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ABSTRACT 

 

The large-scale frescoes from Neopalatial Crete and contemporary Thera 

reveal a salient emphasis on the portrayal of textiles.  The theme of textiles is 

realized in the intricate portrayals of patterned clothing, the central depictions of 

tributary cloth, the iconographic theme involving the unworn flounced skirt, and 

portrayals of elaborate wall hangings.  

This investigation focuses on the corpus of wall paintings that specifically 

highlight the representation of cloth.  The primary materials evaluated are the 

large-scale figural frescoes that appear at the height of Minoan occupation at the 

sites of Knossos, Agia Triada, and Pseira on Crete, and at the contemporary sites 

of Akrotiri and Phylakopi in the Cycladic Islands. The material from Crete and 

that from the Cyclades is considered together, and the comparable textile 

iconography is identified and defined.    

The general objective of this study is to examine the significant role that 

textiles played during the Neopalatial period in the Aegean Bronze Age.  The 

importance of cloth for this period, clearly documented by its artistic portrayal, 

has largely been overshadowed by investigations that are strictly concerned with 

Aegean costume or inquiries into textile industry.  Investigations into the ritual 

and artistic use of cloth, irrespective of its role as clothing in the Aegean are rare.  

Moreover, sweeping investigations that consider the Minoan and Mycenaean 

paintings in a single homogeneous account often cloud the distinctiveness of the 

Minoan period. 

It is argued that the analogous representations from Crete and the Cycladic 

Islands reveal that textile production in the Neopalatial period was a major art of 

ritual, and artistic concern.  Evidence that common social practices and religious 

rituals surrounding cloth existed in Crete and the Cyclades is furnished by 



xi 

comparable textile patterns, congruent styles of costume, and analogous ritual use 

represented in the large-scale fresco paintings.  The conclusion is reached that 

while local affinities exist, there is specific commonality in the iconography of 

cloth between Crete and the Cyclades. 
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INTRODUCTION 

 

 

This investigation is organized around the premise that the large-scale wall 

paintings from Neopalatial Crete and from the coinciding period in the Cyclades 

reveal that tremendous cultural value was placed on textiles.  The goal is to 

examine this recurring theme and the social significance that may have 

surrounded textiles and contributed to their value.  First, we must briefly review 

the context, and clarify the reasoning behind grouping these two distinct cultures.  

The emergence of representational wall painting during the Neopalatial 

period (MM III-LM IB) in the late Bronze Age Aegean provides invaluable 

information about the prehistoric cultures of Minoan Crete and the Cycladic 

Islands.  The height of the Aegean fresco tradition arguably makes its appearance 

at Knossos with the rise of the second palaces on Crete,
1
 and spreads to outlying 

regional centers and towns on Crete and across the Aegean Sea into the Cycladic 

Islands.
2
  The finest large-scale compositions from this first phase of Aegean 

figural wall painting are found in an assemblage of fresco fragments from Crete 

and in a series of restored murals from Thera.  The town of Akrotiri on Thera, 

buried in the ash and pumice of the final eruption of the Theran volcano in LC IA, 

offers an unparalleled opportunity to investigate buildings and their contents in a 

                                                 
1
 Immerwahr states that the wall paintings “came full-blown without any 

tentative developmental stage” in the New Palace period (1990, 39).  The 

Neopalatial period is characterized by new building and expansion after 

widespread destruction (usually attributed to conflagration) of the established 

regional centers on Crete (Rehak and Younger 2001, 392). 
2
 Knossos was likely a major institutional seat of power, either for the 

redistribution of goods, or broader control. 
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secure chronological context.
3
  Although the degree to which the Theran eruption 

directly influenced Crete is disputed, a patent change is witnessed on Crete soon 

after the demise of Akrotiri, marking the end of the Neopalatial period.  The 

reason for this change remains hotly debated, but the onset of the Final palatial 

period is often equated to a Mycenaean occupation.
4
  In any event, the change is 

apparent by a more mannered affect observed in the Minoan wall paintings 

(comparable to paintings from the Mycenaean mainland), and by the appearance 

of consolidated Linear B administrative activity at Knossos.
5
 

Although we do witness distinct characteristics within the contemporary 

frescoes from Neopalatial Crete and Thera (such as a larger amount of modeled 

stuccowork in paintings from Crete and the affinity for stark white backgrounds in 

the murals from Thera), generally the paintings suggest a remarkable degree of 

cultural interchange.  For the most part, the technique, compositional layout, and 

thematic concerns of the frescoes are analogous.  From a broader perspective, the 

island society of Thera does not present the monumental regional centers 

characteristic of Crete.  However, Akrotiri does, on a limited level, offer several 

architectural features typically considered “palatial,” such as ashlar masonry, light 

wells, polythyra (pier and door partitions), and an adyton (lustral basin).  

Although Akrotiri maintains many local and regional idiosyncrasies, it is probable 

that in large part Theran society was ritually, artistically, and economically 

influenced by Crete.  In any event, the grouping of the paintings from these two 

cultures is sound, as the iconography in the frescoes from Thera positions them 

firmly within the milieu of Neopalatial Knossos. 

Based on the scale of the figural motifs, the paintings from Crete and the 

Cyclades are categorized as either large-scale (defined as 1/3 to just under life-

size) or miniature.  Additionally, these murals show variations on several 

                                                 
3
 The date of the final eruption of the Santorini volcano is debated, but is 

traditionally dated to 1520/1510 BC (Davis 2001, 55 n. 156; see also Rehak and 

Younger 2001, 389-90 n. 16). 
4
 Rehak and Younger 2001, 392-93. 
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common subjects: natural landscapes, monkeys, processions, and a mixture of 

ritual activities.  A prominent shared element, often with a ritual connotation, is 

the emphasis on the depiction of textiles particularly evident in the large-scale 

compositions.  This concentration on cloth is developed in intricate portrayals of 

patterned clothing, depictions of dedicatory cloth, illustrations of unworn 

flounced skirts, and representations of elaborate wall hangings.  With comparable 

textile patterns, congruent styles of costume, and analogous ritual use, these 

textile representations reveal parallel social practice and cultural value common to 

Crete and the Cyclades, which (at least pictorially) diminishes into the Final 

Palatial period. 

No actual pieces of patterned cloth from the Neopalatial period on Crete or 

in the Cyclades are preserved, nor are there identifiable representations of 

activities associated with the production of textiles, such as spinning, weaving, 

washing fleece, or retting flax.
6
  Our knowledge of prehistoric Aegean textile 

production during this period is, however, enriched by a limited number of 

sources.  Linear B archives reveal a vital Mycenaean textile industry, and by 

association it is conjectured that Minoan Crete and Thera similarly had a vibrant 

textile industry.  Linear A contains pictograms of the loom,
7
 and actual remains of 

spindle whorls and loom weights provide ample evidence for the practice of warp-

weighted weaving on Crete as well as in the Cycladic Islands.  Moreover, the 

weights are often found in quantities that suggest some level of industry.
8
  

                                                                                                                                     
5
 Immerwahr dedicates a chapter titled, “Later Minoan Painting and the 

Formation of the Mycenaean Style,” to this phase of painting (1990, 77). 
6
 This lack of depictions of textile activity in the Aegean paintings is 

atypical in the ancient world. Depictions of spinning and weaving are often seen 

in Egypt and historic Greece.  Barber discusses a representation of a Middle 

Kingdom Egyptian textile shop from tomb of Khnumhotep at Beni Hasan (1991, 

74 fig. 2.40), and scenes of spinning and weaving on an Attic Greek lekythos 

(1991, 72 fig. 2.38).   
7
 Barber 1997, 515.   

8
 See Burke for a survey of the textile equipment on Minoan Crete (1997); 

and Tzachili for a discussion of textile equipment in the West House on Thera 

(1990).  
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However, the main evidence for the production of textiles is witnessed through 

the representations of cloth and clothing in frescoes, seals, and figurines. 

It cannot be assumed that Mycenaean Linear B is an accurate description 

of the earlier Minoan situation.  Therefore, it cannot be used as primary evidence 

for the type and production of Neopalatial textiles.  Although loom weights and 

spindle whorls provide invaluable evidence for weaving, they show up 

sporadically and rarely appear in conjunction with painted depictions of cloth. 

Also, these items fail to provide corroborative evidence for other types of textile 

making known to have existed from secondary painted representations.  These 

elements are important to consider in forming a comprehensive picture of textile 

activity, but what we know about the Minoans’ and Therans’ use of textiles is 

dominated by visual media.  The depictions of textiles in sculpture or on seals are 

considerably conventionalized due to the nature of the media.  With the 

observation of the emphasis that was placed on the elaborate and detailed 

depiction of textiles within the frescoes, the Aegean wall paintings remain the 

best source of evidence for textiles in the Neopalatial Bronze Age.  After the 

Neopalatial period, a more mannered approach to painting as a whole is witnessed 

and the approach to the representation of textiles within the wall paintings 

becomes more stylized as well.   

A great number of Aegean wall paintings from the Bronze Age can be 

interpreted in relation to the theme of textiles, making it necessary to define the 

parameters of this investigation. The primary evidence used has been chosen in 

terms of the following criteria: relevance to the overall theme, Neopalatial date 

(MM IIIA – LM IB), and good states of preservation and documentation.   

Large-scale murals constitute the major materials of research.  These 

include: the Ladies in Blue and Lady in Red from Knossos (figs. 2-3, cat. nos. 1-

2); the Nature Fresco from Agia Triada (figs. 6-8, cat. no. 10); various textile 

fragments from Knossos and other peripheral sites on Crete (figs. 4-5, 9-11, cat. 

nos. 3-9, 11-15); the Presentation Scene from Phylakopi (fig. 18, cat. no. 16); the 

Skirt Carrying Scene from the House of the Ladies at Akrotiri (figs. 19-20, cat. 
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no. 17); various scenes from Xeste 3 at Akrotiri (figs. 21-29, cat. nos. 18-24); the 

kilted male figures in procession from Xeste 4 at Akrotiri (fig. 30, cat. no. 25); 

and the Priestess from the West House at Akrotiri (fig. 32, cat. no. 26). 

The Parameters of this investigation are specific but not exclusive.  Nude 

males, the Fishermen and Boxing Boys from Akrotiri (figs. 31, 33), and the stucco 

reliefs of toreadors from Knossos; miniature wall paintings, including the 

Grandstand and Sacred Grove frescoes from Knossos; as well as sculptural and 

glyptic material, including faience figurines (fig. 14), pattern and dress inlays 

(figs. 15-16), and seal-stones from Knossos will be considered secondarily as 

fruitful points of comparison (fig. 17).  

In order to approach this topic, a review of the major themes and problems 

present in the scholarship of Aegean textiles is necessary; Chapter 1, therefore, 

presents the history of research surrounding Aegean textiles.  Chapter 2 provides 

a catalogue of the wall paintings that specifically celebrate the representation of 

cloth from Neopalatial Crete and the corresponding period in the Cyclades.  The 

bulk of this study, Chapter 3, examines the ritual value of cloth.  It begins with 

Crete and the Cyclades examined separately, and ends with a comparative 

analysis and a common conclusion.  Chapter 4 considers the artistic value of 

textiles, focusing on the possibility that textiles were a major art. Finally an 

overall conclusion is provided.  

The representation of textiles is a significant facet of Aegean painting. The 

present thesis attempts to provide the basic questions, outline the evidence, and 

highlight issues that must be investigated further.  In the end, it concludes that 

these fresco paintings reveal that tremendous cultural value was placed upon cloth 

in the Neopalatial period of the Aegean Bronze Age.   
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CHAPTER 1 

HISTORY OF SCHOLARSHIP 

 

 

The bibliography on the subject of Aegean textiles is extensive, and one 

can profit from a review of the prevailing themes presented over the years.  The 

main goal of this chapter is to critically summarize the present state of the 

research, and to indicate issues, problems, and areas of investigation that need to 

be addressed in the future.  The major contributors to the topic of Aegean textiles 

include John Killen, Jill Carrington-Smith, Elizabeth Barber, and more recently 

Brendan Burke and Bernice Jones.  

Killen’s work on Linear B has been instrumental to the discussion of 

Bronze Age Aegean textile industry.
9
  Jill Carrington-Smith paved the way for in-

depth study and documentation of the remains of Aegean textile equipment.
10

  

Her work has contributed to the use of loom weights by scholars as indicators of 

labor specialization, and evidence of textile industry.  Elizabeth Barber’s 

Prehistoric Textiles, often considered the textbook for this subject, provides 

definitions of relevant terms and explanations of weaving techniques, as well as 

an overview of prehistoric textile activity with a chapter dedicated to the Aegean.  

Barber has contributed to several issues that surround this subject; her theory 

pertaining to prehistoric division of labor,
11

 ideas regarding the depiction of 

                                                 
9
 Killen 1962, 1964, 1966, 1984, 1988. 

10
 Carrington-Smith 1975, 1992. 

11
 Barber argues that weaving is traditionally “women’s work” (1991; 

1994; 1997, 515-20 ). 
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Aegean textiles in Egyptian tomb paintings,
12

 and discussion of “‘pre-Greek’ 

vocabulary terms relating to weaving,” have fueled further inquiry.
13

  Two 

relative newcomers, Brendan Burke and Bernice Jones, have furnished updated 

contributions to the study of Aegean textile production
14

 and to the physical 

construction of Aegean dress respectively.
15

  These studies are of immense benefit 

to the field.  In addition, with specific relation to the primary artistic medium 

relevant to this study, the catalogue of Aegean painting by Sarah Immerwahr is an 

essential tool for the study of Minoan fresco,
16

 and the photographs of the Theran 

murals published in Doumas’ Wall Paintings of Thera are invaluable.
17

  Finally, 

Sir Arthur Evans’ monumental publication of his excavations of the Palace of 

Knossos entitled, The Palace of Minos, remains a primary source of reference.
18

   

                                                 
12

 Barber originally takes up the issue of the early 18
th

 dynasty Theban 

tomb paintings when probable Aegean natives, the Keftiu, appeared in the murals 

of the tombs of five nobles in Western Thebes, in Prehistoric Textiles (1991, 331-

56).  There are two lines of inquiry relevant to Barber’s original discussion of this 

theme.  First, in the tomb of Rekmire, a group of Keftiu was originally painted 

wearing breechcloths with codpieces and back flaps (typical of the tombs dated 

before this); at some point the garments of the male figures were repainted as kilts 

(traces of the original codpieces are still visible underneath). The question that 

follows this aspect is whether the change in costume reflects a change in power 

from the Minoans to the Mycenaeans.  Second, Barber makes a convincing 

argument for the influence of Aegean textiles in the painting of the tomb ceilings.  

In 1997 Barber follows up with an idea briefly mentioned in 1991 (338) where 

she finds a problem with the stripes of pattern running vertically and the fringe 

placed horizontally on the Keftiu kilts. Citing an ethnographic parallel, she 

concludes that the kilts were made of bands made on a back strap or band loom 

(1997).  A good summary of her previous findings is given in 1998.   
13

 Renfrew responds to Chapter 12, titled “Word excavation” in Barber’s 

Prehistoric Textiles (1991) finding evidence for a Minoan origin for innovations 

in weaving (1999, 714-18); Nixon reacts against the basis for Barber’s theory of a 

prehistoric division of labor based on sex (1999, 561-67); Rehak reviews the 

Minoan themes and dates pertaining to the Theban tomb paintings (1996, 1998a).  
14

 Burke 1998; dissertation published in abbreviated form in related 

articles (1997, 1999). 
15

 Jones 1998; dissertation published in abbreviated form in related articles 

(2000, 2001, 2003, 2005). 
16

 Immerwahr 1990, 170-204. 
17

 Doumas 1992. 
18

 Evans PM 4 Vols. 1921-36.  
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Although there is some overlap, on the whole the scholarship surrounding 

the topic of Aegean textiles can be divided into two parts: studies that deal with 

clothing and adornment and studies that focus on textile technology and industry. 

Inquiries about Minoan and Mycenaean clothing based on its depiction in fresco, 

glyptic, and sculptural media have a long history.
19

  Sir Arthur Evans was one of 

the first to contribute ideas and observations about the depiction of Minoan dress.  

He established several themes that have received repeated attention.  He made 

conjectures about the physical construction and evolution of clothing,
20

 and 

discussed the clothing worn by the Minoans in Egyptian tomb paintings.
21

  Today 

most general texts on Aegean wall paintings provide some comment on the 

depiction of dress.  Typically these summary accounts, categorized lists and broad 

descriptions are ineffectual.  Recently, however, Aegean scholars have utilized 

modern dress theory in their evaluations, and ideas about what the depictions of 

Bronze Age dress reveal about Minoan and Mycenaean culture have expanded. 

Although more research is needed, Rehak has laid the groundwork for and 

stimulated subsequent inquiries regarding Aegean depictions of dress as 

indications of status, activity, and the construction of gender.
22

  

The research conducted by Peter Warren and Jill Carrington-Smith has 

been a strong influence in this field.
23

  These scholars began to identify and look 

                                                 
19

 Early studies that conjecture about reconstruction and evolution of 

clothing styles include: Wace 1927; Smith 1930; Myres 1950; S. Marinatos 1967; 

Sapouna-Sakellarakis 1971; Giesecke 1988; Barber 1991, 315; Wardle 1988.  

More recent studies that attempt reconstruction of women’s clothes include: 

Televantou 1982; Jones 1998, 2000, 2001, 2003, 2005; Lillethun 2003.  
20

 PM I, 503, 680-81; PM III, 444-52. 
21

 Evans compares the Keftiu, identified as Minoan based on their vessels 

and clothing, to the Corridor of Processions from Knossos (PM II.2, 534-37, 719-

47); see also Vercoutter 1956; Wachsmann 1987; Barber 1991, 1997, 1998; 

Rehak 1996,1998a. 
22

 Rehak 1998b; see also Lee 1997, Laffineur 2000; Alberti 2002. 
23

 Warren speculated on the presence of textile dye facilities at the early 

Minoan town Myrtos (1968, 1972); Carrington-Smith 1975. 
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critically at textile equipment in the Aegean archaeological record,
24

 forming 

hypotheses about craft specialization and a Minoan textile industry.
 
