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ABSTRACT 

 

The Procession Fresco from Knossos is a large-scale mural found partially 

adhering to the walls of the ceremonial entrance to the largest palace in Minoan Crete. 

Although it was first published over a century ago, scholars rarely engage in critical 

discussion regarding its imagery, function, and meaning. The fragmentary state, extensive 

damage by fire, and insufficient publication likely account for the lack of academic 

attention the painting receives. This study seeks to engage the field in a critical discourse 

surrounding this painting by contextualizing it using both iconographic and 

phenomenological methodologies with the aid of digital tools. The first part of this 

approach reconsiders the imagery of the Procession Fresco in the context of the 

processional theme in Crete and the wider Aegean as well as the implications of the 

production date, here suggested as LM II. The second part of the approach explores how 

the broader architectural setting of the West Entrance System influences the way ancient 

processional participants interacted with and understood the mural, further investigating 

Mark Cameron’s theory that the painted figures acted as signposts to ancient processions. 

Using a new reconstruction of the mural placed within a digital model, this project 

includes a video walk-through of the ancient processional area included here as attached 

media. The study results in the finding that the mural moves beyond a synchronistic 

relationship with the architecture and the ancient processional participants, and instead it 

both includes and excludes the viewer using its imagery and scale. Alternatively, this 

mural may depict multiple processions that once took place at the palace. The mode of 
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representation of the mural likely draws upon concepts of collective memory and myth in 

an attempt by the LM II administration to express authority over the island.   
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CHAPTER 1 

INTRODUCTION 

 

The latest large-scale painted mural from Minoan Crete, known simply as the 

Procession Fresco from Knossos, features over 30 figures walking in procession. Despite 

its high profile, it has garnered rather little critical involvement in scholarly discussions. 

The fragmentary nature and unclear iconography of this mural likely contribute to the 

general lack of engagement, but its placement within the ceremonial entrance of Crete’s 

largest palace warrants its reconsideration. Traditional and innovative methodologies 

shed light on the meaning of the painting by positioning it within its original ceremonial 

context. This study reconsiders the Procession Fresco by contextualizing it within its 

architectural and iconographic settings with the aid of digital tools. 

The Procession Fresco from Knossos was created by the Minoans, a Bronze Age 

civilization (ca. 3000–1125 BCE) on the island of Crete located in the southern Aegean 

Sea. The Minoans participated in international trade networks incorporating mainland 

Greece, the Cycladic Islands, the Levant, and Egypt and produced a variety of elite 

objects including carved stone vessels, frescoed murals, gold and semiprecious jewelry, 

and textiles used locally and traded abroad. British archaeologist, Sir Arthur Evans, 

discovered the Procession Fresco in 1900 during his first excavations at the Minoan site 

of Knossos. Upon its discover, the mural partially adhered to the ruined walls of a 

hallway located in the ceremonial entrance of the a large administrative, economic, and 

religious building known as a palace. Evans named this hallway the Procession Corridor 

after the imagery found painted on its walls. Dressed stone slabs in the pavement of the 
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hallway and the larger entrance system connect with a network of raised walkways in the 

public West Court of the palace. These paths probably preserve the routes of ancient 

processions that once took place at the palace at Knossos. Thus, Minoan processional 

participants performing in the West Court encountered the Procession Fresco upon 

continuing the ceremony into the building.  

 The Procession Fresco survived thousands of years due to its creation primarily 

using the fresco technique in which artists applied pigments to a wet, plastered wall. 

Upon the drying of the plaster, the pigments chemically became part of the wall, and so 

they survive in pieces. The Procession Fresco survives in five five fragment groups of 

various sizes, ranging from pieces 0.23 to 1.56 m in height and 0.27 to 3.90 m long. Most 

fragments only preserve the bottom portion of the mural including a banded dado and the 

feet and bottoms of garments of large-scale human figures, but one fragment group 

(Fragment Group [FG] 3) preserves two figures up to their mid-chests. The two fragment 

groups on display in the Herakleion Archaeological Museum in Crete exhibit several 

types of destruction of the painted surface including abrasion in which the top layers 

containing the pigment are worn off and heat damage from the final destructive fires of 

the palace which caused the ocher pigments to turn red (Fig. 1). The fragmentary nature 

of the mural likely contributes to its lack of scholarly attention. 

 Although it formed an integral part of the main entrance to the largest palace in 

Crete, the Procession Fresco generally lacks critical involvement in academic 

discussions. The majority of the mural is in storage in the Herakleion Archaeological 

Museum, and most of it is very fragmentary. Yet, the positioning of the mural in the 

entrance the the palace at Knossos suggests that it held great meaning to the civilization, 
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Figure 1. Detail of the feet of a figure in Fragment Group 2 showing abrasion and heat 

damage. Not to scale. Photo author. 

 

specifically those people who controlled or occupied the palace and it communicated 

significant messages to the ancient viewer. The fairly controversial date of the mural also 

impacts the meaning and implications of the painting. Thus, the Procession Fresco from 

Knossos will be reconsidered here with its architectural and iconographic contexts in 

mind. 

 

Review of Scholarship 

 

 Few scholars have sought to reevaluate the reconstruction and meaning of the 

Procession Fresco from Knossos after its initial publication one century ago. In addition 

to this lack of attention, our current interpretations of the Procession Fresco concentrate 

on religion and relationships with cultures of the wider Mediterranean region. While 

Copyright Restrictions 

Due to copyright restrictions, 

this image cannot be 

reproduced here 



4 
 

these layers of meaning reveal significant implications of the painting, the hyperfocus on 

these topics neglects other valid approaches. As a result, the Procession Fresco has not 

been thoroughly considered in relation to its architectural context, the meanings conveyed 

in its details, and its impact on the human experience. 

 The original publications of the Procession Fresco from Knossos establish and 

emphasize the religious connotations and ceremonial importance of the work. Sir Arthur 

Evans discovered the Procession Fresco in 1900 during the first season of excavations at 

the island’s largest palace of Knossos. The painting, though highly damaged, 

immediately garnered his attention due to the rich imagery that remained. Evans’s initial 

publication of the painting concentrates on the reflections of royalty he envisioned within 

the work, describing it as portraying a multitude of “princely, priestly, or official 

personages” and “a Queen surely” (1899–1900, 13). The fixation on the fresco and its 

connection to rulership likely owes to Evans’s assumption that the archaeological site he 

acquired represented a Cretan version of the famed Mycenaean palaces of the legendary 

Homeric kings recently explored on the mainland (Galanakis 2014).  

By the publication of the painting within his all-encompassing The Palace of 

Minos volumes, Evans pivots and recognizes the religious significance of the work, with 

special attention paid to the former Queen, now interpreted as the Goddess (1921–1935, 

II). This publication provides the first reconstruction of the painting brimming with 

religious symbols executed by artist Émile Gilliéron fils. The reconstruction includes 

three major fragment sections of the painting, but other small fragments are mentioned in 

passing in the text. Along with his reconstruction, Evans delves into various facets of the 
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iconography, identifies patterns with religious symbolism, and connects several elements 

to Egyptian motifs. 

While the initial report of the painting reflects Evans’s early inspiration of 

mythology and Homer, the official publication steeps the fresco in religious symbolism 

and positions it in his narrative of the Minoan Goddess, a theme traced throughout all 

four volumes of The Palace of Minos. By the publication of the latter, Evans realizes that 

the palace he acquired on Crete served a civilization separate from the Mycenaeans, and 

he works to prove the historical worth of the Minoan civilization in its own right. 

Although he uses Egyptian parallels to contextualize various details and symbols, his 

analysis of the Procession Fresco focuses inward and bends to understand the nuances of 

Minoan religion rather than how the painting functioned in the palace. Evans’s 

reconstruction reigns supreme in the field, and it inspires all reconstructions created in 

subsequent studies. Most of its hold owes to the fragmentary survival of the mural, and 

while much of his reconstruction is conjectural there generally lacks evidence to make 

substantial changes to gesture and costume.  

Indeed, the next scholar to suggest a reconstruction of the mural, Mark Cameron, 

replicates many of the unsure decisions made by Evans (1976, I, fig. 38). While Cameron 

modifies the smaller components such as hairstyle in his reenvisioning of the painting, his 

major contributions exist in his methodology and theories. He examines the iconography 

and through a comprehensive evaluation of its relationship with the other wall paintings 

from Knossos. Like Evans, Cameron prefers to investigate religious aspects of the mural, 

but his study centers on Knossian ceremonies, practices, and spiritual expressions. 

Through this approach, he fine-tunes the interpretation of the figures and the exact 
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goings-on in the scene. He suggests the Goddess figure could either represent a goddess 

or a chief priestess impersonating a goddess, and he proposes that a group of figures that 

face her and appear to oppose the general direction of the group in fact walk backward in 

order to face her out of respect. Furthermore, he places the Procession Fresco within his 

“Palatial Festival Cycle” that links the various ceremonies seen in the Knossian painted 

plasters together into a single liturgical narrative (1987). 

Although Cameron’s primary interest in the painting mirrors Evans’s, his study 

expands the implications of the mural’s placement within the palace’s walls. He proposes 

that it is a visual record of an event in the very place it transpired. He further studies 

movement, direction, and arrangement of the figures to reconstruct the three-dimensional 

dynamics of the original event. Through this research, Cameron proposes perhaps the 

most pivotal theory in the scholarship of the mural: it represents actual people walking 

within the physical corridor in which it was found (1976, I, 139–140). This theory, 

reiterated in his subsequent works, will be revisited here. 

A series of unpublished dissertations1 and short articles published in the 1980’s 

embody a renewed interest in the Procession Fresco. Suzanne Peterson Murray undertook 

the first major comprehensive study of the processional theme in Aegean wall paintings 

in 1981. This study is the first to consider the Procession Fresco among the other life-size 

processions in the Aegean which abound in the nearby island of Akrotiri and the 

mainland. Through a systematic analysis of iconography, she identifies major sartorial 

 

1 I made every effort to obtain one such unpublished dissertation by Christos 
Boulotis, “Studien zu aigaischen Prozessionen im 2. Jahrtausend v. Chr.,” (1980) but to 
no avail.  
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and compositional trends within Aegean processions. She is also the first to explore the 

idea of internationalism during the Late Bronze Age and its effects on the processional 

theme; she suggests it was transmitted from Egypt to Crete and re-expressed through 

Minoan artistic and ideological treatments (Peterson 1981, 162).  

At around the same time, Christos Boulotis published an article concentrating 

solely on the Procession Fresco and reconsidering its date and imagery. Significantly, the 

article discloses several additional fragments he suggests belong to the mural (1987). 

These previously unpublished fragments indicate that the field had not understood the 

mural in its entirety, and they reveal that both walls of the corridor were painted in the 

processional theme. Additionally, Boulotis includes two partial reconstructions of the 

painting that entail the reevaluation most divergent from Evans’s original vision. The 

major revisions made by Boulotis evince entirely different images present within the 

mural including a piece of cloth held by a participant and an additional costume type (see 

this vol., Chs. 4, 9). Boulotis interprets these modifications as evidence that this mural 

was a Knossian response to the contemporary Egyptian tribute theme, drawing upon 

similar connections made by Evans (see this vol., Ch. 3). Each of these changes 

contribute to the ceremonial reading of the mural upon which others develop. 

Recently, the study of Aegean textiles reignited interest in the Procession Fresco 

which bears intricately painted patterns on cloth. Scholars wishing to document and 

explore the details of Minoan textile decoration find these patterned costumes useful case 

studies for the production of textiles, execution of the painted representations, and the 

meaning of costumes (Barber 1991, Peterson Murray 2016, Shaw 2016). A study by Tina 

Boloti substantially revises the costuming of Evans’s Goddess figure by examining the 
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embroidered details (2019; see also this vol., Ch. 6). With the exception of Boloti’s study, 

these explorations use the mural as a tool to understand other concepts rather than to 

search for meaning within the mural. 

The most recent study, published by Ute Günkel-Maschek in October 2020, 

utilizes similar methodologies to the current study to examine the Procession Fresco as a 

case study for how Knossos used frescoes to convey meaning and function. Like 

Cameron, Günkel-Maschek reconstructs a procession she suggests is truthfully 

represented in the Procession Fresco. In addition, a detailed analysis of costuming 

examines the social hierarchies represented in the mural and relates it to the function of 

the palace administration. Günkel-Maschek employs a digital reconstruction to examine 

how the Minoan participants in the actual procession reflected on the mural in regards to 

their own social standing and performative roles, noting that they looked to the painted 

procession to inform their own.  

The scholarship regarding the Procession Fresco reflects the trends in Aegean 

studies at the time. Early evaluations concentrate on religious significance of the mural, 

the studies in the 1980’s connect the processional theme to Egypt, and Aegean textile 

studies utilize the mural as comparanda for understanding ancient cloth. These 

investigations thoroughly contextualize the relationship of the mural with Minoan 

religion and processional themes of the broader Aegean. Now, scholars, including the 

current author, use digital technology to reimagine the paintings and examine its effects 

on the ancient viewer. The aforementioned scholars have made minor but meaningfully 

significant modifications to the reconstruction of the painting which ultimately further 

our knowledge of the event depicted.  
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Several gaps exist within scholarship regarding the fresco. First, a full 

iconographic study of garments, patterns, and composition has yet to be undertaken. 

While short articles and chapters center on specific aspects, there lacks a publication that 

not only identifies comparanda from the broader Aegean but also evaluates the 

iconographic implications as a whole. Secondly, the experiential aspect of the imagery 

and the architectural context contains many modes of interpretation. As a wall painting, 

the mural inherently connects to and is influenced by the architecture and workings of 

Knossos. The mural not only adorns the walls of a ceremonial entranceway, but raised 

walkways used for processions in the West Court at Knossos continue into the space 

directly linking ancient processions to this painting. The exact phenomenological 

interpretation is subjective, and so multiple perspectives of the same painting enrich our 

understanding. This study seeks to explore the impact of the Procession Fresco within its 

original context on the ancient visitor. 

 

Methodology and Limits of Study 

 

 This investigation utilizes several intertwining methods to reconstruct the 

Procession Fresco and understand it within its various prehistoric contexts. Examining 

the mural using iconographic and phenomenological lenses will address the gaps outlined 

above. Though dissimilar in execution and result, these two approaches innately relate 

because they explore how the viewer internalizes visual information. The former 

constitutes a method commonly used to analyze the art and culture of the prehistoric 

Aegean (for example, see Darcque and Poursat, eds., 1985), yet the latter has been only 
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recently applied to the subject (for example, see Panagiotopoulos and Günkel-Maschek, 

eds., 2012). This study seeks to unite iconography and phenomenology of the Procession 

Fresco to further comprehend the mural in its original context and to engage the field in 

critical discussion.  

An iconographic approach is rather standard in prehistoric Aegean studies, 

especially because translatable written records that could elucidate many facets of the 

civilization lacked before Late Minoan (LM) II (ca. 1450 –1425). Prehistoric 

archaeologists depend on the investigation of material culture to learn about these ancient 

people and their societies. This method broaches the imparting of meaning and messages 

through imagery (Panofsky 1939). While each culture develops a unique visual language, 

they often overlap those of other cultures with whom they come in close contact. The 

iconographic approach to Aegean prehistory therefore relies on identifying comparanda 

with known meanings to disentangle ancient Minoan images. For these reasons, studies 

seek parallels in contemporary civilizations with written records― particularly those in 

ancient Egypt, Mesopotamia, and the Levant― as well as later historic Greece. This 

strategy becomes quasi-anthropological, implying universal meaning and drawing 

conclusions from societies that were actually quite distinct from the Minoan civilization, 

but it nevertheless enables reasonable analysis grounded in evidence.  

Furthermore, as Lyvia Morgan notes, iconographic analyses of the same material 

often produce “divergences” between scholars’ interpretations, which she attributes to the 

act of translation from visual to verbal language and from Minoan culture to modern 

culture (1985, 6). In other words, all iconographic studies are works of translations on 

multiple levels, and therefore the internal biases of the interpreter mold their conclusions 
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resulting in numerous readings of the same imagery. The immense separation in time, 

technology, and culture between third-millennium CE scholars and fourth- to second-

millennium BCE Aegean prehistoric society only encourages the interpreter’s reliance on 

their own judgment and thus exacerbates the possibility for divergence from original 

context and meaning. This study is no exception to the challenges and limitations of the 

iconographic approach discussed above, and so instead, by acknowledging these 

limitations, the study seeks to propose possible theories to ignite meaningful discussion.  

This paper utilizes the iconography to both understand the mural and to 

reconstruct lost imagery for a digital model. Using only chronologically contemporary 

parallels is imperative, but the unclear date of the painting complicates this framework. 

The Procession Fresco bears iconographic and stylistic similarities with other art 

spanning several centuries; the washy application of paint and highly organized figures 

lends itself to a later date, while the ornate patterned textiles align with an earlier date. 

The mixed style and imagery of the painting suggests it was created in a transitional 

period, probably LM II (see this vol., Ch. 3 for a full discussion of chronology). The 

archaeological record lacks procession scenes dating to this time, thus complicating the 

search for analogous imagery from which to deduce this mural.2 This dissertation uses 

the traditional low chronology for the absolute dating of the Aegean Bronze Age (Table 

1).  

 

2 A small, fragmentary wall painting from Hagia Triada featuring female figures 
in procession and dates to LM II–LM IIIA, but it is too poorly preserved and devoid of 
imagery to serve as a satisfactory parallel (Militello 1998, pl. M). 
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Table 1  

 
Chronology of the Aegean Bronze Age. 

Bronze 
Age 

Traditional 
Chronology 

(BCE) 
Crete  Mycenaean 

Mainland 
Cycladic 
Islands  

EB I Before 3000 
to about 

2000 

EM I EH I EC I 

Prepalatial EB II EM IIA EH II EC II EM IIB 
EB III EM III EH III EC III 

MB I 

2000–1625 

MM IA MH I MC I 
MM IB 

MH II MC II Protopalatial MB II MM IIA 
MM IIB 

MB III MM IIIA MH III MC III 
Neopalatial MM IIIB 

LB I 1625–1525 LM IA LH I LC I 
1525–1540 LM IB LH IIA LC II LB II 1450–1425 LM II LH IIB Final 

Palatial  

LB III 
1425–1300 LM IIIA LH IIIA 

LC III Postpalatial 1300–1200 LM IIIB LH IIIB 
1200–1125 LM IIIC LH IIIC 

Note. EB = Early Bronze, EM = Early Minoan, EH = Early Helladic, EC = Early 
Cycladic, MB = Middle Bronze, MM = Middle Minoan, MH = Middle Helladic, MC = 
Middle Cycladic, LB = Late Bronze, LM = Late Minoan, LH = Late Helladic, LC = Late 
Cycladic. 
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Consequently, a variety of parallels will be consulted in the reconstruction of this 

mural, including those from slightly earlier and later periods including LM I and LM III. 

Considering the international spirit of the Late Bronze Age, the study also looks to the 

mainland and Cycladic islands for parallels. Primacy will be given to those parallels 

which are painted in plaster, yet processional imagery appears in a variety of media 

including relief vessels and seals, sealings, and signet rings which form integral parts of 

the Bronze Age Aegean artistic dialogue. Fritz Blakolmer has convincingly argued for a 

close connection between seal and wall painting imagery in that sphragistic imagery 

consists of smaller vignettes of larger, mostly now-lost, fresco imagery (Blakolmer 

2010b). Though it may be a simplification of the relationship between the arts, the theory 

results from the close iconographic and compositional connections between various 

Aegean media. 

The examination of the mural’s relationship with the architecture of Knossos 

exercises phenomenology, a term explored and described by philosopher Maurice 

Merleau-Ponty that centers on primacy of perception (Merleau-Ponty 1964). As humans, 

constant internalization and interpretation of the world around us defines our 

consciousness (Merleau-Ponty 2012, 25). In an art historical methodology, the theory 

investigates the sensory experience propounded by an artwork. To Merleau-Ponty, the 

viewer, upon examining a painting or another piece of art, does not define it empirically 

(i.e., internalize it as merely a “painting”) but rather, perceives it in a complex way (i.e. 

recognizes all aspects of it: the broad composition, brush strokes, textures, nuances, and 

the imagery). This sensory experience not only catalyzes meaning but also assigns 

agency to art in the viewer’s lived experience. Internalization of these sensory elements 



14 
 

constructs how the viewer interprets the artwork and interacts with it, and thus shapes the 

viewer’s experience. 

Of course, the observer is not a passive participant in the sensorial experience. 

Instead, they bring with them a cultural context that mediates the conceptualization of an 

artwork (Craven 2017, 92). The interaction between the viewer and the viewed engenders 

meaning, and that interaction is carefully constructed through infinite relationships of 

factors not immediately related to the artwork such as culture, memory, and society on 

both conscious and subconscious levels (Merleau-Ponty 2012, 14). This study will 

examine the Procession Fresco from the standpoint that object and viewer unite to create 

meaning and experience guided by multiplex factors.3 

The fragmentary nature of ancient architecture and artifacts introduces major 

limitations to the application of phenomenology to archaeology. First and foremost, the 

issue of preservation prohibits the ability to perceive the world as the ancient viewer once 

did. Reconstructions of architecture and artifact must be made in order to attempt a 

phenomenological study, and the reproduced structure is never truly representative of the 

original. Secondly, and from this first limitation, virtual technology both enables and 

impedes the actuality of the experience. For example, the recreation of the architectural 

context of the Procession Fresco necessitates the use of a computer program which, 

though there have been leaps in technology in the past few decades, will never adequately 

 

3 Yannis Hamilakis prefers to use the term “flow” to show the boundless 
experience between humans, things, landscapes, and senses (see esp. Hamilakis 2013, 
117). 
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and accurately simulate the ancient rubble-and-mud structure on the kephala at Knossos. 

This virtual experience cannot provide all sensory experiences that the ancient 

atmosphere contained, and seeing, a privileged sense in the archaeological world, remains 

the primary sense explored here. Digital software cannot convey scent and touch, much 

less the other infinite modes of sensing such as memory (Hamilakis 2013, 113–116). 

Once again, this deficiency further diverts our experience from the ancient one (Frieman 

and Gillings 2007; Hamilakis 2013, 105). Finally, the same limitations of iconography, 

Morgan’s “translation,” apply here as well. Time, space, and personal experiences mold 

how people relate to their surroundings (Hamilakis 2013, 118), and so my 

phenomenological study of the digitized space will not be the same as the ancient 

viewer’s. 

Although there are insurmountable limitations to applying iconographic and 

phenomenological theory to this fragmentary ancient space and artwork, this study 

proceeds with the goal of providing one previously unexplored way of interpreting the 

mural. The architecture of Knossos and the painted mural had a multiplicity of contexts 

even in the ancient world depending on the age, gender, social status, and homeland of 

the viewer (e.g., a Knossian townsperson would experience it differently from a foreign 

visitor such as an Egyptian ambassador). This study, though making every attempt to be 

“objective,” is molded by the author’s perspective which is very far removed from the 

ancient viewer’s. So, while the experience written here may even be different than the 

current reader’s, it proceeds with the possibility of touching on aspects, senses, and 

perceptions shared with an ancient viewer. 
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Overview of Chapters 

 

 This dissertation reconsiders the Procession Fresco within a variety of contexts 

including its broader architectural and ceremonial settings and specific details of the 

mural. It includes a new reconstruction for the mural placed within a virtual 3-

dimensional model of the West Entrance System, inside which it occupied. Chapter 2 

investigates the immediate architectural setting of the painting, the West Entrance 

System, as it was found and as Evans reconstructed it. Each specific element of Evans’s 

vision of the entrance is deconstructed here in an attempt to separate truth from fiction. 

The third chapter introduces the Procession Fresco and investigates its previous 

reconstructions and interpretations. This section explores the controversial date of the 

mural using architectural, stratigraphic, stylistic, technical, and iconographic 

considerations.  

Chapter 4 encompasses the iconographic approach of the study by focusing 

further on the extant imagery of the painting. It seeks to contextualize the Procession 

Fresco within iconography of Crete and the broader Aegean. This chapter breaks down 

the mural into smaller elements including types of garments, textile patterns and 

embellishments, processional equipment, background elements, and overall composition, 

and it researches parallels in other material culture in Minoan Crete, the Mycenaean 

mainland, the Cycladic Islands, and occasionally, Egypt. By finding these parallels or 

lack of parallels, issues of meaning are explored. The fifth chapter reconstructs how 

processions moved through the space surrounding Knossos and connected to the general 

architectural and ceremonial contexts of the mural. The chapter compares and contrasts 
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the Knossian evidence to that of the large palaces of Malia and Phaistos in order to 

understand what factors made the ceremonies at Knossos unique. 

Chapter 6 details the reconstruction process of the digital model and the 

Procession Fresco. This section is necessary so that the reader may understand the 

decision making process behind the reconstruction. Chapter 7 centers on the 

phenomenological method of the project using the digital component. The digital model 

simulates the ancient viewer’s experience of the mural and the architectural space. A 

walkthrough video created from the model is attached to this document for the reader to 

experience, but the chapter also analyzes and describes the walkthrough for those readers 

that cannot view the media. A discussion of the implications of the change in atmosphere 

from the West Court of the palace into the Procession Corridor and viewing the 

Procession Fresco in its original context ends the chapter. 

These various ways of comparing the Procession Fresco to its architectural, 

visual, and experiential contexts shed new light on the painting. While we may never 

fully grasp the exact meaning of this ancient painting, these approaches combine to 

suggest a new way of interpreting the painting. This study shows that the Procession 

Fresco impressed and overwhelmed the viewer on a variety of levels. Through 

iconographic details, the mural proclaims its worldly prestige and placement within the 

broader Aegean network of elite civilizations. Through its scale and placement on the 

walls, it looms over the viewer and creates an impressive, grandiose experience for 

visitors. Finally, this evidence also suggests that one possible interpretation of the 

painting is that the mural not only proclaims the prestige of Knossos and Crete in general, 



18 
 

but it also functions as a visual record of a quasi-mythical event, encompassing one or 

more processions that took place at the palace. 
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CHAPTER 2 

HISTORY OF THE WEST ENTRANCE SYSTEM 

 

The Procession Fresco from Knossos was found on the walls of a hallway in the 

West Entrance System of the palace. The West Entrance System is considered the 

ceremonial entrance to the palace at Knossos due to its position, large size, and painted 

adornment. Though Evans considered the entrance to be the “truly grandiose” primary 

state entrance to the palace, he curiously chose not to reconstruct this entrance at the 

archaeological site (Evans 1921–1935, II, 674, 685). An understanding of the West 

Entrance system contextualizes the phenomenological reading of the Procession Fresco, 

and so the history, architecture, and previous reconstructions of this space will be 

discussed here. 

Two primary elements, the West Porch and the Procession Corridor, comprise the 

entrance and guide the visitor into the grand building. The West Entrance System is 

situated at the southwest area of the palace, and it adjoins a ceremonial arena called the 

West Court that acts as an interface between the palace and town (see this vol., Ch. 5). 

The West Porch is designed as a roofed, semi-open air space that opens onto the West 

Court, and the Procession Corridor connects the porch to the interior of the palace. The 

entrance likely served the southern and western wings of the palace suggested by the 

overall plan of Knossos (West Entrance System is highlighted in red, Fig. 2; Evans 1921–

1935, II, plan A), and it probably joined to the Central Court, a large interior courtyard 

that also probably hosted ceremonies.  
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Figure 2. Plan of the palace at Knossos, by T. Fyfe, with the West Entrance System 

outlined in red. Modified from Evans 1921–1935, IV, pl. XXVIa. Image courtesy 

Heidelberg Historic Literature Digitized (public domain). 
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The West Porch 

 

Evans began the excavation of the West Porch in April of 1900 with his initial 

excavations of the palace, and he reported it in his first preliminary report of the site (Fig. 

3; Evans 1899–1900). The roofed and paved space is “a State entrance to the palace,” and 

it contains a suite of rooms at the very west and a corridor at the east that lead to the 

interior of the building (Evans 1899–1900, 11–12). Evans conducted several subsequent 

excavations in the area to illuminate the phasing and dating of the entrance system in 

1922, 1923, and 1925 (Evans 1921–1935, II, 660–661, 665–666, 678). The West Porch 

consists of several architectural phases and decorative schemes, but the stratigraphic 

evidence for dating each phase is far from certain. 

 

 

Figure 3. Area of the West Porch, from the north. Photo author. 

 

Copyright Restrictions 

Due to copyright restrictions, this image cannot  

be reproduced here 
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Continual ancient renovations of the palace and modern 20th-century concrete 

reconstruction executed under Evans’s direction obfuscate the dating of architectural 

phasing throughout the palace. The West Porch may have replaced an earlier entrance to 

the palace located in Magazine 2 and evidenced by the trajectory of a raised walkway that 

leads directly into the West Facade (see also this vol., Ch. 5, App. A). Evans speculates 

this early entrance was located within an Middle Minoan (MM) IA facade with curved 

walls, foundation slabs of which he noted in the pavement of the West Court (Evans 

1921–1935, II, 661–664).4 According to Evans, the first iteration of the West Porch, 

similar in design to the last phase of the West Porch, replaced this early entrance in MM 

IB (Evans 1921–1935, II, 667). However, the dates of both the early entrance and the first 

West Porch are uncertain. John Pendlebury and John McEnroe suggest that the initial 

construction of the West Porch dates MM II, though on unclarified grounds (Pendlebury 

1958, 31; McEnroe 2010, 52), and Colin Macdonald implies that the West Porch was 

originally constructed during the Neopalatial period in MM IIIA (Macdonald 2010, 537). 

Because a complete reexamination of stratigraphy, pottery, and architectural phasing lies 

outside the scope of this paper, it operates within the general consensus of these 

specialists that the first iteration of the West Porch was most likely constructed sometime 

in the Protopalatial period (MM IB–MM II) and it was renovated to its current form 

during the Neopalatial period (MM III–LM IA). 

 

4 Several later scholars agree with this date (Sinclair Hood and Joseph Shaw’s 
investigations reported in Catling 1974; MacGillivray 1998, 34). Nicoletta Momigliano, 
alternatively, suggests that the curved line of stones in the West Court are simply paving 
stones, and no such Protopalatial facade existed (1992). 
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The first iteration of the West Porch resembled the design of the latest form, but it 

was slightly smaller in size. Traces of a line of gypsum dado slabs in an earlier stratum 

indicate that the eastern wall was farther west than the later design (Evans 1921–1935, II, 

667–668, fig. 425). Several foundation stones reused in the pavement of the later 

construction including a conglomerate stone door jamb to the east of the entranceway to 

the Reception Area and a semicircular schist column base indicate this structure had a 

roof and subsidiary rooms like the later layout as well (Evans 1921–1935, II, 670–671, 

fig. 426). 

 

Design 

 

The rebuilt MM III–LM IA West Porch was used until the destruction of the final 

palace in LM III (Fig. 4). In this form, the West Porch consists of a rectangular portico 

constructed of clay and rubble walls and measures ca. 11.23 m in width and 6.00 m in 

depth (Evans 1899–1900, 12), and the raised walkway (Raised Walkway [RW] 8) of the 

possible early entrance forms the northern boundary of the space. The area features one 

circular column base (d. 1.30 m) just west of the central axis of the space near the 

walkway. Two doorways made of wood and plaster jambs punctuate the southern wall; 

One approximately at the center of the wall leads to the suite of rooms of the so-called 

Porter’s Lodge and the Reception Area, and the other opens onto a long hallway called 

the Procession Corridor. A doorway also exists in the western wall of the porch, and it, 

too, may have led to a suite of rooms. The lack of significant amounts of rubble and 
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column fragments found in this area led Evans to suggest the column and roof were 

constructed from perishable materials such as wood (Evans 1899–1900, 11). 

 
 

 

Figure 4. Plan of the West Porch in its final form oriented with north to the left. After 

Hood and Taylor 1981, plan. Drawing author. 

 

The floor pavement exposed at the site consists of mostly irregular schist, 

gypsum, and ironstone5 with rectangularly dressed white limestone slabs arranged in four 

single lines. These dressed slabs converge in order to create two different paths off of the 

 

5 Ironstone is a form of limestone known locally as siderópetra, asbestólithos, and 
sometimes titanólithos. It earns its name from its relative hardness to other local 
limestones, and the “somewhat metallic sound produced when it is rubbed,” (Shaw 2009, 
19). 
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raised walkway at the northern border. The westernmost line continues the trajectory of 

RW 6 from the West Court (see this vol., Ch. 5, App. A), and the easternmost line off 

RW 8 leads directly to the threshold of the Procession Corridor. An east–west line of 

dressed slabs bisects the porch and connects the aforementioned two paths, and the fourth 

line leads from the bisecting path to the Reception Area. These paths imitate the 

construction of the raised walkways in the West Court, but these interior walks are flush 

with the rest of the pavement rather than elevated. Despite the lack of elevation, these 

lines remain differentiated from the normal paving stones in their material and shape. 

Traces of red plaster on the irregular paving stones indicate that in its original form, a 

difference in color further contrasts the white walkways from the rest of the pavement 

(Evans 1921–1935, II, 670). That these walkways link with one another and two of the 

walkways in the West Court suggests that they continued the ambulatory paths from the 

court to the interior of the palace. 

The suite consisting of the Reception Area and the Porter’s Lodge equal a space 

of about 4.35 x 2.00 m. The larger chamber, the Reception Area, opens directly onto the 

West Porch as well as to the Procession Corridor and the Porter’s Lodge. Evans envisions 

this room as serving as the place the Priest King that presumably ruled Knossos could 

receive guests. The Porter’s Lodge is only accessible through the Reception Area, and as 

the name suggests, Evans proposes an official gatekeeper posted in this space (Evans 

1921–1935, II, 678). Evans’s idea that the suite served as a reception area is conjectural, 
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and these spaces probably functioned as guardrooms; Subsidiary rooms appear at 

entrances to major palaces and buildings throughout Crete (Hitchcock 2000, 74).6 

Evans indicates a third doorway located in the porch’s western wall. It is unclear 

whether this doorway led to an interior or exterior space. Evans’s plan published in The 

Palace of Minos II (1921–1935, plan A; see also Fig. 4) portrays a series of rooms to the 

west and south of the West Porch. The main evidence for these extra palatial spaces 

seems to be rubble foundations of an east–west wall running alongside RW 8 and joining 

with the porch. According to Evans’s key, the rubble foundations are a combination of 

“rubble walls, actual or certain” and “structural foundations, actual or certain,” which 

does not clarify the matter. At the archaeological site, Evans reconstructed a small, thin 

length of this wall (ca. 1.00 m), which, in a plan resulting from new measurements and 

drawings of the site, Sinclair Hood and William Taylor are not confident enough to 

indicate that this wall has original remains (Hood and Taylor 1981, plan). The length and 

height of this wall are further unclear, thus throwing uncertainty over whether it was a 

short, southern boundary wall of the West Court or the facade of additional rooms off the 

West Porch. 

A group of Neopalatial buildings known as the Southwest Quarter complicates 

Evans’s proposed suite of rooms to the west.. The quarter, consisting of the Southwest 

House, the House West of the Southwest House, and the House Northwest of the South 

House, is adjacent to the southwestern area of the palace and built on a series of terraces 

 

6 Louise Hitchcock suggests that they may also be archive rooms by analogy of 
the arrangement at the Myceanean palace at Pylos (Hitchcock 2000, 74). 
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to account for the slope of the hill upon which the palace is built. Though Evans believes 

the walls of some of these buildings were part of the palace, recent investigations indicate 

the buildings are isolated (Macdonald and Knappett 2007, 18). Deposits of pottery 

indicate the occupation of the quarter began as early as the Protopalatial period, and LM 

II walls indicate their rebuilding at this time (for the only published material from this 

quarter, see Macdonald and Knappett 2007). Although exact designs and chronologies 

are as yet unpublished, this study operates under the assumption that the Southwest 

Quarter was already built by the Protopalatial period and it was continuously inhabited 

through LM II. Consequently, only an abbreviated suite of rooms could have been 

constructed to the west of the West Porch because of the encroachment (for a discussion 

of this issue within the digital model, see this vol., Ch. 6). 

 

Painted Decoration 

 

Like other major entrances at Knossos, the West Porch contained painted plaster 

decoration featuring a bull. Pieces of painted plaster still adhered to the east wall upon its 

discovery by Evans. Though heavily damaged, Evans discerns a painted dado imitating 

slabbing of colorful, veined stones about 40 cm in height and the foreleg of a bull on a 

white ground (Evans 1921–1935, II, 676). Earlier plaster layers with traces of painted 

bulls in “violent action” were exposed higher up on the wall (Evans 1921–1935, II, 676; 

IV, 893–894, fig. 873). The dates of these successive schemes are debated. Evans and 

Cameron date the latest layer to LM II due to comparanda with painted dados found in 

the Throne Room at Knossos and fragments of a similar bull-grappling mural from 
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Tiryns (Evans 1921–1935, II, 676; IV, 893–896; Cameron 1976, I, 330–331; Immerwahr 

1990, Ti no. 1). Sara Immerwahr and Sinclair Hood propose an LM III date presumably 

on the basis of style and perhaps its survival until the final destruction of the palace 

(Immerwahr 1990, 176; Hood 2005, 66). Unfortunately, the fragment of the hoof is now 

lost, and other than Evans and perhaps Cameron, scholars have not been able to study the 

fragments in person (Immerwahr 1990, 176).  

 

The Procession Corridor 

 

 The Procession Corridor was discovered at the same time as the West Porch, and 

it served as an integral part of the Western Entrance System. The hallway begins at the 

large threshold located in the southeastern corner of the West Porch and runs southward 

into the palace. Due to its position at the slope of the hill upon which the palace is built, 

much of the corridor has been destroyed beyond the 17 m southward trajectory.  

 

Design 

 

The Procession Corridor likely shared the same or similar phasing with the West 

Porch. Stratigraphy indicates two phases of the corridor, and the latest form probably 

dates to the same time as the last iteration of the West Porch during the Neopalatial 

period.7 Gypsum dado slabs visible in an earlier stratum and set only 2.38 m apart 

 

7 However, the stratigraphy here is confusing. For a discussion of the lower levels, 
see Evans 1921–1935, II, 683 n. 1. 
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indicate the original corridor was narrower than its final design (Evans 1921–1935, II, 

667–669, fig. 425). The earliest version of the corridor also included irregular gypsum 

pavement about 10 cm below the later floor, and it may have required visitors to take a 

step down into the palace from the porch (Evans 1921–1935, II, 669).  

The later renovation of the corridor, used through the final destruction of the 

palace and visible at the site, boasts of a spacious passageway about 3.30 meters wide 

(Fig. 4). Two threshold stones lead to the corridor and bear grooves and marks indicating 

the repeated opening and closing of double doors. Bluish green schist covered with red 

plaster surrounds a single line of dressed gypsum slabs in the pavement (Evans 1899–

1900, 12; Evans 1921–1935, II, 669 n. 2). While gypsum figures into the Protopalatial 

building scheme at Knossos, several archaeologists who study Knossian architecture note 

that it is a hallmark of the LM II decorative program at the palace and the surrounding 

buildings, so this iteration of the corridor may have been even later than the Neopalatial 

period (Driessen and Langohr 2007, 181; Macdonald 2010, 539). Like the West Porch, 

the flooring results in a clear pathway of bright, dressed stone set within a red ground, 

and it continues the trajectory of one of the paths in the porch. 

The destruction of the floor and walls on the southern side of the hill 

problematizes the continuation of the corridor into the heart of the palace. Based on the 

intact arrangement of the basement rooms in this area, Evans hypothesizes that the 

corridor continued south for ca. 24.00 m (pres. L. 11 m) and then it turned eastward and 

northward once more (Evans 1921–1935, II, 684). This current study follows Evans’s 

conjectured trajectory, seen in the plan of the so-called piano nobile commissioned by 

Evans (Fig. 5).  
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Figure 5. Conjectured first floor of the palace at Knossos. From Evans 1921–1935, IV, 

plan C. Image courtesy Heidelberg Historic Literature Digitized (public domain).  

 

The east–west portion of the hall is parallel to the southern facade of the palace, 

and it may have spanned its entire length for about 50.00 m. Evans proposes that 

doorways, windows, and a staircase landing punctuate the south wall of this portion of 

the corridor providing access to the parallel South Terrace (Fig. 5). This conjectural 

terrace overlooks the South Entrance, the famous terraced Southwest Porch, and perhaps 

the Vlychia stream and valley beyond (Evans 1921–1935, II, 684 n. 1). The connection of 

the corridor to a terrace would provide natural light to the interior space.  

In the north wall about 15 meters along this east–west path, a pier-and-door 

partition entrance leads to a LM III tripartite hall known as the South Propylaeum. Evans 

extensively reconstructed the South Propylaeum at the archaeological site (Karetsou 
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2004), but the actual remains are far less certain. It supposedly functioned as an entrance 

suite for the second floor of the palace and measured 11.60 x 13.92 m. The visitor enters 

the propylaeum through one of three doors off of the east–west section of the Procession 

Corridor and is first ushered into a narrow room with a light well. The space ultimately 

guides the visitor through a series of ornate rooms to a large staircase to the second floor. 

The overall design of the propylaeum recalls the propylaea at Tiryns and Phaistos (Evans 

1921–1935, II, 690, fig. 435). In Evans’s reconstruction, the Procession Corridor is an 

integral mode of egress into the South Propylaeum, and the two were thus architecturally 

connected. However, scholars question much of Evans’s reconstruction of the 

propylaeum for valid reasons (Hiller 1980, Preziosi 1983, Hitchcock and Koudounaris 

2002). Upon its discovery, this area of the palace was denuded to the extent that Evans 

did not mention a propylaeum or staircase at all in his provisional report (1900–1901, 21–

22). Further, scholars have noted that ulterior motives of recognition and competition 

may have contributed to the design of the reconstruction.8 Regardless of the exact 

reasoning behind the elaborately reconstructed Propylaeum and the staircase, the 

architectural components should only be regarded as conjectural.  

 

8 For instance, early in his excavations, Evans believed Knossos to be a 
Mycenaean palace, and this type of propylaeum occurs at Tiryns on the Mycenaean 
mainland (Hiller 1980). Evans may have also wished to compete with the monumental 
staircase at Phaistos (Preziosi 1983, 93). Alternatively, Louise Hitchcock and Paul 
Koudounaris suggest that Evans’s staff of highly trained artists who executed his 
reconstructions, specifically Émile Gilliéron père and Émile Gilliéron fils, may have been 
the masterminds of the grandiose design (Hitchcock and Koudounaris 2002, 46). 
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 The corridor finally turns northward to open onto the Central Court. Several 

storage rooms and a light well are conjectured on the western wall of this branch. 

Excavations in the basement rooms of this area also produced gypsum paving slabs 

similar to those in the area of the corridor nearest to the West Porch, and they may have 

comprised the central paving slabs of this section of the floor.  

 

Painted Decoration 

 

 Excavations of the Procession Corridor produced several groups of painted plaster 

fragments of various phases. The Procession Corridor was found with painted plaster still 

adhering to the lower edge of the eastern and part of the western walls — the Procession 

Fresco. Piete de Jong, an architect of Evans’s, created a drawing of the ruins as Evans 

had found them (Fig. 6). A close analysis reveals inconsistencies between the fragments 

and their representations in this sketch by de Jong including the number of people, their 

preservation, their placement, and their directionality. The fragments and their placement 

on the walls will be discussed throughout this study. 

Other excavations revealed frescoes in the Procession Corridor that composed 

earlier mural schemes. In the section of the corridor that connects to the Central Court, 

Evans found fragments of a famous MM III relief fresco known as the Priest King, and 

they may have once formed part of a separate mural scheme from an earlier phase of the 

corridor (Immerwahr 1990, Kn no. 7, pl. 19). During the investigations of the early 

corridor near the West Porch, Evans unearthed additional painted plaster fragments used 

as filler underneath the later floor (Evans 1921–1935, II, 680). Fire badly damaged these 
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Figure 6. The West Entrance System as it was found, looking south, by P. de Jong. From 

Evans 1921–1935, II, fig. 428. Image courtesy Heidelberg Historic Literature Digitized 

(public domain).  

 

fragments, but those with legible surfaces show parts of human figures with white skin, 

jewelry, elaborately patterned textiles, and plants (Immerwahr 1990, Kn no. 13; Peterson 

Murray 2016, fig. 3.13: left). The painted figures in these pieces are depicted at almost a 

life-size scale (Evans 1921–1935, II, 681), and Evans supposes they once comprised a 

group of seated ladies “whose attention seems to have been divided between their toilet 

and conversation,” a theme that also occurs elsewhere in the palace, perhaps best known 

from the Ladies in Blue and the Jewel Fresco (Evans 1921–1935, II, 682).  While 

Immerwahr agrees with Evans (Immerwahr 1990, 88), Cameron and Peterson Murray 

suggest they form part of a processional theme (Cameron 1976, 43; Peterson 1981, 27). 
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These fragments have yet to be fully studied and published, and so it is unclear what 

evidence exists in favor of the exact arrangement and posture of the figures.   

The date of these small fragments is uncertain but has significant implications for 

the phasing of the corridor and its later painted decoration. Based on stylistic comparanda 

from the palace, Evans suggests they formed part of the MM IIIA decorative scheme 

(Evans 1921–1935, II, 682), and Cameron and Immerwahr instead advocate for MM 

IIIB–LM IA (Cameron 1976, 673–674; Immerwahr 1992, 172). Although Hood 

originally dates them to LM IB (1978, 58), he later suggests that they are MM IIIB in 

date, perhaps aligning his own ideas to those commonly accepted in scholarship (Hood 

2005, 66).9  

 

Arthur Evans’s Reconstruction 

 

Evans published a perspective drawing of a reconstruction of the West Entrance 

System in 1928 (Evans 1921–1935, II, fig. 429). Francis Newton, a visiting architect at 

Knossos, drafted the image under the direction of Evans. Considering its position off the 

West Court as the main entrance to the palace, it is surprising that this space has only 

been reconstructed once. An in-depth analysis of the drawing sanctioned by the excavator 

 

9 Cameron Hawke Smith opts for the latest date based on stratigraphy: LM II, or 
perhaps earlier (Hawke Smith 1976, 71). However, such a late date does not seem 
possible considering the style of the later fragments of the hallway (the Procession 
Fresco). 
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is necessary in order to inform my digital reconstruction and separate the archaeological 

remains from artistic liberty. 

Newton was Evans’s architect for only three weeks; his unexpected death in 

Egypt cut his service short (Evans 1921–1928, II, 158 n. 3). Newton trained as a 

traditional architect but became involved with archaeology by serving as a site architect 

at Petra, Ur, and Tell el-Amarna (“Francis G. Newton” 1925, 70) before coming to 

Knossos. His work for Evans consists of several architectural drawings and plans, and 

though he took direction from Evans, it is likely that he retained a fair amount of control 

over his vision (Palyvou 2003, 222–223).  

Newton’s general design reflects the most basic observations and conjectures 

recorded by Evans (Fig. 7). Architecturally, the overall plan of the West Porch appears to 

follow that published in the same volume of The Palace of Minos which Evans dates to 

MM IIIB. The drawing restricts the reconstruction to just inside the West Porch. The 

southward outlook results in a partial view of the eastern wall of the porch, the eastern 

wall of the Procession Corridor, and the inside of the Reception Area. The double raised 

walkway appears in the foreground of the image. The central column is just off center of 

the space northeast of the pathway leading to the Reception Area. The tall ceiling height 

reflects Evans’s estimation of 5.55 m, which he based on calculations of the proportions 

of column base widths to architrave heights in the Hall of the Colonnades and the Royal 

Villa (Evans 1921–1935, II, 674).  
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Figure 7. Restored drawing of the West Porch, looking south, by F. Newton. From Evans 

1921–1935, II, fig. 429. Image courtesy Heidelberg Historic Literature Digitized (public 

domain).  

 

The rest of the reconstruction includes details and elaborations not visible in the 

archaeological record. For example, the relief band lining the doorways to the Procession 

Corridor and the Reception Area features a single line of rosettes similar to the decoration 

of large limestone fragments found in the South Propylaeum and the South West Porch 

(Fig. 8; Evans 1921–1935, II, 163, 694, figs. 83, 436). Evans discovered similar stone 

relief bands in “an adjoining basement space East,” though how far this area was from the 

Porch itself is unclear (Evans 1921–1935, II, 671).  
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Figure 8. Limestone architectural fragment featuring carved rosettes from the South 

Propylaeum at Knossos. From Evans 1921–1935, II, fig. 436. Image courtesy Heidelberg 

Historic Literature Digitized (public domain).  

 

The central column, though the base is visible in the archaeological record, also 

contains some exaggerations and elaborations ungrounded in evidence. This unusual 

shape seems to have been inspired by the accidental impressions left by two convex-

fluted wooden columns set into the walls at the lustral area in the Little Palace (Evans 

1921–1935, II, fig. 323–324). Such columns, Evans posits, were a Minoan 

reinterpretation of Egyptian columns resembling bundles of papyrus and lotus flowers 

(Evans 1921–1935, II, 521). This type of column is otherwise unrepresented in Minoan 

architectural remains and artistic representations.  

Much of the painted plaster decoration of the West Porch is based on Minoan 

parallels but ultimately lacks archaeological evidence. The eastern wall featuring a bull 

leaping scene above a stone dado corresponds to Evans’s discovery of the painted plaster 

fragment of a hoof and a veined dado, but most of the scene reconstructed here is 
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conjectural. It resembles the LM IIIA:1 Bull Leaping Fresco found in the northwest area 

of the palace with a bull in the flying gallop position and an acrobat at the rear. 

Horizontal undulating bands of various colors suggested by stippling and cross-hatching 

comprise the background of this mural, and they mimic that of the Procession Fresco. 

The publications by Evans do not record evidence of a background with undulating bands 

for this mural. Newton’s drawing of this mural contrasts with the sketch by Piet de Jong 

in the same The Palace of Minos volume which documents approximately how the area 

looked upon excavation (Fig. 6). In de Jong’s rendering, the eastern wall of the porch 

contains a painted stone dado surmounted by a substantial dark band topped with a white 

dividing line. Newton’s instead documents a white line. 

The remaining painted decoration on the walls of Newton’s reconstruction also 

bears significant assumptions and/or deviations from excavation notes. For example, 

though traces of a similar faux stone dado were found on the south wall (Hood 2005), 

such a dado has not been recorded for the west wall. Neither the large vegetal motif 

surrounded by ascending and descending rockwork depicted to the right of the doorway 

to the Reception Area nor the running spiral and rosette pattern subtly present on the 

ceiling of the space have ground in extant fragments from the space. The frieze of 

alternating orientations of double axes lining the tops of the walls mimics some 

fragments of painted plaster from from the Ivory Deposit at Knossos, but these date to 

MM IIIB and they are not from this area (Evans 1901–1902, 70; Evans 1921–1935, III, 

207, fig. 141; Hood and Cameron 1967, pls. IV: fig. 4, E: fig. 3:g). One of the fragments 

from the Ivory Deposit also preserves the painted image of part of a bull’s neck, which 
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may have been the reasoning for inserting the band as a frieze above a scene of bull-

leaping.   

Even the rendering of the Procession Fresco in the Procession Corridor is 

incorrect. Although the general design follows the impression of the Procession Fresco, 

the placement of figures and their costuming do not reflect the placement of the fragment 

pieces on the walls (Fig. 6). Although the figures immediately inside the corridor on the 

east wall wear long tunics and a flounced kilt, Newton depicts figures wearing short V-

shaped kilts here. Newton also includes two registers of figures in the Procession Fresco 

that reach a high ceiling. 

Many artistic liberties are also taken in the Reception Area which did not yield 

figural, painted plaster fragments. Evans envisions a seated Priest King of Knossos 

saluting those who entered the palace and appearing to the public on special occasions 

occupying this room on a throne (Evans 1921–1935, II, 679). The room is outfitted 

accordingly in this reconstruction, and it looks like a miniature version of the famous 

Throne Room off the Central Court. The small chamber includes a stone dais and throne 

resembling the ensemble found in the actual Throne Room, and painted sphinxes or 

griffins flank the throne in two registers above a painted stone dado. Yet, publications 

include neither stone furniture nor painted plaster fragments from this area. The 

archaeological site also does not include the continuation of the line of white gypsum 

slabs past the threshold to the Reception Area and to the throne. Two elaborate antae 

framing the doorway of the Reception Area are also artistic liberties, considering the plan 

published by Hood and Taylor indicates the entire western part of this wall projects 

outward into the West Porch (1981, plan; see also Fig. 4). 
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Discussion 

 

The West Entrance System comprises a transitional space connecting the West 

Court with the palace. By design, the West Porch is an intermediary space in that it 

neither fully opens to the elements nor fully closes off from them. Architectural details of 

the West Porch emphasize the hybridity of the space by intermingling interior and 

exterior elements: painted plaster decoration generally typifies interior spaces while the 

limestone path system that distinguishes the West Court continues throughout. The 

composite nature of the West Porch design is a hallmark of Aegean architecture (Palyvou 

2004, 209), and it eases the visitors’ transitions from indoor to outdoor.  

Treatment of the walkways within the West Porch creates a nuanced relationship 

with the West Court. While they continue the approximate trajectory of RW 6, the 

architects constructed the porch’s walkways to be visually separate from those in the 

West Court. Not only are the paths in the West Porch flush with the rest of the floor, they 

are surrounded by red-plastered pavement. The marked contrast emphasizes the paths in 

this space and links the West Court to the interior corridor. The modified walkway design 

in the porch also signals a transition into a new type of area. 

