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Abstract

Minoan textiles have long fascinated scholars, who study every aspect from their intricate
patterns to the ways they connect the Minoans to their environment and other lands. At the same
time, there is a significant lack of physical evidence of Minoan textiles. Thus, archaeologists
must turn to their depiction in frescoes in order to hypothesize what these textiles might have
been made of, what function they had in Minoan society, and what they could tell us about how
the Minoans saw both themselves and their neighbors across the Aegean. This thesis primarily
focuses on one of these represented textiles, the so-called star-and-dot pattern from the House of
the Ladies at Akrotiri. While this pattern has been given some attention by archaeologists and
textile historians, there are still no concrete conclusions. This research seeks to investigate the
pattern, and to study its manufacture, its relationship to its surroundings, and its connections to
the other frescoes in Akrotiri and the wider Aegean. This thesis also examines the use of exotica
in Minoan culture, and realistically positions Akrotiri as a trading hub that would have come into

contact with other cultures of the Eastern Mediterranean.
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1. Introduction

The House of the Ladies in Akrotiri, in modern day Santorini, is the original home of
what is perhaps the only known example of the so-called star-and-dot pattern in Minoan fresco.
The star-and-dot pattern, originally a part of the ornamentation of Room 1 (Fig. 1), consists of
small red circles arranged linearly in a net-like pattern, with larger blue stars at each intersection,
upon a white background. At the bottom of the pattern and seeming to form a border are three
equally thick and undulating bands of color: the top and bottom band are dark blue, and the
middle band is light blue. The pattern covers the upper part of the wall; underneath it are painted
(as remains today) two female figures. Both are dressed in what is considered traditional Minoan
garb, including a tiered skirt with triangle-shaped layers decorated in stripes of blue and red, and
a blouse that leaves the chest bare. But who are the females depicted, and what does the star-and-
dot pattern above them represent? Is it supposed to be understood as a rendering of the night sky,
as some scholars have posited? Or, instead, is it meant to represent a textile? If so, in what sort of
environment, and what are viewers to understand about its use and possible symbolism? In an
attempt to answer these questions, this paper will employ visual and comparative analysis of
other frescoes from Akrotiri. It will also examine the trade relationships between the Minoans

and Egypt and the Near East using discussions of exofica.



2. State of Scholarship and Methodology

Previous research about this topic has typically focused on the star-and-dot pattern as
comparanda for other frescoes. This is the case with both Philip Betancourt’s “Textile Production
at Pseira: The Knotted Net” and Maria Shaw’s “Minoan and Mycenaean Wall Hangings: New
Light from a Painting at Hagia Triadha.” These articles’ main focus is on sites outside of
Akrotiri.

Betancourt’s article, “Textile Production at Pseira: The Knotted Net” puts forward an
interesting addition to the corpus of research on frescoes, especially those depicting textiles: the
knotted net pattern.! His research is primarily on the site of Pseira, a small island on the
northeastern side of Crete, though he mentions the star-and-dot pattern as possible comparanda,
especially noting the pattern’s connection both to ritual and elite women. The pattern he notes is
primarily from a fresco depicting a female figure with the pattern on her skirt. While the article
does provide some valuable insights, it does not go into much depth on the star-and-dot pattern
itself.?

Shaw’s “Palace and Household Textiles in Aegean Bronze Age Art” is primarily an
overview of wall hangings as represented in frescoes, and as such includes the star-and-dot

pattern.> Shaw’s article surveys different patterns that are thought to be textiles in Bronze Age

! Betancourt, Philip P. “Textile Production at Pseira: The Knotted Net.” In Ancient Textiles: Production, Crafts and
Society, edited by Carole Gillis and Marie-Louise B. Nosch, 1:185-89. Oxbow Books, 2007.

2 For further discussion see Fresco Comparanda

3 Shaw, Maria C., Anne P. Chapin, Elizabeth J. W. Barber, Giuliana Bianco, Brendan Burke, Emily C. Egan, and
Suzanne Peterson Murray. “Palace and Household Textiles in Aegean Bronze Age Art.” In Woven Threads:
Patterned Textiles of the Aegean Bronze Age, 22:105-30. Oxbow Books, 2016.
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Aegean art, without going into much detail on any one pattern. Thus, it serves mainly as an
overview of all patterns proposed to be textiles, but not as an in-depth source on any one pattern.

Another article by Shaw, “Minoan and Mycenaean Wall Hangings: New Light from a
Painting at Hagia Triadha” is an in-depth analysis of a pattern that appears in a Minoan Villa at
Hagia Triadha that may be indicative of a textile.* The star-and-dot pattern is used here as a piece
of comparanda, as Shaw puts forward more theories about the star-and-dot pattern in relation to
the pattern found at Hagia Triadha.

The ancient island of Thera (where Akrotiri was located) was a trading hub for the
Minoans, as it was close to the other Cycladic islands and Crete (Fig. 14). Its position in the
Aegean meant that several trading routes passed through or near the island: as a potential stop on
the way back from Egypt and the Near East, as a gateway to the Cyclades and mainland Greece.

The trade or acquisition of exotica is typically the beginning of the formation of a koine.
Koine is a theory that states that cultures which often come into contact with each other through
trade, geographical closeness, or due to conquest have a “common language” of shared visual
symbolism. This means that each culture contributes a common visual motif from their culture to
this common language, and variations of that symbol appear in every place that is a part of that
koine. During the Bronze Age, there was already a developing koine in the Eastern

Mediterranean, that of Minoan Crete, the Cyclades, Egypt, and the Near East.’

4 Shaw, Maria C. "Minoan and Mycenaean wall hangings: new light from a wall painting at Hagia Triadha." (2002).
> While the shared visual symbolism of these four regions has been much discussed by scholars, this research is
focused on the physical aspects of the koine: trade and material culture, specifically textiles and frescoes. In this
case, the term exotica is more appropriate, as it encompasses more of the trade and material aspect of this research
while still acknowledging the connectedness of this area. As Minoan Crete and the Cyclades could be considered its
own koine, the discussion of exotica will also be addressed in relation to them.



The study of the relationships between the Aegean, Egypt, and the Near East have been
extensively studied. For this subject, Cynthia Colburn’s “Exotica and the Early Minoan Elite:
Eastern Imports in Prepalatial Crete” and Elizabeth Barber’s “Reconstructing the Ancient
Aegean/Egyptian Textile Trade” have been particularly useful. Colburn’s “Exotica and the Early
Minoan Elite: Eastern Imports in Prepalatial Crete” examines the very start of the relationship
between the Eastern Mediterranean and Minoan civilization in the Aegean.® Colburn’s research
highlights the development of the noble class in Prepalatial Crete and their use of exotica, goods
from Egypt and the Near East. The ownership and display of exotica, Colburn argues, were a
way for the developing elite class of Minoans to display their status and separate them from the
general population. This was accomplished by emulating Eastern neighbors and showing that
these elite had knowledge of Eastern practices and access to Eastern goods. This is particularly
pertinent when discussing trade in this region, as the use of exotica as a status symbol continued
past the Prepalatial period.

Elizabeth Barber’s “Reconstructing the Ancient Aegean/Egyptian Textile Trade” is more
centered on the specifics of the trade between the Aegean and Egypt, though she encompasses
multiple subjects under that header.” Barber not only examines the trade of textiles between the
Aegean and Egypt, but also discusses the practical questions of sailing routes between Crete and
Egypt. In particular, Barber discusses the return journey back to Crete from Egypt, which offers
insight into what a returning ship’s cargo would consist of and why.

Joanne Cutler’s book Crafting Minoanisation: Textiles, Crafts Production and Social

Dynamics in the Bronze Age Southern Aegean provides valuable and up-to-date information on

¢ Colburn, Cynthia S. “Exotica and the Early Minoan Elite: Eastern Imports in Prepalatial Crete.” American Journal
of Archaeology 112, no. 2 (2008): 203-24.

7 Barber, Elizabeth, "Reconstructing The Ancient Aegean/Egyptian Textile Trade" (1990). Textile Society of
America Symposium Proceedings. 593.



the possible weaving techniques, loom technology, and textile materials in Akrotiri, as well as
the other islands of the Cyclades and the Aegean.® Two chapters are particularly pertinent,
specifically “Textile Production in the Wider Southern Aegean,” and “Textiles and Textile
Technology.” The former is focused on the whole of the Southern Aegean, and thus Akrotiri is
one of the sections within the chapter. The latter is primarily focused on the question of
production: how thread was made, what looms were used, what techniques were used to make
different textiles. These two chapters were invaluable, especially because they provided precious
images such as the cloth scraps found at the Akrotiri site.

Visual analysis of the fresco in the House of the Ladies will allow for comparison to
other frescoes from Akrotiri and other sites. These frescoes include, in particular, Xeste 3’s
Adorants and Saffron Gatherers, as well as a Lady from Pseira, and an example of a wall
hanging in fresco from Ayia Triadha. Such study will assist in determining the visual language
for household textiles in Minoan and Cycladic fresco, and thus, whether or not the star-and-dot
design fits within this category.

The study of the textile represented in this fresco naturally lends itself to material and
visual analysis. The material analysis will focus on the potential materials used to create the
proposed textile, based on the records found in archives on Crete and other palatial centers as
well as archaeological finds within Akrotiri, as well as personal knowledge of textile production

and natural fibers used to make yarn and thread. Alongside the material analysis will be a

8 CUTLER, JOANNE ELIZABETH. “Textiles and Textile Technology.” In Crafting Minoanisation: Textiles, Crafts
Production and Social Dynamics in the Bronze Age Southern Aegean, 33:37-60. Oxbow Books, 2021.
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discussion of koine and exotica as they relate to the sourcing of the materials used in the finished
piece.’