 Subsequent 

research using the physical evidence for textile activity has focused on the 

division of labor,
25

 and the level of industry on Minoan and Mycenaean Crete and 

in the Cyclades.
26

  From this evidence two issues arose that continue to perplex 

scholars: the discrepancy in size and weight of loom weights that appear to be a 

set,
27

 and the common incidence of small quantities of spindle whorls relative to 

loom weights from the same site.
28

  Continued experimentation and examination 

of this evidence is needed, as many ideas concerning the warp-weighted loom are 

unresolved.
29

 

                                                 
24

 The identification of loom weights remains problematic, because they 

can have multipurpose uses, such as to weight fishing nets.  
25

 Barber 1991, 1994, 1997; Kopaka 1997; Nordquist 1997; Nixon 1999.  
26

 Barber 1991; Burke1997, 1998, 1999; Dabney 1996; and Tzachili 1990, 

1999. 
27

 Dabney convincingly argues about a pattern of use for the high variety 

in weight of loom weights (1996, 248); see also Crowfoot (1936-37), Forbes 

(1954), Koster (1976), and Hoffman (1984) for comparative accounts of the warp-

weighted loom used in ancient and peasant Greece and Scandinavia. 
28

 To explain this phenomenon, Carrington-Smith asserts that, “any object 

into which a spindle can be inserted and is sufficiently wide and heavy enough to 

increase and prolong rotation of the spindle is in practice more or less a suitable 

spindle whorl,” (1992, 685); Barber emphasizes that spinning was often done 

while doing other things, like traveling (1991, 69).  
29

 See Andersson and Nosch for an ethnographic parallel and experiments 

from Scandinavian archaeological textiles and textile production (2003); most 

recently Nosch presented some findings from the systematic study of textile tools 

from Minoan and Mycenaean sites performed by the Danish National Research 

Foundation’s Centre for Textile Research (2006).  These findings primarily 

focused on experimentation with spinning.  Continued research into the benefits 

of different weight shapes for different types of weaving (for instance, the flat 

ovoid loom weight from Crete and Thera versus other types); experimentation 

into the way the warp was wrapped or tied to the weight; inquiries into the various 

markings on the weights; and reexamination of the function of the grooves on the 

top of some of the weights are needed. 
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Several events, such as the decipherment of Linear B, the women’s 

movement, and the discovery and excavation of Akrotiri on Thera,
30

 have had an 

effect on the modes of inquiry relevant to this subject.  Incidentally, perhaps 

necessarily, these events have sparked reevaluation of the work by the early 

excavators on Crete.  The Pylos and Knossos tablets, with lists of dyed garments, 

mention of female textile workers, and inventories of wool and linen, have 

revealed an economic Mycenaean textile industry dependent on the palace.
31

  The 

surge of attention given to “women’s arts” and gender issues in scholarship as a 

whole has contributed to the interest in textile making, the division of labor by 

sex, and the physical and theoretical construction of dress in the Aegean Bronze 

Age.  Finally, Thera has provided an abundance of evidence for this period with 

which the rest of the Aegean can be compared and analyzed.  The evidence from 

Akrotiri has contributed to ideas about ceremonial robing, textile industry, saffron 

as a valuable textile dye, as well as clarified the physical and theoretical 

construction of clothing.  Most recently, new dialogue pertaining to the theme of 

textiles in the Aegean was presented during the 1997 symposium on the Wall 

Paintings of Thera, where several inquiries into the use of textiles in initiation and 

as wall hangings were presented.
32

  This marks an exciting new phase in the 

research surrounding Aegean textiles.  

                                                 
30

 Akrotiri was excavated by S. Marinatos from 1970-73, and Christos 

Doumas heads continued excavation of the site. 
31

 Killen 1962, 1964, 1966, 1984, 1988; Ventris and Chadwick 1973; 

Duhoux 1974; Melena 1975; Chadwick 1976, 1988; Murray and Warren 1976; 

Robkin 1979; Petruso 1986; Nordquist 1997; Palaima 1997; de Fidio 1998-99; 

and Nosch 2001. 
32

 Susan Sherratt ed. 2000. Proceedings of the First International 

Symposium: The Wall Paintings of Thera: Petros M. Nomikos Conference Centre, 

Thera, Hellas: 30 August - 4 September 1997. 2 Vols. Athens: Petros M. Nomikos 

and the Thera Foundation. 
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CHAPTER 2 

CATALOGUE: PRINCIPAL DEPICTIONS OF TEXTILES 

IN LARGE-SCALE NEOPALATIAL WALL PAINTING 

 

 

Introduction 

 

This catalogue of the large-scale wall paintings from the Neopalatial 

Aegean that depict textiles is organized by location.  The first section begins with 

the relevant fresco fragments from Knossos and concludes with the rest of the 

fragments from other sites on Crete.  The second section lists the paintings 

relevant to this study from the Cycladic Islands, including fresco fragments from 

Phylakopi on Melos, and entire pictorial programmes from Akrotiri on Thera.  

Based on the particular level of preservation, the frescoes are grouped either as 

individual or joined fragments, or as restored panels.  Each entry is provided with 

a catalogue number, title, and illustration number.  These are followed by the 

current location of the frescoes (the museum and the case, gallery, or inventory 

number), their place of origin, a brief description, relevant comparisons and the 

most important bibliography.  All of the frescoes are selected for their large-scale 

(based on the approximate height of the depicted human figures, 1/3 to just under 

life-size) and Neopalatial date (MM IIIA – LM IB).  The inclusion of the 

following frescoes is based on the dates provided in Immerwahr’s Aegean 

Painting in the Bronze Age, and the catalogue numbers that she ascribed to these 

paintings follow their museum location.
33

  In an effort to facilitate the description 

of these images, diagrammatic patterns of typical textile designs from the Cretan 

and Theran wall paintings are provided in Figs. 12-13.  It should be noted that 
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until the buildings from Akrotiri receive final publication, this catalogue will 

undoubtedly need to be amended to include more paintings, and some details may 

change. 

 

 

Crete 

 

Knossos 

1  Ladies in Blue Fig. 2 

Herakleion Museum, Gallery XIV; Kn No. 11 

From the deposit outside the north wall of the Royal Magazines.  Knossos, Crete. 

These fragments feature the conventional open-front bodice. Contrary to the title, 

the attire is colored predominantly yellow.  It is decorated with a network of the 

tri-curved arch with dotted arch fillers across the bulk of the cloth, and the blue 

borders are filled with a nautilus spiral pattern (fig. 12a).  The reconstruction in 

the museum by E. Gilliéron is based on the miniature frescoes from Knossos and 

on a large-scale fragment that depicts a woman with bejeweled hair (ca. no. 4).  

The heads in Gilléron’s reconstruction are entirely conjectural and a central 

fragment depicting a female hand fingering a necklace was badly damaged by an 

earthquake in 1926.   

Evans PM I, 545-47 figs. 397-98; Cameron and Hood 1967, pl. XIIb; Cameron 

1971, 35-42  

 

2  Lady in Red Fig. 3 

Herakleion Museum, Case 172, No. 60; Kn No. 12 

Exact provenance unknown.  Knossos, Crete. 

This fragment depicts a female in the conventional open-front bodice.  The color 

may have originally been yellow (the red color resulting from fire); however, 

there is disagreement on this point.  The bodice is decorated with a diaper pattern, 

dots at the interstices, and regularly filled with lines.  The blue border features a 

zigzag pattern (fig. 12b). 

Cameron 1971, 35-42 

 

3  Textile Fragments with Pictorial Motifs Fig. 4 

Herakleion Museum, Case 174, No. 51; Kn No. 14 

From the northwest fresco heap.  Knossos, Crete. 

These non-joining fragments feature miniature representations of bucrania, 

winged griffins, winged sphinxes, as well as other decorative motifs.  They have 

been interpreted as pieces of women’s dress (Evans PM III 37-42).  Most scholars 

                                                                                                                                     
33

 Immerwahr 1990. 
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accept this identification and it is supported by the various small rosettes that look 

like fillers needed to stabilize pattern made with the float weave technique; Barber 

suggests this patterning technique was utilized by the Minoans and Therans 

(Barber 1991, 317-20). 

Evans PM III, 38 fig. 25; Cameron and Hood 1967, pls. E and IV 

 

4  Textile Fragment Fig. 5a 

Herakleion Museum; Kn No. 10a 

From northwestern region (?) of the Palace.  Knossos, Crete. 

Fragment features female shoulder in patterned garment with bejeweled hair. 

Evans PM II.2, 681 fig. 431 

 

5  Textile Fragments Fig. 5b 

Herakleion Museum; Kn No. 10c 

From north fresco heap (?).  Knossos, Crete. 

Joined fragments feature two female shoulders touching in patterned garments. 

Evans PM III, 38 fig. 21; Cameron and Hood 1967, pl. E figs. 1-2 

 

6  Textile Fragment Fig. 5c 

Herakleion Museum; un-catalogued no. 6 (Immerwahr 1991, 179) 

From north fresco heap (?).  Knossos, Crete.  

Fragment features piece of belt (?), unusual patterning in relief. 

Evans PM III, 45 fig. 27; Kaiser 1976, 268 

 

7  Textile Fragment Fig. 5d 

Herakleion Museum; Kn No. 13 

From level below the Corridor of Processions.  Knossos, Crete. 

Fragment features scale pattern comparable to that on the robe of the Kneeling 

Female from Agia Triada (ca. no. 5a). 

Evans PM II.2, 680 fig. 430c  

 

8  Textile Fragment Fig. 5e 

Herakleion Museum; Kn No. 13 

From level below the Corridor of Processions.  Knossos, Crete. 

Fragment features grid pattern with line fillers comparable to that on the bodice of 

the Lady in Red (ca. no. 2). 

Evans PM II.2, 680 fig. 430d 

 

9  Textile Fragment Fig. 5f 

Herakleion Museum; Kn No. 10c, also un-catalogued no. 5 (Immerwhar 1991, 

179) 

From the north fresco heap (?).  Knossos, Crete. 

Fragment features chevron and spiral pattern on blue embossed band comparable 

to that decorating the bodice on Female B from Pseira (ca. no. 6). 

Evans PM III, 37 fig. 20; Cameron and Hood 1967, pl. E figs. 1-2 
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Other Sites on Crete  

10  Nature Fresco Figs. 6-8 

Herakleion Museum, Gallery XIV; A.T. No. 1 
Found in 1903, in Room 14 of the east wing of Minoan villa.  Agia Triada, Crete. 

Badly burnt fragments, depicting two women and a landscape with animals.  

Although exact elements of the reconstruction are debated, the mural covered 

three walls and the Dancing Female was centrally placed. These panels feature: 

(a) Kneeling Female amidst flowers (fig. 7). Depicts blue robe decorated with 

dotted scale pattern with repeated central lozenge, blue and red border (fig. 12c). 

(b) Dancing Female (fig. 8), may be dancing, sitting or bending before an 

architectural feature that is comparable to the riser in the Presentation Scene from 

Xeste 3 (ca. no. 18). Portrays flounced skirt decorated with red, white and blue 

interlocking quatrefoil pattern, bordered by red nautilus spiral trim and additional 

flounces with alternating blocks of red, white, blue, and black (fig. 12d). 

Halbherr 1903, 55-60 pls. VII-X; Smith, W.S. 1965, 77-79 figs. 106-110 (Gilléron 

copies); Evans PM I, 538 fig. 391 

  

11  Two Females Fig. 9 

Herakleion Museum, Gallery XVI; Ps No. 1 

Found in 1906-7 in building AC.  Pseira, Crete. 

These painted reliefs depict two females in the conventional open-front bodices 

and flounced skirts.  Bodice fragments: (a) network of rosettes, rosette border 

along the shoulder, and probably yo-yo pattern on trim along the breast, colored 

yellow, white and blue (fig. 12e); (b) chevron pattern filled with lozenge 

surrounded by dotted spirals, bordered on shoulder and breast by nautilus spiral, 

colored red white and blue (fig. 12g).  Skirt fragments: (a) surface of skirt is worn, 

no pattern is shown, but relief shows edge of flounces; (b) elaborate tri-curved 

network pattern, filled with alternating zigzag and spiral motifs, with rosettes at 

the interstices and bordered by an ivy trim, colored yellow, white and blue (fig. 

12f).  
Shaw 1998, 55-76 pls. 20-44 

  

12  Sacred Knot Fig. 10a 

Herakleion Museum, Gallery XVI; N.C. No.1 

Found in 1919 in Room 17 of Minoan villa.  Nirou Chani, Crete. 

Red and white barred patterns on loop, dark red ground, impressed right-hand 

vertical edge.  

Xanthoudidies 1922, 11 fig. 9; Evans PM II.1, 284 fig. 168 

 

13  Textile Fragment  Fig. 10b 

Herakleion Museum, storage; Ka No. 1 

Found in 1955 in Minoan house.  Katsamba, Crete. 

Miniature style pictorial motifs on belt (?). 

Shaw 1978, 27-34 
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14  Textile Fragment  Fig. 11 

Chania Museum (?); Ch No.1  

Found in 1967 Kastelli excavations. Chania, Crete. 

Hip fragment of seated female in blue dress with tri-curved net pattern 

comparable to the skirt decoration on Female B from Pseira (ca. no. 11) 

Kaiser 1976, 305,fig. 471 pl. 25 

 
15  Textile Fragment 

Herakleion Museum, storage; Pa No. 1  

Found in 1902-6 excavations of House E.  Palaikastro, Crete. 

Fragment with crocus blossoms associated with skirt decoration (?). 

Bosanquet and Dawkins 1923, 148 fig. 3 

 

 

The Cyclades 

 

Phylakopi, Melos 

16  Presentation Scene (?) Fig. 18 

Athens, National Museum, 5844; Ph No. 2  

Found in 1896 in Pillar Crypt area.  Phylakopi, Melos. 

Features two females; the seated female holds a blue cloth and has landscape 

elements depicted on her skirt. 

Evans PM III, 40 fig. 26; Morgan 1990, 252-66 

 

Akrotiri, Thera 

17  Skirt Carrying Scene Figs. 19-20 

Athens, National Museum; Ak No. 5  

Found in 1971 in Room 1 in the House of the Ladies.  Akrotiri, Thera. 

Mural in Room 1 features flounced skirt costume on two females, and one 

disconnected fragment of an un-skirted female.  Relatively simple pattern-work 

on garments, with several interesting details, such as fringe at the warp ends, and 

stitching at the waist of the Skirt Carrier (fig. 20).  The dotted diaper pattern with 

lozenges at interstices, bordered by a wavy line depicted above the women has 

been identified as a wall hanging (Shaw 1993, 679; Blakolmer 1994, 22-27; True 

2000, 355).  A “Costuming Scene” has been identified on the north wall (Peterson 

1981, 211; Marinatos, N. 1984b, figs. 16-17, 87-105 fold-out B) 

Doumas 1992, 32-43 pls. 1-12 

 

18  Presentation Scene Figs. 21-22, 26 

Thera Museum; Ak No. 6 

From north wall, Room 3a (upper floor), Xeste 3.  Akrotiri, Thera  
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Fragments feature presentation of crocus stigma, which scholars have suggested 

was used as saffron dye (Douskos 1980, 141-46). Two saffron gatherers who 

flank the more elaborately adorned goddess wear typical wraparound flounced kilt 

costumes.  The goddess’s bodice is decorated with crocus blossoms across the 

bulk of the fabric as well as on the surrounding trim. 

Doumas 1992, 130-31,158-67 pls. 122-30 

 

19  Saffron Gatherers Figs. 21, 23 

Thera Museum; Ak No. 6 

From east wall, Room 3a (upper floor), Xeste 3.  Akrotiri, Thera. 

Scene features typical flounced skirt costumes with cross-filled diaper patterns, 

zigzag border designs and crisscross or diamond pattern with line filler on skirts. 

Doumas 1992, 130, 152-57 pls. 118-21 

 

20  Adyton Scene Figs. 21, 24-26 

Thera Museum; Ak No. 6  

From north wall, Room 3a (ground floor) above adyton, Xeste 3.  Akrotiri, Thera. 

Scene depicts three figures on north wall and an architectural structure 

surmounted by a pair of sacral horns on east wall. From left: (a) Necklace 

Swinger holds necklace of rock crystal beads, wears loose diaphanous blue robe 

adorned with crocus blossoms, zigzag blue border at breast and rope across 

shoulders, rich kilt decorated in dotted diaper pattern with interior lozenges, and 

crisscross pattern with line fillers, yellow hair cloth with red trim tied at forehead; 

(b) Wounded Woman wears loose diaphanous blue robe with dotted diaper 

pattern and striped detailing at underarm, rope border across shoulders, blue head 

cloth with yellow trim tied at forehead, unusual kilt with blue and white lappets, 

yo-yo pattern on blue trim and red dotted diaper pattern with interior crosses; (c) 

Veiled Girl carries diaphanous cloth with blue border and stippled red dots, wears 

wraparound skirt decorated with panels of crisscross pattern with line fillers; 

tight-fitting white bodice adorned with crocus blossoms, red detailed stripes and 

blue trim, figure interpreted as engaged in ceremonial dressing for puberty rites 

(Morgan 2000, 925-46). 

Doumas 1992, 128-30, 136-45 pls. 100-08 

 

21  Female Procession (?) Fig. 26-27 

Thera Museum; Ak No. 7 

From Room 3b (upper floor), Xeste 3.  Akrotiri, Thera. 

Published fragments feature two women with patterned head cloths, crocus and 

lily decorated robes, and unique fleecy (?) mantles worn over the shoulder. Other 

unpublished fragments feature more women in similar attire; one wears a skirt 

ornamented with a nature scene of rocks and swallows (Vlachopoulos 2006).  

Doumas 1992, 131, 168-71 pls. 131-34 
 

22  Male Figures Figs. 26, 28 

Thera Museum; un-catalogued no. 10 (Immerwhar 1991, 188) 
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From Room 3b (ground floor), Xeste 3.  Akrotiri, Thera. 

Fragments depict four males of various ages, all naked except for one in beige kilt 

with black trim. Adolescent Youth carries a piece of cloth with a red, white, blue 

and black wavy pattern (fig. 28); interpreted as ceremonial dressing for initiation 

rite (Doumas 1992, 130). 

Doumas 1992, 130, 146-51 pls. 109-15 
 

23  Textile Wall Hanging (?) Fig. 29 

Thera Museum; un-catalogued no. 16 (Immerwhar 1991, 188) 

From Room 9 (second floor), Xeste 3.  Akrotiri, Thera. 

Stucco frieze features yellow, blue and white tri-curved network pattern with 

rosette fillers, yellow ties at interstices, comparable to the skirt decoration on 

Female B from Pseira (ca. no. 11) 

Doumas 1992,131, 174-75 pls. 136-37 
 

24 Male Athletes (?) with Bull  

Vestibule of Xeste 3. Akrotiri, Thera 

Unpublished fragments feature three life size men in boots and fringed loincloths 

(Vlachopoulos 2006).  

 

25  Kilted Male Figures Fig. 30 

Thera Museum; un-catalogued no. 11 (Immerwhar 1991, 188) 

From the staircase, Xeste 4.  Akrotiri, Thera. 

Fragments feature spiral pattern with blue edges on kilt.  Knotted back closure 

clearly depicted, and smaller detail pattern portrayed at waist.  

Doumas 1992, 176-79 pl. 138 
 

26  Priestess (?) Fig. 32 

National Museum, Athens; Ak No. 8  

From Room 5, southeast portal, east doorjamb, West House.  Akrotiri, Thera.  

Panel features blue and white bodice decorated with interlocking circle pattern 

and a yellow mantle with exposed warp fringe and blue and white trim.  