The amount of artistic liberty and deviations from Evans’s notes in the drawing 

brings into question the amount of influence the excavator had upon this reconstruction 

which he included in his official publication. Much of the conjectured imagery is 

grounded in research and reflects artifacts that Evans found elsewhere in the palace. That 

such a mix of concrete evidence and artistic liberty is found in one reconstruction may 

indicate intense research conducted by Newton, an archaeologist more acquainted with 
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art and architecture from Egypt and Southwest Asia, a bending of truth instructed by 

Evans, or a combination of the two.  
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CHAPTER 3 

HISTORY AND INTERPRETATION OF THE PROCESSION FRESCO 

 

Evans first reported the discovery of the Procession Fresco in 1899–1900, but the 

publication of images and in depth analysis of the painting first occurred in the second 

volume of The Palace of Minos in 1928 (Evans 1921–1935, II, suppl. pls. XXV–XXVII). 

Excavations revealed parts of the fresco adhering to the lower walls of the Procession 

Corridor, giving the passageway its name (Fig. 6). The fragments were moved to the 

Herakleion Archaeological Museum, and two sections are currently on display.10 The 

following section describes the groups of fragments in the Procession Fresco, the 

previous reconstructions and interpretations, and the date of the fragments.  

 

Description of the Fragment Groups 

 

This study divides the fragments into groups of pieces that connect with one 

another, labeled FGs 1–5.  Most Aegean Bronze Age scholars will be familiar with FGs 

1–3, published by Evans as Group A, Group B, and Group C respectively. While these 

three groupings comprise the traditional Procession Fresco composition, other scholars 

propose that several other fragments from Knossos belong within the mural. This 

publication accepts two of these fragment groups as part of the mural (FGs 4, 5) and 

 

10 Fragment Groups 2 and 3 are on display in the museum as of November 2019. 
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includes a discussion of the other proposed fragments under “Other Associated 

Fragments.” This subsection will provide a detailed description of these fragments’ states 

of preservation, measurements, and discernable imagery. For in-depth information 

regarding the imagery including pattern and garment types, please reference Chapter 4.  

 

Fragment Group 1 

 

Evans found FG 1 (Fig. 9) in one section adhering to the eastern wall of the 

corridor and abutting the doorway from the West Porch (Evans 1899–1900, 13). It is 

currently in museum storage, but a photograph of the section and its reconstruction is on 

display with other fragments from the composition. The fragment measures about 2.08 x 

0.74 m in dimension (Cameron 1976, III, 15).11 The piece is badly damaged and 

discolored due to the fire damage during the final destructions of the palace and perhaps 

discoloration of the wax coating executed by Gilliéron père (Cameron 1976, III, 16). The 

deterioration of the wax coating may also cause the dark vertical bands seen in the 

photograph of the fragments on display in the museum. As Cameron notes, the surface of 

the plaster is pocked and filled in by someone under Evans’s direction (1976, III, 16). 

Impressions at the very left of the fragment indicate that this plaster formed a corner, and 

so it indeed comprised the very beginning of the east wall of the corridor (Cameron 1976, 

 

11 Evans mentions the fragment spanned a width of 2.10 meters (Evans 1921–
1935, II, 720). 
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III, 15). Due to the lack of ability to view these fragments in person, this study relies on 

descriptions of colors found within Cameron’s dissertation (1976, III, 15–16). 

 

 

Figure 9. Line drawing and color drawing of Fragment Group 1 with Human Figures 

labeled 1–7. Scale 1:10. Drawing author. 

 

The fragment depicts seven figures preserved from the feet to partway up the legs 

arranged in two or more rows walking to the viewer’s right. They are labeled Human 

Figures (HFs) 1–7. All appear against a yellow ground on a thick black ground line. HFs 

1–6 have red feet, signifying they are likely male, and HF 7 has white feet, signifying it is 

likely female. The male figures wear long Mycenaean tunics with richly embroidered 

hems. Human Figure 1 wears a dull orange or pink-brown tunic with an undecorated, sky 

blue vertical band running from the center of the figure upward. Two sky blue bands with 
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white impasto horizontal papyrus chains flanked by thinner red bands with white impasto 

strokes on the upper and lower boundaries compose the lower embroidered hem. A white 

line separates the two papyrus-chain bands further. Only the front part of the yellow or 

light brown tunic of HF 2 is visible in the painting but without further decoration. The 

back part of the Mycenaean tunic of HF 3 indicates the figure wears a white garment with 

an undecorated lower hem band of the same color scheme and arrangement of HF 1. The 

light blue tunic of HF 4 includes patterned hem bands simpler than that of HF 1. The 

lower hem is composed of two thick light blue bands with white impasto zig-zag 

decoration of the sawtooth pattern flanked by thin white lines. Black rosettes fill the 

orange or dull yellow vertical band of the garment (Cameron 1976, III, 16).12 Only the 

middle section of the orange-pink tunic of HF 5 is visible. Two thick, red bands flanked 

by thin blue bands and separated by a thin white line comprise the lower hem, and no 

central vertical band is visible. Human Figure 6 wears a white tunic with the same lower 

hem as HF 1. Finally, HF 7, the female figure, wears a Minoan dress with two bottom 

flounces composed of alternating red and blue vertical bands with white impasto vertical 

strokes and ripples with a matching flounced kilt. The arrangement of red and blue bands 

and white edging in the flouncing of this costume is currently unclear (see below).13 The 

 

12 These rosettes are fully reconstructed in my drawing, and so their placement 
and detailing should not be taken as fact. See also this volume, Chapter 6 for a discussion 
of reconstructed areas. 

 

13 The number of flounces edged in white is unclear. Evans portrays some with 
black lines, and Cameron does not clarify. 
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un-flounced fabric of this costume consists of a solid blue ground with a white ogee chain 

painted over top, likely also completed as impasto.  

These fragments are the most problematic of the groups detailed by Evans. A 

thorough technical analysis of the fragment has not been completed, and it is not 

currently on display in the Herakleion Archaeological Museum. The reconstruction 

published in The Palace of Minos is not wholly accurate according to Cameron’s 

descriptions (Cameron 1976, III, 16), and so the details presented in this drawing may be 

incorrect as it is Evans’s image that is traced here. This mistake could account for a foot 

that appears to be missing in the reconstruction.  

 

Fragment Group 2 

 

 Fragment Group 2 (Fig. 10) was found adhering to the east wall of the Procession 

Corridor just south of Fragment Group 1 (Evans 1899–1900, 13). The main section of the 

fragment (Herakleion Archaeological Museum number [HM] 34–37) is about 3.90 x 0.34 

m in dimension. With the addition of the smaller fragment at the very right (ca. 97 x 37 

cm), the group spans about 4.97 m in width, comprising the longest fragment group. The 

pigment is no longer present in some areas of the surface due to abrasion, and traces of 

burning are visible especially at the top of the fragments where the yellow background 

has turned red (Fig. 1). The mural is on display in two parts in the museum. 
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The group consists of 12 figures labeled HFs 8–19 against a yellow ground, and 

they are preserved to just above the ankles. The figures walk on a thick black ground line 

above a white space. The direction of the feet of HFs 8–14 and 19 indicate these figures 

walk to the viewer’s right and southward down the corridor, while the direction of the 

feet of HFs 15–18 walk to the left and thus face northward. All but one figure, HF 14, is 

depicted with red skin. The arrangement of the figures include several overlapping pairs: 

HFs 8 and 9 form a pair at the viewer’s left followed by an empty space, and then HFs 

10–13 form overlapping pairs immediately followed by HF 14 who stands alone. Human 

Figures 15–18 form overlapping pairs and face HF 14, and HF 19 changes directions 

after.  

Due to the preservation, the exact costumes of HFs 10–13, 15, 16, and 19 are 

unclear, but they must have been short due to the exposed skin in the fragments. Human 

Figure 14 wears a Minoan dress with an elaborately banded hem consisting of a thick 

white zone with the repeated decoration of abstracted split rosettes. Blue and black and 

red and yellow barred bands flank the cruciform and split rosette band, and a band of 

black-outlined red and blue rosettes stacks above. The costume repeats this arrangement 

at least once more. Human Figure 18 wears a white Minoan hide skirt edged in blue, and 

the only extant part is the so-called tail of the garment. Each figure wears blue anklets 

outlined in black.  
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Fragment Group 3 

 

Evans found Fragment Group 3 (Fig. 11) in one large piece fallen onto the floor 

of the Procession Corridor. The pieces were carefully removed by applying plaster of 

paris to the back of the fragments and lifting them off of the pavement (Evans 1899–

1900, 13). The group measures about 1.74 x 1.56 m in dimension (Cameron 1976, III, 

11). Placed in plaster, they are about 2.45 m in length (Evans 1921–1935, II, 720). 

Gilliéron père applied wax on this fragment group to preserve the surface (Cameron 

1976, III, 12), but it may have been cleaned recently because discoloration is not 

apparent. Smoke caused some areas of the fragments to darken, and there is some 

abrasion, specifically on the kilt of HF 20. The panel is on view in the Herakleion 

Archaeological Museum. 

This group comprises the best-preserved figures in the Procession Fresco; It 

includes two red-skinned figures from just below the shoulders downward (HFs 20, 21) 

and part of the kilt and arms of a third red-skinned figure (HF 22). The figures are 

portrayed against a background consisting of three undulating bands of yellow, blue, and 

white in ascending order with thick and thin black dividing lines. The figures walk to the 

viewer’s right and southward through the corridor on a thick black ground line above a 

white space. 

All three figures wear patterned V-shaped kilts with rolled tops, and at least the 

first two figures’ kilts have banded lower hems and bead-net attachments attached to the 

front. The patterned fabric of the kilt of HF 20 consists of a red scale pattern with 

concentric arcs, dots, chevrons, and lines on a yellow ground. The rolled top of the kilt  
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     20   21      22 

Figure 11. Line drawing and color drawing Fragment Group 3 with Human Figures 

labeled 20–22. Scale 1:10. Drawing author. 
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features three horizontal bands of spirals on a blue ground, black-outlined rosettes on a 

yellow ground, and a tooth pattern on a blue ground in descending order. The point of the 

kilt features a hanging bead-net attachment consisting of thin black lines terminating in 

elaborated lily finials. Human Figure 20 wears black-outlined anklets with interior black 

dots on both feet and a blue arm band. This figure also carries an off-white jar or jug with 

a blue base using the right arm to grasp a handle or rim and the left hand to support the 

base. Human Figure 21 wears a blue kilt with a diaper pattern with a white and yellow 

ivy and papyrus composite motif (possibly a bead-net apron and appliqués; see this vol., 

Ch. 4). The rolled top of the kilt features three horizontal bands of black-outlined rosettes 

on a yellow ground, black spirals on a blue ground, and a tooth pattern on a yellow 

ground in descending order. The top of a bead-net attachment at the front of the kilt is 

preserved. Only a small part of the left forearm and the upper right arm in a position 

similar to HF 20 is preserved. The figure also wears a solid blue arm band and decorated 

anklets like HF 20. The small fragment of HF 22 shows a blue kilt with a cruciform in a 

cross pattern with a rolled top consisting of black-outlined rosettes on a yellow ground, 

black spirals on a blue ground, and black-outlined rosettes on a yellow ground in 

descending order. A small part of the right elbow and the left forearm indicate this figure 

was probably in the same gesture as HFs 20 and 21. 

 

Fragment Group 4 

 

 Unlike the previous three groups, FG 4 was found on the west wall of the 

Procession Corridor (Boulotis 1987, Group D, fig. 5; Cameron 1987, fig. 6:a, b). It 
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remains unpublished in full, and it does not appear in the text or illustrations of The 

Palace of Minos or Evans’s other publications. It was first discussed briefly by Boulotis 

and later published by Cameron who created two different versions of drawings and 

reconstructions. Boulotis and Cameron neither explain the provenance nor provide a 

detailed description of the fragments in their short articles, so much about them remains 

unknown. The variability of imagery within Cameron’s drawings of the fragments 

suggest that they were highly damaged by fire and abrasion, perhaps in a similar state as 

FG 1. The fragment group description and drawing here is based on these small, 

unscaled, and low-resolution drawings, and therefore they should not be taken as fact. 

Only general comments will be made. 

 Fragment Group 4 (Fig. 12), when the feet and ground line are scaled to 

approximately the same size as the imagery on the east wall, is about 2.78 x 0.56 m in 

dimension. Based on the number of feet present, there are twelve figures (HFs 23–34) 

walking to the viewer’s left and therefore southward through the corridor. In both 

reconstructions, Cameron shows the male figures (HFs 23–31) wearing ankle-length 

garments, but the exact costuming differs in both drawings so it is unclear what the 

details included. The drawing in this study reflects the elements found in both drawings 

from Cameron, assuming these commonalities indicate extant imagery. The Minoan 

dresses of HFs 32 and 34 feature flounces, and HF 32 wears a flounced kilt is worn over 

her dress. The costume of HF 33 is unknown because only one of her feet survives.  

Several observations about the figures in the fragments from Cameron’s and 

Boulotis’s publications can be made. Firstly, the bodies and stances of the figures are 

much narrower than those in the fragment groups. Small differences in forms including  
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Figure 12. Line drawing and color drawing of Fragment Group 4 with Human Figures 

labeled 23–34. From the west wall of the Procession Corridor. Scale 1:10. After Cameron 

1987, fig. 6. Drawing author. 

 

the shape of the anklets, the shape of the feet, and the design of the flounced skirts and 

Minoan dresses in HFs 32 and 34 indicate different hands in the ancient Minoan 

workshop. While the costumes shown in these drawings lack the embellishment found in 

the previous groups, they probably also feature patterns and embroidered details like the 

rosette, papyrus chain, or sawtooth pattern present in the tunics in FG 1. The female 

figures probably wear a skirt and Minoan dress with all-over patterns like the ogee chain 

on HF 7 in FG 1 as well.  

This study includes this fragment group in an effort to include as much 

information about the Procession Fresco and the Corridor as possible considering how 

limited and manipulated our understanding of it has been. It is also necessary to include 

these fragments because it provides a better perception of the possible appearance of the 
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Procession Corridor especially considering not one but both walls of the corridor were 

painted.  

 

Fragment Group 5 

 

 The final fragment group included in this reconstruction consists of one small 

fragment (HM 32) that is not currently on display in the museum.14 It is about 27 x 23 cm 

in dimension. It shows a single red foot with a light blue, draped anklet, and the tail end 

of what a white hide skirt with light blue trim (Fig. 13; Boulotis 1987, fig. 4:a, b). Thick 

black lines delineate the garment from the yellow background. The foot of the figure rests 

on a black ground line. 

 

 

     35                   35 

 

Figure 13. Line drawing and color drawing of Fragment Group 5, showing the foot of 

Human Figure 35. Scale 1:10. Drawing author. 

 

14 The author has relied on Cameron’s (1976, II, pl. 12c) and Boulotis’s (1987) 
images and descriptions of the fragments. 
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The hide skirt fragment was found just outside of the palace, north of the South 

House (Cameron 1976, I, fig. 80:6; III, 14). Cameron places the fragment in the same 

workshop group as the Procession Fresco, but Boulotis was the first to suggest that it 

should be part of the Procession Fresco (Boulotis 1987, Group G, 149). This fragment 

was found close enough to the corridor’s east–west continuation that it could reasonably 

belong to the mural. Furthermore, the fragment’s identical scale, style, and yellow 

background match the other fragment groups. The same colors compose the hide skirt in 

this fragment and the one worn by HF 18 in FG 2. While a thick black outline of the skirt 

is not obvious in photographs of HF 18, traces of black may be seen on the fragment in 

the museum. It is likely, though uncertain, that this garment, too, had the bold delineation 

when it was first painted.Cameron also notes the identical plaster matrices of this piece of 

the other fragment groups (Cameron 1976, III, 14). For these reasons, the fragment is 

included here.  

 

Other Associated Fragments 

 

 Several other fragments found in the area of the palace at Knossos have been 

suggested to belong to the Procession Fresco. These fragments include the famous 

Cupbearer Fresco, a depiction of a vase, and a veined dado fragment. The fragments have 

a variety of contexts, only one of which includes the Procession Corridor. The following 

section describes each of these fragments and discusses their evaluation. 
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Cupbearer Fresco 

 

The Cupbearer Fresco is one of the most important pieces of Minoan painted 

plaster because of the preservation of the life-size head of a human figure (Fig. 14; 

Immerwahr 1990, Kn no. 22, pl. 38). Evans uses the likeness of the figure to reconstruct 

the faces of other life-size figures in mural art, including the Priest King and the Ladies in 

Blue (Evans 1921–1935, I, fig. 397; II, frontispiece; Immerwahr 1990, Kn. nos. 7, 11, fig. 

32:b, pl. 19). Scholars often consider it part of the Procession Fresco because of the 

similarities in style, the scale of the figures, the attitude of the bodies, the costumes, and 

the undulating backgrounds (Evans 1921–1935, II, 720, 725; Boulotis 1987, 148; 

Günkel-Maschek 2020, 182). 

 

 

Figure 14. The Cupbearer Fresco from Knossos. Not to scale. From Evans 1921–1935, II, 

pl. XII. Image courtesy Heidelberg Historic Literature Digitized (public domain).  
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The Cupbearer measures about 1.28 x 0.66 m in its restored setting (Cameron 

1976, III, 10), and it consists of two groups of fragments that compose the head and 

shoulders and chest, waist, and buttocks of a red-skinned figure holding a conical rhyton. 

The figure’s kilt resembles the V-shaped kilts of the three red figures in FG 3 in that it 

has a rolled top, a banded bottom and elaborately patterned fabric. The figure wears 

double blue arm bands and blue bracelets. Undulating bands of white at the top and blue 

at the bottom divided by thin and thick black lines compose the extant background of the 

painting. The top border of the fragment includes wavy bands of black, blue, and red that 

have been interpreted as descending rockwork. The style of the painting is so similar to 

that of the Procession Fresco that they likely come from the same time period, and 

Cameron placed them within the same workshop (Cameron 1976, I, 325–340). 

Evans discovered the Cupbearer fallen backward from the South Propylaeum of 

the palace into an adjacent corridor. It would have decorated the west wall of a major 

room in this space, which Evans designed to be architecturally connected to the 

Procession Corridor by making it accessible from the hallway (Fig. 2).  I would argue 

that the mindset that these two spaces relate to one another heavily impacts the reception 

and interpretation of the Cupbearer Fresco. While the Cupbearer Fresco is often regarded 

as a component of the Procession Fresco due to its style, subject matter, and 

iconography,15 the only way that one could reasonably argue that these frescoes were part 

of the same mural system would be to show they come from the same architectural 

 

15 Publications with catalogs even group the fragments under one number 
(Immerwahr 1990, Kn. no. 22; Hood nos. 15, 16 [though given separate numbers, Hood 
writes one entry for both artifacts]). 
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context. The door in the north wall of the east–west continuation of the Procession 

Corridor that leads to the South Propylaeum is used as this link despite the uncertainty 

regarding any part of this section of the palace. 

Even if Evans’s problematic reconstruction of the area were correct, the 

Cupbearer Fresco would have been separated from the procession mural by not only a 5 

m distance, but also an entire room and two sets of doorways. In other words, in Evans’s 

reconstruction, the Cupbearer Fresco is removed from the Procession Fresco by several 

solid boundaries and contexts. The improbability of the connection of the Cupbearer to 

the Procession Fresco is perhaps more noticeable when imagining the ancient visitor’s 

experience in the space. As the visitor walked down the darkened east–west section of the 

Procession Corridor, they would have to exit partway through the hallway, abandoning 

the lines of figures that supposedly acted as guideposts. The visitor then must pass 

through a door and enter a room with a lightwell whose bright atmosphere contrasts with 

the indirectly and partially lit Procession Corridor. Such a stark difference in light would 

provide a clear break in the visitor’s experience. Large doors at both sides of the short 

room with the lightwell would also preclude a continuation of a mural of life-size figures 

from the Procession Corridor, and thus they institute a break in the mural as well. The 

visitor would then pass through more doors to finally reach the Cupbearer in this room. 

While the Cupbearer may have been part of a processional theme, its physical separation 

deems it unlikely to be a component of the Procession Fresco.  

The unclear architectural context and improbability of experiential connection to 

the mural in the Procession Corridor cause this study to exclude the Cupbearer from the 

Procession Fresco. However, similarities in style and technique indicate a similarity in 
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date, and so the Cupbearer will serve as a useful parallel when reconstructing the upper 

bodies of the figures in Chapter 6.  

 

Loop-Handled Vase  

 

Evans discovered a painted plaster fragment from an area north of the palace 

depicting parts of the arms of red-skinned figure and the base of a two-handled, globular 

vessel, which he considered to be a fragment from the Procession Fresco (Fig. 15). The 

positioning of the portions of the figure’s forearms plausibly suggests that the figure held 

the vessel much in the same attitude that HF 20 holds the jar or jug. The scalloped 

veining of black, white, blue, yellow, green, and pink decorating the loop-handled vessel 

likely represents a beautiful and prized stone material. The looped handle terminates in a 

triple papyrus finial— the elaborate carving an indicator of the vessel’s prestige. Evans 

suggested that the vase was of Syro-Egyptian origin, though no parallels are provided 

(1921–1935, II, 722). The figure and the vessel appear against a blue ground.  

The vastly different contexts of the Procession Fresco at the south of the palace 

and this discarded plaster piece at the north suggest they were not part of the same 

composition. In addition, the arms are set against a blue background, which in the 

Procession Fresco appears at waist height. For these reasons, this piece will not be 

discussed further in this dissertation. 
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Figure 15. Drawing of the Loop-Handled Vase fragment. Not to scale. From Evans 1921–

1935, II, fig. 451. Image courtesy Heidelberg Historic Literature Digitized (public 

domain).  

 

Veined Dado 

 

In addition to these figural fragments, part of a painted, veined dado was found in 

the eastern continuation of the corridor (Evans 1921–1936, IV, 878; Cameron 1976, I, 

339; Cameron 1976, II, pl. 161:A). The piece features red and black wavy diagonal lines 

painted on a white ground. Cameron’s work in the Herakleion Archaeological Museum 

indicated to him that the piece came from the Procession Corridor (Cameron 1976, III, 

134), and so he links it to a dado mentioned by Evans in The Palace of Minos that he 

found still adhering to the passage’s walls at the south (Cameron 1976, IV, 878). Evans’s 

wording is unclear as to whether the stone dado he described was painted or made of real 

stone and whether it was exposed or underneath the Procession Fresco mural, so its 

incorporation into the latest mural is unstable. Cameron places the piece along the east–
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west passage of the corridor close to the area at the east where it turns north (Cameron 

1976, I, fig. 81).  

The ramifications of this piece, if it were to be considered part of the Procession 

Fresco, would be significant. The piece would indicate that the ground line changed from 

a simple black line to a variegated faux stone dado, likely along the east–west passage. 

The change in ground line would affect the heights of the figures and perhaps even the 

composition, significantly altering the phenomenological results of this study. Further 

investigations of this project would include incorporating this dado fragment into the 

eastern continuation of the mural, but for now, there is not enough evidence to support its 

inclusion in the scheme here. 

 

Discussion 

 

 The well-known, published Procession Fresco of the east wall in The Palace of 

Minos is not the entire composition of the ancient mural. The extant fragments indicate 

the same theme on the opposite wall, thus doubling the mural in size and enveloping the 

viewer. Such a large mural necessitated a group of several artists to execute the artwork 

considering that the drying plaster imposed a short time limit. When studying and 

drawing these fragments closely, it is possible to identify different hands. For instance, 

the differences in proportions of the bodies and the rendering of the bead-net attachments 

of HFs 20 and 21 and the changes in the rendering of costumes in the west wall suggest 

several workshop hands. 



62 
 

The restudy and description of these fragment groups enable several observations 

regarding techniques in painting style and use of perspective of this workshop. Firstly, 

the artist manipulated the plaster to plan the fresco. While the plaster was wet, strings 

were snapped onto the wall to create straight guidelines for the black ground line in FGs 

1–3 (but interestingly not FG 5) and the vertical bands and hemlines in the Mycenaean 

tunics in FG 1 (Cameron 1976, III, 16).  Fine incised lines plan the minute details of the 

painting such as the hem decoration of HF 14. Grids composed of incised lines aided in 

rendering the intricately patterned fabrics of HFs 7 and 20–22. The practice of using 

string impressions to create straight lines and plan murals is well known from the Aegean 

and Egypt, and murals from across Neopalatial Crete utilize the grid to lay out patterned 

fabrics (Shaw 2016). 

Secondly, the group of artists created a system to indicate perspective through the 

organization of the figures and the rendering of the hemlines in FG 1. The artists likely 

meant to represent several groups of figures arranged in rows, but because artists did not 

utilize linear perspective in Aegean art, these figures are arranged in a staggered fashion 

to show depth. For example, the front of HF 2’s garment is slightly to the right of the 

front of HF 1’s garment, which is placed closest to the viewer. Furthermore, the hems of 

HFs 3 and 5 are depicted slightly higher than those of HFs 1, 4, and 6, perhaps in an 

attempt to show perspective as well. A detailed examination of FG 4 would be especially 

interesting to determine if this second perspective technique is replicated throughout the 

corridor. This type of rendering of images at a slightly higher part of the picture plane is 

fairly uncommon in painted murals where there is little sense of depth. Glyptic artists 

occasionally used this technique. 
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Previous Reconstructions and Interpretations 

 

 After the publication of the Procession Fresco rendered by Gilliéron fils in the 

second volume of The Palace of Minos, few scholars have attempted alternative 

reconstructions. One may attribute this lack of reexamination to the idea that most 

subsequent scholars were satisfied with the reconstruction put forth by Evans. However, 

many scholars have been willing to reconsider his methodologies and conclusions for 

many years (Hitchcock and Koudounaris 2002, Sherratt 2005, Galanakis 2014, Schoep 

2018). Even Evans described his reconstruction as a “working hypothesis… of a 

provisional nature,” (1921–1935, II, 721). Alternatively, scholars may be less willing to 

restudy the mural due to its fragmentary nature and unclear dating, both serious 

challenges in this study. Despite these two issues, Cameron, Boulotis, and Günkel-

Maschek provide reconstructions of the fresco culminating in new interpretations 

(Cameron 1976, 1987, Boulotis 1987). The following section reviews Evans’s original 

ideas, and investigates the newer versions.  

 

Arthur Evans’s Reconstruction 

 

Evans originally published a short description and interpretation of the Procession 

Fresco in his 1899–1900 preliminary report. Within this report, he briefly describes the 

figures and their costumes which formed the primary basis for his deductions of their 

identities. The “richly bordered robes” and red skin of many figures communicated to 

Evans that they are “princely, priestly, or official personages” similar to “persons of 
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distinction” sometimes depicted on sealstones. He identifies HF 14 of FG 2 as “a Queen 

surely” due to her ornamented hemline and the three figures behind her (HFs 11–13) as 

her attendants. He describes the three figures in front of HF 14 and the three figures in 

FG 3 as youths, though he does not explain his reasoning (Evans 1899–1900, 13). 

 Additionally within this report, Evans suggests the background elements represent 

an outdoor landscape. He interprets the blue wavy background band connecting the two 

figures in FG 3 as a river, specifically the “Stream of the Ocean” from later Greek myth 

(Evans 1899–1900, 13). Evans also suggests a connection between the tribute paintings 

of 18th Dynasty tombs in Egypt to the mural here (Evans 1899–1900, 13). In these tribute 

paintings, peoples of different regions wear their traditional clothing and carry objects 

they were known for creating to a seated depiction of the pharaoh or vizier (for more on 

these paintings, see this vol., Ch. 4). Evans’s connection, then, suggests that he believes 

the Procession Fresco also depicted the giving of tributaries to a ruler at Knossos. 

 Evans modifies his interpretation of the mural in The Palace of Minos. The 

reconstruction published there includes FGs 1–3, named Groups A–C respectively, with 

the fragments rendered in grayscale and the reconstructed areas executed in a simpler 

black and white line drawing (Evans 1921–1935, II, fig. 450, suppl. pls. XXV–XXVII). 

While the grayscale fragments appear truthful to the actual fragments on display in the 

Heraklion Archaeological Museum, Evans’s reconstruction incorporates imagery not 

extant in the painting. The following section analyzes the reconstruction commissioned 

by Evans and identifies the various sources of inspiration in order to evaluate it.  
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Group A 

 

Evans uses various comparanda form media to reconstruct the anatomical details 

of the figures in all three groups, including Group A (Fig. 16). Most of the anatomical 

details are based on the Cupbearer Fresco (LM II), the Harvester Vase (LM I; Savignoni 

1903, 85), and the Hagia Triada Sarcophagus (LM IIIA:2; Fig. 17; Long 1974; 

Immerwahr 1990, A.T. no. 2, pls. 50‒53). The male figures sport a hairstyle recalling the 

wavy coiffure of the Cupbearer and the long, wavy tendrils emanating from the back of 

their heads like figures in the Hagia Triada Sarcophagus. Though the eyes are rendered in 

frontal view much like the Cupbearer’s, they have larger irises like those from the Hagia 

Triada Sarcophagus. The faces of the figures follow the profile of the Cupbearer, and the 

open, singing mouths resemble those of the singing men on the Harvester Vase. 

The costumes of HFs 1–6 as reconstructed by Gilliéron follow the design of the 

long costumes on the Hagia Triada Sarcophagus. The bottom portions of the tunics 

preserved in the mural warrant such a model: the double-banded hem and the central, 

vertical band recall the composition of the costume in the sarcophagus. The upper section 

of the tunics follow the Hagia Triada Sarcophagus closely including embroidered sleeves 

and diagonal embroidered bands crossing the sides of the figures. These figures wear 

bracelets and one has a sealstone strung around his wrist — accessories which are 

featured in the Cupbearer Fresco but not in any extant fragments of this painting.  
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Figure 16. Evans’s reconstruction of Group A (Fragment Group 1) with Human Figures 

labeled 1–7, by É. Gilliéron fils. From Evans 1921–1935, II, suppl. pl. XXV. Image 

courtesy Heidelberg Historic Literature Digitized (public domain).  
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Figure 17. Detail of the Hagia Triada Sarcophagus. Photo author.  

 

Human Figures 1–4 play musical instruments including two sistra, one double 

pipe, and one lyre. To Evans, musicians wearing similar tunics in the Hagia Triada 

Sarcophagus and an LM IIIA:1 processional fresco from Hagia Triada (Evans 1921–

1935, II, 722; Long 1974, fig. 43; Immerwahr 1990, A.T. no. 3) justifies the inclusion of 

musical instruments here. Both these painted plasters from Hagia Triada feature 

musicians playing the lyre, and one figure on the sarcophagus plays the aulos. The two 

singers rattling sistra nods to the Harvester Vase in which one singing figure shakes a 

sistrum. However, these musical instruments are not present in the fragments. 

Evans mainly draws upon MM III–LM I frescoes such as the Grandstand Fresco 

and the Ladies in Blue for parallels for the completion of the female figure (HF 7; Evans 

1921–1935, I, fig. 397; III, pl. XVI; Immerwahr 1990,  Kn nos. 11, 15, figs. 32:b, 34:e). 

Human Figure 7’s restored dress contains seven rows of flounces and a cinched belt. 

Though wasp waists are a Minoan artistic characteristic of both male and female genders, 

Copyright Restrictions 

Due to copyright restrictions, this image cannot  

be reproduced here 
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this female’s waist is even thinner than that of the male figures which is not a Minoan 

convention. She wears a bolero top decorated with the tooth pattern and linear interior 

details recalling the large, seated women in the Grandstand Fresco. Indications of strands 

of globular and pendant beads in her necklaces recall other painted fragments from 

Knossos such as the Ladies in Blue (Fig. 18). The diadems and hairstyle also recall those 

of the seated women in the Grandstand Fresco from Knossos. 

 

 

Figure 18. Ladies in Blue fresco on display in the Herakleion Archaeological Museum. 

Photo author.  

 

This figure and with the male figure directly behind her (HF 6) pose with both 

arms slightly lifted in front of their bodies with their palms facing outward in a gesture of 

respect or perhaps worship. Worshippers witnessing an epiphany on the Isopata Ring 

(Fig. 19; LM I; CMS II.3, no. 51) regard the so-called goddess in this way but with their 

arms extended farther (Evans 1914, 10–13; Marinatos 1993, 163). The contracted gesture 
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of the figures in the Procession Fresco perhaps accounts for their close proximity to one 

another. Many other figures also appear in this gesture throughout Evans’s reconstruction 

of the mural, here called the adorant gesture. 

 

 

Figure 19. Drawing of the Isopata Ring from Knossos. From CMS II.3, no. 51. Drawing 

courtesy CMS Heidelberg. 

 

Group B 

 

 In this group, Evans reconstructs the figures in a variety of gestures including the 

adorant pose and holding various items (Fig. 20). Human Figure 9 holds a vase with one 

handle copied from the Loop-Handled Vase fragment discussed above. Human Figure 8 

extends a shallow bowl in front of him like several male processional figures carved in 

the fragment of a steatite rhyton from the Gypsades Hill (LM I; Koehl 2006, 180,  no. 

764). The remainder of the male figures are depicted in the adorant pose.  
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Figure 20. Evans’s reconstruction of Group B (Fragment Group 2) with Human Figures 

labeled 8–19, by É. Gilliéron fils. From Evans 1921–1935, II, suppl. pl. XXVI. Image 

courtesy Heidelberg Historic Literature Digitized (public domain).  

 

All male figures except for HFs 17 and 18 wear the short, V-shaped kilt based on 

the costume of the similarly bare-legged figures in FG 3. They have the same bead-net 

attachments, rolled tops, and border motifs of the tooth pattern and rosette. The two male 

figures not wearing kilts (HFs 17, 18) wear unusually long, wrapped garments like skirts 

with rolled tops and all-over patterns. Only part of one of the garments’ fabric is visible 

in the actual fragments (HF 18), and no pattern is visible in the fragments neither viewing 

them in person nor in his reconstruction. This reconstructed garment is unparalleled in 

Aegean art. 

The textile patterns preserved in FG 3 and other Minoan painted plasters inspire 

the all-over fabric patterns in these male figures. The kilt of HF 12 and the garment of HF 

17 includes the ivy and papyrus composite motif found in HF 21. The kilt of HF 15 bears 
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the same pattern Evans represents on the dress and kilt of HF 7 which he deems the ivy 

motif. Other patterns recall those in other murals including variations of the tricurved 

arch scale pattern (HFs 8, 13, 18; tricurved arch scale patterns also appear in floor 

patterns from Tiryns; Rodenwaldt 1912, pl. xxi), a scale pattern with an interior florate 

motif (HF 10), variations of swastika patterns (HFs 9, 11, 16). 

Evans portrays the central figure (HF 14), his “Goddess,” with a frontal chest and 

a profile head, waist, and legs. This position recalls several female figures in procession 

frescoes from the mainland, specifically those in the Theban procession fresco (Fig. 21; 

Reusch 1956, pl. 15; Immerwahr 1990, Th no. 1). Human Figure 14 wears a flounced 

skirt and a bolero top recalling the outfit of the female figure in FG 1 (HF 7). A sketchy 

rendering of an interlocked quatrefoil pattern, similar to the pattern found on the so-called 

goddess from a painted mural in the Royal Villa at Hagia Triada (Fig. 30; Immerwahr 

1990, A.T. no. 1, pl. 18; Jones 2014, pls. CLIVe, CLIVf). Like the costume of HF 7, the 

sleeves of the jacket duplicate those of the seated women in the Grandstand Fresco. 

Evans includes diagonal lines converging at the center at HF 14’s waist, which may be a 

continuation of the jacket top. 

Evans also gives his goddess extra accessories including thick, banded bracelets, a 

strand or strands of necklaces with amygdaloid beads and a bucranium pendant, and a 

crown. The bucranium pendant resembles a bull’s head on a fresco fragment from 

Knossos that may depict a textile (Evans 1921–1935, III, fig. 27; Peterson Murray 2016, 

fig. 3.14). The crown she wears is composed of a band with volutes reaching upward and 

inward, and usually Aegean female figures and sphinxes wear this type of crown and its  
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Figure 21. Reconstruction of the Theban procession fresco. From Reusch 1956, pl. 15.  

 

variations (e.g., the plaque of sphinxes from Mycenae; Wace 1954, pl. 38:c; a female 

figure in the Hagia Triada Sarcophagus; see also the discussion in Niemeier 1987). Evans 

chooses to interpret several thin, white, wavy lines at the feet of this figure as part of a 

diaphanous veil extending from the back of the head and shoulders, and he reproduces 

part of the veil to the left of the goddess as well although no white lines appear in the 

fragments. A veil like this one is unparalleled in Aegean art (Evans 1921–1935, II, 724). 

In both hands, she holds two miniature double axes, a Minoan cult symbol. 

Evans devises the reconstruction of HF 14 in a rather circular manner utilizing the 

Hagia Triada Sarcophagus. Evans considers the sarcophagus to depict the cult of the 

double axe, and the similarity of the costuming in the Procession Fresco and that in the 

sarcophagus signals to him that the procession mural from Knossos also honors the 

double axe (1921–1935, II, 724). Accordingly, the richly decorated fabric of the HF 14 

indicates to him that she is the goddess of double axes, and therefore she must hold them 

to show her association. For her specific gesture, Evans replicates the imagery on a schist 

mold from Palaikastro to reconstruct this female figure (Xanthoudides 1900, pl. 4Bʹ; 
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Evans 1921–1935, II, 724). The mold depicts a frontal female figure wearing a skirt with 

linear decoration and holding two small double axes with upraised arms. Scholars agree 

that the figure on this mold likely dates to the Postpalatial period (LM IIIB–LM IIIC) due 

to the style and similarity in form to the Goddesses with Upraised Arms which proliferate 

during that time (Banti 1942, 23; Alexiou 1958, 213–214). The fully frontal face of the 

figure in the mold and that she holds not one but two double axes further separate her 

from the LM I–LM II Minoan artistic repertoire. The mold likely postdates our mural, 

and these aspects of Evans’s reconstruction are improbable. 

 

Group C 

 

 Evans and Gilliéron fils had little to reconstruct with Group C. Enough of HFs 

20–22 are preserved that it is possible to reconstruct three figures in kilts moving to the 

viewer’s right holding objects with little liberty (Fig. 22). Evans draws upon the kilts, 

bead-net attachments, and stances of the other two figures to complete the rest of HF 22. 

Human Figure 20 holds a piriform vessel with one hand at the base and one hand at the 

top. Evans recognizes the piriform shape as a ewer and recreates the vessel in a form that 

strongly resembles a MM III limestone ewer recovered from the area of the Northwest 

Lustral Basin at Knossos (Evans 1921–1935, I, 411, fig. 296). This vase consists of a ring 

base, piriform body, thick collar, tall neck, pronounced rim, and an S-shaped handle that 

attaches to the rim and the upper shoulder. Unlike the reconstruction, the limestone ewer 

from the lustral basin features a braided relief pattern. Evans chooses to recreate a similar 

vessel in the hands of HF 21 based on the positioning of the arms. The third figure in this 
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composition holds a jar instead, perhaps recalling the gesture of male figures in the Pylos 

Vestibule Procession Fresco that features a smallscale procession (Lang 1969, no. 24 H 

64, pls. 124, 119; Immerwahr 1990, Py no. 8). 

 

 

Figure 22. Evans’s reconstruction of Group C (Fragment Group 3) with Human Figures 

labeled 20–22, by É. Gilliéron fils. From Evans 1921–1935, II, suppl. pl. XXVII. Image 

courtesy Heidelberg Historic Literature Digitized (public domain).  

 

Discussion 

 

 The reconstruction commissioned by Evans draws upon a wide range of 

archaeological material of various media, date, and provenance. Though Evans and 

Gilliéron take many artistic liberties in the reconstruction from The Palace of Minos, they 

draw upon contemporary or near-contemporary Aegean imagery to create their image. 
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This reconstruction cannot be taken as fact, but it reflects an intense amount of research 

and provides a useful basis upon which to work. For objects that could be held by 

participants, Evans examines processional scenes in painted plaster and glyptic art. For 

clothing and headdresses, he looks to Knossian frescoes and Late Bronze Age procession 

frescoes. The fragmentary nature of the mural necessitates leaps and assumptions in the 

reconstruction process, but some of Evans’s decisions are more probable than others. 

Only three of his choices seem completely off-base and unstable: 1) the so-called 

Goddess (HF 14) holding two double axes with a frontal chest; 2) her white veil; and 3) 

the long, unparalleled skirts of HFs 17 and 18. The liberties taken with HF 14 result from 

Evans’s desire to depict a Minoan goddess, and the costuming of HFs 17 and 18 likely 

confounded him.  

Evans envisions the Procession Fresco to have adorned the walls of the entire 

Procession Corridor and the walls of the South Propylaeum, thus incorporating the 

Cupbearer Fresco. Evans suggests that the mural contains two registers despite the fact 

that no evidence of a second, upper register was found (Evans 1921–1935, II, 720). Based 

on these considerations, Evans calculates the total number of figures to be 536 (Evans 

1921–1935, II, 720). At such a considerable size, the painting would surely comprise one 

of the largest continual murals in the Minoan world, and it would result in an 

overwhelming display of grandiosity. Both of these consequences of Evans’s estimation 

would not have been lost on him, and they may have fueled it. As has been pointed out by 

various scholars, some of Evans’s big ideas surrounding Knossos and the Minoan 

civilization of a whole were grounded in a desire for fame and significance in his 
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endeavors,16 mostly revolving around the idea that he discovered the origins of the 

sophisticated Greek civilization and, by extension, the origins of Europe (Evans 1933, 6; 

Schoep 2018, 7). The extensive mural envisioned by Evans remains unparalleled in the 

Aegean, thus providing the Minoan civilization with monumental artwork comparable to 

that of contemporaneous Egyptian and Southwest Asian civilizations which were also 

being studied in renewed interest at the time of Evans’s excavations and publications.  

In addition to competing with Mycenaean discoveries, some scholars believe that 

Evans felt the need to compete with Egyptian discoveries as well. The second register of 

figures recalls the ancient Egyptian tomb paintings of the Keftiu and monumental 

architectural reliefs, and his suggestion been an attempt to connect the Minoan artwork to 

the well-known, grand Egyptian artwork. Similarly, Nanno Marinatos implies that 

Evans’s lecture emphasizing the cultural connections between Egypt and Crete given in 

December of 1923 was the direct result of Evans attempting to leverage the fame and 

Egyptomania inspired by Howard Carter’s discovery of Tutankhamun’s tomb to promote 

his own Minoan discoveries (Marinatos 2014, 85). In this light, one wonders if the two-

registered, extensive Procession Fresco propounded by Evans meant to harness and 

reroute early 20th century Egyptomania. 

 

16  Evans often uses superlatives to describe his work at Knossos and the 
archaeology of the Minoan civilization. He describes the Minoan religion as “the purest 
and the best” of all ancient religions (Evans 1921–1935, III, 41), and he writes of 
Knossos that “... no equal plot of Earth’s surface has been productive in such various 
directions of so many unique records bearing on our earliest culture,” (Evans 1933, 6). 
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Although Evans’s initial interpretation of the Procession Fresco revolves around 

issues of rulership, the final publication of the mural includes a discussion of its cultic 

importance. As mentioned above, the female figure whom Evans considers to be 

paramount (HF 14) transitions from the identification of a queen to the Minoan goddess. 

A singular Minoan goddess formed an integral part of Evans’s conception of the Minoan 

religion, and she had many iterations including a chthonic deity, a mother goddess, and 

here, a double axe goddess (Evans 1921–1935, II, 277–279). Evans considers this 

religion revolving around a goddess and her child/consort as both a precursor to the later 

Classical Greek mythology and a relative of “sophisticated” Christian religion. By 

identifying the Minoan goddess within the Procession Fresco, he is able to confirm his 

theory of Minoan religion. 

 

Other Reconstructions and Interpretations 

 

Other reconstructions and their interpretations of the Procession Fresco from 

Knossos appear in a series of articles and chapters. The reconstructions largely follow 

Evans’s version with the modification of several details. These reconstructions have 

furthered our understanding of the mural and provided new avenues of study. 

Cameron reconsiders the fragments and proposes reconstructions of them in his 

doctoral dissertation (Fig. 23; Cameron 1976, I, fig. 38). It seems that he continued to 

develop his theories regarding the mural after he received his degree, as he presented 

some reconstructions of the west wall in the 1984 conference in Sweden, The Function of 

Minoan Palaces (Fig. 24). He passed before he was able to write his accompanying 
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published paper (Cameron 1987, 321 ed. n.), but from Marinatos’s resumé of his 

presentation, some of his ideas for the fresco become apparent. This study considers both 

Cameron’s interpretations together.  

 

 
Figure 23. Cameron’s reconstruction of Fragment Groups 1–3 with Human Figures 

labeled 1–22. From Cameron 1976, I, fig. 38. 

 

 

Figure 24. Cameron’s reconstructions of Fragment Group 4 with Human Figures labeled 

24–35, by S. Laidlaw. From Cameron 1987, fig. 6:a, b. 

 

As per his reconstructions, Cameron unequivocally considers the Cupbearer 

Fresco to be part of the Procession Fresco. He copies the descending rockwork of the 
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upper portion of Cupbearer in the Procession Fresco (Fig. 24).  The east wall 

reconstruction appears to follow Evans’s vision down to the adorant gesture and items 

carried by figures in FGs 1–3. Unlike Evans’s reconstruction, though, Cameron questions 

the double axes held by Evans (Cameron 1976, I, 139), and instead includes the Goddess 

with upraised arms. While he suggested that the white thin lines appearing in front of the 

goddess could be a nimbus surrounding a sacred person, he ultimately suggests they are 

ribbons from a crown (Cameron 1976, I, 139). 

Cameron’s 1987 reconstruction of the fragments on the west wall somewhat 

mirrors the east wall from his dissertation. He includes an undulating background and 

figures posed in the same adorant gesture. Cameron provides two reconstructions which 

differ in the costume of the male figures (Fig. 24). While the left reconstruction 

exclusively portrays Mycenaean tunics, the right reconstruction also includes a mantle 

with diagonal bands resembling the garments worn by so-called priests on sealstones 

(Marinatos 1993, 127–141), a harness with a dagger, and a long garment made of animal 

hide or fur reminiscent of a figure commonly identified as the deceased person in the 

Hagia Triada Sarcophagus. The addition of the mantle and the dagger are most 

interesting, as the mantle is a purely Minoan costume and the dagger is rarely seen in 

Minoan art, except for in clay figurines from peak sanctuaries (e.g., from Petsophas, 

Evans 1921–1935, I, fig. 111:h, i). Cameron’s choice to add more types of garments in 

this section of fresco perhaps reflects the variety of costumes presented in the fragments 

of the east wall. 

Cameron’s overall interpretation of the fresco relates to Evans’s theory. He, too, 

believes HF 14 is a goddess, or at the very least, a priestly impersonator of the goddess. 

https://www.zotero.org/google-docs/?abzXxL
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Yet, he held a number of unique suggestions regarding the fresco’s meaning. Firstly, he 

proposes HFs 15–18 who oppose the so-called goddess walk backwards to face her out of 

respect (Cameron 1976, I, 139). He considers the background elements to allude to the 

theme of nature: the blue undulating band represents water, which he believed to be an 

aspect of the goddess, and the rockwork represents a peak sanctuary (Cameron 1987, 

324). Furthermore, he assumes the fresco mirrored an actual procession that took place 

within the corridor. Cameron posits that this scene depicts the arrival of the “Great 

Goddess” represented by a goddess-impersonator which forms one part of a Knossian 

festival cycle focusing on the deity’s fertility. This particular mural documents the 

procession to the “holy of holies,” in this case, a suite of rooms at the west of the Central 

Court (Cameron 1976, I, 134). The vases portrayed here were used for libations to 

summon the goddess to appear to the people (Cameron 1976, I, 140). Though Cameron 

provides a more in-depth interpretation of the painting, he ultimately subscribes to 

Evans’s proposition of the singular Minoan goddess. Perhaps the most significant 

contribution to the interpretation of this fresco is Cameron’s observation that that 

procession frescoes are directive in function; they act as sign-posts to the ancient 

processional participant (Cameron 1976, I, 140).  

Boulotis’s reconstruction provides a further divergence from Evans’s original 

(Fig. 25). His reconstruction consists of eight groups of fragments, only six of which he 

describes in the paper. Among Boulotis’s most important contributions to the study of the 

fresco include the questioning of the items Evans chose to have the figures hold, the 

changing of the white veil of HF 14 to the presenting of a piece of fabric to the goddess 
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(Boulotis 1987, 150, fig. 8), and the modification of the costume of male figures from an 

oddly draped, long, skirt-like garment to a hide skirt (Boulotis 1987, 149, fig. 4:b).  

 

 

Figure 25. Boulotis’s reconstruction of Human Figures 14–16. From Boulotis 1987, 150, 

fig. 8.  

 

Boulotis’s interpretation confirms that this procession indeed represented actual 

processions at Knossos whose ultimate destinations include the west wing of the palace 

where the Throne Room and other cult rooms are located (Boulotis 1987, 153). Like 

Evans and Cameron, Boulotis agrees the items carried served as religious offerings, but 

this time for many deities in the pantheon, not a singular, primary goddess. He posits that 

HF 14 is not the only focal point of other figures in the original composition, and that this 

type of grouping of figures repeats and continues throughout the hall (Boulotis 1987, 

148–149). For Boulotis, the emphasized figures comprise the Minoan pantheon (Boulotis 

1987, 153). In addition, he identifies the donors of these offerings as the people of the 

town surrounding Knossos and different towns and villas across Crete (Boulotis 1987, 
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153–155). In this sense, the mural at Knossos does not portray a Knossian ritual but 

rather a pan-Cretan ritual. 

The most recent restudy by Günkel-Maschek includes a reconstruction of FGs 1–

4 here with significant divergences from Evans and Cameron (Fig. 26). Like Boulotis, 

she portrays HF 14 holding a textile and replaces Evans’s unparalleled costume with the 

hide skirt (2020, fig. 4.16). Notably, HFs 17 and 18 wear the hide skirt instead of the V-

shaped kilt. She reconstructs this grouping of figures in a handing-off scene of the textile 

in which HF 14 fully grasps the folded cloth and HFs 15–18 stand with one arm back and 

one arm with the hand facing with the palm out toward HF 14. The pose of HF 14 

replicates that of a male figure in a mural in Xeste 3 in the town of Akrotiri in the 

Cycladic island of Thera (LC IA; Doumas 1992, pls. 109, 113), and HF 7 is reconstructed 

holding cloth in the same gesture. In addition, HF 14 wears the Mycenaean tunic instead 

of the Minoan dress flounced kilt (see also this vol., Ch. 6). The reconstruction declines 

to include the instruments in the hands of HFs 1–6. Instead of a jug held in the hands of 

HF 20 in FG 3, she reconstructs a jar. In additional, all other male participants holding 

objects also hold jars, except for one participant holding a rhyton mimicking the 

Cupbearer (HF 19). She also chooses to reconstruct the upper zone as descending 

rockwork like that from the Cupbearer Fresco.  

Günkel-Maschek’s interpretation also diverges significantly from those previous, 

though the broader methods of Cameron are replicated. She interprets the fresco as a 

reflection of an actual procession that took place within the walls, and she considers that 

the ancient procession mirrored the actions and groupings of the painted people in a 

similar vein to Cameron. She considers it to be LM II in date. Her interpretation, then, 
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Figure 26. Günkel-Maschek’s reconstruction of Fragment Groups 1–3 with Human 

Figures labeled 1–22. From Günkel-Maschek 2020, fig. 4.16. Image courtesy of Günkel-

Maschek 2020, https://doi.org/10.17885/heiup.497 . Used under Creative Commons 

Attribution BY SA 4.0. https://creativecommons.org/licenses/by-sa/4.0/deed.de. 

 

focuses more on the socio-political hierarchies and intentions in the painting through 

analysis of costume (Günkel-Maschek 2020, 273). Günkel-Maschek suggests HF 14 is a 

female dignitary connected with divinity due to the insignia embroidered on her hems 

(Günkel-Maschek 2020, 181). Additionally, she interprets the slightly jogged ground line 

in front of HF 14 as a step up, and so to her, HFs 15–18 have a higher social standing 

(Günkel-Maschek 2020, 181). To her, the wall records that a female dignitary like HF 14 

led the ancient processions that followed the walkways in the West Court, and this part of 

the event ended within the Procession Corridor when the dignitary hands the fringed 

cloth to HFs 15–18. The procession is continued inside the palace by these latter figures 

who are palatial administrators (Günkel-Maschek 2020, 258).  

Overall, through an iconographic analysis of costume, Günkel-Maschek suggests 

that each costume indicates various groups of elites. The “robed” figures (HFs 1–6, 24–

32) represent the lowest rung of the elite social ladder and a new palatial class (Günkel-

Maschek 2020, 274). The women in the Minoan dress and the flounced kilt (HFs 7, 33–
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35) are the last vestiges of the Neopalatial priestly women associated with the enthroned 

goddess (2020, 207–208, 255). Those male figures wearing the V-shaped kilt (HFs 8–13, 

19–22) are warriors or hunters whose positions have recently been raised along with the 

new adminstrators, and their new ceremonial role is to bear gifts (Günkel-Maschek 2020, 

211, 222). Finally, those wearing the hide skirt (HFs 15–18) represent the highest of the 

social order, the palatial administrators who organize events (Günkel-Maschek 2020, 

252).  