The wall paintings at Akrotiri have been seen as remarkably accurate in their
representations of textiles. Weavers with a range of skills have been able to reproduce the “easily
weavable” patterns from the frescoes of Xeste 3 in particular, which makes it more likely that the
star-and-dot pattern was representative of a real textile.! While there are still questions of make
and production in regard to this textile, it is by examining it both as an object familiar to the
residents of the House of the Ladies and as a representation of the intersections of wall painting,
textiles, and trade that we will understand better ancient Akrotiri’s connections to Minoan Crete

and the wider Eastern Mediterranean.

® While exotica is a more appropriate term to use for this study, as it is used for material objects, the topic of a koine
will still be discussed through the interactions between Minoan Crete and the Cyclades due to Akrotiri being
identified as both Minoan and Cycladic.

10 Ulanowska, Agata. "But How Were They Made? More about Patterned Textiles in the Aegean Bronze Age."
Fasciculi Archaeologiae Historicae 31 (2018): 39-54.



3. Visual Analysis and Previous Theories

The Room of the Ladies fresco (Fig. 1) consists of two main elements or zones. Starting
at the bottom of the fresco, the first element is the figural scene with the two extant female
figures. As restored today, the two figures are arranged almost heraldically, facing one another
from the extreme sides of the walls. They are slightly smaller than life sized, and they wear a
typical Minoan style of dress, with open bodices and layered kilts over a long skirt. The female
figure on the viewer’s left, so-called Lady 2, is bent forward. She wears a white blouse and skirt,
with bands of blue and red marking each layer of her kilt. She hands a layered kilt to a central
figure (Lady 3) that is now lost except for the edge of a skirt. The standing female figure on the
viewer’s left (Lady 1) wears a yellow skirt and bodice, with a simpler kilt that only has two
layers marked by bands of blue and red. Her arms are extended, her right lower than her left.
Unfortunately, since her right hand is lost, there is little known about what Lady 1 would have
been holding. The entire fresco is bordered by a thick black band at the very top, bottom, and
extreme of each side, similar to other frescoes at Akrotiri, such as those in Xeste 3 (Fig. 1). The
female figures stand on the line at the bottom of the fresco, as if it is a ground line. The
background of the fresco is a flat white.

In terms of garb, each of the layered kilts is tied with a belt at the waist. The underskirts
have a long line down the center, splitting them into two vertical halves. This is similar to the
festal and religious wear seen in frescoes from the Palace of Knossos on Crete. However, the
House of the Ladies kilts have a few stylistic differences to those seen in the Palace at Knossos.

For example, the layers in these kilts are pointed, whereas the layered kilts seen in frescoes at



Knossos are more square-shaped. This may be a cultural Cycladic difference, as similar pointed
kilts can be found on mature female figures in other frescoes at Akrotiri. The females in the
fresco appear to be dressing or preparing for something, as the bent lady is likely offering a kilt
to the missing central figure who is presumably not fully dressed yet. The type of dress they are
wearing is very similar to the mature female figure in the Saffron Gatherers fresco, in that they
both feature pointed layers and short, tight sleeves (Fig. 2).

The second element is the star-and-dot pattern that appears at the top of the painted wall
above the female figures. The pattern consists of a net made up of small red circles, with large
blue “stars” at each section. The undulating border of the pattern, directly over the heads of the
women, is made up of three bands. The top and bottom bands are dark blue, and the middle band
is a lighter blue. The star-and-dot pattern makes up the upper part of the fresco and undulates in a
way that seems to imply movement or being drawn upwards. The wavy border suggests the
movement of cloth. This is similar to the Quadruple Ivy Leaf fresco from Mycenae (Fig. 3), and
similarly suggests that the star-and-dot pattern is indeed meant to represent cloth or a type of
wall hanging.!!

The star-and-dot pattern border seems to be draped so that it rests just above the heads of
the two extant figures, as if the fresco painter had lifted it just enough to be able to see inside of
the space. The way the bottom border of the star-and-dot pattern moves has been compared to a
similar fresco from Ayia Triada, where the undulating edge of the bottom of the wall hanging in

that fresco is considered to be evidence that instead of being moved horizontally to open the

! Shaw, Maria C., Anne P. Chapin, Elizabeth J. W. Barber, Giuliana Bianco, Brendan Burke, Emily C. Egan, and
Suzanne Peterson Murray. “Palace and Household Textiles in Aegean Bronze Age Art.” In Woven Threads:
Patterned Textiles of the Aegean Bronze Age, 22:105-30. Oxbow Books, 2016.
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space like a pair of modern bead curtains; the wall hanging would have been drawn upwards.!?
This lends a new light to the positioning of the star-and-dot pattern. The way the border of the
pattern drapes itself around the heads and bodies of the two female figures is at first odd, as it
seems to be both low enough that it barely hovers above the back and head of Lady 2 and yet
high enough to rest over the head of the standing Lady 1. However, with this new information,
the picture is more clear: the strange draping of the border is due to it being drawn upwards to
reveal the scene. There may be more than one point at which the wall hanging is being drawn
upwards. This is based on the way the border seems to move upwards along Lady 2’s head, and
downwards behind Lady 1’s head.

The two female figures take up most of the main space of the fresco. They are both facing
towards the center, where there is a void of missing plaster. Lady 2 is on the far left, almost at
the edge of the fresco, which is similar to Lady 1 on the far-right side of the fresco. Because of
the missing parts of the fresco, it is difficult to say why these two women are at the very edges of
the fresco. Lady 2 is holding a kilt, and there is a fragment that suggests the presence of a third
female figure, Lady 3, who would be positioned in the center of the scene and might be the
recipient of the kilt.

It is unknown whether Lady 3 would have been seated or standing, as the extant
fragments are unclear. Suzanne Peterson Murray hypothesizes that Lady 3 is standing, in profile,
possibly with her head turned, similar to the Initiate in the Adorants fresco from Xeste 3, whose
body is turned towards the Wounded Woman, but whose head is turned to look towards the

adjacent wall and a shrine topped with bull horns.!3

12 Shaw, Maria C. "Minoan and Mycenaean wall hangings: new light from a wall painting at Hagia Triadha." (2002).
https://tspace.library.utoronto.ca/handle/1807/4299, 97.

13 Murray, Suzanne Peterson. “Reconsidering the Room of the Ladies at Akrotiri.” Hesperia Supplements 33 (2004):
101-30, 112-116.



Something interesting to note about the star-and-dot pattern is the way it stops at both its
upper and its lower border. At its upper border, which consists of horizontal bands of varying
width and color, the star-and-dot pattern ends uniformly at the border at the upper point of each
star. This is not the case with the lower border, the three bands of color. At this border, because
of the way it undulates above the three women, the pattern is cut off randomly, unlike the
uniformity of the upper border. The result is that the pattern is stopped sometimes in the middle
of the diamond-shaped space, and other times at the very edge of a star. This further proves that
the bottom border is in motion, and rather ingeniously highlights the main focus of the fresco:
the three female figures.

Overall, the Room of the Ladies fresco seems to depict three elite females of Akrotiri
preparing for a ritual. Much like the rest of the frescoes in Akrotiri, the fresco painter’s reasoning
for painting such a subject is unknown, as is the role of the fresco in the house. However, it can
be reasonably said that the owner of the House of the Ladies was likely one of the elite members
of society in Akrotiri. The house was also probably used as a place of residence with no other
function, as it does not seem to have much religious symbolism (as does the structure known as
Xeste 3), or evidence of trade and industry (such as the West House).

Previous theories about the star-and-dot pattern have mostly worked under the assumption
that the pattern represents a textile, but nevertheless do not agree on what type of textile it
represents. As stated before, the star-and-dot pattern in the fresco is made up of two parts: the
star-and-dot pattern itself and the border, which is made up of three thick bands of color.

Scholars who are also experienced weavers, such as Elizabeth Barber, have cast doubt on

10



whether the entire pattern was woven.!* While the three bands at the bottom were likely woven,
as stripes are a very common weaving technique, the more precise patterning of the upper
portion of the design is one that is hard to recreate even using modern weaving techniques.

Philip Betancourt suggests an alternate answer to the question of what kind of textile the
pattern is meant to represent: the knotted net. The knotted net, first recorded by Betancourt at
Pseira, a small island near the port of Mochlos on Crete, bears some similarities to the star-and-
dot pattern, because it is a net-patterned textile that appears in some form on the clothing of
painted Minoan female figures in fresco (Fig. 4). Betancourt also notes the conjunction of
possibly elite female figures and the knotted net and suggests that this is enough to classify the
star-and-dot pattern as a knotted net. However, there are significant differences between the star-
and-dot pattern and the examples that Betancourt provides that make his assertion less likely.
The knotted nets at Pseira do not have the suggestion of beads, as do the star-and-dot pattern at
Akrotiri, nor do they have any indication of something similar to the star shape at each
intersection. Furthermore, when examining Betancourt’s other example, the Room 9 Rosettes
fresco at Xeste 3 (Fig. 5), there are marked differences between that pattern and the star-and-dot
pattern.!> Thus, while it is likely that the star-and-dot pattern was inspired by the knotted net, it
cannot be categorized as a knotted net.

Betancourt also suggests that the pattern may have some ritual or religious connotation,
another claim that should be approached with some caution due to his lack of further explanation

or evidence.!® Religious or ritual contexts, while difficult to parse, have appeared in the house

14 Shaw, Maria C., Anne P. Chapin, Elizabeth J. W. Barber, Giuliana Bianco, Brendan Burke, Emily C. Egan, and
Suzanne Peterson Murray. “Palace and Household Textiles in Aegean Bronze Age Art.” In Woven Threads:
Patterned Textiles of the Aegean Bronze Age, 22:105-30. Oxbow Books, 2016, 113.

15 Betancourt, Philip P. “Textile Production at Pseira: The Knotted Net.” In Ancient Textiles: Production, Crafts and
Society, edited by Carole Gillis and Marie-Louise B. Nosch, 1:185-89. Oxbow Books, 2007, 187.

