
Agata Licciardello
Ca’ Foscari University of Venice

A NOTE ON SOME PICTORIAL FINDS  
FROM THE DROMOS OF TOMB 1  

OF THE MYCENAEAN CEMETERYOF TRAPEZA  
TRACES OF FUNERARY RITES PERFORMED AFTER THE BURIAL 

OF THE DEAD

Abstract: This paper concerns two pottery fragments collected in August 2013 and found in a fill-
ing layer of the dromos of Tomb 1 of the Mycenaean cemetery of Trapeza, near the city of Aigion, 
in Achaea. Among the finds discovered in the burial area during recent excavations are these two 
sherds with pictorial decoration. The stratigraphic analysis of the dromos, together with the stylistic 
study of the pottery, provides the opportunity to put forward some proposals, albeit highly hypo-
thetical, concerning the life-history of the sherds, their date, their function and the manner of their 
disposal. Taking into consideration the funerary provenience of pictorial pottery, it will be possible 
to relate the theme to the ritual activities practiced in front of the Mycenaean chamber tombs and 
speak about the existence of special rites carried out through the use of specific vessels. These sherds, 
as their fragmentary state indicates, represent the remains of a ceremonial performance with clear 
ritual and symbolic connotation, as part of the so-called liminal and post-liminal rites that took place 
in the dromos. 
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Introduction 

The pottery fragments published here were collected 
in August 2013 and were found in a filling layer 
of the dromos of Tomb 1 of the Mycenaean ceme-
tery of Trapeza, near the city of Aigion, in Achaea, 
during the archaeological excavation coordinated 
by Elisabetta Borgna, University of Udine, in the 
framework of the Greek excavations of the Trapeza 
area directed by Andreas Vordos for the Greek 
Ministry of Culture.1

After a brief introduction concerning the cemetery  
of Trapeza and the project centred on its re-discovery, 

1 This paper originates from the research that I am carrying out 
for my Post-Graduate project at the University of Venice, with 
prof. E. Borgna as tutor, concerning the study of the pottery 
materials from the chamber tombs of the Mycenaean cemetery 
of the Trapeza. To carry on this project I have received the official 
permission of the Ministry of Culture of Greece. I would like 
to express my gratitude to the Director of the Museum of Aigion, 
A. G. Vordos, for giving me access to the material for study and 
edition, I am also indebted to prof. E. Borgna for her crucial 
teaching and endless support.

I will analyse the sherds, focusing the attention 
on the pictorial representation first, and on use and 
significance of the related pottery shapes later. I will 
try to discover and explain the symbolic Mycenaean 
system behind the making of the vessel; the process 
will consist of description, identification, classification 
and interpretation.

Through the analysis of those fragments it will be 
possible to say something about the activities prac-
ticed near the Mycenaean chamber tombs and about 
the probable existence of special rites performed 
through the employment of vessels used during daily 
life or created on purpose.

The Trapeza Archaeological Project

The cemetery of Trapeza is located on a gentle, terraced 
slope of the Trapeza hill named for the summit plateau 
with the remains of an Archaic temple. The hill is char-
acterized by intense cultivation of olive trees, this has 
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caused, in the past years, the disappearance of some of  
the tombs but also their partial preservation (Tab. 1a).

The research at the Mycenaean cemetery of  
the Trapeza site is being carried out, since 2010, 
in the framework of a wider project, regarding the 
study of the Eigialeia region, under the direction 
of A. G. Vordos, of the Greek Archaeological Service, 
Ephoria of Patras/Aigion Museum and the Ministry 
of Culture.2

The research, focusing on the Bronze Age occu-
pation of the area, consists of the explanation of the 
dynamics of human presence in the whole area in pre-
historic times, with a special focus on the identifica-
tion of the Mycenaean funerary area. 

The early discovery of the cemetery dates 
back to 1933 when the Greek archaeologist P. A. 
Nerantzoulis identified a couple of chamber tombs 
interpreted as Mycenaean because of the grave-goods 
found inside.3 The re-discovery of the Mycenaean 
necropolis took place in 2012, after a preliminary in-
tensive survey conducted during the previous two 
campaigns, in the area investigated by Nerantzoulis.

