorrhoissa and Christ exchange. Often, the Haemorrhoissa 
focuses on the hem of Christ’s robe, which she is trying to touch, 
while Christ looks around to try and identify the woman. This is 
a moment of tension in the text, as Christ asks: “Who has touched 
me?” In other renderings, the narrative time is compressed, so that 
the Haemorrhoissa’s touch and her identification by Christ ‘coincide’ 
and their gazes meet. In instances where the artist has represented 
the outcome of the story, there is no touching, but almost always 
Christ and the Haemorrhoissa make eye contact. This would appear 
to suggest that, in the visualisation of the apotheosis of faith and the 
woman’s healing, the tension of the touch makes way for the tension 
of interlocking gazes. As the touch is withdrawn, the gaze becomes 
more prominent. A similar contrast between tactile retreat and visual 
convergence is encountered in the Noli me tangere motif. In the latter 
tradition, the contrast between touch and gaze is interpreted in con-
temporary sources as evidence of mystical compensation.151 

The physical interaction between the Haemorrhoissa and Christ con-
sists primarily in elements of discrepancy and inversion. The dis-
crepancy finds expression in the contrast between the thin or even 
scrawny body of the woman and the self-assured, upright, posture of 
Christ. The Haemorrhoissa invariably appears in the lower register 
of the visual representations and sometimes she is rendered rather 
smaller than the surrounding human figures. This disproportion 
clearly emphasises the woman’s anxiety and furtiveness, and her sta-
tus of outcast. 
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The element of the “approach from behind” is generally to be in-
terpreted negatively: it is associated with a stealthy enemy and re-
fers to the spatial restriction imposed on the outcast. Where there 
is no watchful eye, there is a danger of loss of control. Moreover, 
“what is behind one” is associated with the past and with amnesia. 
Hence, “looking back” can create great narrative tension, as in the 
story of Orpheus, who eventually loses his beloved Eurydice to death 
by breaking his promise not to look back before both he and she have 
returned to the Upper World. Looking back also appears as a motif in 
the story of the Haemorrhoissa. Here, the moment that Christ turns 
around (cf. conversus) is also a turning point in the narrative space. 
The magic is broken as Christ asks who has touched him. In the early 
Christian visual tradition, Christ is however never depicted from be-
hind (i.e. from the Haemorrhoissa’s perspective), but always from the 
front or in profile.

The transposition from text to image contains more subtleties and 
variants than one would initially assume. Moreover, the visual tra-
dition encompasses a fascinating variety of media: sarcophaguses 
and sculptures, textiles, reliquaries, amulets, manuscripts, mosaics, 
murals and last but not least the life-size statue at Paneas. In other 
words, a connection is established between the story and many dif-
ferent materials and contexts, in a process that gives rise to a lively 
multi-layered quality. From the earliest Christian artistic output, the 
passage from the Synoptic Gospels thus assumed a variable position 
in between high and low art. In this manner, the story of the mi-
raculous healing of the Haemorrhoissa was able to take root in the 
magical-medical tradition, where it eventually settled firmly in the 
realm of hysteria. In the representations on sarcophaguses, the hys-
teria aspect is rather invisible, but it is quite apparent in the late-
Antique and early-Byzantine incantations, charms and amulets. This 
observation lays bare a certain interaction between textual miracle 
and the practice of magic. The Haemorrhoissa is thus lifted out of the 
Gospel to lead a life of her own as the protector of woman (and men) 
against the dangers of uterine swelling and bleeding. 

If one reconstructs the story of the Haemorrhoissa on the basis of 
its textual and iconographic Nachleben, then it quickly becomes a 
story of blood: sacrificial versus procreative blood, masculine versus 
feminine blood, blood as a neutral element versus blood as a taboo, 
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touchable versus untouchable blood, interior versus exterior blood, 
flowing versus coagulated blood… In sum: good versus bad blood. 
The Haemorrhoissa’s status initially seems negative, but it is soon 
revealed to be intrinsically ambivalent through a number of reversals. 
First and foremost, there is the narrative reversal: from malevolent 
bleeding to benevolent healing. This process is reflected in the ico-
nography by the transformation from a crawling, touching wretch to 
a cured, blessed woman. The ambivalence of the blood coincides with 
a transition from Judaic purity laws to a Christian doctrine of heal-
ing. The latter introduces the Haemorrhoissa into the realm of magic 
and the sympathological, pre-medical world, where the issue of blood 
is resolved through faith. This blood-related tension culminates in 
the sacred space, where the Haemorrhoissa and her miraculous heal-
ing appear alongside the holiest blood of the Eucharist. 

The bronze sculpture at Paneas represents a remarkable bifurcation in 
the complex tradition of the Haemorrhoissa. Like the Haemorrhoissa 
statues, eyewitness accounts of the bronze are situated on the interface 
of the late-Antique and the early Christian belief systems. They are 
expressions of the complicated transition from idolatry to veneration. 
Most probably, an ancient sculpture with supposedly special powers 
and belonging to an entirely different iconography was reinterpreted 
as representing Christ and the Haemorrhoissa. It subsequently be-
gan to compete with “true” images of Christ. The sculpture’s power 
and extraordinary nature was apparent not only in who it supposedly 
represented, but, according to Eusebius, also in a strange plant with 
curative properties (Veronica?) that grew beside it. Here we find evi-
dence of a peculiar convergence of herbalism, the Haemorrhoissa and 
the still fragile legitimacy of the Christian image cult. The question 
arises why image, magic and acheiropoieton were seen to converge in 
this particular and quite exceptional way in the story of the Haemor-
rhoissa. Clearly the answer lies in the tension that is generated on the 
interface of the aspects of blood, hem, textile, herb, stone and bronze; 
a tension between fluidity, vitality and solidification. 