Surrounding frescoes include two large-scale nude fishermen and miniature 

friezes (fig. 31). 
Doumas 1992, 44-97 pls. 24-5



18 

 

 

 

 

CHAPTER 3 

RITUAL VALUE OF CLOTH 

 

 

Introduction 

 

This chapter considers the pictorial evidence for the ritual use of textiles 

from Crete and the Cyclades separately; it then reviews the possible ritual and 

mythic connections specific to the representation of cloth and clothing between 

these two cultures.  An overview of the corpus of paintings is presented, previous 

interpretations of the evidence and reconstructions are reviewed and analyzed, 

and the ritual associations of these images are qualified.  In the discussion of the 

images from Crete, the consideration of clothing takes precedence because of the 

poor state of preservation of the large-scale Cretan murals.  The Knossian 

miniature paintings, faience statuettes, faience inlays, as well as glyptic remains 

are also discussed in order to provide a more comprehensive picture of the role of 

textiles in ritual on Crete.  Even more comprehensive, the analysis of the Cycladic 

paintings is separated into a discussion of three large-scale pictorial programs 

with specific emphasis on the portrayal of cloth as an object of ritual.  In addition, 

the importance of ritual clothing within these frescoes is also emphasized.  The 

mural from the House of the Ladies, the paintings from Xeste 3, and the 

Presentation Scene from Phylakopi are considered in this light. Finally, a new 

interpretation of the ritual use of cloth in Xeste 3 is provided and its affect on 

other paintings in this grouping is considered.  
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The Ritual Use of Textiles in Minoan Crete 

 

Overview of Pertinent Large-Scale Paintings from Minoan Crete 

 The Minoan wall paintings from Neopalatial Crete are very poorly 

preserved and, for the most part, the large-scale compositions are too fragmentary 

to offer satisfactory reconstruction.  Lost or destroyed due to natural disaster, 

years of decay, subsequent occupation and rebuilding of the palaces, poor 

publication, and harmful restorations, only a handful of fragments remain that 

offer sufficient information to contribute to the discussion of the role of textiles in 

ritual on Minoan Crete.  However, the best-preserved and documented large-scale 

frescoes, the Ladies in Blue and Lady in Red from Knossos (figs. 2-3), the Nature 

Fresco from Agia Triada (figs. 6-8), and the painted plaster reliefs from Pseira 

(fig. 9), reveal that great emphasis was given to the representation of clothing.  In 

addition, several non-joining fragments identified as depicting patterned textiles, 

presumably from clothing, were recovered from Knossos as well as from a few 

other peripheral sites on Crete (see map, fig. 1, for overview of sites and figs. 4-5 

and 10-11 for illustrations of fragments).  The women’s garments, near life-size in 

these frescoes, feature painstaking detail and intricate colored pattern, such as 

networks of the tri-curved arch (fig. 12a), interlocking quatrefoil (fig. 12d), 

chevrons with interior dotted spirals (fig. 12g), and even figural motifs (fig. 4). 

After examining these fragments, it becomes evident that a great amount 

of time and exacting effort went into recreating in paint the fabric of the figures’ 

clothing, almost like the act of weaving itself.
34

  Tremendous value was placed on 

the depiction of clothing in these paintings.  We can infer that the reference 

material for these designs also had significant value to the Minoans. 

                                                 
34 The immense amount of time involved in the making of textiles in the 

Bronze Age has been emphasized by Andersson and Nosch in 2003, and recently 

by Nosch in a paper presented this year in Los Angeles, through experiments with 

the preparation, spinning, and weaving of wool using typical Minoan spindle 

whorls and the warp-weighted loom.  
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Ritual Importance of Clothing 

Even with this limited evidence it becomes clear from observing the way 

that it is rendered, that the clothing represented in the fragmentary remains of the 

wall paintings likely held great value for the Minoans.  The main value of 

clothing in all societies, beyond protection from the elements and aesthetic 

decoration, is that of a social indicator.  It acts as a symbolic marker to indicate 

age, gender, marital status, rank, origin, occupation, or occasion.
35

  The most 

valuable garments are most likely worn during ritual occasions, religious or 

secular, such as the commemoration of an important life transition as is often 

witnessed in our own culture.  It is probable that the depictions of these Minoan 

garments reflect something similar.  Furthermore, the repetition of pattern among 

these portrayals of cloth from different sites on Crete suggests that the designs 

were not the result of artistic fancy, but that they carried meaning, a reference to 

reality and mutual symbolism, and possibly continuity of use among ritual events 

throughout Crete.  The significant role of textiles in Minoan ritual has been a 

topic of interest for over a century, and the depiction of clothing has been a major 

element in the discussion.  

Like an array of subsequent scholars, Sir Arthur Evans was attracted to the 

Minoans’ portrayal of tailored clothing in the wall paintings he recovered in the 

early 1900’s from his excavations of the Palace of Knossos.  In the eyes of early 

scholars, the cut and fitted garments of the Minoans were so exotic and far 

removed from those of the ancient Greeks that they raised questions of origin or 

race,
36

 and numerous attempts at reconstruction ensued.
37

  Evans’ interests ranged 

from identifying an evolution of Minoan fashion to advancing ideas about waist 

                                                 
35

 Barber 1994, 128; see Lee (2000, n. 2) for general bibliography on dress 

theory. 
36

 J. K. Smith 1930; Myres 1950 
37

 Wace 1927; S. Marinatos 1967; Sapouna-Sakellarakis 1971; Giesecke 

1988; Televantou 1982; Wardle 1988; Barber 1991, 315; Jones 1998, 2000, 2001, 

2003, 2005; Lillethun 2003.  
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constriction among male youths.
38

  Perhaps his most influential idea is the 

association made between cult and Minoan women’s apparel. This is especially 

true among women depicted wearing tight bodices that expose their breasts paired 

with multi-layered or flounced skirts, evidenced for instance in the Knossian 

miniature frescoes.
39

  The same costume appears in the large-scale paintings 

specific to this inquiry, although never a complete state. 

Evans associated this flounced skirt style of costume with cult for a 

number of reasons.  Perhaps within the context of his prudish society, he was 

influenced in part by the shock of the exposed breast, but Evans also considered 

the surrounding context of a number of his finds that featured this type of dress, 

such as the infamous Snake Goddess. Some of the evidence that led Evans to 

view this style of dress as specifically religious will be considered below.  Right 

or wrong, this religious overtone has colored scholars’ present views about the 

flounced skirt style of costume.
40

  Evans’ influence remains, and the costume, 

which makes its appearance most in the murals specific to this study, is imbued 

with historical connotations of cult.  Before discussing the accuracies or 

inaccuracies of Evan’s ideas, or moving onto the additional evidence that 

influenced him and subsequent scholars, let’s look at what is actually preserved in 

the paintings relevant to our study.  

Form: the flounced skirt costume.  Several of the large-scale murals 

from Crete depict pieces of a seemingly skin-tight bodice parted in the front to 

reveal the female’s breasts.  Unfortunately, none has a complete depiction of this 

garment, but the Lady in Red and the Ladies in Blue from Knossos (figs. 2-3), and 

the figural reliefs from Pseira reveal that its image is highly conventionalized (fig. 

9).  The representation of the bodice seems to be based on a prescribed formula; 

the border of the open front that curves around the breast and up to the shoulder 
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39
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on a frontal torso seems particularly analogous on each figure (compare figs. 2-3 

and 9).  The mural from Agia Triada cannot contribute to this comparison because 

only a piece of the waist of a single female figure is preserved (fig. 8). 

Fortunately, the bottom half of this costume, although badly burned, was found 

intact (fig. 8).   

Only two large-scale murals from Crete, the Nature Fresco from Agia 

Triada and the figural reliefs from Pseira, contain fragments that represent the 

flounced skirt (figs. 8-9).  Both depictions show exceedingly elaborate pattern, 

even though the fragments from Pseira are too scarce to fully comprehend the 

skirt’s original form (fig. 9).  The flounced skirt in the Nature Fresco is very 

striking in appearance (fig. 8). The depiction of its flaring flounces seems to 

indicate movement, so much so that the figure has been described as dancing (fig. 

8).
41

  Contrary to the contemporaneous bodices described above, this skirt seems 

less formalized in the representation of its form. Perhaps its image allows for a 

greater deal of freedom because slight deviations in its depiction denote variation 

in its meaning or possible ritual use.  The idea that the skirt might carry more 

ritual meaning or value opposed to the bodice will be elaborated upon and 

supported below with a discussion of the kneeling figure in the Nature Fresco, 

pattern, and of the skirts portrayed in the Theran murals from the House of the 

Ladies and Xeste 3.     

In the Lady in Red and the Ladies in Blue frescoes (figs. 2-3), it is likely 

that the figures, preserved in fragments from the shoulders to the waist, also 

donned the flounced skirt.  The severe inward taper of the line at the mid-section 

(a characteristic that appears to be an artistic convention used to indicate that the 

skirt cinches the fabric of the under-dress in about the waist), and the formal 

appearance, which can best be compared to the figures from Pseira who each wear 

                                                                                                                                     
40 For the ritual character of the costume, see Demargne 1948; Warren 

1988, 20-22; Immerwhar 1990, 55-59; Marinatos 1993, 141-145; Peterson Murray 

2004; Jones 2005, esp. 709-710. 
41 See Jones for excellent reconstructions with photographs of this skirt 

(2005). 
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flounced skirts, support this supposition.  Moreover, this formalism is observed in 

the contemporary miniature frescoes, also from Knossos, where all of the women 

are depicted in flounced attire.   

The Nature Fresco contains a distinct portrayal of a female garment.  Its 

form on the kneeling female, through the years, has usually been described as 

pants (fig. 7).  This is largely because the depiction of this garment strictly hugs 

the contour of the figure’s legs.
42

  This depiction of clothing, however, does not 

fundamentally deviate from the flounced skirt costume.  Its form has recently 

been clarified by comparative images from Thera and it is now clear that this 

illustration most likely represents an under-dress or robe, probably the lower half 

of the customary bodice, to which an outer wraparound flounced skirt would have 

been applied (see discussion of the mural from the House of the Ladies below).  It 

certainly seems significant that this figure in the Nature Fresco is portrayed 

without an outer wraparound skirt, leading one to inquire about which part, if any, 

of the flounced attire might be ritually important.  Let’s look at what the artists’ 

use of pattern in these paintings might reveal.  

Pattern.  The identification, described above, of the under-dress on the 

Kneeling Figure from the Nature Fresco gains support from a brief comparison of 

the repeated tri-curved arch design portrayed on the bodices in the Ladies in Blue 

fresco (figs. 2, 12a), and the dotted scale pattern depicted on the robe of the 

Kneeling Female (figs. 7, 12c).  Both of these designs are placed on what is 

considered the under-dress of the flounced skirt costume.  Although these patterns 

are not precisely the same, the approximate scale and prominent dependence on 

the grid are comparable.  Moreover, both of these uncluttered duo-tone network 

designs have simple, centrally placed fillers, such as dotted arches on the Ladies 

in Blue (fig. 2, 12a), and stripe filled lozenges on the Kneeling Female (fig. 7, 

12c).
43

  The subtle effects of these patterns are specifically different from the bold 
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 This is similar to the portrayal of the skin-tight bodice. 
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 A similar dotted grid pattern, often with cross fillers, is represented on 

some of the indisputable under-dresses depicted in the Theran murals from Xeste 
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polychromatic pattern that adorns the wraparound skirt on the Dancing Female 

from Agia Triada (fig. 8, 12d).  The strict dependence on the grid, smaller scale, 

and limited color scheme of the under-dress designs are distinct enough to 

identify a separation from the designs that decorate the flounced skirts.  It is likely 

that the intent of the Neopalatial artist was to indicate a particular type of woven 

fabric specific to the under-dress.
44

  The observation that specific types of patterns 

are relegated to certain articles of apparel is especially convincing when one 

briefly considers the situation at Thera where the frescoes are better preserved.  

Generally, the under-dresses of the females from Xeste 3 are based on a simple 

grid, often with interior fillers, and of a similar scale to the Cretan designs (fig. 

13b).   

An interesting parallel between the designs from Crete and Thera is the 

variation on the interlocking circle, a pattern that is most prominently known on 

the bodice of the Priestess from the West House (figs. 32, 13c).  If one compares 

the dotted scale from the Nature Fresco and the dotted grid with interior lozenges 

on the skirt of the Necklace Swinger to the interlocking circle on the bodice of the 

Priestess (compare figs. 12c and fig 13b top right to 13c), one can see that these 

patterns originate from the same base design.  This comparison reveals that the 

assignment of a specific type of pattern to the under-dress of the flounced skirt 

costume is not an exacting rule, as the dotted grid with interior lozenges comes 

from a skirt and the interlocking circle on the Priestess, although on the under-

dress and duo-tone, seems to be more bold.  Of course, one must leave room for 

more elaborate types of under-dress and the individual preferences of the artist or 

patron.
45

  For the most part, however, the bold multicolored designs are relegated 

to the skirts of figures and the simpler duo-tone designs to the under-dress, which 
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 The duo-tone grid designs may signify valuable fine cloth appropriate 

for the foundation of ritual attire.  Relying on the diaphanous appearance of the 

robes at Xeste 3, the artists from both Crete and Thera may have intended to 

depict fine linen appropriate for special occasions, although arguments for both 

silk and cotton have been made (Panagiotakopulu 1997, 2000).  
45

 This might also account for the more elaborate multicolored designs on 

the under-dresses from Pseira (figs. 12e, 12g, 9) 
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on the whole may speak to the separation of the type of fabric and the piece of 

apparel.
46

  The distinctiveness of each version of pattern on the under-dresses may 

speak more about the individuality of the artist and the conventions they adhere 

to, rather than the representation of altogether different weaves.  It is entirely 

plausible that various artists from different sites would find different codes for 

depicting a basic duo-tone weave, which would likely have slight shifts in 

appearance as it moves in the light.  

This line of reasoning helps explain the strange parallel of analogous tri-

curved arch designs used to depict water in contemporary relief work from 

Crete.
47

  In both cases the design should not be considered an accurate depiction 

of the surface of the material, but rather a representation of the overall effect of 

the surface when viewed from afar.  For this reason, the equivalent shorthand 

used to emulate these disparate surfaces, undulating glistening waves and woven 

duo-tone fabric, which at first glance seem random, is understood as an artistic 

device used to signify the overall look of a material versus a design that is 

imbedded with abstract symbolism.  However, other patterns that embellish the 

Cretan portrayal of textiles more probably held ritual symbolism. These are 

usually relegated to the wraparound flounced skirts, or border designs. 

Sir Arthur Evans found similar comparisons between the representation of 

textile patterns and those on other materials.  As a result, he did not believe that 

the painted textile patterns were based on actual cloth.  Evans related the zigzag 

design rendered on the borders of the open bodice of the Lady in Red to similar 

designs on the plumes of Sphinxes (fig. 3, 12b).
48

   He postulated that the zigzag 

pattern was superimposed on the Lady in Red in order to communicate a religious 

                                                 
46

 The supposition that the under-dress usually represents linen is 

supported by the simpler color scheme, because linen is harder to dye than wool.  
47

 The waves on the Silver Seige rhyton are made of the tri-curved arch 

design.  The idea that this design originates from textiles gains support if one 

considers that the rhyton may have evolved out of woven basket designs.  
48

 Evans identifies this pattern as coming from the Ladies in Blue fresco 

although it is clear that he meant the Lady in Red (PM I, 547-51). 



26 

association.
49

  However, even if the intent was to reference a sphinx, it does not 

preclude the existence of actual woven zigzags on cloth.
50

  The sphinx shows up 

as a miniature figural motif in fragments that Evans recognized as depicting 

textiles (fig. 4).
51

  Most scholars accept this identification; it is supported by the 

various small rosettes that recall fillers needed to stabilize patterns made with the 

float weave technique (fig. 4).
52

  More often than not it seems that the patterns 

which decorate the garments depicted in the Cretan murals reflect the appearance 

of actual cloth, whether it is to capture the look of a basic duo-tone weave or to 

illustrate meaningful multicolored designs.  

Pattern is a prime method by which to send and receive messages.
53

  Even 

if the meaning of a particular pattern cannot be determined, its repetition on 

pieces of cloth or clothing from one site to another on Crete suggests mutual 

symbolism, and possibly continuity between ritual events or ritual figures.  A 

parallel in representations of pattern is found when comparing the Nature Fresco 

(fig. 7-8) with several faience inlays from Knossos (fig. 16).  The interlocking 

trefoil and scale patterns from Knossos are analogous to the interlocking 

quatrefoil and scale patterns, which decorate the skirts of the figures in the Nature 

Fresco (compare figs. 12c-12d and 16).
 54

  The fact that very similar patterns are 
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 PM I, 547-51. 
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 Additionally, this comparison could signal that the notched plume 

designs on sphinxes originate from a textile source, see chapter 4.  
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 Evans thought the fragments were part of the skirt of a female’s dress 

(PM III, 37-42). 
52

 Barber suggests that this technique was utilized by the Minoans and 

Therans to create woven patterns (1991, 317-20).  However, she believed that the 

miniature textile designs in question were Syrian imports (Barber 1991, 321). 
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 Barber 1994, 148-149. 
54

 This comparison may help to determine the original intent of the faience 

inlays (fig. 16).  If the supposition that they reference cloth is accurate, then it 

might help to determine the type and function of the object that they once 

decorated.  If, as Evans believed, they adorned a piece of furniture, it is possible 

that the purpose of the furniture was to contain a particular garment or fabric.  

Considering the common use of modeled stucco for figures (the Pseiran reliefs, 

fig. 9, are a good example of monumental figural reliefs) and decorative friezes, 

as well as the use of precious materials (marble) in the dadoes of many of the 
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represented in a valuable medium (faience) adds support to the idea that these 

designs are referential as opposed to mere artistic filler or simply popular woven 

designs.  

There is no reason to believe that these painted patterns did not decorate 

actual fabric.  Elizabeth Barber believes that they can be woven on the 

contemporary warp-weighted loom, and being that cloth is portable she points out 

that it is a good medium upon which designs can travel.
55

  In fact, most of the 

painted textile patterns from Crete find parallels in different murals.  For instance, 

in the Nature Fresco (figs. 8, 12d), the repeated nautilus spiral on the border of 

the flounces on the skirt also appears on the trim of one of the bodices from Pseira 

(figs. 9, 12g), and on the border of the bodices in the Ladies in Blue fresco from 

Knossos (figs. 2, 12a).  The fact that these parallel patterns all exist on the 

depicted fabric that edges the garments stresses that the Cretan artist was most 

likely referencing actual cloth.  Many similar patterns are portrayed in the 

comparably elaborate depictions of textiles evidenced in the Theran murals,
56

 

which initiates inquiry into the degree of commonality in the meaning behind and 

function of these patterns among Crete and the Cyclades.  This topic will 

culminate in a final comparison of the textile motifs that possibly communicate a 

related ritual use of textiles and costume.   