16 Ibid., 186.
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labeled Xeste 3, and variations of the star-and-dot pattern appear in the Adorants fresco and the
Saffron Gatherers fresco, there. Thus, in order to determine whether this pattern has a ritual
connotation, it is important to examine the contexts in which this pattern appears.

The context of the pattern in the Adorants fresco is on the blouse and skirt of the
Wounded Woman, with two different variations: one without stars, and one with stars in the
spaces of the net of dots. The Adorants fresco depicts a procession of three female figures, called
the Wounded Woman, the Initiate, and the Necklace Swinger (Fig. 6). The fresco seems to be
related to a coming-of-age ritual, based on the Initiate, a young female figure in yellow with the
partially shaven head at the front of the titular adorants. While the presence of this pattern may
suggest some ritual purpose for wearing such a pattern, neither of the other two figures are
depicted with the star-and-dot pattern variant seen on the Wounded Woman. The Necklace
Swinger, the other mature female figure, has instead a pattern of crocuses on her blouse, and
different designs incorporating diamond shapes on her skirt. The Initiate wears a plain blouse
and skirt, with the only ornaments there consisting of two panels of yellow crosses in her skirt
and the yellow veil she wears over her head. The veil does have clustered dots, but they are not
regular enough to be considered an offshoot of the star-and-dot pattern. The appearance of this
pattern in the fresco, though not on the Initiate herself, seems to indicate that while it may have
some ritual significance, the pattern is not vitally important to this particular coming of age
ritual.

The Saffron Gatherer fresco, in the same structure, is similar. The fresco depicts a young
female figure and a monkey gathering saffron, overseen by a mature female figure (Fig. 7). In
this painting, the pattern is most apparent on the blouse of the young female figure gathering

saffron but is absent on the mature female figure overseeing her. This variation of the star-and-

12



dot pattern involves the same diamond-shaped dot pattern and the stars, but instead of the stars
being at the points of the diamond, they are instead inside the diamond, much like the skirt of the
Wounded Woman. Like the Adorants fresco, this painting does have some ritual connotation, as
there is the shrine to a goddess on an adjacent wall. Thus, it is likely that the star-and-dot pattern,
in the Theran context, had some ritual or religious connotations associated with it.

Another theory suggests that the textile portrayed in the fresco is not one textile but two.
Maria Shaw, a prominent textile historian, posits that the textile represented by the star-and-dot
pattern was made separately from the border of the pattern, which is represented by the three
bands.!” The star-and-dot pattern itself is a beaded textile, she claims, with the beads either
embroidered onto it, or it is a beaded net with a cloth behind it for stability. The bands at the
bottom would have acted like the weighted bottom of a curtain, keeping the strings of beads taut,
but not so heavy as to cause breakage. While Shaw puts this theory forward, she does not expand
on it any further than mentioning the possibility, before continuing on to other examples. Shaw
references Betancourt’s knotted net theory and also a very interesting theory by Fritz Blakolmer,
who proposes that the “netted stars” are in fact meant to resemble, in textile form, the celestial
realm, thus creating a space to prepare for ceremonies.'® This explains why the beaded net is
placed near the top of the fresco and drapes down towards the figures without touching them.

These previous theories provide a solid base from which to examine the star-and-dot
pattern in the House of the Ladies, as they have provided examples of fresco comparanda and
textile comparanda to examine. The scholars discussed here, as well as others, agree that the star-

and-dot pattern is indeed representative of a textile, and is likely some sort of wall hanging.

17 Shaw, Maria C., Anne P. Chapin, Elizabeth J. W. Barber, Giuliana Bianco, Brendan Burke, Emily C. Egan, and
Suzanne Peterson Murray. “Palace and Household Textiles in Aegean Bronze Age Art.” In Woven Threads:
Patterned Textiles of the Aegean Bronze Age, 22:105-30. Oxbow Books, 2016, 113-114.

1% Shaw, 114.
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While Betancourt claims that the star-and-dot pattern is a knotted net, there does not seem to be
enough evidence to support his position, though the knotted net may be an inspiration for this
pattern. Shaw discusses a more believable proposition, that the pattern is representative of a
beaded net with some kind of woven textile behind it, but does not elaborate on her position,
instead offering a related theory by Blakolmer. Again, these theories provide a basis upon which
to construct an idea of what the textile that inspired the star-and-dot pattern may have looked
like. But, in order to fully construct a hypothesis, it is important to both examine the examples

these scholars provide and discuss how such a textile would have been created.

14



4. Fresco Comparanda

When trying to find comparanda for the star-and-dot pattern, one of the most fruitful
sources is Xeste 3. Xeste 3 is another house in Akrotiri, and is well known for its frescoes,
particularly those thought to have some sort of ritual or religious significance. This perception is
furthered by the presence of the “Saffron Goddess”, a large female figure with an attending
griffin on one of the walls of the house. However, more pertinent to the current research question
at hand is the Saffron Gatherer fresco on an adjacent wall and the Adorants fresco in the room
below. Another piece of comparanda comes from Pseira, an island near Crete. The pattern on
Pseira is more widely known as the “knotted net”, though it does have some similarities with the
star-and-dot pattern. What these examples are meant to provide are patterns that are similar to the
star-and-dot pattern, which may be able to shed some light on the use of this kind of pattern in
Minoan fresco and its role in Akrotiri.

In Akrotiri, variations on the star-and-dot pattern can be seen on some of the clothing
worn by female figures in Xeste 3. Xeste 3 is similar to the House of the Ladies, in that it was a
multi-story structure and thus likely owned by someone wealthy or of elite status within the
community. The presence of figures such as the “Saffron Goddess” and the depiction of what are
thought to be shrines has led many to believe that Xeste 3 was likely the religious center of the

town.!?

19 Bowers, Madeline. “LIFTING THE VEIL MARRIAGE AND MORTALITY IN THE XESTE 3 LUSTRAL-
BASIN FRESCOS AT AKROTIRIL.” Mediterranean Archaeology 34/35 (2021): 15-26.
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In the Adorants fresco, the Wounded Woman (Fig. 8) holding her foot, has a variation of
the pattern without the star on her blouse. This variation has the same net-like pattern of dots but
lacks any stars at the intersections of the net. On her skirt, a version of the pattern appears where
the stars are placed in the spaces of the net rather than at the intersections. These variations of the
star-and-dot pattern, especially the one placed on the Wounded Woman’s blouse, give some
additional hints as to what the star-and-dot pattern was meant to look like. The sheer backing to
the pattern on the Wounded Woman’s blouse is perhaps the most intriguing, as it provides an
alternate option for what could be a stabilizing measure for the star-and-dot pattern, as opposed
to the solid cloth of the skirt. The use of sheer cloth in the Adorants fresco, most notably the
blouses of the Necklace Swinger (Fig. 9) and the Wounded Woman and the veil of the Initiate is
extremely rare in Minoan fresco, as most cloth depicted is opaque and almost stiff, without the
wavy borders seen in the star-and-dot pattern. However, the sheer cloth depicted in this fresco
breaks those rules. This can especially be seen in the Necklace Swinger’s blouse. The cloth is
very loosely draped onto the figure and so the bend of her elbow as she swings the necklace
barely moves the fabric of her sleeve beyond a slight extension as she moves her arm. This is
very different to the blouses of other female figures depicted in the frescoes of Akrotiri, which
are more fitted to the shoulder and arm, with sleeves that end before the elbow.

Another important detail in the Adorants fresco and its use of sheer cloth is the veil of the
Initiate (Fig. 10), particularly the way the hem moves. The pattern of the veil at first seems to
imitate the star-and-dot pattern, but upon closer inspection, the dots are not connected to each
other like the star-and-dot pattern, though the dots on the Initiate’s veil are placed at regular
intervals. Focusing on the hem, while it is not as wavy as the border of the star-and-dot pattern,

as it is not as long as that border, the undulation of the hem of the Initiate’s veil is directly
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comparable to the undulation of the border of the star-and-dot pattern. A comparison of the curve
from the border of the star-and-dot pattern and the curve of the hem of the Initiate’s veil reveals
that they are almost identical (Fig. 11).

The younger female figure in the Saffron Gatherers fresco (Fig. 12), also in Xeste 3, has a
similar variation on her blouse to the pattern on the Wounded Woman'’s skirt. This one is much
clearer, though, as a variation on the star-and-dot pattern seen in the House of the Ladies. In this
variation, the stars have been moved to the spaces within the net rather than being at the
intersections of the lines of dots. It is interesting to note that this variation of the star-and-dot
pattern is used on solid cloth, not sheer cloth.

Also, interesting to note when examining the Adorants fresco from Xeste 3 are the
designs of the borders to the dresses that the female figures are wearing. These are thick borders,
similar to those found elsewhere on Akrotiri and other Aegean sites. This may have been to hide
hemlines or prevent fraying, as that would help the garment last longer. Some examples show the
very familiar blue tricolor pattern that exactly match the border of the star-and-dot pattern in the
House of the Ladies, specifically the skirt of the Wounded Woman, the sleeves of the Necklace
Swinger, and the border of the Initiate’s veil. This tricolor border appearing both in the Adorants
fresco and the young female figure’s sleeves in the Saffron Gatherers fresco seems to imply that
this is a familiar use for ritual or religious textiles in Akrotiri. Additionally, the presence of this
type of border at the hems of sheer cloth like the Initiate’s veil and the Necklace Swinger’s
blouse likely means that the weavers at Akrotiri were familiar with using this type of border on
sheer cloth. On the solid cloth of the Wounded Woman’s skirt, the borders have a wider middle
band when compared to the borders on the Necklace Swinger’s blouse, the Saffron Gatherer’s

blouse, and the star-and-dot pattern in the House of the Ladies, though all four examples have the
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same blue color scheme. This wider middle band makes room for the additional designs that are
similar to the Necklace Swinger’s blouse and the Saffron Gatherer’s blouse, but not the star-and-
dot pattern. It is possible that the star-and-dot pattern did once have designs in the middle band
of its border like those seen in Xeste 3. However, it is impossible to know due to the fragmentary
nature of the fresco in the House of the Ladies.