46

barbara baert

Orphica, ed. E. Abel, Lipsiae, Freytag, 1885.
Adams, D.G. & Barber, E.J., Spinning en 

Weave, in Encyclopedia of Indo-European 
Culture, London, Dearborn, 1997, 
pp. 571-572.

Ambrosius Mediolanensis, Explanatio 
psalmorum XII (25, 24, 2), in Sancti 
Ambrosi Opera 6 (Corpus scriptorum 
ecclesiasticorum latinorum, 64), 
eds. M. Petschenig & M. Zelzer, 
Vienna, Österreichische Akademie der 
Wissenschaften, 1999.

Ambrosius Mediolanensis, De fide ad 
Gratianum, in De Fide (ad Gratianum) 
(Fontes christiani, 47). Vol. 1, ed. C. 
Markschies, Turnhout, Brepols, 2005.

Amt, E., Outsiders. Jewish and Heretic Women, 
in Women’s Lives in Medieval Europe. 
A Sourcebook, New York, NY, Routledge, 
1993.

Areford, D.S., The Passion Measured. A Late-
Medieval Diagram of the Body of Christ, in 
The Broken Body. Passion Devotion in Late 
Medieval Culture, eds. A.A. McDonald 
et al, Groningen, Egbert Forsten, 1998, 
pp. 210-238.

Aringhi, P., Roma subterranea novissima, 
Coloniae, Veneunt Lutetia Parisiorium, 
1659.

Asterius of Amasia, Homily 1, PG 40, cols. 
165-168. 

Aubert, J.-J., Threatened Wombs: Aspects of 
Ancient Uterine Magic, in Greek, Roman 
and Byzantine Studies, 30, 1989, pp. 421-
449. 

Baert, B., Noli me tangere. narrative and 
iconic space, in Jerusalem as Narrative 
Space, eds. A. Hofmann & G. Wolf, 
Firenze, 2009 (forthcoming).

Baert, B., The Pool of Bethsaida. The Cultural 
History of a Holy Place in Jerusalem, in 
Viator. Medieval and Renaissance Studies, 
36, 2005, pp. 1-22.

Baert, B., The healing of the blind man at 
Siloam, Jerusalem. A contribution to the 
relationship between holy places and the 
visual arts in the Middle Ages, Pt. I, in 
Arte Cristiana, 838, 2007a, pp. 49-60; 
839, 2007b, pp. 121-130.

Baert, B., Noli me tangere. Six Exercises in 
Image Theory and Iconophilia, in Narrative 
and Image. L’image des Anciens et l’image 
des Modernes: Permanence des problématiques, 
(electronic journal with review), 2006. 
http://www.imageandnarrative.be/
iconoclasm/baert.htm

Baert, B., The pact between space and gaze. The 
narrative and the iconic in Noli me tangere, 
in To Tell, to Think and to Experience 
Images from Theology to Rhetoric and 
Aesthetics in the Early Modern Period, eds. 
R. Dekoninck & A. Guiderdoni, 
Leuven, Peeters, 2009 (forthcoming). 

Baert, B., The Gendered Visage. Facets of 
the vera icon, in Antwerp Royal Museum 
Annual, 2000, pp. 11-43.

Barb, A.A., Three Elusive Amulets, in Journal 
of the Warburg and Courtauld Institutes, 
27, 1964, pp. 1-22.

Barb, A.A., St. Zacharias the Prophet 
and Martyr. A Study in Charms and 
Incantations, in Journal of the Warburg and 
Courtauld Institutes, 11, 1948, pp. 35-67.

Barb, A.A., Diva Matrix, in The Journal of 
the Warburg and Courtauld Institutes, 16, 
1953, pp. 193-238.

Barta, K.A., Paying the Price of Paternalism, 
in Where Can We Find Her, ed. M.-E. 
Rosenblatt, New York, NY, Paulist, 
1991, pp. 24-36. 

Discours contre les iconoclastes, ed. M.-J. 
Baudinet-Mondzain, Paris,1989.

Biale, D., Blood and belief. The Circulation 
of a Symbol between Jews and Christians, 
Berkeley, CA, University of California 
Press, 2007. 

Bieringer, R., “Nader Mij niet”: De betekenis 
van mê mou haptou in Johannes 20:17, in 
HTS Teologiese Studies/Theological Studies 
61, 2005, pp. 19-43.

Bodemer, C.W., Historical Interpretations of 
the Human Uterus and Cervix Uteri, in The 
Biology of the Cervix, eds. R.J. Blandau 
& K. Moghissi, Chicago, IL, University 
of Chicago Press, 1983, pp. 1-11. 

Boeckler, A., Ikonographische Studien zu 
den Wunderszenen der Ottonischen Malerei 
des Reichenau, München, Bayerische 
Akademie der Wissenschaften, 1961. 