Though few and far between, these various reconstructions throughout the past 

century show an evolution of the proposed and accepted imagery in the Procession 

Fresco. Each interpretation builds upon the next with additional tweaks to style and more 

in-depth observations which reflect the trends in scholarship at the time. Such a 

constructive approach to reconstructing this fresco is necessary.  

 

Problems in Date 

 

 Controversy surrounds the exact dating of the Procession Fresco due to the 

unclear stratigraphy at Knossos, problems in style, and ostensibly conflicting 

iconography in the painting. Evans himself suggests three different dates for the fresco 

over the course of his studies. Evans originally suggests an LM II date for the fresco in 

his excavation notebook, but crosses it out and replaces it with LM IA instead (Hood 

2005, 66). In the publication of the fresco, he posits a date of LM IB. Evans is not alone 

in the confusion of dating the painting, as its fragmentary nature and unique imagery 

further obfuscate the interpretation. Those who have created new reconstructions of the 
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Procession Fresco also propose various dates: Boulotis suggests LM I and Cameron and  

Günkel-Maschek propose LM II. A variety of methods of dating the painting will be used 

here including architectural and stratigraphic phasing, style and technique, and the 

iconography. 

 Particular interest in dating this mural owes to the intense cultural shifts that took 

place around LM II and solidified in LM IIIA, sometimes called the Mycenaean period in 

Crete. Traditional scholarship believes that the Mycenaean population from mainland 

Greece overtook the island beginning in LM II and ushered in many new changes in 

material culture. The palace at Knossos continued to be occupied but by a foreign 

administration. Experimental tombs with so-called warrior assemblages (Alberti 2004, 

Preston 2004) and new ceramic shapes such as the Ephyraean goblet and the squat 

alabastron (Betancourt 1985, 150) are typically characterized as Mycenaean and indicate 

a cultural shift with increased Mycenaean influence. Knossian archives of Linear B 

tablets, a new script associated with Mycenaean Greek, have been dated to this period as 

well (LM II–LM IIIB; Palaima 1987, Driessen 1990). Shifts in the style of artwork from 

around this time is also used to suggest a Mycenaean presence due to the similarities with 

the contemporary artwork on the mainland (Immerwahr 1990, 163). Consequently, 

analyses of the extent to which this painting shows Mycenaean style and iconography 

often drive the chronological placement of the painting: a majority of Minoan elements 

then suggests a MM III–LM I date or earlier, a mixture of Minoan and Mycenaean 

elements suggest the transitional period of LM II, and a majority of Mycenaean elements 

suggests the date of LM IIIA:1 or later. 
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Architectural and Stratigraphic Considerations 

 

Architectural and stratigraphic evidence found in the West Porch and Procession 

Corridor provide one avenue of dating the Procession Fresco is by using architectural and 

stratigraphic evidence presented in the West Porch and the Procession Corridor. As 

mentioned in Chapter 2, the West Porch and the Procession Corridor feature several 

different phases of construction and painted decoration that are not altogether clear. For 

reasons detailed above, this paper accepts a broad Protopalatial date for the first iteration 

of the West Porch and Procession Corridor (MM IB–MM II) and a Neopalatial date for 

the renovations (MM III–LM IB). The Neopalatial date thus sets the terminus post quem 

for the Procession Fresco. The final occupation of the palace through LM IIIB sets the 

terminus ante quem of the painting. Reasonably, then, one can suppose that Minoan 

artists executed the painting anywhere from MM III–LM IIIB. This range is not 

satisfactory considering it spans centuries and consequently many different eras of the 

civilization with distinct material culture.  

The phasing of the palace’s decorative program may provide a more precise 

chronological range for the painting. An analysis of the painted plaster fragments 

featuring female figures, jewelry, and textiles found underneath the floor of the renovated 

Procession Corridor helps to establish a more precise terminus post quem. Generally, the 

most accepted date for these pieces is MM IIIB–LM IA based on style (Cameron 1976, 

II, 673–674; Immerwahr 1992, 172; Hood 2005, 66). This date implies that the second 

iteration of the Procession Corridor was built in LM IB or later, thus also restricting the 

Procession Fresco to this time or later. Considering no frescoes of LM IIIB date were 
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produced at Knossos, one can suppose that the mural was painted anywhere from LM 

IB–LM IIIA.  

Architectural specialists disagree on the date of the Procession Fresco. While 

those who base their arguments on issues of architectural phasing date the fresco to LM 

IIIA:1, several instead advocate for an LM II date. The former argument relies on the 

dating of various destruction horizons at the palace which would have necessitated 

redecoration programs throughout the building. Cameron Hawke Smith and Jan Driessen 

follow evidence for a LM II destruction and a LM IIIA:1 rebuilding of the palace, 

specifically in the area of the West Entrance System. This suggested rebuilding campaign 

ultimately includes the redecoration of the entire building, and encompasses those 

paintings that remained on the walls until the final abandonment and destruction of the 

palace, counting the Procession Fresco as among the new scheme (Hawke Smith 1976, 

70–71; Driessen 1990, 119). Those specialists advocating for the earlier date do not 

elaborate on their reasonings (Macdonald 2010, 537), but they may believe the 

redecorating program belongs to LM II or they take into consideration the iconography 

and style of the painting. One may also recall the use of gypsum slabs in the last iteration 

of the corridor pavement, whose material suggests an LM II construction (see this vol., 

Ch. 2). 

The crux of the issue lies in that large parts of this fresco adhered to the walls of 

the Procession Corridor until the final destruction of the palace at the end of LM IIIA, 

implying that it either survived on the walls for over a century, or it was produced just 

before it burned. The former suggestion is possible considering the east wall of the West 

Porch contained more than one layer of painted plaster, suggesting the architecture in this 
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area of the palace was not renovated several times in the Late Bronze Age. In other 

words, a mural painted after the Neopalatial renovations could have remained upon the 

walls unaffected for this amount of time.  

 

Stylistic and Technical Considerations 

 

Another valuable avenue of dating the fresco involves examining the style and 

techniques used to create the mural and comparing it to other paintings that are more 

chronologically secure. This is a fairly common method of assigning dates to frescoes, 

but few scholars provide unambiguous stylistic guides. Cameron engages in an extensive 

study of the Knossian frescoes in which he identified several schools of artists from 

different time periods. Cameron determines that School D or the “Mycenaean School” 

painted the Procession Fresco as well as other the paintings still adhering to the walls 

during the palace’s final destruction (Cameron 1976, I, 325–340). This workshop was 

active during LM II–LM IIIA:1. Cameron describes the features of the products of this 

workshop as thus:  

 

Chief features of its work are large, near monumental, compositions; 
grandiose conceptions and scales of representation; repetition of major 
motifs, highly stylised; hieratic disposition of large subjects; boldly firm 
black, slightly rough-edged, outlining; a stiffening or rigidity in all artistic 
types of movement; a lack of direct esthetic appeal to the onlooker in both 
overall style and colour usage; and emphasis on symbolic content, at the 
expense of esthetic appeal of delicately drawn scenery and of feeling for 
intricate design and for personal relationships in the figures depicted. 
(Cameron 1976, I, 326) 
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These qualities are easily identifiable in the Procession Fresco: the large scale of the 

figures; repetition of figures, simplification of forms, black outlines around garments and 

accessories, lack of dynamic movement in walking figures, the abstracted undulating 

background, etc. These formal qualities, Cameron argues, create a tunnel-visioned focus 

on humans as subjects, linear and limited movement, conventionalization, and a sense of 

grandiosity in painting (Cameron 1976, I, 326, 337).  

Cameron also notes distinct technical qualities of the painted plaster created in 

this school. The plaster fabric is off-white with granular inclusions rather than clear and 

brilliant. In addition, the application of the plaster is rough and thin (1–3 cm deep) rather 

than smooth and thick like MM IIIB–LM IA plasters in the palace (Cameron 1976, I, 

330). The application of paint onto the plaster also differs in this workshop. The 

workshop used larger, white impasto spots instead of finer details seen in earlier schools 

(Cameron 1976, I, 328). Thinner paint and broader brush strokes render large areas of 

color such as the undulating bands in the background and even body parts creating a 

“streaky” rather than opaque aesthetic (Cameron 1976, I, 329). This washy application of 

paint is so pronounced that it is easily visible in person and even in photographs of the 

fragments of the Procession Fresco. 

Cameron assigns many other wall paintings to this same school, including the 

Cupbearer Fresco and fragments of other so-called processional figures from various 

areas of the palace.17 Other better-known paintings include the bull and dado piece from 

 

17 These areas include the deposit south of the Procession Corridor, the North 
Threshing Floor deposit, the Queen’s Megaron, the Room of the Stone Bench, the Demon 
Seals Area, and the Room of the Stone Spout (Cameron 1976, I, 327–328). 
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the West Porch, the Shield Fresco, the Throne Room griffins, the Argonaut Fresco, and 

the Dolphin Fresco (Cameron 1976, I, 327–328, fig. 50). As such, paintings by School D 

are identified in the West, South, and East areas of the palace (Cameron 1976, I, fig. 50). 

Immerwahr further develops Cameron’s stylistic study of the Procession Fresco in 

her work, Aegean Painting in the Bronze Age (1990). While agreeing with Cameron that 

the Procession Fresco should postdate the Neopalatial period, Immerwahr further divides 

his School D frescoes into shorter time periods. She suggests the Procession Fresco could 

date as early as the LM II period, but it could also be LM IIIA. Contrastingly, she 

securely places the Argonauts Frieze in LM III (Immerwahr 1990, 174, 177). Though she 

provides further divisions and distinctions between these time periods, Immerwahr 

ultimately categorizes LM II–LM IIIA paintings as part of one transitional style— that is, 

they can be stylistically categorized as somewhere in between Minoan and Mycenaean in 

style and perhaps workmanship (Immerwahr 1990, 161–163). According to Immerwahr, 

artwork in this transitional style exhibits traditionally “Minoan” subject matter such as 

bull-grappling, griffins, and even processions, but they are executed in a style more 

reminiscent of paintings found in the Mycenaean mainland. Yet, she believes this style to 

have developed in Crete. In other words, the stylistic change occurred in Crete, but 

perhaps it was influenced by Mycenaean invaders and then adopted by mainland artists 

(Immerwahr 1990, 163).  

This time period is too broad to encompass all artwork from LM II through LM 

IIIA:2. For example, the Procession Fresco differs in style from some of the parameters 

Cameron set for his Mycenaean school. Although the painting includes thick black 

outlines around objects and details such as the V-shaped kilts and the jug, the figures are 
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noticeably unlined. Even the white feet of the female figures do not bear black outlines 

like those in LM IIIA paintings of figures from Knossos (e.g., the Dancing Woman from 

Knossos; see Fig. 101). In addition, the rendering of the patterns on the clothing, 

especially the kilts, exhibit a higher level of care and precision in details than is typical 

for LM IIIA paintings. Although the incised gridlines used to plan the patterns are not 

perpendicular, the patterns include many small details in various colors and they are 

completed with steady hands that characterize the rendering of patterned fabric in MM 

III–LM I (e.g., the Dancing Woman from Hagia Triada; see Fig. 30). Later patterns 

appear sketchier and less precise (e.g., the details in La Parisienne, Evans 1921–1935, IV, 

fig. 319, pl. XXXI:e).  

 

Iconographic Considerations 
 

 Few have attempted to date the Procession Fresco based on a systematic study of 

iconography.18 It can perhaps be attributed to the Minoan culture using the same symbols 

for thousands of years, but not all iconography spans multiple periods.19 Though 

 

18 Ellen Davis briefly discusses an LM IA date for the fresco based on 
iconographic considerations, but it is not the focus of her paper (Davis 1990, 214–215). 

 

19 One striking example is the so-called Horns of Consecration, which can be 
found in MM III wall paintings as well as on the sculpted headdresses of LM IIIC 
Goddesses with Upraised Arms. 
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fragmentary, the Procession Fresco bears iconography in the form of costume, textile 

designs, and in one case, an object held by a participant. A full look at the iconography in 

the Procession Fresco antecedes this chapter and includes the various comparanda used to 

create these chronological observations.  

 

Costume 

 

Like stylistic and technical considerations detailed above, the discussion around 

costume and date hinges on classifying the image as Minoan or Mycenaean. This study 

uses Bernice Jones’s classification of Aegean costuming to refer to specific garments 

(2015).  Generally, many previous scholars decided that the presence of a traditionally 

Mycenaean garment pushes the date to the later period of increased Mycenaean material 

culture on the island. The costumes present in the Procession Fresco include the 

Mycenaean tunic with a horizontal neckline, the Minoan dress and flounced kilt, the V-

shaped kilt, the Minoan hide skirt, and the bead-net attachment. A reevaluation of the 

textiles and garments will hopefully shed some light on the issue of the date of the fresco 

here.  

Table 2 documents the first and last appearances of exact parallels for the 

garments in the Procession Fresco, not including the Procession Fresco in its data. The 

most diagnostic of garments here include the Mycenaean tunic with a horizontal neckline 

and the V-shaped kilt due to the former’s late arrival in artistic representations and the 

latter’s design. The Mycenaean tunic is popular during Late Bronze (LB) III, and it does 
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not appear in Crete before that time, suggesting that this Procession Fresco either dates to 

the LM IIIA period or, if earlier, it is the first extant representation of the tunic on the 

island.  

 

Table 2  

 
First and last appearances of exact parallels for the garments in the Procession Fresco. 

Garment Type First Appearance  Last appearance  

Minoan Dress and Flounced 
Kilt 

MB III (Crete) LB IIIB (mainland) 

Mycenaean Tunic LB IIIA (Crete, 
mainland) 

LB IIIB (Crete, 
mainland) 

Hide Skirt LB I (Crete) LB IIIA (Crete) 

V-Shaped Kilt MB III (Crete) LB IIIC (mainland) 

Note. The Procession Fresco imagery is excluded from the data presented in the first and 
last appearances. 
 

The V-shaped kilt is equally complex, and it has a problematic history in 

scholarship. The chronological controversy of this item stems from the observations of 

the depictions of the Keftiu in Egyptian tomb paintings (Hall 1901, 166). The paintings 

belong to an 18th Dynasty Egyptian genre which depicts groups of foreign envoys giving 

tribute to Egypt in the forms of goods and products associated with their lands. One of 

the selected groups of people portrayed in these murals labeled the “Keftiu” has since 

been identified as people from Crete because of the items they carry (animal-head rhyta, 

Aegeanizing vessels, fabrics), their hairstyles (long wavy locks), and the clothes they 
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wear (Hall 1901, Kantor 1947; Vercoutter 1956, Wachsmann 1987, Barber 1991, 

Panagiotopoulos 2001). The Egyptian paintings roughly align with LM IB–LM IIIB 

Crete, the Procession Fresco a contemporary. 

The earlier tomb paintings of this genre such as those in the tombs of Senenmut 

(Dorman 1991, 32–33), Intef (Säve-Söderbergh 1957, 15), and Useramun (Dziobek 1994, 

91–92) depict the Aegean male tributes in loin cloths and cod pieces similar to those 

depicted in Minoan artwork. The later paintings in the tombs of Rekhmire (Davies 1943, 

17–30) and Menkheperreseneb (Davies and Davies 1933, 3–9) depict the Keftiu tributes 

wearing a kilt similar to that found in the Procession Fresco (Fig. 27). The tribute 

paintings from the vizier, Rekhmire, garner the most attention in the Aegean Bronze Age 

field. The tomb dates to the late reign of Thutmose III and the early reign of Amenhotep 

II which approximately corresponds to the end of the LM IB period in Crete. In 

Rekhmire’s tomb, the Keftiu were first drafted by the Egyptian artists wearing loin cloths 

and cod pieces, but they were then painted over to portray kilts (Stevenson Smith 1965, 

85; Wachsmann 1987, 37, 44–45). 

Aegean scholars who consider the kilts to be purely Mycenaean costumes 

designate this change in the Rekhmire mural as indicative of the Mycenaean domination 

(Cameron 1976, I, 612–651; Immerwahr 1990, 172; Barber 2016). These scholars view 

the cod piece and loin cloth as the exclusive costume of Minoan male figures and the kilt 

as the exclusive costume of Mycenaean male figures. The dating of Rekhmire’s tomb to 

the time of LM IB destructions around Crete which ushered in a period of heightened 

Mycenaean influence on the island, discussed below, also seems to corroborate their 

suggestions. Aegean scholars tend to view the change of costume in the Egyptian  
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Figure 27. Facsimile of a painting featuring a detail of the Keftiu bringing gifts to Egypt, 

by N. de Garis Davies. From the tomb of Rekhmire (TT 100) in Thebes, Egypt. Image 

courtesy the Metropolitan Museum of Art, New  York, 

https://www.metmuseum.org/art/collection/search/544609 (public domain). 
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painting as hard evidence for a change of fashion and therefore a change of ethnicity of 

the island’s occupants. 

While the proliferation of the kilt in Minoan artwork during LM III would be a 

convenient way to identify Mycenaean occupants of the island, the Mycenaean origin of 

the garment is not so clear cut. The kilt appears in Minoan art as early as MM II, 

including on an hilt guard from Malia (Rehak 1996, fig. 4) and several figurines from 

Petsophas (Sapouna-Sakellaraki 1971, 115, pls. 6:β, γ, 7:α, 15). If Jones is correct in her 

construction of the kilt (Jones 2015, 217; see also this vol., Ch. 4), it may also relate to 

the flounced kilt, a popular Minoan costume later appropriated by the mainland elite. 

Thus, the Procession Fresco cannot be dated to Minoan or Mycenaean eras solely on this 

garment. The closest parallel of the V-shaped kilt is from the LM IIIA:2 Hagia Triada 

Sarcophagus, but similar kilts appear as early as LM I in Minoan glyptic and LC I in 

Cycladic art such as the Flotilla Fresco from Akrotiri. Thus, the garments examined here 

do not narrow down the date range further than LM I–LM IIIA:2. 

 When analyzing the textile patterns in relation to chronology, an equally complex 

picture emerges. While Evans believes the patterns only had MM III parallels, this view 

ignores the later comparanda presented in this study (Evans 1921–1935, II, 734). Broadly 

speaking, the general imagery of the figurative patterns— specifically papyrus, rosettes, 

scales, etc.— stems from Early Bronze Age and Middle Bronze Age Cretan pottery and 

glyptic motifs. The specific arrangements and details of these motifs have exact parallels 

in a wide range of time, from Middle Bronze (MB) III–LB IIIB (Table 3), and it should 

be noted that many of the later patterns have precedents in the Middle Bronze Age in 

Cretan ceramics and seals. One interesting pattern is the scale pattern with chevrons, 
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concentric arcs, dots, and lines on the kilt of HF 20 which has a parallel from LB IIIB in 

the mainland which clearly postdates our painting. However, a fragment from Knossos 

bearing the same pattern probably dates a bit earlier (see this vol., Ch. 4). Considering the 

uncertainty of the Knossian fragment, no conclusions may be drawn from this scale 

pattern alone.  

 The first impressions of this data include that perhaps textile patterns remained in 

fashion in the Aegean for quite some time, so they are not necessarily the best indicators 

of date. However, the majority of motifs in the textiles represented here have parallels in 

LM IB and LM II pottery strongly suggesting an LM II date. Elizabeth Barber also draws 

this conclusion when looking broadly at the patterns, and she suggests that the painting 

dates to her “Transitional/Ritual Style,” during LM II. She proposes that detailed 

embroidery patterns are the product of Cretan manufacture based on the proliferation of 

intricate textile representations in frescoes from Neopalatial Knossos. Barber also 

suggests this Transitional/Ritual Style includes the Mycenaean tendency for male 

clothing to display more elaborate and elegant patterns than female clothing (Barber 

1991, 324, 330), but this observation overlooks the all-over patterning found on HF 7 in 

FG 1 and the embroidered hems of HF 14. Considering the wide chronological range in 

evidence presented in Table 3, it is safe to deduce that the costuming of the participants 

leans toward a transitional date of LM II. 
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Table 3  

 
First and last appearances of exact parallels for the textile patterns in the Procession 
Fresco. 

Textile Pattern First Appearance Last Appearance 

Ivy and Papyrus Composite LB I (mainland) LB III (Crete) 

Ogee Chain unparalleled unparalleled 

Papyrus Chain MB III (Crete) LB III (mainland) 

Quatrefoil in a Cruciform unparalleled unparalleled 

Quatrefoil and Split Rosette unparalleled unparalleled 

Rosette LB I (Crete, mainland) LB IIIB (mainland) 

Sawtooth Pattern LB I (Crete) LB IIIB (mainland) 

Scale Pattern with Chevrons, 
Concentric Arcs, Dots, and Lines LB IIIB (mainland)* LB IIIB (mainland) 

Tooth Pattern MB III (Crete) LB IIIB (mainland) 
Note. The Procession Fresco imagery is excluded from the  data presented in the first and 
last appearances.  
 

* an undated Cretan example from Knossos exists, perhaps LB I  
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Piriform Jar or Jug 

 

One male figure in the Procession Fresco carries a piriform jar or jug made of a 

mixture of materials, perhaps different metals (see this vol., Ch. 4). The technique of 

combining metals to create vessels indicates a pre-LM IIIA date (Boulotis 1987, 150), 

and metal vessels of this shape come from LM IB and LH IIA contexts at Knossos and 

Mycenae (Schliemann 1880, fig. 478; Evans 1921–1935, II, figs. 402, 410, 411:a).  

 

The Cupbearer Fresco Parallel 

 

While this study does not include the Cupbearer Fresco as part of the Procession 

Fresco, its similarities in imagery and technique indicates that it is likely contemporary 

and perhaps even painted by the same artists. Conclusions regarding dating of the 

Cupbearer can enrich the discussion of the date of the Procession Fresco. While 

stylistically and technically the conclusions remain the same, the Cupbearer includes 

more iconography which can be analyzed.  

The Cupbearer receives its name from the large conical rhyton the figure holds 

(Fig. 14). The vessel features a down-sloping rim, an upswung vertical handle, a fluted 

body, and a tapering conical base (Koehl 2006, 252). The flared-rim and upswung handle 

reflect a trend in the form of rhyta in both LM IA and LM IIIA:2, and so a date cannot be 

proposed only on the shape (Koehl 2006, 30). Like the jar or jug, the colors of the rhyton 

may reflect different materials: the blue could be silver (Immerwahr 1990, 88) or stone 

(Cameron 1976, I, 80), and the red could indicate gold or bronze. The pattern created on 
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the body probably represents fluting (Koehl 2006, 252), but it may also indicate metallic 

inlay within the vessel (Evans 1921–1935, II, 705) both of which would have been 

achievable on either silver or stone (Warren 1969, 33, 109; Mantzourani 1995, 140). 

Perhaps the closest artifact parallel available comes from outside Crete: the silver conical 

rhyton with a gilded copper handle and rim from Shaft Grave IV at Mycenae, known as 

the Siege Rhyton (Karo 1930, pl. 122, no. 481; Davis 1977, 227–230, no. 87).20 Ellen 

Davis notes that the materials and techniques used to manufacture the Siege Rhyton 

indicates Minoan artistry (Davis 1977, 229–230, 331), and she suggests that, for this 

reason, the Procession Fresco is purely Minoan (Davis 1990, 214). This mainland rhyton 

dates to Late Helladic (LH) I, thus placing our Cupbearer vessel in the LM IA period 

(Boulotis 1987, 150).  

The second iconographic consideration is the sealstone strung on the Cupbearer’s 

left wrist. The stone does not show engraved detailing, but its identification as a depiction 

of a sealstone is widely accepted. Victor Kenna dates the lentoid seal to LM I–LM II 

(Cameron 1976, I, 573), but there lacks an explanation of his dating. The most diagnostic 

feature of the strung sealstone is the gold caps of granulation represented by three dots on 

either side that is popular from LM IB–LM IIIA (Krzyszkowska 2005, 13, 198). 

Ultimately, Olga Krzyszkowska dates the Cupbearer Fresco to LM IIIA:1 based on this 

evidence. 

 

20 Agnès Sakellariou suggests the surface was covered with niello (Sakellariou 
1974, 10–11). 
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Overall, the Cupbearer also provides conflicting evidence of iconography. The 

rhyton and the sealstone can only be dated to a range of LM IA–LM IIIA:1, and therefore 

it does not provide much clarity for the date of the painting. The Minoans likely used 

both sealstones and metallic prestige vessels for extended periods of time as heirlooms or 

special ceremonial equipment. Therefore, even if one could securely date the rhyton to 

LM IA, the painting could have been executed later while portraying antiques.  

 

Discussion 

 

The above evidence used to date the Procession Fresco is fraught with 

uncertainties and even conflicts with one another. Much of the dating requires heavy 

interpretations, and particularly with iconographic studies, artists’ liberty is not always 

taken into account adequately. For example, the rhyton held by the Cupbearer is almost 

double the height of the largest conical rhyton found in the Bronze Age Aegean.21 Such a 

discrepancy could either be caused by the accident of survival or a conscious 

manipulation of reality made by the artist or the patron. In addition, style often relies on 

stratigraphy and contexts to form the chronological basis, and the stratigraphy at Knossos 

is particularly complicated. Taken all together, the dates range from  LM IB–LM IIIA 

which spans several centuries and is not precise enough to have much meaning. When 

 

21 The largest extant rhyton dates to LM IIIA:2, and it is only 43.70 cm in height 
(Koehl 2006, 252). 
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considering the mixture of LM I and LM III style and iconography with the gypsum 

paving slabs in the corridor, a LM II date seems most reasonable for this mural.  

Ceramic deposits define the Late Minoan II period, and the era only spans about 

25 years time. Deposits of LM II pottery across the island are so sporadic that some 

scholars first believed that the period only occurred at Knossos (Popham 1967, 343). 

While more excavations across the island have produced LM II pottery, the short time 

period remains relatively unclear. Scholars consider it a transitional period due to a shift 

in the style of pottery and other material culture, and some regard it as the beginning of 

the so-called Mycenaean period in Crete. These scholars consider the LM IB destructions 

of settlements by fire to indicate of Mycenaean invaders who then occupied and ruled 

Crete (Wiener 2015). It is also sometimes referred to as part of the Final Palatial period 

or the Monopalatial period, reflecting Knossos’s status as the only occupied palace at the 

time. 

Regardless of whether the Mycenaeans controlled the island through Knossos, the 

archaeological record at this time includes many elements from the Mycenaean mainland 

and reflects a shift in material culture and practices. While there were indeed strong 

cultural changes during LM II, Minoan traditions and characteristics endured rather than 

vanished altogether. The Minoan script of Linear A (Popham 1976, 102–107; 

Demopoulou, Olivier, and Rethemiotakis 1993, 501–521; Schoep 2002, 20) and 

Neopalatial iconography such as bull leaping (Hallager and Hallager 1995), rosettes 

(Driessen and Langohr 2007, 181), and griffins (Shank 2018) continue to be depicted 

throughout this period. The palace at Knossos, too, continues to function as a cultural 

center for the town and the island, and the only major architectural change in LM II 
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includes the addition of a Northwest Stairway at the palace, suggesting the palace 

fulfilled the same or similar purposes as before (Driessen 1995, 80, Macdonald 2005, 

208; Driessen and Langohr 2007, 181). Post-neopalatial Crete promoted a culture of 

hybridization rather than a complete abandonment of Minoan culture in favor of a new 

one. Furthermore, even before LM II, these two material cultures intertwined to the 

extent that they shared many iconographic traditions such as the Minoan genius and 

Minoan artists created prestige items for the mainland. 

The Procession Fresco from Knossos fits squarely into this amalgam of cultures. 

While its style and composition somewhat aligns with Mycenaean artistic tendencies 

such as flattened forms and abstracted backgrounds, the mural’s iconography and perhaps 

even subject matter draw upon earlier Minoan traditions. The prevalence of LM III 

pattern motifs and a change in painting style and technique indicate it is not from the 

Neopalatial period. Yet, the painting contains distinct Minoan qualities such as carefully 

executed elaborate patterns, motifs that appear in LM I pottery, and the processional 

theme which has precedents in small-scale Neopalatial murals as well as sealstones. The 

current study suggests a LM II date for the Procession Fresco due to these reasons.  
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CHAPTER 4 

ICONOGRAPHIC AND COMPOSITIONAL ANALYSIS 

 

The standard iconographic study of Aegean mural paintings reveals overt 

meanings ancient artwork communicated to its audience. Due to the damaged nature of 

the Procession Fresco from Knossos, most of the iconographic elements are restricted to 

details, specifically textile designs, patterns, and accessories. However, other imagery 

such as the types of garments, the processional equipment carried by the participants, and 

background elements endure and provide insight into the understanding of the mural. 

Finally, the composition, too, reflects traditions from which the mural worked, and thus 

the intentions of the artists and commissioners of the painting. Through the iconographic 

analysis, this study illuminates the messages communicated in the painting. 

The study will consider parallels from Crete, the mainland, the Cycladic Islands, 

and, at times, Egypt and Southwest Asia for iconographic elements examined here, with 

particular reference to those artworks contemporary to LM I–IIIA. Because LM II is a 

transitional period of about one generation, preceding and succeeding art will be 

considered from these areas. Extensive trade networks connecting Crete to distant lands 

as evidenced by eclectic cargo in shipwrecks (Bass, ed., 1967, Pulak 1998), various 

administrative documents recording trade and diplomatic gift-giving (Moran, ed., 1992), 

and artifacts justify the geographic spread of parallels (Aruz, Benzel, and Evans, eds., 

2008). During the time of this mural’s painting, the broader Aegean participated in 

cultural exchange: completed works of art were traded or given (Lambrou-Phillipson 

1990) and locally made items were produced from foreign raw materials, sometimes 
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using foreign-developed technology. The proliferation of trade in material culture at this 

time reveals itself, too, in artistic style and iconography, so much so that a so-called 

International Style was proposed for art from the civilizations in the area of the Eastern 

Mediterranean around LM II (Stevenson Smith 1965, Feldman 2005). While such a 

hypothesis has not gained traction in Aegean studies, the striking appropriation of 

Aegean imagery found throughout the Eastern Mediterranean certainly upholds a 

deliberate mixing or adopting of foreign motifs in the region.22  

 

Clothing 

 

 The study of textiles has gained traction in Aegean archaeology within the past 

several decades. Major studies include the discussion and evaluation of ancient textile 

tools and technologies (Nosch and Gillis, eds., 2014, Andersson Strand and Nosch, eds., 

2015), the experimental reconstruction of Minoan costume (Televantou 1982, Lillethun 

2003, Jones 2015), and iconographic considerations of garments and patterns (Sapouna-

Sakellaraki 1971, Shaw and Chapin, eds., 2016). The latter is fairly nascent despite the 

recognized potential of iconographic analysis of clothing. Most of these studies focus on 

the types of clothing found within representations of the human figure, and a number of 

Aegean garments have been identified though any type of standardized terminology lacks 

 

22 See, for example, the Egyptian ceremonial axe of Ahhotep bearing an Aegean 
griffin (Frankfort 1936–1937) or the inlaid pyxis from Minet el-Beidha featuring a 
woman wearing a flounced kilt of the Aegean type (Gates 1992). 
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(Sapouna-Sakellaraki 1971, Chapin 1995, Rehak 1996, Lillethun 2003, Crowley 2012, 

Jones 2015). Textile patterns continue to be understudied, and they, too, lack a clear 

classification system. This study considers both the garment types as well as their 

featured patterns and motifs to form a robust approach. 

 

Garments and Accessories 

 

 The Procession Fresco from Knossos features a diverse range of garments and 

accessories showcasing four different types of costumes. For ease and consistency, this 

study follows the terms employed by Jones in her monograph, Ariadne’s Threads (2015), 

which is the most overarching costume study to date in terms of construction and 

meaning, though alternative terminology will be mentioned as well. The study of 

garments and costume can ameliorate numerous issues, the most relevant of which to this 

study includes chronology, trade, and social dynamics. For example, a type of garment 

can be tied to a specific time period like the peak-back robe of the Middle Bronze Age 

(Jones 2015, 27–47), and it can connect to certain regions such as the Minoan open front 

dress that was worn during the Bronze Age in the region of modern-day Greece (Jones 

2015, 57–141). Costume thus provides another avenue for study of the implications and 

meanings of imagery communicated in the Procession Fresco. 
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Minoan Open Front Dress and Flounced Kilt 

 

 Four of the extant white-skinned, likely female figures in the Procession Fresco 

wear a combination of garments known as the Minoan open front dress and flounced kilt 

as reproduced in this dissertation (Fig. 28; HFs 7, 14, 32, 34).23 Though poor preservation 

prohibits the exact identification of the type of dress these figures wear, this combination 

is a fairly stable suggestion due to the extant remains (see below; for a fuller discussion 

of this reconstruction and the controversial vesture of HF 14, see this vol., Ch. 6). The 

horizontal, flounced bottom hem of the garments worn by HFs 7, 32, and 34 indicate that 

they likely wear Minoan open front dresses and corresponding flounced kilts over top. 

While it is possible that the figures here wear a flounced kilt over a Mycenaean tunic with 

a horizontal neckline such layering is not yet attested in Aegean representations. 

 The Minoan open front dress resembles a tunic, a basic garment characterized by 

sleeves and a long, open hem that reaches the ankles. The fitted waist and plunging 

neckline distinguish this Minoan version from other tunics known throughout the wider 

Aegean. Jones creates two types of the Minoan dress based on trends she observes in 

depictions of the garment in painting, sculpture, and glyptic: the V-shaped neckline and 

the open front. The Minoan dress as developed by Jones could form the bottom layer to a 

traditionally female costume, or it could be worn on its own. She reconstructs it using  

 

23 Human Figure 33 is represented in the reconstruction in this study wearing this 
costume as well, but no part of her costume survives. 
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Figure 28. Detail of the partial bottom of the Minoan open front dress and the flounced 

kilt of Human Figure 7 in Fragment Group 1. Not to scale. Drawing author.  

 

three panels of fabric: one large panel composing the back of the costume and two panels 

composing the left and right sides of the front of the garment (Jones 2015, fig. 4.34). The 

raw edges of fabric are either hemmed with embroidered bands often obvious in Minoan 

artistic representations of these garments or sometimes flounces are added. These bands 

line the deep plunge of the neckline, the side seams, and the upper edge of the back panel 

that runs to the hems of the short sleeves. Jones and her weaver, Valerie Bealle, identify 

this last band as a header used to start the garment on the loom (Jones 2015, 68). In 

artistic representations, the header band manifests as a vertical band at the sleeves (for 

example, see sleeves of the Ladies in Blue, Evans 1921–1935, I, fig. 397). Although the 

Minoans could wear the dress on its own as in the Kneeling Woman from Hagia Triada 

(Jones 2014, pl. CLIVa), it is more often shown in with a flounced kilt layered on top like 

in the Pseiran women (Immerwahr 1990, Ps no. 2; Shaw 1998, color pls. A, B, H), the 
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women in the Sacred Grove and Dance (Fig. 29; Immerwahr 1990, Kn no. 16, pl. 23), 

and the female figures in the Procession Fresco. 

 

 

Figure 29. Facsimile of the Sacred Grove and Dance Fresco, by É. Gilliéron père. From 

Evans 1921–1935, III, pl. XVIII. Image courtesy Heidelberg Historic Literature Digitized 

(public domain). 

 

 The flounced kilt is a piece of fabric roughly rectangular in shape decorated with 

horizontal rows of fringe or pleated fabrics sewn at the bottom and/or middle of the 

fabric. The added fabric decoration, called flounces, is sewn to the garment so that the 

pieces can move individually, and they are often shown in alternating colors (e.g., the 

Dancing Woman from Hagia Triada, Fig. 30; Jones 2014, pls. CLIVe, CLIVf). The kilt 

ties around the waist with the two short ends of the fabric meeting at the front of the 

body. In artistic representations, the kilt often resembles a V-shaped garment with the 
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point falling at the center of the female figure’s skirt (Fig. 29). Sometimes vertical lines 

fill in the horizontal bands of the flounces and give the impression of pleats or fringe.  

 

 

Figure 30. The Dancing Woman from Hagia Triada. From Jones 2014, pl. CLIVe. 

 

Jones is not the first scholar to attempt to reconstruct this flounced piece 

(Televantou 1982, 121–122, Marinatos 1984, 100–102, Lillethun 2012, 251–254), but 

Jones’s study is the only one whose product drapes in the way resembling artistic 

depictions. Through her experiments, Jones found that when the base fabric of the kilt is 

cut into a double axe-like shape, the garment falls into a V at the front (Jones 2015, 182–

195), and it even moves individually with each leg as is shown in artistic depictions (e.g., 

Fig. 30). While artistic stylization, abstraction, and various ways of depicting the 

flounced kilt has led to a multiplicity of interpretations and identifications of new 

Copyright Restrictions 

Due to copyright restrictions, this 

image cannot be reproduced here 
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garments, Jones’s single reconstruction encompasses most if not all modes of 

representation.24  

Human Figure 7 from Fragment Group 1 features the best-preserved Minoan open 

front dress and kilt in this mural (Fig. 28). This figure wears a Minoan dress edged with 

two rows of flounces and a flounced kilt over top that arches down to meet the bottom 

flounces. The fringe or pleats of the kilt terminates at the bottom bands of the Minoan 

dress. Fragments of two additional female figures on the west wall also wear flounced 

garments: HF 34 has two rows of a flounced Minoan open front dress, and HF 32 depicts 

the flounced Minoan open front dress and the bottom of a flounced kilt (Fig. 12).25 

Finally, this paper suggests that HF 14 wears a Minoan open front dress without bottom 

flounces and a flounced kilt over top. 

The costume is thought to be inherently Cretan as it is found in many depictions 

in Minoan art. The garment first appears in MM III–LM I wall painting (Fig. 29), 

sculpture (e.g., bronze figurines from Hagia Triada, Verlinden 1984, figs. 34, 35, pl. 17), 

and glyptic (e.g., a seal from Chania, CMS II.3, no. 3). The combination continues to be 

 

24 Janice Crowley identifies multiple different items of clothing in representations 
that Jones classifies as flounced kilts: flounced kilt, flounced pants, and a lappet skirt 
(Crowley 2012). Anne Chapin identifies them as a flounced overskirt or a flounced 
divided skirt (Chapin 2008, 59–60). 

 

25 Curiously, Cameron’s alternate depictions of fragments from this wall exhibit 
slight modifications in this costume, particularly in HF 32. One of his reconstructions 
shows only one layer of flouncing on the kilt in the reconstruction, though in the 
depiction of the extant piece, a vertical mark indicates a flounce (Fig. 24). 
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represented in fresco and glyptic through LM IIIA (e.g., the Hagia Triada procession, 

Immerwahr 1990, A.T. no. 5, Militello 1998, pl. M; a sealstone from Mavrospelio, CMS 

II.4, no. 125). The combination of garments occurs in non-Cretan art as well from LB I‒

LB IIIB. Many female figures wear the dress and the kilt in the LC IA Akrotiri wall 

paintings including the women in Xeste 3 (Doumas 1992, pls. 100, 116). The kilt also 

seems to be the garment of choice for women participating in LM IIIB processions on the 

mainland (Fig. 21; Peterson 1981, 98‒99).26  The Minoan dress and flounced kilt are one 

of the longest lived and most popular garment combinations in the Aegean sartorial 

repertoire.  

Yet, flounced garments may have originated in ancient Mesopotamia. Depictions 

of priestesses and goddesses wear entirely flounced garments that signify their religious 

and ritual status (Jones 2015, 155–168). A Babylonian cylinder seal found in Crete from 

Giophyrakia which depicts the Babylonian goddess, Ishtar, receiving guests and wearing 

this type of long flounced robe (Fig. 31; CMS II.2, no. 206). This foreign garment may 

have inspired the Minoan one, though a Minoan garment with flounces from shoulder to 

ankles like that one has not been attested.  

 

26 Seals and sealings may also depict a flounced dress underneath a flounced kilt, 
but they are too ambiguous to identify with certainty (see esp. CMS II.7, no. 5). 
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Figure 31. Babylonian cylinder seal from Giopyhyrakia, Crete, featuring a fully flounced 

garment on the second figure from the right. From CMS II.2, no. 206. Drawing courtesy 

CMS Heidelberg. 

 

The multiplicitous use of the Minoan open front dress and flounced kilt shrouds 

the precise function or meaning of the outfit. For example, the Minoan open front dress 

and the flounced kilt worn together and apart, is the costume of choice in many Minoan 

depictions of female figures performing a variety of actions including dancing (Fig. 29), 

participating in processions (e.g., the Tylissos Miniature Fresco, Shaw 1972, fig. 13; 

Immerwahr 1990, Ty no. 1), and witnessing an epiphany (Fig. 19). Prominent figures in 

glyptic art also wear the vesture, such as a Mistress of Animals trope (e.g., CMS II.6, no. 

30.1), women adjacent to so-called tree shrines (e.g., CMS II.3, no. 15), and large, seated 

women (e.g., CMS II.8, no. 268). These representations clearly indicate the costume’s 

association with ritual and ceremony (Reusch 1956, 57–59; Barber 1991, 324–325; 

Papadimitriou, Thaler, and Maran 2015, 190).  
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This rich variety of gestures and settings of figures in this costume has 

engendered many interpretations of the identity of the wearer. Based on the supposed 

Mesopotamian influence, scholars tend to identify the wearers as goddesses (Evans 

1921–1935, IV, 27–28) or priestesses (Niemeier 1986, 78–81; Marinatos 1993, 188; 

Jones 2015, 155–164), though the garment is also worn by elite Minoan women as a 

status symbol. The interpretation of the role of a woman wearing the garment, then, is 

largely evaluated on a case-by-case basis. If multiple women wear the garment in casual 

poses such as in the Grandstand Fresco from Knossos, the figures are likely to be 

identified as elite women of Minoan society (e.g., Evans 1921–1935, III, 49). However, 

when they comprise the focal point of the scene in active, perhaps ceremonial gestures, 

such as the dancing women in the Sacred Grove and Dance Fresco, they are identified as 

priestesses (Cameron 1976, I, 134). The figure is identified as a goddess when it is 

positioned descending from the sky at a different scale than other human figures in 

glyptic art (Fig. 19; Niemeier 1989; Marinatos 1993, 175–188; Soles 2016, pl. LXXXIb) 

or seated on a prominent chair or throne receiving gifts of some kind, like in goddess 

from Xeste 3 at Akrotiri accepting crocus blossoms (Doumas 1992, pl. 122) and the 

goddess from Mycenae accepting a figurine (Kritseli-Providi 1983, 49–50; Jones 2009). 

Yet, the latter type is sometimes interpreted as a Minoan priestess acting as an imitator of 

a goddess for a ritual (Jones 2009). Either Minoan women wore the same costume as 

their deities when in ceremonies, or most women in depictions are priestesses or 

goddesses. The former seems most likely considering the proliferation in images of 

women and youths. 
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Any deeper symbolism or meaning of the skirt is highly speculative and, 

effectively, unknown. From the above examples, it is clear that the garment marks 

ceremonial status at the very least and divinity at the very most. The costume may 

emphasize themes of maternity, female sexuality, and fertility due to the bared breasts of 

the open front dress (Morris 2009, 247–249). Abby Lillethun links the flounced kilt to 

female fertility and menstruation, suggesting the kilt evolved from a utilitarian purpose of 

providing extra fabric for menstruating women (Lillethun 2012). Though this function is 

possible, there is little evidence to back it up. For the purposes of this study, the garment 

primarily denotes the ceremonial role of the wearer and perhaps an indication of 

deification. 

 

Mycenaean Tunic with Horizontal Neckline 

 

 Many of the extant figures in the Procession Fresco from Knossos wear a sleeved 

garment that falls to the ankles called a Mycenaean tunic with a horizontal neckline, 

usually vaguely called a robe (Fig. 32; HFs 1‒6, 23‒31). Aegean artists depicted this 

vestiment with embroidered bands stretching horizontally across the neckline and 

continuing vertically down the sleeve of the wearer much like the design of the header 

bands on the Minoan open front dress. Sometimes vertical embroidered bands run from 

the armpit to the hem of the garment and one or more horizontal embroidered bands 

decorate the bottom hem as depicted in the Hagia Triada Sarcophagus (Fig. 17). Here 
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called a tunic for its unbelted construction which fits over the head, the all genders wear 

the garment during the Late Bronze Age (Jones 2015, 147).27  

 

 

Figure 32. Detail of the bottom of the Myceanean tunic worn by Human Figure 3 in 

Fragment Group 1. Not to scale. Drawing author. 

 

The fragments of the Procession Fresco only preserve Mycenaean tunics with 

horizontal from the bottom with horizontal embroidered edges and a central vertical band 

running from the bottom hem up to the thighs These bands feature various motifs which 

will be discussed below. The costume is not preserved above the thighs of the 

 

27 Note that the female figure in Figure 17 has an additional diagonal band 
running from her armpit to the small of her back. This may indicate that she wears a 
small jacket-like garment which Jones calls the bolero over top of her tunic (Jones 2015, 
277–281). 
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processional participants, but parallels to the Hagia Triada Sarcophagus indicate that they 

wear the same costume.  

 As it is not as visually complex as the flounced kilt and Minoan dress 

combination, experimental reconstructions of the Mycenaean tunic have not been at the 

forefront of scholarship. Paul Rehak proposes a garment with added sleeves that feature 

additional vertical bands contra to Jones’ reconstruction that includes a single band 

running from one sleeve, across the neckline, and down the other (Rehak 1996, 42, fig. 

3). Jones, on the other hand, reconstructs the garment using one to two lengths of cloth 

with vertical seams and a header band like the Minoan open front dress. Jones’s 

reconstruction of the garment is convincing as it simplifies the design and it is similar to 

the Minoan dress (Jones 2015, 150, fig. 4.189:a–d). The garment could be either ankle-

length or end mid-thigh. 

 The Mycenaean tunic with a horizontal neckline first appears in Aegean art in LB 

III in representations in painted plaster. The shorter version is the garment of choice in 

depictions of active male figures, often identified as charioteers, hunters, or warriors 

(e.g., Lang 1969, nos. 21 H 48, 26 H 64, pls. 122, 123; Immerwahr 1990, Py no. 11, pls. 

68, 73, 74), but this type occurs less often in art in Minoan Crete. The ankle-length tunic 

appears in depictions of processions both in LM III Crete (e.g., the Hagia Triada 

procession, Paribeni 1908, figs. 21, 23; Immerwahr 1990, A.T. no. 3) and the LH III 

mainland (e.g., Vestibule Procession Fresco at Pylos; the Pomegranate Bearer from 

Tiryns, Papadimitriou, Thaler, and Maran 2015, fig. 2).  

Its exclusive portrayal in ceremonial depictions suggests, like the Minoan dress 

and flounced kilt, those wearing the ankle-length Mycenaean tunic with a horizontal 
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neckline served a ceremonial function. The garment is not well known in glyptic nor art 

from the Cycladic Islands. Interestingly, all the representations noted above come from 

LM IIIA and LH III, making the LM II Procession the first depiction of the garment in 

the Aegean.  

 

Hide Skirt 

 

 The hide skirt, sometimes called the Minoan hide skirt because it is primarily 

found on Crete, consists of a petaloid shape with a rounded hem, snug waist, and a tail-

like appendage situated to the back of the wearer in artistic representations (Jones 2015, 

251‒256). The hide skirt can be worn on its own or with a cloak, mantle, or a bolero. The 

overall form and the S-shape and fork-shape patterns often depicted on it resemble a hide 

or animal skin giving the garment its name; The tail-like appendage may represent the 

appendages of an animal hide, and the patterns form an Aegean convention to simulate 

animal hair,28 whether from a treated animal skin or from an animal product like wool 

(Sapouna-Sakellaraki 1971, 123; Long 1974, 37).The hide skirt alternatively be a faux 

hide created using weaving techniques or appliques to simulate fur and specific 

patterning (Sapouna-Sakellaraki 1971, 123; Jones 2015, 256). According to the artistic 

depictions, the hide wrapped around the wearer so that the appendages of the animal met 

at the back.  

 

28 S-shaped and fork-shaped patterns depicted on it that simulate hair are also 
found on rhyta depicting bulls (Koehl 2006, 12, no. 326). 
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Boulotis first suggested that the Procession Fresco included the hide skirt 

(Boulotis 1987, 147, figs. 4:a, b). While not all scholars agree that the hide skirt is indeed 

represented in the Procession Fresco (Jones 2015, 254 n. 69), no other Aegean garment 

with a pointed appendage reminiscent of that in the fragment is identifiable yet.29 In the 

Procession Fresco, the fragments in question show red-skinned figures with white and 

blue oblong shapes extending out diagonally at the backs of their legs (Fig. 33; FGs 2, 5; 

HFs 16, 35). The garment ends just above the ankles which, although lower than most 

representations on seals, is about the same length as that on a white-skinned figure on the 

Hagia Triada Sarcophagus (Fig. 17). These pieces differ from those shown in the 

aforementioned sarcophagus due to their rendering: they feature blue borders and lack 

traces of S or forked patterning indicative of a hairy texture. Some seals depict the hide 

skirt with a similar edging, though of course, we cannot know the intended color. That it 

lacks the details indicating fur or hair suggests the garment in the Procession Fresco is 

neither a hide nor a faux hide but instead an abstracted version of the garment entirely 

made out of manufactured materials.  

The hide skirt primarily appears in Minoan art. A MM II Kamares Ware fruit 

stand from Phaistos may depict the earliest instance of its representation by portraying 

two figures wear petaloid skirts (Sapouna-Sakellaraki 1971, 122; Long 1974, 37). 

However, Kamares Ware commonly includes petaloid painted decoration, and so the  

 

29  Additionally, Evans’s reconstruction of long skirts based on this fragment are 
shocking in their unparalleled representation, and so they will not be considered here. 
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Figure 33. Detail of the bottom “tail” of the hide skirt worn by Human Figure 16 in 

Fragment Group 2. Not to scale. Drawing author.  

 

design of the garments in this fruit stand could be inspired by vase painting motifs rather 

than a physical garment. Most hide skirts come from LM IB seals, and they are usually 

worn by male figures walking in pairs of two and sometimes holding cult equipment such 

as a double axe and cloth (Fig. 34). Murals do not often show figures in the hide skirt, 

except here in the Procession Fresco and in the Hagia Triada Sarcophagus.  

 

 

Figure 34. LM I sealing from Zakros featuring two figures wearing the hide skirt and 

carrying a double axe and a piece of cloth. From CMS II.7, no. 7. Drawing courtesy CMS 

Heidelberg.  
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Although the hide skirt is not regularly depicted outside of Crete,30 the use of 

animal skins and furs in costuming is also evidenced elsewhere in the Aegean.31 A 

painting of Keftiu from the tomb of Rekhmire depicts an Aegean person with a leopard 

skin tied around the waist, the distinct dotted pattern of the animal and its paw are visible 

(Vercoutter 1956, pl. XX:160). This instance may be one in which the Egyptian artist has 

fabricated Minoan culture, as leopards are not indigenous Cretan animals, though 

Minoans could have acquired nonindigenous animals and pelts through trade. However, 

that this garments does not resemble the overall shape of the hide skirt of the Minoan 

costume prohibits transferring any functions or symbolism from them to the Procession 

Fresco. 

Human figures wearing the hide skirt and carrying items associated with Minoan 

religion such as double axes and mantles of cloth may also indicate ceremonial purpose 

for the garment. Seals depicting this imagery have been posited to show processions due 

to several figures moving in the same direction (Blakolmer 2010b). The wearers of the 

garment in the Hagia Triada Sarcophagus also suggest a ceremonial application for the 

 

30 A seal depicting a figure in a hide skirt comes from Mycenae (CMS I, no. 132), 
but it is likely a Minoan product. 

 

31 Several white-skinned figures from Kea wear skirts with shaggy edges and 
added short black vertical lines (Morgan 2020, fig. 2.2, pl. 71:b). A fresco depicting a 
life-size mature woman from Akrotiri also includes a wavy red mantle whose rendering 
suggests a fluffy, perhaps wool, manufactured garment (Doumas 1992, pls. 131, 132). 
Other patterns on representations of textiles in paintings from the mainland such as little 
o shapes also resemble the patterns rendering the fur of animals (Jones 2015, 255–256). 
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skirt. One figure deposits a decorated vase at an altar in front of a shrine. Another 

participant pours the contents of a jar into a cauldron that rests between two large double 

axes on stands (Fig. 17). Male figures in the hide skirt carry animals or zoomorphic 

figurines toward a final figure in front of a shrine. These offertory actions and associated 

religious symbols strongly advocate for an important ceremonial function of the skirt and 

its wearer. Furthermore, the term di-pte-ra-po-ro (διφθεραφόρος, diftherafóros) found in 

Linear B tablets represents a cult functionary, and the word may translate to “wearer of 

the hide” (Wedde 2004, 170; Weilhartner 2013, 159) suggesting these images of figures 

in hide skirts denote a religious purpose (Marinatos 1993, 135–137; Wedde 2004, 170; 

Blakolmer 2008, 266). This term is controversial, and it may instead refer to someone 

carrying the hide rather than wearing it (Weilhartner 2013, 160–161).  

 

V-Shaped Kilt 

 

Three figures in kilts are preserved in the fragments of the Procession Fresco (Fig. 