Since 2012 and for two successive campaigns, 
Tomb 1 was dug out utilising the stratigraphic method. 
The tomb was formed by a long NW–SE dromos, 
preserved for ca 2.7 m in length and 2.20 m wide, 
provided with unfaced walls cut into the sand and 
positioned asymmetrically on the eastern side of the 
chamber, forming a kind of dog-leg entrance to the 
chamber (Tab. 1b).4 The blocking wall was created 
with a number of big irregular blocks with a huge 
monolithic threshold. The series of layers recognized 
in the dromos, constituted the complex filling of the 
dromos itself and testified to different events of use 
and reuse of the tomb. During the investigation, it 
was noted that the formation of the lower layers, US 
256 and US 257, experienced an abrupt interruption 
due to the first event of reopening; the level of sand, 

2 Vordos 2002, 217–234; 2008.
3 This discovery has attracted little scholarly attention also 

because the location of the tombs rapidly disappeared and 
the only remaining evidence was represented by the material 
finds, pottery, metals and jewels. Nerantzoulis was not able 
to publish his discovery due to his premature death, we have just 
preliminary information by Kyparisses who explains where the 
cemetery is (Kyparisses 1939) and by Åström that gave us sparse 
information concerning the ceramic finds (Åström 1964). 

The finds, now preserved in the Aigion Archaeological 
Museum, in part exhibited and in part in the storerooms, 
have never been published systematically, with only partial 
presentation in the past (Åström 1964, Papadopoulos 1979, 
Mountjoy 1999). The pottery has been recently reconsidered 
in the framework of the current project which culminated in the 
present author’s post-graduate dissertation which aimed to give 
a total presentation of this material (Licciardello 2012–2013).

4 De Angeli 2015, 59–78; Borgna , De Angeli 2016, 447–458; 
in press.

US 253, is interpreted as an interval before the refilling 
and closing of the dromos. The superficial fillings, US 
223 and US 227, testify to a later episode of use before 
the final closure of the stomion. 

Both the typological study of the pottery and the 
careful investigation of the filling of the dromos, have 
given evidence of reopening episodes. The thorough 
study of the stratigraphic and depositional sequence 
of the dromos suggests the early use of the tomb dated 
to LH IIIA1–2; this period is testified in the cham-
ber only through secondary depositions of human 
remains and materials. Later pottery, datable to LH 
IIIC, indicates successive events of reopening and re-
use of the tomb with frequent visits by groups of peo-
ple who left intentional deposition in the upper strata 
of the dromos, maybe in association with the blockage 
of the door, as part of a huge krater indicates.5 Among 
the material from the filling of the dromos, some 
of them could potentially date back to LH IIIB, but 
this evidence doesn’t correspond to the finds from the 
chamber where this period seems not to be attested. 
This could be a result of the total removal of LH IIIB 
material from the chamber or we can suggest that 
during this period, even if the tomb was not utilized 
for deposition, the people visited the dromos and the 
area of the cemetery to practice ritual activities traces 
of which we find now in the filling layers.

The pottery sherds analysed in this paper come 
from the filling layer US 227 that belongs to the sec-
ond episode of reopening of the grave. During the ex-
cavation, about fifty sherds have been collected in this 
stratigraphic unit, a couple of fragments from a huge 
piriform jar, can be dated not later than LH IIIA2, 
most of the material is painted and belongs to open 
shapes dated to LH IIIC. From the study of the content 
of this and other strata, it can be noted that the bulk 
of material found in each layer is never homogene-
ous, the lack of uniformity is, on the contrary, the re-
sult of mixing of older material with the new artefacts. 
This is extremely significant because it means that 
later communities who visited and re-used the tomb 
did not totally remove the previous objects, but al-
lowed the mixing of the old material with the products 
of their actions. Therefore what remains in the dromos 
is a miscellaneous set of material resulting from differ-
ent depositional processes.

Among those sherds are the two pieces chosen 
to study and present here. They are small fragments, 
maybe part of a big vessel distinguished by singular 
pictorial decoration. The vessel was perhaps used dur-
ing the rites practiced in the dromos.