Boll, F., Sphaera, Leipzig, Teubner, 1903.
Bosio, A., Roma Sotterranea, Rome, 1651. 
Bovon, F., L’évangile selon saint Luc 

(Commentaire du Nouveau Testament, 
3a), Genève, Labor et Fides, 1991. 

Branham, J.R., Frauen und blutige 
Räume. Menstruation und Eucharistie 
in Spätantike und Mittelalter, in 
Vorträge Warburg-Haus, 3, 1999, 
pp. 129-161. 

Branham, J.R., Sacred Space under Erasure 
in Ancient Synagogues and Early 
Churches, in Art Bulletin, 74, 3, 
1992, pp. 375-394.

Branham, J.R., Blood and Sanctity at Issue, 
in Res. Anthropology and Aesthetics, 31, 
1997, pp. 53-70. 

Branham, J.R., Frauen und blutige 
Räume. Menstruation und Eucharistie 
in Spätantike und Mittelalter, in 
Vorträge Warburg-Haus 3, 1999, 
pp. 129-161. 

Branham, J.R., Bloody Women and 
Bloody Spaces, in Harvard Divinity 
Bulletin (e-journal), 30/06/04.

Branham, J.R., Penetrating the Sacred. 
Breaches and Barriers in the Jerusalem 
Temple, in Thresholds of the Sacred. 
Architectural, Art Historical, Liturgical 
and Theological perspectives on religious 
Screens, East and West, ed. S. Gerstel, 
Cambridge, MA, Dumbarton Oaks 
Research Library and Collection, 2006, 
pp. 6-24.

Branham, J.R., Women as Objects of Sacrifice? 
An Early Christian “Chancel of the 
Virgins”, in La cuisine et l’autel. Les 
Sacrifices en questions dans les sociétés de la 
Méditerranée ancienne, eds. S. Georgoudi 
& R.K. Piettre & F. Schmidt, 
Turnhout, Brepols, 2006.

Bromley, D.H., The Healing of the 
Hemorrhaging Woman. Miracle or Magic, 
in Journal of Biblical Studies 5, 1, 2005, 
pp. 1-20.

Bronfen, E., Das verknotete Subjekt. Hysterie 
in der Moderne, Berlin, Volk und Welt, 
1998. 

References



47

‘who touched me and my clothes?’

Brugge, R., Effigiem Christi, qui transis, 
semper honora. Verses condemning the cult 
of sacred images in art and literature, in 
Acta ad archaeologiam et artium historiam 
pertinentia, VI, 1975. 

Buckley, T. & Gottlieb, A., Blood Magic. 
The Anthropology of Menstruation, 
Berkeley, CA, University of California 
Press, 1988. 

Bynum, C.W., Wonderful Blood. Theology 
and Practice in Late Medieval Northern 
Germany and Beyond, Philadelphia, PA, 
Pennsylvania Press, 2007. 

Bynum, C.W., Fragmentation and Redemption. 
Essays on Gender and the Human Body in 
Medieval Religion, New York, NY, Zone 
Books, 1992

Bynum, C. W., Holy Feast and Holy Fast. The 
Religious Significance of Food to Medieval 
Women, Berkeley, CA, The University of 
California Press, 1987.

Cayleff, S.E., She Was Rendered Incapacitated 
by Menstrual Difficulties. Historical 
Perspectives on Perceived Intellectual 
and Physiological Impairment Among 
Menstruating Women, in Menstrual Health 
in Women’s Lives, eds. A.J. Dan & L.L. 
Lewis, Urbana, IL, University of Illinois 
Press, 1992, pp. 229-235. 

Cohen, S., Menstruants and the Sacred in 
Judaism and Christianity, in Women’s 
History and Ancient History, ed. S.B. 
Pomeroy, Chapel Hill, NC, University 
of North Carolina Press, 1991. 

Connely, R.H., Didascalia Apostolorum, 
Oxford, Clarendon, 1929.

Corneli, C., Tre scene di miracoli nel cubilico 
65 detto di Nicerus, in L’orizzonte 
tardoantico e le nuove immagini. 312-468, 
Vol. 1, Turnhout, Brepols, 2006.

Cotter, W., Miracles in Greco-Roman 
Antiquity. A Sourcebook, London, 
Routledge, 1999.

Cummings, J.T., The Tassel of His Cloak: 
Mark, Luke, Matthew and Zechariah, in 
Papers on the Gospels. Sixth International 
Congress on Biblical Studies, Oxford 3-7 
April, 1978 (Studia Biblica, 2), ed. E.A. 
Livingstone, Sheffield, JSOT, 1980.

D’Angelo, M.R., Gender and Power in the 
Gospel of Mark. The Daughter of Jairus 
and the Woman with the Flow of Blood, in 
Miracles in Jewish and Christian Antiquity. 

Imagining Truth (Notre Dame Studies in 
Theology, 3), ed. J.C. Cavadini, Notre 
Dame, IN, University of Notre Dame 
Press, 1999, pp. 83-109. 

Dean-Jones, L., Menstrual Bleeding According 
to the Hippocratics and Aristotle, in 
Transactions of the American Philological 
Association, 119, 1989, pp. 177-192.