35; HFs 20–22). The design of the kilts the same but different patterned fabrics compose 

them. The garment cinches at the waist, follows the profile of the legs to just below the 

buttocks at the back, and it curves and points into a teardrop shape as it reaches above the 

front knee. The top features a tripartite-banded waist with a protruding topmost band 

probably representing a rolled fabric top, and the bottom edge consists of several 

decorative contour bands, one of which is thick and contains the tooth pattern. A netted 

attachment descends from the teardrop-pointed end. This kilt was probably made from 

one piece of cloth tied with a cord belt at the waist (Jones 2015, 217). Jones suggests the 
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cloth used to create this kilt was cut into a double-axe shape like the Minoan flounced kilt 

discussed above, thus accounting for the very pronounced V shape and the snug fit of the 

cloth to the body (Jones 2015, 217).  

 

 

Figure 35. Detail of the V-shaped kilt of Human Figure 21 in Fragment Group 3. Not to 

scale. Drawing author. 

 

A robust study of Aegean kilts is lacking. The kilt manifests in many varieties not 

only in Crete but also in the Cycladic Islands and the mainland. Artistic representations 

of the kilt can be quite different from one another, and so they probably indicate different 

versions of the garment (Rehak 1996, 46‒49). For example, a kilt featured on a golden 

hilt guard from Malia has a straight hemline (Rehak 1996, fig. 4), kilts on several figures 

from Xeste 4 at Akrotiri seem to be created from long, narrow strips of cloth wrapped 

several times around the body (Doumas 1992, pl. 138), and the Vestibule Procession 

Fresco from Pylos features short kilts that come to a V at the center of the figures (Lang 
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1969, no. 24 H 64, pl. 124). These examples are so dissimilar in design and construction 

that they surely were not the same garment. Each version may also convey distinctive 

societal connotations, so this study focuses on the V-shaped kilt shown in the mural of 

this study. Unfortunately, as is the case with all Minoan costuming discussed above, the 

lack of consistent classification and nomenclature complicates the study of the specific 

kilt found in the Procession Fresco.  

In Cretan art, the V-shaped kilt can be rendered in two ways: in profile, with a 

hem rendered in an upside down U shape with a longer point at one end seen in the 

Procession Fresco (Fig. 35) and frontally with the ends meeting in a V shape at the center 

of the body (e.g., Captain of the Blacks, Fig. 36; Immerwahr 1990, Kn. no. 27). In more 

active positions such as the Captain of the Blacks fresco, the kilt resembles modern shorts 

with the two ends of the fabric separating slightly to accommodate the dynamic leg 

positions. 

 

 

Figure 36. Facsimile reconstruction of the Captain of the Blacks fresco from Knossos. 

From Evans 1921–1936, II, pl. XIII. Image courtesy Heidelberg Historic Literature 

Digitized (public domain).  
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The earliest appearance of the V-shaped kilt is in LM I glyptic images. These 

depictions include men holding a staff before a large, seated anthropomorphic figure (Fig. 

37; CMS II.6, no. 8) and standing with animals (CMS II.6, nos. 29, 36). The best parallel 

for the kilt in the Procession Fresco, though, comes from LM IIIA:2 on a short side of the 

Hagia Triada Sarcophagus. One extant figure wears this kilt in profile with an 

exaggerated pointed front, and the overall stance of the figure resembles that here (Long 

1974, pl. 25: fig. 73). The light blue kilt on the sarcophagus has successive black lines 

following the contour of the hem and a rolled top, but it lacks a netted attachment. A 

second figure behind this one may also wear the V-shaped kilt. These figures comprise 

the latest occurrence of the garment shown in profile in Minoan Crete. 

 

 

Figure 37. LM I sealing from Hagia Triada featuring a figure wearing the V-shaped kilt 

standing in front of a seated figure. From CMS II.6, no. 8. Drawing courtesy CMS 

Heidelberg.  

 

Few examples of the V-shaped kilt rendered in profile come outside of Crete, but 

they are approximately contemporary with LM I. A male figure positioned at the back of 
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a boat in the LC IA Flotilla Fresco from Akrotiri wears a white kilt of this version with a 

banded hem, but a seated figure in front partially obscures this costume (Doumas 1992, 

73, pl. 36). Additionally, a bull-leaper in the Minoanizing frescoes from Tell el-Dabca in 

Egypt wears this kilt with a rolled top (Marinatos and Morgan 2005, pl. 13:1) and it 

roughly dates to LM IB (during the reign of Thutmoses III, 18th Dynasty; Bietak, 

Marinatos, and Palivou 2007). Scholars believe that Minoan artists painted these frescoes 

from Tell el-Dabca due to the fresco technique, style, and imagery (Bietak, Marinatos, 

and Palivou 2007), so it may be regarded as an Aegean image within an Egyptian 

context. The frontal version of the V-shaped kilt mostly occurs in later periods in Crete 

and on the mainland. It is shorter, less decorated, and generally worn by more active 

figures, perhaps warriors, such as in the LM II‒IIIA Captain of the Blacks. Similar 

figures in LH IIIB paintings from the mainland also wear the garment at this time, 

including in the Vestibule Procession Fresco from Pylos.  

Evans supposes the kilt in the Procession Fresco is the dress of the male Minoan 

court similar to that of the female flounced kilt, and he believes it is partly influenced by 

Crete’s eastern neighbors. Specifically, he suggests it is the same garment as worn by a 

“warrior or male divinity of somewhat Hittite aspect,” (Evans 1921–1935, II, 754–755). 

Indeed, the kilt resembles the contemporary costume of some Hittite representations of 

warrior gods or kings rendered frontally (Frankfort 1970, fig. 272; Hawkins 2011, fig. 2), 

but the appearance of the garment in Aegean art is not restricted to one figure at a time 

and so it likely did not denote rulership. Evans further proposes that, in the instance of the 

Procession Fresco, the Minoan painters prefer this item over the loin cloth because it had 

more fabric upon which elaborate designs could be embroidered. Indeed, we know from 
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many Cretan frescoes that the Minoans were skilled embroiderers and cloth makers, and 

they chose to represent garments with elaborate designs and motifs, so certainly they 

appreciated this relatively larger canvas. However, the function and use as a prestige 

garment likely inspired its portrayal in this mural.  

Recently, Günkel-Maschek suggests that the kilt worn by HFs 20–22 represent 

warriors whose position within society was elevated during LM II based on iconographic 

considerations. Rehak supposes that the garment type itself was not prestigious given its 

proliferation and appearance in a wide range of scenes, but it is rather the patterns and 

accessories (such as the netted and beaded accessories) which denote status (Rehak 1996, 

50). Yet, I would argue that the contexts in which the V-shaped garment specifically is 

worn (discussed above) offer evidence that the form was also connected to a general 

Aegean ceremonial connotation even beginning in LM I.32  

 

Textile Attachments and Overlays 

 

The Procession Fresco features several types of textile attachments and overlays 

including the bead-net apron, the bead-net attachment, and appliqués. These additive 

materials are fairly understudied, although recently appliqués and textiles made of 

conglomerate materials have been explored (Jones 2020). The following section details 

 

32 The only image of this V-shaped kilt rendered in profile that may not indicate 
ritual athleticism or ceremonial status is the plain kilt of the boatman in the Flotilla 
Fresco. 
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the possible additive features of the garments represented in the Procession Fresco, all 

coming from FG 3.  

 

Bead-net Apron. Human Figure 20 in Fragment Group 3 wears a kilt with a diaper 

pattern composed of diagonal lines, small circles, and an ivy and papyrus composite 

motif (Fig. 38; for the motif, see below). The lines and circles combine to create a grid-

like overlay on the kilt resembling netting or mesh. Such a pattern recalls the tied strings 

of nets, and several scholars propose it may represent a netted apron overlain the blue 

fabric of the kilt (Evans 1921–935, II, 734; Shaw 2016, 194). Here, the black lines 

represent black threads, and the white dots represent beads connecting the threads and 

creating the apron.  

 

 

Figure 38. Detail of the bead-net apron of Human Figure 21 in Fragment Group 3. Not to 

scale. Drawing author. 
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Representations of Minoan nets used as sartorial decoration have been posited 

elsewhere, such as in the painted decoration of the bull rhyton from Pseira in which a 

netted garment with added horizontal bands covers the body of the bull (Fig. 39; 

Betancourt 2009, 169–170, fig. 14:AF 208). Instead of circular beads at the interstices, 

three perpendicular lines connect the strings on the bovine rhyton, perhaps an artistic 

rendering of a knot. Representations of clothing and textiles throughout the Bronze Age 

also use this stylized knot including the apron of the Snake Goddess (Evans 1921–1935, 

I, figs. 360:a, b, 362:a), the bodice of the Lady in Red (Cameron 1971), and one of the 

MM III fragments that once decorated the earlier Procession Corridor (Evans 1921–1935, 

II, fig. 430). The pattern continues through the Late Bronze Age, though the latest 

examples occur on the mainland specifically at Pylos during LH IIIB including the Cloth 

Shield Fresco (Lang 1969, 153, pls. 86, Q; Shaw and Chapin 2016a, fig. 4.21), a 

decorative frieze (Lang 1969, 13 D 44, pl. 98:a), and in a fresco depiction of a flounced 

kilt (Lang 1969, no. 51 H nws, pl. O). 

 

 

Figure 39. Bull-shaped rhyton from Pseira featuring a decorative net. From Betancourt 

2009, fig. 14: AF 208. Image courtesy P. Betancourt. 
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Bead-net garments have a long history in neighboring Egypt found in burials from 

the Old Kingdom to the Late Period, and the pattern was even painted painted on Graeco-

Roman coffins (Engelbach 1929; Hall 1981; 1986; Bos 2017, 122). In some cases, bead-

net garments overlaid burial shrouds in the mummy (Jick 1988), and Middle Kingdom 

offering bearer statuettes in tombs often wear bead-net garments (Bos 2017, 122), and 

kilts in particular feature prominently in funerary reliefs of the Middle Kingdom. A pile 

of offerings includes a kilt with attached strings of beads in the wall relief in the tomb of 

Antefoker (TT60; Davies 1920, pl. 10). In the New Kingdom, part of which is 

contemporary with the production of Procession Fresco, the garment is not associated 

with humans as it was neither commonly found in artistic representations nor in burials as 

shrouds, but it is worn by gods associated with rebirth or with queens (e.g., in depictions 

of the goddess, Isis, in the Tomb of Nefertari [QV66]; Arnst 1998, 89). The best parallel 

for the design and construction of the bead-net garment of HF 21 comes from New 

Kingdom Egypt. A tunic found among the burial goods in Tutankhamun’s tomb (KV62) 

features a bead-net overlay that was sewn directly onto the base fabric (Fig. 40; Bos 

2017, 122). This tunic also contains attached gold ornaments in between the bead-net 

mesh (Bos 2017, 124, fig. 9.7) further resembling the garment worn by HF 21.  

The relatively more comprehensive study of Egyptan bead-net garments can 

provide insights into the function and symbolism of the bead-net garment worn here. 

Some Egyptologists believe the net pattern protected against evil forces due to its 

association with apotropaic amulets and its placement over the body of the deceased  

(Hornblower 1930, 17; Riefstahl 1944, 11; Arnst 1998, 90), and New Kingdom 

association with queens and deities suggests a supernatural connotation. Although any  
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Figure 40. Tunic with a bead-net overlay from Tutankhamun’s tomb (KV62) in the 

Valley of the Kings, Egypt. From Bos 2014, 4. Image courtesy J. Bos. 

 

number of these Late Bronze Age connotations of the beaded garment could plausibly be 

transferred to the procession bearers here, the best conclusion that can be drawn from this 

information is that, in terms of an international visual language, this bead-net garment 

signified prestige and perhaps magical qualities. 

From the perspective of function, the bead-net apron worn by HF 21 must be 

ceremonial. Bead-net garments are not functional as clothing in that any person wearing 

them could not sit down without the strings breaking under pressure (Vogelsang-

Eastwood 1994, 80). Consequently, bead-net garments were worn standing upright, and 

their value derived from aesthetics or symbolism rather than utility. Egyptian scholars 

posit that these garments were likely worn primarily in processions (Bos 2017, 116), thus 

providing another connection with the garment in this mural.  
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Beat-net Attachment. Human Figures 20 and 21 feature bead-net attachments 

descending from their V-shaped kilts (Fig. 41). The attachment to the kilts of HFs 20 and 

21 rendered with diagonal lines with black dots at their interstices also gives the 

impression of a netted component to the costume.33 The netting terminates in black 

motifs such as the lily and the papyrus frond, though they are difficult to see due to the 

destruction of the mural.  

 

 

Figure 41. Detail of the bead-net attachment of Human Figure 20 in Fragment Group 3. 

Not to scale. Drawing author. 

 

 

33 Three white finials of similar designs are visible at the front of HFs 12 and 13 
(Fig. 10) and they have been reconstructed in this study as tassel-like attachments rather 
than a netted attachment. However, this interpretation is unclear, and so they will not be 
explored in-depth here. For a fuller discussion, see this volume, Chapter 6. 
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So far, no other Minoan or prehistoric Aegean representations of kilts feature 

netted attachments similar to those featured here. Parallels lack from Egypt as well. The 

closest garments to the bead-net attachments here are the so-called kilt accessories found 

in Middle Kingdom temple reliefs featuring the king in ceremonial garb distinctive of a 

certain region of Egypt (e.g., reliefs from Medamud, Cottevieille-Giraudet 1933, fig.10, 

pls. 2, 12; and reliefs from Karnak, Patch 1995, fig. 3). However, these Egyptian kilt 

accessories are separate pieces that tie around the waist of the kilt and hang down in front 

of the garment, so they are fundamentally different from the attachments here which are 

attached to the hem of the kilt. 

Evans presumes that the decorative netting found on the Procession Fresco kilts 

function in a protective yet power-proclaiming way analogous to the double uraeus in 

ancient Egypt (Evans 1921–1935, II, 755). Such a symbolic representation of absolute 

power is unlikely when one considers the proliferation of the netted garment on male 

figures in this single mural, and the complete absence of it in the rest of the Aegean 

artistic repertoire. One would expect, like with instances of the double uraeus, that it 

would appear on select figures consistently throughout a relatively homogenous period of 

time. Yet, like the bead-net apron discussed above, this piece derives its function from 

symbolism or aesthetics. The lack of other parallels prohibits a further investigation into 

the meaning of the attachment. 

 

Appliqués. Appliqués are ornaments that are produced  separately and then sewn 

on top of a finished garment. They have been explored by a number of Aegean textile 

scholars including Efi Sapouna-Sakellaraki (1971, 193), Eleni Konstantinidi (1995), and, 
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most recently, Bernice Jones (Jones 2015, 2020).  Materials such as gold, stone, faience, 

and leather may have comprised textile appliqués in the Aegean. These decorative 

overlays added luxury and whatever symbolism their icons held to these garments, and so 

a discussion of meaning for these examples will follow in the discussion of their 

respective motifs below.  

The kilt of HF 21 likely features appliqués in between the netting of the bead-net 

apron (Fig. 41). The white and yellow filling ivy and papyrus composite motifs probably 

represent separate ornaments attached to the net or directly onto the base fabric (Shaw 

2016, 194). Their colors may indicate gold and silver or other materials such as faience or 

leather. The orientation of the motif here and in other works of art indicate this motif was 

regularly used as a hanging ornament (see below), and a stone mold used to create tiny 

ornaments in this shape found at Palaikastro confirms this suggestion (Bosanquet and 

Dawkins 1923, 150, fig. 134).  

Rosettes found on HF 2s and 14 may also be attachments. Gold rosette 

attachments of various sizes and designs have been found in the Aegean, the earliest of 

which is likely the EM III–MM III gold rosette attachment from Malia (Jones 2015, 135, 

fig. 2.4). Late Helladic I Shaft Graves at Mycenae (Karo 1930, pls. XL, LVIII) and LH II 

graves at Dendra also produced gold rosette attachments (Persson 1942a, 75, 84, figs. 

93:a, b, 94, 105, pl. III). The yellow rosettes on the figures in FG 3 may represent 

appliqués, but the red and blue rendering of the rosettes on HF 14 suggests that these are 

colored threads embroidered onto the hem.  
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Textile Patterns and Motifs 

 

 This mural is notable in its representation of a plethora of textile patterns and 

motifs.34 Patterned textiles proliferate during the Neopalatial period in frescoes and 

sometimes seals and signet rings to the extent that Barber suggests patterns characterize 

her so-called Classical Minoan sartorial style (Barber 1991, 315).  The field lacks a 

comprehensive iconographic study of textile patterns, and they are usually treated as 

lesser subcomponents of costume if they are noted at all. In addition, most studies focus 

on the elaborate or unusual patterns, such as the ivy and papyrus composite motif on the 

kilt of HF 21, and gloss over the more abstracted patterns such as the tooth pattern. Such 

an approach overlooks the potential utilization of motifs and patterns as tools in 

understanding chronology, trade, and social dynamics. Significant steps have been made 

in identifying and classifying all patterns especially by Anne Chapin (Chapin 2016b, 12–

14, fig. 1.7). This study follows the terminology of her publication, but it includes the 

alternative nomenclature employed in other scholarship in parentheses. Each textile motif 

is considered in its own section along with a brief description of the motif, parallels in 

any representational art primarily from Crete and the mainland but also from abroad 

when necessary, and a discussion of symbolism and implications of its inclusion in the 

Procession Fresco. 

 

34  Interestingly, when comparing the fragments with the details of textile patterns 
provided in The Palace of Minos II (Evans 1921–1935, II, fig. 456), three of the four 
patterns are rendered slightly incorrectly. 

 

https://www.zotero.org/google-docs/?GTLIPD
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Ivy and Papyrus Composite Motif (Floral Pendant, Pendant Ivy, Sacral Ivy, Sacral 

Ivy/Papyriform, Waz and Lotus, Wrought Iron Motif) 

 

 The kilt of HF 21 in FG 3 contains an abstracted pattern formed by the repetition 

of two spiral-form elements joined together to compose a heart-shaped motif, here called 

the ivy and papyrus composite motif for reasons discussed below (Fig. 42; floral pendant: 

Peterson 1981, 175; pendant ivy: Shaw 2016, 194; sacral ivy: Persson 1942a, 90; sacral 

ivy/papyriform: Davis and Stocker 2018; waz and lotus: Evans 1921–1935, II, 745; 

wrought iron motif: Barber 1991, 346–347). The spirals descend from a white dot and 

terminate in a yellow dot at their center. A vertical, yellow bud-like element spans the 

interior of the heart-like shape. Two white concentric arcs and an arc of white dots cap 

the bottom of the motif. Most often, scholars identify this symbol as an elaborated ivy 

motif, though I suggest it is a stylized composite image of an ivy leaf and a papyrus bud. 

 

 

Figure 42. Ivy and papyrus composite motif from Human Figure 21 in Fragment Group 3. 

Not to scale. Drawing author. 

 

The motif builds upon basic elements commonly found in representations of 

vegetation in the Aegean. The heart shape resembles depictions of ivy leaves, a common 

motif in Cretan art from MM II–LM III. The motif occurs in painted vases (e.g., Evans 
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1921–1935, I, 110, fig. 77; Kantor 1999, 307–309), murals (e.g., Immerwahr 1990, A.T. 

no. 1:c, pl. 17), and even carved seals and signet rings (e.g., Ring of Nestor, CMS X, no. 

211; CMS III, no. 235c) presented either as growing naturally in sprays or arranged in an 

organized chain or pattern. Late Minoan I talismanic seals often portray them as isolated 

shapes with linear decorations and other vegetal motifs (e.g., CMS IV, no. 234; CMS X, 

nos. 112, 113a;). 

The white concentric arcs and line of dots capping the heart shape combine with 

the central yellow bud to form an abstracted papyrus frond. Though papyrus is not 

endemic to Crete, it is generally accepted that the Minoans portrayed it in their art after 

seeing it in Egypt or even cultivating it on the island (Warren 1976, Betts 1978). The 

motif first appears in pottery (Betancourt 1985, fig. 74) and glyptic (CMS XII, no. 96a) in 

the Middle Minoan period. The motif proliferates in the Late Bronze Age in pottery 

(Betts 1978, fig. 5, Betancourt 1985, fig. 120), glyptic (CMS III, no. 273; CMS IV, no. 

200; CMS V, Suppl. 1A, no. 46), wall painting (Cameron 1976, I, fig. 63), and later 

larnakes (LM III; Watrous 1991) in which the umbel is adorned with increasingly linear 

and dotted details including horizontal curved lines and dots representing stamens (for 

overviews of depictions of papyri in the Aegean, see Warren 1976, Betts 1978, Nibbi 

1995). The best parallels for the representation of papyrus in this composite motif dates 

to LM I pottery where it is adorned with two outward curving leaves or petals, and 

horizontal curved lines on the interior (Warren 1976, fig. 4).  

Composite motifs created out of the ivy and papyrus shapes abound during the 

Neopalatial period, though most feature the papyrus shape fully enclosed by the ivy so 

that it sprays inward rather than outward. Evans designates this motif as sacral ivy, and 
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this term will be used here to describe ivy with an internal papyrus umbel.35 The symbol 

with endless variations is found as early as MM III in a variety of media including stone 

vessels (e.g., a stone lamp from Knossos, Evans 1921–1935, I, 345, fig. 249) and metal 

vessels (e.g., a bronze cup from Mochlos, Seager 1912, 62, fig. 31, pl. 12f). In pottery, it 

is especially concentrated in the LM I–LM II periods (Betancourt 1985, fig. 109, pls. 

17:G, 19:D, 21:E, 24:B). The sacral ivy motif occurs in elite goods on the mainland, for 

example, in a repousse gold cup from Dendra (Persson 1942b, fig. 88), on a gold, inlaid 

sword from the shaft graves at Mycenae (Evans 1921–1935, II, fig. 288:b), and in a 

painted frieze (Rodenwaldt 1912, fig. 11). 

The composite motif in which the papyrus blooms outside the ivy leaf, however, 

is fewer and farther between, though in a surprisingly wide array of media. It was 

probably first designed and utilized in Crete, with the earliest versions coming from LM I 

palatial contexts. A LM IB vessel from Knossos comprises the only published ceramic 

example with the motif (Fig. 43; Popham 1967, pl. 81:a). Two spiral volutes join together 

to create a heart shape connected by a series of five concentric arcs and one arc of scales. 

A + shape extends from the joined ends of the spirals toward the center of the shape in 

between the two spiralform lines. Though not an identical motif, the LM IB ceramic 

image contains the most basic elements shared with the Procession Fresco pattern. In 

addition, the motif appears to be repeated in a rapport pattern on the ceramic sherds. 

 

35 Evans also tends to refer to any depiction of ivy, whether it also included the 
papyrus plant, as sacral ivy (for example, the ivy spray in the Ring of Nestor, Evans 
1921–1935, II, fig. 289). 
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Figure 43. Abstracted ivy and papyrus composite motif from LM IB ceramic sherds. 

Modified from Popham 1967, pl. 81:a. Drawing author. 

 

The second similar depiction from Knossos is a painted plaster fragment 

published by Evans’s architect, Theodore Fyfe, including two florate depictions in bright 

blue with red and yellow filling ornaments on a pale blue ground (Fyfe 1902–1903, 130, 

fig. 81). The elaborate foliate projections overlap with other motifs. Fyfe suggests this 

image represented a pendant carried by a figure (Fyfe 1902–1903, 131), but the miniature 

size makes it more suitable as a textile ornament or pattern. Unfortunately, the specific 

context or stratigraphy of this fragment has not been recorded, but it is likely MM III–LM 

IA due to similarities with other painted plaster fragments featuring patterned textiles 

recovered at Knossos. 

Glyptic examples that date to LM I include several sealings made from one 

sealstone from Kato Zakros (Fig. 44, left) and an impression made by a signet ring from 

Knossos (CMS II.8, no. 137). In the former, the hybrid plant appears behind two long-

eared animals. Its volutes appear shaggy rather than smoothed, and they point upward. A 

stylized papyrus plant with an amygdaloid stem appears to grow out of the ivy form, and 

rosettes are included inside of the volute curls. The signet ring impression from Knossos 

depicts rope-like volutes with a frond splaying from where they meet. A similar motif 

appears on a LM I talismanic seal from Crete which features an ivy leaf with cross-
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hatched interior, and a bud with three interior circles emerging between the two volutes 

(Fig. 44, right). 

 

        

Figure 44. Drawing of a LM I lentoid sealstone from Kato Zakros (left) and an 

impression of a LM I talismanic sealstone from Crete (right) featuring variations of the 

ivy and papyrus composite motif. From CMS I, Suppl., no. 88, CMS II.7, no. 104a. 

Images courtesy CMS Heidelberg.  

 

However, the majority of the closest parallels come from the Mycenaean 

mainland, suggesting that the motif developed here. A repousse gold plaque that once 

covered an item made of wood features an almost identical motif repeated on a diagonal 

(Xenaki-Sakellariou 1985, 255, no. 3191, pl. 125).  Ivy-shaped volutes extend from a 

small dot and curl around circles, and an almond shape descends inside of the volutes and 

the papyrus frond splays beyond. Yet, this motif is much more elaborate as the volutes 

have additional detailing and the papyrus includes vertical fronds. Another repousse 

example of the motif includes the two gold finials on a loop-on-loop chain necklace from 

the Tomb of the Griffin Warrior at Pylos dating to LH II (Davis and Stocker 2018, fig. 4). 

The motif appears in pottery as well, including on a Palace Style vase from Tomb 10 at 

Dendra (Persson 1942a, 62–63, fig. 77). 
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As mentioned above (see Textile Attachments and Ornaments), artistic 

representations often feature the motif as a pendant. A fresco fragment from a dump at 

Tiryns depicts the motif with elaborated linear detailing (Fig. 45). This representation is 

remarkably similar to that in the textile of the processional figure, though it has extra 

detailing and the replacement of the row of dots is replaced by a hatched band. Though 

its visual context is unclear, the pendant appears to hang from a twisted cord, and it 

appears adjacent to a design resembling strands of beads. The painted representation of 

ikria or ship cabins in the West House at Akrotiri also feature the motif as finials on tops 

of the poles and hanging from garlands (Doumas 1992, figs. 52, 54, 57, 60). 

  

Figure 45. Ivy and papyrus composite motif pendant from a painted plaster fragment 

from Tiryns. From Schliemann 1885, pl. XII. Image courtesy HathiTrust (public domain). 

 

Furthermore, archaeological evidence indicates the production of pendants in this 

form. Pendant beads featuring the ivy and papyrus composite fashioned out of gold have 

been uncovered from a LH IIIA tomb at Dendra (Persson 1947a, 79, no. 24, fig. 92:3, pl. 

V:4) and a tomb at the Agora in Athens (Higgins 1961, 80). An ivory ornament from 

Menidi (Schliemann 1885, pl. VI) and a ceramic ornament from the LH IIIA:1 Tomb of 
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the Genii at Mycenae also bear the motif (Wace et al. 1921–1923, 384, no. 4543a, fig. 

87:c; Maran and Wright 2019, 110). A glass bead mold for this type of design found at 

Palaikastro indicates the motif was also produced as a hanging ornament in Crete (Fig. 

46). This mold includes vertical striations rather than horizontal bands on the papyrus 

umbel and it lacks a dotted outer band, but the overall design strongly resembles the ivy 

and papyrus rapport pattern on the kilt of HF 21. The mold was found in an LM III 

deposit (Bosanquet and Dawkins 1923, 150, fig. 134). 

 

 

Figure 46. Drawing of a glass bead mold from Palaikastro featuring the ivy and papyrus 

composite motif. From Bosanquet and Dawkins 1923, fig. 134.  

 

 The proliferation of representations of the ivy and papyrus composite motif as 

hanging ornaments or finials indicate that the pattern on HF 21 could very well be 

individual beads or appliquéd ornaments. It is unclear what kind of meaning this 

ornament held. Its production in valuable materials such as gold or ivory indicates it was 

an elite symbol, so the ornament depicted on the kilt of HF 21 indicates wealth at the very 

least. The composite motif in which the papyrus blooms inside the ivy leaf is found in 

palatial contexts in Crete, so perhaps this related ornament stems from that palatial 

Copyright Restrictions 

Due to copyright 

restrictions, this image 

cannot be reproduced 

here 
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tradition. The form of the motif visible in the Procession Fresco aligns more closely with 

mainland depictions, suggesting a transitional date for the painting. 

Evans connects papyrus and ivy motifs to the Minoan Snake goddess because of 

the papyrus insignia of the Egyptian goddess, Wazet (Evans 1921–1935, II, 480). He 

furthers his theory by connecting the motif to the “Elysian Fields of Minoan Religion,” 

envisioning the plant comprising a border to the underworld (Evans 1921–1935, II, 

483).36 Yet, this is difficult to support. Certainly the composite motif drew upon 

symbolism present in both ivy and papyrus, though these associations, too, are unclear. 

At the very basic level, the motif combines two natural elements in a fantastical way that 

may encompass notions of human control over nature or perhaps fertility.The certain 

association of papyrus with death and perhaps the afterlife may imbue this symbol with 

those ideas in the later period as well.  

 

Ogee Chain (Comb, Ogival Canopy, Scale, Tricurved Arch) 

 

 The Minoan dress and flounced skirt of HF 7 in FG 1 feature a white ogee chain 

pattern (Fig. 47; comb: Cameron 1976, II, 16; ogival canopy: Peterson 1981, 174; scale: 

Rodenwaldt 1919, 99; tricurved arch: Jones 2015, 133). The ogee chain here consists of 

linked ogee arches set horizontally and repeated in several registers. This pattern has been 

 

36 Much of this theory springs from Evans’s reading of the Ring of Nestor, in 
which he views the large tree as the tree of life with a spray of ivy at the top center of the 
ring as sacred (Evans 1921–1935, II, 482, fig. 289).  
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long misunderstood and misidentified by scholars studying the painting due to Evans’s 

reconstruction publication (Fig. 16), the overall damage to the fragments, and the lack of 

display in the Herakleion Archaeological Museum.  

 

 

Figure 47. Ogee chain from Human Figure 7 in Fragment Group 1. Not to scale. Drawing 

author. 

 

 Evans’s publication depicts the pattern as isolated, upside-down, open heart 

shapes repeating horizontally. Evans thus describes the shape as the “sacral ivy” (1921–

1935, II, 478–489), a motif he identified throughout Minoan art and envisions 

connections to Minoan religion (see also Ivy and Papyrus Composite above). However, 

such a design of disconnected, open heart shapes lacks clear parallels in Aegean art, both 

in depictions of textiles in mural paintings and in ceramic decoration. Though ivy appears 

in ceramics in a chain motif, the shapes are normally set on their sides and connected 

from volute to point to create a horizontal chain (Evans 1921–1935, I, 110, fig. 77; 

Kantor 1999, 307–309). The lack of filling ornaments further separates Evans’s pattern 

from Minoan ones in that LM IB–LM III ceramics (Popham 1967, fig. 5:11; Betancourt 

1985, pl. 18:b), seals in the MM II Malia steatite group (e.g., CMS III, no. 235c; CMS X, 

no. 211), and LM I talismanic seals and sealings (e.g., CMS IV, no. 234; CMS X, nos. 

112, 113a) always elaborate them with filling ornaments. Consequently, Evans’s 



145 
 

reconstruction of the sacral ivy pattern on HF 7 is inspired by Aegean representations of 

ivy, but it remains without parallel. 

Cameron published the correct pattern in his master’s thesis and in his dissertation 

(1964, fig. 66; 1976, II, pl. 13A). The ogee chain in the painting provides stark 

differences from the pattern put forth by Evans: the shapes have two curving sides, and 

they connect at the ends without forming open heart shapes. An early variation of this 

ogee shape can be found in MM IIB Kamares Ware, though the shape is more filled-in 

(Betancourt 1985, pl. 10:D). The best parallel for the motif on the clothing of HF 7 

adorns one of the painted floor squares of the courtyard of the megaron at Mycenae (Fig. 

48; Rodenwaldt 1919, fig. 7). Gerhart Rodenwaldt describes the pattern as the scale 

pattern, though traditionally in Aegean art scales are arranged in a rapport pattern rather 

than linked to form a chain. Dark red ogee chains flanked by black and white nesting 

ogee chains on a light red ground comprise the square (Rodenwaldt 1919, 99), and 

though the S curve of the ogee shapes is less pronounced, the linked zigzag pattern 

strongly resembles the one in the Procession Fresco. 

 The tricurved arch, a similar motif, occurs more commonly in Aegean art and 

may provide insight into the utilization of the ogee chain. The tricurved arch motif 

consists of isolated, curved arches with rounded crests (Furumark 1941, 62, fig. 68:62.8–

15, 17–24). Its use as a motif begins in the Middle Minoan period, and by the Late 

Bronze Age it was a common motif in ceramic art arranged in the rapport pattern to 

resemble scales or a net (e.g., on the bull rhyton from Pseira, Fig. 39), though it was also 

an isolated shape terminating in a point (Furumark 1941, fig. 68; Popham 1967, figs. 2:3, 

15, 5:13). Most notably, the tricurved arch appears in the renderings of textile patterns 
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Figure 48. Drawing of a painted floor square from the megaron complex at Mycenae 

(colors approximated). After Rodenwaldt 1919, fig. 7. Drawing author. 

 

like in the Ivory Triad from Mycenae and on the painted, gridded floors in the megarons 

of LH III palaces on the mainland (Rodenwaldt 1919, pl. xxi; Egan 2016, fig. 5.4).  

 Because the ogee chain occurs in similar Late Bronze Age contexts as and even 

resembles the tricurved arch in form the two designs probably relate in usage. In the 

study of the Mycenaean painted floors, Ethel Hirsch offers that the tricurved arch motif 

imitates and abstracts the patterns found in variegated conglomerate stones (Hirsch 

1977). Other patterns in the floors indeed imitate stone by reducing their veins and 

textures to geometric patterns. However, Emily Egan has shown that some floor squares 

instead feature textile patterns, and she proposes the intermingling of textile and 

rockwork squares in the megaron floors purposely calls attention to the “supernatural” 

ability of artists— and by extension their commissioners— to manipulate reality and 

perception: an ultimate display of divine power (Egan 2016, 142). This hybridity found in 
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the overall decoration of floors may also apply to the ogee chain pattern which, to the 

Minoan viewer, may simultaneously recall the natural world and woven tradition. Like 

the ivy and papyrus composite motif, then, this motif also reflects human domination 

over the natural world. 

 

Papyrus Chain (Bivalve Shell Chain, Waz Chain) 

 

The bottom hems of the Mycenaean tunics worn by HFs 1 and 6 feature a papyrus 

chain motif painted in what is likely white impasto. The papyrus chain motif consists of a 

fan shape set horizontally and connected continuously, fan to stem (Fig. 49; bivalve shell 

chain: Furumark 1941, no. 25, fig. 53:17–22; Popham, Catling, and Catling 1974, 213; 

waz chain: Cameron 1976, III, 15). The different terms applied by Arne Furumark and 

Mark Cameron result from the ambiguity of the motif’s general shape; The rounded, 

flabellate form resembles both bivalve shells and papyrus. However, the papyrus plant is 

more commonly depicted in Aegean art whereas the bivalve shell rarely appears in 

representations of marine contexts during the Late Bronze Age (see below).  

 

 

Figure 49. Papyrus chain from Human Figures 1 and 6 in Fragment Group 1. Not to 

scale. Drawing author. 
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Aegean art most often portrays papyrus growing naturally in groups (for papyrus, 

see the discussion in Ivy and Papyrus Composite above), so its horizontal arrangement 

here reinforces that it is ornamental. Papyrus chains like this one occur in wall-painting 

illustrations of jewelry and accessories. The most notable papyrus chain jewelry comes 

from the Ladies in Blue found at Knossos in which two fragments of a white wrist show 

double strands of bracelets made from papyrus-shaped beads that had been pierced 

longitudinally and strung together (Fig. 18).37 The beads alternate in blue and golden 

brown possibly representing silver and gold, respectively. A figure wears several strands 

of papyrus chains composed of red and black alternating beads in the LM IIIB Theban 

procession fresco (Reusch 1956, nos. R9, R10, pl. 2).  

 Papyrus-shaped beads strung latitudinally have been uncovered in various LM II–

IIIA archaeological sites in Crete including Sellopoulo Tomb 4 at Knossos (Fig. 50; 

Popham, Catling, and Catling 1974, 213, nos. J9, J10, figs. 11:C, D, pl. 36:A), Shaft 

Grave 75 at Zapher Papoura (Evans 1914, 76, 129, no. 75a, figs. 85, 119), Kalyvia 

(Savignoni 1904), and Tholos A at Archanes (Sakellarakis 1970, 153), and, most 

recently, they have been found at the site of a Neopalatial purple dye workshop and 

settlement at Chryssi Island.38 All these beads are remarkably similar in their 

 

37 Other LM IA fragments from Knossos depict papyrus chains on a white ground 
as well (Cameron 1976, III, pls. 23:D, 45). 

 

38 Though the beads have not been published yet, photographs were disclosed in 
press releases of the discovery in November 2019. 
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representations; They consist of the fan shape, horizontal, curved interior bands, and a 

dotted band at the top of the umbel. Artists likely created by pressing two pieces of gold 

into a mold39 and soldering them together.  

 

 

Figure 50. Gold papyrus beads from Sellopoulo Tomb 4 at Knossos. From Popham, 

Catling, and Catling 1974, pl. 36:a.  

 

Archaeological sites on the mainland produced additional gold beads of this type, 

including in Tomb 88 at Mycenae and Tomb 2 at Dendra (Higgins 1961, 80). A glass 

bead has also been uncovered in LH IIIA:2 Tombs 520 and 523 at Mycenae (Wace 1932) 

and a glass bead mold for this type was found there as well (Higgins 1961, 80). A glass 

 

39 One such mold featuring the papyrus bead was found at Mycenae (Schliemann 
1880, fig. 162). 

 

Copyright Restrictions 

Due to copyright restrictions, this image cannot  

be reproduced here 
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bead with the same markings was found at the Tomb of the Genii at Mycenae (Wace et 

al. 1921–1923, 383, fig. 89:j).40  

According to artistic and archaeological evidence, papyrus beads strung into 

chains were used as adornment from MM III–LM IIIA. Interestingly, though, the 

majority of the evidence for pre-LM III papyrus beads come only from depictions of 

jewelry in wall paintings. Perhaps the jewelry included with the grave goods were 

heirlooms or the bead type was manufactured beginning in LM I, but few survive due to a 

reuse and refashioning of their material. 

Beads and accessories of this shape were manufactured in Egypt as well, although 

it does not appear to be a popular bead type. Ancient Egyptians presented both papyri and 

lotus flowers in this fanned shape and created the beads in a variety of materials 

including hard and soft stones and metals (Xia 2013, nos. A230, H87f, M48f, S62b). As 

Egyptian beads, papyri and lotus are generally longitudinally pierced pendants, with their 

fans pointing downward (Wilkinson 1971, pl. LIII; Xia 2013, A230). However, they are 

used in a horizontal arrangement when they are antithetical elements especially on 

diadems (Wilkinson 1971, pl. XLIII). Consequently, although papyrus was an Egyptian 

import, Egyptian beads did not inspire these Cretan ones. 

Several scholars also consider the motif to represent a bivalve shell (Evans 1905, 

129; Furumark 1941, no. 25; Popham, Catling, and Catling 1974, 213). Bivalve shells or 

cockle shells proliferated in Minoan art in the MM II and MM III periods. The bivalve 

 

40 Alan Wace describes it as lily-shaped (Wace et al. 1921–1922, 384). 
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shell was a popular plastic motif in Kamares Ware (e.g., appearing on a polychrome MM 

IIB cup from Phaistos, Pernier and Banti 1951, color pl. 30:b) and in the molded ceramics 

from Malia (e.g., a MM IIB clay jug with marine style decoration from Quartier Mu, 

Betancourt 2011, fig. 12.2). In these early representations, the rounded shape resembles 

that of a cockle shell, and the decoration includes radiating vertical grooves reminiscent 

of the actual grooves on natural shells.  

Though the resemblance is compelling and the iconography is similar, the beads 

and the motif examined here probably depict papyrus. Firstly, the bivalve shell was 

depicted in the Middle Minoan plastic ceramics, but it faded out of fashion in LM I. For 

example, the fan shape does not occur regularly in LM IB Marine Style pottery which 

exhibits playful underwater designs with octopi, fish, and tritons. Instead, the fan shape is 

depicted in the LM IB Floral Style pottery featuring vegetal and floral decorative motifs 

(Betancourt 1985, pl. 21:E, F, G). Secondly, the interior horizontal grooves and line of 

dots found in the gold and glass beads evolved out of a tradition of adding interior details 

to papyrus umbels in the Late Bronze Age. A particular example of an abstracted papyrus 

plant that features interior design and horizontal bands is featured on a jar from the pithos 

burials at Pacheia Ammos (Fig. 51; Seager 1916, pl. XVIII). 
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Figure 51. Pithos featuring papyri with horizontal bands from Pacheia Ammos. From 

Seager 1916, pl. XVIII. Image courtesy Heidelberg Historic Literature Digitized (public 

domain).  

 

The relationship of the chain motif here to the beads and representations of 

jewelry in Minoan art suggests that, like the ivy and papyrus composite motif repeated on 

the kilt of HF 21, the chains on HFs 1 and 6 depict an added decoration of another 

material sewn onto the cloth, and the white color could represent glass paste or silver. 

However, the papyrus chain also could have been embroidered into the band. 

 

Quatrefoil in a Cruciform with a Four-Pointed Star 

 

 The small fragment of the kilt of HF 22 depicts a fabric with a complex quatrefoil 

pattern rendered in black lines on a blue ground (Fig. 52). The design consists of 

quatrefoils placed within cruciforms and arranged in a rapport pattern. Four-pointed stars 
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are situated at the center of the quatrefoil shape. Every third corner of the cruciform 

shape is curved. The pattern is depicted at a slight angle, which may be the result of 

imperfect incised guide lines used to form the grid.  

 

 

Figure 52. Quatrefoil in a cruciform with a four-pointed star motif from Human Figure 22 

in Fragment Group 3. Not to scale. Drawing author. 

 

 The specific design here is so far unparalleled in Aegean art, although both the 

quatrefoil and cruciform are standard shapes in the Aegean artistic repertoire. Quatrefoil 

decoration first appears in Kamares Ware sherds from Kommos (Betancourt 1985, pl. 

9:a), but it is not a popular ceramic motif. Successive cruciform shapes were used as 

early as EM III and continued through the LM I in seals, sealings, and signet rings, and 

they are certainly reminiscent of the specific pattern here (e.g., CMS II.1, no. 116 [EM 
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III–MM IA], CMS II.3, no. 31b [LM I]).41 However, while depicting many shapes with 

four prongs, glyptic does not provide many satisfactory parallels for the pattern on HF 22. 

The form has a long history in painted plaster. One of the earliest fresco murals 

with figural decoration from the island also depicts brown concentric quatrefoil shapes on 

a white ground and bounded by brown rectangles (MM II, Immerwahr 1990, Phs no. 2; 

Shaw and Chapin 2016a, fig. 4.14). A painted mural from MM III–LM IA Poros 

Katsambas exhibits blue quatrefoils with thick black outlines arranged in a rapport 

pattern on a white ground (Shaw and Chapin 2016a, fig. 4.5). Both these paintings 

probably represent textiles (Levi 1976–1988, I, 85–86; Militello 2001, 146–147; Shaw 

and Chapin 2016a, 111–112, 121). Neopalatial depictions of clothing also utilize 

quatrefoils, including the rapport pattern of undulating quatrefoils on the so-called 

goddess in Hagia Triada (Fig. 30) and the pattern on the kilt of the Cupbearer (Fig. 14). A 

small fragment of painted plaster from Knossos includes nesting quatrefoils in alternating 

blue, yellow, and red, likely without central elements (Fig. 53; Fyfe 1902–1903, fig. 68). 

The wider Aegean also includes quatrefoil patterns in depictions of textiles. A 

painted floor square from Pylos shows isolated rapport quatrefoils (Hirsch 1980, fig. 3:e), 

and an interlocking quatrefoil pattern adorns the bodice of the so-called priestess in the 

West House at Akrotiri (Doumas 1992; pls. 24, 25). A similar pattern rendered in green, 

 

41 A seal from Naxos possibly dating to LH II–LH III also shows successive 
cruciform shapes (CMS V, no. 603). A particularly good parallel does not have reliable 
provenance and belongs to a private collection, but it is dated to MM II (CMS II.5, no. 
92). 
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Figure 53. Reconstructed nesting quatrefoil pattern from an undated fresco fragment from 

Knossos (colors approximated). Not to scale. After Fyfe 1902–1903, fig. 68. Drawing 

author. 

 

blue, red, black yellow, and white was found on the soffit of the doorway in the 18th 

Dynasty tomb of Amenemhet (TT 82; Barber 2016, fig. 8.15: bottom right), and it may 

represent an Aegean textile imported to Egypt (Barber 2016).  

The best parallel, though not perfect, is a small fragment from Knossos featuring 

nested cruciforms in a rapport pattern recalling the design of the kilt on HF 22 in the 

overall form (Fig. 54). This design includes alternating blue and yellow cruciforms with 

interior black and red cruciforms, each with a central black four-pointed star. The 

fragment also includes a curved band of an ivy and interior papyrus composite chain, 

which probably indicates this was a fragment of a painted representation of a textile (Fyfe 

1902–1903, fig.40:A). Unfortunately, the fragment is undated. A similar pattern is found 

on a LH III fragment of a textile from Mycenae with a nesting cruciform pattern with 

interior circles (Rodenwaldt 1919, pl. 9). 
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Figure 54. Reconstructed cruciform pattern from an undated fresco fragment from 

Knossos (colors approximated). Not to scale. After Fyfe 1902–1903, fig. 40:A. Drawing 

author. 

 

The cruciform may also connote a deeper meaning. A LM IB ivory pyxis from 

Mochlos depicts a female figure, identified by the excavator as a goddess, seated on a 

built platform or shrine as the destination of a procession (Fig. 55; Soles 2016, 249, pls. 

LXXXI:a, b, LXXXII:a). A cruciform shape appears within the top tier of the structure, 

though it recalls a templar cross in shape with its tapering appendages. In addition, Evans 

recovered a marble cruciform from the so-called Temple Repositories at Knossos, a floor 

deposit which included the Snake Goddesses, painted shells, and other faience pieces 

likely connected to the palatial cult (Evans 1921–1935, I, figs. 376, 377).  

The quatrefoil and cruciform shape’s proliferation in depictions of fabrics 

suggests that they were common textile designs with variations of complexity. Textiles 

with cruciforms and quatrefoils seem to be worn prominent figures that scholarship 

associates with religious or cultic aspects (e.g., the so-called priestess at Akrotiri, the 

Dancing Woman from Hagia Triada, etc.). Following the theory that the complexity of 
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Figure 55. Drawing of the lid of the Mochlos ivory pyxis featuring a procession toward a 

large, seated female figure on a platform with a shrine. From Soles 2016, pl. LXXXI:a. 

Image courtesy J. Soles. 

 

patterns and accessories reflect social status, the intricacy of the pattern featured on the 

kilt HF 22 examined here may suggest that the artist intended to show intensely elaborate 

fabric indicative of status. 

 

Quatrefoil and Split Rosette (Triglyph and Half Rosette) 

 

Human Figure 14 wears a long Mycenaean tunic with a bottom hem consisting 

of  several bands of decoration, two of which include a repeated quatrefoil and split 

rosette. This motif on HF 17 consists of a red quatrefoil shape with a yellow circle at its 

center flanked by two blue oblong semicircles (Fig. 56), and it repeats horizontally. This 
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design is a variation of the triglyph and split rosette motif (triglyph and half rosette: 

Furumark 1941, no. 74, fig. 72:74) which features a vertical band sometimes filled with 

vertical lines or spirals flanked by two semicircles sometimes filled with half rosettes 

inside. The abstracted version of the motif on the Procession Fresco conglomerates the 

vertical band and the interior of the semicircles to create a quatrefoil shape and inserts a 

central yellow dot. No black detailing indicating petals exists within the blue semicircles, 

but many scholars continue to refer to the overall shape as a split rosette (Furumark 1941, 

no. 74, fig. 72:74; Marinatos 2010, 135). 

 

 

Figure 56. Quatrefoil and split rosette motif from Human Figure 14 in Fragment Group 2. 

Not to scale. Drawing author.  

 

The triglyph and split rosette motif inherently relates to architecture, as suggested 

by the name. The motif is commonly found on carved stonework that decorates the 

palace at Knossos, and miniature frescoes include the motif in friezes and dados in 
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depictions of buildings.42 Large limestone bands with intricately carved triglyph and split 

rosettes were found in several places at the palace at Knossos including the Northwest 

Porch at the north end of the West Court (Fig. 57) which probably dates to LM IIIA:1 

(Evans 1921–1935, II, 225 figs. 83, 368; Driessen and Langohr 2007, 181). The band 

from the Northwest Porch may have been hung up high on the wall, perhaps framing a 

doorway (Evans 1921–1935, II, 591).  

 

 

Figure 57. Stone frieze featuring the triglyph and split rosette motif from the Northwest 

Porch at Knossos. From Evans 1921–1935, II, fig. 368. Image courtesy Heidelberg 

Historic Literature Digitized (public domain). 

 

The motif also decorates various LM I artistic representations of built structures. 

The Neopalatial Grandstand Fresco from Knossos features the motif on the pedestal of a 

 

42 Some scholars prefer to also see them connected to benches which feature 
triglyphs and metopes designs, such as benches at Phaistos (Pernier 1902, 48, fig. 
13)  and the Throne Room at Knossos, and Tiryns (Schliemann 1885, pl. IV). Yet, these 
benches feature only triglyphs and not split rosettes. 
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building upon which two horns of consecration and two Minoan columns rest, and this 

example comprises the first appearance of the triglyph and split rosette in Minoan art. 

Other miniature fresco fragments from Knossos depicting possible shrines also feature 

the motif on the buildings’ facades, but their dates are uncertain (Cameron 1976, II, pls. 

49:a–d). The ivory pyxis from Mochlos incorporates the triglyph and split rosette into the 

bottom tier of the platform upon which a figure sits to receive visitors (Fig. 55). The 

motif appears less frequently in pottery as an ornament, although it comprises a double 

frieze in a LM II Palace Style jar from Isopata (Fig. 58; Evans 1921–1935, III, fig. 291). 

The representation on the jar is abstracted with checkered, spiraled, vertical triglyphs and 

barred concentric semicircles with double axes at their center.  

 

 

Figure 58. LM II Palace Style jar from Isopata featuring the triglyph and split rosette 

motif. From Evans 1921–1935, III, fig. 291. Image courtesy Heidelberg Historic 

Literature Digitized (public domain). 
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 Various media from the mainland also feature this architectural motif. Ornaments 

such as ivory plaques (e.g., from Mycenae, Tsountas 1888, pl. VIII) and glass inlays 

(e.g., from Menidi, Lolling 1880, pl. III:24) portray it in elaborated forms with spirals. 

Excavations in a vestibule in the palace of Tiryns produced a particularly ornate plaque 

that probably comprised a frieze (Fig. 59; Schliemann 1885, pl. IV). The plaque is carved 

in alabaster and inlaid with blue glass paste to create a polychrome design. The frieze 

features several repeated triglyphs with interior bands of rosettes and small rectangles and 

metopes consisting of split rosettes with concentric petals bordered by a band of the 

elongated snail-shell pattern flanked by small rectangles. Several fragments of carved 

stone bands similar to those found at Knossos also once decorated architecture Mycenae. 

The friezes adorned LH IIIB tombs such as the Treasury of Atreus (Evans 1929, fig. 52) 

and the Tomb of Clytemnestra (Wace 1926, 113, fig.2) and the propylon of the palace 

(Lamb 1921–1923, 236, fig. 47). These reliefs resemble the Knossian ones to the extent 

that Evans postulates the Minoans trained the mainland artisans (Evans 1929, 75). 

Finally, glyptic art from the mainland features the triglyph and split rosette in borders of 

scenes that include mythical creatures such as the Tiryns Ring, showing a procession of 

Minoan genii (CMS I, no. 179) and a cushion seal from Pylos with a couchant griffin 

(CMS I, no. 293). These mainland examples generally postdate the Minoan ones, with 

most depictions coming from LH III. 
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Figure 59. Drawing of a glass ornament from Menidi featuring the triglyph and split 

rosette motif. From Schliemann 1885, pl. IV. Image courtesy HathiTrust (public domain). 

 

A notable example of the split rosette outside of the Aegean includes the border of 

the Tell el-Dabca bull leaping fresco. Here, polychrome rosettes with concentric petals 

and triglyphs with white, black, and blue bands repeat horizontally beneath the main 

painted scene. They sit on a blue ground with a labyrinthine pattern connecting them. The 

motif in this instance serves as a decorative border much in the same way as the Tiryns 

ring and the Pylos cushion seal. The triglyph and split rosette, while it may associate with 

Aegean religion due to its proliferation on depictions of shrines, certainly connects to 

palatial architecture. 

The motif as it is presented on the HF 14 may also relate to the incurved altar 

(also called the incurved podium, e.g., Marinatos 2010, 136). Shapes formed in the 

negative space of the split rosettes recall the incurved altar found on depictions of shrines 

and platforms (Fig. 60; Evans 1921–1935, IV, 613; Marinatos 2010, 136–139). Opposing 

sets of concentric semicircles placed within an architectural element such as a frieze 
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comprise the motif. In Minoan art, buildings topped with horns of consecration (e.g., the 

buildings in the LM I Master Impression from Chania, Hallager 1985) and stage-like 

platforms often supporting animals such as lions and griffins (e.g., the dado flanking the 

stone throne in the Throne Room at Knossos, Evans  1921–1935, IV, fig. 894; and the 

platform in the ivory pyxis from Mochlos, Fig. 55) often feature this image. Art of the 

mainland and the Cyclades also utilize the motif in these ways: the capstone of the 

famous Lion Gate from Mycenae depicts an incurved altar supporting the front paws of 

two lions (Shaw 1986), and multiple podiums comprise the dais of the so-called goddess 

and her griffin familiar in Xeste 3 at Akrotiri (Palyvou 2006).  