On Pseira, the knotted net appears on the skirt of a female figure, as noted by Philip
Betancourt (Fig. 4).2° This variation has a slightly different style to the netting when compared to
the Akrotiri variants, with a more horizontal space between knots compared to the House of the
Ladies star-and-dot pattern and the examples from Xeste 3. Betancourt also notes that the skirt
seems to have multiple layers of fabric, with the knotted net seen on top.?! Possibly the closest to
the Pseira variation at Akrotiri are the Room 9 Rosettes from Xeste 3 (Fig. 5), a presumed wall
hanging that has the same horizontally oriented net as the knotted net seen on the female figure’s
skirt from Pseira. There is also a thicker layer of plaster around each group of rosettes, creating a
three-dimensional aspect to the fresco. Like the knotted net, the Room 9 rosettes are theorized to
have some sort of cloth behind them, due to the white background of the design in contrast to the
red background of the rest of the fresco.?? This makes it more likely that the star-and-dot pattern
also was meant to suggest two layers, the net pattern and a cloth behind it, possibly for stability.

Based on the fresco comparisons from Pseira and Room 9, it appears that the knotted net
and the star-and-dot pattern are meant to represent designs that are visually similar, but not

entirely the same. For the two figural examples, the Wounded Woman and the Saffron Gatherer,

20 Betancourt, Philip P. “Textile Production at Pseira: The Knotted Net.” In Ancient Textiles: Production, Crafis and
Society, edited by Carole Gillis and Marie-Louise B. Nosch, 1:185-89. Oxbow Books, 2007, 187.

2 Ibid., 187.

22 Betancourt, Philip P. “Textile Production at Pseira: The Knotted Net.” In Ancient Textiles: Production, Crafis and
Society, edited by Carole Gillis and Marie-Louise B. Nosch, 1:185-89. Oxbow Books, 2007.
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the pattern seems almost to be a variation of the star-and-dot pattern, with the primary difference
in the placement of the star, and the two different contexts: clothing versus wall hanging.

When comparing the Room 9 Rosettes fresco (Fig. 5), likely meant to be some sort of
knotted net wall hanging, with the star-and-dot pattern from the House of the Ladies, the
differences between the two patterns are very clear— the horizontal versus vertical layout, the
yellow band at certain intersections versus the star at every intersection, and the use of space
within the net by the Room 9 fresco versus the spaces being left empty in the star-and-dot
pattern. This also connects the Room 9 fresco to the other frescoes in Xeste 3, as the variations to
the star-and-dot patterns found in Xeste 3 often have the stars within the spaces, like the Room 9
rosettes.

It is interesting to note that the female figures in the House of the Ladies fresco do not
have the patterned blouses that the Wounded Woman and the younger figure of the Saffron
Gatherers have, which is similar to the mature female figure in the Saffron Gatherers fresco (Fig.
2). The similarities between the mature female figure in the Saffron Gatherers fresco and the
female figures in the House of the Ladies fresco may suggest a different type of ritual wear for
mature women compared to young women before their initiation in Akrotiri. This is not taking
into account the outliers of the Wounded Woman or the Necklace Swinger, who are also mature
female figures. The differences in their clothing is likely indicative of the nature of the ritual
event they are participating in, that being an initiation or coming of age ritual.?> While the
Saffron Gatherer fresco also has the presence of what is likely to be a young initiate, the Initiate

in the Adorants fresco is depicted as more similar to the other mature female figures in Xeste 3,

23 Bowers, Madeline. “LIFTING THE VEIL MARRIAGE AND MORTALITY IN THE XESTE 3 LUSTRAL-
BASIN FRESCOS AT AKROTIRIL.” Mediterranean Archaeology 34/35 (2021): 15-26, 20. See also, Marinatos,
“The Function and Interpretation of the Theran Frescoes”, BCH 11, 1985, 222-8.

19



with the clothing under her veil more closely resembling the clothing of the female figures in the
Room of the Ladies and the mature female figure in the Saffron Gatherer fresco. The only
indication that the Initiate is not yet considered an adult is that parts of her head are still shaven.
Thus, the costume for the mature female figures in the Adorants fresco is meant to depict the
clothing worn by adult women during a coming-of-age ritual, which is not depicted in other
scenes in Akrotiri.

While these scenes do paint a picture of the way the star-and-dot pattern may have been
received by residents of Akrotiri, there are other sites beyond Greece that have come into contact
with Minoans and Cycladic peoples. Fragments of frescoes with similar features to the star-and-
dot pattern have been found in Egypt. In Avaris, the Hyksos capital of Egypt in the Middle
Bronze Age, there is a fresco thought to have some Minoan influence (Fig. 13). The subject of
the fresco is bulls and bull leaping, typically a very Minoan subject matter. The fresco depicts
young figures dressed in loincloths and sandals leaping above and around a collection of
different bulls. The background of the scene is a maze-like meander in red and black over a
white background. Under the scene is a series of modified rosettes, where the rosettes have been
cut in half and there is a small pattern between the two halves. More important for the star-and-
dot pattern, however, is what is behind the bulls and bull leapers on the upper part of the fresco.
There is a red background with a familiar wavy border bisecting the two halves of the fresco,
similar to the star-and-dot pattern and its wavy hem. This is a direct connection to the star-and-
dot pattern and thus to Akrotiri and the Aegean. While written records of the Hyksos no longer
exist, this potential connection is very interesting, as it may hint at an Aegean trade with Egypt
that occurs before the reign of Hatshepsut and Thutmose III. The red background and border of

the Avaris fresco recalls two frescoes from Akrotiri. The first is the Room of the Ladies fresco,
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where the star-and-dot pattern appears. The most prominent similarity is the wavy border and the
way that it is emphasized through the use of a white border, which mimics the three bands of
color at the bottom of the star-and-dot pattern. In addition, the colors used in the Avaris fresco
are also reminiscent of the colors found in the Room of the Ladies fresco. Both frescoes
primarily use blue, black, red, and white; the only difference is the use of yellow in one of the
dresses in the Room of the Ladies, not seen in the Avaris fresco, and the use of brown or tan in
the Avaris fresco for the bulls and the skin of the bull leapers, which is not seen in the Room of
the Ladies.

The second fresco for consideration and comparison is the Antelopes fresco from the
West House. The Antelopes fresco has a similar red background with a wavy border on the upper
part of the fresco. Interestingly, the only major difference between the red backgrounds of the
Antelopes fresco and the Bull Leapers from Avaris is that the red background momentarily
becomes the foreground in the Antelopes fresco, and, most importantly, that when the red
background becomes the foreground, it is also similar then to sheer fabric, as the horns of one of
the antelopes can be seen behind or in back of the red foreground, stressing its sheer quality, and
making it similar to the star-and-dot pattern.

Similar to the Antelopes Fresco is the Sacred Grove Fresco, from the Palace at Knossos.
It depicts a small group of female figures in the foreground on a blue background. Behind them
is a crowd of indistinct figures seen through what is thought to be a red cloth covering. Of
particular interest is the crowd scene, where an undulating red fabric is shown draped over the
heads of the crowd. This covering can be seen as sheer because the people underneath are still
visible beneath the cloth. The connection between the frescoes of Akrotiri and the frescoes in the

Palace of Knossos may be due to the Minoanisation of Akrotiri earlier in the Middle Bronze
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Age. Thus, a sheer red background in a wall painting in Akrotiri would have a connection to
Minoan Crete. While the Room of the Ladies likely has a sheer white background, the use of this
sheer red cloth means that the residents of Akrotiri were familiar with sheer cloth from a variety
of sources.

Another Knossian fresco of interest is the Procession Fresco. The fresco depicts a
procession of male figures in kilts and one female figure in a dress approaching a female figure.
Some of the male figures hold a variety of vessels in their arms. In particular, the Procession
Fresco bears some similar elements to the Room of the Ladies, particularly in the placement of
the arms of the figures, which resemble the arms of the standing female figure (Lady 1) in the
Room of the Ladies. The other known pose from the Room of the Ladies, the female figure
bending over (Lady 2), may be an invention by the fresco painters of Akrotiri, and serves as a
way to add something original to the Minoan inspired poses.

These pieces of comparanda both suggest the existence of the star-and-dot pattern in
other sites in Akrotiri, especially sites with a more established context than the House of the
Ladies. The knotted net comparanda from Pseira also helped establish what the star-and-dot
pattern was and what it was not. The knotted net, though it looks similar to the star-and-dot
pattern, does not have the same features as the star-and-dot pattern. The Adorants fresco
comparanda helped provide both a possibility for what the cloth behind the stars and dots would
be and another example of a tricolor border. The Saffron Gatherers fresco gives the clearest view
of a variation of the star-and-dot pattern from Akrotiri. Both the Saffron Gatherers and the
Adorants fresco also provide clues as to the purpose of the star-and-dot pattern in the House of
the Ladies, in that its presence may denote a ritual connotation and, crucially, that the pattern

may have a similar drape as the sheer cloth seen in the Adorants fresco.
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5. Akrotiri and Minoanisation

Akrotiri is the primary archaeological site and former city on the island of Thera, which
is now known as Santorini. It is one of the islands in the southern Aegean Sea and is closer to the
islands of the Cyclades than the island of Crete. Thus, it is considered a Cycladic island that was
later under a Minoan thalassocracy during the period of Minoan palaces. The Minoan
thalassocracy is the belief that the Minoans on Crete used a strong naval force to dominate and
control its island neighbors, particularly the Cyclades, Kythera, and the Dodecanese, sometime
during the Neopalatial or Early Palatial period, between the third and fourth millennium BC. Due
to this belief, Cycladic and Minoan cultures are often viewed in tandem, with the Minoans either
colonizing Akrotiri in the Early Palatial period or Akrotiri undergoing a process of
“Minoanisation” as a result of the thalassocracy. In short, Akrotiri, as well as other Cycladic
sites, adopted Minoan material culture and Minoan cultural practices during the Middle Bronze
Age.