To briefly review, the flounced skirt costume is depicted solely on women 

in the fragmentary collection of large-scale paintings from the Neopalatial period 

on Crete.  This costume is made up of an under-dress and an outer wraparound 

skirt.  The Nature Fresco illustrates that the wraparound skirt is less formalized 

than the under-dress, and it is not likely a mistake that the artist of the mural from 

                                                                                                                                     

Cretan murals, it is also possible that the faience inlays were incorporated into the 

wall decoration.  This would suggest that figurative wall murals in Crete utilized 

precious substances  (faience) to delineate the clothing of the figures in addition 

to stucco to delineate the musculature and veins of the figures (see Kaiser 1976 

for images and discussion of the relief frescoes from Crete).  
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 Barber 1991, 317-20. 
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 Barber and Tzachili observe that the Cretan designs are an elaboration 

on the Theran (Barber 1991, 319; Tzachili 1990, 387).  
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Agia Triada specifically portrayed one of the figures without the outer skirt, 

thereby emphasizing it.  A comparison of the patterns depicted on the garments in 

the paintings from Crete reveals that the textile elements in the painting from 

Agia Triada are not merely an element of artistic whim or regional peculiarity, as 

similar patterns show up on the depiction of clothing elsewhere on Crete and in 

the Cyclades.  Specific types of pattern seem to be relegated to certain parts of the 

costume.  The bold polychrome patterns more often than not are relegated to the 

wraparound skirts. The pattern that is depicted on the wraparound skirt at Agia 

Triada is also found represented on valuable faience from Knossos emphasizing a 

possible ritual connotation. Overall, it seems that the outer wraparound flounced 

skirt would be a good medium to place patterns with abstract ritual symbolism.  

 One presumes from the way that it is depicted, that the attire represented 

in the large-scale Minoan paintings was considered valuable and possibly ritual 

rather than being a representation of everyday wear.  Returning to Evans’ “cultic” 

associations with the flounced skirt costume, Evans’ idea that the flounced skirt 

style of dress as a whole is specifically cultic may be too narrow, but his early 

interest in ritual apparel is still relevant. What we might rather see in these 

paintings is the suggestion that the outer wraparound skirt is the more symbolic or 

ritual article of apparel. 

 Bernice Jones sees the Minoan flounced attire as an ancient Near Eastern 

import, possibly an adoption of ritual garments from Syria.57  She too focuses her 

attention on the flounced skirt.  Jones mentions that in the Near East, flounces 

adorn skirts of both secular and religious women, but that only divinities or the 

priesthood wear flounces that are multi-colored and striped/striated or fringed.58  

She then equates these ritual garments to the multi-colored flounced skirts in the 

Aegean.59  Jones also observes that the shape of the flounced skirt in her modern 
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reconstruction (with a curved upper and lower edge) is reminiscent of the double 

axe when the skirt is outstretched.60  She elaborates that, “the kilt symbolically 

wrapped the wearer in the double axe, the quintessential religious symbol of the 

Minoans.”61 

It may be that the under-dress was considered “everyday” wear, and the 

wraparound skirt was an embellishment worn for, during, or as an object of ritual 

occasions (and idea which we will return to later).  With the scanty remains of 

paintings, we can merely conjecture as to why the clothing in these murals was 

given so much attention.  Let’s first turn to secondary comparanda from Crete, 

and finally to Thera, whose murals are better preserved, to further investigate the 

possible ritual importance of these elaborately portrayed garments.  

 

Additional Evidence of the Ritual Use of Textiles on Minoan Crete 

Miniature frescoes.  The state of the large-scale wall paintings makes it 

impossible, exclusive of other evidence, to come to a more specific conclusion 

about textiles in ritual activity on Crete. Although the specific intent of the 

miniature frescoes is not the same as the large-scale murals in that they do not 

specifically celebrate cloth, they provide information about the ritual setting in 

which the flounced costume was worn.  

There is a fair amount of variety in terms of number of flounces and color 

combinations in the representation of women’s costume in the highly schematic 

miniature paintings.  Evans’ analysis of the surrounding context in these paintings 

led to the idea that the flounced skirt costume, ubiquitous in Minoan art, 

represents cultic attire.
62

  This view has colored the ideas of successive students 

and scholars, and this mode of dress, found on other figures in Aegean 

iconography, in seals especially, has been a prime factor used by numerous 

scholars to identify a figure as a goddess, priestess or votary.  

                                                 
60 Jones 2005, 709. 
61 Jones 2005, 710. 
62

 PM III, 46-80. 



30 

Evans described the miniature Sacred Grove fresco as depicting women in 

ecstatic dance,
63

 and the women of the miniature Grandstand fresco as chatting it 

up about jewelry and fashion while attending a ceremony held in honor of the 

Minoan Goddess.
64

  Contrary to this interpretation, however, is the fact that no 

image of a goddess remains in either of these depictions, and although the scenes 

may depict some ritual occasion, they are not clearly religious.  Nevertheless, the 

idea that these women in flounced attire represent priestesses or votaries is 

widespread.  This is due in part to the similar style of clothing worn by the once 

fragmentary but now reconstructed Snake Goddess, and pieces of two other 

“Votaries” found among the “relics” in the Temple Repositories (fig. 14).
65

  The 

figurines from the Temple Repositories, however, should be considered with 

caution; not only are their reconstructions deceptive, but their clothing is 

specifically different from the flounced attire represented in the large-scale and 

miniature frescoes.  Most importantly, over two of the figurines’ skirts, one 

flounced and one straight, an apron is worn. The apron is similar to the male 

loincloth represented in contemporary sculpted figurines.  It is possible that this 

detail is more indicative of cult, rather than the general flounced costume.  The 

slight variations in the form of the flounced skirt, evidenced for instance in the 

Nature Fresco (fig. 8), among the women in the miniature frescoes, and with the 

Snake Goddess (fig. 14), indicates that each illustration is capable of more 

nuanced ritual meaning.  With this analysis it becomes clear how significant 

specific details of apparel are to the interpretation of clothing’s use in ritual.   

The fragmentary state of the Minoan paintings makes it impossible to 

come to a more accurate understanding of the importance of textiles in ritual 

without briefly referencing other artistic media in which textiles are a principal 

image.  As we will see, other contemporary media reveals that textiles had a ritual 

role in addition to clothing that was worn. Like the contemporary paintings, 

scholars have long considered the ritual meanings of these images.       
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Ceremonial skirt carrying represented in Minoan seal-stones.  In 1902 

Hogarth published a seal from Zakro that depicts a figure carrying a garment 

(possibly the flounced skirt) away from another figure standing in front of a 

double axe.
66

  In the first volume of the Palace of Minos, Sir Arthur Evans used 

the Zakro seal mentioned above as a parallel to representations of other sacred 

textiles that he identified in Minoan iconography.
67

  He compared both the Zakro 

seal and another similar seal from Argos, to one he found at Knossos, which 

depicts a woman carrying a double axe in addition to what he called “some article 

of ritual apparel” (fig. 17 left).
68

  These depictions of garments are reminiscent of 

the Minoan flounced skirt.  In each depiction, the proximity of the double axe, 

branded by Evans as the chief implement in the cult of the Minoan Goddess, 

aided in determining the ritual nature of these textiles and led Evans to 

hypothesize about their cultic use, possibly as the “skirt of some ceremonial robe” 

or as dedications.
69

  

The specifics of ritual attire depicted on dress inlays from Knossos. 

Evans associated the representations in glyptic art with the Votive Dresses found 

with other faience objects from the Temple Repositories of Knossos (fig. 15).
70

 

These faience inlays emphasize that Minoan dress had a ritual function, especially 

because the area from which they were retrieved is considered sacred, and the 

material from which they are made is thought to have been ritually significant.  

The specific female costume that is represented is perhaps especially pertinent to 

understanding its ritual use (fig. 15).  The details on the bodices depict a pair of 

stripes that run symmetrically up along either side of the open front and split into 

two over the shoulders (fig. 15).  Each skirt is adorned with a cluster of crocuses 
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bordered by a wavy line, and a belt, suggestive of rolled cloth, sits at the hips (fig. 

15).  Interestingly, the typical Minoan flounced skirt is not depicted, or is too 

schematically painted to recognize the flounces.  Separate belts, devoid of their 

own base, accompany these dresses (fig. 15).
71

  The exact function of these 

garments is unknown, but it is assumed that they decorated a piece of furniture 

that has not survived the ages.  It is possible that they are an indication of what 

was to be put inside;
72

 these dress inlays may have ornamented a chest made 

specifically for special dresses related to the crocus and saved for ceremonial 

occasions.
73

  Perhaps they simply designated a dedication of precious clothing.  

Evans used the abovementioned representations of textiles and their interpretation 

as cultic, to add credibility to what he termed “Sacral Knots.”   

The importance of cloth, irrespective of its use as clothing, exemplified 

by the “Sacred Knot.”  Sir Arthur Evans first found the Sacred Knot sculpted in 

ivory in the Southeast House at Knossos.
74

  The object depicts a knotted piece of 

fringed cloth with a diaper (grid) pattern.  Evans compared it with similar objects 

of faience found in the Shaft Graves of Mycenae and went on to identify its 

representation in other media as well.
75

  In glyptic art he associated the knot with 

bull grappling and found it hung on trees or columns.
76

  In fresco art he saw it as a 

badge of honor on the back of a female votary or depicted alone as at Nirou Chani 

(fig. 10a).
77

  Others have identified similar images of knotted or folded textiles in 

glyptic art associated with representations of figure-eight shields (fig. 17 right).
78

  

Although the sculpted knot from the Southeast House is definitely identifiable as 

an important symbol within Aegean iconography, its meaning remains a mystery.  
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The knotted fabric may signify status, symbolize a specific cult or family clan, or 

may simply represent a precious dedicatory offering. Whatever the case, it is 

certain that the image was special, because here as elsewhere it was sculpted in a 

precious substance.  Scholars generally look to glyptic art and review the 

associated images to aid in the interpretation of an iconographic object, but 

because of the nature of the glyptic medium, the Sacred Knot at times is 

extremely difficult to identify.  The severely limiting scale of seal-stones results 

in the use of schematization, codes that are not thoroughly understood by modern 

viewers.  Once an image is narrowed down to representing a textile, it is often 

difficult to differentiate whether the image represents a symbolic knot, a skirt, or 

the representation of a different type of garment altogether.  Perhaps the best way 

to make the distinction is to isolate the characteristic top loop of fabric that flops 

over to one side of the knot.  Nevertheless, what can be determined from the 

depiction of the Sacred Knot is the clarity that cloth (in this case, shown 

specifically knotted or folded), separate from its depiction as clothing, had a 

symbolically important role in Minoan iconography. 

To briefly review, it has been conjectured that textiles were ritually 

significant to the Minoans.  A major emphasis on the depiction of clothing has 

been observed in the large-scale murals, and in particular the specific value of the 

flounced kilt has been postulated.  Similarities in the painted textile patterns 

throughout Crete have been acknowledged and the ritual significance of this has 

been considered.  Because of the deficient condition of the painted decoration, 

other media have been included and analyzed in order to offer a more 

comprehensive understanding of the possible ritual importance of Minoan textiles. 

Exclusive of ritual clothing to be worn, two categories of ritual textiles, the 

flounced skirt intended for dedication or ceremonial occasions and the symbolic 

knotted cloth associated with bulls and shields, have been identified in 

contemporary glyptic and sculptural remains.  

These associations between ritual and textiles from Crete have influenced 

and continue to influence Aegean scholarship on a vast scale.  However, although 
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we do find interesting and important parallels, we cannot come to definitive 

conclusions about textiles and ritual on Minoan Crete with this evidence alone. 

We must turn to the Cyclades where the situation in Thera more clearly illustrates 

the importance of textiles in ritual.  The Theran paintings, more abundant and 

better preserved, offer more complete artistic programs and comparable themes. 

An iconographic cycle of scenes in which textiles play a major role in ritual, akin 

to the situation at Crete, can be identified.  In turn, this contributes to the analysis 

of the Cretan paintings, which are unfortunately extremely few and fragmentary 

from the contemporary Neopalatial period. 

 

 

The Ritual Use of Textiles in the Cycladic Islands 

 

Overview of Pertinent Large-Scale Paintings from the Cyclades 

In the early 1970’s, the excavations at the ancient site of Akrotiri on the 

island of Thera, marked a major shift in scholarship of the Aegean Bronze Age.  

The discovery of these well-preserved paintings contributed immensely to the 

ideas about textiles in Aegean iconography.  The House of the Ladies and Xeste 3 

have added to our understanding of the physical construction of clothing and the 

iconography of cloth.
 
 In addition, Xeste 3 has elicited ideas about the use of 

valuable saffron dye, and the importance of textiles to puberty rites.  The West 

House has furthered our understanding of men’s dress, and Xeste 4 eliminated 

any doubt that men wore kilts during the Neopalatial period.
79

  The murals from 

the House of the Ladies and Xeste 3 are particularly important to the current 

discussion, as they specifically portray textiles as fundamentally important to the 

ritual action in the scenes.  As a result of the published photographs and abundant 

discussion of these paintings, the frescoes from Phylakopi, first excavated in 

1896, were reconsidered and linked to this grouping.  These three frescoes from 
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Akrotiri added fuel to the early inquiries into the ritual value of cloth described 

above, which had since waned in interest.  

 

The House of the Ladies: The Significance of Skirt Carrying and the 

Iconographic Theme of “Ritual Robing” 

The building named House of the Ladies, after its interior wall paintings 

recovered from Room 1 on the second story, is paramount to this renewed 

scholarship.  The fragments of three females reconstructed as belonging to the 

eastern part of the room, separated by a partition wall from the clumps of tall 

flowers to the west (fig. 19), played a central role in dispelling unclear notions 

about the construction of Minoan women’s apparel.  The detailed depictions of 

the females’ garments in this scene solidified the idea that the flounced skirt was a 

separate wraparound garment and that the skintight bodice was an artistic 

convention.  The ritual interpretation of the painted program largely revolves 

around the relationship between two fragmentary images of women on the north 

wall, and the flounced skirt that the better preserved female carries (fig. 20).  The 

reconstruction of the more fragmentary figure in a yellow garment is pivotal to 

understanding the ritual action that takes place. 

Review and evaluation of previous reconstructions.  The excavator, 

Spyridon Marinatos, first made the connection between these two females and 

observed that the preserved female hand, which lightly touches the fragmentary 

shoulder garbed in yellow (right), probably belongs to the bending woman shown 

restored on the left in Fig. 20.
80

  He described the action between these two 

females as the application of a “peplos” by the left figure onto the right figure,
81

 

identified only by the fragment of her arm.  Bernice Jones rightly points out that 

Spyridon Marinatos also said that the exact placement of these fragments was 
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tentative,
82

 and numerous scholars have built upon and reevaluated the specifics 

of his preliminary reconstruction.   

Suzanne Peterson was first among them.  In an abstract for a paper in 1981 

she suggests that the focus of the interaction between the two females should be 

directed to the unattached flounced skirt, seemingly held out in front of the 

bending woman.
83

  She observes that the string on the skirt dangles loosely to the 

ground and that no under-dress is depicted.  She determined it was a “costuming 

scene” in which the skirt is about to be applied to the ungirdled torso of the 

second female on the right.
84

  To support her interpretation she compares it to the 

Minoan seal-stones already mentioned above.
85

   

In 1984, Nanno Marinatos published a reconstruction of these figures in 

her book Art and Religion in Thera (fig. 19).
86

  Like those before her, she 

identified the painting as depicting a costuming scene and discussed the seal-

stones on numerous occasions in relation to it,
87

 but went so far as reconstructing 

the figure on the right as seated (fig. 19).  She described the scene as one in which 

“festively attired women bring clothes and ornaments to a seated female figure.”
88

   

This reconstruction was probably the result of the common knee-jerk response to 

connect the skirt on the left to the figure on the right, which would have to be 

seated in order to correspond to the skirt’s low position.  Although Marinatos 

recognized the skirt as unattached, she maintained the seated position in her 

proposed reconstruction.   

Upon reevaluation of the remaining fragments, Bernice Jones has offered 

a convincing argument that the widely reproduced reconstruction of a seated 
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figure by Nanno Marinatos requires revision,
89

 and Suzanne Peterson Murray, 

formerly Suzanne Peterson, followed suit with an updated version of her previous 

paper.
90

  Like Jones, Peterson Murray prefers to reconstruct the figure in yellow 

as standing and facing right.
91

  In this reconstruction the yellow fabric that falls to 

the left of the arm is seen as the back and hip of the figure, and the observation 

that the sleeve is bordered by a blue band only around the armhole and not along 

the edge of a shoulder, as added in the proposal by Marinatos, enhances this 

reconstruction.
92

  In addition, Peterson Murray describes several enigmatic details 

of the fragment, which she says may help to determine the “pose and identify this 

figure.”
93

  Perhaps the most significant of her observations are “the unusual 

placement of the arm and shoulder,” and “the absence of black hair falling across 

her back.”  

It has already been mentioned that a typically Cretan frontal torso for this 

figure can be ruled out because the preserved sleeve is bordered only by a band 

around the armhole and not along the outer edge of the shoulder.  As Peterson 

Murray points out, the alternative for the shoulder of this figure would be a side 

view, which is more consistent with the other females depicted in the room in 

which the band is shown edging the front of the shoulder turned to the right.
94

  

The Priestess from the West House is a good comparison (although turned to the 

left and not the right) for how the band shown edging the front of the shoulder 

might have looked (fig. 32).  The difference lies in the fact that the arm of the 

figure in question is positioned straight down in front of the body.   

Jones compares the delineation of this arm to the straight hanging arm of a 

saffron gatherer from Xeste 3 (fig. 23 left), and hypothesizes that like the saffron 

gatherer it is probable that the figure in yellow carried something in her 
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downward positioned arm.
95

  Jones offers the idea that the yellow clad figure may 

carry the right side of the skirt shown held by the figure on the left.
96

  In this case 

she considers two possibilities: either the Skirt Carrier assists the yellow clad 

figure to apply her own skirt from behind, or she may aid the figure in carrying 

the skirt in procession.
97

  However, it is worth keeping in mind that the detached 

fragment has to maintain a certain distance from the kilt carrier in order to 

correspond to her reaching arm.  This distance, even with a fair amount of 

variation, seems inordinately long for the skirt to be in contact with the other 

female’s downward hand.  To achieve this, the garment would have to be spread 

out, but it seems more likely that the artist would be inclined to depict the right 

side of the skirt similarly to the left side.
98

  Furthermore, if the skirt were being 

applied, the right side would wraparound behind the figure in yellow, not in front 

of her.  Peterson Murray points out that, “The low position on which she holds out 

this flounced skirt, as well as her deeply bending pose, are poorly suited to the 

implied action of dressing Lady 3.”
99

  She stresses that the skirt, “would best be 

donned over a dress by holding it at waist level,” and that “this procedure should 

require two hands, but Lady 2 carries the skirt with only one.”
100

  What’s more, 

Peterson Murray points out that the downward position of the arm of the figure in 

yellow would block the kilt carrier from applying the skirt.
101

 

Peterson Murray does not give a conclusive reason for why the arm of the 

woman in the fragment is depicted in a downward position.  However, she 

considers that the unusual placement of the arm adds the “impression of stiffness 

to the figure,”
102

 and “functions as a masking device”
103

 to obscure the awkward 
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transition “between profile and frontal views of the dress.”
104

  Peterson Murray 

conjectures that the figure in the fragment may be a life-size cult statue, which in 

her mind would justify the stiffness of the figure and the placement of the skirt 

from behind, and she reasons that a cult statue would be an appropriate focal point 

of a robe ritual.
105

  Perhaps, it is more likely that what is shown is one figure 

handing the skirt over to the other.  However, like a snapshot taken midway 

through the action, it is impossible to tell in which direction the garment is 

handed, and it is possible that the skirt has been removed as opposed to being 

applied. 