De Bruyne, L., L’imposition des mains dans 
l’art Chrétien ancien, Vatican City, 
Pontificio istituto di archeologia 
cristiana, 1943.

Deckers, J. & Seeliger, H.R. & Mietke, 
G., Die Katacombe “Santi Marcellino 
e Pietro”. Repertorium der Malereien, 
Vaticaan-Münster, Pontificio Istituto di 
archeologia cristiana città del Vaticano-
Aschendorffsche Verlagsbuchhandung, 
1987.

Delancy, J. & Lupton, M.J. & Toth, 
E., The Curse. A Cultural History of 
Menstruation, New York, NY, New 
American Library, 1976 (Rev. ed. 
Urbana, IL, University of Illinois Press, 
1988). 

Demyttenaere, A., The cloth and the stain, 
in Fraue in Spätantike und Frühmittelalter. 
Lebensbedingungen, Lebensnormen, 
Lebensformen, ed. W. Affeldt, 
Sigmaringen, Thorbecke, 1990, 
pp. 141-166. 

de Miramon, C., La fin d’un tabou? 
L’interdiction de communier pour la femme 
menstruée au Moyen Âge. Le cas du XIIe 
siècle, in Le sang au Moyen Âge (Cahiers du 
CRISMA, 4), 1999.

Demus, O., The Style of the Kariye Djami and 
Its Place in the Development of Palaeologan 
Art, in The Kariye Djami. Vol. 4, ed. 
P. Underwood, New York, NY, 
Pantheon Books, 1966.

Inside the Visible. An Elliptical Traverse of 20th 
Century Art in, of, and from the Feminine, 
ed. C. de Zegher, Cambridge, MIT 
Press, 1996. 

Dox, G., The Apostolic Tradition of St. 
Hippolytus, London, SPCK, 1968.

Das Evangeliar Otto III Clm 4453 der 
bayerischen Staatsbibliothek München, eds. 
F. Dressler & F. Mutherick, Munich, 
Prestel, 1978. 

Ebermann, O., Blut- und Wundsegen in ihrer 
Entwicklung dargestellt (Palaestra 24), 
Berlin, 1903.

Eisler, R., La prétendue statue de jésus et 
de l’Hémorroïsse a Panéas, in Revue 
archéologique, 31, 1930, pp. 18-27.

Elsner, J., Art and the Roman Viewer. The 
Transformation of Art from the pagan World 
to Christianity, Cambridge, Cambridge 
University Press, 1995.

Eusebius van Caesarea, Histoire 
écclesiastique, trans. G. Bardy, Paris, 
Cerf, 1955.

Fabre, P.-A., L’image possible. Réflexions 
sur le défaut d’illustration dans les écrits 
prescriptifs et défensifs sur l’image au XVIe 
siècle, in Emblemata sacra. Rhétorique 
et herméneutique du discours sacré en 
images. The Rhetoric and Hermeneutics 
of Illustrated Sacred Discourse (Imago 
Figurata Studies, 7), eds. R. Dekonick 
& A. Guiderdoni-Bruslé, Turnhout, 
Brepols, 2007, pp. 229-251.

Farrington, O.C., The Worship and 
Folk-Lore of Meteorites, in The Journal 
of American Folklore, 13, 50, 1900, 
pp. 199-208. 

Fink, J. & Asamer, B., Die römischen 
Katakomben, Mainz am Rhein, von 
Zabern, 1997.

Fitzmyer, J., The Gospel According to Mark, 
New York, NY, 1985.

Fonrobert, C., The Woman with a Blood-
Flow (Mark 5.24-34) Revisited. Menstrual 
Laws and Jewish Culture in Christian 
Feminist Hermeneutics, in Early Christian 
Interpretation of the Scriptures of Israel. 
Investigations and Proposals (JSNTS, 148 
– Studies in Scripture in Early Judaism 
and Christianity, 5), eds. C.A. Evans 
& J.A. Sanders, Sheffield, Sheffield 
Academic Press, 1997, pp. 121-140. 

Fonrobert, C., Menstrual Purity. Rabbinic 
and Christian Reconstructions of Biblical 
Gender, Stanford, CA, Stanford 
University Press, 2000. 

The Meanings of Menopause. Historical, 
Medical and Clinical Perspectives, ed. 
R. Formanek, Hillsdale, NJ, Analytic 
Press, 1990.

The Age of Spirituality, eds. M. Frazer & 
K. Weitzman, New York, NY, 1977.



48

barbara baert

Fredriksen, P., Did Jesus Oppose the Purity 
Laws?, in Bible Review, 11, 1995.

Freedberg, D., The Power of Images. Studies 
in the History and Theory of Response, 
Chicago, IL, University of Chicago 
Press, 1989. 

Gandelman, C., Le regard dans le texte. Image 
et écriture du Quattrocento au XXe siècle, 
Paris, Méridiens Klincksieck, 1986.

Gench, F.T., Back to the Well. Women’s 
Encounters with Jesus in the Gospels, 
Louisville, KY – London, Westminster 
John Knox Press, 2004. 

Itinera Hierosolymitana saeculi IIII-VIII 
(CSEL, 39), ed. P. Geyer, Vindobonae, 
Tempsky, 1898.