This Minoanisation occurred during a period when new relations to power and identity
were created in the Cyclades as a result of Minoan domination in the Aegean.?* However, some
scholars believe that the use of the term “Minoanisation,” beyond the above definition, may
obscure the relationship between Crete and its neighbors outside that of domination. They cite
the lack of archaeological evidence for colonization or conquering, and instead point to trade as a

likelier route to Minoanisation. One example would be the collection of clay drinking vessels

24 Moundrea-Agrafioti, Antikleia. “The ‘Global’ and the ‘Local’ in the Aegean Bronze Age: The Case of Akrotiri,
Thera.” Ekistics 73, no. 436/441 (2006): 64-74.
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found on Ayia Irini, another Cycladic site, which displays both Minoanizing, Minoan, and non-
Minoanizing features.?> These vessels are also indicative of Minoanisation occurring in stages
throughout the Middle Bronze Age, with sites adopting more Minoanizing features as time went
on. As Akrotiri was likely one of the first sites to start the process of Minoanisation, it shares
much, though not all, of its visual language with Minoan Crete.

Akrotiri’s placement within the Aegean made it particularly useful as a trading port for
the Minoans during the Early and Middle Bronze Age. It is located near a potential trading route
to mainland Greece and to Egypt and is close to possible ports on Crete. Based on Barber’s
suggestion that Minoan traders would trade up the Near Eastern coast after trading with Egypt
and then island hop from Rhodes back to Crete, there are several routes that could potentially
include Akrotiri. If the Minoans were to island hop through the Dodecanese, Akrotiri is very
close by, and thus would be a potential stop on the way to Crete (Fig. 14). Additionally, Akrotiri
is very close to the rest of the Cyclades as well as mainland Greece, in particular another
important Minoan outpost on the island of Kythera.

This shared visual language may constitute an early example of a koine. In this instance,
the Minoanisation of Akrotiri and other islands in the Aegean may have led to the creation of a
proto-koine, where Crete and Akrotiri shared a similar visual language, but with some
differences. This is most evident when comparing the styles of the overskirts or kilts seen in the
frescoes of Akrotiri and Knossos. The kilts seen in the Theran frescoes tend to have pointed
ends, making them more of a triangle shape. In contrast, the kilts seen in Knossian frescoes tend

to have a squarer shape, with rounded edges.

25 Abell, Natalie. “MINOANISATION IN THE MIDDLE BRONZE AGE: EVALUATING THE ROLE OF
CYCLADIC PRODUCERS AND CONSUMERS.” The Annual of the British School at Athens 111 (2016): 71-93.
doi:10.1017/50068245416000010.
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The eruption of the volcano at Thera covered the site of Akrotiri completely, preserving
most of the buildings and creating one of the oldest surviving archaeological sites in Greece. The
eruption of Thera itself is considered one of the explicit markers of time for scholars who study
the Bronze Age, in that there is a clear ante and post quem. However, precisely dating the
eruption is difficult. This is due to the seemingly contradictory evidence found in relation to the
site. Archaeologically, the artifacts found date the site to around 1540 BC. Geographically, the
ash layer at the site and in Egypt date the site to the late 1600s BC. This was also supported by
tree rings and seed assemblages found around the site, though the validity of those findings has
come into question. This, again, is an ongoing debate, though the multitude of suggested date
ranges fall between 1630 and 1538 BC, with most art historians preferring the date 1628 BC.?
Though it was originally located on the coast and indeed a port town, the eruption moved back
the shoreline. Today, the site of Akrotiri is around two hundred and fifty meters away from the
coast, situated in a ravine made by rainwater after the eruption.?” A nearby hill is a source of
crocuses both in the modern day and before the eruption of Thera, thus tying Akrotiri to the
production of saffron, as saffron comes from the stigma of crocus flowers. These red stigmas can
be seen on the overshirt of the Necklace Swinger (see discussion above) and are today used as
the base of the saffron spice. Akrotiri itself has the markings of an average coastal city at the
time, with the height of the buildings speaking to the wealth of their owners. This means that
houses like the House of the Ladies, the West House, and Xeste 3, which all have three stories,

were likely owned by the wealthy residents of the town who had the resources for pantries and

26 For an overview of the scientific reasoning behind the dating of the Theran eruption, see Kutschera, Walter. 2020.
"On the Enigma of Dating The Minoan Eruption Of Santorini". Proceedings of the National Academy of Sciences
117 (16): 8677-8679. doi:10.1073/pnas.2004243117.

27 Palyvou, Clairy. “The Akrotiri Region: Landscape, Past and Present.” In Akrotiri, Thera: An Architecture of
Affluence 3,500 Years Old, 15:19-24. INSTAP Academic Press, 2005, 19.
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looms for weaving.?® What is especially interesting is that of these three multistory structures, it
was only in the West House that loom weights were found. No loom weights were found in
either Xeste 3 or the House of the Ladies.? This likely speaks to the different roles the owners of
each house played in the town. Xeste 3 is most likely a religious center, connected to rites of
passage, as frescoes likely displaying goddesses and rites of passage are prevalent in the house.
The West House is likely linked to trade and Akrotiri’s mercantile network, not only suggested
by the loom weights, but by the house’s miniature fresco, which depicts a naval scene. While the
context of the scene has been much debated, the recent theory that the ships are a convoy of
merchant ships grants more credence to the West House possibly being an economical center for
the town.>°

Therefore, the only multi-story house within Akrotiri that does not seem to have an
identifiable additional purpose is the House of the Ladies. The House of the Ladies is a large
three-story structure near the northern end of the site. Its western wall and some rooms on that
side have been completely destroyed, and this destruction has caused some disarray in the house
at large. It is the original site of the Room of the Ladies as well as the Sea Lilies or Papyrus Plant
fresco, which is in the room adjacent to the Room of the Ladies. Most recent scholarship on the
House of the Ladies refers to the room as the Sea Lilies Room, and in the interest of clarity and
preventing confusion that will be the name used in this thesis. There may have been a window in
the Room of the Ladies, though due to its state of disrepair, it is unknown where the window

would have been placed. The House of the Ladies is considered one of the more confusing

28 Moundrea-Agrafioti, 69.

29 Cutler, Joanne Elizabeth. “Textile Production in the Wider Southern Aegean.” In Crafting Minoanisation:

Textiles, Crafts Production and Social Dynamics in the Bronze Age Southern Aegean, 33:169—246. Oxbow Books,

2021, 219.

30 Raban, Avner. “The Thera Ships: Another Interpretation.” American Journal of Archaeology 88, no. 1 (1984): 11—
19.
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structures of the site, in part due to both its state of disrepair and the frescoes found on its walls.
This is particularly evident in the analysis of the Room of the Ladies. In some rooms, such as the
Sea Lilies Room, the structure’s state of disrepair does not affect the view of the fresco, and thus
it is easier to see the fresco as it likely would have been seen before the eruption. This is not the
case with the Room of the Ladies, where there is significant damage to the middle portion of the
fresco, making it difficult to determine the full image it once presented. Although it is adjacent to
the Sea Lilies Room, only being separated by what was once a small partition, the Room of the
Ladies has suffered major architectural damage as well as damage to its fresco, to the point
where scholars are unable to determine the architectural features of the room beyond theories and
comparisons with similar rooms in other houses. The eastern section of the room was almost
completely ruined, and two of the female figures of the fresco were preserved in fragments.3!
This has also led to much of the existing scholarly work on the fresco being based on the
reconstruction of it found in the Museum of Prehistoric Thera, located in Santorini’s capital city
of Fira, which incorporates the surviving fragments. Unlike the West House or Xeste 3, the two
surviving frescoes from the House of the Ladies (the Room of the Ladies and the Sea Lilies
Room), do not give any hint as to who the owner of the house once was. Thus, as opposed to
having a religious or economic characteristic or even role in the town, the House of the Ladies
may have simply been a private and domestic structure. This may be the reason why the Room of
the Ladies shows a more private scene, one of women preparing for an event. With this in mind,
it is pertinent to discuss the materials that may have been used to make such a textile in the
Bronze Age Aegean and determine whether either the textile or the fresco would have had any

similar features to textiles or frescoes found in the Aegean.

31 Murray, Suzanne Peterson. “Reconsidering the Room of the Ladies at Akrotiri.” Hesperia Supplements 33 (2004):
101-30, 103.
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6. Textiles and Trade in the Bronze Age Aegean

In comparing this hypothesized textile with other textiles from Egypt, the beaded net has
striking similarities to the beaded net dresses of Egypt. This may be an example of Cycladic and
Minoan use of exotica in the Middle Bronze Age. As discussed in the previous chapter, the
residents of Akrotiri were familiar with a type of textile that appears to be sheer, and typically
added a tricolor border to such textiles. But how did the Minoans obtain the materials needed to
make this kind of textile? Elizabeth Barber, in her paper “Reconstructing the Ancient
Aegean/Egyptian Textile Trade”, illustrates just one of the potential problems of the sea journey
to Egypt: the return. Barber notes that while the southeastern trade winds could easily carry
Minoan ships to Egyptian ports, those same winds prevented a return by that same route. Barber
describes instead the likely alternative return journey, which she posits as passing through
Palestine and Syria, around the rim of Anatolia, and finally island-hopping from Rhodes back to
Crete.?? Akrotiri in particular was well placed as a port town for this route. If the ships traveled
by a northwestern wind, then island-hopping westward through the Dodecanese would land ships
at Thera before they could take advantage of southern winds to sail towards Crete. Two
possibilities for ports on Crete are Heraklion, which is almost directly south of Akrotiri, or
Mochlos, which is towards the southeast, thus taking advantage of the already existing trade
winds. The return journey was a chance for the Minoans to trade with their own goods as well as

the Egyptian goods they had already acquired.