In a footnote Peterson Murray acknowledges that, “the level of the 

flounced skirt would also be appropriate if a scene of disrobing was represented 

here (pulling the skirt downward).”
106

  However, she dismisses this idea because 

the “lack of known significance for such a theme seems to rule it out.”
107

  This 

idea may have been rejected prematurely.  After all, are any of our ideas 

surrounding the theme of a “robe ritual” really solidified to the extent of ruling 

out this possibility?
108

   If the Theran artist specifically wanted to emphasize the 

removal of the skirt, then the low angle would best suit this action.  It makes sense 

that the skirt would fall behind the figure as she removed it, and there would no 

longer be the issue of the downward positioned arm blocking the application of 

skirt.  It is possible that the downward positioned hand held the other loop of the 

belt as she passed the heavy woolen skirt over.  

Murray’s observation about the absence of hair falling down the back only 

aids in the identification and pose of the figure, if it can be determined that the 

hair would definitely reach the part of the back shown in the fragment, or that her 

head was not turned to face the figure behind her, which Murray does consider.
109

  

In the second case the hair would fall to her other, unpreserved side.  Here 
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comparison to where the hair falls on the back of the Skirt Carrier makes this 

determination questionable, as does comparison with the turned heads of the male 

holding the piece of cloth and the female holding the “veil” at Xeste 3, 

incidentally both of which have one downward positioned arm (compare fig. 20 to 

figs. 24 and 28).  If these possibilities were to be ruled out, three alternatives 

remain which might help to identify the pose and identity of the female.
110

  The 

figure may have had her head shaved with a couple reserved locks, wore her hair 

short and curly, or had her hair up in a snood.  Good examples are the saffron 

gatherers and mature women from Xeste 3 (figs. 23, 27).  All of these options are 

an indication of age according to current trends in scholarship.
111

  The figure 

could then be identified as a maiden with a shaved head or short hair, or an elder 

with her hair wrapped in cloth.  Since neither the hair nor the breast of the female 

in question is preserved, her smaller scale determined by comparing her arm to 

that of the kilt carrier may be the only detail that points toward the possibility that 

she is a maiden.
112

  

Unfortunately the state of preservation of the detached fragment makes it 

impossible to come to a definitive reconstruction, and only broad conjectures of 

possibilities based on comparison to other paintings can be made. Not even the 

angle of the fragment can be determined with certainty; the figure could be 

stooping, standing erect, or even seated.
113

  What is likely is that the young female 

was positioned sideways in a loose, un-girdled yellow robe with a straight 

downward positioned right arm in which something was carried.   The ambiguity 

of the exact action of this scene remains, and Murray points out, “the activity 
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represented could be argued as costuming, disrobing, or the presentation of 

offerings.”
114

  

Review and evaluation of previous interpretations of the House of the 

Ladies.  Although the uncertainty of the action depicted in the House of the 

Ladies has been stressed above, most scholars accept the notion that the scene 

portrays a ceremonial robing of the figure in yellow in relation to some aspect of 

Minoan cult practiced in the Cycladic islands.  Ritual robing or ceremonial 

costuming is an ambiguous phrase used by scholars to suggest the presentation of 

sacred clothes for ritual dressing. However, any part of the action may be 

depicted, and most scholars relate the outcome of this action with the robing of a 

venerated female.   

Religious interpretations have followed this scene from the outset. The 

excavator of Room 1 supposed that the elusive female in yellow might be a 

Goddess.
115

  Nanno Marinatos prefers the term priestess and considers the room a 

shrine.
116

  Niemeier, building upon these previous readings, describes the scene as 

the ritual dressing of a priestess as she prepares to personify the goddess during 

the epiphany rite.
117

  Nanno Marinatos identifies the costuming theme in a variety 

of media from the Middle Minoan period to the Mycenaean period beginning with 

the “Jewel Fresco” from Knossos, maintaining that the images relate to the 

practice of presenting exalted figures with luxury clothes and jewels for 

adornment.
118

  She supports her religious interpretation with ethnographic 

parallels, citing the practices of other cultures that clothe and feed cult images.
119

  

Doumas points to a number of associated finds, generally considered cultic, from 

the first story of the building to explain why a host of scholars have found 

religious meaning in the building and in the action portrayed on its walls.
120
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These include conical rhyta, nippled jugs, a triton shell, and a series of small 

built-in clay chests interpreted as sacred repositories.  He doesn’t mention the role 

that the light well, a palatial architectural feature, may have had on these religious 

interpretations.  Nor does he mention the link scholars have made with the action 

in this scene to other simulacra already imbued with a cultic significance by early 

researchers, like the representations on Minoan seal stones mentioned above. 

Contrary to these interpretations by other scholars, Doumas emphasizes 

the secular nature of the surrounding domestic structure and vessels and cautions 

the modern viewer about over interpretation.
121

  He stresses that although “it is 

difficult to determine the content of this scene, it need not necessarily be 

designated as religious.”
122

  He suggests that the scene may simply indicate a 

ritual dressing surrounding an important moment in the life of a woman.
123

   

The central role of the skirt in this scene, whatever the action may be, has 

further contributed to the general impression that rituals involving textiles are 

prevalent within the wider religious iconography of the Aegean.
124

  Other painted 

scenes, such as the Women from Phylakopi, the paintings from Xeste 3, and the 

chronologically distinct Procession Fresco from the Mycenaean period at 

Knossos,
125

 have been reevaluated with the consideration of textiles in ritual.  

Unfortunately, however, all scenes with an emphasis on textiles are generally 

grouped under the unspecified phrase “ritual robing,” regardless of specific 

minutiae, which point to several different actions involving cloth. 

 

The Presentation Scene from Phylakopi: Broader Recognition of the Painted 

Depiction of Cloth and its Ritual Importance  

Lyvia Morgan, recognizing the cycle of scenes involving cloth in Aegean 

iconography and relying on Nanno Marinatos’ interpretation, compares the fresco 
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from the House of the Ladies to other paintings that depict the presentation of 

offerings to an exalted female.
126

  From this basis, she offers a new reconstruction 

and reinterpretation of the paintings (fig. 18),
127

 first discovered in 1896, from the 

Pillar Crypt area at Phylakopi on the island of Melos.  The scene she reconstructs 

is a presentation scene.
128

  She conjectures that the bending female on the right, 

like the bending figure from the House of the Ladies, has given her offering in the 

form of a blue cloth to a seated female on the left (fig. 18).
129

  Although the action 

Morgan conjectures for the scene at Phylakopi cannot be determined with 

certainty, and the specifics of her interpretative conclusions in retrospect seem 

premature, her study is important for a number of reasons.  In addition to 

dispelling the outdated notion that the seated figure from Phylakopi carries a net, 

she distinguished that cloth was at the focal point of the scenes depicted on the 

walls of the Pillar Crypt, Xeste 3, and the Room of the Ladies.
130

  She presented 

inquiries into the mythic and economic importance of this representation, specific 

to the Cyclades.
131

  In addition, Morgan’s acknowledgement of the theme of 

initiation rites in relation to Xeste 3 (see below) and the associations she made 

with cloth has acted as a springboard for successive inquiries into the role that 

textiles may have played in the ceremonies surrounding rites of passage.
132

  In 

turn, this may help to more clearly define the iconographic cycle of ritual robing 

relevant to all three of these sites, and possibly to the rest of Crete. 

 

Xeste 3: Significant Images of Textiles, Their Use in Rites of Passage  

Xeste 3 has been interpreted as a public building because of its large scale 

(it is constructed of at least two levels with approximately thirty rooms), profuse 
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mural decoration, absence of domestic objects, and palatial features, such as 

ashlar masonry, polythyra and an adyton (see fig. 26, the polythyra or pier and 

door partitions would have broken up the space of large rooms, into smaller 

compartments that could be closed or opened depending on preference).
133

  Room 

3 is decorated in its entirety (fig. 26), and for the sake of clarity the excavators 

have separated the room (the upper and lower floors) into two, Room 3a and 

Room 3b (fig. 21, 26).  It is widely accepted that the mural above the adyton on 

the ground floor of Room 3a, composed of a shrine and three females, illustrates a 

female rite of passage (fig. 21).  The overall composition of the painted 

decoration in this edifice as well as the function of the building has been 

interpreted in relation to this theme (figs. 21, 26).
134

  In contrast to the House of 

the Ladies, the cultic significance of this building is hard to refute.  On the upper 

level of Room 3a, a bejeweled female flanked by a monkey and a tethered griffin, 

is enthroned (fig. 21).  She is interpreted as a goddess, who receives offerings of 

crocus stigmas from the intermediary vervet standing bipedially in front of her 

(fig. 21).  Additionally, to the left and right of the goddess and on the wall to the 

west (right) of this Presentation Scene, females harvest crocus blossoms (fig. 21).  

In the adjoining section of Room 3 (Room 3b), female onlookers and a fowling 

scene are depicted on the upper floor (fig. 26).  On the ground floor of Room 3b, 

male figures are portrayed carrying various objects.
135

  Other rooms depict 

monkeys engaged in human activities (Room 4, ground floor),
136

 and additional 

landscape and decorative murals; the most important decorative element to this 

study is the stucco frieze possibly depicting fabric from the second floor of Room 

9 (fig. 29).   

The males and the females on the ground floor of Room 3 have been 

pivotal in the recent scholarship surrounding textiles and initiation ceremonies 
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(fig. 26).  Because of the preponderance of young females throughout the painted 

program and the depiction of blood in the Adyton Scene (on the “shrine” and on 

the Wounded Woman’s foot),
137

 the reading of the images in Xeste 3 initially 

focused on a coming of age ceremony restricted to the “rite of passage to 

womanhood.”
138

  But with the subsequent restoration of four males from the walls 

of room 3b, the theme is now sometimes viewed as a collective adolescent 

puberty rite (fig. 28).
139

  The detailed depictions of shaved heads at various stages 

of growth with reserved locks have garnered a lot of interest in relation to this 

theme.
140

  Scholars generally reference similar hairstyles in ethnographic 

parallels, which denote youth, and then point to the practice of cutting locks of 

hair during rite of passage ceremonies to support their interpretation of the ritual 

portrayed, and to explain this curious trait common to both males and females.  In 

recent scholarship, the focus has turned away from defining the practice of hair 

cutting in relation to initiation and toward the function of textiles within this 

ceremony.  Different views about the relation of textiles to initiation ceremonies 

depicted in Xeste 3 include the use of saffron dye for female coming of age rites, 

and the symbolic donning of sacred garments for both boys and girls to mark the 

ceremonial transition from childhood to adulthood.  It is fortunate that these 

images have been excellently preserved and restored.  As a result, this discussion 

can focus on interpretation rather than reconstruction.  

Xeste 3 and saffron dye: review and evaluation of previous 

interpretations.  The crocus is the most prevalent image in this pictorial 

program.
141

  Young women harvest the flower as it blossoms in abundance among 
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rocky outcrops and its brilliant red stigmas are presented to a goddess (figs. 21-

23).  Crocus flowers also decorate the bodices of the goddess (fig. 22 right), one 

of the females in procession (fig. 27a), the Veiled Girl (fig. 24 right), and the 

Necklace Swinger who additionally has a garland of crocus stigmas draped 

around her neck (fig. 24 left).  The goddess and one of the processional females 

has the crocus tucked behind her ear (fig. 22 right, fig. 27a), and a blossom lies 

curiously next to the bleeding foot of the Wounded Girl who is seated on 

blooming rocky projection (fig. 24 center).  The crocus also makes a considerable 

appearance in the art of Minoan Crete.
142

  Its ritual value for the Aegeans has long 

been speculated, even before this deluge of its image had been discovered at 

Xeste 3.   

The ritual importance of the yellow coloring essence, contained in the 

crocus’ stigmas, was considered straight away.  Its historical use and significance 

in coming of age ceremonies in ancient Greece and Rome has long been 

recognized.  Evans refers to the “religious associations” that may have followed 

the saffron hue of female’s garments painted at Knossos,
143

 and he mentioned the 

sacred nature of the saffron flower in connection to its image on the Votive 

Dresses and Belts from Knossos (fig. 15).
144

  Crowfoot discussed yellow in 

relation to the archaic warp-weighted loom used in Rome during coming of age 

ceremonies.
145

  In light of this, it is no wonder that the principal significance of 

crocus here at Xeste 3 has presumably been as a yellow dye.  It is hard to say if 

these early scholars and Classical accounts add validity to our present 

interpretations or have misleadingly influenced them.  

Douskos first championed the productive nature of this flower in relation 

to the scenes in Xeste 3,
146

 focusing on the harvesting scenes and the presentation 

of the stigma, exclusive of the rest of the flower.  He points to ancient and modern 
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evidence for its use as a dyestuff, specifically at Akrotiri,
147

 and numerous 

researchers have utilized his suggestion in their own analysis of the murals.  In an 

effort to find a coherent solution to all of the predominant characteristics of the 

mural, young women acting in homage to the represented deity combined with the 

crocus flower, many scholars look to the uses of saffron dyed costumes, important 

in historical Greece.
148

  Perhaps the most relevant among these, the krokotos, was 

a garment worn by prepubescent girls in the service of Artemis at the sanctuary of 

Brauron,
149

 which ties in the themes of initiation, ritual robing, and the practice of 

cutting locks.  According to Davis, Artemis was the most prominent among the 

different deities who received hair dedications.
150

  In support of this parallel, the 

prominent cloth held by the Veiled Girl in the Adyton Scene from Room 3a (fig. 

24 right), where it is assumed that female rites of passage took place, is colored 

yellow, and both Davis and Rehak find Artemis as the closest parallel to the 

Theran Goddess depicted on the upper floor of Room 3a (fig. 22 right).
151

  

The association with Artemis acts in support of the idea that the main 

purpose of the building was specifically related to female coming of age 

ceremonies, whilst providing a corresponding explanation for the abundant 

depictions of crocuses.  It is tempting to work from this basis to reconstruct the 

meaning of these scenes.  However, the analogy seems contrived.  It does not take 

other essential elements of the pictorial program of Room 3 into consideration.  

The function of the nearby scene of males from Room 3b should not be ignored 

(fig. 28).  Moreover, although possible, it is not at all obvious that the crocus 

stigmas were used in this scene as a textile dye.  Some scholars point to 

alternative productive aspects of the ground crocus stigma beyond its use as 

dyestuff; its medicinal, supplemental, and aromatic properties,
152

 as well as its 

common use as a spice to flavor and tint foods, and as the main ingredient in 
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liquors, tonics, and aperitifs have been suggested.
153

  The only absolute about the 

crocus in the Aegean as it is depicted in Xeste 3, is that its stigmas were used to 

make garlands (fig. 24 left),
154

 and its image was used as an emblem, decorative 

or symbolic, placed on the body and on female clothing (fig. 22 right, figs. 24 

right and left, fig. 27a).
155

  The most credible aspect of the analogy of the cult of 

Artemis and the scenes in Xeste 3 is that it calls attention to the vital role of the 

diaphanous cloth, held by the Veiled Girl in the ceremony represented above the 

adyton in Room 3 (figs. 21, 24 right).
156

  

Xeste 3 and ceremonial dressing for initiation: review of previous 

interpretations.  Others have followed suit in distinguishing the importance of 

cloth within the pictorial composition of Xeste 3, especially in relation to 

initiation.  Renfrew clearly recognizes that “textiles and garments play in some 

cases a role that is not merely decorative or secondary, simply as necessary 

clothing for the dramatis personae,” but that, “ they have a central role in some of 

the actions depicted.”
157

  The central role of textiles in Xeste 3, especially 

prominent in the scenes on the ground floor of Room 3 (figs. 24, 26, 28), is 

further realized by Morgan’s formal analysis, “Form and Meaning in Figurative 

Painting,” a paper given during the symposium held in 1997 on the Wall Paintings 

of Thera.
158

  In response to the emphasis scholars have placed on female rites, 

Morgan looks at these paintings in terms of the direction of the figurative action, 

composition, and idiomatic details, observing notable structural comparisons 

specifically related to cloth.
159
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The elaborately costumed females above the adyton were restored at an 

earlier date and therefore provide the constant by which the males from Room 3b 

are most often compared (figs. 24 and 28).  The Necklace Swinger advances 

toward the right in the direction of the east wall, upon which an architectural 

structure surmounted by a pair of horns of consecration embellished with drops of 

red and interpreted as a shrine, is depicted (fig. 21).  In front of her, the Wounded 

Woman is seated on a rocky projection (figs. 21 and 24 center).  She slightly 

bends over to tend to her bleeding foot, her left arm is drawn up to her head, and 

the Veiled Girl progresses in her direction (figs. 21 and 24 right).  Holding up a 

diaphanous stippled cloth, drawn back to reveal her face, the Veiled Girl turns her 

head backwards in the direction of the shrine (figs. 21 and 24 right).  In the 

neighboring room on the ground floor of Room 3, the two spaces separated by 

polythra, Morgan observes a similar composition.
160

  She observes that the most 

important aspect of the scene in Room 3b is that, comparable to the females 

described above, the figures converge from the left and right towards the central 

male whom she reconstructs as seated (fig 28).
161

  This is significant for Morgan, 

because it indicates to her that these fragments are part of an independent 

composition, and more specifically, that the men are not merely accessories to the 

females in the Adyton Scene.
162

  

The central man clothed in a white kilt holds a large water jug and is 

surrounded by two nude youths and a nude boy (fig. 28).
163

  All of these figures, 

Morgan asserts, like the parallel ladies, are distinguished in age and carry an 

object.
164

  The youth approaching from the right holds a large metallic vessel (fig. 