5 See Borgna 2015 in press.
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Catalogue

1. Body fragment of an open shape, slightly curved. 
(Tab. 2a) H. 2 cm – W. 2.6 cm – Thickness 0.3 cm. 
Almost pure light reddish brown clay (2.5 YR 7/4), 
with pinkish slip outside (5 YR 7/3), reddish-brown 
paint (2.5 YR 4/4), interior totally painted. The pre-
served decorated zone shows the representation of  
a paw or a foot moving right and two parallel lines  
upon it. The image is painted in an outline style.

2. Body fragment of an open shape, slightly curved. 
(Tab. 2b) H. 2 cm – W. 2.5 cm – Thickness 0.3 cm 
Almost pure light reddish brown clay (2.5 YR 7/4), 
with pinkish slip outside (5 YR 7/3), reddish-brown 
paint (2.5 YR 4/4), interior totally painted. The or-
namental motif preserved is a typical bivalve shell 
(FM 25).

Commentary 

It is presumed that these sherds belong to the same 
open shape vessel because of the fabric, the treatment 
of surface and the colour of the painting. Unfortunately 
the tiny dimensions of these sherds and the extremely 
fragmentary nature of the material do not allow the 
reconstruction of the vessel shape with certainty. 
Considering the different vessel categories found in the 
filling layers of the dromoi of chamber tombs, these 
fragments probably belong to three main categories: 
drinking, mixing and pouring vessels.6 Taking into 
consideration the thickness of the fragments and the 
slight inclination, it is suggested that the sherds cannot 
be part of a drinking vessel, but of a rather big open 
shape, such as a krater or a deep bowl, that are, among 
open shapes, frequently uncovered before or under the 
walled entrance or in the dromos packing fills.7 Vessels 
of this kind are also the most frequent shapes on which 
we can find pictorial representations.8

The fragmentary state of the pictorial sherds 
prevent exact dating but, although the stratigraphic 
evidence dates the layer to LH IIIC, the decorative 
style would allow a presumable dating between late 
LH IIIA2 and LH IIIB by comparison with other 
Mycenaean examples, from different funerary con-
texts, as will be demonstrated.9

The Mycenaean Pictorial Style flourished 
within a range of time from 1400 to 1150 BC and it 

6 Tournavitou 1992, 181–210; Fox 2009, 71–82.
7 Åström 1977; 1987, 215.
8 Furumark 1941; Demakopoulou, Crouwel 1992, 491–500.
9 As regards the iconography of these sherds, the motif of bivalve 

shells was quite popular until LH IIIB, but seems not to occur 
later. This fact can be assumed as terminus ad quem for the dating 
of the pottery.

is represented by images painted on large vessels.10 
Regarding the subjects, the 14th century produced 
scenes of chariots and men, bulls, birds, a few fish; 
in the 13th century the repertory was enlivened with 
the addition of archers, boxers, sphinxes, griffins, 
more hunting scenes. The themes evolved with vis-
ible changes from the start: chariots and bulls were 
not so common at first, but there were scenes with 
human figures dancing or fighting and birds. After 
the middle of the 13th century, the painting became 
more adventurous and exciting, with war scenes and 
hunts. So the 14th and 13th centuries BC are usually 
considered periods characteristic of pictorial works 
among Mycenaean vessel painters and it is not a un-
likely that the Trapeza sherds may be referred to this 
range of time.

Since it is not clear what subject is depicted on the 
first fragment, we may try to find parallels among 
representations of animals. The first Trapeza sherd 
might be comparable with the depiction of con-
fronted griffins and sphinxes (FM 8) on a bell krater 
from Enkomi, Cyprus, because of the same manner 
in which the paw is drawn (Tab. 3a).11 This krater is 
dated between the 14th and 13th century B.C., during 
LH IIIB, the presence of mythical animals is included 
in the traditional iconography of the funerary world.12 
So the theme of fantastic creatures, such as griffins 
or sphinxes, appear in Aegean iconography either as 
a natural element, or can have funeral connotations, 
being probably the symbol of a deity’s epiphany.13 
Those animals have a funerary significance since the 
beginning of their popularity in Aegean art and they 
were the most frequent themes chosen for funerary 
purposes.14