32 Barber, Elizabeth, "Reconstructing The Ancient Aegean/Egyptian Textile Trade" (1990). Textile Society of
America Symposium Proceedings. 593, 106.
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Mochlos’s positioning on Crete and what it means for trade between Thera, Crete, and
the rest of the Eastern Mediterranean is even more relevant when one realizes that Pseira, the
source of the knotted net, is very close to the port of Mochlos. This means that Pseira was in a
prime position to benefit from trade between the Minoans and the rest of the Eastern
Mediterranean, and trade between the Minoans of Crete and the Cyclades. In this way, Pseira
plays a similar role to Akrotiri, as it is a port town with an influx of goods from abroad, though
Pseira is much smaller and closer to Crete.

Egypt may have had some hand in inspiring the stars and dots of the star-and-dot pattern
through their production and use of bead dresses. Bead dresses are a form of Egyptian textile that
grew to prominence around the time of the Middle Bronze Age (Fig. 15). They were typically
worn by nobility and royalty, as they were fragile and thus not suited to everyday wear, and they
required a significant amount of upkeep.®? In style, they resembled something close to the pattern
on the sleeves of the Priestess from Xeste 3 (Fig. 16)— long beads in a net pattern with small
circular beads at the intersection. What is interesting about this textile is the way it is shown in
some depictions of the Egyptian goddess Nut, the goddess of the sky. In depictions of coffin lids,
Nut is sometimes shown wearing a bead dress made up of stars (Fig. 17). This may indicate that
the Minoans were inspired by these bead dresses to create their own beaded textiles, herein
referred to as beaded nets.

This would not be the first or only way that Egypt inspired the Minoans. In “Exotica and

the Early Minoan Elite”, Cynthia Colburn discusses how body adornment from Egypt and the

33 Marsh-Letts, Glennda Susan. “1 Reading the Textile Record — Women's Business? — Examples from Norway to
Ancient Egypt, from Nettle Shirts to Bead-Net Dresses.” In Engendering Material Culture Fifth Women and
Archaeology Conference, 1-14. Sydney, Australia: University of New South Wales, 1999.

Also see Barber, E. J. W. “THE TEXTILE WEAVES (2) EGYPT.” In Prehistoric Textiles: The Development of
Cloth in the Neolithic and Bronze Ages with Special Reference to the Aegean, 145—62. Princeton University Press,
1991.
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Near East were status symbols in Prepalatial Crete, and thus helped develop the creation of a
noble class. These foreign goods are referred to as exotica, and both the ability to acquire them
and the knowledge of how to use them made them a commodity associated with the noble
class.>* Among these exotica were beads made of carnelian, a red semi-precious stone. The
importation of carnelian is fairly well documented due to its use in funerary contexts, often
alongside similarly imported faience, as found in the Grave of the Griffin Warrior in Pylos,
which is near Kythera, another island influenced by Minoan Crete.>> The carnelian beads woven
into cloth in Troy and Anatolia has also been brought up by scholars due to specific patterns of
beads found at archaeological sites, where beads fell in a pattern that some believe is due to them
being woven into a textile.’® Due to the close geographical context of Anatolia and the Aegean, it
is not difficult to imagine that these techniques then traveled to Crete and spread through Cretan
influence. Trade between Anatolia and the Aegean has been well documented. Thus, carnelian
beads were likely the source of the red dots in the star-and-dot pattern.

The carnelian beads are likely an import from Egypt, as Egypt was the main source of
carnelian. Akrotiri and Kythera were likely the main facilitators of Minoan trade with the Greek
mainland. The presence of these carnelian beads hints at a thriving trade between Egypt and the
Minoans of Crete. It is likely that the residents of Thera imported the carnelian from Crete or
obtained it due to Thera’s position as a possible trading port. Most of the records of Minoan trade

with Egypt unfortunately come from the Late Bronze Age, after Akrotiri was destroyed. During

3% Colburn, Cynthia S. “Exotica and the Early Minoan Elite: Eastern Imports in Prepalatial Crete.” American
Journal of Archaeology 112, no. 2 (2008): 203-24, 206.

35 Jack L. Davis, and Sharon R. Stocker. “The Gold Necklace from the Grave of the Griffin Warrior at Pylos.”
Hesperia: The Journal of the American School of Classical Studies at Athens 87, no. 4 (2018): 611-32.
https://doi.org/10.2972/hesperia.87.4.0611, 613.

3 BARBER, E. J. W. “THE TEXTILE WEAVES (3) THE BRONZE AGE.” In Prehistoric Textiles: The
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the Middle Bronze Age, Egypt was under the rule of the Hyksos, and while there are records of
trade with the Hyksos, they are less concrete than the evidence of trade in later periods.

As for the stars, scholarly agreement is that the stars are likely made from metal,
probably silver.>” The origin of the metal stars is a more complicated question. The Minoans did
have access to metals, as can be seen in the records of metal vessels that were traded to Egypt
and the Near East. Crete also once had silver mines on the northern side of the island, which
produced small amounts of silver.*® However, these mines were considered exhausted by the
Middle Bronze Age. For another source of silver, Barber notes the possibility of rare metals from
farther inland being traded to the Minoans by the Syrians.*® Thus, the silver stars could either be
exotica from Syria or an import from somewhere much closer to home. The spent mines make it
less likely for the metal to have come from Crete, but this then raises the question of how they
acquired the metal for producing metal vessels. It also raises the question of when the metal stars
were made. If they were made during the period that Crete’s mines were still active, then it is
possible that instead of coming from Syria, the metal stars came from Crete. This seems unlikely.
The stars, if they were made in the period that the mines were active, would have likely been
used in that period. Additionally, the stars would have been made in Crete, not Thera. Thus, it is
more likely that the silver stars came from Syria. As mentioned previously, the metal would have
likely been brought to trading ports from inland, a reverse of the Minoan trade with the Near

East, where Minoan goods arriving at trading ports were traded further inland. Given this

37 Most sources cite Fritz Blakolmer, 2005.

38 Gale, Noel H., and Zofia Stos-Gale. “Lead and Silver in the Ancient Aegean.” Scientific American 244, no. 6
(1981): 176-93,184-188.

39 Barber, Elizabeth, "Reconstructing The Ancient Aegean/Egyptian Textile Trade" (1990). Textile Society of
America Symposium Proceedings. 593, 106-107.
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hypothesis, it is likely that this trade provided the metals (likely silver) for the stars of the star-
and-dot pattern.

In the Cyclades, including Akrotiri, the Minoanisation of the island could mean that a
similar definition of exotica would be applied to goods imported from Minoan Crete. While the
process of Minoanisation brought the Cycladic culture closer to that of Minoan Crete, the islands
of the Cyclades were able to retain some independence from Crete. Therefore, the influx of
certain Minoan goods, such as the metal stars or certain fresco styles, would be a form of exotica
for the residents of Akrotiri. This seems more likely due to the results of some of those goods:
the frescoes, which appear in elite spaces. As the use of fresco may be a symbol of status, it
stands to reason that the use of Minoan styles and subjects in the frescoes of Akrotiri are an
example of exotica. To examine potential examples of Minoan goods being used as exotica or
similar luxury goods, it is important to examine briefly the records of Minoan trade through
Egyptian and Near Eastern records.

Tombs in Egypt were meant to be reflective of the deceased’s hopes for their afterlife and
their accomplishments while alive. Thus, the presence of Minoans in the tomb of Rekhmire, the
palace vizier for the pharaoh Thutmose I1I, speaks to the rarity of their appearance at the
Egyptian court at Thebes. The wall painting illustrates how precious the gifts they brought would
have been, as not only were the Minoans bringing their gifts portrayed in the painted walls of
Rekhmire’s tomb, but the goods were depicted in a separate painting in the tomb, which showed
a variety of vessels painted in gold, perhaps to recall their shining metal.

Likewise, the presence of Minoan cloth in Syria may be indicative of where the metals
that were traded to the Minoans came from. The main site that is relevant to the Middle Bronze

Age is Mari, a former palace. This is an interesting site for records of Minoans to appear, as Mari
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is farther from the coast compared to Alalakh and Qatna, the two other trading partners for
Minoans in the Near East.** However, Mari being a site near the remains of silver mines, and
thus likely providing the silver used to trade with Minoans, entitled them to a share of the goods
that the Minoans had brought to trade.*! Records from the archive at Mari note several gifts from
Minoans, called Kaptara: a weapon, a vessel, and a piece of fine cloth, possibly dyed purple.** It
is clear how valuable these objects were to the residents of Mari, as these objects were later
given as gifts to appease Hammurabi, the Babylonian king.** The use of Minoan goods as
appeasement speaks to both their value in the eyes of the residents of Mari and in the eyes of

Hammurabi, as the dagger and cloth were likely objects of prestige.

40 Meyers, Eric M. 1997. The Oxford Encyclopedia Of Archaeology In The Near East. New York: Oxford University
Press, 326.

41 Barber, 107.

42 MacGillivray, J. Alexander. “Absolute Middle Minoan Il — the Bigger Picture: Early Neopalatial Crete’s
Relations with the Ancient Orient in the Mid-Second Millennium BC.” British School at Athens Studies 21 (2013):
221-24,221-222.

4 MacGillivray, 222.
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7. The Making of Textiles

In order to construct a full view of the star-and-dot pattern, it is also important to examine
the materials that may have been used to create the backing cloth for the beaded net, suggested
herein. There are several ways such a cloth could have been created, taking into account both the
type of fiber used and the specific weave. This section will address the most likely candidates for
both.