28 right), and the youngest boy carries a liquid container in a similar manner from 

the opposite direction (fig. 28 far left).  In front of this boy, the Adolescent Youth 
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approaching from the left holds out a multicolored cloth (fig. 28 second from 

left).  This figure, like the Veiled Girl above the adyton, turns his head backwards 

in the direction of the boy behind him (compare fig. 24 right to fig. 28 left).  This 

comparison is important because both the Adolescent Youth and Veiled Girl turn 

their heads in a similar manner, therefore drawing attention to themselves and to 

the cloth that they hold, and because the figures represent the same stage of 

maturity.
165

  Morgan states, “such formal and idiomatic analogies would suggest 

to me parallel significance in the rituals depicted.”
166

   Building on the argument 

for a female initiation rite in the adyton scene put forth by Nanno Marinatos,
167

 

Morgan says, “it would seem that rather than being adjuncts to the female scene, 

the males are engaged in rites of their own, and, given the careful attention to 

stages of youth and maturity, that these too are connected with puberty and 

initiation.”
168

  Furthermore, in light of their connection to cloth, she draws a 

comparison to “the iconographic cycle of ritual robing,” described above with 

regards to the House of the Ladies.
169

  Morgan remains very indefinite with the 

allusion to “ritual robing” and does not further define the theme.  However it is 

important that she relates it to both men and women of relatively modest status as 

opposed to a goddess or priestess as the iconographic theme had generally been 

construed.   

Morgan’s structural comparison adds weight to Doumas’ reading of the 

scene of males from Room 3b (fig. 28).  He describes the scene as “an initiation 

rite, during which at least one of the actors will achieve manhood, symbolized by 

his donning the special polychrome textile, the loincloth.”
170

  In a subsequent 

article in support of his previous interpretation, Doumas gathers evidence from 
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Classical literary sources, which describe coming of age ceremonies performed in 

ancient Athens, Crete, and Sparta and he concludes that, “hair cutting and putting 

on a new garment are associated with rites of passage of both boys and girls from 

one age stage to another.”
171

  Although it is clear that Doumas’ overall emphasis 

is to identify the age distinctions represented at Thera by evaluating various 

hairstyles that may be pertinent to male and female initiation, the historical 

parallels that he provides enhance the relative importance of clothing to male 

rites.  In several of his accounts, upon completion of all of the various stages of 

initiation or education, such as seclusion or the restriction of certain activities and 

dress often marked by the cutting of hair, a male initiate is rewarded with a 

special garment.
172

  The new apparel signals the casting off of boyhood clothes, 

and the assumption of the role of man as warrior, hunter, or citizen.  With this 

new garment he is recognized as such in the community.
173

  Doumas contributes 

to the idea that Xeste 3 may not have been gender specific, but rather was 

concerned with both female and male puberty rites.  

Xeste 3 and ceremonial dressing for initiation: evaluation of previous 

interpretations.  It is clear that textiles were significant to the ritual themes 

painted on the walls of Xeste 3, that the theme of Xeste 3 is generally related by 

scholars to puberty rites, and that in Classical times textiles were important to 

initiation ceremonies for girls and boys.  As a result, many scholars relate the 

importance of cloth at Xeste 3 to ceremonial dressing significant to initiation rites.  

In turn this interpretation is included in the wider iconographic theme of ritual 

textiles, elusively termed “ritual robing.”  While this comprehensive supposition 

is appealing, it is based largely on current trends in scholarship and retrojection, 

and not on concentrated observation of the images at hand.  Therefore, it is 

contended that all of these points are presently in need of refinement.   

In the wake of the scholarship surrounding the House of the Ladies and its 
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focus on “ritual robing,” it is no wonder that many researchers attempt similar 

interpretations for the scenes at Xeste 3.  A certain degree a thematic connection 

between the murals of these two buildings is probable.  However, the 

concentration on the Veiled Girl and the Adolescent Youth in past inquiries has 

been misplaced.  Perhaps more emphasis should be given to defining two separate 

actions involving ritual textiles as clothing and as cloth (in the case of Xeste 3 and 

extended to the themes of other compositions that specifically emphasize textiles).  

Furthermore, it is important to remember that at Xeste 3 (much in the same way 

as the House of the Ladies) it is difficult to say whether the action intended by the 

Theran artist was that of dressing, undressing, or presentation, and that the phrase 

“ritual robing” is deceptively vague.  In addition, the importance of other rites of 

passage to the overall theme of Xeste 3 cannot convincingly be ruled out.  

Taking this into account, consider Rehak’s keen observation that the 

unusual skirt with lappets worn by the Wounded Woman in Xeste 3, reminiscent 

of a “hula skirt” is “draped but untied.”
174

   Undeniably in comparison to the 

women from the House of the Ladies who have similar cords tied around their 

skirts, this depiction of the cord falls down loosely on the Wounded Woman’s hip 

rather than up on her waist.  This small detail on a unique skirt is potentially 

significant for the interpretation of the scene, and may even indicate a state of 

undress.
175

  What’s more, the emphasis on the untied skirt rather than the 

diaphanous cloth suggests a stronger continuity with the pictorial program in the 

House of the Ladies, which Doumas, although cautious about religious 

implications, admits may indicate an important moment in the life of a woman.
176

 

Intriguing possibilities for a more nuanced reading of both Xeste 3 and the House 

of the Ladies (figs. 20 and 24) arise when one considers Rehak’s connection of 

the skirt worn by the Wounded Woman from Xeste 3 to the “string skirt,” 

originally discussed by Elizabeth Barber, who said it was “used to advertise 
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sexual maturity and readiness for marriage in some [prehistoric] European 

societies.” 
177

  

This addresses briefly the predominant emphasis in recent scholarship 

given to the theme of puberty rites in Xeste 3, and raises questions as to whether 

enough weight has been given to the possibility that these scenes may more aptly 

reflect other rites of passage like marriage, birth, and death.  In addition, within 

these categories are further possibilities.  Ellen Davis posits that, as it relates to 

marriage, the Adyton Scene might reflect a “pre-nuptial initiation, a marriage rite, 

or consummation.”
178

  Moreover, the scenes from Xeste 3 could relate to all of 

these rites.  Both the men and the women are represented in a broad range of ages, 

apart from very old age and infancy, and at this point there is no clear indication 

as to which stage is at the focal point.  Rehak points out that the blood in the 

lustral basin scene could just as easily be a metaphor for menstruation, as for the 

rupture of the hymen, or childbirth,
179

 and he suggests that Xeste 3, is “a building 

that was intended to be used by women at all stages in their lives, and not just for 

rites of passage at puberty.”
180

  What’s more, if, as has been postulated briefly 

above, the Wounded Woman is more specifically the point of interest, she is 

portrayed with full breasts and a full head of hair, and it is not likely that she 

represents an adolescent.   

Rehak’s allusion to the idea that the Wounded Woman’s skirt was 

analogous in meaning to Barber’s “string skirt” need not pertain solely to this 

figure.
181

  The flounced skirt (in all its variations and worn by a variety of age 

groups) perhaps can more broadly be identified as a ritual garment related to all 

female rites of passage.  On this point, note that in Barber’s discussion of the 

string skirt she emphasizes that it is constructed for economy, so that a person 
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could grow fatter, and taller without making the garment useless.
182

  Equally, one 

can imagine that the flounced skirt represented in Aegean art was constructed 

with the same concerns, especially if it was a valuable ritual garment utilized 

throughout the life of a woman.  As a result, for each age stage it would be altered 

to reflect the occasion, with the addition of lappets or perhaps an extra flounce for 

length.  It is difficult to determine exactly what each of these additions or 

alterations might have signified to the Theran viewer.  However, it is likely that 

the garments represented in the scenes of Xeste 3 are inundated with symbolic 

meaning.  The task of deciphering what these depictions of clothing denote is 

daunting, but as the example of the Wounded Woman’s skirt suggests, it is 

potentially very beneficial to the overall interpretation of the pictorial program. 

The intent here is to recognize the significance that all of the textiles 

depicted in Xeste 3 likely had in relation to the ritual portrayed.  In the current age 

of mechanized spinning and synthetic fibers, it is difficult to grasp the sheer value 

that cloth doubtlessly possessed for people living in the Bronze Age Aegean.
183

  

This value is expressed by the deliberate artistic representations of cloth existing 

as woven fiber specifically shown not sewn into clothing, arguably evidenced in 

the Presentation Scene from Phylakopi (fig. 18), in images of the Sacred Knot 

from Crete (fig. 10a), or here at Xeste 3 (figs. 24 and 28).  

The Theran artist, in addition to depicting elaborate clothing, by design 

painted the Veiled Girl and the Adolescent Youth holding separate pieces of uncut 

and untailored textiles (figs. 24 right and 28 left).
 
 Even if the Theran viewer 

recognized that the eventual purpose of this fabric was to clothe an individual, the 

emphasis of these depictions is on cloth, separated from its corporeal function.  

Scholars have presupposed that the diaphanous yellow cloth draped 

around the young woman painted above the adyton represents a veil, and all of the 

modern ideologies that are saturated in this identification have contributed to 

many of the interpretations of this scene (fig. 24 right).  Thus, the Veiled Girl is 
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often identified as a bride or initiate.
184

  Unfortunately, there are presently no 

other instances of “veils” represented in Aegean art with which to compare this 

image.
 185

  Contrary to the common belief that the sheer yellow fabric represents a 

veil, it is possible rather that the female carries the delicate cloth.
186

  Her body is 

swathed in the large diaphanous material as she keeps the expanse of cloth up off 

the floor, variously lifting it in front of her with both arms (fig. 24 right).  Her 

pose acts to enhance the display of this generous piece of luxurious fabric.   

The Adolescent Youth exhibits his cloth in a similar manner (fig. 28 left), 

and although there is a compelling likeness in color and pattern between the kilts 

in Xeste 4 and the polychrome textile portrayed in the mural in room 3b (compare 

figs. 28 left and 30), the youth’s controlled pose parades the fine qualities of his 

patterned polychrome material.
187

  This points to the idea that the meaning of 
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is difficult to determine whether the Theran artist intended to represent a piece of 

fabric that is cinched in the male figure’s hand as he holds it, or if the artist 
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these depictions of the Veiled Girl and the Adolescent Youth may be about 

representing the presentation of valuable cloth.
188

  In fact, this interpretation better 

relates Xeste 3 to the Presentation Scene from Phylakopi (fig. 18), and both of 

these scenes to the broader Aegean iconography involving textiles.  

The possibility that the cloth in these scenes was for presentation gains 

support as Boulotis relates the females above the adyton and the males from the 

ground floor of Room 3 formally to other Aegean processional scenes (figs. 24 

and 28),
189

 the common perception of which will terminate in the presentation of 

valuable objects.  He states that most of the structural similarities observed by 

Morgan between the men and the women depicted on the walls of the ground 

floor of Room 3 are widespread (figs. 24 and 28).
190

  He says that the appearance 

of emphasis on a central figure, created by the positions of participants in ritual or 

procession, is common, and that the element of turning back the head in a ritual or 

processional context is found frequently throughout the Aegean in the Late 

Bronze Age.
191

  He points to the Chieftain cup and the Harvester vase for 

                                                                                                                                     

wanted to depict a piece of fabric that tapers on one end.  Moreover, one cannot 

be certain that Jones’ hypothesis is applicable for the clothing at Thera.  Jones 

actually suggests that this cloth might represent a mantle (2003, 449).  It is 

certain, however, that it was not beyond the Theran artist’s ability to stray from 

schematization and depict the nature of the material as it might have been altered 

when it was held in the boy’s hand.  One must simply consider the way in which 

the artist observed and depicted the overlapping of the cloth held by the Veiled 

Girl to add credence to the likelihood that the piece of cloth in the boy’s hand 

does not taper from tailoring.  
188

 Peterson Murray acknowledges that the patterned cloth held by the 

Adolescent Youth may represent an offering (2004, 115 n. 37).  Also, the 

identification of the Veiled Girl as making an offering of luxurious fabric would 

provide a connection to the action of the Necklace Swinger, who variously has 

been interpreted as approaching the shrine with a necklace as a dedicatory 

offering (Rehak 2004, 93 n. 51).  The Veiled Girl does look back towards the 

shrine. 
189

 Boulotis comments about Morgan’s analysis in the discussion 

following her paper published in 2000, ( 946).  
190
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examples.
192

  Although from a later date, two wall paintings, the Knossos 

Procession Fresco and the Minoan Tributaries from the Tomb of Men-Kheper’ra-

senb in Egypt,
193

 support the idea that the textile object was considered a valuable 

tribute item appropriate for fresco in the Bronze Age Aegean.  

 

Xeste 3: New Interpretation of the Ritual Use of Cloth  

Ultimately, the interpretation that both the Adyton Scene and the scene in 

Room 3b depict puberty rites in which the figures holding cloth are the initiates 

who in turn will don the ceremonial garment (saffron dyed for girls and 

polychrome for boys), which marks their transition, is highly debatable.  The 

point is that although cloth undeniably has an important role in the ritual 

portrayed, the act of costuming, as opposed to other possible actions involving 

cloth (such as presentation), should not overpower the interpretation of the 

scene.
194

  The same can be said about the theme of puberty rites.  Accordingly, it 

has been argued that the skirt loosely worn by the Wounded Woman has a more 

reasonable connection to the theme of “ritual robing” and to the mural from the 

House of the Ladies, than the rich material held by the Veiled Girl and the 

Adolescent Youth.  The cloth carriers, on the other hand, have a more reasonable 

connection to presentation scenes and therefore to processions and probably to the 

scene at Phylakopi.  As a result of this pointed examination of the depiction of 

textiles in Xeste 3, and building on the formal analysis given by Lyvia Morgan,
195

 

an alternative hypothesis is put forth.  The present theory is that the overall theme 

of the murals of Xeste 3 is concerned with general rites of passage, but that it is 

embodied in an allegorical myth enacted in two parallel scenes by two 
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comparably self-involved figures, the Wounded Woman and the Seated Man 

(figs. 24 and 28 center).  The surrounding figures and scenes represent a didactic 

ritual in the service of a divine being, which in turn is explained by and has its 

basis in the initial mythic story (fig. 21).  Several important details of the painted 

design in the parallel scenes above the adyton and in Room 3b (figs. 24 and 28), 

including costume, pose, background, and ground line, help to clarify this 

interpretation.   

 The Wounded Woman painted above the adyton is particularly dramatic 

(fig. 24 center).  Seated on a blooming outcrop with a loose girdle, and with one 

arm up to her forehead, she leans over with the other arm to tend to her bleeding 

foot (fig. 24 center).  Curiously placed next to her foot are the painted stigmas of 

what was once a fallen crocus blossom, the fugitive pigment that depicted the 

petals having been lost to time (fig. 24).  This is not an accident of design, nor an 

element of whimsy. This blossom is theatrically placed; an element in the 

narrative that like the loose girdle and bleeding foot, would have been understood 

by the Theran viewer.
196

  Compared to the surrounding females, the pose of this 

woman appears explicitly narrative, and purposely self-involved (fig. 24).  In 

addition, the Wounded Woman is isolated from the two flanking females by her 

immediate surroundings, placement, and costume.  The Wounded Woman sits in a 

rocky outdoor environment that extends above her. This environment is not 

represented above the Necklace Swinger and probably did not continue above the 

Veiled Girl (compare center left and right fig. 24).
197

  

Perhaps the most obvious distinguishing element is that the Necklace 

Swinger is portrayed below the ground line that is delineated for the other females 

(fig. 25).  Arguably, she looks as if she might be descending into the adyton (fig. 

25).  This visual gesture pulls the Necklace Swinger from the painted backdrop 

                                                 
196 Rehak also considered the crocus at the wounded woman’s foot as 

symbolic (2004, 89). 
197 In addition to noting that the Wounded Woman is larger than the other 

figures, Rehak also noticed this framing device that sets her off from the other 
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and, even though she is not quite life size, indicates that she is to be read as 

relevant to the real environment (fig. 25).  The Veiled Girl maintains the ground 

line for the sake of clarity (fig. 25); if the adyton were filled with dedications her 

figure would be obscured.  However, this does not minimize the possibility of her 

division from the mythic realm of the central figure into the realm of the viewer. 

The proximity of the shrine, her pose, and the lavish cloth that she carries, as has 

previously been argued, confirms her status, like the Necklace Swinger, as a 

tribute bearer (fig. 25).   The foremost characteristic distinguishing the Wounded 

Woman from the other females is costume (fig. 24 center).  It is not likely that the 

artist specified the apparel of each of these figures merely to alleviate visual 

boredom.  Therefore, the fact that the Wounded Woman wears an unique kilt in 

form and in pattern, as well as additional ornaments in her hair is paramount to 

evaluating this scene (fig. 24 center).  What’s more, the fact that the bodices of 

the standing figures differ from the central figure, in that they are ornamented 

with crocus emblems (fig. 24 left and right), should be read as an additional clue 

that these females are to be considered on two different levels.  The crocus 

emblems are likely an ode to this central myth or to the resulting ceremony that 

surrounds it.  

In the neighboring fresco, a similar situation is revealed (fig. 28). This 

evaluation must remain somewhat tentative because the exact placement of the 

figures is still uncertain and because of the fragmentary condition of the panel in 

which the kilted male is displayed (figs. 26, 28 center).  Morgan has laid the 

groundwork for comparing these two compositions.
198

  It is believed though that 

several significant visual criteria of this scene were insufficiently emphasized in 

her discussion.
199

 Most important, is the fact that the Seated Man is distinguished 

from his colleagues by costume, pose, placement, and the vessel that he holds 

(fig. 28).  He is not as dramatic as his female equivalent in the comparable scene 
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(compare figs. 24 and 28 center), however several subtle characteristics disclose 

his distinct status.  The kilted man looks as though he struggles under the weight 

of a large vessel, the contents of which he is about to pour out (fig. 28 center).  

This pose is particularly illustrative compared to characteristically stiff and 

formalized poses of the surrounding male figures that stare straight ahead or 

behind (fig. 28).  The kilted man specifically gazes downward in the direction of 

his action (fig. 28 center).  His unusual self-engaged action is surprisingly similar 

to that of the Wounded Woman (compare figs. 24 and 28 center).   Moreover, he 

is situated much higher than the other males, and likely, seated or standing, would 

not rest on the mutual ground line (fig. 28).  Comparably to the Adyton Scene 

(fig. 24), this device separates the kilted man from the naked boys who stand at 

the level of the viewer (fig. 28).  In addition, the central figure is specifically 

divergent in the clothes that he wears, or in that he wears clothes at all.  What is 

most striking is that he holds a utilitarian vessel.  This observation is important 

because this type of jug is distinct from the valuable metal vessels and precious 

fabric carried in tribute by the other figures in this scene (fig. 28).  Also it is an 

unusual representation in Aegean art as a whole.  All of these idiosyncrasies point 

to the argument that the kilted man (fig. 28 center), like his female counterpart 

(fig. 24 center), is the focal point of this scene.  It is possible that these two 

figures embody a symbolic myth or important historical story; a narrative that, 

although lost to the modern viewer, was integral to the ceremonies performed in 

Xeste 3.
200

  

These visual devices signal various levels of association for the actual 

ceremonial participant.  First the viewer recalls the myth illustrated in the center 

of each of these scenes (figs. 24 and 28), (depending on gender, either personified 

in the portrayal of the Wounded Woman or the Seated Man), which consecutively 

evokes the purpose behind this event, likely connected to a rite of passage.  
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Secondly, the viewer directly associates himself or herself with the supporting 

characters (figs. 24 and 28 left and right).  These characters act as descriptive 

portrayals of the actions to be undertaken by the actual participant in the current 

stage of the ceremony, in this case the dedication of valuable goods.  Although the 

exact symbolism is not clear, the various actions depicted in the remaining scenes 

must reference the primary allegory (figs. 21 and 26).  It is likely that the 

predominance of the crocus and the importance of its stigmas, regardless of 

productive applications, allude to the fallen crocus blossom that lay next to the 

Wounded Woman’s foot (fig. 21 center).  The rites of passage performed in Xeste 

3 gain meaning and credibility for the Theran viewer because, in addition to 

having support from a divine being (fig. 22 right), the rituals have a mythic source 

(fig. 24 and 28 center).  The specifics of the entire program must await future 

analysis, because the focus of this study is the role of textiles in ritual.  In Xeste 3 

this role is defined by the unworn skirt motif within the mythic illustration, the 

ritual dedication of cloth, as well as the importance of special ritual attire for 

ceremonial participants. Working under the assumption that there are thematic 

connections between these paintings, this interpretation of Xeste 3 puts a slightly 

different spin on the meaning of the other Cycladic paintings relevant to this 

inquiry.  Moreover, striking connections can be found between some textile 

motifs from Crete and these paintings, suggesting a widely spread mythic ritual.  