Hybrid creatures constitute an important ele-
ment of the metaphysical realm of Aegean societies, 
the presence of griffins in Aegean iconography can be 
included in the category connected to the mytholog-
ical or liminal sphere.15 Birds are frequently depicted 
in association with imagery of sacrifice or libation or 
with allegories of the underworld.16 The fact that birds 
and other mythical animals are frequently depicted 

10 Vermeule, Karageorghis 1982; Crouwel 1991; 
Sakellarakis 1992; Rystedt, Wells 2006.

11 Murray, Smith, Walters 1900, 7, 8, 45; Vermeule, 
Karageorghis 1982, 202, fig. V.27.

12 The most common motifs of pictorial pottery in funerary 
assemblages are birds and scenes with men fighting or hunting 
(Rystedt, Wells 2006).

13 Blakolmer 2016, 61–68.
14 Vermeule 1979.
15 Frankfort 1936, 106–122; Bisi 1965; Reed 1976; Blakolmer 

2016, 61–69.
16 Nilsson 1950, 330 ss.
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on funerary objects associated with libations or feast-
ing scenes could denote the presence and participation 
of the chthonic deity or the dead in the ritual acts.

The sphinx played an important role in the fu-
nerary iconography of Mycenaean mainland. During 
the LH IIIA–B period, its religious significance was 
adopted in funerary iconography. Its symbolic pres-
ence was connected with the establishment and con-
solidation of a set of religious acts in honour of the 
dead.17 

The lack of other close similarities with mythical 
animals depicted on vessels, made necessary an ex-
pansion of the area of research, interpreting the sub-
ject painted on the sherd as a human foot. In this light, 
the first Trapeza sherd could be compared with a frag-
ment from the Acropolis of Athens with the depiction 
of a female human figure of which remains the skirt 
above the feet represented in silhouette (Tab. 3b).18  
The dating of this sherd is disputed, because the con-
text is dated to LH IIIC but the iconographic elements 
suggest it could be dated to LH IIIB1 and other ma-
terial in the same layer belong to LH IIIA2. This kind 
of representation is generally associated with ampho-
roid kraters from the Dodecanese, Cyprus and the 
Near East and it may be compared with the Trapeza 
sherds too not only because of the representation 
of the foot, but also the presence of the long robe de-
picted, in the first Trapeza sherd, with the two parallel 
lines that can be seen above the leg.

Another possible comparison could be found 
in the krater from the cemetery of Evangelistria, 
in Nafplio, decorated with a lyre-player (Tab. 3c).19 
The krater is differently dated to the end of LH IIIA or 
to the beginning of LH IIIB, moreover the vessel was 
found in a tomb and it is supposed that the drawing 
represents a real performance executed during funer-
ary rituals in which the krater was used.20 Looking at 
the way the musician is depicted and considering the 
vessel shape and the probable dating, there is more 
than one similarity with the sherd from Trapeza.

In order to conduct a fuller analysis, the investi-
gation could be broadened to include also examples 
of Mycenaean pictorial style in other media, such as 
the clay larnakes. It is possible to observe how the de-
tail depicted on the Trapeza fragment is very similar 
to the representation of human figures on clay larnakes 

17 For sphinxes see Dessenne 1957; Crouwel 1991; Blakolmer 
2016, 61–69.

18 Sakellarakis 1992, 22, fig. 4.
19 Dragona-Latsoude 1977, 86–98, pl. 20; Vermeule, 

Karageorghis 1982, pl. IX 1.4.1.
20 Carter 1995, 293–295.

of Tanagra, Boeotia.21 Most larnakes show images re-
lated to funerary scenes, involving ritual activities 
connected with burials, there are scenes of procession 
of mourners, scenes of sacrifice and cult scenes with 
the presence of fantastic animals, like sphinxes.22 The 
Tanagra larnakes bear quite schematic representations 
of human figures. Among them we can distinguish 
those depicted in silhouette and those in outline style, 
both are dressed with skirt, or long robe that often 
have a vertical or diagonal border and come almost 
to the ankle showing the feet (Tab. 3d–e).23

According to S. Immerwahr, the figures character-
ized by bordered robes, not in silhouette but in outline 
style, can be interpreted as male figures, maybe priests 
(Tab. 3f ).24 Men were present in scenes connected with 
burials and were involved in a processional or panel 
arrangement. In this light, examination of the Trapeza 
sherd suggests the possibility of interpreting the de-
piction as the bottom part of a male figure, maybe 
in a processional scheme. The image may belong 
to a mourner or to a figure engaged in ritual activities, 
but in either case it is impossible to say with certainty 
anything about the reconstruction of the subject.