Gilders, W.K., Blood Ritual in the Hebrew 
Bible. Meaning and Power, Baltimore, 
MD, The John Hopkins University 
Press, 2004.

Grabar, A., Christian Iconography. A Study 
of Its Origins, Princeton, NJ, Princeton 
University Press, 1968.

Graham, S.L., Silent Voices. Women in the 
Gospel of Mark, in Semeia 54, 1991, pp. 
145-158.

Green, M., Female Sexuality in the Medieval 
West, in Trends in History, 4, 4, 1990, pp. 
127-158.

Griffin, S., Woman and Nature. The Roaring 
Inside Her, New York, NY, Harper & 
Row, 1978.

Grob, R., Berühren, in Theologisches 
Begriffslexikon zum Neuen Testament, ed. 
L. Coenen, Wuppertal, Brockhaus, 
1967, pp. 85-86.

Gruenwald, I., Apocalyptic and Merkavah 
Mysticism (Arbeiten zur Geschichte 
des antiken Judentums und des 
Urchristentums, 14), Leiden, Brill, 
1980.

Gryson, R., The Ministry of Women in 
the Early Church, Collegeville, PA, 
Liturgical Press, 1976.

Haber, S., A Woman’s Touch. Feminist 
Encounters with the Hemorrhaging Woman 
in Mark 5.24-34, in Journal for the 
Study of the New Testament, 26, 2, 2003, 
pp. 171-192. 

Hamburger, J.F., Nuns as Artists. The Visual 
Culture of a Medieval Convent, Berkeley, 
CA – London, University of California 
Press, 1997.

Horowitz, M.C., Aristotle and Woman, in 
Journal of the History of Biology, 9, 2, 
1976, pp. 183-213. 

Horsley, R.A., Hearing the Whole Story. 
The Politics of Plot in Mark’s Gospel, 
Louisville, KY, Westminster John Knox 
Press, 2001. 

Hull, J.M., Hellenistic Magic and the Synoptic 
Tradition (Studies in Biblical Theology. 
Second Series, 28), Napperville, IL, 
Allenson, 1974.

Iogna-Prat, D., La Madeleine du ‘Sermo in 
veneratione sanctae Mariae Magdalenae’ 
attribué à Odon de Cluny, in Mélanges de 
l’école française de Rome. Moyen Âge, 104, 
1, 1992, pp. 37-79. 

Iogna-Prat, D., ‘Bienheureuse polysémie’. 
La Madeleine du Sermo in veneratione 
Sanctae Mariae Magdalenae attribué 
à Odon de Cluny (Xe siècle), in Marie 
Madeleine dans la mystique, les arts et 
les lettres. Actes du colloque international 
Avignon 20-21-22 juillet 1988, eds. 
E. Duperray & G. Dubuy, Paris, 
Beauchesne, 1989, pp. 21-31.

Sexuality and Medicine in the Middle Ages, 
trans. D. Jacquart & C. Thomasset & 
M. Adamson, Princeton, NJ, Princeton 
University Press, 1988. 

Jensen, R., Understanding Early Christian 
Art, London – New York, NY, 
Routledge, 2000.

Kee, H.C., Medicine, Miracle and Magic 
in New Testament Times, Cambridge, 
Cambridge University Press, 1984.

Kee, H.C., Miracle in the early Christian 
World. A Study in Sociohistorical Method, 
New Haven, CT, Yale University Press, 
1983.

Kitzinger, E., The cult of images in the age 
before iconoclasm, in Dumbarton Oaks 
Papers, 8, 1954, pp. 83-150.

Knipp, D., Christus medicus in der 
früchristlichen Sarkophagskulptur: 
ikonographische Studien der Sepulkralkunst 
des späten vierten Jahrhunderts, Leiden, 
Brill, 1998.

Kötzsche, L., Age of Spirituality. Late 
Antique and Early Christian Art, Third 
to Seventh Century, ed. K. Weitzmann, 
Princeton, NJ, Princeton University 
Press, 1979.

Kristeva, J., Visions capitales, Paris, Réunion 
des Musées Nationaux, 1998.

Krüger, K., Das Bild als Schleier des 
Unsichtbaren. Ästhetische Illusion in 
der Kunst der frühen Neuzeit in Italien, 
München, Wilhelm Fink Verlag, 2001.

Kuryluk, E., Veronica and Her Cloth. History, 
Symbolism, and Structure of a “True” Image, 
Oxford, Blackwell, 1991.

Hanson, A.E., Hippocrates. Diseases of Women 
I, in Signs, 1, 2, 1975, pp. 567-584. 

Hilles, C., The Sacred Image and the Healing 
Touch. The Veronica in Julian of Norwich’s 
Revelation of Love, in The Journal of 
Medieval and Early Modern Studies, 28, 3, 
1998, pp. 553-579.

James, M.R., The apocryphal New Testament, 
Oxford, Clarendon, 1924.

Lalleman, P.J., Healing by a Mere Touch as a 
Christian Concept, in Tyndale Bulletin 48, 
2, 1997, pp. 335-361.

Eusebius Caesariensis. Onomasticon. Urbium et 
locorum sacrae scripturae, ed. F. Larsow, 
Berloni, Frederici Nicolae, 1862.

