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Piazza della Sinoria; view showing Perseus standing over the decapitated body of 
Medusa. 1299-1382. Artstor. 
library.artstor.org/asset/SCALA_ARCHIVES_10310475075. 
The dream of male power and dominance over the petrified womb: Using a mirrored 
shield, Perseus decapitates Medusa as he tramples her body. 
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Female	
  anger	
  is	
  shown	
  as	
  bestial.	
  Note	
  the	
  Cockatrice	
  in	
  the	
  upper	
  right	
  hand	
  corner.	
  
Heinrich	
  Aldegrever,	
  Wrath	
  from	
  The	
  Vices,	
  Artstor	
  
Library.artstor.org/asset/27019958	
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Perseus Beheading Medusa (Persée tranchant la tête de Méduse). 17th century. Artstor, 
library.artstor.org/asset/AWSS35953_35953_30944373 
A clear image of Athena wielding the mirrored shield to allow Perseus to avoid direct eye 
contact with Medusa, and thus safely behead the Gorgon without petrification. 
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Woodcut (1582) by Jean Cousin (1501? -1589) of Columba Chatry, from 
Iconographia Gyniatrica, Harold Speert, 1972. 
In an agonising semi-sexual display, Chatry opens her dissected womb to reveal her 
lithopedion. To her right, the same lithopedion is shown frontally in its bounded space 
of stony death; to Chatry’s left, the lithopedion becomes a macabre souvenir displayed 
on a uterine-shaped cushion. 
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Albrecht	
  Dürer.	
  Sun,	
  the	
  Moon	
  and	
  a	
  Basilisk.	
  c.	
  1512.	
  Artstor,	
  
library.artstor.org/asset/LESSING_ART_1039901558	
  
	
  
The	
  basilisk	
  symbolically	
  had	
  a	
  strong	
  connection	
  to	
  the	
  language	
  of	
  alchemy	
  but	
  it	
  was	
  also	
  a	
  beast	
  
feared	
  for	
  the	
  poisonous	
  emanations	
  that	
  leaked	
  from	
  its	
  eyes	
  and	
  mouth,	
  a	
  fearful	
  ability	
  that	
  it	
  
shared	
  with	
  the	
  menopausal	
  woman.	
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Erhart,	
  Gregor,	
  1465?-­‐1540.	
  Allegory	
  of	
  Vanitas.	
  1500.	
  Artstor,	
  
library.artstor.org/asset/ARTSTOR_103_41822000512093	
  
	
  
Whether	
  Virgin,	
  Mother,	
  or	
  Crone,	
  the	
  woman	
  was	
  consistently	
  warned	
  
that	
  vanity	
  was	
  an	
  embodied	
  and	
  spiritual	
  ugliness	
  leading	
  to	
  death.	
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Peter Paul Rubens. Head of Medusa. c. 1618. Artstor, 
library.artstor.org/asset/LESSING_ART_10310119925 Ruben’s terrifying image shows 
the Gorgoneion head frozen in a rictus of rage as poisonous snakes, scorpions, and lizards 
are born of the emanations of Medusa’s deadly blood. 
 



	
  

	
  
	
  
	
  

286	
  

 

Created	
  by	
  Jeremias	
  Falck	
  (Polish,	
  ca.	
  1609	
  -­‐	
  1677),	
  Possibly	
  after	
  Johann	
  Lys	
  
(Dutch,	
  1600-­‐1657),	
  Possibly	
  after	
  Bernardo	
  Strozzi	
  (Italian,	
  1581-­‐1644).	
  The	
  Old	
  