An extremely interesting feature is that each par-
allel with the sherd is connected with the ritual and, 
especially, funerary sphere, so the related vessel would 
have not only a funerary purpose, but also a funerary 
depiction with a scene that maybe really happened.

Regarding the second sherd illustrated, the sche-
matised bivalve seashell is a decorative pattern which 
evolved from the papyri motif. It seems probable that 
this pattern was created through a combination of dif-
ferent advanced versions of the multiple stem pattern 
and the Mycenaean III flower.25 It was frequently 
found in LH IIIA1–2 pictorial compositions on kraters 
and on conical rhytà.26 It can be found isolated, in-
terspersed or arranged in chains, but always as an ac-
cessorial motif. These types of design were essentially 
ornamental.27 These accessorial elements may also in-

21 Demakopoulou and Konsola 1981.
22 Vermeule 1965, 123–148; Immerwahr 1995, 109–121; Kramer-

Hajos 2015, 627–667.
23 This kind of representation has a good parallel with a krater 

fragment from Lefkandì (Popham, Sackett 1968, fig. 37; 
Crouwel 2007, 80–81, fig. 17) showing the depiction of a sphinx 
near a human figure wearing a decorated long robe that recalls 
those worn in cultic contexts. The depiction of the foot is not so 
far from the style of the sherd from the Trapeza dromos.

24 Immerwahr 1995, 113–114.
25 Furumark 1941, 312–315, fig. 53.
26 See Mountjoy 1986, 69; cf. the rhyton from Vourvatsi decorated 

with chains of bivalve seashells Mountjoy 1999, 531, fig. 
190:156; cf. the rhyton from Brauron Paschalidis 2001, figs 1–3.

27 Vermeule, Karageorghis 1982, III.17, III.18 and IV.1 Enkomi, 
XII.7; Åkerström 1987, pl. 24:1c.
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dicate a landscape, as vegetation motifs or Nilotic ele-
ments, or be space fillers to combat a horror vacui, and 
are often found in these positions among representa-
tions of birds, horses and bulls.28

This pictorial representation falls within the fea-
tures of the traditional iconography from the 14th cen-
tury BC onward, additionally the subjects of pictorially 
decorated vessels are quite close to those of larnakes. 
Themes such as octopuses, papyri, flowers, birds, bi-
valves, fish, are identically painted on kraters and 
on larnakes and have symbolic and ritual meanings.

Pictorial pottery doesn’t seem particularly com-
mon in Achaea in comparison with other Mycenaean 
Greek regions, indeed, one can cite only a few pieces 
of decorated vessels with representation of animals 
and human figures discovered in funerary contexts 
and mainly dated to the Post-Palatial period.29 The 
sherds discussed here, together with a stirrup jar with 
the depiction of a fish, are the only examples of picto-
rial decoration found so far in the Trapeza cemetery.30

The main production centre in the region 
could have been Voudeni, an extremely important 
Mycenaean site, in the eastern part of the region, char-
acterized by a settlement and a rich cemetery used 
since the 16th century B.C. to the Submycenaean pe-
riod. From this funerary area come some huge vessels 
decorated with pictorial representations of animals, 
such as birds, dogs and human figures, but none 
of these show close comparisons with our first sherd 
because the site became a pottery production centre 
during the Post-Palatial and not in the phase to which 
the sherds can be dated.31 Furthermore, the lack 
of published material from this cemetery and others, 
such as Portes, does not permit a careful comparison 
of the vessels; for this reason it seems essential to look 
at other sites, such as Attica, Corinthia or the Argolid, 
places where the phenomenon of pictorially decorated 
pottery originated.