Lemarquand, G., An Issue of Relevance. 
A Comparative Study of the Story of the 
Bleeding Woman (Mk 5:25-34; Mt 9:20-
22; Lk 8:43-48) in North Atlantic and 
African Contexts, New York, NY, Peter 
Lang, 2004.

Lemay, H., Women and the Literature of 
Obstetrics and Gynecology, in Medieval 
Women and Medieval History, ed. J.T. 
Rosenthal, Athens, GA, University of 
Georgia Press, 1990, pp. 189-209. 

Levine, A.-J., Discharging Responsibility. 
Matthean Jesus, Biblical Law and 
Hemorrhaging Woman, in Treasure New 
and Old. Recent Contributions to Matthean 
studies, eds. D.R. Bauer & M.A. 
Powell, Atlanta, GA, Scholars Press, 
1996, pp. 379-397. 

Leyerle, B., Blood is Seed, in The Journal of 
Religion, 81, 1, 2001, pp. 26-48. 

Lichtenberg-Ettinger, B., The matrixial 
gaze, Leeds, University of Leeds, 1995. 

Lichtenberg-Ettinger, B., The Matrixial 
Borderspace, Minneapolis, MN, 
University of Minnesota Press, 2006.

Mancinelli, F., De Romeinse catacomben 
en de wortels van het Christendom, 
Milaan, 1987.



49

‘who touched me and my clothes?’

 The Art of the Byzantine Empire 312-
1453. Sources and Documents, ed. C. 
Mango, Englewood Cliffs, Prentice 
Hall, 1972.

Marcus, J., Mark 1-8. A New Translation 
with Introduction and Commentary, New 
York, NY, Doubleday, 2000. 

Marshall, C.D., Faith as a Theme in Mark’s 
Narrative (Society for New testament 
Studies. Monograph Series, 64), 
Cambridge, Cambridge University 
Press, 1989.

Mathews, T.F., The Clash of Gods. A 
Reinterpretation of Early Christian Art, 
Princeton, NJ, Princeton University 
Press, 1993.

May, E.E., “For Power Went Forth from 
Him…”(Luke 6:19), in Catholic Biblical 
Quarterly, 14, 2, 1952, pp. 93-103.

McCracken, P., The Curse of Eve, The 
Wound of the Hero. Blood, Gender and 
Medieval Literature (The Middle Ages 
Series), Philadelphia, PA, University of 
Pennsylvania Press, 2003. 

McGowan, A., Ascetic Eucharists: Food and 
Drink in Early Christian Rituals, Oxford, 
Clarendon Press, 1999.

Meier, C., Gemma Spiritualis. Methode 
und Gebrauch der Edelsteinallegorese 
vom frühen Christentum bis ins 18. 
Jahrhundert, Munich, Wilhelm Fink 
Verlag, 1977.

Mellinkoff, R., Outcasts. Signs of Otherness in 
Northern European Art of the Late Middle 
Ages, Vol. 1, Berkeley, CA, University of 
California Press, 1993.

Melzer-Keller, H., Jesus und die Frauen. 
Eine Verhältnisbestimmung nach den 
synoptischen Überlieferungen (Herders 
biblische Studien, 14), Freiburg, Herder, 
1997. 

Morsink, J., Was Aristotle’s Biology Sexist?, 
in Journal of the History of Biology, 12, 1, 
1979, pp. 83-112. 

Mueller, T., Kunst und Kunsthandwerk. 
Meisterwerke im Bayerischen 
Nationalmuseum, München. Festschrift zum 
100-jährigen Bestehen des Museums, 1855-
1955, Munich, Bruckmann, 1955. 

Nauerth, C., Heilungswunder in der 
frühchristlichen Kunst, in Spätantike und 
frühes Christentum, in Spätantike und 
frühes Christentum, eds. H. Beck & P.C. 

Bol, Frankfurt am Main, Liebieghaus 
Museum alter Plastik, 1983, pp. 339-
446. 

Nelson, R., Taxation with Representation: 
Visual Narrative and the Political Field 
at the Kariye Camii, in Art History, 22, 
1999, pp. 56-82. 

Nelson, R., The Chora and the Great Church: 
Intervisuality in Fourteenth-Century 
Constantinople, in Byzantine and Modern 
Greek Studies, 23, 1999, pp. 67-101. 

Neusner, J., The Idea of Purity in Ancient 
Judaism, Leiden, Brill, 1973.

Nikodijm, P., Mosaiki mecheti Kakhrie-
dzhamisi v Konstantinopole, Odessa, 
1918.

Noga-Banai, G., The Trophies of the Martyrs. 
An Art Historical Study of Early Christian 
Silver Reliquaries, Oxford, Oxford 
University Press, 2008.

Oates, D., A Summary Report on the 
Excavations of the Byzantine Institute in 
the Kariye Djami: 1957 and 1958, in 
Dumbarton Oaks Papers, 14, 1960, pp. 
223-31. 

Oppel, D., Heilsam erzählen - erzählend heilen. 
Die Heilung der Blutflüssigen und die 
Erweckung der Jairustochter in Mk 5,21-43 
als Beispiel markinischer Erzählfertigkeit 
(Bonner biblische Beiträge, 102), 
Weinheim, Beltz, 1995. 