In the article “A Lepidopterous Cocoon from Thera and Evidence for Silk in the Aegean
Bronze Age”, Peter Day suggests that Akrotiri was part of a trading hub in the Mediterranean for
wild silk, silk made from caterpillars of certain moth species, and silk cocoons, based on the
calcified remains of a cocoon found in a storeroom.** He links this to the sheer blouses seen in
the Adorants fresco in Xeste 3 at Akrotiri. While this cocoon and its possibilities are fascinating,
Akrotiri did not have the sericulture (silk production) tools needed to create silk thread at the
scale needed to create full garments like those seen in Xeste 3. In modern silk production, ten
kilograms of cocoons by the bombyx Mori species of moth produces about one kilogram of silk,
and this is even with the technological advancements that allow the silk cocoons to be unraveled
in long fibers. More realistically, silk cocoons found on Akrotiri would have to be cut open,
producing much shorter fibers. In order to create the sort of sheerness seen in Xeste 3, the raw
silk would then need to be spun out into very fine thread. Weavers would thus need to produce

several hundred meters of fine thread to produce a single garment, to say nothing of the two

4 Panagiotakopulu, E., P.C. Buckland, P.M. Day, C. Doumas, A. Sarpaki, and P. Skidmore. “A Lepidopterous
Cocoon from Thera and Evidence for Silk in the Aegean Bronze Age.” Antiquity 71, no. 272 (1997): 420-29.
doi:10.1017/S0003598X00085021.
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blouses and one near full body veil shown in the fresco. It is therefore extremely unlikely that
Akrotiri was able to produce or sustain the kind of sericulture needed to produce those kinds of
garments. In addition, and as Barber has noted, silk trading from pre-Han China would not occur
until, at the earliest, the Classical period of Greece, a thousand years after the fall of Minoan
civilization.*> This is not to say that silk was not used or traded; small amounts probably existed
and were likely a precious commodity. However, producing entire garments of silk was not
feasible at the time, even by the most generous of estimates.

What Akrotiri did have was wool. Sheep had been introduced in the Aegean in the
Neolithic period, and several breeds of modern Greek sheep breeds have an ancient ancestry,
including some breeds that are from the Cyclades. It is likely that the sheep most used by the
Minoans (and the Mycenaeans) are the ancestors of modern sheep found in Crete and other areas
of the Aegean, specifically the Anogia, Asterousia, Chios Island, and the descriptively named
Aegean Sea sheep. All four breeds are from Crete or islands near Crete, and all four have a
distinctive kind of wool. Additionally, the two breeds from Crete, the Anogia and Asterousia, are
noted to have a common ancestor and, in the case of the Asterousia, a unique type of wool
beyond the distinctiveness of the other four.*® This is important to note, as modern sheep bred for
wool typically produce wool that has long fibers, making it easier to spin and ultimately produce
thread or yarn. Ancient sheep, however, produced wool with much shorter fibers, more similar to
goat hair. Spinning this type of fiber creates a type of yarn similar to mohair, a yarn made of goat
hair that has a halo of fibers around the main body of the yarn. Additionally, goat hair itself was

found in conjunction with flax and nettle fiber from excavations in Chania, a site on the

4 Barber, E.J.W. Prehistoric Textiles: The Development of Cloth In the Neolithic and Bronze Ages with Special
Reference to the Aegean. Princeton, New Jersey: Princeton University Press, 1993. EPUB, 30-33.

46 Kominakis, A., and E. Rogdakis. "Rare indigenous sheep breeds of Greece." In Workshop of Save Foundation:
Rare livestock breeds in Greece, Athens. 2005.
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northwestern side of Crete.*’ This opens up the possibility that wool was used in conjunction
with another fiber.

In order to make wool into cloth, it must first be made into yarn. The earliest method to
do this was spinning. The tools needed to spin thread are rather simple: a spindle, used to keep
tension on the fibers and provide a space to store the finished thread, a spindle whorl, used to
steady the spindle, and fiber. The kind of spindle likely used by Minoans and Mycenaeans is the
low-whorl drop spindle.*® Weight is very important for spindles, as the weight of the spindle
determines which fibers can be used. Heavier spindles work best for longer fibers, like modern
wool, but would easily break the shorter fibers common in the Bronze Age Aegean. While
previously the weight of the spindle or the spindle whorl used by weavers in Akrotiri was
unknown, recent archaeological finds from Akrotiri have included a spindle whorl. This whorl is
lightweight in comparison to modern whorls, making it suitable to work with the short fibers
available to the residents of Akrotiri, and would have produced a very fine thread.*® Sometimes,
these threads would then be spun together, creating a heavier thread and a denser fabric.

Based on this artifact, the spindle that went with this lightweight whorl was likely used to
make the thread that strung the beads together. The thread was probably made from wool, as it
was a common resource, or flax, for added strength. It is also possible that some small amount of
silk thread was used, possibly playing a similar role to the nettle fiber in the goat hair-flax-nettle
fiber textile. Based on string imprints from frescoes at Akrotiri, it is clear that the residents at

Akrotiri were familiar with both making and using string and knew the weights of the spindle

47 Cutler, Joanne Elizabeth. “Textiles and Textile Technology.” In Crafiing Minoanisation: Textiles, Crafis
Production and Social Dynamics in the Bronze Age Southern Aegean, 33:37-60. Oxbow Books, 2021, 37.
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4 Vakirtzi, Sophia, Akr 8794 A miniature artifact from Akrotiri, Thera, and the "whorl or bead" question in light of
new textile evidence. Academia, 2022.
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needed to spin wool or silk into thread versus spinning flax.>® Thus, it is not outside the realm of
possibility for carnelian beads to be strung into a net with metal stars at the interstices.

In order to make the cloth backing, the thread would have needed to be woven, which
would involve the use of a loom. While most looms were wooden, and do not survive, loom
weights do survive. Loom weights are usually made of clay and have one or more holes drilled
into them. Several of these loom weights have been found in smaller palaces and in villas in the
areas inhabited by Minoans, such as the Royal Villa at Ayia Triada, the Palace of Knossos, and,
crucially, the West House in Akrotiri. The existence of these loom weights suggests that the
looms used by Minoans and Mycenaeans are vertical warp weighted looms, a type of loom
where the cloth beam, where the completed cloth is gathered, is arranged vertically instead of
horizontally, and weights attached to the warp threads help keep even tension.>! This lends even
further credence to the theory that the backing cloth was sheer, as the combination of fine thread
and the halo of fibers would have produced an airy, lightweight fabric that would appear sheer
when worn or displayed. The cloth would have also been lightly woven, in order to take
advantage of the natural halo that the wool produced. The border would then be more tightly
woven, similar to the Initiate’s veil, which would prevent the cloth from fraying.>?

Excavations at Akrotiri have revealed fragments of cloth that resemble what the backing
cloth to the star-and-dot would look like. While these fragments do not have any identifiable

color, there are certain features that are echoed in the frescoes at Akrotiri. One has a noticeable

50 Vakirtzi, Sophia, Fragoula Georma, and Artemis Karnava. “Beyond Textiles: Alternative Uses of Twisted Fibres
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hem to it, much like the hems seen in the Akrotiri frescoes. This indicates that the hems seen in
the frescoes of Akrotiri are at least somewhat accurate to real textiles that the residents of
Akrotiri were seeing.> This is important because these hems then would have been reproduced
in wall paintings, and for them to be accurately reproduced, the artist would have needed a
reference. With the finding of these cloth fragments, the needed reference is now extant.

The bits of cloth found at Akrotiri are also intact enough to determine what type of fiber
was used to make them. For most, the fiber was either wool or flax.>* This, based on previous
research, makes the most sense, as those were the types of fiber to which the residents of Akrotiri
would have the most access during this period. It is then likely that the beaded net and its
backing cloth may be made using two or more fibers.>> Combining small amounts of silk fiber
and wool, either from sheep or goats, would be similar to how mohair yarns in the modern day
are produced, though it is more likely that the two yarns were simply spun together normally.

With this in mind, the textiles represented by the star-and-dot pattern begin to take shape.
The first is the beaded net, represented by the stars and dots. The beads are likely made of
carnelian, sourced from trade with Egypt. They were strung together using thread, possibly made
of wool or flax. The thread was made using a light spindle and spindle whorl, which would have
been able to spin the short fibers of the wool or flax without breaking them, producing a thin
thread. The beaded net was backed with a sheer piece of cloth with a woven border. The fibers
used to make this sheer cloth were also wool, though there is the possibility that they were

augmented with silk. This cloth added stability to the beaded net.

53 Cutler, Joanne Elizabeth. “Textile Production in the Wider Southern Aegean.” In Crafting Minoanisation:
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While this discussion may not be directly related to the fresco itself, knowing what the
painters for the fresco were seeing, and thus referencing in their art, may give insight into the
reason why the star-and-dot pattern was featured in the fresco in the House of the Ladies. Taking
all of the information about textile materials into account, a more complete view of the textile

that inspired the star-and-dot pattern comes into view.
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8. Conclusions

Based on the discussion of textile materials and the fresco comparanda examples, there are
conclusions to be drawn as to what kind of textile the star-and-dot pattern is meant to represent
and what it means for the study of Akrotiri. The conclusions, while they must remain
hypothetical, are nonetheless drawn from both the archaeology of the site of Akrotiri, as well as
sites in Crete, Egypt, and the Near East.

Or, in this case, two textiles. The first is a beaded net, the stars and dots. This style of
textile likely came from two sources of inspiration, those being the knotted net from Pseira and
the beaded net dresses from Egypt, making the star-and-dot a specialized textile to the people of
Akrotiri. This explains why some variations of it appear in the textiles from Xeste 3, particularly
those with a religious focus, like the Adorants fresco and the Saffron Gatherer fresco. While
there are some frescoes that have a similar style to the star-and-dot, like the Rosettes fresco from
Xeste 3, the star-and-dot is different enough from the Rosettes to be its own unique style.