It is impossible to say whether the pictorial rep-
resentations from Trapeza have a narrative function, 
their meaning could be purely decorative. Too little 
survives to reconstruct the original design on this ves-
sel and this crude style of execution makes it difficult 
to find a good parallel. It should be stressed that the 
fragmentary available data only allows purely hypo-
thetical proposals that are far from a definitive iden-
tification of the subject and of the syntax depicted 

28 See e.g. Paschalidis 2001; Furumark 1941, 432, 434, 439; 
Vermeule, Karageorghis 1982, IV.40; Benzi 1992, pl. 84:c, 
158:b.

29 See e.g. Papadopoulos 1979; Giannopoulos 2008; Kolonas 
2009.

30 See Borgna, De Angeli 2016, 447–458.
31 Kolonas 2009; Licciardello 2015, 158–159.

on them. However whatever the reconstruction of the 
representation on the sherds is, it must be regarded 
as more than a mere hypothesis that the deposition 
of this type of pottery may have had a ritual function 
as support and means to practice rites that served 
to promote a peaceful transition of the deceased be-
tween one world and the other and, at the same time, 
the reintegration of the mourning community in the 
living world. This leads on to the next theme to be dis-
cussed here, that is the function of the pottery found 
in the dromos.

Use and function of the pottery

As previously stated, the sherds belong to an open 
shape and are the remains of a ceremonial performance 
practiced during funerary rites. These kind of perfor-
mances can be associated with Van Gennep’s tripartite 
burial rites, especially with liminal and post-liminal 
rites.32 The liminality is a place between dromos and 
chamber, the living used this sphere to feast with the 
dead, but also to re-aggregate themselves in the social 
world and give a last farewell to the deceased after the 
burial. In the dromos fill we can find remains of broken 
pottery that symbolize the fragmentation and destruc-
tion of objects used during these post-liminal acts.

These sherds cannot be seen as the remains of ves-
sels originally put in the chamber and later left in the 
dromos after cleaning operations for successive depo-
sitions because among the grave-goods found in the 
chamber, there are only closed shapes with a total lack 
of the open vessels which are instead typical of the fill-
ing of the dromoi.

In most cases, the distinction between the primary 
remains of rites performed at the time of the burial 
and the material concerning reuse and successive vis-
its to the tomb is difficult to recognize but, in the case 
of Trapeza, the stratigraphic analysis of the dromos 
of Tomb 1 allows the evidence to be attributed to the 
post-funeral rites. The pottery remains found in this 
layer are related to an episode of reopening of the 
tomb, they represent the traces of a series of perfor-
mances made after the deposition of a deceased in the 
chamber including mixing, pouring and consump-
tion of some precious liquid, like wine. The sherds 
considered here are mixed with material differently 
dated from LH IIIA to LH IIIC, this signifies that the 
people who reopened the tomb, or simply visited it, 
performed ceremonial activities that left traces in sec-
ondary depositions in strata manipulated by the users 
of the tomb over the course of time. 

32 Van Gennep 1909, 127–144.
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Mycenaean drinking, toasting and libation cer-
emonies performed around the grave and in par-
ticular in the dromos, are attested across the entire 
Peloponnese since the beginning of the LH period on-
ward and continued into the LH IIIA–B phases.33 The 
long-term effect of funerary actions transformed the 
dromos into an increasingly standardized space with 
multiple symbolic connotations and where actions 
to satisfy ritual needs would be undertaken.34

The focus on drinking and pouring ceremonies 
in Mycenaean funerary rituals is very strong and we 
can imagine that such rituals were highly significant 
to the people involved in the funeral and played a cen-
tral role in the burial process.

Drinking ceremonies accompany liminal rites, 
but the stomion and the dromos themselves are often 
characterised by liminal symbolism too.35 The dromos 
was a boundary zone, the final earthly passage through 
which the deceased was carried “from the visible soci-
ety to the invisible.” 36 This area belongs neither to the 
world of the living, nor to the world of the dead, but 
consists of a special zone with a little from one world 
and a little from the other. Several performances 
in honour of the dead took place in the dromos, which 
was the focal point of ritual activities, such as sacrifi-
cial and libation ceremonies associated with the limi-
nal rites. The dromos was a space of transition, a place 
where living and dead could meet and could also ter-
minate their relationship through the gesture of break-
age of the pottery used during drinking and toasting 
ceremonies.37 Apart from huge and broken open ves-
sels, quantities of broken kylikes and cups have been 
found near the doorway or on the floor of the dromos, 
this evidence can represent a post-liminal rite per-
formed by the community and individuals too.38

Libations and drinking rituals, commonly identi-
fied in Mycenaean tombs, reflect the desire of human 
beings to communicate with the realm of the beyond 

33 See Cavanagh, Mee 1998; Soles 1999, 787; Shelton 2001, 77–
78; Boyd 2002, 87–88; Papadimitriou 2015, 101–103. Dromoi 
acquired symbolic importance and started being used for ritual 
purposes only when they became sufficiently long and flat, that 
is at the very end of LH I, not only in chamber tombs, but also 
in tumuli and tholoi.