Osiek, C. & MacDonald, M.Y. & Tulloch, 
J.H., A Woman’s Place. House Churches in 
Earliest Christianity, Minneapolis, MN, 
Fortress Press, 2005.

Ousterhout, R.G., The Architecture of the 
Kariye Camii in Istanbul, in Dumbarton 
Oaks Studies, 25, 1987. 

Ousterhout, R.G., The Virgin of the Chora, 
in The Sacred Image East and West 
(Illinois Byzantine Studies, 4), eds. R.G. 
Ousterhout & L. Brubaker, Urbana, 
IL – Chicago, IL, University of Illinois 
Press, 1995a, pp. 91-109.

Ousterhout, R.G., Temporal Structuring 
in the Chora Parekklesion, in Gesta, 34, 
1995b, pp. 63-76. 

Ousterhout, R.G., The Art of the Kariye 
Camii, London – Istanbul, Scala, 2002.

Pardo, M., The Subject of Savoldo’s Magdalene, 
in The Art Bulletin, 71, 1, 1989, pp. 67-
91.

Paulinus Nolanus, Epistulae. Paulinus von 
Nola. Übersetzt und eingeleitet von 
Matthias Skeb (Fontes christiani, 25), 
Vol. 3, Freiburg, Herder, 1998.

Payer, P.J., Sex and the Penitentials. The 
Development of a Sexual Code 550-1150, 
Toronto, ON, University of Toronto, 
1984.

Pixner, B., With Jesus through Galilee 
according to the Fifth Gospel, Rosh Pina, 
Corazin, 1992.

Plaskow, J., Anti-Judaism in feminist 
Christian Interpretation, in Searching the 
Scriptures. A Feminist Introduction, ed. E. 
Schüssler Fiorenza, New York, NY, 
Crossroad, 1993, pp. 117-129. 

Pointon, M., Interior Portraits. Women, 
Physiology and the Male Artist, in Feminist 
Review, 22, 1986, pp. 5-22.

Pradel, F., Griechische und suditalische Gebete, 
Beschwörungen und Rezepte des Mittelalters, 
Giessen, 1907.

Reinhartz, A., Why Ask My Name? 
Anonymity and Identity in Biblical 
Narrative, Oxford, Oxford University 
Press, 1998.

Reta, O., Conversion, in Augustine Through 
the Ages. An Encyclopedia, ed. A.D. 
Fitzgerald, Grand Rapids, Eerdmans, 
1999.

Rhoads, D., Jesus and the Syrophoenician 
Woman. A narrative-critical Study, in 
Journal of the American Academy of 
Religion, 62, 2, 1994, pp. 343-375.

Ritner, R.K., A Uterine Amulet in the 
Oriental Institute Collection, in Journal of 
Near Institute Studies, 43, 3, 1984, pp. 
209-221.

Robertson, A.T. & Perschbacher, W.J., 
Word Pictures of the New Testament, Vol. 1. 
Matthew and Mark, Grand Rapids, MI, 
Kregel, 2004.

Rubin, M., The Person in the Form. Medieval 
Challenges to Bodily Order, in Framing 
Medieval Bodies, eds. S. Kay & M. Rubin, 
Manchester, Manchester University 
Press, 1994.

Sanders, E.P., Judaism. Practice and Belief. 
63BCE-66CE, London, SCM, 1998 
(1992). 

Sanders, E.P., Jewish Law from Jesus to the 
Mishnah, London, SCM, 1990.



50

barbara baert

Saxer, V., Un manuscrit décembre du sermon 
d’Etudes de Cluny sur Ste. Marie-Madeleine, 
in Scriptorium, 8, 1954, pp. 119-123. 

Scholem, G.G., Jewish Gnosticism, Merkabah 
Mysticism and Talmudic Tradition (Israel 
Goldstein Lectures, 1957), New York, 
NY, Jewish Theological Seminary of 
America, 1960.

Schiller, G., Iconography of Christian Art, 
Vol. 1. Christ’s Incarnation, Childhood, 
Baptism, Temptation, Transfiguration, 
Works and Miracles, trans. J. Seligman, 
London, Humphries, 1971. 

Schulmeyer, K., Evangeliar Otto’s 
III, in Europas Mitte um 1000 
(Europaratsausstellung, 27 – Council 
of Europe Art Exhibition, 27), Vol. 1., 
eds. A. Wieczorek & H.-M. Hinz, 
Stuttgart, Theiss, 2000.

Schüssler Fiorenza, E., In Memory of Her. 
A Feminist Theological Reconstruction 
of Christian Origins, New York, NY, 
Crossroad, 1994. 

Selvidge, M.J., Woman, Cult, and Miracle 
Recital. A redactional Critical Investigation 
on Mark 5: 24-34, London – Toronto, 
Bucknell University Press, 1990. 

Selvidge, M.J., Mark 5:25-34 and Leviticus. 
A Reaction to Restrictive Purity Regulations, 
in Journal of Biblical Literature, 104, 4, 
1984, pp. 619-623. 

Söding, T., Glaube bei Markus. Glaube 
an das Evangelium, Gebetsglaube und 
Wunderglaube im Kontext der markinischen 
Basileiatheologie und Christologie 
(Stuttgarter Biblische Beiträge, 12), 
Stuttgart, Katholisches Bibelwerk, 
1987.