Woman	
  before	
  the	
  Mirror.	
  ca.	
  1597-­‐1629.	
  Artstor,	
  
library.artstor.org/asset/ADAVISONIG_10313989988	
  
Although	
  the	
  artist	
  undoubtedly	
  wants	
  to	
  mock	
  her	
  fading	
  beauty,	
  the	
  woman’s	
  
confidence	
  and	
  self-­‐possession	
  in	
  her	
  vanity’s	
  mirror,	
  resists	
  such	
  an	
  easy	
  
condemnation.	
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 Speculum	
  Humanae	
  Salvationis.	
  1446-­‐66.	
  Artstor,	
  
library.artstor.org/asset/AWSS35953_35953_31695918.	
  Lust	
  (Luxuria),	
  riding	
  a	
  
bear,	
  talks	
  to	
  the	
  devil	
  Asmodeus	
  who	
  flies	
  a	
  banner	
  featuring	
  a	
  basilisk.	
  Thus	
  the	
  
female	
  is	
  linked	
  to	
  the	
  bestial,	
  cryptozoological,	
  and	
  the	
  demonic.	
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 Vesalius,	
  Andreas.	
  An	
  anatomical	
  dissection	
  being	
  carried	
  out	
  by	
  Andreas	
  
Vesalius,	
  attended	
  by	
  a	
  large	
  group	
  of	
  observers.	
  Woodcut,	
  1543.	
  [	
  June	
  
1543].	
  Artstor,	
  library.artstor.org/asset/24835018	
  
The	
  dog	
  in	
  the	
  dissection	
  theatre	
  (far	
  right)	
  bears	
  witness	
  to	
  the	
  opened	
  
womb	
  of	
  the	
  dissected	
  female	
  cadaver.	
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Woman	
  wearing	
  a	
  Scold's	
  Bridle.	
  Artstor,	
  library.artstor.org/asset/24802074	
  
	
  
The	
  most	
  extreme	
  material	
  form	
  of	
  ‘taming’	
  the	
  garrulous	
  female	
  mouth.	
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Chart:	
  venesection,	
  15th	
  century	
  manuscript.	
  Artstor,	
  
library.artstor.org/asset/24798854	
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A	
  Nun	
  (Sister	
  of	
  Charity)	
  bloodletting	
  a	
  seated	
  patient.	
  Line	
  engraving.	
  	
  
Artstor,	
  library.artstor.org/asset/24839971	
  
	
  
Galen	
  recommended	
  that	
  women	
  who	
  suffered	
  blocked	
  menses	
  leading	
  to	
  
‘fits	
  of	
  the	
  Mother’,	
  should	
  be	
  regularly	
  bled.	
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Globe	
  Theatre	
  (Southwark,	
  London,	
  England).	
  Ref.:	
  bull	
  and	
  bear-­‐baiting	
  
in	
  the	
  Fechthaus,	
  Nuremburg	
  c.1690.	
  Artstor,	
  
library.artstor.org/asset/ARTSTOR_103_41822001677457	
  
	
  
In	
  Coriolanus’	
  penultimate	
  scene,	
  Martius	
  is	
  cornered	
  and	
  ripped	
  apart	
  
like	
  a	
  baited	
  bear.	
  



	
  

	
  
	
  
	
  

293	
  

 
 
 
 
 
 
 

	
  	
  Albrecht	
  Dürer.	
  The	
  Witch	
  (Witch	
  Riding	
  Backward	
  on	
  a	
  Goat)	
  [Die	
  
Hexe].	
  ca.	
  1500.	
  Artstor,	
  
library.artstor.org/asset/BERLIN_DB_10313749237library.artstor.org/a
sset/AMICO_BOSTON_103834119	
  
	
  
Not	
  only	
  was	
  the	
  middle-­‐aged	
  woman	
  of	
  the	
  early	
  modern	
  period	
  
connected	
  to	
  the	
  bestial,	
  but	
  also	
  the	
  demonic	
  and	
  perversely	
  sexual.	
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Anonymous	
  Artists.	
  Witch	
  Riding	
  on	
  a	
  Wolf,	
  TRACTATUS	
  VON	
  DEN	
  