Relevance to Cycladic paintings. The Skirt Carrying Scene from the 

House of the Ladies and the Presentation Scene from Phylakopi may reference 

parts of the symbolic story illustrated in Xeste 3 (figs. 20 and 18).  In the case of 

the House of the Ladies (fig. 20), the specific moment of removing or applying 

the flounced skirt may have been an appropriate mythic allusion (alluding to the 

untied skirt of the Wounded Woman) to commemorate an important moment in 

the life of the woman who resided in the private wealthy residence.  Since the 

building was not a public edifice, it makes sense that the entire mythic narrative is 

not displayed, and that a different ritual enactment is emphasized. The connection 

with the Presentation Scene from Phylakopi is a bit more difficult to make (fig. 
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18).  It is possible that the rocky landscape depicted on the incomplete skirt of the 

Seated Female symbolically references the rocky terrain specific to the myth 

illustrated in Xeste 3 (compare figs. 18 and 24).  Of course rocks are prevalent in 

Minoan art, so this is not be an ideal reference.  However, the nature scene on the 

skirt of one of the females in procession at Xeste 3 may shed light onto more 

plausible connections between the two sites when the reconstructed fragments are 

published (cat. 21).
201

  Moreover, the connections that Morgan initially made 

between the additional fresco fragments from the Pillar Crypt area of Phylakopi 

depicting a monkey,
202

 support the relation of this presentation scene to the 

surrounding ritual portrayed in Xeste 3.  It is possible that similar ceremonies 

were held in the Pillar Crypt area.  Although the association at Phylakopi is less 

clear than that in the House of the Ladies, it is possible that the rituals involving 

cloth in both of these scenes reference the theme portrayed in Xeste 3.  

Furthermore, it is probable that this myth had wider recognition, as striking visual 

parallels are evidenced in the art from Crete.   

Relevance to Cretan paintings. The flounced skirt and its apparent 

significance to ritual has been discussed for both Crete and the Cyclades.  It has 

been suggested that the ritual meaning relates to important stages during the life 

of women.  It is the principal representations of these skirts, however, as they are 

depicted unworn on Crete and in the Cyclades that may help to define the 

ceremonies that are painted in the murals of these cultures.  

The most certain portrayals of this state of undress, either before, during, 

or after, exist in the Skirt Carrying Scene from the House of the Ladies described 

above (fig. 20), the Skirt Carrying scenes inscribed in the seal-stones from Crete 

(fig. 17 left), and in the Kneeling Female without a flounced skirt painted in the 

Nature Fresco (fig. 7).  All of these representations may allude to the loose skirt 

portrayed on the Wounded Woman in Xeste 3 (fig. 24 center), which has been 

related to a narrative element within a mythic illustration.  If this relationship is 

                                                 
201 Vlachopoulos presented these restored fragments in a paper given 

during the 11
th

 International Aegean Conference in Los Angeles (2006). 
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accurate, then other comparisons emerge.  For instance, there is a possible 

connection between the bending figure from the Nature Fresco and the Skirt 

Carrier from the House of the Ladies (figs. 8 and 20), and between the patch of 

crocus before the Kneeling Female and the crocuses at Xeste 3 (figs. 7 and 21-

27).  

The probability that images from Crete specifically reference the subject 

of the murals in Xeste 3 is supported by a consideration of several of the patterns 

depicted on the faience inlays and female figurines from the Temple Repositories 

at Knossos (figs. 14-16).  These motifs offer especially pertinent comparisons to 

those portrayed in the Adyton Scene at Xeste 3 (fig. 24).  In particular, the 

congruent representations of the crocus emblem, the striped bodice, the yo-yo 

pattern, and the crisscross pattern are paramount to this discussion (fig. 13d-e).  

There are two types of depictions of the crocus in these scenes: the single blossom 

and the clump of crocuses remaining on their stems.  The crocus blossoms are 

found on the bodices of the Wounded Woman, the Veiled Girl, the goddess, and 

one of the female onlookers from Xeste 3 (figs. 24 left and right, 22 right, 27a), as 

well as on one of the faience belts and hem of one of the Votive Dresses from 

Knossos (fig. 15).  The only painted comparison from Crete that represents crocus 

blossoms likely associated with skirt decoration is from Palaikastro (cat. no. 15).  

However, aside from supporting the supposition that the faience objects offer a 

more complete picture of the murals, as they existed in Neopalatial Crete, its 

fragmentary condition limits its value to this analysis.  At any rate, the emblems 

on the faience inlays and single blossoms represented on the clothing of the 

women in Xeste 3 seem purposely decorative and may reference actual apparel 

worn during ritual occasions.  The crocus clumps on the other hand, represented 

on the central portion of the skirt of both the Votive Dresses (fig. 15), seem more 

symbolically referential, like the rocky terrain depicted on the skirt of the Seated 

Female from Phylakopi (fig. 18).  These images look peculiarly similar to the 

depiction of crocus clumps, which make up the backdrop of the Presentation 

                                                                                                                                     
202

 Morgan 1990. 
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Scene (fig. 22-23). They may reference a particular place, or occasion with 

specific allusion to the ritual shown at Xeste 3, as opposed to actual dress 

decoration.  This is supported by the fact that these dresses are inlays, which 

probably designated the function of, or identified the contents of the piece of 

furniture they decorated (fig. 15).  Therefore, the extremely schematic portrayal is 

deliberately employed for rapid description.
203

  

Schematization generally calls attention to the most distinctive features of 

an object or event.  This is why the comparable delineation of stripes on the 

bodices of one of the Snake Goddesses and the Votive Dresses, and on that of the 

Veiled Girl seems so remarkable (compare figs. 14, 15, and 24 right).
204

  It 

indicates an important analogous ritual function of the female who wears the 

striped article of clothing.
205

  Astonishingly, the salient similarities do not stop 

here.  Additional comparable patterns further emphasize the likelihood of related 

ritual, represented with objects at Knossos, and described in paint at Xeste 3.  For 

instance, the yo-yo pattern on one of the faience belts from Knossos is similar to 

the girdle and borders of the flounces on the skirt of the Wounded Girl from Xeste 

3 (compare figs. 15 and 24 center).  The crisscross or diamond pattern depicted on 

many of the skirts from Xeste 3 (figs. 22-24), which at first glance seems 

exclusive to that site, is found on the hem of the straight skirt made of faience 

from Knossos (fig. 14 left).  Moreover, the line fillers that often accompany this 

pattern in Xeste 3 find clear parallels to the pattern on the bodice of the Lady in 

Red, and the apron of one of the figurines from Knossos (compare figs. 13d, 3, 

and 14 right).  This briefly refers to the probability that the preponderance of 

substantial comparisons recognized between the faience objects from Knossos 

and the painted murals from Xeste 3 reflect broader connections that are partially 

preserved in the paintings from the rest of Crete and the Cyclades.  Only brief 

                                                 
203

 The wavy outline may refer directly to the paintings in Xeste 3.  
204 Rehak also notices that the “piping on the faience plaques looks 

identical to that on the dress of the Veiled Girl” (2004, 95). 
205

 The lines may simply designate details of construction, compare the 

stitching on the waist of the Skirt Carrier (fig. 17).   
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glimpses that hint at the scope and meaning of ritual textiles remain, but the 

similarities witnessed between the textiles represented in these cultures offer 

exciting possibilities for the similar ritual connected to an important Aegean 

myth.  

 

 

Conclusion 

 

It is clear that textiles were ritually significant in the Aegean. It is also 

clear that actions depicted in the paintings from the Cyclades are part of a larger 

iconography involving cloth evidenced in Crete.  A major emphasis on the 

depiction of clothing has been observed in the large-scale murals from Crete and 

the Cyclades, and in particular, the specific value of the flounced skirt has been 

recognized.  Similarities in the painted textile patterns between these two cultures 

have been acknowledged and the ritual significance of this has been considered.  

It has been stressed that the specifics of the iconographic cycle of scenes 

described as “ritual robing” need to be defined.  Overall it is determined that there 

are three lines of inquiry relevant to this theme: ritual clothing worn during 

ceremony; ritual clothing specifically represented unworn, indicative of a 

ceremonial robing or disrobing, (with possible allusion to a familiar myth); and 

valuable cloth, exclusive of its role as clothing, ritually presented or symbolically 

knotted and displayed.  Other areas of intrigue are realized from this inquiry as 

one considers the possibility that the patterned field around the perimeter of Room 

1 in the House of the Ladies is a wall hanging, applied perhaps to transform a 

ritual space.  Accordingly, the artistic importance of cloth is considered below.  
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CHAPTER 4 

ARTISTIC VALUE OF CLOTH 

 

 

The point of this chapter is to highlight the recent interest in the subject of 

wall hangings in the scholarship that surrounds Aegean wall painting, to mention 

several points that previously have not been discussed in relation to this theme, to 

stress that many of the visual constructs in monumental Neopalatial wall painting 

are derived from patterned textiles, and to emphasize the possibility that textiles 

existed as a major art.  

In 1991 Elizabeth Barber made a convincing argument that many of the 

ceiling designs in the 18
th

 Dynasty Egyptian tomb paintings were reminiscent of 

Aegean textile patterns.
206

  She gives a good synopsis of her theory in 1998;
207

 the 

basis of Barber’s argument relies on the typically Aegean interlocking quatrefoil 

design that shows up on the ceiling of a doorway in the tomb of an official under 

Thutmose III, Amenemhet.  In support of her hypothesis that this design 

originates from Aegean textiles, she relays that Thutmose III entertained 

embassies of visitors from the Aegean who are shown carrying tributary vessels 

and bolts of cloth in the Egyptian tomb paintings.
208

  Additionally, she describes 

that Amenemhet is an official, who as Overseer of the Weavers of Amon, would 

likely have had access to the warehouse in which the Pharaoh’s luxurious foreign 

textiles were stored.
209

   

                                                 
206

 Barber 1991, 331-56.  
207

 Barber 1998, 13-14. 
208

 See PM II.2, 534-37, 719-47; Vercoutter 1956; Wachsmann 1987; 

Barber 1991, 1997, 1998; Rehak 1996,1998a for discussion of these paintings.  
209

 Barber 1998, 14. 
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Several thoughts support the idea that many Aegean patterns depicted on 

Egyptian tomb ceilings are specifically referential to textile wall hangings or 

canopies.  Barber mentions the common practice by 18
th

 Dynasty Egyptian artists 

of depicting things that are seen from below (such as stars or the cross-struts of 

wooden grape arbors) on tomb ceilings.
210

  Considering this observation, she 

describes that in Egyptian domestic architecture, colorful woven mats were often 

laid between wooden struts to keep dried mud roofs intact, and thus suggests that 

patterned cloth may have served the same purpose.
211

  She indicates that more 

ostentatious architectural structures would feature more elaborate temporary 

textile canopies.
212

  Moreover, imitation of valuable foreign cloth would be an 

appropriate allusion to make in the painting of the ceiling of a permanent tomb.  

Barber suggests the idea that the Minoans and Mycenaeans may have used some 

of their own cloths for canopies; this is supported by a comparison of the Minoan 

designs on the ceilings in Egypt to that on the flat ceiling of the side chamber of 

the Mycenaean tholos tomb at Orchomenos, which is decorated in relief with 

interlocking spirals surrounded by rosettes.
213

    

In a similar line of inquiry, Marion True analyzed the decorative patterns 

in the monumental Theran wall paintings and recognized that some may reflect 

precious woven fabrics.
214

  True argued that certain decorative patterns were 

textile inspired backdrops used to suggest the sacred nature of the figural elements 

set against them.
215

  She compares this compositional device to those in 

illuminated manuscripts and painted panels from Mediaeval and early 

Renaissance Europe.  True proposes that the field of crocuses in the Presentation 

Scene from Xeste 3 (fig. 22) portrays a textile backdrop;
216

 she stresses that the 

                                                 
210

 Barber 1998, 15. 
211

 Barber 1998, 15. 
212

 Barber 1998, 15. 
213

 Barber 1998, 15.  
214

 True 2000, 345-58. 
215

 True 2000, 345-58.  
216

 True 2000, 355-56; True also contends that the interlocking labyrinth 

from the bull-leaping scene from Tell el-Dab‘a depicts a textile backdrop and she 
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carefully arranged clumps of crocuses recall pattern.
217

  Both Elizabeth Barber 

and Marion True have initiated an important discussion about the degree to which 

textiles influenced the Aegean wall paintings.  The following examination builds 

on the valuable contributions of these scholars.   

In addition to the patterned ceiling from Orchomenos and the field of 

crocus in the Presentation Scene from Xeste 3, mentioned above, elements of 

several Aegean paintings from the Neopalatial period appear to resemble textiles.  

The patterned backdrop with an undulating border portrayed above the women in 

the House of the Ladies enhances the probability that the Therans hung decorative 

textiles (figs. 19-20).  Although wavy fields of color behind figures in Cretan 

murals and specified above figures in Theran murals is a typical compositional 

device,
218

 many scholars accept the identification of this field of pattern as a 

depiction of a wall hanging.
219

  To support this identification, most scholars stress 

that the example from the House of the Ladies is explicitly unique in that it is 

patterned (fig. 20).  Moreover, the dotted diaper design with lozenges at the 

interstices is remarkably similar to dress patterns depicted in Xeste 3 (compare 

figs. 20 and 24, fig. 13b right, top and bottom).
220

   

                                                                                                                                     

relates the interlocking labyrinth to interlocking patterns typical of Aegean woven 

designs (2000, 355).  
217

 True 2000, 356; Rehak compares the repeating background pattern of 

crocus clumps to wallpaper (2004, 91). 
218

 A typical example of the Theran wavy division exists in the mural from 

Room 1 of building Beta (fig. 33), and an example of the Cretan division of space 

exists, although from a slightly later date, in the Throne Room frescoes from 

Knossos. 
219

 True 2000, 353-355; Shaw mentions that the patterned design 

represents a wall hanging in passing in her 1993 discussion of Aegean Gardens 

and in her discussion of the Pseiran fragments (1998, 69) she says that this 

“network pattern represents a canopy possibly made of fabric;” Blakolmer 1994, 

1996. 
220

 This identification calls the intent, on the whole, of these wavy designs 

into question.  It is possible that they represent multicolored backdrops typical of 

woven fabric.  
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Some have recognized that the stucco frieze from the second floor of 

Room 9 in Xeste 3 looks like a wall hanging (fig. 29).
221

  The undulating white 

ribbons that enclose blue and yellow rosettes are cinched at regular intervals by 

yellow ties.  The ribbons have a particularly swaging appearance analogous to 

cloth. The overall pattern is congruent to dress patterns. This large-scale 

ornamental relief made up of tri-curved ribbons is similar to the skirt pattern on 

one of the females from Pseira (figs. 9 right, 12f) and to the faint remnants of the 

pattern that once decorated the fragment from Chania (fig. 11).
222

  The Pseiran 

pattern has comparable yellow rosettes at its interstices, and a similar yellow, 

white, and blue color scheme overall (fig. 12f).  What’s more, the rosette pattern 

that embellishes the interior of the quatrefoil relief from Room 9 of Xeste 3 finds 

a correlation with the Pseiran reliefs; the rosette is the central motif on one of the 

bodices of the women from Pseira, again in yellow, white, and blue (figs. 12e, 9 

left).  

Wall hangings, in many cultures, have multiple purposes in addition to 

decoration and indication of wealth; they provide insulation in the winter and can 

affect the meaning or perception of an architectural environment.  Barber 

mentions that distinctive textiles are used to make an ordinary space special,
223

 

and True contends that a wall hanging can transform a ritual space.
224

  Imitation 

marble and gypsum dadoes clearly depicted in both Cretan and Theran cultures 

support the theory suggested by Sherratt and emphasized by Morris, that some 

Aegean murals may imitate valuable wall hangings.
225

  However, there is also a 

                                                 
221

 True 2000, 350-52; Shaw 1998. 
222

 True 2000, 350-52 
223

 Barber  (1994, 151) gives the example of special wall hangings used in 

Sumatra as a backdrop to rites of passage. 
224

 True 2000, 353-355; Consider the use of a cloth structure suspended 

from the ceiling of a Mormon temple, separating the congregation from the 

Celestial Room. 
225

 Susan Sherratt and Sarah Morris provide the most emphatic responses 

to True’s paper. Sherratt directly proposes that the Theran wall paintings are 

imitations of textiles (Sherratt 2000, 382) and Morris adds, “as the Mari texts and 
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possibility that the Aegean paintings more broadly reference textile designs.  

Cloth may be used like a pattern book, because it is portable.   It is clear that 

Neopalatial murals reference textiles.  However the pertinent line of inquiry is the 

level to which these woven fibers influenced the monumental Aegean murals.
226

   

An important observation to consider is the connection between the use of 

decorative pattern as an overall compositional device in the Theran wall paintings 

and the analogous constructs found in the representation of Cretan costume.  

There is a clear parallel between the friezes in the monumental wall paintings 

from Thera and the border designs on clothing represented in fresco from 

Crete.
227

  Two notable examples exist.  The ivy frieze in Room 1 of building Beta 

from Akrotiri is analogous to the ivy border on the flounce of a female’s skirt 

from Pseira (compare fig. 33 and 12f), and the fragments of nautilus frieze found 

in Gamma 1 in Akrotiri is similar to the nautilus spiral that borders the edges of 

clothing in several Cretan murals (nautilus frieze not illustrated, figs. 12a, 12d and 

12g).  This observation, in fact, is in contrast to True’s assertion that these two 

patterned friezes are unique and that they do not find parallels in contemporary 

Crete, much less parallels in textile designs.
228

   

It is difficult to distinguish whether these similarities are an effect of strict 

organizational conventions and common decorative motifs, or whether the 

connection comes from the influence of actual woven cloth.  Several factors, 

however, support the idea that friezes directly reference woven textiles.
 