 

 

Figure 60. Incurved altar or podium. Drawing author. 

 

 While the altars sometimes read as two-dimensional decoration when set in 

buildings, their portrayal in images of platforms indicate their structural nature in that 

they could be arranged to form a stage (Palyvou 2006). The representation in the LM I 

Peak Sanctuary Rhyton from the palace at Zakros and in seals indicate the incurved piece 

could also stand alone and function as an altar (CMS V, Suppl. 1A, 75; Platon 1971, 167). 

Excavations at palatial sites in Crete revealed several possible incurved altars, such as at 
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Archanes (Sakellarakis and Sapouna-Sakellaraki 1997, fig.62), Knossos (Evans 1921–

1935, IV, 209, fig. 160:a) and Malia (Chapouthier and Demargne 1962, pl. XVIII:1, 2). 

Most examples of the incurved altar date to the Late Bronze Age, and they appear at 

around the same time as the triglyph and rosette motif.  

The motifs may be related to one another due to their appearance in similar 

contexts: they form parts of architecture bearing religious connotations,43 and they are 

associated with symbolic and/or mythical creatures. Both Evans and Marinatos believe 

they are inherently connected in Minoan religion (Evans 1921–1935, II, 607; Marinatos 

2010, 136). Furthermore, their general forms are so similar that sometimes it is difficult 

to distinguish them in art (e.g., the gold plaques of shrines from Mycenae, Karo 1930, 

nos. 242–244, pl. 18). Therefore, the ambiguity of the pattern on HF 14 (it neither has 

rosette petals nor outwardly presents an incurved structural piece) may instead recall both 

motifs.  

Many scholars use comparanda from ancient Egypt and Southwest Asia to 

support religious connotations of both motifs. The overall forms recall a Luwian/Hittite 

hieroglyph determinative for deity (Reusch 1958, 351–352), suggesting to Marinatos that 

in Minoan art, it represented a solar goddess due to its common association with female 

figures (Marinatos 2010, 136). The incurved altar has been postulated to represent the 

pillar of the universe based on parallels to the Egyptian hieroglyph weres representing a 

 

43 Both the triglyph and split rosette motif and the incurved podium appear on the 
same structure supporting the shrine and so-called goddess in the Mochlos ivory pyxis 
(Fig. 55). 
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headrest for the sun (Marinatos 2010, 137), a baetyl or aniconic deity (Mylonas 1957, 

26), or a marker of a gateway (Shaw 1986). Whatever the exact connotation, in Crete, the 

triglyph and split rosette motif in particular closely links with Knossos. 

Unlike other textile patterns discussed here, parallels for this motif primarily 

come from architecture and representations of architecture rather than filling ornaments 

on ceramics or talismanic seals. This observation may reflect a specific connotation this 

garment and the figure depicted wearing it was supposed to represent. Traditionally, HF 

14 is called the “Goddess” because of her central placement in Evans’s composition and 

the groups of painted figures directing their attention toward her. An abstracted version of 

the triglyph and split rosette motif (and perhaps a nod to the incurved altar) embellishing 

the hem of her garment may corroborate her supernatural identity as a goddess or perhaps 

as an anthropomorphization of the palace of Knossos.44 Alternatively, it could also link 

her to a religious cult or to the palace. The marked choice to represent her with overt 

religious motifs on her clothing and no other figure in the painting does indeed suggest 

that she should be a focal point in this part of the fresco, and that her status likely 

connected to the palace’s ceremonial functions. 

 

  

 

44 Another large-scale female figure in a procession, this time from Pylos, has 
circular beam ends on the hem of her tunic that resembling the beam ends used in 
depictions of the palace at Knossos (Lang 1969, no. 50 H nws, pl. N). The association of 
female figures with architecture may be an Aegean theme. 
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Rosette 

 

 Bands of rosettes flank the quatrefoil and split rosette decorations on the dress of 

HF 14 in FG 2, and they adorn the rolled bands of the kilts of the HFs 20–22 in FG 3 and 

the vertical band on the tunic of HF 4 in FG 1. In drawings produced by Evans and 

Cameron, the rosettes on HF 14 come across as solid dots because of the exclusion of 

black detailing delineating the petals, yet close examination of the fresco pieces indicate 

these disks are rosettes painted in the same fashion as those on the rolled kilts. The 

rosettes in this mural consist of colored disks overpainted with black to create undulating 

petals and a central black dot (Fig. 61). The design of the rosettes suggests that the outer 

circle was painted in black first without the use of a compass and the petals were 

delineated by adding radial strokes stretching from the outer band to halfway in the disk.  

 

 

Figure 61. Rosette motif from various figures in the Procession Fresco. Not to scale. 

Drawing author. 

 

 Rosettes are common filler ornaments, floral elaborations, and borders in various 

forms of Minoan art including ceramics, painted plasters, and glyptic art from EM III–

LM IIIC. Rosettes include depictions of flowers set within disks as well as rosettes 
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without a circular outer bound. The petals range from amygdaloid to teardrop to rounded 

and from isolated to connected. The first rosette-type motif appears in glyptic art in EM 

III–MM IA (e.g., CMS IV, no. 121c), in MM II in ceramic painting (in Kamares Ware, 

Walberg 1983; Betancourt 1985, fig.70:O–Z), and in MM III–LM IA in painted plasters 

(Evans 1921–1935, III, 30, pl. XV; Immerwahr 1990, Kn. no. 38). In ceramics and 

painted plaster, the motif evolves in accordance with the different wares and styles, and 

so the exact design of the motif in this mural may allude to the time period in which it 

was created. 

Comparanda for the specific type of rosette in the Procession Fresco come from 

filler ornaments created in the reserve technique on ceramic vessels dating from LM IB–

LM II and borders of frescoes dating from LM II–LM IIIA:1. Friezes of rosettes on black 

grounds occur on LM IB vessels from Phaistos and Sklavocampos (Fig. 62; Betancourt 

1985, pls. 22:F, H), and the central disk of a large rosette on an Ephyraean goblet from 

Knossos features a small rosette (Betancourt 1985, pl. 23:B). These examples appear to 

have been painted in the same way as those in the Procession Fresco in that the petals are 

delineated by radial strokes that do not reach the central dot of the disk. In fresco, these 

types of rosettes occur in a LM II tricolumned shrine fragment of a miniature painting 

from Knossos (Cameron 1976, II, pl. 48:A, III, 53). 

Mainland ceramics and painted murals also include rosettes created in a similar 

technique. The open rosette within a disk appears first in ceramics in LH IIIA:1 and 

continues through LH IIIC:1 (Furumark 1941, fig. 40:17.19, 17.26). A three-handled 

Palace Style jar featuring spirals and the ivy and papyrus composite motif fill the 

negative space with tiny rosettes of this design from the tombs at Dendra which Axel 
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Figure 62. LM IB stemmed cup from Phaistos featuring rosettes. From Betancourt 1985, 

pl. 22:F. Image courtesy P. Betancourt.   

  

Persson suggests developed on the mainland even though its appearance here is slightly 

later than the type found on Crete (Persson 1942a, 66, fig. 77).  

Explicit representations of the rosette appearing on fabric generally lack, but the 

banded borders framing LM III and LH III painted plaster may be inspired by common 

textile bands. Polychrome barred bands consisting of red and yellow and black and blue 

flank the rosette borders of both the Hagia Triada Sarcophagus and the Tiryns procession 

fresco, and they closely resemble the barred bands in the bordered hem of HF 14 in FG 2 

(Fig. 10) and a textile band from one figure in the Tiryns procession fresco. Barber 

recreates these polychrome bands using colored thread and suggests that Aegean fashion 

inspired this common decorative border (Barber 1991, 325–326). Alternatively, the 

rosettes on the rolled kilts in FG 3 could be examples of textile attachments, discussed 

above. 

Though rosettes were certainly used for decoration and filling ornaments, their 

ubiquitousness suggests their purpose must have extended beyond being aesthetically 
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pleasing. Rosettes decorate the bodies of griffins (e.g., the Throne Room griffins at 

Knossos), mythical creatures associated with prominent female figures interpreted as 

goddesses, suggesting that rosettes may have connected to the supernatural or the 

religious beliefs of the prehistoric Aegean people. Several scholars associate the rosette 

with representations of the sun or celestial bodies citing the various cults and religious art 

of the Southwestern Asian and Egyptian neighbors (Marinatos 2010, Hart 2016, 

Vlachopoulos 2016). For example, the pointed rosette or astral symbol representing the 

planet Venus emblematized two synchronous goddesses, Innana and Ishtar (Frankfort 

1970, 40), and a rosette could also illustrate the sun in Anatolian and Syrian seals (Otto 

2000, 230). Andreas Vlachopoulos specifically corrolates the depictions of blue pointed 

rosettes with the blue lotus from Egypt, a flower associated with the sun and rites of 

passage to the afterlife in the latter culture (Vlachopoulos 2016, 71).  Marinatos believes 

the rosette to be an emblem of Knossos Palace, but the proliferation of the motif and lack 

of iconography specific to Knossos does not support this (Marinatos 2010, 132). What we 

can certainly draw from comparisons with the Minoans’ neighbors is that it is highly 

likely that the Aegean rosette, too, had religious overtones and may have been connected 

with a deity, sacred rulership, or both concepts at some point in the Minoan civilization. 

 

Sawtooth Pattern (Flame Pattern) 

 

The sawtooth pattern occurs in white on the blue-bordered tunic of HF 4 (Fig. 63). 

The pattern consists of a horizontal, jagged, irregular zig-zag whose peaks and valleys 

reach the edges of the band in which it fills (Chapin 2016, 13, fig. 1.7). It may be an 
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elaboration of the flame pattern consisting of a single row of curved triangles, with which 

this pattern is often conflated (flame pattern: Jones 2015, 138–139). Unlike the flame 

pattern, the sawtooth pattern is less common, and it is generally confined to depictions of 

textiles or ornamental friezes.  

 

 

Figure 63. Sawtooth pattern from Human Figure 4 in Fragment Group 1. Not to scale. 

Drawing author. 

 

The sawtooth pattern first appears in MM II in Kamares Ware. An early version 

of the sawtooth pattern appears on a Kamares Ware straight-sided cup from Phaistos 

painted in white and reddish-orange on top of the dark-slip surface (Betancourt 1985, pl. 

10:c). It more frequently appears in Aegean painted depictions of clothing in concordance 

with the trend of depicting approximately life-size figures in fresco. A blue and black 

sawtooth pattern lines the open bodice and sleeves of the Lady in Red (Evans 1921–1935, 

II, 731, fig. 457a; Cameron 1971, 37). Evans dates the painting to MM III by stylistic 

analogy with the Ladies in Blue from Knossos (Evans 1921–1935, I, fig. 397),45 but 

 

45 The central female figure in the Ladies in Blue is seen with her open bodice 
lined with a blue and black sawtooth pattern in the reproduction produced by Gilliéron 
both in the first volume of The Palace of Minos and in the reproduction housed in the 
Metropolitan Museum of Art’s collections (acc. no. 27.251). However, the actual 
fragments include a spiral pattern for this band. 
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Cameron considered the style and technique to be slightly more likely to date to the LM 

IB period (Cameron 1971, 39).46 Regardless, this Neopalatial representation of the 

pattern consists of the first example rendered in fabric. 

The sawtooth pattern occurs less frequently outside of Minoan Crete, but again, it 

appears in representations of textiles. A Minoan dress on a figure from Pylos features a 

yellow and black sawtooth design on a blue fabric (Fig. 64; Lang 1969, no. 53c H nws, 

pls. 39, E). Bands featuring the sawtooth pattern also decorate the dress of a processional 

figure from Thebes (Reusch 1956, nos. R9, R10, pl. 2). 

 

 

Figure 64. Detail of the sawtooth pattern on the textile of a figure from the Pylos 

procession fresco. After Lang 1969, no. 53c H nws, pl. 39. Drawing author. 

 

 

 

46 Hood raises the possibility of the Lady in Red dating to LM II based on the 
similarity of the sawtooth pattern with that of the figure from the Procession Fresco from 
Knossos (Hood 2005, 79). 
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As previously mentioned, the sawtooth pattern is the mirrored flame pattern (Fig. 

65). The flame pattern consists of curved triangles sometimes interspersed with dots or 

asterisks (also called the wave pattern: Evans 1921–1935, I, 547–551; the adder pattern: 

Evans 1921–1935, IV, 178–185; Furumark 1941, no. 69, fig. 70:69; or the tooth pattern: 

Fyfe 1902–1903, 130; Sapouna-Sakellaraki 1971, 155). The flame pattern is much more 

common in Aegean art, and it forms decorative bands in the LM IB Special Palatial 

Tradition pottery (Fig. 66; Hogarth 1899–1900, 78, fig. 123; Evans 1905, 547, fig. 142:b; 

Evans 1921–1935, IV, 184, fig. 145:a, b), tripod offering tables (e.g., a MM III offering 

table from a kouloura at Knossos, Evans 1921–1935, IV, 180; and offering tables from 

Pylos, Lang 1969, 186, 188–189, nos. 1 T nw, 3 T 23, 4 T 23, 7 T sw, 8 T ne, pls. 115 

and L), and even plastered hearths in the megarons on the mainland (Blegen and Rawson 

1966, 86, fig. 66; Wace et al. 1966, 242, pl. 41).  

 

 

      

Figure 65. The flame pattern and its variations, also known as the wave pattern (top), the 

wave and dot pattern (bottom left), and the wave and asterisk pattern (bottom right). 

Drawing author. 
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Fig. 66. LM IB stemmed cup with the wave and dot motif from Knossos. From Evans 

1921–1935, IV, 184, fig. 145:a. Image courtesy Heidelberg Historic Literature Digitized 

(public domain). 

 

The same pattern also decorates the wings of griffins in various media in Crete 

(e.g., from Knossos, Evans 1921–1935, I, fig. 400), the mainland (e.g., from Pylos, Lang 

1969, 152, no. 11 F 44, pl. 85), and the Cyclades (e.g., from Akrotiri, Doumas 1992, pls. 

30, 32, 122, 128), in which case it is called the notched plume motif (Evans 1921–1935, 

I, 548; Morgan 1988, 186, nn. 80–81; D’Albiac 1995, 64–67).47 The pattern also 

decorates the borders of clothing in Aegean painted plaster beginning in LM I in the 

Kneeling Woman fresco from Hagia Triada. Most notably, it adorns the V-shaped kilt of 

the Cupbearer (Fig. 14). Painted figures from Mycenae and the Cycladic settlement of 

 

47 The notched plume also adorns the feathers of griffins in Aegean or 
Aegeanizing art abroad, including the inlaid dagger of Queen Ahhotep II (Warren 1995) 
and painted plasters from Alalakh and Tell Kabri (Niemeier and Niemeier 2000, 84–85, 
fig. 13). 
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Phylakopi also include this decoration on their dresses (Lamb 1919–1921, pl. 7:20; 

Morgan 2007, fig. 9.7, pl. 47:a). 

The motifs are easily replicated in weaving despite Evans’s firm statement that 

the motif could not have originated in textiles, and it may have developed out of weaving 

(Evans 1921–1935, II, 548; Schweitzer 1971, 30; Barber 1991, 366). Bealle replicated a 

band with the flame pattern based on the representation of the Kneeling Woman from 

Hagia Triada (Jones 2015, 119, figs. 4.125:a, b). This ease in weaving the patterns 

accounts for their ubiquitous nature in painted presentations of textiles. 

Evans proposes that these patterns intrinsically tie to the worship of the Minoan 

Goddess because of its use to decorate textiles of prominent female figures (Evans 1921–

1935, I, 549; IV, 181–185). He finds a number of connections between the motifs and his 

Minoan Snake Goddess by connecting the sawtooth pattern with the distinct markings on 

the European adder and the cat snake. While the snake goddess is not a universally 

accepted Minoan deity, the appearance of the flame pattern in supernatural depictions of 

fantastic animals as well as altars and palatial hearths indicate that the pattern symbolizes 

cultic contexts and even, perhaps, palatial ideology. By extension, the sawtooth pattern, a 

variation of the flame pattern, could embody these concepts, too.  

  

Scale Pattern with Chevron, Dots, Concentric Arcs, and Lines (Fish-Scale, Joining 

Semicircle Net) 

 

 An intricate scale pattern created with incised grid lines decorates the kilt of HF 

20. The scale pattern here includes concentric arcs with red dots and a red interior 
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chevron with successive horizontal lines on a yellow ground (Fig. 67). It is an elaboration 

of the scale pattern composed of arcs arranged in a rapport pattern to create fish-like 

scales (fish-scale pattern: Fyfe 1902–1903, 130; joining semicircle net pattern: Furumark 

1941, no. 42). Despite the piscatorial resemblance, there does not seem to be a 

meaningful relationship between the decorative pattern and the marine creature.  

 

 

Figure 67. Scale pattern with chevron, dots, concentric arcs, and lines from Human 

Figure 20 in Fragment Group 3. Not to scale. Drawing author. 

 

 The scale pattern is a fairly common textile pattern in Minoan art typically 

represented in painted plaster murals but also sometimes in glyptic art. The latter depicts 

the pattern on an inflated scale compared to the garment and without much elaboration, 

probably due to the small size of the media (e.g., a gold signet ring featuring a figure in a 

flounced kilt with the scale pattern, Evans 1921–1935, II, fig. 557). The leading figure in 

the Harvester Vase from Hagia Triada wears a fringed mantle with the scale pattern 

rendered in large concentric arcs. In paintings, the pattern is represented during the 
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Neopalatial period at roughly the same scale as in the Procession Fresco (e.g., the dress of 

the Kneeling Woman from Hagia Triada), but closer parallels occur in undated fresco 

fragments from Knossos: one features a scale pattern composed of black concentric arcs, 

an arc of red dots, and red horizontal lines with a keyhole shape at the base on a blue 

ground (Fyfe 1902–1903, fig. 75), another portrays a pattern almost copying the one on 

HF 20 except without the red dots (Fig. 68; Fyfe 1902–1903, fig. 72), and a fragment 

shows black scales with interior arcs of black dots on white ground (Evans 1921–1935, 

II, 680, fig. 430:c). All three small fragments likely represented textiles. 

 

 

Figure 68. Scale pattern from a painted plaster fragment from Knossos (colors 

approximated). Modified from Fyfe 1902–1903, fig. 72. Drawing author.  

 

The pattern mostly appears in depictions of textiles, but painted ceramics of the 

LM IB Standard Tradition feature the pattern (Betancourt 1985, fig. 104:D) including 

some sherds from Knossos which contained an interior vertical stroke at the center 

(Popham 1967, pl. 81:c) and an LM II stirrup jar from the Stratigraphical Museum 

Extension site with the scale pattern oriented downward and a possible interior, 

abstracted papyrus flower (Warren 1982, fig. 18). The pattern occurs on these vases as an 
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all-over decoration suggesting that textiles may have been the inspiration for these 

painted vessels as well.  

The scale pattern also adorns mainland fresco fragments of white-skinned figures 

in intricate textiles found in a fresco dump near the Ramp House at Mycenae, and pieces  

may have formed a LH II processional mural (Lamb 1919–1920, 194, pl. VIII:8). A LH 

IIIB painted frieze from Room 33 of the palace at Mycenae depicts ikria (Tsountas 1887, 

pl. 12; Shaw and Chapin 2016b, 159), or wooden ship cabins with fabric exteriors, the 

fabric of one features an identical pattern to that of HF 20 in the Procession Fresco (Fig. 

69). The rendering of the ikria fabric orients the pattern sideways with the arcs facing the 

viewer’s left, and it is rendered in black on blue. The pattern is also very sketchy and 

with imprecise line work. Maria Shaw dates the frieze to LH IIIB based on stratigraphy 

and the parallels of all the ikria patterns in comparison to floor patterns of the megarons 

(discussed below), though she qualifies it by recognizing that currently there lacks dating 

criteria for patterns (Shaw 1980, 172). 

 

 

Figure 69. Fragment of a fresco from Mycenae featuring the textile of an ikrion with the 

scale pattern in black and blue at the top (colors approximated). After Tsountas 1887, pl. 

12. Drawing author. 



178 
 

 The pattern also decorates the floors and some faux stone dadoes of the megarons 

in the LH IIIB Mycenaean mainland (Blegen and Rawson 1966, 83–84, fig. 73; Lang 

1969, no. 14 D nws; Egan 2016, fig. 5.9: very left). An LH IIIB variegated dado from 

Pylos includes a black scale pattern with concentric arcs against a pink background, and 

the painted floor of the megaron at the same palace includes squares of the scale pattern 

with concentric arcs in various colors (Tsountas 1887, pl. 12). These instances led some 

scholars to suggest the scale pattern actually describes striated stonework, citing the 

border of the Bull Leaping Fresco as abstracted rockwork as well (Lang 1969, 28; 

Immerwahr 1990, Kn no. 23, pls. 41, 42). However, as mentioned above, Egan has 

demonstrated that the floors of megarons mix patterns traditionally used for stonework 

and those traditionally used in textiles, and the resulting hybridity may have worked on a 

symbolic level (Egan 2016, 141–143). 

The scale pattern flourished in representations of textiles in Crete primarily from 

MM III–LM II and on the mainland as early as LH II through LH IIIB. Fyfe first 

identifies variations of the pattern in small fresco fragments from Knossos and supposes 

that they represent overlapping cloth fringes with interior metal details (Fyfe 1902–1903, 

130). However, the appearance of this pattern with the arcs facing upward in the kilt of 

HF 20 suggests it did not describe fringe, but instead it may have been an embroidered 

pattern, and the dots in HF 20 certainly could have been added beads. 

 

  



179 
 

Tooth Pattern (Dentil Ornament, Barred Band) 

 

 The tooth pattern is used as a border pattern in several figures in the Procession 

Fresco including the kilted HFs 20–22. It consists of horizontal bands with alternating 

thick and thin black stripes (Fig. 70; tooth pattern: Lang 1969, 34; dentil ornament: Fyfe 

1902–1903, 130; barred band: Barber 1991, 324–328). This specific configuration of 

stripes appears as early as MM III in the Grandstand Fresco on the hems of a large seated 

figure (Fig. 71, figure at very right), and it seems to be a popular textile pattern 

represented in paintings (e.g., many fragments of textiles at Knossos, Fyfe 1902–1903, 

figs. 69, 70, 73). A fresco fragment from Nirou Chani depicts a sacral knot with this 

pattern in red and white (Immerwahr 1990, N.C. no. 1; see also this vol., Ch. 6, Fig. 100). 

Mainland textiles also feature the pattern on border bands (e.g., the Minoan dress and 

flounced kilt of figures in the Theban Procession Fresco, Fig. 21; Reusch 1956). 

 

 

Figure 70. Tooth pattern from Human Figure 20 in Fragment Group 3. Not to scale. 

Drawing author. 
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Figure 71. Drawing detail of the Grandstand Fresco, by É. Gilliéron fils. From Evans 

1921–1935, III, fig. 30. Image courtesy Heidelberg Historic Literature Digitized (public 

domain). 

 

The pattern rarely occurs outside of representations of cloth, and even in these 

instances, it was probably appropriated from textiles (Barber 1991, 325–326). For 

example, in LM IB, the pattern occurs on the shoulder frieze of a Special Palatial 

Tradition ovoid rhyton (Betancourt 1985, fig. 107), and in LM IIIA, the pattern often 

occurs in border elements with rosettes and other barred bands (e.g., the Woman and 

Deer painting from Hagia Triada, Paribeni 1908, fig. 21; Immerwahr 1990, A.T. no. 4). 

As Barber notes, it would have been a simple design to weave on a loom, and so potters 

and artists of other media likely saw many people wearing the barred design and wished 

to replicate it (Barber 1991, 326).  

 

Processional Equipment 

 

 Due to the preservation of the mural, only one carried object survives: the 

piriform jug. Although many scholars include the Cupbearer as part of the Procession 
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Fresco, this study treats it as a separate entity, and therefore the rhyton is not included 

here (for a discussion of the rhyton, see Koehl 2006, 330). The piriform vessel carried in 

FG 3 has been identified as a jar and a jug. 

 

Piriform Jar or Jug 

 

One extant male figure in the Procession Fresco carries a piriform jar or jug (Fig. 

72). Only the base of the vessel to the mid-body survives in the representation, 

prohibiting a more specific identification of vessel shape, though it is commonly called a 

jug (Evans 1921–1935, II, suppl. pl. XXVII; Cameron 1976, III, 11; Mantzourani 1994, 

127). Black, vertical contour lines on the light ocher body appear uniform and therefore 

indicate this represented a manmade detail; they probably reflect ribbing or fluting on the 

vessel’s surface (Evans 1921–1935, II, 725; Mantzourani 1994, 127). 

 

 

Figure 72. Piriform jar or jug held by Human Figure 20 in Fragment Group 3. Not to 

scale. Drawing author.  
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The colors chosen to portray this vessel may indicate the material. The blue hue 

of the ring base of the vessel may represent silver, similar to the blue armbands and 

anklets on the processional figures. The beige hue of the body is not straightforward, with 

a number of interpretations including gold (Evans 1921–1935, II, 725) and silver or 

electrum (Cameron 1976, III, 11). The ribbing or fluting likely indicates if this 

represented vessel was not metal, it had a metallic prototype (Mantzourani 1994, 127). 

Various stone vessels in Crete were carved in ways that imitated the aesthetics produced 

by metallurgical techniques, so this piriform vessel could be carved stone.48  

However, given the context of the mural and the other extravagant materials 

represented in it, this yellowish vessel was likely gilded in gold or made of bronze. 

Excavations in the Northwest Treasury produced a LM IB bronze piriform jug that 

resembles the depiction here (Fig. 73; Evans 1921–1935, II, figs. 402, 410, 411:a). This 

jug has a ring base, piriform shape, and pronounced collar and rim. A LH I piriform ewer 

made of silver and bronze and plated with gold was found in Shaft Grave 5 at Mycenae 

(Schliemann 1880, fig. 478; Evans 1921–1935, II, fig. 411:b), and it provides evidence 

for a mixing of metals in the production of vessels.  

 

 

48 The inspiration for the upper portion of the vessel recreated by Evans is indeed 
a stone jug with a metallic prototype. See this vol., Ch. 3. 
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Figure 73. Drawing of a bronze ewer from the Northwest Treasury at Knossos. From 

Evans 1921–1935, II, fig. 411:a. Image courtesy Heidelberg Historic Literature Digitized 

(public domain). 

 

Though vessels appear in murals and glyptic representations of Aegean 

processions, the depiction of this particular jar or jug is unparalleled. In several 

depictions of processions, vessels are shown as ceramic objects or woven baskets 

hanging from poles such as in the Tylissos Miniature Fresco and the Kea miniature 

frescoes (Shaw 1972, 173–174; Cameron 1976, 80; Mantzourani 1994; Morgan 2020, fig. 

7.12). The aforementioned scenes are associated with banqueting, so these vessels may 

be utilitarian in that their first mode of function is to hold foodstuffs intended for feasting 

(Morgan 2020, 271, 372, 394–395). In other words, the Procession Fresco mural stands in 

stark contrast to these practical vessels in its outward attention to aesthetics over function. 

Other vessels portrayed in scenes of procession that are perhaps nonceramic tend to be 

much smaller (e.g., the loop-handled vase fragment from Knossos, Fig. 15; and the small 

ewer held in the Theban procession fresco, Fig. 21). This jug is, by comparison, much 

larger. 



184 
 

The piriform jug’s material qualifies the vessel as a prestige item, adding to the 

scene of luxury painted in the textiles and accessories outlined above. While the Linear B 

tablets from Pylos and Knossos do not provide insight into the exact religious ideology of 

the Late Bronze Age Aegean, they record offerings to various deities which may help to 

contextualize this painting. Processions delivered a wide range of items to shrines of the 

Aegean pantheon including flowers, textiles, cult figurines, and even people (Weilhartner 

2013).49 Vessels were also carried in these events, including handleless bowls, kylikes, 

and chalice-like bowls made of precious metals such as gold and silver (Weilhartner 

2012, 222–224; Weilhartner 2013, 152). Surely a large vessel such as the piriform jug 

held by HF 20 would have also been a fitting vessel in a procession. 

Yet, the contents of this vessel, if there were any, may be more symbolically or 

economically valuable than the vessel itself. While the only foodstuff recorded within a 

list of processional equipment is barley (Weilhartner 2013, 154), gifts to gods and the 

wanax as recorded in Linear B tablets include fruit, oil, honey, and wine (Weilhartner 

2012). All of these foodstuffs would have necessitated their conveyance in a container. 

Though a ewer such as this one would not be ideal for long-term storage of comestibles, 

it would have made a perfectly suitable temporary apparatus for containing liquids during 

a procession and pouring them at their destination. 

 

  

 

49 Jörg Weilhartner suggests lists of offerings including people indicate lifetimes 
of service to particular deities (2013, 152). 
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Background Elements 

 

 Background elements, though much simpler than those elements associated with 

the figures, are necessary to understand the possible reconstructions of the fresco and 

what it represented. The two background elements extant here are the undulating 

background and the banded dado. Descending rockwork found in the Cupbearer Fresco 

will not be discussed as there is not any fragmentary evidence of this particular mural 

showing such rockwork (see also this vol., Ch. 6). These two background elements in the 

mural have comparanda throughout the Late Bronze Age, and the implications will be 

discussed here. 

 

Undulating Backgrounds 

 

 Undulating backgrounds of horizontal wavy bands are relatively common 

backgrounds in murals from Crete, the Cyclades, and the mainland. They consist of solid-

colored bands stacked horizontally upon one another50 and black lines sometimes 

separate their boundaries. In the Procession Fresco, the background consists of three or 

 

50 Similar undulating bands positioned vertically are also seen in the Aegean, 
particularly in LM III and LH III (see, for example, the vertical zones in the background 
of the Hagia Triada Sarcophagus). These bands, though similar in form, likely are a 
further abstraction of the convention discussed here to the point of losing the symbolism 
of the horizontal bands, and so they will not be included in the discussion. 
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more wavy bands of yellow, blue, and white in ascending order delineated by thick black 

lines flanked by thin black lines (Fig. 74).  

 

 

Figure 74. Undulating background of the Procession Fresco. Not to scale. Drawing 

author. 

 

 Painted murals in Crete utilize undulating backgrounds beginning in the 

Neopalatial period, and they continue through the later Bronze Age on the mainland 

through LH IIIB. Notable early examples from Crete include the frescoes of lilies from 

Amnissos (Evans 1921–1935, IV, pl. LXVIIa; Immerwahr 1990, Am no. 1) and the 

Hagia Triada fresco of the Kneeling Woman and the Dancing Woman where the 

backgrounds divide into white and red undulating bands.51 The use of red and white 

 

51 Cameron reconstructed one wall of the mural with the kneeling goddess 
including white fields surrounded on all sides by red undulating bands (Cameron 1987, 
326, fig. 10), but the fragmentary nature of the mural allows for horizontal banded fields 
as well (Militello 1998, pl. 2). 
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undulating backgrounds continue into the LM II period with the Throne Room frescoes 

of griffins at Knossos (Evans 1921–1935, IV, fig. 895). The Tylissos Miniature Fresco 

depicts an outdoor procession, and this composition may also have featured red and white 

wavy fields (Shaw 1972, figs. 7: right, 13; Chapin 1995, 150). Outside of Crete, 

undulating backgrounds occur at Akrotiri (e.g., the Boxing Boys and Antelopes Fresco, 

Doumas 1992, pls. 78, 84) and in the Theban procession fresco featuring four undulating 

zones of blue, white, and yellow separated by red lines (Fig. 21). In the Minoan frescoes 

from Tell el-Dabca, the bull leaping figures set against a labyrinthine pattern and a solid 

red zone whose wavy limits meet with red and black lines. 

 These undulating bands likely represent abstracted landscape elements (Evans 

1921–1935, II, 728, IV, 908; Immerwahr 1985, 45; Cameron 1987, 324; Chapin 1995, 

166–211; Blakolmer 2012), but other theories include that they illustrate veined stone 

(Schiering 1965, 33–34), horizon lines (Schäfer 1977, 12, 16; Walberg 1986, 129–130; 

Schiering 1992, 318; Schmitz-Pillman 2006), the interior of caves (Evans 1921–1935, II, 

112–113; Karo 1930, 313), or simply an abstracted elite background used for transitional 

areas (Günkel-Maschek 2020, 170–174).52 Each of these alternative theories are plausible 

yet too specific to apply to all backgrounds that feature these bands. That the 

backgrounds instead represent different planes of rocky or various terrains instead can 

 

 

52 Evans speculates that the central blue band of the Procession Fresco represented 
a sacred river in his original reports of the mural, but he did not propose this theory in the 
official publication (1899–1900, 13). 
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apply to all depictions. Furthermore, Chapin observes the undeniable connection between 

representations of rocks (e.g., the Bluebird Fresco from Knossos, Evans 1921–1935, II, 

pl. XI; and the Spring Fresco from Akrotiri, Doumas 1992, pls. 66–76) and the abstracted 

bands here: the two types of settings are executed in the same way (Chapin 1995, 135). 

First, the wavy bands of solid colors are painted, and then black striations, craggy details, 

and integrated plant life are added on top. The undulating bands in the Procession Fresco, 

then, only lack additional detail.   

 From this brief overview, two trends emerge. First, in naturalistic representations 

of rockwork (i.e., those that include additional details) a wider range of colors are used. 

For example, the Partridge and Hoopoe Frieze (Fig. 75; Evans 1921–1935, II, fig. 51; 

Immerwahr 1990, Kn no. 20, pl. 30) and the Bluebird Fresco (Immerwahr 1990, Kn no. 

2, fig. 16) utilize blues, yellows, reds, and greens. Alternatively, in abstracted terrains 

(i.e., those that are solid colors like the lilies fresco from Amnissos) red and white are 

most commonly used. The Procession Fresco from Knossos departs from these trends and 

instead incorporates new colors of yellow, blue, and white within a very stylized 

background which means that the landscape here reflects a new style or represents a 

different type of terrain. The latter seems most probable in that these colors are not 

replicated in the wavy backgrounds of other fresco murals excepting other processions. 
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Figure 75. One section of the Partridge and Hoopoes Frieze from Knossos with 

rockwork, by É. Gilliéron fils. From Evans 1921–1935, II, frontispiece. Image courtesy 

Heidelberg Historic Literature Digitized (public domain). 

 

Banded Dado 

 

 The figures of the Procession Fresco walk on a black ground line about 6.60 cm 

thick created using incisioned guidelines (Fig. 76). The ground line is set above a white, 

undecorated band with its greatest preserved height at 15.00 cm. A full study of ground 

lines lies outside the scope of this paper as they are understudied, but several conclusions 

can be drawn from the preliminary observations here. In murals, ground lines tend to 

function both as lines upon which figures rest and as decorative border elements.  

 

 

Figure 76. Banded dado from the Procession Fresco. Not to scale. Drawing author. 
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In life-size Aegean murals, there are several options for portraying ground lines: 

landscape (often composed of rockwork; e.g., the Bluebird Fresco), faux stone dadoes 

(e.g., the Throne Room frescoes), and a dado consisting of horizontal bands (e.g., the 

lilies fresco from Amnissos). The banded dado appears to be used in miniature frescoes 

and larger frescoes alike from MM III–LM IIIA:2. The LM IA Amnissos frescoes have a 

similar dado that in the procession mural: the manicured landscape or garden is set on a 

thick red or black ground line above a white field. These dadoes also occur in LC I 

Akrotiri (Doumas 1992, pls. 6, 7), and on the mainland in the LH IIIB Pomegranate 

Bearer from Tiryns.  

In Minoan miniature frescoes, when neither perspective nor landscape is 

incorporated into the images, either a ground line is not used or the composition utilizes 

the horizontal band elements. The latter includes the Camp Stool Fresco (Evans 1921–

1935, IV, pl. XXXI; Immerwahr 1990, Kn no. 26, fig. 26:e), the Hagia Triada 

Sarcophagus, the Woman and Deer Fresco from Hagia Triada, the Pylos procession 

fresco, all dating to LM/LH IIIA.53 In these examples, the black ground lines sit above a 

white band, and more decorative bands occur below. The thin black line upon a thick 

white band in these compositions recalls the scheme of the Procession Fresco.  

The life-size examples from Amnissos, Akrotiri, and Tiryns demonstrate that the 

simple ground line was used in the Aegean as early as LB IA, and the miniature examples 

demonstrate that the tradition continued into LB IIIA. While this contextualization does 

 

53 Hood suggests the Campstool Fresco could date to as late as LM IIIB (Hood 
and Cameron 1967, 62). 
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not bring much more to this discussion, it is perhaps significant to acknowledge the faux 

stone dado fragment recovered in the area of the east–west passage (see this vol., Ch. 3). 

Should this dado fragment have originally formed part of the mural in this section of the 

palace, it may be indicative of a changing composition that has parallels in the procession 

fresco from Thebes.  

 

Composition 

 

 One of the most unusual aspects of this mural is the composition which reveals 

two peculiar aspects of the painting. First, the painting depicts several different types of 

figural arrangements including close groups, pairs, and single figures. Second, the 

painting includes a change in the direction of figures. Due to these uncommon elements, 

the Procession Fresco is quite distinct from other depictions of Minoan and even Aegean 

processions, even though it works from the same traditions.  

The different organizations of figures all have parallels in Minoan art. The 

painting depicts distinct arrangements of figures including tight groups (FGs 1, 4), pairs 

of figures (in FG 2), and isolated figures (FGs 3, 5). Fragment Groups 1 and 5 depict 

similar arrangements of tight groupings of figures. In these two fragments groups, figures 

wearing long Mycenaean tunics and Minoan dresses with flounced kilts walk closely 

together, often obscuring others’ garments and feet. Two images of processions show 

similar overlapping clusters of people analogous to those in FGs 1 and 5 including the 

Harvester Vase and a LM I sealstone from Nerokouro (Fig. 77). The best parallel is the 

sealstone which features figures in long robes or dresses and mantles walking closely 
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together. The ambiguous imagery lacks the clarity needed to distinguish other features 

such as gesture or hairstyle that would lend to an identification of the figures, but the 

dense arrangement strongly mirrors sections of the Procession Fresco. 

 

 

Figure 77. LM I lentoid sealstone from the villa at Nerokourou depicting a procession. 

From CMS V, Suppl. 1A, no. 186. Drawing courtesy CMS Heidelberg. 

 

On the other hand, FG 2 includes pairs of figures placed together (HFs 10–18). 

Two pairs of figures flank an isolated figure creating two groups of people facing one 

another. The arrangement of significantly overlapping figures in pairs is mirrored in LM 

IIIA art, particularly in the representations of charioteers, and some figures in the 

Campstool Fresco (Cameron 1976, I, fig. 21). In addition, the reverse side of the Hagia 

Triada Sarcophagus depicts a procession containing two overlapping pairs and an isolated 

front figure leading them, perhaps providing a good parallel for this specific convention 

(Fig. 78).  
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Figure 78. Detail of the Hagia Triada Sarcophagus featuring pairs of female figures at the 

left. Photo author.  

 

Finally, FG 3 and probably FG 5 portray the single, isolated figures that often 

come to mind when envisioning depictions of processions. Most portrayals of these 

events singular, spaced out figures in all media. It is this type of arrangement that the 

large-scale mainland procession frescoes follow such as at Thebes (Fig. 21), Mycenae, 

and Pylos (Immerwahr 1990, Py no. 6). Isolated figures also compose processions in 

miniature or small-scale frescoes of processions such as that of LM I Tylissos and LM 

IIIA Hagia Triada and in most seals and signet rings. The figures in FG 3 reflect these 

compositions closely, and the fragments even prove that they carried objects.  

Although all of these sequences bear parallels in Minoan art, it is the 

consolidation of them within a single mural that distinguishes the Procession Fresco from 

these other depictions. While some compositions include a mixture of two of these types, 

Copyright Restrictions 

Due to copyright restrictions, this image cannot  

be reproduced here 
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the Procession Fresco utilizes all three. Like the number of distinct garments, the variety 

in the composition is conspicuous.  

In addition, some figures break with the directional flow of the comoposition. 

Human Figures 1–14 moving to the viewer’s right, the next four figures (HFs 15–18) face 

the previous group to the left, and the following extant figures (HFs 19–22) continue 

once again to the right. These two opposing directions of figures in this section further 

differentiate it from images of Aegean processions. Even on seals, signet rings, and in 

murals large and small, processions usually move linearly. The only exception to this 

observation is the Thebes procession fresco, in which fragments indicate one female 

figure moves in the opposite direction than the others (Fig. 21). Unfortunately, it is too 

fragmentary to fully understand the composition, but it is intriguing that this mainland 

processional mural may resemble Knossian composition in this manner.  

Confrontation is portrayed when one figure is the focus of attention for another, or 

when handing objects from one person to another. For example, presentation scenes use 

this type of opposing composition where figures in a procession stop to pay tribute to a 

large female figure, perhaps a goddess (Fig. 55). It is also utilized in scenes where people 

show respect to another figure like in the Isopata Ring or a signet ring in the Herakleion 

Archaeological Museum (Fig. 79; CMS II.3, no. 326). Finally, this type of arrangement is 

used when handing objects from one figure to another (Fig. 99). These types of scenes 

are slightly different than a regular procession, indicating that attention is likely centered 

on either HF 14 or HF 15.  
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Figure 79. LM I signet ring featuring three female figures and two shrines. From CMS 

II.3, no. 326. Drawing courtesy CMS Heidelberg.  

 

Broadly speaking, the composition of the Procession Fresco from Knossos 

includes distinct clusters of figures. A gap between HFs 8–9 and 10–11 preserved in FG 2 

(Fig. 10) indicates that the mural did not move consistently from one figure or cluster to 

the next. Instead, the artists purposely included some separation between these groupings. 

One expects that, had more of the mural been preserved, this general arrangement would 

repeat throughout the entire corridor. At first glance, the arrangement results in a 

somewhat disjointed mural with separated scenes rather than an overall unification. 

However, if the groupings replicated throughout the hallway, the repetition may develop 

into a harmonized composition (see this vol., Ch. 7). 

This type of distinct groupings of figures is paralleled in earlier processional 

imagery, including the Tylissos Miniature Fresco where bands of figures scatter across 

the composition. However, the neat organization of the Procession Fresco also resembles 

the imagery found in LM IIIA art like in the Campstool Fresco. Although heavily 

reconstructed, the painted fragments of seated and standing figures facing in both 

directions likely formed a frieze with repeated clusters of figures, giving the sense of 
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small vignettes of similar toasting or feasting scenes. Perhaps another analogy can be 

drawn with the Bull Leaping Fresco from Knossos, which was one section of a frieze of 

repeated scenes of bull leaping whose borders give the frieze a film strip-like quality. 

While the Campstool Fresco is hypothesized to depict a large banqueting scene or 

reenactments of repeated offering scenes (Wright 2004, 165–166), the Bull Leaping 

Frieze from Knossos provides visual stimulation as well as emphasis on the act of bull 

leaping. Repeating clusters of figures in the same positions is an artistic convention that 

stimulates visual interest and emphasizes overarching themes through repetition. The 

Knossos Procession Fresco, though much larger than these two analogical friezes, may 

seek to convey the same types of information. 

 

Discussion and Interpretation 

 

 This chapter describes and reviews the imagery presented within the Procession 

Fresco from Knossos, and it surveys iconographic parallels from the wider Aegean in 

order to contextualize it. The above sections intend to present each of the images amongst 

their respective parallels in order to explore possibilities of meaning or connection 

amongst previous interpretations of each symbol individually. Yet, all of these images 

combine to form a cohesive mural of an event, and so broader conclusions and 

interpretations may be drawn from this evidence. 

The type of clothes one wears communicates facets of identity including social 

status, gender, wealth, locality, and occupation. Unfortunately, many of these factors can 

only be inferred regarding Minoan costuming due to the lack of written records explicitly 
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stating these issues, and so interpretation relies on sweeping iconographic reviews. 

Several broad observations regarding the choice of costuming and textile patterning in the 

Procession Fresco may be made: 1) textile motifs reference the religious aspects of the 

painting; and 2) the mural purposely bears a wide variety of clothing types and 

decorations. 

The various textile motifs explored above bear a wide variety of imagery that 

ranges from being symbolic to purely aesthetic textile designs. The symbolic patterns 

outnumber the purely aesthetic patterns, and so one may surmise that the ancient viewer 

internalized their association with the palace cult. The themes of the motifs range from 

human dominance over the natural world to built shrines to fantastic creatures and 

mainland megarons. Although small, these images likely communicated their respective 

symbolisms to the ancient viewer, and these themes coalesce to represent the Aegean 

cult, the ceremonial center of which, for Crete, was Knossos (Soles 2005). The textile 

motifs also reflect the wealth of the participants and thus the wealth of the palatial 

organizers.  

 The Procession Fresco depicts figures in a wide range of clothing types and 

embellishments. It features four types of costuming and nine patterns. Such a variety of 

garment types does not appear in one cohesive scene in other images of processions in 

Crete and in the mainland. Variation of garments does not regularly occur in Minoan 

artwork, even in representations with many figures more than three different types of 

costumes are rarely depicted. Furthermore, even most comparable life-size procession 

frescoes from the mainland and the Cyclades feature only one or two garments, and they 

are usually versions of the Mycenaean tunic with a horizontal neckline and the Minoan 
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open front dress and a flounced kilt.54 Even those compositions which depict multiple 

costumes only depict three distinct outfits in their individual scenes (e.g., the Hagia 

Triada Sarcophagus, the Pylos Vestibule Procession Fresco, and Procession of Mature 

Women from Akrotiri, Vlachopoulos 2008, figs. 41.33–36).  

 This diversity may reflect the range of social statuses and identities of the 

participants in this painted mural. Considering clothing proclaims wealth and status and 

indicates one’s role in society, one may expect that different garments here reflect 

identities and societal roles. All the garments chosen here reflect a ceremonial or 

religious connotation. Those participants wearing the Minoan dress and flounced kilt are 

likely figures involved in Minoan cult with particular connections to a deity. When 

considering their arrangement in groups rather than placed individually, we may likely 

dismiss their identifications as goddesses, unless we commit that all the figures depicted 

in the mural are deities. The figures in Mycenaean tunics, V-shaped kilts, and hide skirts 

also appear in groups, and so they may be members of the palace cult. A more specific 

identification of these types of people is difficult, however, given the proliferation of 

representations and the lack of written records. Yet, one may presume that each costume 

denotes a different societal role or class, and that by representing so many of these groups 

of people, the rulers at Knossos meant to include a variety of people unparalleled 

elsewhere.  

 

54 A notable exception to this generalization is the Xeste 4 staircase composition 
which shows several men in a version of a kilt (Doumas 1992, pl. 138). 
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The Minoan visual language is especially ambiguous in regards to identities of 

figures, especially deities, as it lacks annotations and figures with consistent attributes 

and modes of representation (Blakolmer 2010a). While gestures, costumes, and themes 

are repeated throughout the repertoire of images, there is enough ambiguity that scholars 

only recognize one male god and one female goddess (i.e., any prominent-looking male 

or female figure is assigned as a version of the same male or female deity, whether they 

hold a staff or are flanked by lions) or they avoid the topic altogether. However, Linear B 

tablets found in Crete list a multitude of deities and the various gifts given to them 

(Schoep 1994, 8; Weilhartner 2012), suggesting that more than one deity was probably 

represented in some capacity in later Minoan art.  

In the Procession Fresco, HF 14 is a suitable deity. Indisputably, this figure is 

given visual prominence within the composition considering she is afforded space and 

multiple figures turn to face her, thus making her the focal point of FG 2. Though she is 

by no means a truly central figure as Evans proposed, the mural iss designed so that in 

that section, viewers are guided to her. In addition, her dress bears the quatrefoil and split 

rosette pattern associated with shrines and the palace of Knossos. At the very least, she 

may be understood as an elite figure of higher importance than certainly the figures 

behind her.55  

 A look to the background elements may reveal why a multitude of types people 

are represented here. As mentioned in the survey of the backgrounds above, the 

 

55 One possibility is that she is a priestess, though this identification faces the 
same problems as the identification of deities in the Aegean artistic world. 
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undulating bands likely indicate outdoor terrain. The settings of processions in both 

Minoan frescoes and glyptic usually indicate exterior scenes.56 Though the types of 

outdoor scenes vary, including a completely natural environment (e.g., the Mycenae 

Acropolis Ring, CMS I, no. 17), a paved outer court (e.g., Sacred Grove and Dance, Fig. 

29), or a possible peak sanctuary (e.g., the fragment of a Gypsadhes Hill rhyton; Koehl 

2006, no. 763, pl. 47). The background here lacks enough details to clearly identify a 

specific outdoor scene, and thus one can presume that either the ancient viewer would 

have understood the artistic convention as referencing a specific space or that the 

intention of the artist was to make the setting ambiguous. 

The other background element identified in this study, the banded dado, 

contradicts the open-air sentiment put forth by the undulating background. This dado 

emphasizes the mural’s interior context and prohibits the transportation of the viewer to a 

completely outdoor world by creating an artificial, elevated, relatively flat ground line. 

The abstracted, artificial dado emphasizes the flat surface of the wall and therefore it 

works to remind the viewer of the physical setting of the mural: the Procession Corridor.  

The dichotomy of interior versus exterior elements within the Procession Fresco 

conveys a multiplicity of complex meanings. The mural transcends its architectural 

environment by referencing the rocky landscape in the background, but the decorative 

dado grounds the scene within the walls of the palace. This mixture of imagery not only 

 

56 Only several seals and signet rings depict scenes that could possibly be 
interpreted as indoor processions (CMS II.3, no. 146; CMS II.8, no. 277), and only the as-
yet not fully published mural of life-size male figures walking up a staircase in Xeste 4 at 
Akrotiri depict processing figures indoors (Doumas 1992, pl. 138). 
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cements the relationship between the palace and an outdoor space but also provides a link 

between the processions happening outside in the West Court and those inside the palace. 

Thus, the Procession Fresco could reference indoor processions or outdoor processions. 

These conflicting elements allow the mural to reference various interior and exterior 

settings simultaneously. 

The unusual composition of the mural lends itself to the reading that the mural 

represents multiple processions. While some scholars prefer to see one linear procession 

(Cameron 1976, I, 139), others suggest that the distinctive groupings represent individual 

presentation scenes to various deities (Boulotis 1987, 151–153). This study leans toward 

the latter interpretation in that each grouping of participants represents different stages of 

processions or even different events altogether. These separate groupings of people in 

their various costumes, then, reflect the diversity of types of processions and rituals and 

their respective participants that took place at Knossos.  

In other words, this procession fresco shows not one procession but multiple. 

Differences in spacing, arrangement, and costume in the people in the fragment groups 

conveniently divide the mural into different sections. The similarities of these elements in 

FGs 1 and 4 suggest they represent one type of procession. Human Figures 10–18 in FG 

2, on the other hand, show people facing one another and includes a singular figure set 

off from the rest (HF 14). The third fragment group, contrastingly, shows the type of 

procession more commonly depicted in large-scale: the single file line of people who 

also, proven by the fragments, carry objects. Each of these arrangements of people are set 

off from one another by large spaces. The single or paired figures that appear between 
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them (HFs 8, 9, perhaps 19) visually connect the groupings and keep the overall linear 

flow.  

Each of these groupings reflect different scenes found within other Aegean art 

including relief vessels, seals and signet rings, and other frescoes. The unusual, tightly 

packed figures of FGs 1 and 4 resemble the dense procession in the Harvester Vase and 

the lentoid sealstone from Nerokourou (Fig. 77). The middle composition in FG 2 more 

closely resembles images of people confronting one another and handing over objects in 

seals and signet rings (see this vol., Ch. 6), and the line of spaced-out participants in FG 3 

resembles traditional arrangements of processional figures like that in the Gypsadhes Hill 

rhyton, the later procession frescoes from the mainland (Fig. 21), and various seals and 

signet rings (Fig. 34). Though the exact goings on of these separate scenes are elusive, 

the variety of them shown in a single composition suggests that this mural is not 

representing a single, cohesive event, but rather a multitude of ritual or mythic scenes 

represented in elite art.  

Though we cannot know the exact purposes of the processions represented in 

Minoan art, iconography suggests a wide variety of purposes. Processions depict outdoor 

preparations for a community feast (e.g., the Tylissos Miniature Fresco); a performance 

for a large audience in an outdoor, urban area, perhaps even the West Court at Knossos 

(Fig. 29); presentation scenes in front of tree shrines and large female figures, perhaps 

goddesses or goddess-impersonators (Fig. 55); depositing items at possible peak 

sanctuaries (e.g., the Gypsadhes Hill rhyton); harvest festivals (e.g., the Harvester Vase); 

and simply scenes of carrying possible religious equipment such as a double axe and 

bolts of cloth (Fig. 34). This chapter has demonstrated that the Procession Fresco from 
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Knossos shares many characteristics with these various types of depictions, and yet it 

remains peculiar in its diversity. For this reason, and the groupings of figures into 

vignettes, we can suggest that the mural shows more than one event.  