The second textile is a sheer white cloth with a border of three thick woven bands. This
provided the border seen in the fresco from the House of the Ladies, as well as the backing for
the star-and-dot. This kind of sheer textile with a tricolor border has been seen before: it appears
as the sleeves of the blouse of the Necklace Swinger from the Adorants fresco. While sheer
fabric has not been found at the site, scraps of preserved fabric have been found at Akrotiri that
share some similar characteristics to the backing cloth, notably a hem.

When taking all this information into account, several themes stand out: the star-and-dot

pattern is one most often seen in some sort of religious or ritual context, and it has some
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comparanda from other similar patterns and textiles from Egypt. However, most examples of
comparanda are from other frescoes in Akrotiri. Thus, the star-and-dot pattern likely has some
relation to religious rituals on Akrotiri that were also likely based in Minoan or Theran religion
or were likely cultural patterns specific to Akrotiri. Also, the residents of Akrotiri were able to
gather the resources needed to create this textile from trade relations between Egypt and the Near
East, as they played a role in the distribution of exotica to the Minoans. Additionally, some
elements, such as the stars, may have come from Crete, due to deposits of silver once found on
Crete.

In terms of fresco, the star-and-dot pattern is similar to other frescoes in Akrotiri,
particularly Xeste 3: the Room 9 rosettes fresco, for the backing cloth; the Adorants fresco, for
the variations of the star-and-dot pattern and sheer cloth; and the Saffron Gatherers fresco, also
for a variation of the star-and-dot pattern. It also contains elements of frescoes from Minoan
Crete and the Palace of Knossos: The Sacred Grove fresco, for sheer cloth, and the Procession
Fresco for the placement of the arms. These elements are also shared with other sites that have
Minoan influence in the Cyclades and Egypt. Among these sites are Pseira, a small island off the
coast of Crete, and Avaris, the former capital of Hyksos Egypt. The example from Pseira is the
knotted net pattern, that closely resembles both the star-and-dot pattern and the pattern seen in
the Rosettes fresco from Xeste 3. The Avaris example shows an example of a wavy border and
split background, and a typically Minoan subject matter.

In conclusion, a review of what we know now about an original textile and the fresco
itself includes the following: the net would have been spun with wool or flax string, and the
metal stars and carnelian beads added by hand, much like a necklace. The net would then be

hung over a backing cloth. The backing cloth would be a fine weave, likely wool with some silk
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inclusion, and woven loosely in order to create a sheer effect. It was possibly undyed white and
lightweight, so that it could be drawn up like a curtain. This textile in a living space may have
been used to separate a single room into two rooms, likely so women could prepare for religious
festivals, such as the three women figured in the fresco. It is likely that the wall hanging was
pulled upwards at two equidistant points somewhere in the middle of the wall hanging, leaving it
to droop in between the two points around where the missing female figure would be. Thus,
what can now be seen in the Room of the Ladies fresco is the beaded net and its backing cloth
half lifted, to give the viewer a glimpse at the three women preparing for an event in the room
created by the textile.

The star-and-dot pattern remains mysterious. While modern archaeologists will likely
never know what these connections with religion mean, as there are no written sources from
Akrotiri, there is little doubt as to the importance of this pattern to the site of Akrotiri. The star-
and-dot pattern is a small glimpse into both the mix of Minoan and Cycladic cultures in Akrotiri,
as well as a glimpse into what daily life and religious rites were like in Akrotiri. Thus, the star-
and-dot pattern, despite being still somewhat mysterious, is still important to consider when
reflecting upon how the frescoes of Akrotiri both influenced and were influenced by both

Minoan Crete and the Near East.

42



Bibliography

Barber, E.J.W. Prehistoric Textiles: The Development of Cloth In the Neolithic and Bronze Ages
with Special Reference to the Aegean. Princeton, New Jersey: Princeton University Press,

1993. https://hdl.handle.net/2027/heb.00208. EPUB

BARBER, E. J. W. “THE TEXTILE WEAVES (2) EGYPT.” In Prehistoric Textiles: The
Development of Cloth in the Neolithic and Bronze Ages with Special Reference to the
Aegean, 145—-62. Princeton University Press, 1991.

https://doi.org/10.2307/j.ctvlxp9qls.13.

BARBER, E. J. W. “THE TEXTILE WEAVES (3) THE BRONZE AGE.” In Prehistoric
Textiles: The Development of Cloth in the Neolithic and Bronze Ages with Special
Reference to the Aegean, 163—85. Princeton University Press, 1991.

https://doi.org/10.2307/j.ctvlxp9qls.14

Barber, Elizabeth, "Reconstructing The Ancient Aegean/Egyptian Textile Trade" (1990). Textile
Society of America Symposium Proceedings. 593.

https://digitalcommons.unl.edu/tsacont/593

Betancourt, Philip P. “Textile Production at Pseira: The Knotted Net.” In Ancient Textiles:
Production, Crafts and Society, edited by Carole Gillis and Marie-Louise B. Nosch,

1:185-89. Oxbow Books, 2007. http://www.jstor.org/stable/j.ctt1cdOnxj.33.

Bowers, Madeline. “LIFTING THE VEIL MARRIAGE AND MORTALITY IN THE XESTE 3
LUSTRAL-BASIN FRESCOS AT AKROTIRI.” Mediterranean Archaeology 34/35

(2021): 15-26. https://www.]stor.org/stable/48691681.

43



BROODBANK, CYPRIAN. “MINOANISATION.” Proceedings of the Cambridge Philological

Society, no. 50 (2004): 46-91. http://www.jstor.org/stable/44696691.

Colburn, Cynthia S. “Exotica and the Early Minoan Elite: Eastern Imports in Prepalatial Crete.”
American Journal of Archaeology 112, no. 2 (2008): 203-24.

http://www.jstor.org/stable/20627447.

CUTLER, JOANNE ELIZABETH. “Textiles and Textile Technology.” In Crafting
Minoanisation: Textiles, Crafts Production and Social Dynamics in the Bronze Age
Southern Aegean, 33:37-60. Oxbow Books, 2021.

https://doi.org/10.2307/j.ctv13pk75k.13.

CUTLER, JOANNE ELIZABETH. “Textile Production in the Wider Southern Aegean.” In
Crafting Minoanisation: Textiles, Crafts Production and Social Dynamics in the Bronze
Age Southern Aegean, 33:169-246. Oxbow Books, 2021.

https://doi.org/10.2307/i.ctv13pk75k.15.

Davis, Jack L., and Sharon R. Stocker. "The Gold Necklace from the Grave of the Griffin
Warrior at Pylos." Hesperia: The Journal of the American School of Classical Studies at

Athens 87, no. 4 (2018): 611-632. muse.jhu.edu/article/819888.

Gale, Noel H., and Zofia Stos-Gale. “Lead and Silver in the Ancient Aegean.” Scientific

American 244, no. 6 (1981): 176-93. http://www.]stor.org/stable/24964463.

Kominakis, A., and E. Rogdakis. "Rare indigenous sheep breeds of Greece." In Workshop of

Save Foundation: Rare livestock breeds in Greece, Athens. 2005.

44



Kutschera, Walter. 2020. "On The Enigma Of Dating The Minoan Eruption Of Santorini".
Proceedings Of The National Academy Of Sciences 117 (16): 8677-8679.
doi:10.1073/pnas.2004243117.

MacGillivray, J. Alexander. “Absolute Middle Minoan III — the Bigger Picture: Early
Neopalatial Crete’s Relations with the Ancient Orient in the Mid-Second Millennium
BC.” British School at Athens Studies 21 (2013): 221-24.

http://www.jstor.org/stable/23536755.

Marsh-Letts, Glennda Susan. “1 Reading the Textile Record — Women's Business? —
Examples from Norway to Ancient Egypt, from Nettle Shirts to Bead-Net Dresses.” In
Engendering Material Culture Fifth Women and Archaeology Conference, 1-14. Sydney
, Australia : University of New South Wales , 1999._

Meyers, Eric M. 1997. The Oxford Encyclopedia Of Archaeology In The Near East. New Y ork:
Oxford University Press.

Moundrea-Agrafioti, Antikleia. “The ‘Global’ and the ‘Local’ in the Aegean Bronze Age: The
Case of Akrotiri, Thera.” Ekistics 73, no. 436/441 (2006): 64—74.

http://www.jstor.org/stable/43623724.

Murray, Suzanne Peterson. “Reconsidering the Room of the Ladies at Akrotiri.” Hesperia

Supplements 33 (2004): 101-30. http://www.jstor.org/stable/1354065.
Panagiotakopulu, E., P.C. Buckland, P.M. Day, C. Doumas, A. Sarpaki, and P. Skidmore. “A
Lepidopterous Cocoon from Thera and Evidence for Silk in the Aegean Bronze Age.”
Antiquity 71, no. 272 (1997): 420-29. doi:10.1017/S0003598X00085021.
Shaw, Maria C., Anne P. Chapin, Elizabeth J. W. Barber, Giuliana Bianco, Brendan Burke,

Emily C. Egan, and Suzanne Peterson Murray. “Palace and Household Textiles in

45



Aegean Bronze Age Art.” In Woven Threads: Patterned Textiles of the Aegean Bronze

Age, 22:105-30. Oxbow Books, 2016. https://doi.org/10.2307/j.ctvh1dh4d.7.

Ulanowska, Agata. "But How Were They Made? More about Patterned Textiles in the Aegean
Bronze Age." Fasciculi Archaeologiae Historicae 31 (2018): 39-54.

https://rcin.org.pl/dlibra/show-content/publication/87891?i1d=87891.

46