 As 

Hoffman’s study on the Scandinavian warp-weighted loom shows, the heading 

                                                                                                                                     

other parallels would tell us,
 
it is the textiles that are the luxurious arts and not 

painted plaster”(Sherratt, 2000 384).  
226

 This line of inquiry is relevant to the previous discussion in chapter 3 

of whether the notched plume designs on sphinxes and on the borders of clothing 

are more specifically textile designs, and to the idea that the depiction of a 

mythical creature would travel easily on cloth.   
227

 If these designs specifically reference clothing, it is not clear why the 

designs are enlarged when they show up in Thera.  It is possibly an indication 

that, like a pattern book, textiles acted as a source of design inspiration as opposed 

to the painted designs imitating valuable wall hangings.  
228

 True 2000, 356. 
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band is an essential feature of cloth woven with this technology, and in this way 

the frieze recalls this feature.
229

  Palyvou discusses the fact that in Aegean murals, 

the painted friezes commonly end up on top of the underlying wooden beams.
230

  

She concludes that this relation of the painted surface to the underlying 

architecture has a practical function, “for [the friezes] indicate the inner structure 

of the wall and mark the area where the wood is inserted into the stone wall.”
231

  

Although possible, it is more likely a side effect.  The correspondence of the 

painted frieze with the underlying wooden beams may have been the result of the 

place of attachment of wall hangings to the wall.  The organization of the mural 

may have been the result of imitation.  Palyvou mentions, “it is easier to insert a 

peg into wood than in a stone wall,”
232

 therefore the heading band would 

correspond to the wooden beam because it is at the top of the cloth. 

The supposition that some of the murals reference the constructs of 

Neopalatial woven cloth also helps to identify why the friezes have a particularly 

stylized appearance.  Barber, for instance, mentions that the Partridge Frieze from 

Caravanserai, Knossos looks like tapestry,
233

 and the ivy frieze above the Boxing 

Boys is especially stylized (fig. 33).  Moreover, the fact that the color green is not 

utilized in these borders supports the idea that they are based on woven cloth.  

Green is conspicuously absent in the representations of clothing in Neopalatial 

painting, and therefore several scholars assert that the advanced dyeing 

technology needed to make this color was not utilized by the Minoans or 

Therans.
234

 

Many scholars have mentioned the difficulty in reading the positive and 

negative spaces in the mural designs from both Crete and Thera.  True mentions 

the difficulty with the schematic landscape with monkeys portrayed on the walls 

                                                 
229

 Hoffman 1984.  
230

 Palyvou 2000, 429. 
231

 Palyvou 2000, 429. 
232

 Palyvou 2000, 429. 
233

 Barber 1991, 322.  
234

 Barber 1991, 330; Carrington-Smith 1992, 691. 
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of Beta 6 in Akrotiri,
235

 and others have commented upon the cluttered feel of the 

Monkey and Bluebird frieze in the House of the Frescoes from Knossos.  An 

important point to consider is that this visual effect is inherent to the woven 

medium, since both the positive and negative space must be rendered to create 

patterned textiles.  The resulting foreground / background ambiguity is evidenced 

in the blue lozenge or white four-petal star pattern resulting from the interlocking 

circle design on the bodice of the Priestess from the West House (fig. 32). 

The argument that Neopalatial wall painting developed from the “minor 

arts”,
236

 which appears to have had a longer tradition of figural representation, 

supports the overall conclusion that many elements in Neopalatial wall paintings 

are taken from textiles and probably from wall hangings.
237

  The aim of this 

chapter is to emphasize that woven cloth likely existed as a major art form in 

Neopalatial Crete and the Cyclades. The textile forms and motifs revealed in 

fresco art likely traveled between Crete, the Cyclades and elsewhere on valuable 

ornamented clothing or in woven figural compositions. Although there is no 

definitive conclusion as to whether the monumental fresco paintings used cloth as 

a source of inspiration or whether the intent of the Neopalatial artist was to 

showcase imitations of valuable wall hangings (it is likely that a little of both was 

going on), it is hoped that this investigation provides an overview of the pertinent 

lines of inquiry from which future studies may benefit.   
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 True 2000, 348. 
236

 Immerwahr dedicates a chapter, “The Beginnings: Minoan Pictorial Art 

Before the Frescoes,” in Aegean Painting in the Bronze Age to this subject (1990, 

21-37). 
237

 As an ethnographic parallel, Lillethun explains that the designs on early 

Greek geometric pottery were “copied off of overshot textiles that had friezes of 

stories on them, in a tradition that must have come down from the Bronze Age 

400+ years earlier” (2003, 465). 
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CONCLUSION 

 

 

To review, the large-scale frescoes from Neopalatial Crete and 

contemporary Thera present an emphasis on the portrayal of textiles.  This is 

revealed in the intricate representation of patterned clothing, the central depictions 

of tributary cloth, the iconographic theme involving the unworn flounced skirt, 

and portrayals of elaborate wall hangings.  This investigation provided an 

overview of the state of the scholarship surrounding the theme of Aegean textiles, 

reviewed the corpus of evidence that specifically highlight the representation of 

cloth from the Neopalatial period of Crete and the Cyclades, and examined the 

ritual and artistic value that cloth likely held during this period.   

Early on scholars identified the ritual importance of textiles within the 

iconography of Minoan art.  These inquiries focused on Minoan clothing, skirt-

carrying scenes depicted on seal-stones, and the Sacred Knot.  The discovery of 

comparable murals from Thera, which specifically emphasized textiles, rekindled 

interest in the role that textiles played in ritual within the Cyclades and on Crete.  

As a result, the iconographic theme of “ritual robing” became a major element in 

the discussion.  Finally, the degree of artistic influence that textiles had on wall 

paintings factored into the consciousness of modern scholarship, and the theory 

was put forth that the Theran wall paintings might actually reflect precious 

pictorial wall hangings. 

The major conclusions reached in this investigation are threefold.  First, 

these fresco paintings reveal that ritual and artistic value was placed upon cloth.  

Second, cloth had multiple, important roles exceeding its function as clothing, 

namely as valuable dedications, symbolic objects in ritual enactments (possibly 

alluding to a familiar myth), and as elaborate decorative wall hangings.  All of 
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these factors emphasize the intricate and carefully structured quality of the 

Aegean murals, and the interplay that exists between the multiple and complex 

layers of meaning as the images simultaneously reference myth, reality, and 

imitation.  Third, while local affinities exist, the shared iconography of cloth 

between Crete and the Cyclades emphasizes cloth as a commodity. 

This focused approach, textile-centric outlook, and collection of data 

strive to contribute to the interpretation of Aegean textiles and fresco painting as a 

whole.  Perhaps the recognition of the supreme value of cloth will arouse future 

identifications of textile accoutrements and motifs that previously have gone 

unrecognized in paint and in other media.
238

  The depiction of weights attached to 

warp threads on Cretan seal-stones identified by Burke,
239

 the tentative 

identification of the silk moth in Aegean seal-stones and on the bows of the ships 

in the miniature murals from the West House by Panagiotakopulu,
 240

 and the in-

depth study and reconstruction of women’s dress offered by Jones are good 

examples of recent efforts to break through the confines of traditional ideas about 

Aegean dress, textile production, and art.
 241

 The potential for new identifications 

and subsequent scholarship is extensive; several topics offer opportunities for 

further analysis. 

The economic implications of the Neopalatial emphasis on textiles and 

how the designs traveled can benefit from future study.  The level of palatial and 

household industry can further be speculated upon.
242

  How the situation in Crete 

                                                 
238

 Such as winders, epinetroa, needles, and distaffs, which have not 

formally been identified in pictorial media or have falsely been identified as cultic 

implements.  
239

 Burke (1997) also identified a sword beater (device used to beat up 

woven pattern) on the back of these seals.  
240

 Panagiotakopulu 1997; Additionally, one might find that the moth 

would be an apotropaic device appropriate for a ship traveling with cloth as cargo.  

The “moth is the corrupter of earthly treasure,” (Barber 1994, 255) which stresses 

the value of textiles to early societies and the fear of the moth.  
241

 Jones 1998, 2000, 2001, 2003, 2005. 
242

 The paintings, for instance, seem to reveal several unique pieces of 

clothing that were probably produced at a smaller scale in a family level industry, 
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and Thera during the Neopalatial period compares and relates to later periods and 

other cultures will no doubt continue to be of great value.
243

  Additional studies of 

the warp-weighted loom are needed, especially for the Neopalatial period.
244

  

There is room for further discussion of the production of the textiles and garments 

depicted in the wall paintings, such as the use of linen versus wool,
245

 fringe 

versus pleat, artistic conventions, and weaving versus embroidery.
246

  Finally, 

although the large-scale murals discussed in this study most often portray women, 

men should not be excluded from this theme.
247

  

Contrary to previous investigations that have focused strictly on Aegean 

costume or textile industry, the aim of this thesis has been to emphasize the ritual 

and artistic use of cloth within a finite period.  It has been argued that the 

analogous representations from Crete and the Cycladic Islands reveal that textile 

production was a major art, likely of great economic as well as ritual concern.  

Evidence that common social practices and religious rituals surrounding cloth 

existed between Crete and the Cyclades is furnished by comparable textile 

patterns, congruent styles of costume, and analogous ritual use represented in the 

large-scale fresco paintings.  The conclusion is reached that while local affinities 

exist, there is specific commonality in the iconography of cloth between Crete and 

the Cyclades.  

                                                                                                                                     

whereas some of the of the other more common articles of clothing, sails, or 

bedclothes may have been more widely produced under broader control. 
243

 Linear B reveals a large textile industry under palace control.  
244

 For instance, what are the benefits of the flat ovoid loom weights 

typical of this period on Crete and Thera? Perhaps their shape allows for a snug fit 

and therefore more warp threads, which would be needed for finer, patterned 

fabric, such as is depicted in the wall paintings.   
245

 Some scholars reference the problem of needing an abundance of water 

for retting flax, however Barber mentions the practice of retting flax in the dew on 

rooftops (Barber 1991, 13). 
246

 See Wace 1948. 
247

 Males, such as the Fishermen and Boxing Boys from Akrotiri (figs. 31, 

33), and the stucco reliefs from Knossos did not feature largely in this thesis 

because the elements of their costume are fewer than that of the females and are 

therefore less preserved.  Of course, the discussion of nudity as costume in the 

Aegean is an important aspect to consider. See Bonfante 1989. 
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Fig. 1.  Map of Aegean showing the principal sites discussed in the text 
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Fig. 2.  Knossos, Crete: Ladies in Blue, reconstruction by Gilliéron of the fresco fragments from the  

deposit outside the north wall of the Royal Magazines. Herakleion Museum (di Neuhoff 1970, pl. 19) 
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  Fig. 3.  Knossos, Crete: Lady in Red, fresco fragment, exact provenance unknown. Herakleion  

Museum (adapted from Gilliéron’s reconstruction and a photo of the extant fresco fragment  

published in Cameron 1971, 37 and 42) 
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Fig. 4.  Knossos, Crete: Textile fragments with pictorial motifs, drawing of fresco 

 fragments from the northwest fresco heap. Herakleion Museum (adapted from 

 Barber 1991, 321 fig. 15.7) 
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Fig. 5.  Knossos, Crete: Textile fragments, drawing of fresco fragments. Herakleion Museum 

a.   Female shoulder in patterned garment with bejeweled hair from northwest region of the Palace (?)  

(adapted from Evans PM II.2, 681 fig. 431) 

b. Two female shoulders touching in patterned garments from north fresco heap (?) (Evans PM III, 38 fig. 21) 

c. Piece of belt (?) in relief from north fresco heap (?) (Evans PM III, 45 fig. 27) 

d. Scale pattern from level below the Corridor of Processions (after Sapouna-Sakellarake 1971, 169 fig. 71a) 

e. Grid pattern with line fillers from level below the Corridor of Processions (after Evans PM II.2, 680 fig. 430d) 

f. Chevron and spiral pattern on embossed band from the north fresco heap (?) (Shaw 1998, pl. 38B) 
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Fig. 6.  Agia Triada, Crete: Reconstruction of the Nature Fresco by P. Militello (Stürmer 2001, 76 pl. XVI) 
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Fig. 7. Agia Triada, Crete: Kneeling Female, Nature Fresco, painting by 

Gilléron of fresco fragments from room 14, in the east wing of the villa. 

Herakleion Museum (Warren 2000, 368 fig. 6) 
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Fig. 8.  Agia Triada, Crete: Dancing (?) Female, Nature Fresco, painting 

by Gilléron of fresco fragments from room 14, in the east wing of the 

villa. Herakleion Museum (Halbherr 1903, pl. 10) 
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Female A       Female B 

 

Fig. 9.  Pseira, Crete: Reconstruction of two female figures, option 4, proposed by Maria Shaw, drawing 

of painted plaster relief fragments from building AC. Herakleion Museum (adapted from Shaw 1998,  

pl. 44 and pl. 45) 
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Fig. 10.  a.  Nirou Chani: Sacral Knot, reconstruction of fresco fragment from Room 17 of the villa.  

             Herakleion Museum (Kontorli-Papadopoulou 1996, 217 pl. 56) 

        b.  Katsamba: Miniature style pictorial motifs on belt (?), drawing of fresco fragment from  

             Minoan house.  Herakleion Museum (Shaw 1978, 29, ill. I) 
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Fig. 11. Chania, Crete: Hip (?) fragment of female in blue dress with tri-curved net pattern.  

             Chania Museum (?) (Kaiser 1976, 305 fig. 471 pl. 25) 
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Fig. 12.  Typical Cretan textile patterns 

a.  Tri-curved arch network, doted arch fillers, nautilus spiral border 

b.  Diaper pattern with dots at interstices and line fillers, zigzag / saw-tooth border 

c.  Dotted scale network, striped lozenge fillers (variation on interlocking circle) 

d.  Interlocking quatrefoil, nautilus spiral border  

e.  Rosette network, rosette border (left), yo-yo pattern border (right)  

f.  Tri-curved ribbon network, rosettes at interstices, alternating interlocking 

Spirals and chevron fillers, ivy border 

g. Chevron pattern filled with lozenge and interlocking dotted spiral patterns, 

nautilus spiral border 
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    Fig. 13.  Typical Theran textile patterns 
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Fig. 14.  Knossos, Crete: Two statuettes of the Snake Goddess, reconstructed faience figurines  

from the Temple Repository. Herakleion Museum (di Neuhoff 1970, pl. 24) 
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Fig. 15.  Knossos, Crete: Dresses and Belts, faience inlays from the Temple Repository.  

Herakleion Museum (Barber 1991, 320 fig. 15.6) 
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Fig. 16.  Knossos, Crete: Textile patterns, faience inlays from the West Magazines. Herakleion  

Museum (adapted from Foster 1979, 95 pl. 22 and 97 pl. 24) 
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Fig. 17.  Knossos, Crete: Seals depicting  (left) a female carrying a skirt (?) and  (right) hung Sacred Knots (?). 

Herakleion Museum (left, N. Marinatos 1993, 144 fig. 115; right, N. Marinatos 1986, 56 fig. 47) 
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Fig. 18.  Phylakopi, Melos: Reconstruction of two females proposed by L. Morgan, drawing of the fresco 

fragments from the Pillar Crypt. Athens, National Museum (after Morgan 1990, 259 fig. 8) 
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Fig. 19.  Akrotiri, Thera: Reconstruction of Room 1, House of the Ladies  

(after N. Marinatos 1984a, 172 fig. 6) 
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Fig. 20.  Akrotiri, Thera: Skirt Carrying Scene, drawing of fresco 

fragments from the north wall, Room 1, House of the Ladies. Athens, 

National Museum (author) 
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Fig. 21.  Akrotiri, Thera: Reconstruction of frescoes, towards north, Room 3a, 

ground floor and first (upper) floor of Xeste 3  (after N. Marinatos 1984b, figs. 40 

and 43) 
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Fig. 22.  Akrotiri, Thera: Presentation Scene, reconstruction of figures from the north wall, Room 3a  

(upper floor), Xeste 3. Athens, National Museum (adapted from drawing by Porter 2000, 620 fig. 10) 
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Fig. 23.  Akrotiri, Thera: Saffron Gatherers, drawing of wall painting from the east wall, Room 3a (upper floor),  

Xeste 3. Athens, National Museum (after drawing by G. Bianco published in Shaw 1993, 674, fig. 12) 
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Necklace Swinger        Wounded Woman            “Veiled” Girl 

 

Fig. 24.  Akrotiri, Thera: Adyton Scene, reconstruction of figures from the north wall, Room 3a (ground floor) above the 

adyton, Xeste 3. Athens, National Museum (author) 
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Fig. 25. Akrotiri, Thera: Adyton Scene, reconstruction of figures from the north wall, Room 3a (ground floor) above the adyton, Xeste 

3. Athens, National Museum  (adapted from Polyvou 2000, 420 fig. 6a. and Rehak 1999, 19 fig. 4) 
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Fig. 26.  Akrotiri, Thera: Reconstruction of Room 3 (towards west, Room 3b), Xeste 3 (adapted from Preziosi 1999, 126 fig. 80) 
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        a.         b. 

 

Fig. 27.  Akrotiri, Thera: Female Procession (?), drawing of fresco fragments from Room 3b (upper floor),  

Xeste 3. Athens, National Museum (left, adapted from drawing by Rehak 1999, 22 fig. 8; right, author)  
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Fig. 28.  Akrotiri, Thera: Male Figures, drawing of wall paintings from Room 3b (ground floor),  

Xeste 3. Athens, National Museum. (after drawing by Rehak 1999, 20 fig. 5) 
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Fig. 29.  Akrotiri, Thera: Textile Wall Hanging (?), stucco frieze from Room 9 (second floor, not shown  

on plan). Xeste 3. Athens, National Museum  (after Doumas 1992, 174-75 pls. 136-37)
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Fig. 30.  Akrotiri, Thera: Kilted Male in Procession, drawing  

of fresco fragment from the staircase, Xeste 4. Athens, National  

Museum. (after drawing by Rehak 1996, 47 fig. 10) 
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Fig. 31.  Akrotiri, Thera: Reconstruction of Room 5, West House (Preziosi 1999, 124 fig. 78) 
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Fig. 32.  Akrotiri, Thera: Priestess (?), wall painting from Room 5, south-east 

portal, east doorjamb, West House. Athens, National Museum (after S. Marinatos 

1968 - 76, vol. VI col. pl. 5) 
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Fig. 33.  Akrotiri, Thera: Boxers and Antelopes, wall paintings from Room 1, building 

Beta as reconstructed in the National Museum, Athens. (after Immerwahr 1990, col. pl. VIII)  
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