BÖSEN	
  WEIBERN,	
  Treatise	
  on	
  Witches.	
  1490.	
  Artstor,	
  
library.artstor.org/asset/BARTSCH_5170032	
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Abraham Aubry, after a design by Johann Wilhelm Baur. Hecuba Polymnestorem Oculis 
Priuat (Hecuba plucks out Polymestor's eyes; Hecuba changed into a dog), book XIII, 
plate 124. 1685; Baur's etching from 1639, first published in Vienna in 1641; this edition 
published in 1688. Artstor, library.artstor.org/asset/AWARBURGIG_10311762917 
 
Hecuba tears out Polymestor’s eyes in a gesture of maternal rage. The presence of the 
dog is a foreshadowing of the bitch that Hecuba will be transformed into to avoid being 
stoned by the angry townspeople. 
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A	
  conception	
  of	
  the	
  dreaded	
  Lamia,	
  the	
  child-­‐eating	
  hag	
  of	
  Greek	
  myth:	
  
straddling	
  the	
  animal/human	
  divide.	
  
	
  
Artstor,	
  library.artstor.org/asset/24722985	
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Another engraving of Hecuba tearing out the eyes of Polymestor, the dog and stones 
clearly visible. Virgil Solis. Hecuba Gouges Out Polymestor's Eyes (Met. XIII.545-75), 
Metamorphoses Ovidii, Ovid's Metamorphoses. Artstor, 
library.artstor.org/asset/BARTSCH_3040027 
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‘Mere Nature’/’Temps’ on the Wheel of Fortune with her black-faced twin (at bottom of 
wheel), French miniature ca. 1400 
(location unknown). Originally published by E. Panofsky, Studies in Iconography 1979, 
Artstor, library.artstor.org/asset/AWSS35953_35953_31696382 
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George Wither A Collection of Emblemes, Ancient and Moderne (1635), 
The emblems are printed from plates originally engraved by Crispijn van de Passe the elder for "Nucleus 
emblematorum" by Gabriel Rollenhagen    
www.eebooks http://eebo.chadwyck.com.ezproxye.bham.ac.uk/images/eebo_logo_sml.gif 
The notion of temporality as being inextricably bound to the human lifecycle is a 
recurrent trope. George Wither’s (1558-1667) emblem is complete with a motto that 
states: “Time is a Fading Flowre, that’s found/ Within Eternities wide Round”, and 
features the combined natural imagery of flower, snake, baby, and human skull in 
order to represent the circular brevity of nature’s temporality. 
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The Allegory of Nature in Cesaire Ripa’s Iconologia (1603), Wing (CD-ROM, 1996) / R1528A  
Early English books tract supplement interim guide / Harl.5929[337] 
 
 
A naked and lactating Nature rules over a lush field whilst holding a vulture. In her guise 
as both Vegetable Nature and Revenge, Tamora states: “I am Revenge, sent from th’ 
infernal kingdom/ 
To ease the gnawing vulture of thy mind…” (5.2.30-1). 
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Fortune with her bi-coloured face spins her capricious wheel, miniature from a 1503 
edition of Remedies for Fortune Fair and Foul, by Petrarch. Bibliotheque Nationale, Paris.   
Bridgeman Images. 
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Albrecht Dürer (1471 - 1528), Stecher. Nemesis (Das große Glück). Artstor, 
library.artstor.org/asset/BERLIN_DB_10313798165 
 
Nemesis or Até the goddess of revenge, clutches a bridle as she circles the earth and 
straddles the sun indicating that she exercises her fearful powers according to her own 
temporality. 