Finally, this fresco and its iconography must be considered within the context of 

the processional theme in the Aegean and abroad (Peterson 1981, Boulotis 1987). The 

processional theme appears in Crete in various media beginning as early as the MM II 

period in a sealstone from Quartier Mu, Malia (CMS II.2, no. 2a), and it flourishes 

especially in the Late Minoan period, appearing on many Neopalatial seals and signet 

rings (e.g., Fig. 34), miniature frescoes (e.g., Fig. 29, and the Tylissos Miniature Fresco), 

and on carved vases (e.g., the Gypsadhes Hill rhyton, the Harvester Vase; Fig. 55). The 

theme may have been depicted in large scale frescoes as well in the Neopalatial Period, 

though these instances are too fragmentary to be certain (e.g., the Pseiran women, the 

fragments under the Procession Corridor, etc.). By LM II and later in Crete, the 

production of the processional theme in art declines, but notable instances appear in 

painted plaster at the palace at Knossos including the Procession Fresco, the large-scale 

procession at the Grand Staircase (Evans 1921–1935, II, fig. 485), and perhaps the 

miniature Palanquin Fresco (Evans 1921–1935, II, figs. 502–503; Immerwahr 1990, Kn 

no. 25, fig. 27). The town of Hagia Triada also seems to be a center of producing the 

theme in fresco, including two smallscale frescoes (Long 1974, fig. 43; Militello 1998, pl. 

M) and the plastered Hagia Triada Sarcophagus (Figs. 17, 78). Perhaps the concentration 

of the theme in these two urban centers and the relative dearth of it elsewhere in the 

island reflects the effects of the LM IB devastations and the general urban decline rather 

than a lack of interest in the long-held theme.  
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The Procession Fresco from Knossos thus reflects the continuity of a broad 

artistic theme indigenous to Crete, but it also fits into an international tradition especially 

burgeoning around LM II. During LB I, various Cycladic Islands produced large-scale 

and miniature procession frescoes including Thera (Doumas 1992, pls. 26, 100, 109, 116, 

138) and Kea (Morgan 2020, fig. 7.12). By LB II–III, the theme was popular on the 

mainland. Particularly, Mycenaean palaces commissioned large-scale frescoes of 

processions mainly featuring female figures carrying small objects such as flowers and 

small jugs, interpreted as offerings (e.g., the Theban procession fresco). Thus, the 

ceremonial, palatial context of Knossos fits into the decorative scheme of the grand 

Mycenaean palaces. While it is tempting to suggest that the Procession Fresco from 

Knossos indicates Mycenaean rulers for this observation, the situation is more complex. 

The processional theme flourished in Minoan art for centuries prior, and it was probably 

already depicted in monumental frescoes at Knossos in LM I (e.g., the fragments under 

the Procession Corridor). In addition, the Procession Fresco from Knossos likely predates 

those frescoes at the Mycenaean palaces. Instead, this mural probably reflects a broad 

trend occurring across the Aegean, and its geographic or cultural origins cannot be 

pinpointed without doubt.  

Meanwhile, the genre of processional tribute paintings abounds in the tombs of 

high-profile Egyptians (Fig. 27). These paintings document (or create) historical 

processions of gift-giving foreigners and diplomats (Panagiotopoulos 2001). Previous 

scholars suggest that the Procession Fresco from Knossos is a Cretan version of these 

paintings, perhaps representing people from various urban centers across the island 

giving gifts to the rulers at Knossos (Boulotis 1987, 155). This understanding is thought-
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provoking considering that Knossos dominated most of the island during the Late Bronze 

Age (Palaima 1995, Soles 1995, Wiener 2007). However, it is impossible to use the 

imagery to support this statement. Diversity in clothing certainly represents diversity in 

identity, but to date, the patterns and garment types here are not exclusive to any specific 

locality of the island. In addition, the grouped composition suggests this instead shows 

vignettes of various types of events for reasons outlined above.  

The mural thus works within the Aegean spirit of the time while bearing 

distinctively Cretan iconography. Like all images of processions in the ancient world, the 

Knossos commandeers gift-giving imagery to show its authority over the givers, and 

perhaps island society. By including vignettes of various types of processions, the palace 

uses this mural to proclaim its status as the ceremonial hub of the Minoan world for ritual 

events of many types. One wonders about the imagery of the earlier processional scheme 

of the Procession Corridor and if these messages were reflected in it, too. 
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CHAPTER 5 

PROCESSIONS AT LM II KNOSSOS 

 

 The Procession Fresco must be considered within the larger processional tradition 

at Knossos due to its architectural connection to the West Court. The current chapter 

seeks to explore the larger system of processions at LM II Knossos upon which the 

Procession Fresco may build or represent. This section will examine the possible 

processional routes evidenced by raised walkways and their associated features as well as 

the theories regarding types of processions at the largest palace in Minoan Crete. 

Architectural comparisons will be drawn with the palaces of Phaistos and Malia to 

contextualize the Knossian material and practices.  

 

Implications of Processions at Knossos 

 

 As explored in Chapter 3, LM II Crete is unclear in the archaeological record, and 

it marks a major shift in material culture. After the island-wide LM IB destructions, many 

settlements and palaces were partially reoccupied or abandoned completely. The palace at 

Knossos may have been spared from the destructions, and the town, though destroyed, 

was reoccupied (Macdonald 2005, 195). Little rebuilding of the palace occurred, though 

artists completed new frescoes throughout the building at this time, including the 

Procession Fresco. Thus, Knossos remained a cultural, administrative, and perhaps 

spiritual center of the island as it had been in the Neopalatial period, though its focus may 
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have shifted more toward an administrative role (Macdonald 2005, 209; Driessen and 

Langohr 2007, 178).  

Sufficient evidence from Linear B tablets uncovered at Knossos indicates a wanax 

or king controlled the palace’s resources and administration at this time. Linear B tablets 

at Pylos and Chania also indicate wanax rulers at other palaces in the Aegean as well 

(Kilian 1988). Although the term often brings to mind a new system of rulership from the 

Mycenaean mainland, the wanax may not have been a foreign concept imposed onto 

Crete, but rather it may have developed out of pre-existing concepts of rulership from the 

Minoan civilization (Palaima 1995). Jan Driessen and Charlotte Langohr further argue 

that the regime at Knossos continues producing pre-LM II images and architecture in 

order to legitimize their rule (Driessen and Langohr 2007). Consequently, beginning in 

LM II, there was likely a new system of rulership—whether it was Mycenaean or 

Mycenaeanizing—working out of Neopalatial Minoan traditions. It is from this context 

that we may consider the processions and the accompanying fresco at Knossos.  

 Processions can be defined as groups of people moving together in an organized 

fashion to the same destination, and the events often have ceremonial connotations. 

Formality characterizes these activities: each participant receives standardized positions 

within the ceremony, and they move at an appropriate pace. The participants may wear 

predetermined costumes and carry certain objects. Visibility factors into the processions 

as well with audiences that observe the participants and participants that observe the 

spectators. Modern processions occur in religious settings, on national holidays, and in 

various ceremonies such as weddings, funerals, and graduations. The Classical world 

demonstrates that processions also occurred in a variety of ceremonies similar to ours. 
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They paid homage to deities in cities and sanctuaries, inaugurated kings and emperors, 

commemorated victories in war and in games, and formalized parts of weddings and 

funerals.  

Though we do not know the exact functions of processions at Knossos during LM 

II, general observations regarding processions both ancient and modern may be made. In 

the ancient world, although these transitional events certainly functioned to connect other 

events (Bömer 1952, col. 1886), they probably were significant occasions in their own 

right (Graf 1996, 64). In other words, they functioned as ceremonies in and of themselves 

in that they follow their own standards and involve performance. Considering these 

qualities of performance and the gaze, these events were theatrical performances and 

modes of ritual communication (Chaniotis 1998, 247–248; Mylonopoulos 2006, 104; 

Stavrianopoulou 2015, 349). Ancient processions not only involved movement and visual 

pomp in the form of costume and processional equipment, but many utilized music and 

sound (e.g., later Greek processions; Nordquist 1992). At the most basic level, these 

events provided entertainment to the community not unlike modern parades and 

festivals.  

The population probably perceived these performances as something beyond mere 

entertainment. Rituals and ceremonies encompass symbolic acts, and the procession 

forms an integral part of these traditions. The collective enactment of rituals often adds a 

supernatural quality to events, appearing to the viewer as having a momentum beyond the 

individual (Durkheim 1965). In this way, rituals transcend normal, mundane life and 

occupy a space and time that lies outside of the norm. Maurice Bloch suggests that 

formalism distinguishes the movement and language in religious and political ceremonies 
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from mundanity and imposes a supernatural aspect (1974, 78). The palace at Knossos sets 

and guides processions connects those who occupied the palace with these ceremonies 

with an otherworldly nature, and it presents a powerful message that the elites presided 

over the social sphere containing these extraordinary events. 

The Knossian wanax and palatial administrators probably used processions to 

emphasize and consolidate their religio-political power on an organizational level. 

Though the exact details of the arrangement and performances at Knossos are obscure, 

any procession that took place at the palace displays the clout and wealth of the palace 

and those who command it. They showcase the organizer’s ability to exercise power in 

coordinating an event and gather the resources to furnish it, therefore proclaiming their 

authority. Processions and parades, both ancient and modern, need supervisors that 

regulate the arrangement of the event and the behaviors enacted by both participants and 

observers (Gengnagel, Horstmann, and Schwedler 2008). In many ancient cases, political 

and/or religious authorities comprise these organizers.57 Considering the palace at 

Knossos operated as, at the very least, an administrative and ceremonial hub for the 

accompanying town and perhaps, at this point, the entire island (Soles 1995; Wiener 

2007), the wanax and the administrators of the palace probably organized the event and 

coordinated the details. 

 

57 For example, an Athenian decree from the first century BCE details rules and 
regulations for the participants of a procession leading to the sanctuary of Demeter at 
Eleusis, thus indicating both political and religious authority over the details of the parade 
(Robertson 1998, 556–559). 
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Finally, by hosting these processions, the administration of Knossos creates and 

establishes social hierarchies. While rituals can be arenas for upending and renegotiating 

social order, they often heighten the social hierarchies present within them (Turner 1969; 

Rappaport 1999, 218). Social dynamics produced through processions initiate and sustain 

unequal relationships between viewer and viewed and even amongst these two 

distinguished groups. For example, those participants in the events are privileged enough 

to partake. They are chosen for their skills, appearance, or some other distinguishing 

factor and placed on display for the audience. They are given social prominence while the 

viewers — passive spectators— are inherently subordinate to the experience. But, even 

within the processional participants, a hierarchy of importance may be grafted onto 

individuals and groups, reflected in placement and position within the festival. 

Conversely, the placement and position of individual spectators may also reflect and 

establish status, with those with better views as privileged individuals. Again, that the 

palatial center of Knossos produced, coordinated, and even hosted the events indicates 

that it ultimately controlled these hierarchies. The religious, political, ritual, and social 

implications of the processions themselves become embedded within the architectural 

landscape at Knossos. 

That processions took place at Knossos palaces has been speculated for a long 

time (see also below). Evans believes that grand entrances to Knossos featuring 

ambassadors included processions and perhaps continued into the Procession Corridor. 

Most recently, Fritz Blakolmer and Irmgard Hein speculate a Minoan “Special 

Procession” modeled on the Egyptian Heb Sed festival involving the renewal of kingship 

(Blakolmer and Hein 2018). Although a specific setting for this festival is not 
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discussed, Blakolmer and Hein take inspiration from the Knossos frescoes thus implying 

the spaces at Knossos were utilized for this festival.  

When identifying processions in the prehistoric period, we rely on the artistic 

record and context clues to determine identifiers of the events, as well as monumental 

architecture that can elucidate circulatory patterns as well as origins and destinations. 

Though these ephemeral events leave little traces in the archaeological record, some 

structures may have been purposefully built to guide, bound, contain, and control the 

participants and spectators. Built environments transcend the function of a simple 

backdrop, changeable and irrelevant; They shape human movement through space, and 

therefore they provide an integral part of the processional events. Many of the spaces 

discussed below are gathering places that could have acted as stops during a procession, 

or areas in which people could congregate to watch a procession. Though few, these 

structures include gathering spaces like courts and Theatral Areas, as well as circulatory 

structures like raised walkways. 

 

Raised Walkways in Minoan Crete 

 

Possible processional routes at Knossos may be inferred due to the presence of 

elevated pathways known as raised walkways (Fig. 80). These paths, also sometimes 

referred to as processional ways or causeways, are paved with dressed stone and set at a 

slightly higher level than the surrounding pavement. Official processions probably 

followed these routes due to their primary function as pathways as well as their 

prominent locations in the West Court of the palace, a place associated with ritual and 
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ceremony. This section will discuss the multiplicity of purposes the raised walkways 

served at Knossos and the features they pass at Knossos during the LM II periods. Raised 

walkway systems at Phaistos and Malia will also be discussed to contextualize the system 

at Knossos and to gain an understanding of the purpose of the paths as they were in 

Minoan Crete.  

 

 

Figure 80. A raised walkway at Knossos. Photo author. 

 

The ceremonial function of raised walkways is evidenced by their differentiation 

from ordinary roads or streets. In addition to elevation, their color, type of stone, or cut of 

stone distinguishes the raised paving slabs from their lower surrounding pavement. Paths 

like these appear not only in the West Court at Knossos, but also in the courts of other 

palaces and within broader roadways at both palatial and non-palatial sites. Though they 

are constructed at palaces and towns throughout the island, the structures seem to have 

originated at the palaces due to their earlier occurrence at these locations. 

Copyright Restrictions 

Due to copyright restrictions, this image cannot  

be reproduced here 
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The best preserved raised walkway systems occur in the West Courts at Knossos, 

Malia, and Phaistos in which multiple walkways and their origins and destinations can be 

identified. One may expect raised walkways to appear at Zakros palace as well, 

considering its large size and architectural similarities as the three largest palaces of 

Knossos, Phaistos, and Malia, but no such causeways are identified.58 Smaller sections of 

raised walkways have also been recorded at three other probable palatial sites: Archanes, 

in what may be a West Court (Sakellarakis and Sapouna-Sakellaraki 1997, 120–129), 

Galatas (Rethemiotakis 2017, 53), and Kommos underneath the pebble Central Court 

(Shaw and Shaw, eds., 2006, 10–11, 846).  

Other raised walkways constructed in non-palatial sites include the villas at 

Kannia (Levi 1959), Myrtos Pyrgos (Cadogan 1980, 60), Nerokourou (Catling 1986, 95), 

and Nirou Chani (Xanthoudides 1924, 125–129) and the towns of Kastelli Pediados 

(Rethemiotakis 1991, 286), Palaikastro (Driessen 2009, 46), and Tylissos (Hazzidakis 

1934, 9). Considering the number of Bronze Age sites identified in Crete, it is telling that 

only 12 sites have so far yielded the constructions. These paths are usually built in 

conjunction with or in the vicinity of at least one building with elite characteristics such 

as ashlar masonry and pier and door partitions. For example, raised walks lead to the 

 

58  Several paths at Zakros have been demarcated by large central paving slabs set 
within cobblestone, a technique similar to the raised causeways mentioned above, but 
these paving stones are fragmentary and they are not elevated above the surrounding 
cobblestone. These sections of differentiated stone appear on the Harbor Road connecting 
the palace and town of Zakros to the sea at its east and at the ramp of the Northeast 
Entrance. Though the excavator, Nicholas Platon, remarks that these stones formed 
causeways like those found at Knossos and the other large palaces (Platon 1971, 248), 
their lack of rise in elevation disqualifies these paths as raised walks. 

 

https://www.zotero.org/google-docs/?jUsmx5
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entrances to the villas at Kannia and Myrtos Pyrgos (Levi 1959, 241, 250; Cadogan 1980, 

60) and the associated courtyard of the villa at Nirou Chani features the walkways 

(Xanthoudides 1922, 2–4, fig. A). The raised walks located in the other towns mentioned 

above are either associated with elite domestic structures in a similar manner to the villas 

above (e.g., Tylissos, Hazzidakis 1934; and a likely ceremonial building at Kastelli 

Pediada, Rethemiotakis 1991, 287) or with major urban streets (e.g., Palaikastro, 

Driessen 2009, 46).  

 

History 

 

 The exact dates of raised walkways are elusive to this study due to perplexing 

stratigraphy, major reuse in antiquity, or lack of publication. Many of them were 

excavated in quick efforts or campaigns that prevent a detailed study of stratigraphy or 

finds. Excavations that did not have time constraints often neglected the nuances of raised 

walkways, as they are not the most flashy of architectural features. Furthermore, 

extensive studies dedicated solely to raised walkways which would detail their 

construction and history are few and far between.59 Continual use and modification of the 

paths also pose difficulties in exact dating. For this study, Late Minoan raised walks 

 

59 Major studies of raised walkways include that of Peter Warren, who included 
some of the raised walkways at Knossos in his 1994 exploration of Minoan roads. More 
recently, Jan Driessen has worked on establishing a larger picture of raised walkways 
throughout all of Minoan Crete, but again in connection with road systems (2009). 
Thibaut Gomrée is also studying raised walkways at Malia palace and town (2018). 
Clairy Palyvou notes their design in relation to Minoan design in general (2018). 
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cannot be considered in vacuo, and so they shall be contextualized with their earlier 

versions.  

 Raised walkways were first constructed at the palaces in the MM I–MM II 

periods at about the same time as the first palatial complexes (Fig. 81). These 

Protopalatial walkways have been identified at the palaces of Knossos (Evans 1921–

1935, I, 207–208; II, 578), Phaistos (Pernier 1935, 342–343), Malia (Charbonneaux 1928, 

502; Demargne and Gallet de Santerre 1953, 19–20), Galatas (Rethemiotakis 2017, 53), 

and Kommos (Shaw and Shaw eds., 2006, 10–11, 846). With the exception of Kommos 

and possibly Galatas,60 raised walkways were built within the West Courts at the same 

time as their construction. The surrounding towns of Knossos and Malia also constructed 

raised walkways connecting the towns to the palaces at this time. 

 Such a correspondence suggests that the function of raised walks pertained 

to palatial ideology, and that the structures served palatial interests. Their simultaneous 

construction with the West Courts of the palaces suggests that raised walkways inherently 

tied to the intended functions of the courts that likely facilitated large gatherings linked to 

communal performance. In all, the raised walkways were clearly envisioned to function 

as an integral part of the Minoan palatial system during the Protopalatial period in a 

variety of ways: they may have had ceremonial purposes within the palatial complexes, 

but they also served to connect the town to the palace and vice versa. 

 

 

60 The West Court of the palace at Galatas is not fully published yet. 
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Figure 81. Diagrammatic plans of the West Courts of the palaces at Phaistos, Knossos, 

and Malia in the Protopalatial period. Not to scale. Modified from Levi 1976–1988, I, pl. 

A; Warren 1994, fig. 1; and Driessen 2010, fig. 42.1. Drawing author. 

 

The renovation and reconstruction campaigns at the major palaces during 

Neopalatial period including the addition, modification, rebuilding, or abandonment of 

raised walkway systems at Knossos, Phaistos, and Malia, but these changes are not 

unified from site to site or even internally (Fig. 82). An east–west raised walkway, RW 8, 

at Knossos may have been rebuilt in the West Court, and another raised walkway farther 

west from the palace (RW 9) was abandoned and covered with pebbles (see this vol., 

App. A). Similarly, at Malia several raised walkways were abandoned along the 

periphery of the palace, and one was even partially built over with a house (Deshayes and 

Dessenne 1959, 27 n. 1; Driessen 2009, 48). Other raised walks at Malia were 
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continuously appended or modified until the final destruction and abandonment of the 

site. Finally, the Malian Neopalatial buildings such as Delta Alpha, Delta Beta, Delta 

Gamma, and Zeta Alpha (Demargne and Gallet de Santerre 1953, 47, 53, 54, 98–100) 

were constructed along the Protopalatial raised walks. At Phaistos, all raised walkways 

were covered when the West Court was repaved at a higher elevation (Pernier 1935, 342–

343). The pebble court also replaced the section of raised walk at Kommos at this time 

(Shaw and Shaw, eds., 2006, 846). All raised walks at non-palatial sites whose dates have 

been disclosed were constructed at this time (Myrtos Pyrgos, Kastelli Pediada, Kannia, 

and Nirou Chani). 

 

 

Figure 82. Diagrammatic plans of the West Courts of the palaces at Phaistos, Knossos, 

and Malia during the Neopalatial period. Not to scale. Modified from Levi 1976–1988, I, 

pl. A, Warren 1994, fig. 1, and Driessen 2010, fig. 42.1. Drawing author.  
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After the LM IB island-wide destructions, Malia and the other palaces were 

temporarily abandoned while Knossos became the only palace still in operation. Raised 

walkways at Malia and the Neopalatial villas and towns were probably discontinued in 

correspondence with their abandonment. Yet, a reoccupation occurs at many sites 

including the town of Malia during the LM II period (Poursat 2010, 265), and thus one 

can surmise a limited reuse of raised walkways, but perhaps for a more utilitarian 

function. At Knossos, the palace’s occupation during the LM II period indicates the 

raised walkways in the West Court continued in use during this time as well. However, 

along with a new ruling class at the palace, the exact ceremonial purposes of these 

walkways probably shifted as well.  

 

Function 

 

Raised walkways likely served both utilitarian and ceremonial functions. As 

pathways, they served practical functions such as orienting and facilitating traffic, 

providing a dry step out of a puddle, and demarcating guides in the dark or twilight 

(Palyvou 2004, 213–214). Yet, they also work on deeper levels by emphasizing and 

solidifying a particular route or routes. From a ritual standpoint, the construction of 

permanent stone walkways ensure that the same path is taken in each formal event, 

crystallizing a tradition. Their somewhat narrow construction limits one or two people to 

walk comfortably in a row at a time (Palyvou 2004, 214), and further molds the ritual by 

controlling the placement and choreography of the participants. This combination of 

emphasis and solidification of tradition and their inherent circulatory nature lead to the 



219 
 

raised walkway’s ideal use in rituals which rely on collective memory and custom, 

specifically, those involving processions.  

In a performative event such as a procession, raised walkways establish overt 

focal points. Their differentiation from the lower terrain and setting creates a notion of 

selection and exclusivity, as does the delineation of paths which set up the restriction of 

access to participation in the event. It is for these reasons that Driessen likens the paths to 

our “red carpet” tradition at formal events and ceremonies (Driessen 2004, 79; 2009, 45). 

Like the modern-day analogy suggests, raised walks not only emphasize important routes 

but also those people who follow them. Such raised walkways provide a conspicuous 

stage on which some members of society are on display and others, in crowds, remain 

anonymous. In other words, it is within these raised walkways that hierarchies are 

established and confirmed each time the event is performed.  

Raised walkways at the palaces tend to be concentrated within the West Courts, 

and here they provide a unique stage upon which processions could be carried out. The 

routes in these arenas cross one another to form a complex, web-like system of 

diagonally cutting lines (Fig. 81). These non-parallel routes may indicate the effort to 

define the shortest route from one place to another (Palyvou 2004, 214), but they also 

create dynamic movement of participants through space. In large festivals, participants 

may have moved down several walkways simultaneously. Places where diagonal raised 

walkways converge form triangle-shapes or Y-shapes which may be a visual effort to 

focus attention. Perhaps the most pertinent example comes from Archanes, in which there 

are several crossings in such a small area (Sakellarakis and Sapouna-Sakellaraki 1997, 

120–130). The use of several walkways at once may indicate an effort to make movement 
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theatrical. Several lines of participants processing in the same direction from the town to 

the palace converging and diverging at various places would make for a dynamic 

experience and sense of festivity (Driessen 2009, 50). The presence of multiple raised 

walkways in one confined area also provides various route options for processions, 

allowing the system to serve different types of ceremonies and destinations.  

 Finally, raised walkways in all contexts lead to entrances to buildings. At palaces, 

raised walkways could lead to not one, but several entrances. As guides to entranceways, 

the paths provide a fluid transition from exterior to interior of the building (Palyvou 

2004, 215). This fluidity is especially apparent in the West Porch in which the raised 

walks continue into the interior of the palace (see this vol., Ch. 2). Consequently, scholars 

have begun to consider the raised paths as part of the interior circulatory pattern as well 

(Driessen 2004, 80; Palyvou 2004, 215). Like the routes themselves, these designated 

walkways aid in controlling who enters the exclusive main building and when they enter. 

The raised walkways at Knossos, then, figure into the broader Protopalatial and 

Neopalatial Minoan architectural tradition. 

 

Possible Processional Routes at Knossos 

 

 The raised walkway system at Knossos is extensive, and likely more raised 

walkways will be found in continued excavations. Figure 83 shows the numbered raised 

walkways in the extended plan of Knossos (for a catalog of raised walkways at Knossos, 

see this vol., App. A). Sections of these raised walkways have been identified in test 

trenches and excavations some 300 meters away from the palace proper including in the 



221 
 

West Court, near the Little Palace, and underneath the modern parking lots to the 

archaeological site (Fig. 83; Young 1937, 137; Hutchinson 1950, 210). Peter Warren has 

shown that these fragmentary paths align with one another and together create a large 

web of roads systematically leading to several buildings (1994).  

 

 

Figure 83. Plan with raised walkways at Knossos with the paths labeled 1–12 (see 

Appendix A). Modified from Warren 1994, fig. 1. Drawing author.  

 

Overall, the routes connect the town to the West Court and the West Court to the 

palace. Little evidence of what types of structures to which the paths lead accompanies 

the fragmented walkways present to the west of the West Court (RWs 2, 3, 10–12). For 

these reasons, this study focuses on possible processional routes in the West Court. The 

two parallel major arteries connecting the town to the palace which span long distances 

(RWs 1, 12) are possible starting points for the routes conjectured below. This section 
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details the setting of the processions at Knossos, and it examines the possible 

processional routes  that would link to the West Porch and Procession Corridor. Although 

the features discussed in this section and the rest of the chapter are products of the 

preceding Neoplatial period, their survival into LM II and the palace’s continual 

occupation suggests they were used until the final destruction of the palace in LM III. 

 

West Court 

 

The raised walkways at Knossos are concentrated in the West Court of the palace 

in an area of about 2,112 m2 (Vansteenhuyse 2002, 247). Due to its unchanged design in 

LM II, the West Court at Knossos may be understood as part of a Minoan architectural 

and ceremonial tradition of earlier periods comparative to palaces across the island. The 

paved exterior court is located on the west side of the palace, and the town at Knossos 

borders its limits (Fotou 2004, 98). The size could accommodate large numbers of 

people, probably the inhabitants of the nearby town, and its access was not regulated by 

the ruling elite (Palyvou 2004, 208). Thus, the West Court functioned as an interface 

between the palace and town, and the various features within the West Court such as the 

Theatral Area and raised walkways fashion a suitable arena for public ceremonies 

sponsored by the elite.  

The design of the West Court at Knossos includes a curved boundary wall at the 

west, the Theatral Area at the north, the West Porch at the south, and raised walkways, 

altars, and the Northwest Treasury inside (Fig. 83). Circular pits known as koulouras 

adjacent to RW 7 formed a significant part of the Protopalatial design of the West Court. 
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These features may have stored grain, but they were paved over by the Neopalatial period 

and thus irrelevant by LM II.61 Two open entrances provided the town access to the 

court: a ramp at the southwest corner and the space created between the Northwest 

Treasury and the Theatral Area at the northwest corner. The proximity of the 

northwestern corner of the palace to the boundary of the Theatral Area may also have 

formed a looser boundary at the northeast. 

The imposing West Facade of Knossos, forming the eastern boundary of the 

court, visualizes the inherent association between the West Court and the palace. The 

recesses within the undulating planes of the facade likely indicate locations of windows 

on the upper stories (Graham 1962, 163–164) providing the additional positions from 

which to view events taking place within the West Court. Robin Hägg even proposes a 

so-called Window of Appearances like that known from Egypt placed within the Knossos 

western facade. Within these windows, a ruler or person of importance could peer down 

and greet the public and receive gifts (Hägg 1987, 132–133). Yet, the fluctuating planes 

not only reflect architectural features but also create visual interest and movement. The 

design may also symbolize rulership, with comparative palace facades coming from 

Egypt and Mesopotamia (Graham 1962, 163). This dynamic wall is unique to the facade 

bordering the West Court. As a backdrop for processional events, the massive West 

Facade moved in and out of the gathering space, encroaching upon RW 5 and RW 6 and 

asserting the palace’s control over the events, the viewers, and the participants. The 

 

61 Wolf-Dietrich Niemeier suggests that one kouloura was open until LM I, but it 
still would have been closed by LM II (Niemeier 1994, 76). 
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monumental, jogged surface would impress visitors and make them uncomfortable by its 

sheer width and close proximity of viewing which further enhanced its monumentality 

(Palyvou 2004, 214; Letesson and Vansteenhuyse 2006, 100–103). It would dominate the 

space and remind the viewer of the role of the building as an administrative center.  

 

Features, Stations, and Destinations 

 

The following sections include discussions of the features that the raised 

walkways in the West Court, and thus the processions, passed by in order to contextualize 

the following routes. Each feature will be described as it occurs at Knossos, and in 

relation to like features at Malia and Phaistos. 

 

Altars 

 

Two square altar bases composed of stone occur along RW 5 and RW 6. Though 

their exact functions are uncertain, it is generally accepted that these low constructions 

were altars that were once built up with mudbrick (Hägg 1987, 132), most likely because 

there is not another obvious suggestion for these structures.62 Square altars of stone or 

mudbrick appear in few artistic representations such as the LM IA Peak Sanctuary 

Rhyton from Zakros (Platon 1971, 164–169) and in the LM IIIA:2 Hagia Triada 

 

62 Preziosi doubts the identification of altars at all due to lack of finds, but he does 
not put forth an alternative suggestion (Preziosi 1983, 167 n. 139). 

 

https://www.zotero.org/google-docs/?veThrx
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Sarcophagus. Two types of altars are perhaps better-known from Minoan Crete including 

the so-called bench sanctuary (Gesell 1985) and the incurved altar (see this vol., Ch. 4), 

but neither resemble the square altars in the court of Knossos in design.  

The northern altar base (Fig. 84) is located approximately 4.50 m to the west of 

RW 5, and approximately 4.00 m south of the southernmost point of the Northwest 

Treasury (see below). It measures about 2.00 x 2.00 m, making it quite large. The 

southern altar base located about 4.50 m east of RW 6 measures about 1.5 x 1.5 m in 

dimension. They are spaced the same from the raised walkways, and they are similar in 

dimension, suggesting they have the same integration within the West Courts. 

 

 

Figure 84. View of the western altar base (left) and the partially reconstructed West 

Facade (right) in the West Court at Knossos, looking northeast. Photo author.  

 

 The first appeared to the participants’ right side (Fig. 83), and it required a minor 

detour off the causeway to deposit offerings considering its location approximately 4.50 

Copyright Restrictions 

Due to copyright restrictions, this image cannot  

be reproduced here 
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meters to the west. This distance suggests that the altars were not always used in 

conjunction with the processional ways, or perhaps that a number of spectators crowd 

around the receptacle.  

 

Northwest Treasury 

 

The Northwest Treasury is located in the northwestern section of the West Court 

directly across from the entrance to the Theatral Area (Fig. 83), and the large building has 

an unclear purpose. Only the basement of the building survives, but it is backfilled at the 

archaeological site and so it is no longer visible. It may have been a bronze workshop, 

domestic building, or, most likely, a large storage building (Evans 1921–1935, II, 622; 

Macdonald 2005, 16). Hoards of painted ceramics, bronze horns of consecration, bronze 

vessels including cups, a ewer (Fig. 73), basins, and an agate sealstone attest to the elite 

nature of the building in the Neopalatial period (Evans 1921–1935, II, 637–647, figs. 

402–405, 407, 409). Painted plaster fragments recovered from the northern facade 

indicate the exterior was painted in fresco (Evans 1921–1935, II, fig. 389).63 Although it 

was constructed during the MM III period and it suffered from LM IB destructions, two 

 

63 Evans believes it depicts a bull leaping scene featuring a large plant, two hind 
legs of an animal, and some indecipherable wavy motifs at the top (Evans 1921–1935, II, 
fig. 389). Yet, the bull’s legs look much too thin and elongated to be as much. In 
addition, a large plant identified by Evans as a tree looks more like small plants with 
stalks,calling into question the identification of the animal as a bull. If the animal were a 
bull, it would call to mind the Knossian tradition of illustrating bulls at the entrances of 
the palace (Hallager and Hallager 1995). 
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Palace Style amphorae found inside indicate it was ultimately reoccupied in LM II 

(Evans 1921–1935, IV, fig. 260).  

A basement entrance at the northernmost end of the building opens up to RW 3, 

and Donald Preziosi posits that it could have been possible to access each room without 

retracing one’s steps if there were an exit at the southeast corner (Preziosi 1983, 167 n. 

137, fig. II.29). Thus, one could enter the Northwest Treasury at the northeast, walk 

through all rooms, and exit at the middle of the West Court near the altar base and 

another raised walkway. Several scholars believe there could have been a bridge at the 

second story between the building and the palace (Preziosi 1983, 87; Driessen 1995, 70–

72), perhaps uniting the former with the Northwest Entrance, if one such existed (located 

at the label for RW 5 in Fig. 83).   

 

Theatral Area 

 

The construction of the Theatral Area at Knossos occurred at same time as the 

first palace, and it was modified later in the Neopalatial period probably to accommodate 

more people (Figs. 85, 86; Evans 1921–1935, I, 207–208; II, 578).64 Its final form is 

about approximately 13.00 x 10.00 m in dimension. It includes the earlier southern 

stairway about 3.17 m wide and bounded by a pillared portico at the top (McEnroe 2010, 

58) and the eastern flight of 16 stairs about 10.60 m wide that overlaps with the southern 

flight and terminates with a paved platform (Evans 1921–1935, II, 581). Evans believes 

 

64 The Theatral Area was also constructed over an MM IIA kouloura. 
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the top flight of this new staircase terminates in a hall or portico as well (Evans 1921–

1935, II, 581). At the junction of these two flights of bench seating is a square platform 

about 5.25 x 4.80 m which Evans termed the “Royal Box.” It is paved with limestone 

masonry and perhaps decorated with painted stucco. Evans believes a canopy also 

adorned it (Evans 1921–1935, II, 582). Its positioning at the joint of the two stairways 

provides arguably the best view of any events taking place in the paved space of the 

Theatral Area (Fig. 86). 

 

 

Figure 85. View of the Theatral Area and Royal Box from the Royal Road (Raised 

Walkway 1) at Knossos, looking southeast. Photo author.  

 

Copyright Restrictions 

Due to copyright restrictions, this image cannot  
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Figure 86. View from the Royal Box in the Theatral Area at Knossos, looking northwest 

at the Royal Road (Raised Walkway 1). Photo author.  

 

Theatral Areas are found elsewhere in the island such as at Gournia, Palaikastro, 

Phaistos, and perhaps Malia.65 The definition of a Theatral Area articulated by Nicola 

Cucuzza is “an open space arranged with one or two rectilinear rows of steps which could 

not be seen as simple stairs, given their length and/or presence at the top of a wall,” 

(Cucuzza 2011, 156). In other words, they are large, paved areas which have long steps 

and sometimes terminate with a wall at the topmost level. Their very wide steps and the 

absence of a continuous circulation route differentiate these structures from regular 

staircases. Theatral Areas are constructed at a short distance from the main buildings of 

 

65 The excavators of Archanes also suspect a Theatral Area at the palace 
(Sakellarakis and Sapouna-Sakellaraki 1997, 120–129). 

 

Copyright Restrictions 
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each site, whether it is a palace or a building with palatial architectural characteristics 

(Cucuzza 2011, 164). At the palaces, they are usually constructed in the West Courts, 

with various raised walkways leading to and from them. The association of the Theatral 

Area with the West Court also implies that these areas were accessible by the public, and 

yet they were also connected to the ideology and practices associated with the palaces. 

The exact use of Theatral Areas is debated. Evans coined the term perhaps in an 

attempt to connect the Minoan form to the later Greek stepped theaters (Evans 1921–

1935, II, 578; Cucuzza 2011, 155), envisioning a variety of events which could take place 

including dancing, boxing, and wrestling. However, above all, Evans suggests the 

primary function of the space is to host ceremonial receptions involving the processions 

featuring the Minoan goddess. The Priest King of Knossos and/or foreign envoys sit in 

the Royal Box to watch the events (Evans 1921–1935, II, 585–586). Though the exact 

events Evans details are conjectural, his theory that it functioned as a gathering space is 

accepted by many scholars (Graham 1962, 27–28; Preziosi 1983, 85; Cucuzza 2011, 164; 

Vander Beken 2015, 306; Nilsson 2016, 363).66 Some consider the spaces to be political 

meeting areas for elites (van Effenterre 1973, 74–78; Damiani Indelicato 1982; 

Rutkowski 1986, 120).  

Other theories suggest the stairways of the Theatral Areas functioned as ritual 

stages rather than seating. Pietro Militello and Monica Nilsson explore the connection of 

 

66 One notable diversion is Nanno Marinatos who believes the steps were 
platforms on which officials could stand and be the center of focus, instead of the paved 
court (Marinatos 1987, 139). 
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the stairways of Theatral Areas to the ritual giving of libations (Militello 2005, Nilsson 

2016). Shallow cut channels appear on the treads of the set of stairs added to the west 

façade at Phaistos in the MM III–LM I period and at Hagia Triada, and carved cupules 

associated with offering tables appear in the steps at Knossos (Fig. 87) These channels 

could be tiny waterways in which a liquid could be poured from the top of the steps, flow 

through the channels, and reach the bottom (Nilsson 2016, 358), and the cupules could 

hold liquids as well.67 The channels and cupules may indicate a Minoan tradition of 

giving libations at stairways including those in Theatral Areas, which Militello suggests 

meant to consolidate power of local elites (Militello 2005). Another theory supposes that 

fragments of carved stone vessels were found in the spaces surrounding the Theatral 

Areas at Hagia Triada and Phaistos, and so rituals involving the ritual destruction of elite 

vessels may have taken place here (Cucuzza 2011, 164–166). Though the exact events 

which took place in the Theatral Areas remain speculative, various theories agree that 

they served as gathering and viewing places. 

The design of the Theatral Area indicates it aids in selective viewing. The two 

stairways probably served as grandstands for spectators, and Evans noted that it could 

have held close to 500 standing spectators (Evans 1921–1935, II, 585). Though this 

bounded feature could fit a number of people, its size is somewhat small when  

considering that the population of the urban core and suburbs of LM II–LM IIIA:1 

 

67 Their depressions would also make them suitable gameboards (Hitchcock 2000, 
69). Such an interpretation reminds scholars that not every object with an unknown use 
need be a ritual tool. However, given the overall ceremonial and official quality of the 
West Court, a more ritualized purpose for these kernoi are likely. 
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Figure 87. Kernoi in the eastern flight of steps adjacent to the Royal Box in the Theatral 

Area at Knossos. Photo author. 

 

Knossos has been estimated to be just under 10,000 (Whitelaw 2004, figs. 10.7, 10.8) and 

the use of the space likely involved a palatial event involving the community. The 

Theatral Areas probably facilitated social stratification and solidification of social norms: 

only about 5% of the population access it at a time.  

Within the context of processions at Knossos, the Theatral Area could be a 

destination of a procession or a ritual station. The stepped design lends to viewing areas 

that overlook the Royal Road (RW 1) as well as the palace and West Court. If the 

stairways indeed acted as settings for ritual libations, the procession could perform the 

ceremony and continue onward. Like parades today which include stops and 

performances, these ancient ones could also incorporate dances and ceremonies in the 

Theatral Area. 

  

Copyright Restrictions 

Due to copyright restrictions, this image 

cannot  

be reproduced here 
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Route 1 

 

The first route suggested here approaches the palace from the town to the west 

and begins from the town by using the Royal Road (RW 1; Fig. 88). The Royal Road 

punctuates the West Court at its north end and leads directly to the Theatral Area. Here, 

the procession could stop and perform rituals for a group of spectators before moving 

onward. 

 

 

Figure 88. Route 1. Not to scale. Modified from Warren 1994, fig. 1. Drawing author. 

 

After exiting the Theatral Area, the procession follows the southwestward branch 

of the Royal Road (RW 3) walking by the southern flight of stairs. It continues into the 

West Court by passing through the narrow passage created by the southern stairway of 

the Theatral Area and the north painted facade of the Northwest Treasury. Raised 

Walkway 3 offers several choices of passage including toward the North Entrance of the 
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palace, to another peripheral building by way of RW 4, and, the option chosen here, 

southward through the central axis of the West Court following RW 5.  

Progressing southward, the participants pass by the entrance to the second floor of 

the palace known as the Northwest Entrance68 and continue underneath a bridge 

connecting the Northwest Treasury to the Northwest Entrance (Preziosi 1983, 87; 

Driessen 1995, 70–72). Farther south they pass the northern altar, and they diverge from 

the causeway to give offerings. The West Porch and the entrance system is now in direct 

view of the participants who had previously only faced the bounded Theatral Area and 

the northern projection of the palace. 

An alternative to this part of the journey includes passing through the Northwest 

Treasury basement to pick up processional equipment. One  could enter the Northwest 

Treasury from RW 3 to pick up processional equipment, exit the building, place the 

objects on the northern altar, and continue onto RW 5 to face the West Porch. 

The route then moves parallel to the imposing West Facade of the palace until 

RW 5 splits into RW 6 and continues southeastward to the West Porch. Alternatively, one 

could follow RW 7 and move to RW 8 and the exit ramp at the west. While the double 

paved line of the Royal Road (RW 1) and the north–south path (RW 5) in the West Court 

 

68 The Northwest Entrance, sometimes called the Northwest Porch, is a highly 
speculative entranceway to the palace that may have been built in LM II (not indicated in 
Fig. 83). The second floor entrance connects to the court by means of a grand staircase 
extrapolated by a single gypsum block with holes for wooden dowels found in the area 
(Evans 1921–1935, II, 589, fig. 367). Although Evans’s exact construction of the area is 
conjectural, scholars accept that an entrance existed here, whether a ramp or staircase 
provided access (Graham 1979a, 62; Macdonald 2005, 208–209). 
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allow for two participants to walk side by side, the single-paved paths of RW 6 and RW 7 

necessitate only a single-file line. If participants had been walking in rows of two they 

needed to file into one line or diverge so that one group follows RW 6 and the other 

follows RW 7.  

Raised Walkway 7 is a sharp diagonal path to the right, and it funnels pedestrians 

to the southwestern boundary of the court. From here, the participant either exits the West 

Court using the ramp or joins the other east–west artery (RW 8) and returns back toward 

the palace. The east branch of the path (RW 6) continues past another altar base about 

4.50 m east. Like the western altar base, the participants deviate from the prescribed path 

once in order to interact directly with the altar. This altar is built close to the West Facade 

which would not have facilitated the gathering of a large crowd.  

Then, continuing south, the line reaches the West Porch and encounters a new set 

of walkways, though similar in color and shape, are fundamentally different in that they 

are flattened. The junctions and crossings of paths within the West Porch would have 

formed visual interest and route choices for the participant. The decorated space could 

have been filled with several lines of moving people diverging and converging within the 

enclosed space and creating, perhaps, a climax of the event. 

 

Route 2 

 

The second route is essentially the reverse of the first route (Fig. 89). The 

participants enter the West Court of the palace from the town by walking up the 

southwest ramp and onto either RW 7 leading diagonally toward RW 5 or RW 8 leading 
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directly to the West Facade and the West Porch. From this direction, participants do not 

see the western entrance frontally but the stark, monumental West Facade immediately 

ahead. Participants could enter the palace via RW 8 or turn northward to walk parallel to 

the West Facade on RW 6 and RW 5. This path passes by the two altars, underneath the 

bridge between the Northwest Treasury and the Northwest Entrance, and continues to the 

Theatral Area. 

 

 

Figure 89. Route 2. Not to scale. Modified from Warren 1994, fig. 1. Drawing author. 

 

Route 3 

 

It can be easy to forget that the circulatory patterns of the raised walkways 

connected to the interior of the palace through the West Porch, and that this entrance 

system may have also been an exit system (Fig. 90). Those people leaving the palace 

through the West Porch could either turn left onto RW 8 and proceed toward the town, or 
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continue straight ahead up RW 6 and RW 5 to the Theatral Area for more festivity or 

toward the north end of the palace.  

 
 

 

Figure 90. Route 3. Not to scale. Modified from Warren 1994, fig. 1. Drawing author. 

 

Contextualizing the Knossos Processional Ways 

 

 Comparing the Knossos processional ways to those found at Malia and Phaistos 

can enrich the understanding of the former. The processional ways at the three palaces 

share marked similarities as well as major differences, and the analysis of these features 

may indicate meaningful ways in which the ceremonies at Knossos were unique. The 

major spaces and features at Knossos that are mirrored at other palaces include the raised 

walkways, the West Court, the West Facade, and the Theatral Area, although the exact 

arrangement of these features varies (Figs. 81, 82). These commonalities may indicate 
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that similar rituals and gatherings in Theatral Areas and processions in West Courts 

formed a pan-Cretan Protopalatial and/or Neopalatial ceremonial tradition.  

 However, although raised walkway systems in the West Court at Knossos bear 

similarities with those from Malia and Phaistos, closer analysis reveals that significant 

differences occur at Knossos. Three main features of the West Court indicate that 

processions at Knossos were distinct from others from the beginning: the altars, the 

Northwest Treasury, and the West Porch. The square altar bases at Knossos are not found 

in the West Courts of Malia and Phaistos at any time period, though of course that does 

not mean the latter palaces did not have similar ones made of wood or mudbrick that have 

since been lost. The large storage complex of the Northwest Treasury placed directly 

within the Knossian court is unparalleled at the others as well, suggesting that storage of 

possible processional equipment may have been located elsewhere at these sites. Finally, 

the grand entrance of the West Porch with its flattened walkways is unparalleled and 

further promotes the grandiosity of Knossos. That the walkways of dressed limestone 

punctuate the palace distinguishes this entrance system at Knossos from those at other 

palaces and elite buildings in the Aegean.  

Then, after the MM III destructions, rebuilding programs at the three palaces 

focus on distinct strategies for the design of the West Courts. Knossos covers the 

koulouras while Malia kept their kouloura-like silos.69 At Phaistos, the rebuilding 

 

69 These circular constructions at Malia and their relationship to the koulouras 
from Knossos and Phaistos are a source of contention. Some scholars believe they had 
the same function, while others believe they were fundamentally dissimilar. For a 
discussion of koulouras and the silos, see Strasser 1997. 
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program paved over the entire West Court leaving only a portion of the Theatral Area and 

covering the raised walkways (Pernier 1935, 342–343). Thus, the ceremonies at each site 

were clearly unique and they did not develop together. The issue of time further separates 

the Knossos LM II processions from the Neopalatial processions at Malia and Phaistos. 

By LM II, Knossos is the only of the major palaces to continue to be occupied, though 

there is evidence from both Malia and Phaistos that their towns remained in use, albeit 

limited, during this time. This period is difficult to trace throughout the island, and only 

recently have LM II deposits been identified at Malia. Mixed LM IB–LM II deposit 

exists in two blocks of the town at Malia (Pelon 1997, 354–355), suggesting a continuous 

habitation, but Driessen notes it was likely under Knossian political control during that 

time due to the high numbers of imported pottery (Driessen 2010, 566). Similar isolated 

deposits occur at Phaistos and do not suggest a continuous occupation of the palace 

(Watrous and Hadzi-Vallianou 2005, 298). A Knossian dominance of this area, too, is 

suggested (Watrous and Hadzi-Vallianou 2005, 299). Therefore, one can surmise that the 

“official” uses of the courts of the smaller palaces were no longer in place at the time that 

the Procession Fresco was painted.  

 

Discussion 

 

The raised walkways discussed above form an extensive network connecting the 

palace of Knossos to its western town. Although the raised walkways were built around 

MM IB, they continued in use until the final destruction of the palace (Warren 1994, 

205–206) implying a continuity in belief, ritual, and customs. The connection of the 
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raised walkways to the town and palace indicates that the processions took place from the 

palace to the town or from the town to the palace. Although several buildings found in 

the settlement contain objects associated with ritual and religion (e.g., the Unexplored 

Mansion; Popham et al. 1984), it seems more likely that the destination of the processions 

would be at the palace whose large structure and commanding role would be most 

conducive to the conclusion of a large, communal event. Thus, one can infer that these 

processions began in the town perhaps with participants stopping and gathering ritual 

objects in the buildings along the way, and then ended in the palace.  

The design of the West Court strongly suggests that the palace tightly controlled 

viewership of the events that happened in this open space. The various boundaries of the 

West Court including the boundary wall, ramp, and pseudo-gateway formed by the 

Northwest Treasury and the Theatral Area differentiate it from the town and allow for 

access to be regulated. The West Court is then a semi-public “controlled interface” 

between the palace and the town (Preziosi 1983, 87) that restricts who can visit the palace 

and when. Thus the procession may have shifted viewership as it went from public in 

parts of the town to semi-public in the West Court and finally to private in the West 

Entrance System and inner palace. 

The various processional routes outlined above indicate that processions at 

Knossos were multifaceted and had the ability to encompass different types of stations 

and rituals: the Theatral Area provided a distinct arena for a performance, whether it was 

a ritual or reception; the Northwest Treasury was easily accessible to those walking on 

raised walkways, and so it could act as a drop off or pick up point for offerings; the altars 

in the court serve as two distinct focal points in ritual depositions of objects; and, of 
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course the open space between the raised walkways could hold crowds of spectators or 

serve as arenas for more ritual focus.  

 One final piece of evidence indicates the appearances of processions at Knossos: 

the Sacred Grove and Dance Fresco (Fig. 29) from the MM IIIB–LM IA period.70 The 

Sacred Grove and Dance Fresco is a miniature fresco that formed a frieze with the 

Grandstand Fresco in a small, second-story room near the northwest corner of the Central 

Court (Evans 1921–1935, III, 46–80, pls. XVI, XVIII). It features a group of women in 

Minoan dresses and flounced kilts gesticulating and moving on a solid blue background 

toward the left of the scene. Behind them, crowds of men and women portrayed using the 

shorthand technique watch the scene. One or more trees line the open area along with 

double rows of white stone paths which also zig zag throughout the rest of the painting. 

Several standing men wearing loin cloths and cod pieces walk on top of these paths, but 

they rather blend in with the crowd. A vertical stripe at the right of the reconstruction 

may also be the corner of architecture or a flag pole (Davis 1987, 158). Other pieces of 

the fresco not incorporated into Evans’s reconstruction include male figures with javelins, 

a so-called officer set against undulating terrain, and ashlar masonry perhaps depicting an 

altar (Cameron 1967, 66–69; Davis 1987, 158–159; Marinatos 1987, fig. 7). 

Scholars generally accept that the Sacred Grove and Dance Fresco depicts a scene 

taking place in the West Court at Knossos. The blue ground upon which the female 

figures move may be the paved court, and the double rows of white stone paths may be 

 

70 Recently, Hood also suggests an LM IB date for the painting (Hood 2005, 64). 
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the double-lined raised walkways such as RWs 1, 3, and 5. The lack of monumental 

architecture such as that in the Grandstand Fresco indicates it is not the Central Court 

which was bounded by the palace on all sides (Graham 1962, 74; Preziosi 1983, 85; 

Davis 1987, 157; Marinatos 1987, 141; Immerwahr 1990, 65 n. 12). The scene illustrates 

a festival taking place in the West Court including figures, processions on raised 

walkways, and crowds of spectators.  

Several scholars use the archaeological evidence at the palace in conjunction with 

the scene in the Sacred Grove and Dance Fresco to reconstruct possible processions at 

Knossos. Hägg suggests that the Sacred Grove and Dance Fresco represented an 

epiphany with the dancing women focusing on a goddess figure, since lost (1983, 184). 

Marinatos, on the other hand, theorizes that it depicts the Neopalatial reimagining of a 

Protopalatial harvest festival whose original event was agrarian in nature, considering 

that RW 7 leads past the early koulouras and RW 8 once led to an entrance to the palace 

in the storage magazines of the west wing (for the early entrance, see this vol., Ch. 2). 

Marinatos notes that during the Neopalatial period, the festival was transformed and 

performed out of memory for the past (Marinatos 1987). Like Evans, she envisions an 

authoritative male figure greeting the processions and inspecting their gifts from the 

Reception Area in the West Porch. As she notes, harvest festivals were often associated 

with renewal of kingship in Crete’s neighbors of Egypt and the Near East (Frankfort 

1948, 14–197; Bleeker 1967, 25), and so the ceremony in the West Court, too, 

encompassed the ideas of harvest and renewal of kinship.  

Cameron, on the other hand, forms a complex hypothesis based on interpreting 

most of the well-known MM IIIB–LM IIIA murals from Knossos. He proposes a single 
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festival system occurred at Knossos for centuries revolving around the Great Goddess 

(see also this vol., Ch. 3). Knossos celebrated the fertility and procreation of this deity in 

the spring with a goddess-impersonator (1987, 324). The system consists of several parts: 

(1) the arrival of the goddess; (2) a sacred marriage to a male priest enacted by the 

goddess-impersonator; and (3) the sacrifice of animals, specifically alluded to in bull-

leaping murals. Cameron suspects the festival began with the welcoming of the goddess 

to the palace in the West Court, and the Sacred Grove and Dance fresco depicts a holy 

dance enacted in her honor and her military escort to the palace (1987, 325). The 

processional scene in the corridor represented the arrival of the goddess at the West Porch 

and her movement through the palace to the final destination of the Central Court 

(Cameron 1976, I, 133).  