34 The awareness of the importance of the dromos and of pottery 
fragments found in it, was not always immediate. In most 
of Achaean cemeteries, investigated several decades ago, the 
data regarding the fills of dromoi was often overlooked, without 
investigating the nature of those fills, in favour of the study of the 
grave goods preserved in the chambers. This is true, for example, 
for the cemeteries of Aigion, Papadopoulos 1976, or Klauss, 
Paschalidis, McGeorge 2009, 85–86.

35 Van Gennepp 1909; Gallou 2005, 82–ss.
36 Hertz 1960, 80.
37 Gallou 2005, 88–90.
38 Cavanagh, Mee 2014, 51–56.

through the recipients of the offerings. So the vessel 
has to be interpreted as a receptacle to be used to mix 
a liquid for the living and for the dead; the vessel serves 
as intermediary between one world and the other, it is 
the materialization of the liminal zone.39

We can imagine the users of the tomb carried out 
a drinking ritual, mixing and serving wine or other 
precious liquid put in the crater and then, at the end 
of the ritual we can also imagine the breakage of the 
huge vessel with the partial scattering of the sherds. 
We are looking at a transformational mode of dep-
osition through which the material is incorporated 
into the funerary record after a series of activities that 
have taken place for specific and symbolic purposes. 
The vessel is invested and heaped with a potential use 
that goes beyond practical use, toward a symbolic 
significance.

Conclusions

The study of these sherds has given the opportunity 
to analyse the pattern of creation of the filling layers 
in the dromos of Tomb 1. This kind of study prompted 
other important research concerning the reconstruc-
tion of ritual activities, practiced in the dromos that in-
volved specific vessel categories. This type of research 
necessitates taking into consideration the total body 
of the material in these layers, in order to have a com-
plete picture of the past actions. This study can be seen 
as a starting point to investigate mortuary practices 
that might otherwise have remained hidden.

This kind of evidence has been very useful for col-
lecting significant evidence regarding the community 
who used the tomb. As mentioned above, pictorial 
pottery is not commonly present in funerary contexts, 
but it can be seen as a sign of the social status of a more 
or less restricted part of the community, a status made 
even more evident by the findings within the chamber. 
Considering the comparisons and the assumptions 
made, it seems possible that the found sherds belong 
to a big krater used during funerary rites performed 
by the community to honour the deceased and the de-
ities during a very difficult time after the loss of an im-
portant member of the group.

39 Some years ago Konsolaki-Yannopoulou presented new data 
regarding the practice of libation during funerary ceremonies and 
supposed a communicative function of the used vessels to satisfy 
the desire of human beings to transcend their limitation and keep 
in touch with the Other world and with the dead. Konsolaki 
Yannopoulou 2001, 213–220.
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Fig. 1a General map of the Aigion area with the Trapeza hill (Goole Earth 2014).

Fig. 1b General plan of the Trapeza cemetery until 2014 (G. De Angeli).

Fig. 2a Sherd no. 1; 2b Sherd no. 2 (photo: A. Licciardello).
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Fig. 3a Bell-krater from Enkomi (after Vermeule, Karagheorgis et al. 1982, 202, fig. V.27); 3b Pictorial sherd 
from Acropolis of Athens (after Sakellarakis 1992, 22, fig. 4); 3c. Krater from Evangelistria, Nafplio  
Museum; 3d. Larnax from Tanagra with mourners, Thebes Museum; 3e. Larnax from Tanagra with funer-
ary scene, Thebes Museum; 3f. Larnax from Tanagra with male procession, Thebes Museum (3 c–f photos:  
A. Licciardello).