	
  

	
  
	
  
	
  

303	
  

	
  
	
  
	
   An	
  example	
  of	
  a	
  ‘flowering	
  foetus’	
  image	
  by	
  Spigelius.	
  Here	
  the	
  ‘vegetable	
  
Venus’	
  bursts	
  outwards:	
  life	
  explodes	
  out	
  of	
  her	
  womb	
  at	
  the	
  same	
  time	
  that	
  her	
  
touch	
  engenders	
  plant	
  life	
  all	
  around	
  her.	
  Behind	
  her	
  back,	
  in	
  her	
  guise	
  as	
  Eve,	
  the	
  
Venus	
  clutches	
  the	
  apple	
  of	
  Original	
  Sin.	
  ARTSTOR/24742799	
  

	
  

	
  AA	
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Anatomica as both butcher and Ceres, the goddess of Nature. Theodor Kerckring’s 
Spicilegium Anatomica (1670), Frontispiece: woman skinning a man. 1729. 
Artstor, library.artstor.org/asset/ARTSTOR_103_41822001016268 
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Astrea or Justice. De signis caeli cum figuris , fol. 85r .. XII.  Artstor, 
library.artstor.org/asset/AWSS35953_35953_31692274 
 
Justice (Astrea) is the heavenly incarnation of the chthonic deity Nemesis but note 
how she holds both her symbolic scales as well as an ear of corn, thus connecting her 
to the worlds of the gods, men, and nature.   
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Venus in her guise as Fortuna, the Bodleian Library, Boke of Astronomy and off (sic) 
Philosophye, Folio #: fol. 031v. 15th century, third quarter. Artstor, 
library.artstor.org/asset/BODLEIAN_10310371674 
 
Venus, goddess of lust, love and fertility is shown in her alternate guise as Fortune with her 
wheel in one hand and a lush tree branch in the other. Tamora is likewise called Venus	
  
(2.3.30),	
  Dian	
  (1.1.318;	
  2.3.57),	
  and	
  Revenge	
  (5.2.30).	
  As	
  Francis	
  Bacon	
  noted,	
  Nemesis	
  
“was	
  feared	
  of	
  none,	
  but	
  potentates	
  and	
  fortunes	
  favorites”	
  (The	
  Wisdome	
  of	
  the	
  
Ancients	
  99).	
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Antonio del Pollaiuolo, about 1432 - 1498. Apollo and Daphne. probably 1470-80. 
Artstor, library.artstor.org/asset/ANGLIG_10313767551 
As told by Ovid, Daphne prayed to the gods to preserve her virginity when Apollo 
pursued her and was changed into a laurel tree. After her brutal rape at the hands of 
Tamora’s sons, Lavinia is likened to a tree with her “branches” “lopped”, “trimmed”, and 
“hewed”(2.4.16-19; 5.1.96). 
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Workshop of Michael Wolgemut and Wilhelm Pleydenwurff. Sol; Diana; Ceres [right, 
lower]; Lineage of Semiramis, Queen of Assyria, folio 25r. 1493. Artstor, 
library.artstor.org/asset/AWARBURGIG_10313246471 
When she is called “Semiramis” (2.1.22), Tamora can similarly claim kinship with Diana, 
goddess of the hunt (2.3.61), and Ceres, goddess of agriculture. 
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Antonio Tempesta. The Fury Tisiphone at the Palace of Athamas, The 
Metamorphoses. published 1606. Artstor, 
library.artstor.org/asset/BARTSCH_2500039 
 
Called a Fury (5.2.82), Tamora is likened to the three chthonic goddesses of 
revenge who appeared as middle-aged hags, with snakes for hair who were 
said to breathe out poisonous emanations as they mercilessly pursued their 
quarry. First cousins to Venus, the Furies were said to have existed since the 
beginning of Time and were subject to the control of no god.	
  (Hesiod.	
  
Theogony	
  161-­‐191ff;	
  191-­‐225ff).	
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Jacques de Gheyn II, Four Witches cooking body parts, early 17th century. New York, 
Metropolitan Museum of Art. 
 
The ultimate fear of the menopausal diabolical body: ingesting children to replace 
deplenished uterine fluids. 
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Invidia from Alciato's Emblemata 1621.  
 