All the above theories regarding processions in the West Court are compelling 

and equally plausible, though the details are difficult to support. The multiplicity of ideas 

and theories regarding the ceremonies reflects the flexibility of the West Court to host a 

multitude of types of processions and festivals. Furthermore, Marinatos’s 

acknowledgment of the development and transformation of the meaning of the procession 

from the Protopalatial to Neopalatial period touches upon the changeability of rituals over 

time. For these reasons, although the Sacred Grove and Dance Fresco depicts a festival 

that occurred in the West Court at Knossos, it may not be directly applicable to the 

customs of LM II. 

Instead, these later ceremonies may have been based on the Neopalatial 

ceremonies, but they probably included changes and developments within their details 

and meaning. Certainly, the unaltered raised walkways and built features of the West 
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Court support the idea that the general movements and design of processions here 

remained unchanged, but considering the upheaval of the preceding period, one would 

expect that, even with indigenous rulers, ceremonies would shift in purpose and 

arrangement. When considering the intentional hybridization of Minoanizing and 

Mycenaeanizing elements in art from LM II Knossos, it seems very likely that a similar 

mixing of old and new ceremonial traditions would have taken place as well, perhaps 

again as a tool to legitimize power of a new regime at Knossos. 
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CHAPTER 6 

RECONSTRUCTING THE PROCESSION FRESCO 

 

The following chapter details the background research and exact decisions made 

in each step of the reconstruction process for the phenomenological study. The main parts 

of the Knossos replicated in the model include the West Entrance System and its 

immediate surroundings: the southern portion of the West Court (ca. 22.00 x 22.00 m), 

the southern portion of the West Facade of the palace (L. ca. 22.00 m), the West Porch, 

and the Procession Corridor. The detailing of the reconstruction of the Procession Fresco 

follows the explanation of the model. 

 

Methodology 

 

The Procession Fresco, like most Bronze Age painted plaster murals in the 

Aegean, is fragmentary, so creating a reconstruction of the mural as it first appeared is 

challenging, complex, and likely an unattainable goal. These issues need not prohibit the 

creation of possible reconstructions of murals, otherwise the field would have little 

insight into ancient paintings except for unintelligible, disjointed fragments of plaster. 

Mural reconstructions provide an avenue of understanding an ancient artwork (Cameron 

1976, I, 26), and the following reconstruction in this study should be viewed in this way. 

The reconstructed image here is a tool by which to understand the ancient mural, but it is 

also uncertain and fashioned by the author. With these issues in mind, it is worth 

explaining the specific philosophy of reconstruction used in this study.  
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Several cultural heritage organizations seek to guide ethical monument 

restorations and help set their standards including the United Nations Educational, 

Scientific and Cultural Organization (UNESCO; 1972), the American Institute for 

Conservation of Historic and Artistic Works (AIC; 1994), and the International Council 

on Monuments and Sites (ICOMOS; 1931, 1964) among others. These organizations 

recognize that the goal of restorations is to bring an artwork or monument back to its 

original, earlier state while retaining authenticity and a sense of the whole. While these 

particular organizations often focus on physical restorations and object conservation, 

their basic principles are equally relevant to digital restorations. Among the highest 

principles are minimal intervention and anastylosis which also are recognized and refined 

by the art historical community (Brandi 1977, Caple 2000, Cameron 2015, Scott 2017). 

Minimal intervention is the phrase used to indicate that the restorer should only 

add what is necessary to create a complete image.71 In other words, restorations should 

only insert the fewest number of parts as necessary (De Clercq 2013) so as not to contain 

“imaginative invention or deliberate deception” (Scott 2017, 84) which could “falsely 

modify the known aesthetic, conceptual, and physical characteristics [of the original],” 

(American Institute for Conservation of Historic and Artistic Works 1994). Yet, minimal 

intervention has been debated and fine-tuned over the years in order to reflect the nuances 

needed to create a believable restoration. While it is necessary that restorations do not 

 

71 Conceptually, the term “minimal intervention” is not without its problems. 
Scholars point out that it is an oxymoron in that any intervention creates loss in meaning 
and/or the artwork’s lived history (Muñoz-Viñas 2009, 49).  
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deceive the viewer, they must also appear cohesive with the original to provide an 

enriched understanding and sense of the artwork (Brandi 1977, 22–23; Cameron 2015, 

26). Thus, the restorer must engage in critical research to reintegrate the missing visual 

information in a way that conforms to the original piece. Reintegration, of course, is a 

spectrum, ranging from background reintegration, which in-fills with general elements 

such as color and texture to provide overall cohesion with the most basic parts of the 

work, to exact reintegration, which attempts to fully restore all parts of the work 

including details and exact colors (Caple 2000, 119). While exact integration is used for 

the reconstructions within the digital model for the phenomenological study in order to 

simulate an original appearance for theoretical purposes (see below), the actual 

presentation of this study’s reconstruction rests in a middle ground philosophy known as 

similar reintegration (Caple 2000, 119). This type of restoration includes more complete 

forms than background reintegration but otherwise lacks specific details and unnecessary 

assumptions. 

The second, highest principle is anastylosis, in which the reconstructed areas are 

easily differentiated from the original (ICOMOS 1931, 1964, Scott 2016). This term 

often applies to architectural reconstructions, but also it may be implemented in paintings 

and other artworks. Anastylosis seeks to integrate all original pieces with reconstructed 

ones while distinguishing them clearly for the visitor or viewer. In artwork, this method 

manifests in the desaturation, lightening, darkening, or texturizing of reconstructed areas 

so that the artwork is readable as a whole from a distance but upon further inspection the 

additional parts remain distinguishable.  
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Historically, Aegean Bronze Age restorations run the gamut of adhering closely to 

these principles to willingly or inadvertently ignoring them. Evans and his team of 

architects and painters are those restorers scrutinized the most for the latter, having taken 

exact reintegration too far by disregarding anastylosis, most notably in the conspicuous 

rebuilding of Knossos (Papadopoulos 2005). While the Gilliérons were more careful to 

distinguish fresco fragments from their setting through elevation in physical restorations 

(Fig. 91) and linework in drawn restorations (Fig. 29), the reconstructed imagery does not 

always follow the philosophy of similar reintegration in either type. For example, 

Gilliéron fils’s reconstruction drawings of the Procession Fresco render the fragments in 

grayscale and the reconstructed figures in linework so as to unify the image while 

differentiating these elements (Figs. 16, 20, 22). However, in the reconstructed areas, he 

introduces entirely new, unproven elements such as various musical instruments in FG 1 

(Fig. 16) and an elaborate headdress and jewelry of HF 14 without any preservation of 

them in the actual fragments (Fig. 10; see also this vol., Ch. 3). Such presumptions now 

are considered contra minimal intervention, and therefore they encompass a falsification 

of the mural.  

Current Aegean painting scholars instead opt for a more conservative response to 

minimal intervention, using anastylosis as a tool and introducing the fewest new parts as 

possible to create a cohesive scene. For example, Alkestis Papadimitriou, Ulrich Thaler, 

and Joseph Maran reconstruct the newly discovered Pomegranate Bearer Fresco from 

Tiryns using only linework to produce basic forms (Papadimitriou, Thaler, and Maran 

2015, fig. 2). Several fragments from the composition indicate that a few female figures 

wear the flounced kilt, but in the reconstruction of these full figures, the individual 
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Figure 91. Detail of the reconstruction of the Bull Leaping Fresco in the Herakleion 

Archaeological Museum, by É. Gilliéron fils. Photo author.  

 

flounces are not delineated. The grayed reconstructed areas provide intensified contrast 

between the color fragments and the linework. Morgan takes a similar approach to the 

miniature wall paintings from Kea (2020). Her watercolor reconstructions utilize lighter 

hues to render the restored areas and internal clues including repetition of motifs to 

reconstruct a fuller scene (e.g., the dog and the leaping deer, Morgan 2020, fig. 7.17A). 

In both the abovementioned cases, the compositions feel unified while preserving the 

integrity of the original, but they also demonstrate the spectrum of interpretations of 

similar reintegration. 

 The current reconstruction of the Procession Fresco works from the principles 

outlined above in the aim to follow the concept of similar reintegration. In other words, 

the temptation to over-reconstruct and therefore falsify the mural is avoided, and the 

author has completed research in order to bolster each element of the new parts. This 

reconstruction will not introduce imagery not evidenced in the mural so as to refrain from 

Copyright Restrictions 

Due to copyright 

restrictions, this image 

cannot be reproduced here 
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modifying its original concepts. Instances in which the introduction of new elements is 

inevitable (such as the frieze and hairstyles of participants) have been researched and are 

clarified below in a kind of textual anastylosis. Unusual iconography is dealt with in the 

same way: through scouring the Aegean artistic repertoire to find parallels and solutions 

in an effort to be as accurate as possible. Costumes, textile patterns, and colors present in 

other fragments repeat in the reconstructed areas in an effort to refrain from introducing 

new imagery while providing a complete image for the viewer. When possible, the study 

also draws from empirical observations. The author matched as many colors as possible 

to the fragments on display in the museum (see this vol., App. B), took notes during 

personal observation at the museum, and utilized notes made by Cameron and Evans to 

determine placement within the architecture and therefore original dimensions.  

The phenomenological goal of the study determines that exact integration should 

be executed in the digital model. The phenomenological approach seeks to explore how 

an ancient processional participant or viewer may have interacted with the mural and its 

architectural environment. In such a case, the differences in the original and reconstructed 

areas that are necessary for anastylosis are distracting, and so this version of the 

reconstruction omits them. This approach for phenomenological models is standard for 

the field (Vlachopoulos 2016, fig. 6.4; Günkel-Maschek 2020, fig. 4.19; Morgan 2020, 

figs. 7.27, 8.9). However, a detailed, transparent discussion of the original and restored 

areas must accompany every restoration, and so this chapter is a necessity for readers.  

All choices made in this reconstruction should be regarded by the reader as 

suggestions or options for imagery rather than firm solutions. Again, it is worth 

emphasizing the unavoidable subjectivity of all reconstructions, an issue regularly 
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acknowledged by the Aegean Bronze Age art historical community. Cameron’s language 

underscores that reconstructions “convey a sense” of the original and will not be truly 

representative of the original (2015, 26–27). Morgan insightfully notes, “There is no 

‘right’ way to formulate such compositions,” (Morgan 2020, 14) when referring to 

fragmentary Bronze Age murals. Furthermore, I recognize that, like all reconstructions of 

ancient, fragmentary artwork, future revisions to the following images will be made by 

myself and other scholars when new observations and connections are created (Chapin 

and Shaw 2006, 82). The following reconstruction, then, is my researched, evidenced 

impression of the Procession Fresco, subject to change, and, of course, left to the reader 

to evaluate. 

 

The West Entrance System 

 

The reconstruction of the southwest area of the palace at Knossos was conducted 

using Trimble Sketchup for the creation of the architecture and Lumion for the rendering 

of the final model. The process began with gathering data from the detailed plan and 

sections of the Knossos site provided by Hood and Taylor in 1981. This plan provides the 

bones of the structure upon which the model was created, and measurements gathered 

from a variety of sources supplemented the 1981 publication (discussed below). The 

Geolocation tool in Sketchup that works in conjunction with GoogleEarth supplied the 

rendering of the topography of the hill upon which Knossos is built, seen best in the 

slight elevation changes within the West Court pavement. The use of plugins from the 

SketchUcation forum enabled more complex building processes in Sketchup. Material 
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choices and construction techniques were primarily based on Joseph Shaw’s 2009 

monograph on Minoan architectural construction with some reference of techniques 

presented in Clairy Palyvou’s 2010 architectural study of the Minoanizing town of 

Akrotiri on Thera.  

 

 

Figure 92. Screenshot of the initial stages of the reconstruction process. Image author. 

 

 The first step in the creation of the model included the placement of the plan of 

the palace to scale into Trimble Sketchup. The image needed to be separated into 

sections, imported into the program, and scaled individually. The resulting pieces were 

then assembled on a flat plain of ground space within the program. The walls and paving 

stones of the West Entrance System, West Facade, and West Court in the plan were 

traced using Sketchup tools, creating a second, buildable plan within the program. Next, 

the Geolocation tool imported the topographic map of the region, and additional 
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SketchUcation tools draped the plan over the terrain so the plan conformed to the specific 

elevation rises and falls of the hill. Some corners of the building— especially those in 

entrance ways— necessitated slight modification to make them compatible with the 

program, but the overall measurements are not affected. 

Joint push-pull tools enabled the building up of each section without which the 

plan could not have taken three-dimensional form due to the limits of the default actions 

in Sketchup. Next, the details such as columns, beams, windows, and doors were 

modeled, given materials, and placed within the architecture. The upper stories were built 

atop the ground floor, and the above process of adding windows and architectural details 

was repeated to create the West Facade in its entirety. Materials from various open 

commons were chosen and applied to the built surfaces.  

Finally, the entire model was imported into Lumion, an architectural rendering 

software with photorealistic capabilities including the fine-tuned manipulation of light, 

shadow and texture and high-quality rendering of images and videos. In Lumion, sunlight 

and weather settings were chosen, and rendering preferences were set in order to facilitate 

the output of still images and videos.  

The following explanation is necessary because many reconstructions are 

completed without full transparency of sources, theories, and the instances in which the 

creator had to make educated decisions that, though grounded in research, should not be 

taken as faithful to the original state of the object or building. Detailed thought processes, 

though not yet the norm, pave the way for transparency in fact versus fiction that often 

clouds the understanding of ancient material culture (Morgan 2020). This chapter, 
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therefore, aims to disclose to the reader the thought process behind the model so that one 

can evaluate the verity of the experience the model creates. 

The reconstruction process of this area of the palace at Knossos suffers from the 

natural terrain and erosion patterns of the site. The fragmentary nature of both the 

architecture and the painted mural presents significant obstacles in generating an 

accurate, full reconstruction of the space. Ephemerality of building materials in Minoan 

Crete also provide distinct challenges to the reconstruction of the model, and so the most 

robust data comes from the well-preserved LC I town at Akrotiri. While Akrotiri was a 

considerably Minoanized trade town, it was nonetheless built on a different island with its 

own indigenous craft traditions and methods. This settlement serves as the main data set 

for most Aegean prehistoric architecture due to the remarkable condition of the ancient 

buildings, and Akrotiri provides the best firm comparanda for average ceiling heights, 

doorway constructions, etc. for this study. When possible, this study seeks data from 

Crete, which often affirms the findings from Akrotiri. 

 

West Court 

 

 The model includes a 22.00 m square portion of the southern West Court, 

featuring sections of RWs 6 and 8 (Fig. 93). The modeling of this area was fairly 

straightforward because the majority of the paving stones remain intact. As the 

archaeological site stands, some paving stones in this section are reconstructed by Evans, 

and only those pavers in the immediate vicinity of the raised walkways are included in 

this model. The heights of the stones were determined by the elevations recorded in the 
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Hood and Taylor plan, which indicates that the pavers of RW 6 rise about 3 cm higher 

than the adjacent paving stone (Hood and Taylor 1981, plan).  

 

 

Figure 93. Reconstruction of the West Court, West Facade, and West Porch from above, 

looking southeast. Not to scale. Image author. 

 

West Facade 

 

 The model also features the southernmost 22.00 m section of the West Facade 

(Fig. 93). While a reevaluation of the upper stories of the West Facade lies outside of the 

scope of this paper, a preliminary version of the front is included for aesthetic purposes 

within the video. Evans partially reconstructed the facade in concrete (see the background 

of Fig. 84). This study bases this component on architectural specialists’ observations, 

suggestions, and their own reconstructions.  
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The thick exterior wall rests on a projecting krepidoma, or plinth, made of poros 

limestone (Shaw 2009, 62), remains of which are extant along the facade today. Palyvou 

notes that this plinth provides a sense of grounding and security to the structure, and it 

communicates to the viewer that this monumental building will not sink into the ground 

(Palyvou 2019, 150). Orthostates construct the base of the wall directly above the 

krepidoma. Based on personal observations at the site, the model estimates the 

krepidoma’s height at around 36 cm, and the orthostates are reconstructed at about 1.00 

m, though the orthostates vary in size due to the natural slope of the terrain. In Minoan 

Crete, orthostates in palace facades ranged from 0.65–1.00 m in height (Palyvou 2018, 

151), and the estimated height of those used at Knossos here fit well within this range.  

Evans rather firmly suggests that ashlar blocks composed the wall above the 

orthostates by reconstructing them in concrete at the site, yet no ashlar blocks from this 

area were reported. This paper follows Shaw’s reasoning that, though such pre-cut ashlar 

blocks may have been looted from the ruins in antiquity for reuse elsewhere, one would 

expect at least several original blocks to remain, and therefore rubble set in mud likely 

composed this western facade. Shaw observes this type of construction above Magazines 

7 and 8 (approximately at our starting point in the reconstruction; Shaw 2009, 63), and 

this building technique occurs in the west facade at Phaistos (Levi 1976–1988, II, 32–35; 

Shaw 2009, 61). Though it is not as flashy as ashlar blocks, the rubble and mud 

construction seems likely.  

 Controversy surrounds the exact construction of the upper stories of the palace 

due to lack of upper remains, but according to Macdonald, mud brick likely formed the 
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upper story of this section (Macdonald 2010, 537).72 A framework of timber beams 

existed throughout the structure which would provide support and stability during 

earthquakes (Graham 1962, 150; Shaw 2009, 91–108). Both stories were likely plastered 

over, as lime plaster would both provide an even surface and seal the structure from 

outside moisture.  

 The exact exterior design of the facade is also unknown, and therefore several 

previous proposals have been made by Arthur Evans (partially set in concrete at the site), 

J. Walter Graham (1960, pl. 97), and Robin Hägg (1987). As mentioned in Chapter 5, the 

plinth and the arrangement of the orthostates indicate the facade is recessed. Graham 

argues that the recesses indicate the placement of windows, and his proposal of the 

facade differs from Evans’s in this way (Graham 1960, pl. 97). While Graham’s 

illustrated reconstruction includes a third floor in this section of the palace, his latest 

article on the topic suggests a third story would add too much weight to the wall and 

would “surely result in a potentially dangerous overload,” (Graham 1979b, 65). Scholars 

generally concur, and so they restrict the height of this area of the palace to two stories 

above-ground (Hägg 1987; Macdonald 2010, 537). 

While Graham’s reconstruction shows the roof at a flat, consistent level, Hägg’s 

1987 reenvisioning suggests that wider thicknesses and larger stones in those walls 

 

72 Mud brick is considered the default material for upper stories of buildings in all 
of Crete, but this may be a regional technique local to the Mesara (Tsakanika-Theohari 
2006, 237–241; Shaw 2009, 132). Shaw suggests it could have been constructed of rubble 
and timber, a building material which also can be plastered over. Therefore the exact 
structural building material does not affect the reconstruction. 
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perpendicular to the facade accommodated heavier structures, and so it indicates to Hägg 

varying ceiling heights. The resulting reconstruction includes various roof heights at each 

projection and indentation of the façade with the tallest story at the center (Hägg 1987, 

130–131, fig. 2). This arrangement is utilized in the current reconstruction, but the 

cornice represented in Hägg’s reconstruction is not replicated here. Cornices are 

especially rare in Crete (Shaw 2009, 73), and though one fragment of a stone cornice had 

been discovered in an area of Knossos, there lacks enough evidence to include one here 

(Shaw 2009, 73 n. 430).  

 Finally, structural timbers visible in the facade or imitated in paint likely broke up 

the otherwise monolithic surface,73 though it remains unclear which ones were exposed. 

Evans includes visible timbers in his concrete construction at just above the orthostates, 

at window height, and at the ceiling height (Fig. 84). Graham chooses less: only one 

horizontal band decorates the surface at the height of the ceiling of the second story. 

Hägg omits the timbers altogether. It is very possible that these timbers were plastered 

over, but there is also evidence that ancient fresco painters imitated these structural 

timbers in their painted compositions (Palyvou 2000, 425–429, figs. 10–14). This paper 

exposes the timber only at the placement of the ceilings in an effort to keep the facade 

simplified. 

 

  

 

73 They are also noticeable in pieces of the Town Mosaic (Evans 1921–1935, I, 
figs. 223, 226). 
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West Porch 

 

 Evans’s reconstruction of the West Porch executed by Newton is highly decorated 

and grandiose (Fig. 7). While the West Porch could have appeared that way in its original 

existence, there lacks evidence for the majority of the decorations. Following the method 

of minimal intervention, this model does not include decoration except for the red-plaster 

covered floor (Fig. 94). Too little fragments and lack of publication makes a 

reconstruction of a bull scene on the east wall not viable for this study, and the lack of 

stones indicating a westernmost antum along the south wall prohibit the addition of one 

here (see this vol., Ch. 2). The rest of the model takes inspiration from well-published, 

roughly contemporary architectural remains in the Aegean.  

 

 

Figure 94. View of the reconstruction of the West Porch, looking south. Not to scale. 

Image author. 
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L-shaped stone bases supported the wooden structures of the doorways in the 

south wall (Shaw 2015, 105–107). The remarkable preservation of entire buildings at 

Akrotiri illustrate the design of the wooden frames atop the bases (Palyvou 2005, 136–

142, figs. 204, 205, 208), and this model follows their design for all doors. The sizable 

width of the threshold stones and the grooves resulting from scraping doors indicate 

double doors in both southern entranceways. Given the size and double doors, these two 

entrances in the model reach a height of 2.00 m, the top of the range of door heights 

recorded at Akrotiri (Palyvou 2010, table 2). 

Aegean builders constructed ceilings out of wooden cross-beams with bunches of 

reeds or branches set above for filler and insulation (Shaw 2015, 110–111, fig. 4.19, 

Palyvou 2010, p. 127–128, figs. 181–183). While vernacular architecture left these reeds 

exposed, fragments of lime plaster recovered from Xeste 3 at Akrotiri showing imprints 

from these materials indicate that these constructions were plastered over in elite 

buildings (Palyvou 2010, fig. 182). Considering the palatial context of the West Porch, it 

is likely that this ceiling was plastered as well, and it even could have been painted over 

(Palyvou 2010, 127). Consequently, the ceiling of the West Porch and the Procession 

Corridor are both reconstructed with smooth, plastered ceilings, though they remain 

unpainted.  

The large stone column base (diameter ca. 1.30 m) toward the north of the porch 

has interesting consequences for the height of the ceiling. Evans applied the mathematical 

proportions of other intact columns at Knossos to calculate the height of the now-

deteriorated column, producing an extremely high estimate (5.55 m; see also this vol., 

Ch. 2). Ceilings at Akrotiri range from 1.90–3.00 m in height (Palyvou 2010, 128, table 
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1), and though the palatial structure at Knossos is much larger than any building at the 

town of Akrotiri, a height above 5.00 m seems unlikely. Originally, the current model 

was created with a ceiling height of 3.00 m, but a column scaled to that height and placed 

on the large stone base looked too small, and so the ceiling height is raised 40 cm. 

Although this number is rather arbitrary, it may be argued that a main ceremonial 

entrance to the largest palace in Crete such as this one lends itself to a slightly raised 

ceiling. 

Though Evans reconstructs the column as a concave-fluted shaft, such a shape is 

rather uncommon in Crete. The digital model in this study replicates the columns seen in 

the Grandstand Fresco and other miniature frescoes from Knossos during the Neopalatial 

period which taper from top to bottom and have a cushion-like capital. The column here 

specifically replicates the central red columns in the tripartite shrine in the Grandstand 

Fresco: it is a red shaft with a black, red, and white capital.  

 The design of the roof of the West Porch is based on evidence from Thera and 

Palaikastro revealing that Minoan roofs were made of multiple materials. Soil was 

packed above the beams and branches composing the ceiling (Palyvou 2005, 128). Layers 

of clay and lime plaster set above the soil and sealed the structure from moisture 

(Dawkins and Turrelly 1903–1904, 205; Palyvou 2005, 128). At Xeste 3 in Akrotiri, the 

clay layers measured 8–10 cm thick, and the lime plaster measured about 4 mm 

thick.  With these successive layers and their measurements in mind, the combined 

ceiling and roof of the West Porch is constructed at about 9 cm thick. The model also 

assumes the roof materials were plastered over like the facade, and so it is rendered in a 

smooth plaster material.  
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 As mentioned in Chapter 2, the area immediately to the west of the West Porch is 

unclear. Evans’s plans indicate a doorway in the western wall of the porch, a large suite 

of rooms mirroring the porch, and foundations of an east–west wall in this space (Fig. 2; 

Evans 1921–1935, II, plan A). The western doorway and the east–west wall indicate 

some kind of structure adjacent to the porch, but its exact nature is unclear and 

complicated by the Southwest Quarter (see this vol., Ch. 2). Consequently, there are two 

options for the reconstruction of this area: 1) there indeed existed another suite of rooms 

to the west of the porch, though they were not as extensive as Evans’s plans; and 2) the 

wall remains were actually the remains of a boundary wall or terrace structure.  

The latter option derives from the fact that the West Court was constructed on a 

terrace due to the hill of the site, and an outer wall lined the westernmost limit of the 

court (Evans 1921–1935, IV, figs. 30, 34). The two features likely connect to the ramp in 

the southwestern-most limit of the palace. It would not be out of the question that a 

boundary wall would have existed at this southernmost section of the court. If this were 

the case, the east–west line of regular paving stones in the West Porch which lead to the 

door in the western wall would have led to an exterior space, perhaps the Southwest 

Quarter. Other surrounding buildings at Knossos such as the Little Palace have raised 

walkways leading to them, so this possibility is not unreasonable. However, the 

aforementioned boundary structures both belong to the Protopalatial period, and they 

were built long before the current iteration of the West Porch was constructed. For this 

reason, a smaller suite of rooms is added to the West Porch in the reconstruction. 

Although the current author does not find this conclusion completely satisfying, for the 
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purposes of this study, it is sufficient as it does not have a significant bearing on the 

reception of the Procession Fresco. 

 

Procession Corridor 

 

 The Procession Corridor is reconstructed based on the piano nobile plan published 

by Evans (Fig. 5). The plan indicates that the walls of the basement levels support the 

Procession Corridor so it follows the same trajectory. Here, the corridor runs about 24.50 

m north–south, turns east for almost 50.00 m, and finally continues northward toward the 

Central Court. The east–west and second north–south legs of the corridor are not 

reconstructed in full for the model. Only the first north–south trajectory is modeled here 

in order to showcase FGs 1–5 (Fig. 95). In order to simulate light accurately, the adjacent 

southern terrace was constructed according to Evans’s plan with 1.00 m wide 

punctuations for windows or doorways (Evans 1921–1935, II, fig. 75) that overlooked the 

southern terrace whose facade also had doorways. These features allow for air flow and 

light to enter the interior of the palace. The easternmost threshold aligns with the first 

north–south trajectory of the Procession Corridor, and so it is visible in the walkthrough.  

 The Procession Corridor follows the same general construction as the West Porch.  

The irregular paving stones flanking the rectangular-cut stones are covered in red plaster. 

The ceiling height is reconstructed at 3.00 m that corresponds with a more typical ceiling 

height in the Aegean. This height, one will notice, does not allow for a second register of 

figures in the mural as proposed by Evans.  
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Figure 95. Reconstruction of the Procession Corridor, looking south. Not to scale. Image 

author. 

 

The Procession Fresco 

 

 Although the reconstruction of the fresco is used primarily as a tool for the 

phenomenological portion of this study and therefore the exact details do not have a 

bearing on its functionality within this paper, this section seeks to clarify the choices 

made here. Firstly, it must be acknowledged that the Procession Fresco is a very 

fragmentary painting, and any reconstruction made of it will contain choices and 

conjectures made by restorer. However, this does not negate the scholarly importance of 

the reconstruction, and it instead reflects intense research and an understanding of 

processional imagery in the Aegean. This section details this research and the reasoning 

behind each reconstructed element, and its main goal is to be transparent regarding issues 
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of uncertainty. However, for the purposes of this dissertation, this reconstruction need not 

be entirely perfect, as no reconstruction will be, to serve as a useful and necessary tool. 

The process of reconstructing the Procession Fresco makes use of Adobe 

Illustrator and Adobe Photoshop. First, reference images for the fragments were placed 

into Adobe Illustrator and scaled 1:1 based on the measurements provided by Cameron. 

These images were traced using the pen tool. Then, reference images for the 

reconstructed parts, disclosed below, were traced and modified to fit the composition of 

fragments. Once all line weights were adjusted the finished line drawings were imported 

to Adobe Photoshop in order to better manipulate the colors and textures to create a more 

realistic rendering of the mural.  

 

Comparison of Reconstructions 

 

It is first useful to compare the current overall reconstruction with those preceding 

it in order to examine the key differences. For a full analysis of each reconstruction and 

its interpretation, see this volume, Chapter 3. The reconstructions presented in Figure 96 

are arranged in chronological order from earliest at the top to latest at the bottom. 

Boulotis’s reconstruction is not included here because it lacks full publication. 

The earliest reconstruction is that from Evans in his initial publication of the 

Procession Fresco. Evans uses a variety of comparanda in many media to add details to 

the scene. Most notably, he reconstructs many figures holding objects including those in 

FG 1 and FG 2. The objects include musical instruments, perhaps reflecting a small 

processional painting from Hagia Triada, a loop-handled vase like in a fragment found  
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Figure 96. Comparison of reconstructions of Fragment Groups 1–3 by Evans, Cameron, 

Günkel-Maschek, and the current author. From Evans 1921–1935, II, fig. 450; Cameron 

1976, I, fig. 38; Günkel-Maschek 2020, fig. 4.16; and drawing author. 
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from a fresco dump at the north of the palace (Fig. 15), and a bowl like in the 

processional figures in a fragment of a steatite rhyton from Gypsadhes Hill. The partial 

vase in FG 3 is reconstructed as a ewer imitating one found in the Northwest Treasury 

(Fig. 73). His reconstructed figures wear Mycenaean tunics with boleros like the female 

figures in the Hagia Triada Sarcophagus (Fig. 17), skirts with flounced kilts, V-shaped 

kilts with netted attachments, and long, unparalled skirts (HFs 17, 18). Human Figure 14, 

his “Goddess,” is particularly elaborated. She wears a Minoan open front dress with a 

flounced kilt and a lily crown reminiscent of those worn by sphinxes and prominent 

women. There is no evidence that this figure wears this crown, and the ribbons cascading 

from it on either side of her body are not paralleled in Minoan art. These ribbons are 

inspired by the white curving lines at the front of the figure found in the fragments. Her 

frontal chest and the two double axes she holds are inspired from an LM IIIC mold from 

Palaikastro, and like the objects the other figures hold, the axes have no evidence in the 

fragments. 

Cameron adheres to the majority of the decisions Evans made. He keeps the 

musical instruments and all the other objects except for the double axes held by HF 14, 

who instead gestures upward with her chest in profile. He also reconstructs HF 19 

holding an ovoid rhyton, whereas Evans left the figure unrestored. All costumes remain 

the same, including the ribboned crown of HF 14. However, Cameron chooses a new 

hairstyle for the male figures that comes from an LM II fragment of the back of the head 

and neck of a male figure from Knossos (Cameron 1976, II, pl. 7B; see also below). 

Although the reconstruction of the east wall does not include descending rockwork, 
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Cameron’s reconstruction of the west wall features this top border (Fig. 24). It is clearly 

derived from the Cupbearer Fresco (Fig. 14).  

Günkel-Maschek’s work reflects a shift away from Evans’s in a meaningful way. 

The costumes are redesigned so that the figures no longer wear boleros, and HFs 15–18 

wear the hide skirt based on observations made by Boulotis (1987, 150; see also below). 

The costume of HF 14 is significantly revised, now a Mycenaean tunic, thus reflecting 

Boloti’s sentiments as well (2019; see also below). This figure no longer wears a 

ribboned crown and it no longer features a frontal torso. All reconstructed objects carried 

by figures and most gestures depart from the previous reconstructions. The figures in FG 

1 no longer hold instruments or have their hands in the adoration gesture, but instead their 

arms are extended downward. The partial vase in FG 3 is now reconstructed as a jar, and 

all vessels reflect the new designation. She also modifies HFs 10–13 to hold jars and HF 

19 to hold a conical rhyton like the Cupbearer (Fig. 14). Finally, the female figures, HFs 

7 and 14, bear fringed cloth based on the observations made by Boulotis (1987, 149; see 

also below), and their specific gesture is reflected in the paintings from Akrotiri (Doumas 

1992, pls. 109, 113). The descending rockwork is fully incorporated into this 

reconstruction. 

 The reconstruction in this study in some ways reflects Evans’s and Cameron’s 

more than Günkel-Maschek’s restoration. These instances include the inclusion of the 

adoration gesture, the ewers, and the main costume of HF 14. However, like Günkel-

Maschek’s image, the Mycenaean tunics are modified and the hide skirt replaces the 

long, unusual skirt propounded by Evans. Human Figure 14 is also portrayed holding 

cloth, but this time a sacral knot, and she is posed in a different gesture. Most notably, the 
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descending rockwork is replaced with a banded frieze. The full exploration and reasoning 

of the decision-making process of the current reconstruction is explained in the following 

section. 

 

General Comments 

 

Several decisions made by the author span all fragment groups. The first of these 

decisions is the overall height of the figures. The reconstructions of the groups by Evans 

distorts the proportions of those figures whose waists are not extant (HFs 1–19) by 

elongating them. This study ameliorates this distortion by combining the forms of the 

figures in FG 3 and the Cupbearer Fresco to determine the proportions of the figures. 

Although the Cupbearer is not part of the Procession Fresco, it was likely painted by the 

same workshop, and therefore we can reasonably use the proportion system from the 

Cupbearer to reconstruct the figures in the Procession Fresco (see this vol., Ch. 3).  

This study has determined that all male figures and all female figures should wear 

the same hairstyle respectively. The male style is inspired by the top portion of the head 

of the Cupbearer and a fragment showing the neck and shoulder of a so-called 

processional youth from Knossos. The latter fragment includes wavy tresses dressed with 

multicolored ties with internal white impasto dots (perhaps beads) and continuing down 

the back of the figure with two tendrils curling upward (Cameron 1976, II, pl. 7B). 

Cameron suggests the painters of this fragment were the same as those of the Cupbearer 

and Procession Fresco (Cameron 1976, III, 14), and he also uses this hairstyle to 

reconstruct his figures in the Procession Fresco. The coiffures in this reconstruction lack 
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the added thread and beadwork in an effort to keep the uncertain parts as nondescript as 

possible.  

Female hairstyles are more complicated, considering that there are no clear female 

hairstyles in painted plaster dating to LM II. The current hairstyle consisting of long, 

wavy hair down the back with a headband with curls coming from above and below is 

derived from the hair of the women in the Grandstand Fresco from Knossos (Fig. 71). 

This fresco is considerably earlier than the Procession Fresco, but the long, wavy 

hairstyle here is similar to those in contemporary seals and signet rings such as the 

Isopata Ring (Fig. 19) as well as the other large-scale procession frescoes from the 

mainland (Fig. 21). Like the male hairstyles, additional dressings like beads, threads, and 

hair pins are not replicated here for the sake of minimal intervention and avoiding 

falsification. It is also worth reiterating that the simple hairstyles chosen here do not have 

a significant bearing on the phenomenological reading of the mural, so these are simply 

minor details. 

Another major decision encompassed the clothing of figures which lack sartorial 

details (HFs 9–13, 15, 16, 19). These figures are reconstructed wearing the V-shaped kilt 

so as to not introduce a new garment into the fresco. However, the kilt is not the only 

option for shorter male costumes which fall above the ankles. The short Mycenaean tunic 

(see this vol., Ch. 4) and the cod piece and loin cloth (e.g., figures in the Mochlos ivory 

pyxis, Fig. 55) were popular garments in Minoan processional art. The amount of 

diversity within the costumes and various patterns and accessories indicates that there 

could be additional costume types in the original artwork. Yet, these possibilities are not 

explored here so as to not cloud the image with potentially unrelated imagery. 
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Almost all figures bear the adoration gesture with the arms bent at the elbows, and 

hands placed in front of the face with the palms facing outward. This gesture was first 

used in Evans and Gilliéron’s reconstruction, and as discussed before, it likely comes 

from the Isopata Ring (Fig. 19). Many other LM II–LM III signet rings feature figures in 

variations of this particular gesture facing another person or a shrine (e.g., Fig. 79; CMS 

II.3, nos. 103, 305, 326). While there is no evidence that any figure in this mural is in this 

specific gesture, it is fairly neutral and it does not necessitate the inclusion of vessels and 

other objects that the figures could hold, but for which lacks evidence. For these reasons, 

many of the figures here are replicated with this gesture. Perhaps in later studies 

alternative gestures will be explored.  

The portrayal of most of the figures without objects may seem unconventional 

and somewhat confusing at first glance. Many images of processions feature people 

carrying objects such as jars, jugs, flowers, musical instruments, and figurines (Peterson 

1981, 111–119), especially the large-scale frescoes from Akrotiri, Thebes, Pylos, and 

Tiryns. However, other frescoes such as the small procession from Hagia Triada and the 

Sacred Grove and Dance and images on seals and signet rings do not feature processional 

equipment.74 These representations suggest that not all figures in this fresco need to hold 

objects. Furthermore, many figures are too closely grouped in this painting to allow for 

 

74 Sometimes, these object-less figures are interpreted as dancing, and while this 
could be the case, the artistic representation of dancing and processions are perhaps too 
similar to differentiate. Dances and processions are performances that involve unified 
movement, and while processions have a common destination, the two acts are rendered 
in similar ways (German 2005a, 58). In addition, dance could be a part of a procession, 
much like it forms part of parades today. 
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the holding of objects. The tight-packed figures in FGs 1 and 5 do not allow for objects to 

be rendered clearly without overlapping one another or another figure. The other large-

scale frescoes of people carrying objects from the various sites mentioned above, on the 

other hand, feature single-file lines of isolated people, giving proper room for objects to 

be displayed in the painting. As discussed in Chapter 4, this fresco does not follow the 

conventions of the others.  

One of the most obvious differences between this reconstruction and those 

preceding it is the lack of descending rockwork at the top of the composition. Evans first 

proposes the descending rockwork in the Procession Fresco mural in The Palace of 

Minos by analogy with the Cupbearer Fresco (Evans 1921–9135, II, 730, 734), though it 

is not included in the published reconstruction. However, he must have authorized a color 

reproduction featuring a reconstruction with descending rockwork, as one is on display in 

the Herakleion Archaeological Museum. Not only do fragments of such rockwork lack 

from this area of the palace, but also, as argued before, the Cupbearer Fresco cannot be 

considered part of the same mural. Consequently, this study takes the opportunity to 

provide an alternative frieze with parallels in LM I–IIIA lifesize art: banded friezes. 

Solid-colored, banded upper borders can be found in a variety of Knossian mural 

compositions including the MM III Priest King Fresco, the LM I Amnissos frescoes of 

lilies, the LM I Partridge and Hoopoe Fresco from the Caravanserai (Fig. 75), and the LM 

I–LM II Throne Room from Knossos.75 They range from thin, alternating lines of white 

 

75  Banded friezes are also popular at Akrotiri (Doumas 1992). 
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and blue (in the Priest King Fresco) to several bands of various thicknesses in white, red, 

and blue (in lilies fresco from Amnissos). In the Throne Room paintings at Knossos, the 

frieze consists of two sets of double white bands against the red ground. For the 

reconstruction here, a border frieze of black, white, red, and yellow bands of various 

thicknesses is proposed, though it is entirely conjectural. 

Reproducing and choosing colors for the various parts of the mural has proven 

very complicated and difficult to navigate. There are several large limitations to 

identifying the colors:   

1) Some pieces, especially FG 1, suffer from extensive fire and smoke damage, 

and several fragment groups have wax coatings layered on by Gilliéron père that are 

prone to yellowing and dirtying. The colors represented in those surfaces may be 

distorted. 

 2) Many fragments are not on display in the Herakleion Archaeological Museum, 

including FGs 1, 4, and 5. I have not been able to view these pieces in person and take 

photographs and notes.  

3) Though I have been able to view some of the fragments in person, the COVID-

19 pandemic has prevented me from being able to visit the museum and answer specific 

questions about the colors and imagery found in the pieces on display throughout this 

process.  

Other minor problems are those which every study encounters: lighting, 

photography, computer capabilities and display, printing, etc. All affect the outcomes of 

color in the digital and printed formats. The author has done her best to account for these 
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issues and differences and made extensive notes in the museum when possible. The exact 

RGB codes for the colors as they were chosen is included in Appendix B. 

This current study also abides by its own set of rules and limitations. Details on 

the fragments observed by others but not by the current author are left out of the current 

rendering. Although these differences in observations in the current study and those made 

previously may be due to further deterioration of the fragments themselves, it is not 

always clear who was able to view the fragments in person, and whether or not Evans 

manipulated his published images in order to fit his notions of what the mural should 

look like.76  

Finally, some rendering choices were made regarding personal observations of the 

techniques of the painters. First, as evident in FG 2 and the published images of FG 1, 

when the red skin of separate figures overlaps, the artists use a white line to delineate the 

edges of the frontmost figure(s). For example, the heels of HFs 1–7 are outlined in white 

when they appear in front of another foot. This same technique can be observed in FG 2 

when viewing it in person, though the white lines are worn in some places. The 

reconstructed portions of all fragment groups here replicate this technique. Secondly, the 

thin, watery application of pigment to the plaster in these fragments necessitates a similar 

treatment in the digital reconstruction. While it is out of the scope of this study to 

 

76 Evans is known to have manipulated material in minor ways in order to back 
his claims. He manipulated site photographs (German 2005b) and images. For example, 
see the discussion of the patterns found in the fresco as published by Evans in footnote 34 
in Chapter 4. 
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replicate each and every stroke of the ancient painter, the author created a textured 

overlay to achieve this washy feel.77  

The following subsections seek to both explain the specific decisions made by the 

author in the process of reconstructing this mural as well as disclose areas of particular 

uncertainty. While these explanations may seem superfluous, the lack of doing so in 

previous studies has made this material particularly challenging to understand and study 

now. This publication hopes to avoid contributing to this practice and instead be as 

transparent as possible.78 It also illuminates past problems and inconsistencies within 

scholarship. 

 

Fragment Group 1 

 

The reconstruction of FG 1 poses significant difficulties and should be not taken 

as accurate in dimensions or scale. Although the fragments were scaled to the 

measurements provided by Cameron, they are not on display and the author has not been 

able to take measurements in person. The main sources for replication of the fragments 

 

77 The overlay used Kyle Webster’s free Adobe brushes 
(https://www.adobe.com/products/photoshop/brushes.html#!&from_ims=true&old_hash
=&api=authorize) to create an all-over texture. 

 

78 Morgan is especially transparent in her publication of the fragments and 
reconstructions from Kea (2020). This section is inspired by her, as she has been the most 
forthcoming in her decision making so far. 
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include Evans’s reconstruction by Gilliéron fils and Cameron’s black-and-white plate in 

his unpublished dissertation. There are significant differences in dimensions in the two, 

suggesting that one or both representations of the fragments are skewed. Other than scale, 

the only significant difference between Cameron’s photograph and Evans’s 

reconstruction is the ogee chain pattern discussed in Chapter 4 which is clearly visible in 

the former’s plate (Cameron 1976, II, pl. 13A). The pattern has been replicated from the 

plate and transposed onto the drawing in order for the viewer to get a sense of the pattern 

as a design, but not for accuracy in scale or dimension.  

For this group, the reconstruction and details of the fragments heavily rely on 

previous publications rather than the author’s own observations (Fig. 97). It is perhaps 

most useful to explain the ways in which this reconstruction is different from that 

produced by Evans (see this vol., Ch. 3). Firstly, in lieu of Evans’s musical instruments 

for which there is no evidence, HFs 1–7 hold their hands upward in the adoration pose. 

The tight grouping of the figures in FG 1 necessitate that some figures’ arms extend 

further than others, some backs arch more than others, etc. 

Small adjustments are also made to the costuming. The central border hem of HF 

5 is not visible in the fragments, and it is not mentioned in the catalog in Cameron’s 

thesis (Cameron 1976, III, 15–16). It is therefore left out of the reconstruction. 

Cameron’s catalog also mentions rosettes visible on the vertical hem of HF 4, but they 

are not visible in any drawings or photographs available to the viewer. Rosettes of the 

same style as those that appear on the rolled belts of the figures in FG 3 have been added 

to the vertical band here. Also, these figures do not wear boleros like in Evans’s  
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Figure 97. Reconstruction of Fragment Group 1 with Human Figures labeled 1‒7. Scale 

1:20. Drawing author.  
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reconstruction because there lacks evidence of the garment being worn in conjunction 

with a Mycenaean tunic on male figures.  

The colors in this fragment group rely mostly on descriptions of the fragment in 

Cameron’s catalog. He briefly describes the colors in each robe, but without a color 

drawing or color photographs, they are impossible to replicate precisely. The Hagia 

Triada Sarcophagus has also been referenced for parallel colors, as it includes a similar 

range in hue as to what Cameron records here. It should be noted that using the Hagia 

Triada Sarcophagus as an exact parallel for color is complicated because of an inherent 

difference in pigment making from site to site based on locally available materials (for 

the range of hues produced by ocher at a single site, see Morgan 2020, pl. 72), but it can 

certainly provide direction in an otherwise directionless pursuit.  

 
Fragment Group 2 

 

 Fragment Group 2 is the longest stretch of plaster fragments and the most difficult 

to reconstruct (Fig. 98). As mentioned above, the figures without any indication of 

garments here are reconstructed with kilts in the same fashion and patterns as the figures 

in FG 3.79 However, because the anklet accessories of these figures in FG 2 do not have  

 

79 Günkel-Maschek’s theory that HFs 15 and 16 wear hide skirts is certainly 
plausible and thought provoking (2020, fig. 4.16). However, these figures could equally 
be wearing cod pieces and loin cloths because bolts of cloth and sacral knots are also 
associated with men in cod pieces and loin cloths (CMS II.3, no. 145; CMS II.6, no. 7). 
One would expect the hem or tail of the garments to appear in the extant fragments. 
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interior dots, it could indicate that the rest of the costume is also dissimilar to those in 

HFs 20–22, or it could indicate different painters. The tight groupings and overlappings 

of figures here present difficulty in the drawing of this gesture, and it has caused many of 

the figures gestures to be tweaked in a nonuniform way: the arched backs of the figures 

shift forward or backward, and the arms extend or retract so as to have the hands not be 

partially obscured by heads.  

Unusual iconography surrounding HF 14 and the deterioration of the plaster 

surface complicate the reconstruction of FG 2. Three elements surrounding this white-

skinned figure provide challenges in the reconstruction process. First, several white, 

curved lines descend from the top of the fragment and bend toward HF 14 in front of the 

figure, but not at the back. Previous interpretations include a ribboned crown or veil (Fig.  

96). This paper operates with the understanding that the white curved lines appearing at 

the front of the central female figure’s hem is indeed the fringe from a bolt of cloth, a 

theory originally put forth by Boulotis and accepted by Günkel-Maschek (Boulotis 1987, 

fig. 8; Günkel-Maschek 2020, fig. 4.16).  

Cloth seems to have been an important piece in Aegean religion whether it was a 

symbol, offering, or another type of ritual equipment. A variety of media depicts scenes 

of figures holding cloth with fringe including seals from Crete (Fig. 99) and even painted 

plaster from LC I Phylakopi (Morgan 2005, 32), LC I Akrotiri (Doumas 1992, pl. 7), 

perhaps LH IIIB Pylos (held by a Minoan Genius; Boloti 2016), and LH IIIB Tiryns 

(Boloti 2017, fig. 1.15). Linear B tablets from both Knossos and Pylos document the 

offering of cloth and clothing to deities (Hiller 1984, Gulizio 2012). These pieces of cloth 

could have dressed a cult statue, been worn by a deity impersonator, or served economic 
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purposes (Boloti 2018, 94–95). A Linear B tablet from Knossos describes cloth offerings 

to a male deity or religious functionary and Potnia, a distinctly Minoan goddess (Boloti 

2018, 90), so this practice may have also stemmed from earlier traditions at the palace. 

On the other hand, various interpretations of Aegean art, especially the Akrotiri frescoes, 

suggest robing rituals may have comprised parts of rites of passage ceremonies (Warren 

1988, 20–23; Peterson Murray 2004, 117; Papadimitriou, Thaler, and Maran 2015, 205–

206). In artistic representations, the appearance of cloth with other Minoan religious 

symbols such as a double axe evidences its probable ritual function (Fig. 99). 

 

 

Figure 99. LM I–II lentoid sealstones from Knossos (left), featuring a figure holding 

cloth and a double axe, and Malia (right), featuring two figures grasping cloth. From 

CMS II.3, nos. 8, 145. Drawings courtesy CMS Heidelberg.  

 

This paper proposes that the Procession Fresco may depict a specific type of cloth 

symbol known as the sacral knot due to the precise rendering of the extant fringe. A 

looped and knotted piece of cloth edged with fringe characterizes artistic representations 
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of the sacral knot. This symbol appears in MM III80 and continues through LM IIIA in a 

multitude of Minoan media including pottery (e.g., Fig. 62), ivory (e.g., a MM III carved 

ivory ornament from the Southeast House, Evans 1921–1935, I, fig. 308), and even 

painted plaster (e.g., the LM IIIA La Parisienne fresco). Ornamental sacral knots 

fashioned in faience were also found in the shaft graves at Mycenae (Evans 1921–1935, I, 

309). These looped pieces of cloth appear alongside double axes, and their importance as 

an isolated image suggest they, too, held religious meaning. Controversy exists over 

whether or not the sacral knot and all other depictions of significant cloth are meant to 

signify the same textile (Crowley 2012; Boloti 2016). Considering it is unlikely that this 

procession in the entryway to the palace at Knossos commemorated specific rites of 

passage for women, the image of the sacral knot here more likely contributes to the 

offering of goods to the palace and/or deities. 

In the extant piece of FG 2, white fringe is arranged in two sets that curve at 

slightly different angles, indicating it stems from two ends of a looped or folded piece of 

cloth.81 This study reconstructs the form of the fabric based on depictions of sacral knots 

which are also depicted looped, specifically the LM I painted plaster fragments from 

Nirou Chani (Fig. 100; Xanthoudides 1922, 11, fig. 9). The curvature of the loop and the 

successive wrapping in the knot are replicated in this reconstruction (Fig. 98), but the 

length of the fabric as it is restored in the Procession Fresco is unparalleled.  

 

80 Some MM II seals may also depict an early version of the sacral knot 
(Matoušková 2018, 14–17, fig. 4). 

 

81 Günkel-Maschek also came to this conclusion (Figs. 26, 96). 
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Fig. 100. Drawing reconstruction of painted plaster fragments depicting a sacral knot 

from Nirou Chani. From Evans 1921–1935, II, fig. 168. Image courtesy Heidelberg 

Historic Literature Digitized (public domain). 

 

While the two previous reconstructions interpreting the white lines as fringe 

include differing ideas as to who holds it (Boulotis 1987, fig. 8; Günkel-Maschek 2020, 

fig. 4.16), a third possibility exists: both HFs 14 and 15 could grasp the textile mid-

transfer. This unexplored possibility is viable because the fringe does not appear to be 

closer to one figure than the other, and the scene of such a transfer is replicated in a 

lentoid sealstone from Malia (Fig. 99; CMS II.3, no. 145). This sealstone provides the 

inspiration for the reconstruction here in which both figures have one hand outstretched, 

grasping the loop of the knot. It features two figures with front arms bent at their chests 

and back arms outstretched to pass along fringed fabric.  

In order to replicate these poses for a larger-than-lifesize mural, the author has 

turned to larger depictions of figures in similar stances. The arms and chest of HF 14 is a 

modified version of the so-called Dancing Woman Fresco from LM IIIA:1 from the 

eastern part of the palace at Knossos (Fig. 101; Evans 1921–1935, III, pl. XXV: bottom; 
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Immerwahr 1990, Kn no. 24). This figure has one bent arm with a fist positioned in front 

of her chest and the other outstretched. Human Figure 14 also replicates the rendering of 

the chest in profile and the banded edges of the Minoan dress preserved in the Dancing 

Woman. The frontal chest and profile waist and legs of HFs 15 and 16 are modified 

versions of the popular stance found in the Priest King Fresco from Knossos and the 

carved figures on the Chieftain Cup from Hagia Triada (LM I). These figures have one 

arm bent with a fist at the chest and the other outstretched. Due to space restraints of the 

Procession Fresco, the would-be outstretched arms in all figures bend at the elbow. 

 

 

Figure 101. The Dancing Woman from Knossos, painted plaster. From Evans 1921–

1935, III, pl. XXV: bottom. Image courtesy Heidelberg Historic Literature Digitized 

(public domain).  