Soennecken, S., Misogynie oder Philogynie? 
Philologisch-theologische Untersuchungen 
zum Wortfeld Frau bei Augustinus, 
Frankfurt am Mainz, Lang, 1993.

Spier, J., Late Antique and Early Christian 
Gems, Wiesbaden, Reichert, 2007. 

Spier, J., Medieval Byzantine Magical Amulets 
and Their Tradition, in Journal of the 
Warburg and Courtauld Institutes, 56, 
1993, pp. 25-62. 

799. Kunst und Kultur der Karolingerzeit. 
Karl der Grosse und Papst Leo III in 
Paderborn, Tl. 2, eds. C. Stiegemann 
& M. Wemhoff, Mainz am Rhein, Von 
Zabern, 1999.

Struthers Malbon, E., Narrative criticism. 
How does the story mean?, in Mark and 
Method. New Approaches in Biblical 
Studies, eds. J.C. Anderson & S.D. 
Moore, Minneapolis, MN, Fortress, 
1992, pp. 37-29. 

Struthers Malbon, E., The Jesus of Mark 
and the Sea of Galilee, in Journal of 
Biblical Literature, 103, 3, 1984, pp. 
363-377.

Swidler, L., Jesus Was a Feminist, in Catholic 
World, 212, 1971, pp. 177-183.

Taft, R., Women at Church in Byzantium. 
Where, When – and Why?, in Dumbarton 
Oaks Papers, 52, 1990. 

Letters 100-155(Epistulae) / Saint Augustine, 
trans. en ed. R. Teske & B. Ramsey, 
London, Hyde Park New City Press, 
2003. 

Teteriatnikov, N., The Place of the Nun 
Melania (the Lady of the Mongols) 
in the Deesis Inner Narthex of Chora, 
Constantinople, in Cahiers Archéologiques, 
43, 1995.

Trummer, P., Die Blutende Frau. 
Wunderheilung im Neuen Testament, 
Freiburg – Vienna, Herder, 1991.

Twelftree, G.H., Jesus the Miracle Worker. A 
Historical and Theological Study, Downers 
Grove, IL, Intervarsity, 1999.

Underwood, P., The Kariye Djami. Vol. 1: 
Historical Introduction and Description of 
the Mosaics and Frescoes, New York, NY, 
Pantheon Books, 1966.

Vandenbroeck, P., Azetta. Berbervrouwen en 
hun kunst, Gent – Amsterdam, Ludion, 
2000.

van der Loos, H., The Miracles of 
Jesus (Novum Testamentum 
Supplementum, 9), Leiden, Brill, 1965.

van der Vliet, N., «Sainte Marie où elle est 
née» et la piscine probatique, Jerusalem – 
Paris, Franciscan Press, 1938.

Veith, I., Hysteria. The History of a disease, 
Chicago, IL, University of Chicago 
Press, 1965.

Viscuso, P., Purity and Sexuality in late 
Byzantine Theology, in Orientalia 
Christiana periodica, 57, 1991.

von Dobschütz, E., Christusbilder. 
Untersuchungen zur christlichen Legenden, 
Leipzig, Hinrichs, 1899.

von Steinmeyer, E., Die kleineren 
althochdeutschen Sprachdenkmäler 
(Deutsche Neudrucke. Texte des 
Mittelalters), Berlin, Weidmann, 1916.

Vööbus, A., The Didascalia Apostolorum in 
Syriac (CSCO, 401-402, 407-408), 
Leuven, Secretariat du Corpus SCO, 
1979.

Watson, C.J., The Program of the Brescia 
Casket, in Gesta 20, 2, 1981, pp. 283-
298.

Weitzmann, K., The Late Roman World, 
in The Metropolitan Museum of Art 
Bulletin. New Series, 35, 2, 1977, 
pp. 2-96. 

Whitekettle, R.W., Levitical Thought and 
the Female Reproductive Cycle. Wombs, 
Wellsprings, and the Primeval World, in 
Vetus Testamentum, 46, 3, 1996, pp. 376-
391.

Wilkinson, J., The Bible and Healing. 
A Medical and Theological Commentary, 
Grand Rapids, MI, Eerdmans, 1998. 

Wilpert, J., Ein Cyclus christologischer 
Gemälde aus der Katakombe der Heiligen 
Petrus und Marcellinus, Freiburg, Herder, 
1891.

Wolf, G., From Mandylion to Veronica. 
Picturing the “disembodied” Face and 
Disseminating the True Image of Christ in 
the Latin West, in The Holy Face and the 
Paradox of Representation (Villa Spelman 
Colloquia, 6), eds. H.L. Kessler & 
G. Wolf (eds.), Bologna, Nuova Alfa, 
1998, pp. 153-179 .

Mandylion. Intorno al sacro volto da Bisanzio 
a Genova, eds. G. Wolf et al., Milaan, 
Skira, 2004. 

Wolf, G., Schleier und Spiegel. Traditionen 
des Christusbildes und die Bildkonzepte der 
Renaissance, München, Fink, 2002.

WOOD, C.T., The Doctor’s Dilemma. Sin, 
Salvation, and the Menstrual Cycle in 
Medieval Thought, in Speculum, 56, 4, 
1981, pp. 710-727. 



51

‘who touched me and my clothes?’