Invidia stalks both the town and country: notice her denuded breasts, snaky hair and 
blighted tree staff.  
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Invidia by Jacob De Gheyn II (1596-7) The British Museum.   
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Invidia by Giotto circa 1306, Padova. In Purgatory, Invidia’s eyes are 
sewn shut and her tongue becomes a poisonous serpent. 
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Francesco	
  Maria	
  Guazzo,	
  Compendium	
  Maleficarum,	
  Milan:	
  Apud	
  Haeredes	
  August	
  
Tradati,	
  1626.	
  
	
  
The	
  most	
  desired	
  flesh	
  of	
  all	
  was	
  that	
  of	
  the	
  infant.	
  Note	
  the	
  uterine-­‐shaped	
  
cauldron.	
  A	
  terrifying	
  image	
  of	
  the	
  Anti-­‐Mother.	
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vermeld	
  op	
  object	
  prentmaker:	
  Pencz,	
  Georg,	
  naar	
  eigen	
  ontwerp	
  van:	
  Pencz,	
  Georg.	
  
Afgunst	
  (Invidia),	
  Invidia	
  meipsam	
  tabefacio	
  	
  (titel	
  op	
  object),	
  Zeven	
  Hoofdzonden	
  	
  
(serietitel).	
  1520	
  -­‐	
  	
  1527.	
  Artstor,	
  
library.artstor.org/asset/AWSS35953_35953_23301195.	
  
In	
  an	
  act	
  of	
  auto-­‐cannibalism,	
  Invidia	
  devours	
  her	
  own	
  heart	
  as	
  her	
  wolf	
  familiar	
  looks	
  
on.	
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Minerva	
  and	
  Invidia,	
  Crispijn	
  van	
  de	
  Passe	
  (1602-­‐1607)	
  engraving.	
  
https://rijksmuseum.nl/en/collection/RP-­‐P-­‐1958-­‐64	
  
	
  
This	
  engraving	
  captures	
  the	
  moment	
  as	
  told	
  in	
  Ovid’s	
  Metamorphoses	
  when	
  Athena	
  was	
  sent	
  to	
  Invidia’s	
  cave,	
  
“a filthy slimy shack” with “stagnant air”, sunless and filled with frost.   
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From	
  Thomas	
  Bartholin	
  Bartholinus	
  Anatomy	
  (1653/1668),	
  the	
  full	
  recognition	
  
and	
  anatomical	
  integration	
  of	
  the	
  vulva	
  and	
  clitoris	
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From	
  Helkiah	
  Crooke’s	
  Microcosmographia	
  1615,	
  a	
  hybrid	
  of	
  Galenic	
  inversion	
  and	
  the	
  
newly-­‐identified	
  clitoris,	
  marked	
  ‘m’	
  on	
  diagram	
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Esias zur Linden (master 1609, died 1632). Ship (Nef). ca. 1609-20. Artstor, 
library.artstor.org/asset/SS7731421_7731421_11049462 
 



	
  

	
  
	
  
	
  

320	
  

	
  
	
  
	
  
	
  
	
  

Illustration of a Greek Hetaera using a dildo, from a cup fragment by Epiktetos, 
Lenigrad 14611, ARV 75, 60 
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Illustration of 16th century Pessaries, egg shaped, of cork - covered with wax. 
 
https://wellcomecollection.org/works/t6aekktd 
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Illustration of Hippocratic succussion method. Speert, Harold. Iconographia Gyniatrica: A 
Pictorial History of Gynecology and Obstetrics. Philadelphia: F.A. Davis Company, 
1973. Print. 
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From Aretino’s Loves of the Gods, Dido and Aeneas, clitoral stimulation as 
part of non-penetrative sex 
 
Taken from Gilles Néret, Erotica: 17 th - 18 th Century, Taschen Books 
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From Aretino’s Loves of the Gods, Antony and Cleopatra, non-phallic erotic jouissance 

Taken from Gilles Néret, Erotica: 17 th - 18 th Century, Taschen Books 
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