 

The second challenge in reconstructing this fragment group regards the costume 

of HF 14. Early reconstructions of this costume feature versions of the Minoan dress and 

the flounced kilt (Figs. 20, 23, 25; Evans 1921–1935, II, suppl. pl. XXVI; Cameron 1976, 

I, fig. 38; Boulotis 1987, fig. 8), but recent studies shift toward the Mycenaean tunic (Fig. 
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26; Boloti 2016, fig. 14; Günkel-Maschek 2020, fig. 4.16) due to the successive 

embroidered bands at the bottom hem (Fig. 102). Although stacked embroidered bands at 

the hems of tunics abound in depictions of the tunic, they are not exclusive to that 

garment. For example, the Minoan dress is also depicted with embroidered hems in the 

LM I fresco at Hagia Triada (Jones 2014, pl. CLIVa) and in the frescoes from the House 

of the Ladies (Doumas 1992, pls. 6, 11). Further, more unusual iconography in the 

costume may provide insight into the exact garment this figure wears. 

 

 

Figure 102. Detail of the hem of the garment worn by Human Figure 14 in Fragment 

Group 2. Not to scale. Drawing author. 

 

Two elongated blue patches flank the ankle-length garment and taper downward 

against it (Fig. 102). The blue patch at the back of the dress billows slightly away from 

the hem, indicating that it is an element independent of the dress or tunic. As of yet, this 

author has not been able to identify exact parallels for these two long, thin, flanking 

pieces in the Aegean artistic repertoire. While pieces of scarves and belts indeed hang 

down the body in statuary (e.g., from Traostalos, Jones 2015, 30, figs. 3.18–3.21; from 

Kea, Caskey 1986, pls. 5:c, 38:c, 41:c), glyptic (CMS I, nos. 159, 221; CMS II.6, no. 1; 



286 
 

CMS V, Suppl. 1A, no. 369; and a signet ring from Pylos, Davis and Stocker 2016, fig. 

10:a, b) and fresco (e.g., ties of the flounced kilts in painted plaster from Akrotiri, 

Doumas 1992), they never extend all the way to the ankles of the figure. These examples 

also tend to represent the ends of the tied pieces together, not separated with one at the 

front and one at the back of the body. 

The closest parallel comes from a LH II–LH IIIA:1 signet ring from a grave at 

Mycenae (Fig. 103; CMS I, no. 127). The ring features two figures in Minoan dresses and 

flounced skirts gesturing upward toward a shrine. The figure in the right of the 

impression wears a belt with two ends extending along the front and back of the kilt.82 

Though the ends do not reach the feet, this example serves as the inspiration for the 

interpretation of the costume of HF 14. Considering the best parallel for the unusual blue 

belt features the Minoan dress and flounced kilt and that embroidered hems are not 

exclusive to Mycenaean tunics, the costume of HF 14 is presumed to be the Minoan dress 

and the flounced kilt like Evans suggests. 

The colors of the upper section of the Minoan dress and flounced kilt of HF 14 are 

based on the colors in banded hems of the fragments. While reconstructions normally 

depict HF 14 in white, it seems unlikely that the Minoan artist would choose an all-white, 

solid fabric for this figure whose skin is white colored as well. The extant fragments 

show up to 1 cm of the undecorated fabric at the very top, but most pigment is lost from 

this entire section due to abrasion making it impossible to discern with the eye what color 

 

82 A LC I sealstone from Phylakopi also appears to have a dress or tunic with two 
additional pieces flanking the front and back, but the figure is schematic and the exact 
costuming is unclear (CMS I, no. 410). 
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Figure 103. Drawing of a LH II–LH IIIA:1 signet ring impression featuring a figure 

wearing a belt with a Minoan open front dress and a flounced kilt at the right. From CMS 

I, no. 127. Drawing courtesy CMS Heidelberg. 

 

this figure wore predominantly. Yellow has been chosen here because it is found within 

the color scheme of the mural, and it would contrast nicely with the blue belt. 

The final major challenge this fragment group presents involves a white lily and 

papyrus finial with three dots that appears just above the forward ankle of HF 12. 

Deterioration of the fragments obscures any indication of a string attaching it to a 

costume like the bead-net accessories in HFs 20–22 (see this vol., Ch. 4), but analogies to 

the beaded tassels suggest it is one such finial. Evans notes a second white lily finial at a 

similar placement at HF 13’s front leg and two sketchy lily and papyrus finials rendered 

in black in front of those feet. Cameron’s reconstruction shows three additional finials in 

front of the two figures against the background, and all are rendered in black. Günkel-

Maschek’s reconstruction only includes the two white finials against the legs of the 

figures. Because the current author was not able to discern more than one white finial in 

personal observations of the fragments in the museum, the white lily and papyrus finial is 
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the only finial from a tripartite tassel descending from the kilt of HF 12 that appears on 

the fragments. A tasseled kilt such as this one is not paralleled in Minoan art, but neither 

are the netted and beaded counterparts in FG 3. The closest parallels come from the kilts 

of the Keftiu in a painting from the Tomb of Rekhmire (see this vol., Ch. 3; Fig. 27), but 

these tassels are short in comparison. This solution is not perfect, but it is a satisfactory 

placeholder for the purposes of this study. 

 

Fragment Group 3 

 

 Because much of the bodies of HFs 20 and 21 are extant, there is little to 

reconstruct in FG 3 (Fig. 104). It should be noted that patterns on the kilts of HFs 20 and 

21 are abraded in places, so some of these patterns are filled in by the author based on 

visible grid lines and the trajectory of the continuation of the pattern. In particular, the 

way the scale pattern terminates at the point of the kilt of HF 20 is unclear. Human Figure 

20 retains the most imagery, and so it forms the basis for the reconstructions of HFs 21 

and 22. For example, the lost finials of the netted and beaded accessories of HFs 21 and 

22 feature the same shapes as those preserved in HF 20, and the poses preserved in the 

fragments of HFs 21 and 22 indicate that they also probably hold objects. Although the 

slight variation in placements of the arms may indicate they hold objects of different 

sizes, it could also indicate different painters for each figure. Consequently, HFs 21 and 

22 are reproduced with the ribbed jug held by HF 20 in their hands. This study reuses 

Evans’s jug and reproduces the shoulder, neck, rim, and handle in a blue color like that of 

the base indicative of metal. 
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Figure 104. Reconstruction of Fragment Group 3 with Human Figures labeled 20–22. 

Scale 1:20. Drawing author. 
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Human Figure 22 is the most reconstructed figure in the group, but the V-shaped, 

patterned kilt with a rolled top is preserved in the fragments. The unattached fragment of 

the kilt and arms of HF 22 is in the same place as it is in the gypsum setting in the 

Herakleion Archaeological Museum. The segment of the back thigh at the very right of 

the large fragment determines the spacing between HFs 21 and 22. The legs and feet of 

the figure is reproduced from HF 21 and the shape of the kilt is reproduced from that of 

HF 20. 

 

Fragment Group 4 

 

 The drawing and reconstruction of Fragment Group 4 relies on small images from 

a short article compiled from a presentation given by Cameron (1987). The publication 

does not provide any explanation, description, or measurements of the fragments, but it 

supplies two alternate reconstructions of the fragments on the west wall. This study 

works from these images and scales the drawings based on the thickness of the ground 

line which, although it fluctuates throughout the FGs 1–3, is around 6.60 cm thick. This 

reconstruction should not be taken as truthful and it is likely highly inaccurate 

considering the inability to view the fragments in person or in a publication larger than 

several inches in dimension (Fig. 105).  
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Figure 105. Reconstruction of Fragment Group 4 with Human Figures labeled 23–34. 

Scale 1:20. Drawing author. 
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Fragment Group 1 provides the basis for the majority of the decisions made in the 

reconstruction of this fragment group. The sartorial choices for HFs 23–31 result from the 

banded hems that resemble those on the Mycenaean tunics in FG 1 indicated by 

Cameron. These garments do not replicate the vertical bands seen in the other fragment  

group because Cameron does not indicate them consistently in both drawings. The 

fragments in FG 4 indicate the white-skinned figures wear Minoan dresses and flounced 

kilts, and so the reconstruction of the torsos follow that of HF 7 in FG 1. Like in FG 1, 

the tight groupings of the figures here complicate the typical adoration gesture used 

throughout this reconstruction, but this study continues to use it due to the lack of more 

satisfactory alternatives.  

The colors in this section combine information from Cameron’s drawings and the 

pigments used in FGs 1–3. Even though Cameron’s drawings happen to be fairly 

consistent, pixelation and low resolution obscure exact hues. Black lines perhaps used to 

delineate the colored bands sometimes appear thick and may indicate black bands, but 

here they have been interpreted in most cases as merely boundary lines. Red and yellow 

hues are occasionally difficult to distinguish from one another in the drawings as well. 

Finally, Cameron uses different tints and shades of blue to render the flounced skirts of 

HFs 32 and 34, but it is difficult to discern whether the background blue shade found in 

HF 3 composes the lighter or darker of the two. Therefore, the dark blue used in HF 7 has 

been selected as the dark blue on these skirts, and the background blue in HF 3 is the 

lighter blue in these fragments in an effort to add a new, uncertain hue into the mix. 
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Fragment Group 5 

 

Cameron and Boulotis provide photographs of FG 5, and Cameron’s dissertation 

catalog provides the measurements (Boulotis 1987, fig. 4a; Cameron 1976, II, pl. 12c; III, 

14). Fortunately, the piece closely resembles the ankle and garment of HF 18 in FG 2 

which can form the basis for reconstruction of the figure, garment, and colors (Fig. 106). 

In this piece, a thick black line of paint to delineate the borders and trim of the hide skirt. 

The upright pose of the leg of the figure necessitated a compressed standing pose rather 

than a long, striding pose seen in FG 3.  

 

East Wall and West Wall in Toto 

 

The final work on the Procession Fresco involves stitching the fragment groups 

together to form the east and west walls. The ambiguous measurements given by Evans 

to describe the in-situ fragments and the unpublished nature of FG 4 and FG 5 pose 

difficulties in this process. Furthermore, although only just under 13.00 m of fragments 

remain from this corridor, together the east and west walls comprise over 50.00 m of 

length. Assuming paintings decorated the entire extent of both walls, over 30.00 m of the 

mural in the model is conjectural. The following reconstructions therefore rely on 

patterns within the extant fragments and the limited published information provided by 

Evans.  
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Figure 106. Reconstruction of Human Figure 35 in Fragment Group 5. Scale 1:20. 

Drawing author. 
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Beginning with the east wall, the exact placement of the FGs 1–3 upon the wall is 

unclear from published materials. If the east wall indeed followed the trajectory of the 

basement wall, the length spanned just over 23.00 m, but the groups Evans found on the 

wall spanned only about 11.00 m. Evans reports that the first three fragment groups 

formed a continuous line of mural with only “small gaps” between the groups (Evans 

1921–1935, II, 720). As previously mentioned, the sketch by de Jong of the area as it was 

found shows no gaps between the groups, and it has major inconsistencies (Fig. 6). Thus, 

the exact spacing between the fragment groups is conjectural.  

Fragment Groups 1–3 are arranged in a span of 11.00 m to abide by Evans’s 

estimate (Fig. 107). Wall indentations in the plaster of FG 1 noted by Cameron indicate 

that this piece set immediately against the threshold of the corridor, but no other such 

firm architectural clues can be gleaned from the plaster pieces from this wall. The long 

strip of FG 2 adequately illustrates a general mode of composition of the mural that 

suggests a wide arrangement of the fragments and reconstructed figures: large gaps of 

empty space separate groupings of figures (e.g., the preserved large gap between HFs 8 

and 9 and the rest of the figures). This spacing becomes a principle throughout the 

reconstructions of both walls. In addition, iconography elucidates the proximity of FG 2 

to FG 3. While the singularity of the southernmost figure, HF 19, and the wide stance 

imitates the pose and arrangement of figures in FG 3, the undotted anklet of HF 19 

distinguishes it from the rest of those figures. For these reasons, a small gap separates 

these two fragment groups. The jug held by the last figure in FG 3 marks 11.00 m from 

the beginning point of the mural on the east wall. 
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Groupings of figures replicated from FGs 1–5 compose the remaining 12.00 m of 

the mural on the east wall, but the conjectural nature of this part of the composition 

prohibits its reproduction as a figure in this text. This totally reconstructed southern 

portion of the wall uses the spaced composition of FGs 1–3 as a guide, and so a close 

group of figures in Mycenaean tunics and Minoan dresses with flounced kilts, a group of 

figures featuring the transfer of a sacral knot, and somewhat isolated figures repeat on the 

wall once more. Due to the findspot to the south of the palace, FG 5 is reconstructed at 

the southernmost point of this wall. 

Even more of the west wall is totally reconstructed, as only FG 4 exists from this 

area. Considering the brief comment on the placement of FG 4 in The Palace of Minos, it 

is placed at the beginning of the west wall opposite FG 1. A door to the Reception Area 

indicated in Evans’s plan of the corridor staggers the arrangement of the mural so that it 

begins about 1.30 m farther south on this wall. Consequently, the front of the dress of HF  

34 is about in line with HFs 10 and 11 from FG 2. The rest of the west wall is 

reconstructed in the same way as the east wall, repeating the same groupings and 

imitating the same spacings of figures.  

The unusual composition and iconography of this mural cast uncertainty onto 

what the mural originally depicted, and the lack of survival of many fragments obfuscates 

the actual dimensions of the painting— in other words, did the mural continue down the 

east–west passage, or did it end at the first turn? While the answers are unclear, the 

making of the model and the placement of the mural onto the walls made it difficult to 

imagine that the mural continued further. Firstly, it was already immensely large at 

almost 50.00 m in length. Extending the mural throughout the entire corridor would make 
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the length quadruple in size. Secondly, the walls of the east–west passage as 

reconstructed by Evans features several doors on the north wall and many doors on the 

south wall which would harshly punctuate a continuation of the mural. Clearly, 

architectural uncertainties largely impact the understanding of this mural. 
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CHAPTER 7 

EXPERIENCING THE PROCESSION FRESCO 

 

This section seeks to contextualize the Procession Fresco from Knossos through a 

discussion of the phenomenological experience of the visitor within the space. While 

iconography is discussed in an analytical study in Chapter 4, the imagery is briefly 

revisited here through a new lens. The phenomenological study seeks to understand the 

perceptual impact the mural bears on the human experience. It takes into account the way 

the viewer would have encountered the mural and the subsequent information conveyed 

to them. Various ideas and concepts imbued in artwork cannot be communicated through 

iconography or a simple notation of find spot, but rather they are formed when 

experiential aspects such as scale, light, and space coalesce with the experience of the 

work.  

Wall paintings are considered all too often without their architectural contexts in 

mind even though they inherently link to a physical space that determines who sees them 

and how they were seen. This chapter seeks to ameliorate this issue with the Procession 

Fresco specifically. Unlike many other wall paintings from Minoan Crete, this mural 

provides a unique opportunity to examine the architectural context because it was found 

adhering to the walls. Although partially destroyed at the southern end, the general 

dimensions of the Procession Corridor are known, and thus we can gain valuable insight 

into the mural’s architectural placement and how people experienced it when they entered 

the palace as part of a procession. Cameron first used this type of theory when he 

suggested that the painted figures acted as signposts to the ancient processional 
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participant (Cameron 1976, I, 140). This study seeks to investigate his idea using the 

digital model and Procession Fresco reconstruction detailed in Chapter 6. 

 

Walking through the West Entrance System 
 

The experience of the Procession Fresco begins outside the West Entrance System 

in the West Court. This walkthrough follows part of Route 1 detailed in Chapter 5, 

beginning at the southernmost end of RW 6. The walkthrough moves southward and 

parallel to the West Façade, continues through the West Porch, and through the 

Procession Corridor until it reaches the east–west continuation. The camera placement is 

at an eye level of 1.52 m in the walkthrough and all the still photographs which is about 

average eye height of people in the United States. At this point the reader should 

reference the walkthrough simulation (see this vol., attached media). 

 The West Court contains visual reminders of the importance of the building the 

viewer visits and guides them to the various entrances via raised walkway. The ancient 

visitor as well as the modern visitor understands from the elevated position of these 

walkways that they are runways to follow. The raised walkways pull both the gaze and 

the body of the viewer through space toward the imposing, shadowy void of the roofed 

West Porch, which at a distance looks nestled into the palace due to its asymmetrical 

design and the projecting West Facade (Fig. 108). 
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Figure 108. View of the West Porch from Raised Walkway 6, looking south. Not to scale. 

Image author. 

 

Depending on the time of day, the imposing West Facade, only 4.75‒5.50 m away 

and towering 7.76 m high, encroaches on the viewer’s space and may cast shadows along 

their path. While at all times unforgettable, the West Facade’s undulating form creates 

dynamism and fosters an ever-changing relationship between those people in the West 

Court and the palatial building. While the architecture to the viewer’s left imposes upon 

their personal space, the wide, open space of the southern West Court provides breathing 

room. As the viewer continues down the path, they pass by a square altar that may have 

once been built up with mud brick positioned close to the tall facade. Directly above the 

altar is a window, and people already inside the palace may be watching this visitation. 

 A rather extreme change in atmosphere takes place once the visitor enters the 

West Porch (Figs. 109, 110). Whereas the West Court is open, airy, and bright during the 
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day, the West Porch is darker with long cast shadows at all times of the day. In addition 

to the roof and the shadows it creates, several physical factors differentiate this space 

from the previous one: 1) the red-plastered floor signals an interior rather than exterior 

space; 2) the visitor must cross over RW 8 which formed a mutable boundary to the 

porch; and 3) the walls are now decorated with paint (not seen in the model due to 

fragmentary nature). Faux stone dadoes and a mural with a bull on the east wall signal the 

prestige of the space the visitor entered (Fig. 110). No matter which interior path the 

visitor takes, they must confront the mural before officially entering the palace. 

Additionally, the central column and the criss-crossing pathways in this area foster a 

sense of weaving through space, providing dynamic alternatives for the visitor’s route. 

The mixing of interior and exterior elements and light and shadow of the West Porch 

induce a transitional feeling. While outdoor paving stones, a krepidoma, and orthostates 

continue, the space is not fully enclosed. One would expect that the bustling outdoor 

sounds of the court remain audible in this area, yet perhaps muffled. These elements 

coalesce to emphasize to the visitor that they are no longer outside the building, but 

partially within it. 
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Figure 109. Entering the West Porch, looking south. Not to scale. Image author. 

 

Figure 110. Inside the West Porch, looking east toward the wall the bull leaping fresco 

once adorned. Not to scale. Image author. 

 



304 
 

 

 The visitor weaves through the space and ultimately confronts the large, double-

door entranceway to the Procession Corridor (Fig. 111). Once the giant doors to the 

corridor swing open, the ancient visitor encounters a long and wide hallway with a single 

path of stones continuing down its entire length, again drawing the viewer down the 

length of the corridor (Fig. 112). At the very end, one can see the stones turn east, hinting 

at the prolonged journey inside.  

 

 

Figure 111. Entering the Procession Corridor, looking south. Image author. 
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Figure 112. View of the Procession Corridor, looking south. Not to scale. Image author. 

 

Once inside the corridor, the light changes once more. It is even darker in this space, and 

though the hallway is wide, the visitor is more restricted by shadow and architecture. The 

sounds of the busy West Court are likely muffled or completely inaudible in this new, 

fully enclosed space. The most noticeable element is the Procession Fresco on both sides 

of the viewer (Figs. 113, 114). The highly saturated, two-dimensional figures command 

attention and enclose the space. At the fundamental level, the imagery in the mural 

creates rhythm and fosters movement. The undulating horizontal black lines tie together 

the arrangement of the figures, stimulates our senses, and exaggerates the length of the 

corridor. Indeed, the mural stretches out before the viewer and creates a visually 

overwhelming corridor. The composition of the fresco adds a visual cadence and 

excitement through repetitive figure placements and empty spaces. The lack of bright 

light also adds to this air of mystery and therefore separation. These elements create 
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movement in an otherwise still composition, and together form a mural that is ever 

changing.  

The figures tower over the ancient viewer, as they are slightly taller than the 

average Minoan and situated on top of a banded dado about 15 cm high. This difference 

in height is perhaps the most significant perceptive observation brought forth by this 

study in that while the large scale of the figures lends itself to connection with the ancient 

and modern viewer, they are ultimately too tall to lend to a simple expansion of reality. 

Cameron famously suggests that these figures function as guideposts to the ancient 

viewer, but this multifaceted experience presented here indicates they perform on a more 

complex level in that they are simultaneously within the visitor’s environment and 

separate from it.  

 

Figure 113. Inside the Procession Corridor, with part of Fragment Group 2 at the left, 

looking south. Not to scale. Image author. 
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Figure 114. Inside the Procession Corridor, with Fragment Group 3 at the left, looking 

south. Not to scale. Image author. 

 

Other iconographic elements also lend to this dichotomy of joining and separation 

with the mural. The banded dado, a common decorative element in Aegean wall painting, 

serves to remind the viewer of the painted architecture. The inclusion of a ground line 

diminishes naturalistic potential and emphasizes the constructed nature of the scene 

(Chapin 1995, 142). The dado therefore also distinguishes the painted processing figures 

from the viewer by reminding us they are not in the same reality but instead exist 

memorialized in architecture. The elevation specifically also separates these figures from 

the ancient procession: they do not walk through the Procession Corridor on the same 

ground as the viewers. Such an elevation, however small, would combine with the fact 

that the painted humans are also slightly larger than lifesize to result in these figures 

resting at a full head higher than the ancient viewer. Considering this, the ancient viewer 
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must look upward to see the faces in the mural and connect with them. The banded dado, 

then, emphasizes the painted figures’ union with the architectural environment, and it 

indicates that these two-dimensional figures exist in a separate plane than the visitors. 

Conversely, that the mural surrounds the viewer on both sides clearly incorporates the 

viewer into the simulated events. The viewer thus walks amongst painted processions, at 

once taking part in them and viewing them from afar.  

The background also probably fosters a multiplicity of associations for the ancient 

viewer. The rocky landscape represented by undulating bands extends the space for the 

viewer (Panagiotopoulos 2012) and transports them from a purely indoor space to an 

outdoor one considering the ancient Minoan visitor innately understood this visual 

shorthand. However, the dado, working to emphasize the architectural context outlined 

above, prohibits a purely outdoor reading of the mural. By creating a scene that 

simultaneously references its physical context and another outdoor context, the mural 

performs on multiple levels and can fulfill several meanings. The viewer can internalize  

the event depicted in the mural as occurring in an outdoor space such as a peak sanctuary 

or the West Court, the indoor space the viewer occupies, a completely separate, unreal 

space that adheres to neither indoor nor outdoor realities, or a combination of these 

interpretations at the same time. This multiplicity of settings also allows for the mural to 

support all types of processions, and the composition of the mural suggests that indeed a 

variety of events are depicted here (see this vol., Ch. 4). 

This study indicates that the Procession Fresco mural goes beyond a synchronistic 

relationship between architecture, painting, and viewer propounded by scholars in 

overarching reviews (Cameron 1976, I, 140; Panagiotopoulos 2012; Morgan 2016, 192–
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193). Instead, this in-depth focus on the painting within its architectural context signals 

that while it performs and enhances ritual functions analogous with those actions 

completed by the ancient viewer, the painting also works to disconnect with the viewer to 

an extent. While it could still function as a guide to the ceremony, it was also meant to be 

showcased, admired, and appreciated for its transcendence and differentiation from the 

real ceremonies. The iconographic and phenomenological elements of the painting 

combine to create a complex, larger-than-life scene that ultimately feels disconnected 

from our own reality. 
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CHAPTER 8 

CONCLUSIONS 

 

This study reexamines the Procession Fresco from Knossos using traditional and 

innovative methodologies. The study places the Procession Fresco within its cultural and 

architectural contexts by exploring iconography and investigating the West Entrance 

System at Knossos. The study reevaluates the mural at the most basic level: reconsidering 

issues of inclusion of fragments, chronology, and placement on the walls. These 

considerations along with an examination of iconography leads to the creation of a new 

reconstruction of the painting that is used as a tool for the phenomenological 

interpretation. Finally, innovative technologies are utilized to reimagine the Procession 

Fresco in its original, though simulated, context by use of a digital model. A 

phenomenological reading of this reconstruction within the digital model results in the 

observation that the Procession Fresco interacted with the viewer in a multifaceted way. 

When considered altogether it seems evident that the Procession Fresco not only imparts 

a sense of Knossian luxury and prestige to the viewer, but it also likely draws upon 

collective memory and myth. 

 Chapter 1 introduced the Procession Fresco and the goals of the dissertation, and 

it grounded the study in critical theory. Iconography decodes the meanings of the 

Procession Fresco and aids in reconstructing the overall scene. The major challenges of 

iconography include the separation of time, space, and culture between the modern 

interpretation of the ancient subject. Phenomenology is a new lens through which to 

interpret the mural. It involves the consideration of how the mural and its architectural 



311 
 

context create meaning and shape the experience of the ancient viewer. However, the 

major limitations of the phenomenological approach are the same as the iconographic, 

but they also include the lack of inclusive technology to recreate a truly accurate 

atmosphere touching on all senses and modes of perception. 

 The second chapter focused on the architectural context of the Procession Fresco: 

the West Entrance System. The extant remains, chronology, and previous interpretations 

of this space were considered here. An in-depth examination of Evans’ reconstruction of 

the West Porch indicates that much of Evans’ ideas and theories are grounded in an 

extensive understanding of Minoan civilization, but they are exaggerated into a grandiose 

amalgamation of Neopalatial elements without basis in physical evidence of this space. 

This chapter proves that, despite the embellishments in detail made by Evans, the 

Procession Fresco occupied what likely served as a distinct, ceremonial entranceway to 

the palace during the Late Bronze Age.  

The third chapter introduced the Procession Fresco in full detail and discussed the 

five fragment groups. Other fresco fragments that have once been posited to belong to 

this mural were evaluated here and proved not relevant at this current stage. In addition to 

the discussion regarding the actual fragments, the controversial date of the painting is 

discussed. Through an analysis of stratigraphic, architectural, iconographic, stylistic, and 

technical evidence, the date of the painting has been suggested to be LM II. New 

evidence in textile-pattern iconography presented in this section also supports this date.  

Chapter 4 encompassed the iconographic approach of the study by concentrating 

further on the extant imagery of the painting, and contextualized it within the context of 

the visual culture in the broader Aegean. This section broke down the mural into smaller 
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elements including types of garments, textile patterns and embellishments, processional 

equipment, background elements, and overall composition, and it established parallels for 

them in other material culture in Minoan Crete, the Mycenaean mainland, the Cycladic 

Islands, and occasionally, Egypt.  

The iconography revealed two broad interpretations of the fresco. The first 

interpretation develops out of repetition of figures and the variation in imagery. The 

repetition of groupings of figures probably indicates that the general transferring scene 

depicted in FG 2 was replicated throughout the hall, perhaps with different objects. The 

immense variation in costume, textile pattern, and arrangement of figures is unique to this 

depiction, but each element draws on pre-existing Minoan representations of many 

processions. Considering the amount of diversity within one composition and the 

vignette-like arrangement of groups of figures, this mural likely depicts multiple events 

rather than a single, linear procession. When considering the meaning of processions in 

the wider Mediterranean world such as those images from Egypt, this procession utilizes 

imagery to proclaim its status as the ceremonial and perhaps, by extension, political hub 

of the island. The second major interpretation from this chapter encompasses the 

background elements. The banded dado and the undulating background serve 

dichotomous roles: the banded dado emphasizes the two-dimensionality of the painting 

on its flat wall surface, but the undulating background could serve to indicate an outdoor 

setting. The mixed indoor and outdoor background elements play against one another, 

and therefore the scene transcends our reality. The diversity, luxury, unusual 

composition, and conflicting settings unite to create a scene that likely neither serves nor 

commemorates a single event, but instead, it encompasses all types of processions at 
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Knossos. It imbues the mural with a versatility that can adequately represent and serve 

any type of procession that took place in its hall, and the various imagery coalesces into a 

larger-than-life event. 

The fifth chapter contextualized the Procession Fresco within the wider 

processional experience at Knossos and examined how the rulers at Knossos could use 

the events to create and establish social hierarchies. Raised walkways in the West Court 

at Knossos provide the best means of understanding how these ephemeral acts unfolded 

as the extant paths are preserved there and throughout the Knossos town. These paths 

indicate where these ceremonies took place, and their design reveals that processions at 

Knossos were dynamic events that could have different routes depending on the intended 

significance or ritual. Stations such as the Theatral Area, altars, and the Northwest 

Treasury situated close to these pathways prove these gathering, storage, and presentation 

areas were integral parts of the ceremonies. The raised walkways and other features of 

the West Court at Knossos suggest a variety of processions took place here. Dancing, a 

harvest festival, renewal of kingship, and a festival in honor of a fertility goddess have 

been proposed in this arena, and there is no reason any or all of them could have taken 

place in the court considering the extensive network of pathways and the variety of 

stations and destinations. The court and the entrance system were equipped to serve a 

multitude of types of procession, one or more of which were distinctly tailored to 

Knossian culture. In addition, the continuation and integration of raised walkways into 

the West Entrance System inherently ties actual processions to the Procession Corridor 

and the Procession Fresco. The Procession Fresco from Knossos, then, was produced to 

perform in this cultural context and serve variable events. 
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The sixth chapter explains the methodology of the creation of the digital model 

and the Procession Fresco. The current study adheres to the field standards of restoration 

including minimal intervention and anastylosis for the reconstruction images of the 

mural. For the digital model, exact reintegration is utilized to avoid unnecessary 

distractions that could inhibit the phenomenological reading of the space. The chapter 

also explains each choice and the decision-making process of the digital model and fresco 

in order to provide full transparency for the reader.  

Chapter 7 details the phenomenological reading of the walkthrough created in the 

digital model. The simulation demonstrates that viewer undergoes several experiential 

changes when moving from the open, bright West Court, into the transitional West Porch, 

and finally to the darkened, enclosed Procession Corridor. The Procession Fresco, instead 

of connecting with the viewer on a basic level as a co-participant, towers over the viewer 

and establishes dominance in the experience. Yet, the viewer is surrounded by the mural 

and therefore intrinsically part of it. The result is that the mural both detaches from and 

encompasses the viewer rather than simply complementing them. 

 

The evidence and interpretations presented in the previous chapters underscore 

the multifarious, extraordinary nature of the Procession Fresco. The examination of the 

raised walkways and associated features in the West Court reveal that many types of 

processions took place at Knossos. The Procession Fresco then, also needed to perform in 

this cultural context and serve variable events, and the composition and background 

elements discussed in the iconography chapter allow for complex, multiple 

understandings of the mural. Even the walkthrough of the model indicates that the viewer 



315 
 

could interact with it in a multitude of ways, either as a passive viewer or as a participant. 

The undeniably grand function of the West Entrance System as the ceremonial entrance 

to the palace necessitates that the fresco, too, is grand and conveys messages about the 

rulers and the civilization as a whole. The painters of the fresco achieved this by 

exhibiting richly embroidered clothes of many types and accessorized costuming that 

represented metal embellishments and bead-net attachments that have no functional place 

in the mundane realm. The reconstructed mural placed within the restored hallway also 

indicates that this mural overpowered the viewer and impressed them with its expanse, 

larger-than-life-size figures, and level of decorative ornament. 

These two results suggest that the mural serves as a climactic event of processions 

at Knossos that enter the palace through the West Entrance System; the pomp created in 

the West Court does not cease when the ceremonies transitioned into the palace, but 

rather it is amplified. The experience of the participants changes once entering the 

corridor, and the extraordinary mural stimulates their senses by simultaneously 

transporting the viewer to a new setting and enclosing them within palace walls. The 

viewer both joins the figures in the Procession Fresco in their ceremonies and remains 

keenly aware of their separation from the painted scene. The multiplex mural does not 

simply guide viewers through the space but actively shapes the experience of the 

ceremony. By entering this corridor, the viewer is confronted with other events and joins 

them in that moment, ever conscious that one is not truly a participant in the painted 

ritual. Instead, the mural exists in a space outside of the viewer’s reality.  

The Procession Fresco’s multifarious nature not only provides the necessary 

versatility for a ceremonial entranceway likely used for more than one type of occasion, 
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but the resulting extravagance also could have served the purpose of igniting collective 

memory and/or displaying myth. The painting depicts several different types of events 

culled from other media and combines them into one grand scene (see this vol., Ch. 4). 

Further, the mural both resides in our reality and beyond it: it simultaneously presents an 

interior and exterior scene, and it neither fully includes nor excludes the viewer in its 

narrative. The result is that it seems like it represents another dimension altogether: 

historic, mythic, or both.  

Myths and collective memory are not dichotomous concepts, and they perhaps are 

two sides of the same coin. Both concepts are shared by a community, and they create 

and solidify facets of identity fundamental to a culture (Halbwachs 1980). Furthermore, 

they both operate using the past through shared experiences, retellings of experiences, or 

reimagining them (Heehs 1994). These retold narratives promote and create shared values 

and crystallize their place within the identity of the community (Burkert 1979; Basso 

1996, 40; Mills 2002, 4). The otherworldliness when experiencing the Procession Fresco 

described above suggests that it draws upon these transcendent stories that the Knossian 

viewer experienced and/or recognized as part of their own communal identity. The mural 

invokes collective memory by pulling together different types of scenes in various 

Minoan art and combines them to produce a larger narrative.  

The ambiguity in the setting of the painting also may be a product of the 

ambiguity of time and ritual. Scholars have argued for different modes of time within a 

society including mundane time involving the present, daily, life-sustaining activities, 

and ritual time involving the perception of time when rituals are enacted (Bloch 1974, 67; 

Adams 2007). The latter is relevant to the Procession Fresco and the processions that 
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took place at Knossos outlined in Chapter 5. Ritual time, though its exact conception 

differs from scholar to scholar, encompasses a time outside of time (Rappaport 1999, 

216) in that it merges the past, present, and even the future through repetition of 

traditions (Turner 1969; Bradley 1998, 89; Adams 2007, 403). In other words, rituals 

simultaneously connect past, present, and future actions in the mind of the individual and 

of the community. Formulas and prescribed elements that follow traditions not only 

imbue the ritual with a supernatural element (see this vol., Ch. 5) but also stabilize the 

ritual and allow for its repetition through engagement with social memory (Connerton 

1989), a well-known tool for legitimization of power (Alcock 2002). The ambiguous 

setting of the mural — the undulating background and banded dado — creates a space 

that does not mesh with reality. Its active pushing and pulling of the viewer’s conception 

of space generates a feeling of existence separate from physical reality where mundane 

time exists, and it may instead reference reality-bending ritual time. 

The identification of myth in Aegean art often focuses on narratives that are easily 

identifiable due to repetition or connections to later Greek myths (Chapin 2016a, 

Younger 1995, 2016). The Procession Fresco fits only one of these qualifications in that 

the processional theme was long represented in Minoan art. Mythic realms have been 

identified in their ambiguity and fantastical nature, and they are often differentiated from 

scenes of ritual action (Morgan 2016, 196). Yet, scenes of myth and ritual action need not 

be dichotomous, and they may instead operate with and rely upon one another to generate 

meaning as the two concepts reinforce one another. Belief and action, respectively myth 

and ritual, fundamentally relate in that myth explains phenomena and ritual ensures them 

(Segal 1997, 18). The lines between myth and ritual in society are thus blurred, and this 
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situation mirrors the blurring of viewing (the myth) and participation (in the ritual) in the 

experience of the Procession Fresco. 

The ceremonial entrance corridor of the largest palace in Crete is a prime place to 

incorporate an image built on memory or myth as these two concepts form identity in the 

individual but also on a collective scale. Because the palace at Knossos functioned as a 

cosmological and economic center of the island, it represents the people who built it. 

Thus, a mural referencing and manipulating memory and myth— two concepts which 

shape the identity of a community— is a fitting subject to decorate an entranceway, 

especially if one considers it was commissioned by a new administration after widespread 

traumatic destructions.  

The portrayal of myth and/or memory at an entrance may not have been a passive 

move made by the Knossian elite but rather propaganda. By portraying a narrative so 

fundamental to a community’s identity, the Knossian elite have the ability to control that 

narrative and assert dominance over it. Shared past and mythic tales can be controlled 

and manipulated to promote nationalism and legitimize authority (Connerton 1989, 1; 

Smith 1999). While nationalism is an achronistic concept, the Knossian palace could 

have used the Procession Fresco to harness the cultural heritage of the island and claim 

ownership over the stories and concepts that form the core of the civilization. The 

incorporation of the mural and all its connotations into the physical walls of the building 

only underscores this authority. One cannot enter Knossos without seeing the firm 

proclamation that this palace contains, upholds, and fosters the ceremonies presented in 

the fresco. 
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As has been previously mentioned, this commandeering of imagery contributes to 

the idea that Knossos economically, religiously, and politically controlled the island at 

this time. It may express a continuity in beliefs for the palace in LM II, a time of renewal 

and renovation just after devastating destructions. The message here could be that 

although the artistic style, written language, and perhaps group of ruling elite have 

changed or begun to change by this time, the myths of the civilization continue. The 

corridor was painted with the processional theme during the Neopalatial period, thus 

highlighting this continuity in artistic tradition and perhaps cultural beliefs, as well. 

Foregrounding continuity with the past legitimizes current sociopolitical situations 

(Bradley 1998, 90–91), and whether or not new rulers overtook Knossos, the many 

cultural changes and destructions throughout the island suggest that continuity needed to 

be stressed in order to quell the inhabitants’ worries of change. 

Of course, the Procession Fresco embodies and communicates different meanings 

depending on the background of each visitor. It would only touch on the concepts of 

memory and myth when viewed by those who existed within the same community as 

those who commissioned it. A visitor from outside of Crete or the Aegean may only 

comprehend a superficial interpretation centering on luxury and prestige from this 

painting rather than understand these subconscious, complex concepts functioning 

outside collective memory. The mural’s position inside the main entrance of the palace 

adjacent to a similarly monumental portico accentuates Knossian wealth and culture and 

sends a powerful message of success to foreigners. However, for non-Minoan visitors 

such as ourselves, the Procession Fresco is not any less enthralling or meaningful; it 

demands attention and provides glimmers of past extravaganzas.  
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APPENDIX A 

KNOSSOS RAISED WALKWAYS CATALOG 

 

The raised walkways at the site will be discussed based on a plan designed by 

Warren but modified for this dissertation (Fig. 83). Each raised walkway here is labeled 

1–12, and they will be described individually with dates and measurements when 

feasible.83 When referring to a particular raised walkway, the name will be abbreviated as 

RW.  

 

Catalog 

 

RW 1: Royal Road 

 

The Royal Road, named by Evans, is perhaps the most well-known raised 

walkway in Minoan Crete (Fig. 115; Evans 1903–1904, 45–54; 1904–1905, 1–3). It runs 

about 160.00 m east to west terminating at the Theatral Area to the east and the modern 

highway at the west (Warren 1994, 192 n. 15). The entire road is about 3.80 m wide, and 

the central raised pavement is 1.40 m in width (Evans 1921–1935, II, 574, fig. 359). The 

raised limestone paving slabs are rectangularly dressed and arranged in two abutting 

rows. Each slab is uniform in width (70 cm) but their lengths vary, the longest of which is 

 

83 Dimensions for the walkways, unless otherwise cited, are estimated from Hood 
and Taylor 1981, plan. 
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2.80 m (Warren 1994, 192). Minoan buildings including an ivory workshop, the Little 

Palace, and the Unexplored Mansion line either side (Fig. 83; Hood and Smyth 1981, 51). 

It may have branched northward at about the location of the Little Palace (Evans 1921–

1935, II, 574). Middle Minoan IIIB–Late Minoan IA potsherds found in a drain 

associated with the road indicate to Evans that it was constructed at this time (Evans 

1921–1935, II, 576). However, Warren argues that it was in fact built in MM IB (Warren 

1994, 201–202). Warren also suggests the Royal Road continued to be in use from the 

LM II–LM IIIA as several buildings of these dates lined the road (Warren 1994, 202). 

 

 

Figure 115. Raised Walkway 1 (the Royal Road), looking east toward the eastern flight of 

the Theatral Area at Knossos. Photo author. 
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RW 2: Evans’s 1904 Test Trench 

 

In 1904, Evans uncovered an east–west raised walkway in a test trench about 

253.00 m west of the modern limit of the West Court (Evans 1903–1904, 49 n. 1). Evans 

notes its construction similar to that of the Royal Road (Evans 1921–1935, II, 573–574), 

and it is likely the continuation of perhaps this roadway because the test trench dug by 

Evans roughly aligns to this main east–west artery (Evans 1921–1935, II, 572–574; 

Warren 1994, 194). The path uncovered in this trench is the westernmost raised walkway 

at the site and that farthest away from the palace. The test trench is directly south of the 

Little Palace and the neighboring Unexplored Mansion. No evidence to date this section 

of the road was recorded.  

 

RW 3: Southern Branch of Royal Road 

 

A southern branch of the Royal Road was constructed in the Western Court near 

the Theatral Area (Figs. 116, 11). It runs from just west of the Theatral Area to the 

feature’s eastern edge. The road ascends eastward through a small entranceway to the 

palace proper between the boundary walls of the Theatral Area to the north and the 

facade and entrance of the Northwest Treasury at the south. The entrance corridor to the 

Northwest Treasury is located about 1.50 m from the causeway.  
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Figure 116. Raised Walkway 3, looking west toward the Royal Road (Raised Walkway 

1). Photo author. 

 

 

Figure 117. Raised Walkway 3, looking east at the junction with Raised Walkway 4. 

Photo author. 
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Parts of this raised walk are preserved for approximately 62.00 m.84 It is made of 

two rows of limestone slabs in similar width and lengths as the Royal Road. The branch 

also appears to have been built at the same time as the Royal Road, placing its 

construction in the MM IIA period. It probably continued in use during the later periods 

as well considering it remained exposed and intact. However, no dating evidence specific 

to this branch has been recorded.  

 

RW 4: Third Branch of Royal Road 

 

A third branch of the Royal Road extends northeastward in the West Court from 

the southern branch of the Royal Road (Fig. 118).  It is not well preserved, though it may 

have extended about 9.00 m85 despite Evans’s vision that this branch continues farther 

(Evans 1921–1935, II, plan A). Raised Walkway 4 is slightly narrower than the Royal 

Road and RW 3 at approximately 1.10 m wide. A single row of slabs compose this path 

which may reflect a difference in date of construction but no dating evidence specific to 

this branch has been recorded.  

 

84 Evans connects this branch to a section of pavement further east by about 18 m 
toward the propylon at the north of the palace. However, this area is not well preserved 
and it is difficult to ascertain that these portions of pavements were ever connected 
(Evans 1921–1935, II, plan A). 

 

85 Theodore Fyfe marks the original paving slabs of this branch over a 6.00 m 
extent (Evans 1921–1935, II, plan A). However, in Hood and Taylor’s later survey, the 
entire branch is noted as reconstructed (Hood and Taylor 1981, plan). 
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Figure 118. Raised Walkway 4, looking northeast. Photo author. 

 

RW 5: North–South Path in West Court 

 

A portion of a north–south raised walkway in the West Court that runs about 

19.00 m is not well preserved, and it may be reconstructed in the site’s current state.86 

Evans publishes the walkway as consisting of two rows of paving stones 1.40 m in width 

total (Evans 1921–1935, II, 609). The walkway is preserved or speculated to be present 

approximately 1.00 m west of Magazines 11–16. According to Evans’s reconstructions, it 

 

86 This description of the north–south path is based on that drawn in Fyfe’s 1928 
plan published in The Palace of Minos II. The majority of the upper portion of the path is 
noticeably absent in the plan drawn by Hood and Taylor in 1981 perhaps due to 
reconstruction or further erosion of the paving (Hood and Taylor 1981, 6). 
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begins at the north by intersecting the southern branch of the Royal Road (RW 3). From 

RW 3, it continues southward and adjusts to the rise in elevation of the hill by including 

several steps (Evans 1921–1935, II, 589). This north stretch of the walk is eroded, and its 

exact paving is unclear. Based on the existence of gypsum orthostates at the northwest 

corner of the palace, Evans reconstructs the raised walkway providing access to the 

staircase of the Northwest Entrance, but considering the late date of the latter, this exact 

trajectory is improbable (Evans 1921–1935, II, 590). South of Magazine 11, the walkway 

forks into two single lines of pavement: RWs 6 and 7. A square, stone altar base lies 

approximately 4.50 meters to the west of this path (Fig. 84; Evans 1921–1935, II, 612, 

fig. 384). It is generally accepted that the raised walkways in the West Court were built 

around the same time as the first palaces (van Effenterre 1980, 259; Shaw 2015, 14). 

 

RW 6: Eastern Branch of North–South Path in West Court 

 

The easternmost branch of the north–south path in the West Court is well 

preserved. Its trajectory turns slightly eastward to link with the West Porch. It is 

approximately 28.00 m in length, and it begins at Magazine 11 and continues southward 

until it reaches RW 8. It is approximately 2.00 m west of the Protopalatial facade of the 

palace, foundations of which Evans identified in the pavement of the West Court (Evans 

1921–1935, II, 661). When the western facade of the palace was moved farther east 

during the Neopalatial rebuilding of the palace, the path was then located about 6.00 m to 

the west of the facade. A square, stone altar base is located between the Protopalatial 

facade and the Neopalatial one (Evans 1921–1935, II, 614, fig. 385). Elevations taken at 
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the section of the path and the courtyard parallel to the altar base and Magazine 4 shows 

the raised walk is about 3 mm higher than the surrounding pavement.  

 

RW 7: Western Branch of North–South Path in West Court 

 

The westernmost branch of the north–south walkway is composed of a single line 

of rectangular paving slabs about 0.70 m in width (Fig. 119). The preserved length of the 

causeway is about 30.00 meters. It runs past the easternmost kouloura at Knossos at less 

than 1.00 m away (see also this vol., Ch. 5). It extends to the southwest area of the court, 

though its end point has not been preserved. Two separate theories have been put forward 

as to how this raised walk ends. One envisions the western branch of the north–south path 

(RW 7) joining with RW 8 in the south of the court based on the two paths’ trajectories 

(Preziosi 1983, 257, fig. II.28). The second theory is that the RW 7 joins with RW 8 to 

create a paved ramp which connects the town to the terraced West Court. The ramp then 

may align with paved walkways (RWs 11, 12) located under the modern day tourist 

parking lot (Warren 1984, 198). The ramp is 2.90 m wide, and it is located 6.00 m north 

of the trajectory of the east–west raised walkway in the West Court (Warren 1994, 198). 

Evans heavily restored the ramp and added large central raised paving slabs mimicking 

the raised walkways (Evans 1921–1935, IV, figs. 33, 34). However the present author is 

unable to locate evidence for these central slabs. 
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Figure 119. Raised Walkway 7, looking northeast toward Raised Walkways 5 and 6. 

Photo author. 

 

RW 8: East–West Path in West Court 

 

A path in the southernmost area of the West Court runs about 25.00 m east to wes 

and directly underneath the western facade of the palace at Magazine 2 (Fig. 120). It is 

composed of a double line of rectangular paving slabs similar to that of the Royal Road 

(RW 1). It is about 1.50–1.56 m wide (Warren 1994, 198). Evans considers this walkway 

to be the original main path of entrance into the palace (Evans 1921–1935, II, 661–664). 

Like RW 7, the path does not have a preserved end point, though Evans reconstructed it 

to connect with the eastern ramp located 6.00 m to the north (Evans 1921–1935, IV, figs. 

33 and 34; Warren 1994, 198).  
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Figure 120. Raised Walkway 8, looking east towards the West Facade of the palace and 

the West Porch. Photo author. 

 

RW 9: Royal Road West 

 

A section of raised walkway pavement known as the Royal Road West was 

discovered in excavations of 1971–1973 by Warren who notes that it is similar in 

construction to the Royal Road (RW 1; Warren 1972, 628). The path runs approximately 

north to south, and it joins with the Royal Road. It is composed of double central paving 

slabs equalling 1.40 m in width and flanked by cobblestone (Warren 1994, 192). The 

adjoining cobblestone made the road 4.88 m wide, about one full meter wider than that of 

the RW 1. The preserved length of the road is 12.90 m, although Warren notes that it 

probably extends past the limits of his excavation (Warren 1994, 192). The Royal Road 

West is flanked by walls, though without interior divisions signalling a building. Rather, 

Warren supposes the structures are grandstands or platforms (Warren 1994, 192). 

Copyright Restrictions 
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 Tests conducted below the road indicate that the terminus post quem of the 

construction of the Royal Road West is MM IB (Warren 1994, 192; 202). One test 

reveals paving that may have belonged to the EM III period upon which the central 

elevated slabs are placed which may be indicative of an earlier road without the central 

raised slabs. Unlike other raised walkways, evidence shows the abandonment of this road 

took place by the MM IIIB–LM IA transition due to the presence of a fill over the entire 

road (Warren 1994, 192).  

 

RW 10: North–South Path in Parking Lot 

 
Test pits in the modern day parking lot of the archaeological site revealed the 

junctions of three raised walkways (RWs 10–12; Hutchinson 1950, 210; Warren 1994, 

figs. 4, 5). Dressed stones in 1.40 m wide double lines similar to the Royal Road (RW 1) 

and the Royal Road West (RW 9) comprise these paths. One runs approximately north to 

south for 15.00 m almost parallel with the modern-day highway.87 This length includes 

where it joins with RW 11 and in the south where it terminates at RW 12. The 

construction style of the road suggests a MM IB construction date contemporary with the 

Royal Road (RW 1) and the Royal Road West (RW 9; Warren 1994, 203). 

 

  

 

87 Measurements for the three raised walks underneath the parking lot are 
estimated from the plan published by Warren (1994, 197, fig. 4). 
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RW 11: Northeast–Southwest Path in Parking Lot 

 

Two sections of a northeast–southwest raised walkway were also discovered 

underneath the parking lot (Warren 1994, figs. 4, 5). The preserved length of this walk is 

almost 12.00 m beginning at the join with RW 10 in the north and continuing 

southwestward toward the South House, Stepped Portico, and the Caravanserai 

(Hutchinson 1950, 210; Warren 1994, 199). Based on the plan, Warren supposes that it 

crosses with RW 12 and continues farther southwest making its length more than 26.00 m 

(Warren 1994, 197, fig. 4). Warren reconstructs the joining of RW 10 and RW 11 at the 

car park as a fork in a single raised walkway and suggests that they may lead 63 m north 

to join the Royal Road West (RW 9; Warren 1994, fig. 1). The construction style of the 

road supposes that it was built at the same time as the Royal Road and the Royal Road 

West in MM IB (Warren 1994, 203). 

 

RW 12: East–West Path in Parking Lot 

 

Three sections of an east–west raised walkway totalling 23.00 m in preserved 

length joins with RW 10 and RW 11 (Warren 1994, 4). The construction of this raised 

walkway is the same type as that in RW 10 and RW 11. No termination point has been 

discovered at either end of this walk. Its western continuation aligns with the ramp at the 

West Court. It runs approximately parallel to the Royal Road which is located about 

80.00 m to the north (Warren 1994, 198). Its eastern continuation is presumed to serve a 
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town with adjacent MM IA buildings (Hood and Smyth 1981, 208).88 The construction 

style of the road indicates it was built in MM IB (Warren 1994, 203). However, if it 

adjoins RW 8, which may have been restored in MM IIIB–LM IA, its date could be later 

as well. 

 

  

 

88 Warren also suggests that it may link with other roads without raised pavement 
near the Stratigraphical Museum extension site to the west (Warren 1994, 198). 
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APPENDIX B 

DIGITAL COLOR CATALOG 

 

The following catalog records the exact RGB codes used for the colors in the 

reconstruction of the Procession Fresco (Table 4). The appendix includes RGB codes, 

swatches, and notes as to where the color appears and how the color is determined. FGs 2 

and 3 are on display at the Herakleion Archaeological Museum (HM), and so these colors 

are matched using Pantone color swatches during personal observation (pers. obv.). 

Oftentimes, these modern swatches do not exactly correspond with the hue and saturation 

of the painted plaster, and in these cases two similar colors were recorded and later an 

intermediary color was chosen. The rest of the colors are estimated based on 

photographs, written descriptions, and other paintings from Knossos and Central Crete. 

This appendix is necessary because each monitor and printer render colors in different 

ways, and no matter the amount of calibration or precision, colors will always vary from 

screen to screen or paper to paper. 

  



371 
 

Table 4  

 

RGB color codes, methods of identification, and application of the colors used in the 
drawings and reconstruction of the Procession Fresco in this study. 

RGB Values Method of Identification Application 

R: 145 
G: 56 
B: 50 

FG 3; pers. obv. in HM; mixed from two 
swatches red-skinned figures 

R: 170 
G: 63 
B: 60 

FG 2, 3; pers. obv. in HM red textiles 

R: 66 
G: 167 
B: 198 

FG 3; pers. obv. in HM; mixed from two 
swatches background blue 

R: 0 
G: 153 
B: 190 

FG 2; pers. obv. in HM; mixed from two 
swatches blue for textiles 

R: 226 
G:149 
B: 37 

FG 3; pers. obv. in HM; mixed from two 
swatches background yellow 

R: 219 
G: 195 
B: 143 

FG 3; pers. obv. in HM vase body color 
from HF 20 

R: 30 
G: 30 
B: 30 

FGs 1–5; pers. obv. in HM black 

R: 204 
G: 134 
B: 194 

FG 1; estimated from written description in 
Cameron 1976; compared with colors in Hagia 

Triada Sarcophagus 
costume of HFs 1, 5 

R: 201 
G: 137 
B: 53 

FG 1; estimated from written description in 
Cameron 1976; based on background yellow costume of HF 2 

R: 14 
G: 77 
B: 135 

FG 1; estimated from written description in 
Cameron 1976; compared with colors in 

Partridge and Hoopoes Frieze 

costume of HF 7, 
applied to HF 34 
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